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THE FORTUNES OF RICHARD MAHONY:
A CRITICAL APPRAISAL

By William D. Elllott

The purpose of this study 1s to describe, analyze,
and appralse the Australian trilogy, The Fortunes of
Richard Mahony, and to discover its relationship to the
reallstic tradition in the history of the novel, and to the
tradition of the trilogy in English and American litera-
ture. The importance of such a study arises from the fact
that The Fortunes of Richard Mahony 1s one of the signifi-
cant twentieth century trilogles which has received little
attention by scholars and orltiés. It is, as well, one of
the major works of Australian literature.

In Chapter One of the study, realism is briefly deflned
with reference to romantic, sentimental, historical, socl;i;
psychological, and naturalistic emphasis in the novel.
Growth of interest in these emphases 1s traced through the
course of Henry Handel Richardson's life, in the light of
the literary influences to which she was exposed. It is
asserted, for example, that H.H.R. went through definite
"romantic and "sentimental®" phases during heriilterar;_
apprenticeship -~ phases that confront all novelists who .
eventually become reellsts. Other férées. as well, are
presented as parts of her childhood and education which

contributed to her evolution as a realist.



In Chapter Two, the basic tools of analysis and
explication are defined and applied to the first volume
of the trilogy, Australia Felix. Northrup Frye and E. M.
Forster are taken as authoritative bases from which to
define the structure, point of view, characterization,
action, setting, style, and néanlng of each volume of the
trilogy. Chapter Three is devoted to a study of The Way
Home and Chapter Four contains an analysis of Ultima Thule.

'In Chapter Five, the trilogy is analyzed as a unit,
compared for unevenness from volume to volume, and paralleled
to two major trilogles of English and American literature:
Galsworthy's The Forsyte Saga and Farrell's Studs Lonigan.
The conclusions are as follows: 1) The meaning of the trilogy
is complete; the questions of the nature of existence and
of the condition of suffering, the death-fear, and the
imagery of confinement and escape are consistent from volume
to volume, and point to the larger phllosophical lssues
involved in the degeneration of Richard Mahony as a character;
2) The Fortunes of Richard Mahony 1s an example of a trilogy
which 1s unable to sustain a high quality of achlevement
throughout all three volumes; it 1s a trilogy with a pattern
of increasing quality and complexity; and 3) As a trilogy,
Henry Handel Richardson's work rests somewhere between the
ethical reallism of Galsworthy's The Forsyte Saga and the
naturalistic dogma of Farrell's Studs Lonigen. It is
superior to the unrelenting depressiveness of Farrell but
inferior to the rich, dramatic plcture of an era found in

Galsworthy's trilogy.
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CHAPTER 1
THE EDUCATION OF A REALIST

Realism, in 1ts broadest sense, 1s simple fldelity to
the actual as 1t can be portrayed in literature. The
realist 18 interested in presenting characters and events
with as 1little author intervention as possible. He 1is
interested in portraying the average, the common, and the
everyday 1n an easlly comprehensible manner. His subject
matter includes the surface detalls, the common actions,
and the minor catastrophes of a soclety. He seeks to find
and explore a truth which is essentially relative, but
which 18 closely related to observable consequences and
verified by experience., By seeking thlis the realist asks
for a one-to-one relationship between his art and reality.
But perhaps most important 1s his concern for the detalls
of observé& reality. The realistts description of the
minute particulars of a soclety is all important; the weight
of these detalls should lllustrate realism?!s power to
capture the tenor and character of a society. The realist
lets only the detalls carry the bufﬂen of proof. If the
soclety cannot be llluminated by a description of its
particulars, it cannot be described realistically.

As a literary movement, realism was centered in the
novel and was dominant in France, England, and America from

roughly the mid-point of the nineteer:th century to its last



decade, It began as a partial reaction against romanticism
and was superseded toward the end of the century by natural-
ism, Between the periods when romanticism and naturallism
were at their heights, there occurred within the reallstic
literary movement two clearly observable reactions to sentl-
mentalism - a new brand of the historical novel and a new
interest in soclology and psychology. By 1919 Virginia
Woolf was to announce the close of the realistic movement
in England with the following statement:

It 1s because fhey ‘are concerned not with the

spirit but with the body that they [Galsworthy,

Bennett, and Wellg] have disappointed us, and

left us with the feeling that the sooner

English fiction turns 1its back upon them, as

politely as may be, and marches, if only into

the desert, the better for its soul.l

The reaction ggainst”gomantlclqm_was the first and most
pronounced historical aspect of the movement. While the
romanticist preferred the ideal as 1t was separated from
the immediate conditions of soclety, the realist concerned
himself ilth the observable action, the verifiable conse-
quence, and the dally pains of living. The romanticist
placed the individual at the center of all 1life, experience,
and art, stressing the overriding value of his unique
feelings and particular attitudes. The realist, on the
other hand, portrayed the individual in relation bo and as
a part of a clearly defined soclal system. The romanticist
valued accuracy in portraying the charactert!s unique
experiences, while the realist was concerned with the

representativeness of his charactert's experlénce. Reallstic
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art was concerned with the completeness and unity of
observed experience; romantic writers saw art as a formu-
lation of intuitive 1mgginat1ve perception, however frag-
mentary and incomplete. But the most significant difference
was the source of each perspective., Taking realistic
materials, the romanticist was bent upon transcending these
materials to find the Absolute, the Ideal, the mysterious,
or the supernatural. The realist, however, found his values
in the commonplace, the natural, and the simple.

Aside from Wuthering Heights, Mrs. Radcliffe's The
Mysteries of Udolpho 1s perhaps one of the most characterlstic

novels of the romantic perspective. The Gothic novel was
both a special kind of romanticism and a typical example of
the romantic interest in larger-than-life characters. Mrs.
Radcliffe!s use of Emily in that novel reveals a concern
for a dominant trait, in this case, extreme sensibility,

to express a personality. Emlly's function in the novel 1is
primarily to show intense emotion - the exaggerated feellngs
of wonder, awe, and terror. This larger-than-life terror

of a single character provides a device for sweeping the
reader along in a kind of emotional bloodbath., But the
setting of the novel 18 jJust as important as character
identificatinn. Mrs. Radcliffe!s use of remote and time-
less mountains, seas, and forests, and half-ruined castles
perched on imposslible crags, with dungeons beneath, lndlicates
a larger-than-life environment. Instead of relying on a
setting that 1s recognizable, she sets her book in Gascony

in 1584, and makes no attempt to study the perliod or seek
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accuracy of detail. She 18 only concerned with subordinating

her character's emotion to the terror of the environment,

with communicating a real sense of mystery and suspense,

and with presenting rational explanations for supernatural

happenings. Unlike the realist, who 1s concerned with

accuracy of detall in both setting and character, she 1s

bent on showing how the environment mysteriously plays on

its characters, ilnvading them, and finally taking them over.
Coleridge!s "suspension of disbellef" which "constl-

tutes poetic falth" 1ndicates an extension of Mrs., Radcliffe's

Gothlc technique. Such a falth in the lmaglnative transfor-

mation of experience becomes an anti-realism. Blake expresses

this distaste for the methcds of the realist; in The First

Book of Urizen, he pictures Urizen at a task that is both

sad and evil - breaking up the primal unity into rational

categorles., And Keats 1ndicates'1n Lamla that *"phllosophy

will clip an angel's wings." The romantic's complaints

indicate a distaste for a rationalistic method. The typlcal

romanticist never considers a reconstruction of events, or

even a philosophy which implies such reconstructlon. He

fashions events and characters anew, not as they were, but

as they ought to have been. The more the writer insists

upon the historical or contemporary accuracy of his recon-

structlion, the less romantic is his conceptlon of experlence.

This 1s the essential distinction between the romanticlist

and the realist.

While romanticism and realism are more clearly at
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opposing ends of the literary continuum, sentimentallsm and
realism are not as distinctly opposite in method and philos-
ophy. As a literary tradition, sentimentalism has concerned
itself with the conscious effort to induce emotion in order
to analyze or enjoy it. On this point the reallst would
disagree; he would never induce emotion but include 1t

only as a part of a character, environment, or event which
has been verified by historical materials or actual observa-
tion. Sentimentalism also implies an optimistlic over-emphasls
of the goodness of humanity, while realism is concerned with
the objective portrayal of the whole gamut of human capablll-
ties, good and evil, optimistic and pessimistic. In technlque,
however, the sentimental novel often uses the realistts
conception of actual events in a time and a place, with
characters who have clearly definable backgrounds. Such 1is
the case with Richardson's novels. Using the eplstolary
technique, Richardson's Pamela or Virtue Rewarded portrays
the worklngs of Pamela's mind in a realistic fashion at the
same time it exaggerates the emotional trauma of Pamela's
position. While the "realistic" novel sprang up ln protest,
the sentimental novel continued a tradition that became less
realistic and more romantic as 1t moved into the nineteenth
century. While Defoe was probably the first realist,
Flelding best lllustrates the nature of reallism when 1t comes
into conflict with sentimentalism. Filelding's method
differed from the formal realism known to the mid and late
nineteenth century; he stressed the necessity for a wise

assessment of life as well as a convincing impression.
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Richardson’s viewpoint was narrow both in technique and
scope; while he was exploring the lnner workings and senti-
mental reactions of Pamela's mind, Flelding was exploring
the intricate mechanism of soclety as a whole. The sentl-
mentalist, then, not only exaggerates emotion beyond what
18 observably true, but he neglects the total view of human
socliety for a microscopic view of the emotions and lives of
major characters, Richardson makes use of a sentimental
realism; Flelding presents a responsible wisdom about human
affalré which plays upon the deeds and the characters of his
novels, |

Richardson and Flelding never concern themselves
specifically with history per se; and yet if this was a
pPrimary concern in thelr writing, two approaches to the
historical novel would almost invariably emerge. Richardson
would be more interested in the psychology of individual
characters within the context of major historical events;
Flelding with the wisdom, the character, and even the minute
historical detalls of the times. For there is a significant
difference between historical novels and historical novels
that are realistic. Basically, the historical novel 1is
known as a novel which recreates a personage, a series of
events, a movement, or the atmosphere of a prevlou§ age,
The historical novel makes use of the historical records
avallable, but the degree of use and the seriousness with
which such use is undertaken deterﬁines whether or not the

novel can be accurately called historical and realistic.



Those which would not be considered realistic range from

Scott's Waverly, to Stanley J. Weyman's A Gentleman of

France, and other closk-and-sword romances toward the end of
the century. Hlstory, in thlis sense, 1s explolited as a
background for a series of adventures or sexual exploits.
But Thackeray's Henry Esmond is the most striking example

of the successful practice of the realistic historical
novel. Thackeray sets the pattern for a tradition that
reveals the clash of emerging and dying cultures, with
flctional personages living and reacting to a reallistic
portrayal of the time, place, and events of an era. His
portrayal of the politicsl, soclal, and cultural background
of the reign of Queen Anne represents a scholar's approach
to the history of the period. His attempt to write in the
style of the periocd, while unsuccessful, 18 a further indi-
cation of the seriousness with which he faced the problem of
recreating the atmosphere of Augustan England. His use of
Esmond and Beatrlix, as imaginary people who are representa-
tive of those who actually lived 1in the perlod,Als'Justifled
8lmply because 1t is the closest the reallst can come to
applylng observed experience to history. The soclal and
psychological realist succeeds at this point and the
historical realist falls. Whille the soclal and psychologlical
realist has observable data and people to make use of, the
historical reallst must simply indicate the impossibility

of his position. He is dealing with events that are not

in any sense recoverable.



The soclological or psychological realist, while
interested in the detalls of a specific time and place, 1s
primarily concerned with the study of character in soclety.
Madame Bovary 1s perhaps the best example of the author's
interest 1n exploring the inner workings of a character as
victim of a soclety. Instead of focusing upon the detalls
of the soclety and its total character, Flaubert concerns
himself with the effect of the society upon Emma and Charles
Bovary, and more particularly with the day-to-day thoughts
of Madame Bovary. The soclological realist ls more concerned
with patterns of mind and character that reflect a soclety
in a particular time and place. Arnold Bennett'!s The old
Wives! Tale describes the ilnner workings of Sophia and
Constance Baines's minds, in contrast to each other, and
with both 1ives reflecting what life was like in Stafford-
shire, England, as well as in FPrance, after 1860. Social-
psychological realism implies a concern with contemporary
or near contemporary societies within which a social pattern
or a stateﬁgf-mlnd can be cbserve&'aé‘;t interacts with
the conditions of time and place. The logical extenslon of
this brand of realism is naturalism. The naturalist seeks
to discover the sclentific law behind soclal and psycho-
logical reallitles.

Naturalism, by definition, is the application of the
principles of scientific determinism to fiction. The
naturalist finds the actual to exist in nature; and nature

becomes those objects, actions, and forces which reveal
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principles of causation. Man 1s an animal in the natural -~
world, who responds to the forces of his environment and
his own ilnternal stresses and drives, but who has no control
over theée forces. The naturalistic novel, like the realistic,
seeks accuracy in its use of observed and documen%ed materials,
But the naturalist selects and organizes his materlals to
11lustrate a scientific theory or hypothesis., Hls materials
form a record and are representative. They also 111ustrat;‘
a bilological or a socio-economic determinism.

Zola's Germinal portrays the biology of man's brutlish-
ness as an animal engaged in an endless and cruel struggle

for survival; Hardy's The Mayor of Casterbridge sees man as

a victim of a destiny or fate which is beyond his control

or full understanding. These two aspects of naturallism
reveal a supra-realism or a concern that goes beyond realism
in 1ts stress on the underlying causes of man's predlicament.
The realist would interest himself in an accurate descrip-
tion of Zola's French mining community and Hardy's wheat and
grain town; he would take great palns to avoid selecting
his materials for specific effects. The naturalist, although
objective and even documentary in his presentation of
material, would be skeptical of man's basic capabllities,
clinical in his portrayal of the forces of fear, hunger,

and sex, that drive man, and biased in his selection of
primitive characters and elemental actions to 1llustrate

his thesis. He would see human actions as cause and effect
relationships; his judgments would be amoralistic. Although

Man would never be condemned for his actlions, he would never
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be pralsed, since Man hés'no control over his actions. The
realist may or may not be moralistic, but he is not committed
to the naturalistt!s ethical neutrallty.

As a literary movement, naturalism reached 1ts helght

with the novels of Emile Zola. Zola's Le roman experimental

became the manifesto for the movement, but Zola!s Rougon-
Macquart series, appearing from 1871 to 1893, can be
considered the major achlevement of the movement. "The
Manifesto of Five against Zola" in 1887 and Jules Heret!s
Enquéte in 1891 indicate the end of the movement's primary
position in literature, While realism appeared almost with
the beginnings of the English movel, naturalism was a late
development, even in England. In its concern for scientific
theory, naturalism was in a sense the novellst!s response
to the emergence of modern sclence, speciflcally the works
of Charles Darwin. In theory naturallism differed considerably
from the first foe of realistic theory - romanticlsm - but
in some aspects the first and the last of the theories
combatting realism are similar. Romanticlism shares with
naturalism, for example, the ldea of a larger reallty;
actual events and detalls, both naturalism and romanticism
maintain, are only important for what they can reveal of
greater truths. Romanticism, however, differs sharply in
its source of symbol, suggestion of truth, and higher
reality; unlike naturalism, it finds truth in transcendent
jdeas or absolute ideals. The naturalist 1s flrm in hils
belief, unlike both the romanticist and the reallist, that

reality can be found in certain sclentific laws which can be

¥
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revealed through specific events and characters when moral
judgment is held in suspension. Henry Handel Richardson,
for example, went through definlte "romanflc" and “Ysentimen-
tal® phéses in the course of her literary apprenticeshlp.
Other forces working on her as a child contributed to the
phases she moved through to reach the mind and art of the

realist.

Born in Melbourne, Australlia in 1870, Henry Handel
Richardson reflects a definlte intellectual and emotional
development that makes her fidellity to reallsm understandable.
Her journey to Leipzig, at the age of elghteen, placed her
in the center of the realistic literary movement in Europe.
As she describes so clearly in "Music Study 1n Lelpzlg,"
this German city was not only the bustling musical center
of Europe in the elighties and ninetles, but the cultural
center as well.? All the German classics appeared in
cheap, adequate editions such as the vast Reclalm library
collection, printed in Leipzig. The same series contalned
translations as well, for by the late 1880%'s Germany had
opened its language to the literatures of the world as a
repository of the new and great writers of each country.
Available to H.H.R., for the first time, were good Engllish
versions of Homer or Shakespeare, Whitman or Ibsen, the
great nineteenth-century Russlan wrilters, the classics of
France, England, and Italy. There was, as well, a strong
and immediate feeling of a German lliterary renalssance,

thanks partly to Nietzsche's prose. H.H.R.'s interest 1n
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Nlietzsche was particularly strong; the use of Nietzschean
mottos attached to nine of her chapters in The Getting of
Wisdom attests to her appllication of ‘Umwertung aller Werte!?
to the 1little world of childhood. Although the world of her
book is shown as the somewhat relative, topsy-turvy world
of Nietzschean philosophy, H.H.R.'s interest in Nletzsche
lay more directly with his stark, "realistic" style. 1In
her 1930 letter to Nettle Palmer, she states:

eeeelt 18 difficult to say a thing brlefly in

German. That 1s why Nietzsche was of sucﬁ

infinite value to German literature. His

style compares with the best ln any language,

and shows that German does not need to be

ponderous and long-winded....3

Her knowledge and interest in Ibsen 1s even more
pronounced. Through her friend in Leipzig, and later her
husband, H.H.R. became exposed to everything Ibsen had
written., As Palmer notes, H.H.R. and her future husband,
J. G, Robertson, read and searched for copies of Ibsen's
plays like "young Greeks halling a boat-load of f'More
Eurlpldesl'"“ One of her first writing efforts was a

defense of Ibsen's Master Bullder, which at the time had

been much derided by British critics. By 1897 she was so
involved in the qualities of Ibsent!s art that she wrote for
The Speaker magazine a slashing attack on the shortcomings
of William Archerts translation of John Gabriel Borkman. ”
The most conclusive proof of her fldellty to Ibsen's
reallstic art is her use of A Doll's House in The Getting
of Wisdom. In thls book H.H.R. shows the irony of Laura's
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dislike for a play that includes the "most commonplace
people." Laura, characteristlcally, turns from the "every-
day happenings" of Ibsents play to the romantic perspective -
"Hyperion was much more to her llklng" - and to the
sentimental - "a 1ittle old brown leather volume of Long-
fellow."6

In turning away from Ibsents play, Laura symbollizes the
steps the reallist must go through before the reallstic
method can be confronted and accepted to the exclusion of
all others. Laura 1s still back with the romanticists and
the sentimentalists, and H.H.R. has pictured her so to
reveal the outdated values of her teachers and society. At
the same time H.H.R. 1s portfaylng her own education as a
realist. In her autoblography she records the steps 1n
thlis education. The early childrent's books were, quite
naturally, the romantic escape llterature of falry tales,
juvenile books such as Chatterbox and Little Folks, and
even the simplified classlics, such as a little book called
Max and Theckla after Schiller'!s Wallenstein. As an eight
year old, she was exposed to chlldren's editions of The

Pilgrim's Progress, Robinson Crusoe, Burtont's The Nights,

and Scott's novels.’ This curlous mixture was comblned
with the reading and acting out of some of the better known
of Shakespeare'!s plays. Although the acting out process
was merely a part of imaginative childhood play, as H.H.R.
tells us: "there might have been worse ways for a chlld to
approach Shakespeare."8 Perhaps the most interesting

aspect of her childhood reading was an early exposure to
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George Eliot and Thomas Hardy. Although H.H.R.'s letters
reveal an intensive study of these authors as an adult,9
her childhood reactions were purely negative. As she
tells us:

eee.Hardy's gnarled prose,.together with the

outlandish speech of his country-folk, defeated

ne....IJt was the same with a volume of George

Eliot, which, though comprehensible, I found

intolerably prosy and 1ong-w1nded.16

Henry Handel Richardsont's first encounter with the
formal study of literature was a disappointing one. As a
student ﬁt the Ladles! Presbyterian College ln Melbourne,
she found the study of literature to consist of a serles of
dates and notes on writers! lives, Her encounter with
writing storltes was equally dlsappointing. At the school
she was asked to write an effective plece of description
for the school literary soclety, just as Laura was asked to
do in The Getting of Wisdom. Both H.H.R. and Laura find,
rather painfully, that their stories least based on fact
and observed experience were the most acceptable to the
soclety because they sounded the most truthful, while
thelir most factual, literal narratives sounded fantastic-
ally unreal to the society, and were rejected, H.H.R.
experiences the basic questions asked by the realists:
"What 18 truth?" and "Is fact truth?" Her education as
she portrays i1t in The Getting of Wisdom is meant to be
an education in disillusionment; we are to take the
desire for the romantic and the unreal 1n her colleagues

and English teachers as the desires of the romanticists

and sentimentalists from which the realists have revolted.,
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In minjature then, Laura and H.H.R. fight the fight of the
realists against the romantic notions of a Victorlian culture.
Laurats lesson about "how to wrlte" is to be taken as a
lesson in reverse, She learns howW to please her students
and teachers, and in doing so becomes their victim. H.H.R.,
however, '"relearned" her lesson, and Laura's lesson is to
be taken as intensely lronic in tone, as 1s the whole book.
Laura's battle 1s perhaps the best indication of how deeply
rooted H,H.R. became in the realistic tradition.

H.H.R.'s reading, from her school days untll her
career as the novelist of The Getting of Wisdom, contributed
a great deal to her early sophistication as a realistic
novelist. With the study of Nietzsche and Ibsen i1n Leipzig,
her reading expanded to the great realists of the century.
Her husband remarks on her reading in Strasburg, shortly
after thelr marriage:

In the Strasburg years Henry!s reading was very

wide. My work for Cosmopolis and The Times

brought into the house the newest German

literature, which she followed -~ the reallstilc

movement - with intense interest. While the

Strasburg library provided the opportunity of

familiarizing herself with the great French

literature: Hugo, Stendahl, Flaubert, Balzac

Maupassant, Zola, etc. Also Tolstol and

Dostolievsky. She read each new work of Ibsen

and Bjornson: a new work by Brandes was an

event,11

We can add to this 0. M. Roncoroni's observation that
her "lists for 1898 and 1899 number well over a hundred
books read in each of these years."lz With this must be
quoted H.H.R.'s own observations on her reading program

in Strasburg. Written for the Twentieth Century Authors
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volume in 1939, this short biography and paragraph on her
reading indicates more clearly than any other statement

the use she has made of the modern realistic tradition. In
a letter to Nettie Palmer, dated November 24, 1939, she
describes what an unpleasant job it was to "talk about
herself." But she makes 1t clear that she labored over
her contribution "to give a few of the true facts!"13 from
this, we can assume that her statements are as accurate

as her memory could make them. Her discussion of the
reading program is as follows:

I had always been an omnivorous reader, and 1in
Strasburg, where we lived for a time, all the
treasures of the great National Library were at
my disposal. I soaked myself in French, Russlian,
German, and Scandinavian literature. The

writer who undoubtedly carried the most welght
with me was Flaubert, an absorbed study of whose
1ife and letters left an indelible impression

on the young beginner, From this master 1
learned how a theme was to be handled objectively,
without intrusion of the authorts personallity;
and from him also derives an aversion to phrase-
making - the phrase per se - which I have

never lost. Next came the great Russians,
Tolstoy and Dostoevsky, both of whose traces

are, I think, to be found in Maurice Guest;

while the little Getting of Wisdom owes more

to my browsings in Scandinavian literature.

Not until I wrote my third book, Australia Felix,
did I begin to come into line with the traditions
of the English novel,l4

Henry Handel Richardson's reading, then, makes clear
the extent to which she was famillar with the reallistic
tradition before she began her writlng career. And Just
as her intellectual 1life indicates a familiarity with the
issues involved in realism, her detachment for objectlive

observation, her interest in historical fact, her husband's
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knowledge as a scholar, and her knowledge of the religion,
philosophy and sclence of the age contributed significantly
to her career in realism. Henry Handel's l1ife, from the
time of her settling in the house on Lyon Road, Harrow-on-
the-H1ll until her husband's death 1in 1933, was the detached
and solitary life of a writer, But her detachment had
evolved from a life-long hablt of a realistts sense of
objective approach to 1life. As a child in Australia, she
first learned the value of detaching onet!s self from the
group 1n order to observe people and events more objectively.
The reasons for such a personality adjustment were clear;

as the daughter of a doctor 1n an uneducated community, the
opportunities were rare for group play with the minerts
children. Undoubtedly such contacts would be forbidden,
since Walter Richardson was an extremely solitary man who
disliked having to associate with uneducated people. His
pride in his educational background, his inability to mix
with people of all soclal levels, his extreme sensitivity,
and finally hls mental breakdown all contributed to H.H.R.!s
feeling of allenation as a child, Her eéfiy experiences

in Hawthorn, Chiltern, Queenscliffe, and especially Koroit,
forced her inte the kind of solitariness that this attitude
afforded; the end of such allenation came, momentarily at
least, with her father's death. As she says in her
autobiography, "it came as a rellef - the same relief, in
an intensified form, that we had felt during hls temporary

absences."15 But her alienation returned when she was
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known as the daughter of a mother who worked for a living.
The result was not a fear of alienation but an ingralined
sensitivity: "...we had early been imbued with the notion
that we were rather better than the people we lived amongst."l6
Her earllest memories of people are repre;?ntative of
the objectivity such a detachment brought forth. She
discovered, for example, the two contrasting sides of a
personality by observing the Pastor at Korolt, who gave her
dally school lessons. One slde of hls personallity was the
"kindly, blond-bearded little man" who "tried to improve my

taste by introducing me to Mendelssohn's Songs Without

Words." The other side appeared one day when "as we sat at
lessons the door flung open, he strode in, and, without
uttering a word, fell to mercilessly belabouring his
fourteen year old daughter about the head and ears.“17

That cruelty and acute sensitivity could exist in one person
was even more clearly lllustrated when she confronted her
Tellow students at the Ladies Presbyterian College. Here
she was able to observe gll the machinations of teenage
cruelty and sensitivity, from her own learning to "hide

my knowledge, keep my opinions to myself," to her observa-
tions of the ridicule bestowed upon a girl who stole money
and who was well aware of her fate for such an act. She
also learned about how observation depended upon point of
view; the various attitudes, for example, toward a new born
baby made her reallie how differently people viewed reality.

Even her observations on death ranged from the sight of a
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dead baby in a burial frock to the various attitudes toward
her father's death expressed by her mother, sister, and
other friends. Other figures of her young adulthood
impressed her with the variousness of 1life: the old Bible-
reading man in Maldon whose father had fought in the wars
against Napoleon; the woman who had spent most of her life
so deep in the bush that she didn't know what a plano was
and sat dreaming over it, gently touching note after note;
the bank officlal in Maldon who was never to be seen without
gloves; and the Chinese leper who was known to be dying in
the bush outside the town.

With her childhood ability to observe and objectify,
she became a cool, questioning adult who was able to ferret
out the prejudices and sentimentalities of a soclety, both
in Germany and England. As a young adult in Germany, she
observed the pedantry and emotional emptiness of the
German professor and recorded it in a terrifying short
story, "The Professor's Experiement." She learned that
the German and Australian commoner shared a cruel indifference
for death; "The Life and Death of Peterle Luthy" shows how
just such indifference and carelessness in Strasburg causes
death. She became a musician with limited talent in Lelp-
zig, a musical center of the world; such self-reallizatlon,
instead of becoming self-pity, was transformed into a
objective portrayal in Maurlce Guest. The technlque of
self-observation and objectification was to be used

again and again in The Getting of Wisdom and in her
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trilogy about Australia, The Fortunes of Rlchard Mahony.

Even as a young woman in England, she applied her
principles of objective observation to 1life in London. She
found the intellectual world as inaccessible as it had been
accessible in Leipzig and Strasburg; and yet she continued
her observations of people and lssues of the day. She
obtailned a seat at the 0l1d Baily, to hear the murder trlals;
she went to boxing matches in South London, where the flghts
were so tough her male escort "had had to go out for a
time because the sight of blood made him feel sick;"18 and
she asked to be escorted ﬁg_places in Limehouse frequented
by opilum-smokers. She studled the written records of the
dreams of her secretary, 0Olga Roncoroni, who was undergoing
psychoanalysis at the first psychoanalytic clinic in England
using the Freudlian method of analysis. She Jolned three
psychlc research societlies 1n London, and in the course of
forty years she sat with the best-known mediums of the day.
Thls process of lntense observation was transferred to

objective descriptions of spiritualism in The Fortunes of

Richard Mahony and in an unfinished novel of lower class

London 1life: a psychological study entitled Nick and Sonnx.19

Her interest 1n detached observation led her to a firm
grasp of what it was lilke to live in London from 1904 to
1946,

But London was not the major source of her creatlive
work. Her memories of Australla, as well, became objecti-

fied. She wrote about them in her trilogy, The Fortunes of
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Richard Mahony, in an attempt to dispel the romantic
notions of 1life in the Australia of the 1850's. 1In "Some
Notes on My Books" she discusses why she wrote about the
nfajlures" of Australlian colonization in the trilogy:

So far, all the novels about Australlia that

had come my way had been tales of adventure;
monster finds and fortunes made in the gold
fields, the halr-raising exploits of bush-
ranger, and so on. But there was another and
very different side to the picture, and one
which, to my knowledge, no writer had yet

dwelt on. What of the fallures, to whose lot
neither fortunes nor stirring adventures fell?
The misfits, who were physically and mentally
incapable of adapting themselves to this strange
hard new world? I knew of many such; and my
plan was to tell the life story of one of thenm,
with the changing face of the country for back-
ground, the rise of towns on what had been mud
flats; whlle falthfully observing Laurats
injunction to keep a foot planted on reality.--
Into the question of how far I drew on the 'real!
for this book and 1ts companion volumes I do

not propose to go. The woof of fact and fiction
1s so intricately spun that, even for thelr
author, the unraveling would now prove a
difficult and lengthy task.20

Just as 1t 1s clear that H.H.R. followed fﬁé tradition
of the reallists in breaking away from the romantic tales
of adventure and fortune, it is also clear that what she
means by "how far I drew on the 'real'" was not literary
realism, but her use of autobiographical materlals - her
father's and her own alienated personality. When writing
the trilogy, for example, H.H.R. was primarily concerned
with a re-creation of her father'!s life to the last detall,
To do this her facts had to become historical since much
of her father!s life occurred before she was born. She

found her facts from historical records, memories of those
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present, and from revisiting the places her father lived,
The results are clear., The descriptions of Australian
scenery are accurate to the last detall; the cemetery in
which Mahony was buried faces west as does Walter Richard-
son's; the train from Ballarat to Melbourne takes Polly
and Richard away from Australia as it did Mary and Walter
Richardson; and so on. Even a preliminary study of her
sources shows that she was lh every way the realist
Bennett was.21 She transfers her descriptlions of natural
scenery from her 1912 Diary and her two volumes of note;
books, complete and intact, into the text of the trilogy.
Her actual use of historical materials reveals a consclen-
tious attempt to recreatea time and a place.

H.H.R.t's profession as a "historical novellist" relates
directly to her husband's role as a literary historian. It
was both the trust her husband had in her work and the
results of such a partnership that kept Henry Handel!s
standards in literature high and that forced her to write
out of the depths of her experience. Mention has been
already made of the constant flow of the newest and best
continental literature into the household through John
Robertsonts work as a lecturer and scholar of German
literature., Indeed, according to Robertsonts "notes,"
it was upon his suggestion of writing about a Leipzig
musiclan "who falled to make good" that Henry Handel wrote

Maurice Guest. And of the background for The Fortunes of

Richard Mahony, which was essential for a novel of the
Gold Rush era of the 1850!s in Ballarat, Victoria,
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she says:

Except for a vague memory, the only material I had

to draw on was about a dozen 0ld family letters.

Thanks, however, to my husband, who was an

accomplished book collector, I soon had all the

data I needed: histories, volumes of travel,

pictures, maps.

Such a comment by Henry Handel 1s illustrative of the
nature of thelr partnership: her husband, the scholar, had
access to all the factual and -historical matefial which was
so-essentlal to her novels in the realistic tradition, and
he performed the function of the "primary" researcher,

Once the research materlals were collected, she took over,
absorbing herself in them, making them her own before
moving on to the creative process itself., As Palmer notes,
they were "of two contrasted minds facing in opposite
directions. What they produced was separate, in nature and
quality; but in thelr different ways, they had acted towards
literature on a basis of similar ideas, to hold which was
an act of faith,"23

Other reasons, aside from her husband's positlion as
scholar and teacher, made John Robertson's contribution to
Henry Handel's creative 1ife invaluable., Robertson was at
heart a scholar of comparative literature, and shared with
Henry Handel the fruits of study and reading in the
contemporary llteraturgs_bf all the coﬁntries of Europe and
EnslaﬁEL- Robertson was acqualnted with most modern
European languages and llteratures, while his sclence degree

helped to guarantee his command of method. As Palmer

relates, it seemed to be Robertson's purpose to integrate
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his knowledge by studying modern literatures in thelr
native languages as a culminating view of the whole of the
tmodern humanities.” The result was an intensely personal
sharing between husband and wife on all the important docu-
ments of modern literature; when Robertson exposed her to
Jacobsont?s Nlels Lyhne, they both discovered in it qualities
that had not been present since Klerkegaard fifty years
earlier. When they read together, as well, passages of the
first draft of Maurice Guest, she had a person who happened
to have shared, and to remember, as a most vivid part of
his own youth, the mental and physical settings of Maurice
Guest. And when he supplied the research material for

The Fortunes of Richard Mahony, he made heavy use of his
privileges at the British Museum; from this research
material she wrote down.-hérself. three full notebooks of
data, even adding a fourth, indexing the three and criti-
cizing them in light of what she learned and observed on

" her 1912 visit to Australia. And her husband's influence
could be felt, as Palmer maintains, in his defense of

tragic realist art.zu

There 18 no question that traglc
realist art, as a novel form in the 1920!'s, was misunder-
stood 1n England, America, ahd on the continent and even
subject to severe attack by critics and readers alike for
1ts utter depressive somberness, Henry Handel's last
volume of the trilogy, Ultima Thule, therefore, needed a
defense, and still needs a defense if we are to Judge by

both Buckley's and Hadgraftt!s attacks on the pathos, even
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bathos, of the insanity and death of Mahony in the last
volume.25 It is Palmert!s thesis that Robertson gave Henry
Handel the supreme defense - a defense and proof of univer-
sal principles used by the great tragic realist, with Ibsen,
Strindberg, and Klerkegaa:d as examples, Thlis defense is
included in his long essay, "The Art of.Henry Handel
Rlchardson," written in 1928-29.2°

While Robertsont'!s defense of her art and his fostering
of her interest in historical fact contributed to H.H.R.'!s
use of realism, so did her view of the religion, philosophy
and science of the age. The religious i1ssues of the day
seemed to concern her career in reallsm. Her concern for
psychic research, her interest in her father's Biblical
criticism, and her knowledge of the Darwinian theories of
evolution were accurately recorded in her novels. The_best
evidence of her awareness of the religlious 1issues occurs

in her notebooks for The Fortunes of Richard Mahony. In

recreating Mahony's reading pattern, she shows us how her

educatlon-;; Q realist made her aware of both the issues
themselves and the necessity of recording how these lssues
affected a man llving at the time, Although these issues
in religion and science were of primary importance before
H.H.R. reached adulthood, they were concerns of the whole
century. Richard Mahony's reading 1s recorded as follows:

1865 Sir Charles Lyell and Darwin

1859 Origin of Species much read at this

time and Huxley's Book (?) and the

Antiqulty
Lyellts "Principles"
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1862 Essays and Reviews (?) Colenso's
book on the Pentatuch 1864,

Renan's Vie de Jesu. 1865

Strauss' Leben Jesu. 1866

Ecce Homo 1866

The Tubingen Schoolz7

These indicate Mahony's readings in science and religlon,

and reflect his basic intellectual preoccupation as he 1is
seen in the trilogy - the conflict, current in the intellec-
tual circles of the day, between sclence and religion.
Religion was violently attacked in the name of Darwin's
principles; the result was crlticlsm and reinterpretation
of the text of the Bible and other reinterpretations of the
life of Christ. H.H.R. was aware of both forces working
before and during her adulthood. She studied the results
of the new psycheanalytic clinic in London and the causes
of mental 1l1lness as 1t reflected Richard Mahony's dlsease.
Evidence has shown that she studied Hollander's Asylum
Treatment of the Insane and several textbooks on psychlatry
while writing the trilogy. Such interests deflinitely
affected her concept of realism; she was concerned not
only with presenting the minute particulars of Mahony's
disease, but with Mahony as the victim of heredlity and
environment. She notes that Mahony read Vestiges as he sat

in his Ballarat tent, before his marriage; Vestiges of

Creation began the controversy between religlion and
science that was intensified with the publication of
Origin of Species.

Most of the events of the trlilogy are directly
paralleled to the 1ife of her father; Walter Richardson
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did, indeed, come to Australia in his twenties to recover
his dissolved family fortunes. He was tralned as a
physician at the Universlity of Edinburgh. as was Rlchard
Mahony. Part of H,H.R.'s education was to discover why
she, as a doctor's daughter, was forced into the position
of the alienated individual. Her knowledge of both her
fathert's desire to come to Australia to galn money and his
Teeling of intellectual superiority gave her this insight
into her position. When she learned that her father was
unsuccessful in the gold fields and ran a store in an
attempt to save money, she began to understand how all his
1ife he was pushed into positions for which his thin-skinned
sensitivity made him unsuited. His marriage to an elghteen-
year-old girl of British yeoman stock added a practical arm
to his personality, but only revealed his inability to deal
with people more clearly by the contrast., In the course of
her education as a realist, H.H.R. found herself between
the sensitive, intellectual side of her father and the
practical viewpolnt of her mother. Her detached, objective
personality may have emerged as a result of this dllemma,

As a child, H.H.R. watched Mary Richardson attempt
to steer the course of Walter Richardson'’s 1life, Her mother
persuaded Walter to begin a practice in Ballarat rather
than return to England. She made the contacts necessary
to the well belng 6f the practice. Gradually, through
investments in mining stock and a growing practice, the

Richardsons became moderately well off., The decision to
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return to England, forced upon Mrs. Richardson, was the
decision of the impractical, sensitive mind disgusted with
the uneducated people of colonial Australia.

Her father's 1life went on from one unfulfilled desire
to another, After an unsuccessful attempt to establish a
practice in England, he returned to Australia to find him-
self extremely wealthy from his mining investments, He
gave up his practice, indulged in intellectual pursults,
and after the birth of his children, came back to England
and the Continent for a Grand Tour. H.H.R.'s memories of
the trip confused her throughout later 1life and complicated
her childhood; 1ike Cuffy in The Way Home, she had piled up

memories which had no recognizable reality but which kept
returning to puzzle her.28 This could have been her first
attempt to sort out what was "real" and what was "imagined"
in her memory; the confusion which resulted could have led
her to anticipate the differences she would find between
nfact" and "truth" at school. Certainly the return to
Melbourne - after her father lost all hls money to a

crooked agent - made H.H.R. understand home to be the rugged,
treeless Australian countryside. And when her father gave
up his Hawthorn practice after a year; she was to experlience
a series of tiny towns and rugged living until her teens.
This moving year after year added to her allenation; no
roots could be established, and ndo one town had the security
of home, From the practice in Hawthorn, her father turned
to Chiltern and then to Queenscliff; and i1t was here that

he suffered a complete mental and physical breakdown and
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was transferred to Yarra Bend Asylum on November 11, 1878.
Mrs. Richardson then took a position as postmistress in
the town of Koroit, and had Walter released from Yarra
Bend. She took care of him at Korolt untll hils death on
August 1, 1879.

All these events of Walter Rlchardson's llfe illus-
trate still another process of education in H.H.R.'s life:
the education by experience. While she had learned
detachment and objective observation, she also learned the
problems of exlstence; and it 1s the problems of existence
in colonial Australia that H.H.R. portrays so vividly in
The Fortunes of Richard Mahony. The confused memories of
a year in Europe together with the practiaal annoyances of
1living in a two room house in Koroit fllled H.H.R.'s
childhood. And because she experienced the last moves of
Walter Richardson's 1life, she is able to describe them 1ln
such a strikingly objective manner 1in hef trilogy. This
18 the reason, as well, for her marvelous ablility to
portray Richard Mahony'!s physical and mental breakdown.
The last volume describing Richard!s insanity and death,
is one of the most objective accounts of such a process
recorded in reallistic literature. Not only are the facts
described just as they were, but so are the particularities
and cruel embarrassments of her father's breakdown,2?

The marvel, of course, of H.H.R.'s objectivity 1ls that she
reached her most effective moments in the last volume of

the trilogy, when there was the greatest temptation of
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falling into the sentimental.

We have seen, then, how Henry Handel Richardson's
education had drawn her into the realistic tradition.
In her reading, in her own experiences, and through her
objective approach to her fatherts life, she had shown
her abilities to master the realistic method. She had
combatted the romantic and"ibﬁtlmental tendencles 1n her
intellectual development; she had made use of historical
materials, of close observation, and of an outstanding
sense of detachment. How she achieved a true realistic

art i1n her trilogy, The Fortunes of Richard Mahony, will

be discussed in the next chapters.
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CHAPTER II
THE ANATOMY OF A TRILOGY:
AUSTRALIA FELIX

Any fictitious prose work over 50,000 words
will be a novel for the purposes of these lectures,
and if this seems to you unphlilosophic will you
think of an alternative definition, which will
include The Pilgrim's 'Progress, Marius the Epicur-
ean, The Adventures of a Younger Son, The Magic
Flute, The Journal of the Plague, Zulelka Dobson,
Rasselas, Ulysses, and Green Mansions, or else
will you give reasons for their exclusion?l

The novel tends to be extroverted and
personal; its chief interest is in human character
as it manifests itself in soclety., The romance
tends to be introverted and personal: it also
deals with characters, but in a more subjective
way....The confession is also introverted, but
intellectualized in content....The anatomy, of
course, eventually begins to merge with the
novel,\produclng various hybrids including the
roman & these and novels in which the characters
are symbols of soclal or other ideas....To sum up
then: when we examine fiction from the point of
view of form, we can see four chlief strands
binding it together, novel, confession, anatomy,
and romance,

When faced with the analysis of a trilogy such as
The Fortunes of Richard Mahony, composed of three novels,
one confronts a number of terms that need definition. While
a trilogy can be easily defined as a series of three novels
which are unified by a single character or series of
characters, plot, or setting, the term "novel" and 1ts
components Just mentioned are sllppery terms indeed. E. M,
Forsterts and Northrop Frye!s definitions of the novel, as

given above, are perhaps the best answers to a perplexing
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problem, Forster defines the novel rather loosely, announcing
the difficulty of the problem, while Frye contrasts the novel
with confession, anatomy, and romance, In Fryet!s stricter
sense, a novel must base its illusion of reallty on a close
correspondence to some aspect of actuality. Without
convincing the reader that hlé 11lusion has some connection,
however tenuous, with actuallty, the novelist 1s nowhere,
especlally 1f he proposes to write a realistic novel, At
the same time, in creating this illusion, the novelist must
hold the reader's attention with all the technical resources
at his command. These include structure, point of view,
characterization, action, setting, and style. Once the
reader 1s convinced of the validity of the novellist's
world, the gquestion of meaning will be of interest and
concern to him,

Structure 1s the novelt!s over-all design or pattern.
Two basic varieties probably exist in the novel as we know
it - the panoramic or extensive structure and the dramatic
or intensive structure. A panoramic order implies a wide
range of characters of all levels of soclal experience;
it practices a unity of inclusion., The dramatic structure
concentrates on a few characters and elements for intensive
examination; 1ts viewpolint represents a kind of unity of
exclusion,

E. M. Forster describes the extensive and intensive
structures in terms of two metaphoric figures: the "hour

glass" and the "grand chain,"3 Henry James'! The Ambassadors,
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for example, evolves in an hour glass pattern, since
Strether and Chad change places during the course of the
book; and this change 1n position of the principle charac-
ters is the key to the book's thematic success. Percy
Lubbockt!s Roman Plctures, on the other hand, forms a
structural grand chaln fit to the pattern of a soclal
comedy. In this book, the narrator is a tourist in Rome
who is educated by an exploration of Roman society., His
mentor, Deering, meets him both at the beginning and end
of the novel. The circumstances, however, are quite
different in each case; because of thls, the last meeting
1llustrates the particular comic mood of the novel, And
there is a device for unity - the rhythmic - which brings
together elements of the hour glass and the grand chain,
Marcel Proust's novels illustrate this unifying device

by their use of gpecific internal rhythms. Proustt's use

of a "phrase" of a violin sonata by Vinteull in Remembrance

of Things Past is probably a valuable i1llustration. The

phrase takes on a unifying significance of its own, apart
from the musician who composed it and the people who hear
it during the course of the book. And the phrase becomes
a memory of the primary unifylng effect in the reader's
mind, after the book has been read,

Just as these two kinds of structure - the hour glass
and the grand chain - lllustrate the nature of structure in
general, so do the varieties of first and third person
1lluminate the importance of point of view in the novel.

Point of view becomes lmportant to an understanding of the
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novel because it defines the relationship which the narrator
holds to the novel; and 1t reveals, as well, in specific
terms, just how the reader 1ls given the elements of the
story. Point of view can be first-person-central, first-
person-peripheral, third-person-limited, third-person-
intrusive-omniscient, and third-person-neutral-omniscient,
There are, of course, endless variations and sets of terms
describing these five baslic types. In the first-person-
central, the central character tells the story in his own
ﬁords. Defoe's Moll Flanders 1s a good example of this-
variety. Moll's consclousness dictates, colors, and limits
the exact material to be reported. The first-person-
peripheral employs a minor character, who reports what he
sees happen to others during the course of the novel's
action. Emily Bronte's use of Nelly Dean and Lockwood in
Wuthering Helghts is a clear instance of the advantages of
this second variety. Lockwood serves as both a listener
and a narrator who looks at the world of Wuthering Helghts
from the perspective of an habitué of the world of fashion.
Nelly Dean 1s a narrator who brings to bear a humble and
rigid moralism upon the romantic agonies of the major
characters,

In the third-person-~limited viewpoint, the story is
told as it happens to a given focal character, who i1s now
referred to in the third person. In this case, then, the
author refers to all characters in the third person, but

describes only what can be seen, heard, or thought by a
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single major character. A good example ls James! The
Ambassadors. In the third-person-intrusive-omnisclient
viewpoint, the author refers to each character in the third
person and may describe what several characters see, hear,
or think, as well as the events at which no character ls
present. Such a novelist can assume a noble dignity and
earnestness when he wishes to point up moral 1lssues in his -
novel; and he can state his feelings in the text of the
novel itself., A good example is Thackeray's Vanity Fair.
The fifth basic point of view - the third-person-neutral-
omniscient 1s different in that it seeks to elimlnate as
much a&s possible such intrusions of the author, It relles
on reportage of the externals of speech and action,
although 1t may also use analyslis of the inner life,
presented reportorially. Such a technique is best suited
to the realistic and naturalistic literary traditions,
since 1t closely approximates the sclentific report or the
journalistic account. Bennett's The 0ld Wive'!s Tale and
the novels of Emlle Zola are é;;nples of this fifth variety.

Characterization, like point of view, 1s an essentlial
part of the problem of creating a believable illusion.
Characters must be created so that they seem as real as
actual persons. Characters llke Emma Bovary, who are
revealed in all thelr complexities, may be called "round"
characters. They are capable of "surprising in a convincing
way."“ The round character is usually difficult to define;
he has desires and values which are likely to pull in
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different directions; he is usually strglned beyond his
normal resources, and the many facets of hls personality,
which have been gradually revealed during thg course of

the novel, often come together at the end to make his final
actions most significant, It is the gradual accumulation
of character traits, leading to a climatic reallization of
the meaning of each of the facets, that makes the total
impression of the round character. Newland Archer of Edith
Whartonts The Age of Innocence, for example, is extérnally
the marriageable society bachelor; but in his dliscontent
with the forms of aristocratic 1life he 1s disqualified for
the expected role of correct‘husband. The attractions of

a scandalous woman set hls passionate nature into conflict
with his obligations to a colorless flancee, As a result,
he feels the real weight of class taboos Just as he yearms
for a fresh view toward 1life. Llke Archer, Pip of Dickens!
Great Expectaftions wavers between two alternatives of life.
Pip sees both the snob code of an idle gentry and the frank
claims of basic humanity. The decision that both Archer
and Plp make crystallizes the slow build-up of personality
tralts which the reader has been exposed to during the
course of the novel.

While round characters reflect a complexity of
personality, "flat" characters maintaln a consistency. Flat
characters usually contalin one dominant quality which may
typify a soclal or economic class, a virtue or folly, a

baslc temperament or outlook. Mrs., Slipslop, for example,
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of Flelding's Joseph Andrews, typlflies the man-hungry

spinster. Jane Bennet of Pride and Prejudice embodies the

optimistic temperament; and Fltzgerald!s Nick Carraway 1in
The Great Gatsby typifies a perceptive and humane tempera-
ment who also serves as a witness-observer. Flat characters
can even serve as the mouthpiece of a phllosophical system,
as 1in Voltalirets Candide. And flatness may change to
roundness during the course of the novel; the protagonist

of Sinclalir Lewis'!s Babbitt begins flatly, as a drearily
typical small-city businessman. His evolution 1nto a rebel
trying to find a personal identity constitutes the main
interest of the novel.

Action or plot-line, like round and flat characteriza-
tions, needs discussion and definition. It refers to both
story interest - that 1s, an interest in what happens next -
and plot interest - that 1s, an interest 1n why 1t happens.
Perhaps the best novels contaln both kinds of interest but
subordinate story to plot. As the reader follows Ishmael
to the point when he boards, and enters into the long voyage
of the Pequod, the reader 1s always concerned with what 1s
happening next, as i1n the nine gams with other ships. But
overriding such interest 1s hls increasing curiosity as to
why Ahab 18 persisting in the pursuit of the white whale.
That Ahab is dolng 80 simply to avenge the loss of hils leg,
is a partial but ultimately unsatisfactory explanation. The
larger meaning of his pursult overshadows all other consider-
ations as Ishmael sets his own view of Moby Dick over

against Ahab's and as a supernatural creature like Fedallah
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becomes more lmportant in the action.

Events must be prepared for, or "foreshadowed,"
during the course of the actlon. A murder on page 201, for
example, might be prepared by exhibiting the weapon on page
153, by showing the approach of opportunity on page 190,
by showing the motives throughout, and by ruling out, one
by one, the murderer's alternative choices. The term
nforeshadowing" 1s used whenever specific detalls necessary
to implement a later event are planted in the reader's
attention early in the novel.

Every conflict, of course, can be viewed as having a
beginning, middle, and an end. Complications follow the
beginning to a turning point, after which, although further
complications may develop, the resolution can be foreseen.
Every work of fictlon contains obvious internal conflicts
between characters or between a character and his environ-
ment. These specific conflicts may 1n turn be subordinated
to a central conflict, which may be internal, external, or
both. In Huckleberry Finn, Huck 1s in confllct with his
father, with the Duke and the Dauphin, and with several
other characters; he continually argues with himself about
helping Jim to escape; he often opposes what soclety
approves. But all these conflicts reduce to the central
conflict between Huckt!s essential goodness and honesty,
and the cruelty and hypocrisy of the world around him.

Setting refers to the place or places where the action

occurs. For the 1llusion of a novel to be most effectlve,
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setting must be more functional than it is when serving as

a mere backdrop. It 1s equally true that when setting 1s
made too functional, as in some novels of local color, it
may damage the illusion by overshadowing both the character
and the action. Setting 1s properly functional when 1t 1s
used either as atmosphere affecting the moods of the
characters or an environmental force shaping thelr destinles.
Hardy's novels and Emily Brontet!s Wuthering Heights comblne
both uses effectlively.

Style 1s quite often related to setting by way of
specific techniques in presentatibn. Style, as a general
term, implies a specific arrangement of words which expresses
both the individual volce of the author and the ildea and
intent in his mind. In the novel, style is interpreted as
the techniques the author employs to convince the reader -
the use, for example, of the detailled give and take of dlalogue
as opposed to a summary of events. Tone, as a part of style,
usually reflects the attitudes toward the subject and
toward the audlence implied in the novel.

Sometimes an author'!s characteristic style 1ls so
unusual and effective that it is noticeable even at first
acquaintance and may, in fact, constitute a major attraction
for his readers. Hemlngway 1s famous for his clear, crlsp,
and concrete language; Henry James, for the complexity and —
subtlety of his long, involute sentences; and Joseph
Conrad, for hls elaborately sensuous descriptions. Heming-
way mistrusts abstract words and abstract virtues; and he

avoids using subordinate clauses, especlally those that
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imply a loglcal relationship. But his sentences are not
all short; at times when he describes violence, he often
1inks a long series of vividly descriptive statements with
"and," suggesting a kind of heightened alertness. 1In
Henry James's novels, on the other hand, the subject 1is
often the central character?!s attempt to understand a
complex sltuatldn. and the reader sees the patterns of
thought echoed in the intricate subordination and modifi-
cation of the sentences,

When 1llusion has been strengthened by proper handling
of structure, point of view, characterizatlion, actlon,
setting, and style, it becomes a splendid instrument to
communicate the authort!s meaning. Before considering the
meaning of the Mahony trilogy, we will be concerned with
technical strategles.

Structurally, Australia Fellx 1s centered around the
growth of Ballarat and Richard Mahony's movement from
storekeeper on the diggings to influential doctor at the
center of the townt!s activities. Takén as a social history
of the Ballarat gold diggings of the 1850's, the novel
forms a panoramlc structure. It has an extensive range of
characters and soclial levels. The princliple of unity 1is
incluslive rather than exclusive, even though Richard
!ghony is to emerge as the central character nearly to the
exclusion of all the others by the third volume of the
trilogy. The structure could also be considered to follow

Forster's "grand chain"” structure, since Mahony 1s
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introduced to a vast country and society, experiencés a
series of adventures, and ends the volume with a return
trip to the part of the world he disliked a few years
earlier,

Rlchardson's use of crowded dramatls personae 1is

evident from the opening of the novel, She begins by
describing the diggings themselves, with a general plcture
of the variety of men working at the diggings. There 1s
Long Jim, the London lamplighter who has just lost his
digging partner to a landslide. His partner, Young Bill,
is characterized as a young man with "fine-gentleman airs"
and "lily-white hands and finical speech," who 1s beaten
by the hard conditions., Purdy Smith parallels Long Jim in
soclal background - lower class Dublin - just as Richard
Mahony appears to parallel Young Bill. There are a
variety of nationalitlies represented:

The bulk of them belonged to the race that is

quickest to resent injustice - were Irish.

After them in number came the Germans,

swaggering and voluble; and the inflammable

French., English, Scotch and Americans formed

a smaller and cooler, but very dogged group.5

And all the characters, from this wide range of
backgrounds, are described as Ballarat moves from a primi-
tive gold field to a thriving city. The people who inhabit
Ballarat, Geelong, aﬁa ﬁelbourne are all representative
of the melting pot that landed in Australia in the 1850!s,
There 1s Ocock, the shrewd, crooked lawyer who sees a vast

practice and vast sums of money from mining stock; Turn-

ham, the political opportunist; Purdy Smith, the lower class
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romantic who believes in the dreams of the gold diggings;
Polly Turnham, Mahony's wife, and the Beamish girls, who
have come to Australla as young lower class girls seeking
wealthy husbands; Bolllver, the common Britisher who 1ls
unable to win even a meager living from the businesses of
trade in Australla; Tangyre and Mahony, both rejecting
Australia; and Sara Turnham, the old maild who teaches
school but who is constantly coming and going in her search
for a husband in the new Australian environment,

Just as Richardson uses the technique of crowded
dramatis personae, she also presents her pano:nmic structure
as 1t reflects the life of Richard Mahony and the characters
of all soclal levels and backgrounds. Part One descrlbés
the people of the Ballarat gold diggings, with momentary
snatches of the panorama of Melbourne and, by extension,
Geelong; 1t follows Mahony's career from his poslition as
bachelor storekeeper to his marriage. Each Part culminates
iIn some major change in the life of Mahony and the socilety
at large. Part Two, for example, follows the growth of
Ballarat as a community with descriptions of the Eureka
Stockade and a trlial in Melbourne, which provides a
sampling of clever lawyers and the nature of colonlial Justice.
At the same time, it indicates the striking contrast between
Polly'!'s and Rlchérd's personalities, which becomes a dlvi-
slon in the book, and provides for much of the action which
brings about the downfall of Mahony at the end of the third

volume., The conclusion of Part Two is Mahony'!s decislion to
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start a practice in Ballarat instead of returning to England.
This decision has in reality been urged upon him by Polly,
who plays a greater and greater influence upon his decislions
as the book progresses. Throughout Part Two, the extenslve-
ness of the structure is indicated by pilctures of childbirth
and death in Australia of the 1850's - Polly'!s unfortunate
struggle in childblrth and Emma Turnham's death.

Part Three extends the panoramic structure by illus-
trating the specifics of Ballarat!s growth as a mining
community; Mahony reflects the happenings of the soclety in
general with the slow but steady growth of his practice and
by his investments in mining stock which, at the end of~—
the Part, yield him two thousand pounds. And Mahony 1s
concerned with all the pressing intellectual 1ssues of the
day. As such, he 1s part of Richardson's attempts to
create a panoramic structure of the life and thoughts of
the times. And there are other indications through
descriptions of the emerging and descending soclal classes.
Glendinning, a ploneer squatter, is described as dying of
alcohol, the result of years of isolatlion in the Australian
bush. Henry Ocock, the opportunistic lawyer, is revealed
as a part of the activities of the emerging soclal classes
over the dying efforﬁs of the original squatters. The
panorams of Ballarat West is recorded in all its aspects:
the elections for parliament, a typlcal convenlence
marriage of the colonles between Tilly Beamish and old

Mr. Ocock, the convalescence marriage between John Turnham
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and Jinny Beamlish, and a general plcture of colonial
hospltallity.

Part Four, the last part of the book, describes the
coming of age of Bgllarat as a city and ends in Mahony's
return to England., It describes the prosperity and soclal
and material escalation of the newly rich colonials in the
Victoria province of the 1850's and 1860*'s, The Mahonys'
house, for example, 1s on Webster Street, and twice as big
as thelr old one; "People had gone up, gone down - had
changed places like chlildren at a game of General Post;"
and Henry Ocock’s holdings make him the wealthliest man in
Ballarat. 014 Devine, Polly'!s one time market gardener, has
made thousands and is being considered for Parllament.
Mahony's practice takes glant strides. But Ned, Mahony's
brother-in-law, takes a turn downward and ls forced to
marry the daughter of a public house keeper from the mining
population of Castlemalne. And almost as a conclusion to
Part Four, the Mahonys hold an elaborate "musical" party.
The party includes the moneyed of Ballarat but soclal
backgrounds ranging from the Devines to John Turnham. Those
who have reached the depths of a "downward direction® are
also included. Mahony, for example, talks wlth Tangye
and learns about the frustrations of this poor proprietor
of a chemist!s shop who has found only fallure and depresslon
in Australia. Mahony's interest in securing an assistant
for his growing practice brings him upon another specimen -
a man named Wakefield who has been crushed by a poor

reputation. But other Ballaratlans are "attending the
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Melbourne race meetings; the Government House balls and
lawn parties; bringing back the gosslp of Melbourne,
together with 1ts fashions in dress, music, and soclal
life." (p. 377)

| Part Four culminates in a ball which had "been
organized to railse funds for a public monument to the two
explorers, Burke and Wells; and was to be one of the
grandest ever glven ln Ballarat.® (p. 377) The aftermath
of the ball adds still further to the extensiveness of the
book's structure. It indicates how much the Ballarat ball
was a high point in all the character's lives. Purdy, the
typical caricature of the foot-loose, mindless personality
that comes to dig gold, makes improper advances to Mary at
the ball. This action causes the first clear split between
Mary and Richard and indicates the basic differences in
their personallities. Mahony has a severe case of sunstroke
while returning from a patient; this results in a long
convalescence, including a month on the seacoast. Deaths
are recorded: Mr. Ocock's and Jinny's. Friendships are
broken: Henry Ocock turns away from Mahony because the
doctor tells him his wife drinks too much, and Purdy leaves
Ballarat, robbing Mahony of the one friend he knew from
childhood remaining in Australia. Both Ocock's severing of
ties and the loss of Purdy's friendshlip causes Mahony
infinite restlessness, and finally drives him back to
England.

While the four-part structure introduces the panorama
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of 1ife in Ballarat from its earliest days to its emergence
as an lmportant colonlal city, with major changes in its
development at the end of each part, it also reflects one
specific point of view - Richard Mahony's. The narratlve
perspective of the book seems to be in the third person,
specifically the third-person-neutral-omniscient. H.H.R.
reports action and the externals of speech at the same
time she presents Mahony's inner 1life in a reportorial
fashion. H.H.R. does, however, take lliberties with this
third person point of view., Her summary of Mahony's
intellectual background, for example, indlcates material
that could have been implied by Mahony'!s actions, thoughts,
or speech rather than directly stated:

No, Mahony was not one of those who held that

the Christian faith, that the flower of man's

spiritual need, would suffer detriment by the

discarding of a few fabulous tales; nor did he

fear lest his own faith should become under-

mined by his studies, and the end of him be -

as with several he had known - rank atheilsm,

an utter denial of the Divine Existence. (p. 219)

H.H.R.!s use, on the other hand, of dialogue and
action reveals a clear understanding of the third-person-
neutral-omnisclient point of view,

And now that last day in the old house

had come, The furniture, stacked in the

yard, awalted the dray that was to transport

it....Pipe in mouth, he mooned about, feeling

chiefly amazed that he could have put up, for

so long, with the miserable little hut, hils

house, stripped of its trimmings, proved to be.

His reflections were cut short by old

Ocock, who leaned over the fence to bid his

neighbours good-bye. (p. 212)

Richardson's use of characterization in Australia Fellx

satisfies Forster's criterion of the proper mixture of flat
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and round characters, Her two round characters - Richard
and Mary Mahony - definitely surprise the reader in
convincing ways, since Mary becomes a capable, mature woman
and Richard a stuffy, aloof personality who asks the most
basic and profound questions of man's exlstence, Mary's
growing up 1s most obvious in this first volume, while
Richard!'s concern for ultimate lssues 1s only in the process
of becoming developed. What surprises about Richard, I
think, is his intelligence and yet his lneptness about the
simplest practical matters. When he first beglins his
practice, Richard just begins to reallize how poorly he has
managed his store; and when his medical practice does not
progress, he begins to realize, only dimly, that people do
not know he has started up a practice,

Mary's qualities as a round character are probably
best represented by her growth from a shy, frightened girl
into an adult with charm, some beauty, and a clear sense
of how to get on effectively in the world. We see her first
as the bride who goes to her new home and cries at its
primitive, unfamiliar aspect: —

The roof was so low that you could almost touch

1t; the window was no larger than a pocket haid-

kerchief; there were chinks between the slabs

of the walls. And from one of these, she now

saw a splder crawl out, a huge black tarantuls,

with horrible halry legs....At this, the tears

began to overflow and to trickle down her

cheeks, Holding her skirts to her....she put

her feet....on the rung of her chair....tMahonyl

found little Polly sitting with her head

huddled on her arms, crying as though her heart
would break. (p. 103)
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Contrast this with her reactions two years later, when
the Mahony'!s leave the diggings for a new home and a medical
practice:

'‘Why, so we shalli!' cried Polly, and was trans-
fixed in the act of tying her bonnet-strings.
tHow time does fly! It seems only the other
day I saw this room for the first time. I
peered in, you know, while you were fetching
the box. Do you remember how I cried, Richard?
I was afraid of a splder or something.' And
the Polly of elghteen looked back, with a
motherly amusement, at her sixteen-year-old
eidolon, - 'But now, dear, if youtre ready....
or else the furniture will get there before

we do. .Wetd better take the short cut across
Soldlerts Hill. That'!s the cat in the basket,
for you to carry, and here's your microscope.
I've got the decanter and the best teapot -
Shall we go?!' (p. 213)

At this point it is clear that Polly is a practical,
capable woman of eighteen. At the end of Part Three, she
is not only a capable woman, but a woman with a number of
friends who trust and respect her efficiency - women twenty
and thirty years her senlor.

Polly had not been in Melbourne since the year

after her marriage, and was looking forward

intensely to the visit., §She went laden with

commissions; her lady-friends gave her a list

as long as her arm. Richard, too, had

entrusted her to get him second-hand editions

of various medical works, as well as a new

stethoscope. Thirdly, she had promised old

Mr. Ocock to go to Willlamt's Town to meet

Miss Amella, who, even now, was tossing some-

where on the Indian Ocean; and to escort the

poor young lady safely up to Ballarat. (p. 317)

And at the end of Part Four, she is a wife who has had
her first violent quarrel with her husband, understood his
weaknesses, and decided that he must be loved as a child,
with some amusement and much compassion. She understands

that her husband 13 quite falllible and that her l1life won't
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be as simple as her practical, efflclent mind thought 1t
would be.

ee+.Why should her husband alone not be as robust

and hardy as all the other husbands 1n the place?

None of thelr healths threatened to fall, nor

did any of them find the conditions of the 1ife

intolerable. That was another shabby trick Fate

had played Richard, in not endowing him with

more worldly wisdom, and a healthy itch to get on.

Instead of that, he had been blessed with ldeas

and impulses that stood directly in his way. -

And it was here that Mary bore more than one of

the private ambitions she had cherished for him,

to its grave. A new expression came into her

eyes, too - an unsure, baffled look, Life was

not, after all, going to be the simple, straight-

forward affalr she had believed., Thus far, save

for the one unhappy business with Purdy, wrongs

and complications had passed her by. Now, she

saw she could no more hope to escape them than

did any one else. (p. 450)

Mahony becomes convincing "in a striking way" through
other, more subtle shifts of personality. As first
described, Mahony 1s a man of sensibility who 1s restless,
fastidious, and at war with the world about him because 1t
does not hold the civilized values he prizes, He 13 flrst
seen as a slab-and-canvas storekeeper on the Ballarat
diggings, disapproving of his young friend, Purdy, because
Purdy has had a brush with the police for digging without
a license., Instead of sticking to gold digging, with the
romantic notion that he might strike 1t rich at any time,
Mahony has qulckly become reallstic enough to see that more
money could be earned providing the diggers with provislons.
In doing so, he is respectful, quite unromantically, of
the forces of law and order over the vallant attempts of
the poverty-stricken diggers to succeed in splte of the

crippling license fees, Mahony shows his hand from the
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beginning. He 1s interested in none of the romantic notions
about Australia which are so attractive to Purdy, and his
brother-in-law to be, Ned Turnham. There is nothing of
the iconoclast about him; he 1s the anti-hero who despises
the primitive living conditions, the low-bred manners and
hablts of the people, and who is prim, preclse, aloof and
talks in stiff Latinlized phrases.

Not only his actions, but his background is illustra-
tive of the anti-hero. Instead of coming to Australlia as
a poor, uneducated man who succeeds in spite of his back-
ground, Mahony comes as a doctor who has had the best of
educations. His family is Anglo-Irish-Dublin - poor but
originally a wealthy family in the elghteenth century.
Mahony's onty clalm to the stereotype of the hero 1s his
break from the stiff-backed gentility, the periwigged forms
of address, and the unbendable pride of his famlly. BHe 1s
a man 1n revolt; his family has always looked upon the
medical profession in terms of the barber's pole and
cupping basin, and they reject him soon after he decides
upon the fleld of medicine for a career, Instead of
succeeding magnificently in spite of his parents, he finds
practice unchallenging in England and emigrates to Austra-~-
lia, not for a better practice but to recover his family's
lost fortune.

Mahony's reactions to his environment are equally
unromantic and unsentimental. Instead of becoming a shrewd
storekeeper who can mix well with the dlggers and fill

their needs, he 1s aloof, dignified, and a rather poor
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businessman who makes money only because there are no other
stores to compete with him. Furthermore, he desplses his
job, his position, and the country. As Mahony tells him-
self soon after we are introduced to him:

Extraordinary, aye and distressing, too, the way

the human organism adapted itself; it was Jjust

a case of the caterpillar on the green leaf,

Well, he could console himself that his apparent

submission was only an affalr of the surface,

He had struck no roots, and 1t would mean as

1ittle to his half-dozen acquaintances on Ballarat

when he silently vanished from thelr midst, as

1t would to him if he never saw one of them agaln,

Or the country, elther - and he let his eye roam

unlovingly over the wild, sad-coloured landscape,

with its skimpy, sad-coloured trees. (p. 36)

Richard Mahony, then, 1s first presented as a purely
negative figure. Not only are his dlslikes rather uninter-
esting, but they appear insignificant. In a time when
Ballarat 1s an expanding city and when Australia is growling
from adolescence to maturity, the protagonist of a three-—
volume trilogy on Australia reacts negatively to the events,
perhaps even neutrally at times. Thé politloal and soclal
activity he feels on all sides he regards with contempt and
dislike; at the meeting of the miners, which leads to the
Eureka Stockade, he appeals to them to respect law and
order and not allow themselves to be led astray by a
handful of ungrateful foreigners who have received nothing
but benefits from the Crown. When the fighting at the
Eureka Stockade comes, he takes no part 1n the rebellion
but congratulates himself that the trouble i1s over when the
military defeat the diggers. He 1s ready to claim the

presence of injustice and the suffering of the miners, but
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it appears that he connects the revolt of the miners with
their low breeding and lack of education. The results of
such a rebellion, Mahony feels, were the unleashing of
violent, eruptive forces that should always be suppressed
by law and order. After the Eureka Stockade has been
destroyed, Purdy is moved to say to Mahony: "Upon my soul,
Dick, you look at the whole thing llke the tradesman you
are." (p. 116)

Purdyts observation seems to be extremely relevant,
For all his pretensions, Mahony does have many of the
niggardly characteristics of a suburban shopkeeper. He 1s
just twenty-eight and yet has none of the warm, gregarious
impulses of youth., He shrinks from "vulgarity:" and the
word "refinement" comes to his 1lips as it might to a shop-
keeper's wife, trying to distinguish herself from her
working class neighbors. What emerges from this portrayal
18 quite obviously a protective shell which 1is the realistic
coating for an absorbing study of psychologlcal realism.
Mahony is on the surface an insignificant bore; underneath
he 1s a man 1iving an intense, imnner life which presents
him with more fundamental problems than those of adjustment
in colonial Australia. His job as a shopkeeper in Bagllarat
has stifled these questions and this inner life; and he
resents being lgnorant of what 1s being sald in sclence,
letters, and religious controversy. He 1s a thinking beling,
highly developed in spirit and intelligence, who 1s

conscious of the mystery of the universe and concerned about
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contemporary efforts to throw light on it, whether it be

in the fleld of science or religilous speculation. Through
hundreds of minute descriptions of him in his thoughts, his
reactions to events, and his actions, H.H.R. presents a
man who 1s sharply and sensitively alive. Even though he
talks like a schoolteacher, ilnteracts with others as a snob
would, and reacts to others as If he were a shopkeeper's
wife trylng to maintain social pretensions, Mahony 1s a
clearly interesting, individual human who is portrayed

with the realistic contradictions of human nature and the
inadequacies of all men., And he 1s all the more convincing
because of the method in which he is portrayed. Instead of
telling us the contrariness of Mahony's nature, H.H.R.
shows us through countless scenes in which Mahony is
described in all the curious aspects of his nature, 1In

the first volume, he emerges rather slowly as the man who
has slignificant concerns that are absent in the other
people at Ballarat., He asks himself early in the first
volume: "What am I? Whence have I come? Whither am I
going? What meaning has the paln I suffer, the evil that

I do?" (p. 220-21)

He seems stiff and rather comical as he asks these
questions, but as the volume progresses we begin to realize
Just how éerious he 1s in hls concern to have these
questions answered,

Mahony goes through various kinds of frustrations

as he addresses himself to this guestion in the first volume.
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When he has decided to go along with Polly and John, and
start a medlcal practlce in Ballarat, he asks himself:

Everything and everyone had combined to con-
straln him: his favours to John, the fallure
of his business, Polly's inclinations and
persuasions, his own fastidious shrinkings.
So that, in the end, all he had to do was to
brush aside a flimsy gossamer vell, which
hung between him and his fate., - Was 1t
straining a point to see in the whole affalr
the workings of a Power outside himselfl -
against himself, in so far as 1t took no count
of his poor earth-blind-vision? (p. 201)

When he returns to a study of Biblical criticism and
sclentific inquiry, he confronts himself with those basic
questions and decldes:

vseslt Wwas well, he told himself, as he pressed
forward, that the flame in him burnt unwaver-
ingly, which assured him of his kinship with the
Eternal, of the kinship of all created things;

so unsettling and perplexing were the conclusions
at which he arrived. (p. 221)

When he gains two thousand pounds in mining stock, it
is sald of him:

In his case, the saying had once more been
verified: to him that hath shall be given!
Whether it was due to the better position of the
new house:; or to the fact that easler circum-
stances gave people more leisure to think of
thelr ailments; or merely that money attracted
money; whatever the cause, his practice had of
late made glant strides, (p. 327)

And when he reaches middle age, and decides to return
to England, God no longer has an answer as he asks the most
basic of questions:

The arrival of mlddle age brought about a certaln
lowness of spirits in even the most robust....In
nine instances out of ten, there was nothing to

put in its place; and you began to ask yourself, in
a kind of horrific amaze: !Can thls be all?....
this? For this the pother of growth, the struggles,
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and the sufferings?t....In each case, the motive
power was the same: the haunting fear that one
had squeezed life dry; worse still, that 1t had
not been worth the squeezing. (p. 429)

H.H.R. makes successful use of flat characters., All

levels of the Australia Felix world have their types: the

diggers who never give up the dream of easily won gold -
Ned, Johnny, and Purdy; the digger who gives up the dream -
Long Jim; the emerging professionals, wlith various shades
of opportunism - Henry Ocock, John Turnham, and even Arch-
bishop Long; the frustrated fallures of colonization -
Glendinning, Tangye, Bolliver, Wakefleld, and Brace; the
wives , the results of the flexible conditions of a rapldly
emerging society - Agnes, Mrs. Urquart, Jinny, Tilly, and
Amella, to name a few; and the old maid in search of a
husband - Sara; and many more. It 1s enough to say that all
H.H.R.!s flat characters can be described in one sentence,
as I have begun to indlcate above; and many of them serve
as contrasts or reflectors to the Mahony family.

In handling the action, H.H.R. adds plot=interest to
story-interest. Early in the first part, the reader asks
himself: will Mahony stay in Australla or leave? Mahony!s
dissatisfaction 18 carefully outlined to make the reader
ponder this question throughout the first volume, With this,
is a second question: will Mary prevent Richard from
making the acfual move as the book ends, based on what we
know of Mary'!s growing capabllities in dealing with Richard?
We find that she has grown to understand Richard as a

child who needs compassion; based on this additional
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evidence it 1s clear that Mary will not use her will to
oppose Richardts, But even more important are the questlons
that attempt to ask why; the reader tends to ask if Mahony
will be satisfiled anywhere, based on what has already been
presented of his personality. The reader begins to wonder
if it hasntt something to do with his search for the basic
questions of existence.

With these basic questions in mind, let us consider
how the book!s tempo, flashbacks, foreshadowing, conflict,
and inevitability effect the total action. The tempo,
first, 1s clearly rapld, with broad time gaps in the course
of hundreds of events that happen to the Ballarat soclety.
The tempo indicates just how selective H.H.R. is during
the course of Mahony'!s four major decisions of the book -
to get married, to go into medical practice, to move up in
soclety as a result of a growing practice and galns in
mining stocks, and to leave for England. The tempo up to
the time of his marriage covers, through summation of
events and flashback, hls dislike of medical practice in
England, his journey to Australia, hlis few months digging
for gold, and his decision to set up a store on the
diggings. It also covers hls loss of goods due to a crooked
agent, his journey to Melbourne to secure a lawyer, hls
numerous journeys to Geelong, his journey to John Turnham
to secure permission for the marriage, the marriage itselfl,
and the long journey back to the diggings. All these
events take 101 pages; the other parts progress with

approximately the same pace.
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H.H.R.'s flashbacks rarely occur in large blocks,
only in short glimpses or through the author's commentary
of what Mahony should be remembering. Examples include
Mahony's memories of hlis experiences with Purdy.

ees+This related to thelr earliest meeting, and

was a standing joke between them. Mahony could

recall the incident as clearly as though it had

happened yesterday; how the sturdy little
apple-cheeked English boy, with the comical

English accent, had suddenly bobbed up at his

side, on the way home from school, and in that

laughable sing-song of his, without modulatlon

emphasis, had offered to "swop" him....(p. 38)

The flashback, which becomes simply the author's
commentary on earlier events, is also quite frequently used
in Australia Felix. And it often comes almost without a
transition, such as in the following passage:

Casually begun, Mahony's studies soon

absorbed him to the exclusion of everything else.

He had grown up in the cast-iron mould of

Irish Protestantism. Of a sober and devout

turn of mind, however, he had submitted readlly

to restriction and coercion; and in hls teens

himself passed through a crisis of religlous

fervour. - From this atmosphere he was tossed,

as a youthful student, into the freebooting

Edinburgh of the fortles. (p. 216-17)

The use of foreshadowing, just as the use of the
flashback, 1s most pronounced in the character of Mahony,
and probably because it indicates how good the probablll-
ties are that he will want to leave Australia. The baslc
conflict of the book also points to this element; it is
clear that the growing differences between husband and
wife will break in a quarrel, and that thls quarrel will
in some way affect Mahony's declislon to leave Australla.

The foreshadowlng for the entire character of Mahony 1is
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also clear; in the Proem to the volume, the character of
Young Bill and his confinement in the landslide 1s indica-
tive of what wiil happen to Mahony as the trillogy progresses.
Although Mahony is freed from his sense of confinement
when he leaves Australia, this journey in physical distance
turns out to be no answer for his feeling of confinement.

While the question in the first volume 1s the confine-
ment of Australia as opposed to the freedom of England,
smaller bases of conflict come in with the conflict between
Mahony and the lower class people, culminating in his
rejection of Purdy. There is the gradually-bulilding
conflict with his wife's opposing personality, ending in a
sharp quarrel between them; the conflict between Mahony's
"way," and the ambitlous methods of the opportunists, Henry
Ocock and John Turnham, ending in the break with Henry
Ocock; and the conflict between Mahony'!s struggles to
comprehend the meaning of God as opposed to the Blblical
criticism and evolutionary theories which he reads. All
these conflicts are inevitable in that they are produced
not by coincldence but by character responding to the
challenge of circumstance and environment.

While setting functions as baslic atmosphere, it is
primarily viewed as an environmental force which makes
men poor or rich, and which brings out thelr opportunism
or thelr sensitivities. H.H.R.'s intent 1s clear as to
setting; as she tells us in "Some Notes on My Books," she
18 concerned with the majority of the diggers in the
gold filelds, and the majority falled both in fortunes
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gained and in spiritual and physical adjustment to Austra-

lia.6

Even in the most prosperous days of Ballarat, such
men formed only a small majority. At a time when eight tons
of gold were being shipped weekly from Victorian ports,

the average miner's earnings amounted to only three or four
_Pounds a week, and these gradually decreased as the metal
had to be sought at deeper levels, 7 H.H.R.'s concern is

to create a vast historical setting which shows Mahony as

a man unable to ad Just physically and spiritually to
Australia.

Mahony is first seen 1n colonial Australia of Ythe
1850ts, in the midst of the early gold diggings in Victorila,
éﬁéclfically the diggings at Ballarat. Ever since the rush
to California, a new excitement had been created by the
pursult of gold, and Australia had been the next strike.

In countries the world over, industry had become consoll-
dated, small crafts destroyed, and few opportunities
offered to the man with inlitlative but no money. The era
became one in which great numbers of men suffered from a
sense of political and social frustration: in England, the
Chartist movement had lingered and died, and on the
Continent the abortive revolutions of the forties made
this feeling possible. Hopes for new rewards and changes
lay with the newer countries like Australia. During the
fifties, the gold to be raised from the Australian flelds
amounted to two-fifths of world production and was worth
a hundred million poundss— The Victorlian diggings alone

were richer in yleld than those of all California.
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As a novelist, Henry Handel Richardson brings the
period to 1light through her use of varlous kinds of his-
torical detall. She brings the political history into the
plcture through the description of the Eureka Stockade
revolt, using the first hand accounts in Withers' History
and Raffaello's The Eureka Stockade.8 She describes all
levels of reaction to the Stockade, from Mahony'!'s interest
in law and order to Purdy's and Ned's active flghting
against the military forces., Each character ls represen-
tative of a specific type that came to Australla in the
hundreds, and there are many more types and varieties.

But the physical setting 1s just as hlstorlcally repre-
sentative as are the characters. She took extensive notes
from every variety of source: observations of people who
visited the country, colonials who wrote about settling in
Australia, and even "narrative sketches" of the life of the
times, together with maps of Ballarat and Melbourne at
various stages of their development, photographs, and
drawings of old Ballarat.d Using Howitt'!s Two Years in
Victoria and Kelly's Life in Victorla, she made four large
notebooks, with a full index, amounting to over three
hundred pages.lo From Howitt and Kelly, and many other
sources, she made use of two kinds of material 1ln the
trilogy: one, the kind that can be readlly seen as of
great importance in the trilogy's composition, such as the
description of the mines in chapter one; and two, the kind
that added to her knowledge of the times, but qulte

obviously could have no part in the trilogy ltself, such
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as the information, 1n Notebook 1I, that "Oxhides are now
{in the 1850's] being exported. They are salted on the spot.
Worth from 15/18 each 1ln the colony."11

What emerges 18 a comprehensive picture of what
Australia was like in the 1850t's and what it was like to
actually live there at that specific time in history. From

Clacy's A Lady's visit to the Gold Diggings of Australia in
1852-53,12 she learns about the actual process of digging

for gold in Ballarat, and applies it to the Proem to

Australia FellXx:

Beslde the pools, the puddlers chopped with

their shovels; some even stood in the tubs, and

worked the earth with thelr feet, as winepressers

trample grapes. The cradlers, eternally rocking

with one hand, held a long stick in the other

with which to break up any clods a careless

puddler might have deposited in the hopper. (p.l1l0)

H.H.R. made use, as well, of source material from
Withers! History of Ballarat for views of the Australlan
continent in the light of English conditions and views, for
testimony of early settlers, squatters and shepherds,
including eye witness accounts of the years of the gold
rush and the state of that part of the country before the

gold rush. She makes use of Ballarat and Vicinity, which

was an account published in the late 1800!s, when Ballarat
was a wealthy township. Such a volume provided her with a
rich veln of blographical accounts of the men who shaped
the course of public affairs, with incldents sketched out
that are related to the parts of the trilogy that in turn
relate to the institution of law and order in the mining

community. From Withers! history, for example, she turns
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his impressions of early Ballarat as 1t would have been
viewed by early explorers into a description that accent-
uates the greenless, desolate, and hopeless land of the
gold diggings, looking down upon "the havoc that had been
made of the falr, pastoral lands."13 From her sources 1in
Clacy's A Lady's Visit she attempts to describe the
Ballarat gold diggings as Mahony, Purdy Smith, and old
Ocock worked in them; the summer and parts of the spring
leave Clacy's "fine" creeks, "small" rivers, and waterfalls
in drought, with good water scarce and the water that does
remain putrid and clogged with the yellow mud that clings,
llike gangrene, to the men and tents.14 And when the
autumn rain comes, i1t comes with such intensity as H.H.R.
describes 1t, that 1t quickly assumes the proportions of a
flood, destroying supplies, tents, infesting the pits until
working conditions are intolerable,

From this range of accumulated detall of the life of
Australia in the 1850's, H.H.R. makes use of the techniques
of the historical novellst who 1s a realist by i1lluminating
the primary mood of the times. The primary mood which led
to the Eureka Stockade, was one of falilure, futllity, and
confinement., Her description of the autumn rains lis
typical of the mood:

There was water everywhere. From the spurs and

gullies round about, the autumn rains poured

freely down on the Flat; river and creeks had

been over thelr banks; and such narrow ground

space a8 remained between the thick-sown tents,

the myriads of holes that abutted one on

another, Jealous of every inch of space, had
become a trough of mud., Water meandered over
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this mud, or carved its soft way in channels;
it lay about in puddles, thick and dark as
coffee-grounds; it filled abandoned shallow
holes to the brim. (p. 8=9)

The same concentration on the futility, and corres-
ponding fallure of the diggers! environment ls seen in
H.H.R.'s account of the road from Ballarat to Melbourne.
As Mahony and Purdy make their way to Melbourne, the
authorts descriptions, taken in part from her visit to
Australia in 1912 but mostly from Withers' History, are
carefully selected to show the inescapable confinement of
the hell-like environment to which these men have

committed thelr lives:

Meanwhile, they were advancing: thelr nag's
hoofs, beating in unison, devoured mile after
mile of the road. It was a typical colonial
road; it went up hill and down dale, turned
aside for no obstacles, At one time it ran
down a gully that was almost a ravine, to
mount stralght up the opposite side among
boulders that reached to the belly-bands. At
others it led through a reedy swamp, oOr a
stony watercourse; or it became a bog; or
dived through a creek. Where the ground was
flat and treeless, it was a rutty, well-worn
track between two seas of pale, scant grass,

(p. 36-=37)

Richardson'!s style is, of course, a great part of her
attempts to set a mood or tone in the setting. She writes
of the changes 1n the whole continent as well as speciflic
scenes incorporating dialogue and descriptlon. Generalized
narrative includes the authors description of the Mahonys'
moving into their new home:

There were no two happler people on Ballarat

that autumn than the Mahonys, as they trudged

to and fro; down the hill, across the Flat,
over the bridge, and up the other side; first,
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through a Sahara of dust, then, when the rains
began, ankle-deep in gluey red mud. And the
building of the finest mansion never gave half
so much satisfaction as did that of this flimsy
little wooden house, with its thin lath-and-
plaster walls. (p. 205)

Probably the best example of a description of an event
in Australia Fellx is H.H.R.'s account of the Eureka
Stockade inclident:

Together with a knot of others, who, like himself,
had run forth half dressed into the breathless
dawn, Mahony stopped and walted, in extreme
anxiety; and while he stood, the stars went out
one by one, as though a finger-tip had touched
them., The diggers' response to the volley of the
attacking party was easlly toc be distinguished; it
was a dropping fire, and sounded like a thin hall
shower after a peal of thunder. Within half an
hour all was over; the barricade had fallen, to
cheers and laughter from the military; the rebel
flag was torn down; and the huts and tents inslde
the enclosure were going up in flames. (p. 112)

Still another indication of the flexibility of H . H.R.!s
style 1s her use of the analysis of events. Mahony!s
thoughts on Bliblical criticlsm and evolution, for example,
reveal her effectiveness in making use of this technique,

Mahony was one of them, The f*development theory!

did not repel him. He could see no lmplety in

believing that 1life, once established on the

earth, had been left to protect itself. Or hold

that this would represent the Divine Author of

all things as, after one master-stroke, dreaming

away eternal ages in apathy and indifference. (p.218)

Richardson's particular use of style includes effective
mixtures of dialogue and actlon that reveal an abillity to
portray things scenically as well as pictorially. The
following incident represents this skill:

The Chinaman Jog-trotted towards them, his

baskets a-away, his mouth stretched to a friendly
grin. 'You no want cabbagee to-day? Me got
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velly good cabbagee,' he sald persuasively,
and lowered his pole.

tNo, thank you, John to-day., Me wait for
white man,!

tMe bling pleasant for 1illy missee,! sald
the Chow; and unknotting a dirty nosecloth, he
drew from i1t an ancient lump of candied ginger.
'L1lly missee eatee him...0h, yum, yuml Velly
good. My wordt! (p. 233)

Still another example of the use of scenic style
indicates how various the combinations and patterns can be:
Can I dwive, Aunt Polly, can I dwive? Ask him,
can I dwivel?' he roared, beating her skirts with

his fists, He was only silenced by the driver

threatening to throw him, as a julcy morsel, to

the gang of bushrangers who, sure as blazes,

would be walting to stick the coach up, directly

it entered the bush, (p. 316)

Now that we have discussed the problem of illusion
through a study of structure, point of view, characteriza-
tion, actlion, setting and style, we can apply our findings
to the problem of meaning. The problem of meaning, I
think, 1s clear from the various conclusions that have been
drawn from the problems of illuslion: Mahony, the inartic-
ulate artist, 1s not only faced with a hostile environment:
he 1s faced with a wife of another nature, who, quite
ironically, can never appreciate the value of his search
for the basic questlions of existence,

After he sets up his practice in Ballarat, Mahony
asks himself the basic question of his search:

For, call 1t what he would -~ Blblical criticism,

sclentific lnquiry - this was his alm first and

last. He was trying to plerce the secret of

exlstence - to read the riddle that has never

been solved - What am I? Whence have I come?

Whither am I going? What meaning has the pailn

I suffer, the evil that men do? Can evil be

included in God's scheme? - And it was well,
he told himself, as he pressed forward, that the
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flame in him burnt unwaveringly, which assured
him of his kinship with the Eternal, of the
kinship of all created things; so unsettling
and perplexing were the conclusions at which he

While he is convinced of the necesslty of asking
these questions, he is also concerned with his "kinship
with the Eternal." Like Mary, he 1s qulte sure that God
will save him in his perplexities. But unlike Mary, he 1s
willing to experiment with Belief.

Mary is a different kind of person altogether, and
this difference becomes clear a few months after the
marriage. Richard had envisioned long evenings of shared
reading in the great works of literature and philosophy;
but he quickly learns that Polly has little interest in
anything but the practical, common sense view of existence,

.+e+.BOOKS, to Mahony, were almost as necessary

as bread; to his girl-wife, on the other hand,

they seemed a somewhat needless luxury - less

vital by far than the animals that walked the

floor. She took great care of the precious

volumes Richard had had carted up from Melbourne;

but the cost of the transport was what impressed

her most. It was not an overstatement, thought

Mahony, to say that a stack of well-chopped,

neatly piled wood meant more to Polly than all

the books ever written. (p. 134-35)

Polly's comment on Richard, after she reminds him
that thelr interest falls due in a fortnight, 1s typical
of her common sense attitude toward events and Richard?!s
sensitive and impractical approach to things:

And meditatively pricking her neédle in and out

of the window-curtain, Polly fell into a reverie

over her husband and his ways., How strange

Richard was---how difficultt First, to be able

to forget all about how things stood with him,

and then to be twice as upset as other people....
(p. 230) :
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The height of this difference comes with thelr first
quarrel, after Purdy has made improper advances to Polly at
the Ball. At this point we are convinced that husband and
wife have two completely different natures, and that they
represent opposing personallity types. These two basic types
are essential to H.H.R.'s theme of adjustment in Australla.

But Mary set her 1lips with an obstinacy that

was something quite new in her, It first amazed

Mahony, then made him doubly angry. One word

gave another; for the first time in thelr

married lives they quarrelled - quarrelled hotly.

And, as always at such times, many a covert

criticism, a secret disapproval which nelther

had ever meant to breathe to the other, slipped

out and added fuel to the fire, It was appall-

ing to both to find on how many points they

stood at varlance. (p. 392)

In portraying her father and mother, H.H.R. has done
far more than record the ups and downs of this fallure;
she has portrayed probably the two most baslic and universal
natures mankind possesses. She shows both her father's
search for answers to the basic questions of existence and
how insignificant these questions are to his wife, But
these questions absorb his life, and nothing is more
11lustrative of this fact than the recurrent images of
confinement and escape.

H.H.R. hints at the theme of confinement and escape
from the beginning, with the initial burial allve of the
young miner, Bill, in the Proem to Australia Felix. A
friend of Long Jim's who has much of the sensltlvity and
fastidiousness of Richard Mahony, Bill 1s the victim of a

poorly constructed shaft which falls in with the increased
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weight of sodden, ralned-on earth., He 1s one of the many
victims of the gold flelds, just as Mahony is one of the
many victims of a medical practice which involves imposs-
ibie distances and the danger of sunstroke due to the long
hours under the Australian sun. Both the gold digger who
begins the story with his death, and the Australian doctor
who ends it with his escape to England, experience the
horror of confinement. Both have come from England, with
a dream to return rich, and both fail. H.H.R. ties Mahony's
fortunes with the fortunes, confinements, and attempts to
escape of the gold digger from the beginning to the end of
the book. Whlle Long Jim escapes the confinement of
Australia by a trip to England, he returns; and Purdy feels
a confinement which even he is unaware of. He spends most
of his young adult years, like Ned, searching for a rich
gold field to escape the confinement of obscurlty and meager
living. H.H.R. had intricately woven the dreams and
ambitions of the gold diggers with Mahony's, and Mahony's
with all the others who have settled in Australia:

This dream 1t was, of vast wealth got without

exertion, which had decoyed the strange,

motley crowd, in which peers and churchmen

rubbed shoulders with the scum of Norfolk

Island, to exile in thls outlandish region.

And the intention of all alike had been: to

snatch a golden fortune from the earth and

then, hey, presto! for the old world again,

But they were reckoning without thelr host:

only too many of those who entered the

country went out no more, They became

prisoners to the soll. (p. 13)

This 1s the confinement of Australla that Mahony

faces in the land, which 1s the malevolent mother goddess
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Australia from which there is no escape; all the undesir-
able characteristics of "the strange, motley crowd;" and
his family, which, by his wife'!s continual stress on the
practical and financlal, thwart his chances for escape.
Mahony, like the others, has come in pursult of the self-
destructive dream, "the fantastlic notion of redeeming the
fortunes of his family." (p. 76) While the ldea is
quickly substituted for storekeeping, the dream still
remains, and he is bound for a journey of spirltual
adventuring, of intellectual excltement which drives him
to glve up hlis promlising medical practice in Ballarat to
return to England. His wife's objJections to such a move
are the first signs of confinement., In the next chapter,
we will examine other signs of the lmages of confinement

and escape,
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CHAPTER III
THE ANATOMY OF A TRILOGY:
THE WAY HOME

The Way Home, like Australia Felix, has a panoramic

structural pattern. The novel begins with Richard Mahony's
arrival in England and ends with his return to Australla -
a final return after twice leaving, galning a fortune and
losing it, and undertaking a Grand Tour of the Continent.
While he goes through several decisions in the course of
The W Home, the declislons are of larger proportions than

those in Australlia Felix. Instead of simply changing his

status in one country, Mahony makes moves from England back
to Australia and then back to England agaln.

Part One of The Way Home reveals his attempts to flnd
a medical practice in English town soclety, and ends in
his return to Australla, only to find he is a wealthy man.
Part Two indicates the Mahony's efforts to settle into the
wealthy Melbourne soclety as-ﬁeers, and ends in the birth
of thelr chlldren; Part Three pictures thelr adjustment to
the process of ralsing children, their other activities as
wealthy Australians, and the Grand Tour of England and the
Continent. The Part ends in Italy, with the telegram that
sends them back to Australia nearly penniless. All these
events reveal the life of the Mahony family behind a
ngrand chain® of events and soclietles, including societles

never described in Australia Felix. The English lower
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class soclety of Lelcester, the English town society of
Buddlecombe, the Melbourne soclety of wealthy Australlans,
and the "traveling societies" of the Grand Tour are all
new structural frameworks. H.H.R.'!'s attempt, as in
Australia Fellx, 1s to present an extensive structure with
a unity of inclusion rather than exclusion. Once again,

the attempt 1s to provide for crowded dramatis personae

which define the societies in which the Mahony's move.

The first 1ink in the grand chailn is the soclety at
Leicester. Starting a practice to replace Mr. Brockle-
bank, the surgeon "who was one of the orlginal landmarks
of the nelghbourhood," Richard finds that Brocklebank's
practice does not bring the wealthy leather and hose manu-
facturers of the town, but only the common laborers:

The patients who had thus far consulted him

were the servant-girls and petty tradesmen

of the neighborhood. And none too many of

these either. Which, however, did not exactly

surprise him. For with gentry of this

persuasion he had never in his 1life been pop-

ular. (p. 50)

But there is Mary's mother, Lisby, Mr. Bealby the
chemist, and the misty soclety of Bellvy Castle. Richard
strikes up a pleasant relationship with Lisby and Mrs.
Turnham, and the characters of the red brick streets of
the town - the muffin man, buy-a=-broom, town crier, and
lamp lighter. But all these people are representative of
the English 1bwer class manufacturing town which Richard
eventually rejects. Lelcester is simply another version

of the Ballarat gold diggings; and Richard finds it even

more deadly than the society of the diggers.
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His practice in Buddlecombe involves gaining the
business of a few wealthy residents - most of whom look
down upon his colonial background. But Richard also serves
a slightly higher breed of the common people of this small,
seacoast town: the huckster, publican, ostler, the Anglo-
Indian officer, and the Vicar's wife with her Penny Read-
ings and Sunday School feasts. The two most important
houses are the "Hall" and the "Court;" below them are
Challoner's of "Toplands" and Blakeney's of the "Towers."
The Dandys and the Johnston-Parkes also form part of the
soclety. As Mahony learns:

Social 1life in Buddlecombe was the most complli-

cated affalr under the sun; was divided into

innumerable grades; made up of a series of

cliques, rising one above the other, and fitting

as exactly as a set of Japanese boxes. (p. 65)

The town's reaction to the Mahony party - whlch
includes a mixing of the wrong guests and too generous
an amount of food - indicates the panorama of soclal
levels. The snobblshness of the society, as opposed to
Mary'!s inherent generosity, forms a contrast between
Australian and English soclety. "Rudeness to Mary" forms
the basis of the contrast, first with the Trehernes of
the Court rejecting Mary'!s visit to their house as a
nlstake, and secondly, with the Saxeby-Corbetts!? comment on
Mary's manners. The Mahonys serve as a contrast to this
soclety; but the soclety is described with the fullest of
detall, in an inclusive manner, Perhaps the best example

of this contrast 1s Mrs. Saxeby-Corbett'!s comment about

Richard, and by implication, Mary: "Oh well, he 1s quite
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presentable." (p. 95) The Australian soclety, with its
concern for the immediate value of people and things, is
contrasted to the 'British concern for "presentableness,"
background, and other customs of the past. Both soclieties
clash; and both are portrayed by implication or description.
But Melbourne society, like Buddlecombe soclety, has
its own set of pretenses. There are the Devines, owners
of a large mansion, with a group of servants, in Melbourne;

and Devine, the old market gardener of Australia Felix, ls

a member of the Legislative Counclil soon to form a new
ministry. The socliety, as a whole, is a new experience to
the Mahonys:

There was the ultra-fashlonable set that revolved
round Government House and the vice-regal enter-
tainments;....at the head of this aristocracy of
wealth stood those primitive settlers, the great
squatter kings, owners of sheep-runs that counted
up to a hundred thousand acres...JMahony'sl
sympathlies inclined....to that which revolved
round the trust prelate who, having guided the
destinies of the Church through the ups and downs
of its infancy, now formed a pivot for the in-
tellectual interests of the day....next in order
came the legal luminaries, Irishmen for the most
part, with keen, ugly faces and scathingly witty
tongues; men whose enormous experience made them
the best of good company. To which cligue also
belonged the well-known surgeons and physiclans
of the eastern hill; the bankers, astutest of
financlers; with, for splce, the swiftly changing
politicians of the moment....(p. 148-49)

There 1s Miss Timms-Kelly, Judge Kelly's daughter,
who sings to Mahony's "obligato" on the flute; the ball
at the Govermment House, where Mary?!s splendld appearance
takes away the breath of an Englishman who wanders through
"this colonlal assembly much as a musical connolisseur

might wander through a cattle yard;" and the musical party
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at the Timms-Kelly's, with the group of "bachelors as were
past marrying age: greybeards, who, in listening to the
strain of Norme or Semiramide, re-lived their youth." There
i1s Mrs, Phayre and her frequent seances, with Richard's
quick adoption of the philosophy of spiritualism; and

Mrs. Marriner, a rich, young widow with beauty, ease, and
elegance of manner who continues Richard's interests in the
seance, and shares intellectual interests. Such people
contribute to an extensive plcture of the rich society of
Melbourne in the latter half of the nineteenth century.

The panoramlc structure of the Grand Tour - the
Mahonys' second trip to England -~ is contalned in their
manner of travel. On this second trip, the Mahonys travel
"in style, accompanied by a mald to attend to Mary, and
both nurses" - the traditional mode of travel for the
wealthy on a Grand Tour. They take a house for the winter
in Kensington Gore, with the children walking every day 1in
Kensington Gardens, Husband and wife are exposed to all
the social and intellectual activities of the London of the
time:

cess8 carriage-and-palr stood at thelr disposal;

and so, throughout that winter except for an

occasional party of thelr own, they went out

night after night, to dinners, balls and card-

parties; to soirees, conversaziones and

lectures; to concerts and operas. They heard

Tiet jJens sing, and Nilsson, and Ilma di1 Murska;

Adelina Pattl with Nicolinlil; and a host of

lesser stars. (p. 306)

The Grand Tour to the Continent begins with a trip

from Dover to Calals, and on to Paris; it becomes a kind of

mad race across Europe, with the whole of the Continent as
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a panoramic background. Thelr travel takes them to the
busy streets of Paris, the cathedral town of Strasbourg,
the Rhine, the Vosges, the Black Forest, to the Tyrolese
mountains, the breweries of Munich, and the Leaning Tower
at Pisa. Mahony takes away memories of

ess.Wnite cities, slender towers, and vine-clad

hills; of olive groves bedded in violets; fine

music heard in opera and oratorlo; coffee-

drinking in shady gardens on the banks of a lake;

orchards of pink almond-blossom massed against

the misty blue of far mountain valleys. (p. 314)

Ending with the socliety of the Grand Tour, the three-
part pattern indicates the broad range of the skeletal
framework. H.H.R. has Ettempted to portray three soclietles
of nineteenth century life 1n one three-hundred and twenty
page volume; and in attempting auch a task, she has necess-
arily been forced to condense a great deal of her plcture.
Much more material, for example, i1s narrated by the author
than revealed through character and dlalogue. We can see
what H.H.R. means when she says, in "Some Notes on My
Books," that she wrote the book too rapidly and wonders how
1t tever got i1tself wrltten at all."1

Any number of examples will illustrate how much H.H.R.
intrudes upon the flow of the narrative to cover the many
events of the novel. Mahony's attempt to start a practice
in England, the life in Melbourne, and the life on the
Grand Tour all include examples. Her description of the
birth and early years of the Mahonys! children, for

example, is treated in one short chapter, with the summary

statement at the end: "Such were Mahony's children." A
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‘serles of statements in other parts of The Way Home will

indicate to what extent her point of view is intrusive
rather than neutral. When the children arrive, for example,
Mary ponders her husband's reaction to them:

Mary laughed at Richard's exaggerated anxiety;

though she was rejolced to see him so fond,

A self-centered person like him might well

have found chlildren a nuisance, and in the

way. (p. 211-12)

While this last sentence can be interpreted as Mary's
thoughts on Richard, 1t is not completely clear that these
are thoughts, An even more revealing passage comes as
H.H.R. comments upon Mary's role in ralsing the children:
"She Mary alone gave them that sense of warmth and
security, in which very young things thrive." (p. 212)

A comment of this kind, while not an extended state-
ment by the author on "how infants thrive," 1s an example
of the author intruding upon the narrative, But still
another example concerns Richard's observations and thoughts
on his son: ",...Mahony saw what he long remembered: a
fight for self-control extraordinary in one so young." (p.215)

Again, the author is commenting upon and interpreting
the event in a summary statement, rather than giving the
thought completely to the character. Perhaps one of the
best examples of this 13 the thought "put into the mouth"
of a character without the necessary transition: ",,..for
the first time, she [hari] did not excuse a wrong doer with
a loving word. And this her own childi™ (p. 216)

Who is the author addressing the last sentence to?
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By a stretch of the imagination, 1t could be Mahony; and

yet the transition is by no means complete. A last example
of H.H.R.!s viewpoint on characters and events will indicate
the nature of her technique:

essoeMary invariably dated the beginning of the

real trouble with Cuffy from the day on which

he flew into such a naughty passion with his

horse. - Exactly an easy child to manage, he

had never been; he was too fanciful for that.

(p. 216-17)

H.H.R.'s use of the "half-intrusive" author is primarily
for a short, summary statement; her concern 1s not for a
lelsurely comment on the action and characters but for a
statement that will qulckly famlliarize the reader with the
necessary material to keep the story moving. Because she
covers too much, she 18 forced to rely on thls technique
to make her characters believable and her situations
convincing. Even the technique of characterization relies
more on a summary statement of traits than a number of
scenes revealing the character in action.

The characterization of The Way Home, like the polnt
of view, relies more on the summary statement than the
subtle and gradual method of presentation. Rlchard and
Mary Mahony "surprise in a convincing way," but within the
context of a swirling number of scenes and time shifts -
sometimes so rapid that it is difflicult to assimilate the
nature of thelr change. The flat characters first intro-
duced in Australia Fellx retaln their static characteristics

but are not reintroduced, for the most part, even in the

fullness of thelr original characterization. But there
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is Emmy, John Turnham's daughter by his first marriage,
who had blossomed into a "simple-hearted, unaffected girl,
as natural as she was pretty;" Zara, Mary Mahony'!s sister,
whose "dimples had run to lines, the cheeks hollowed, the
skin sagged." 2Zara's marriage to Hempel, Richard's old
assistant storekeeper on the Ballarat diggings, portrays
zara as the old mald well into middle age, who hangs on to
life by marrying a man dying of phthislis. Tilly Ocock,
Mary's friend from the Beamish boarding house days, remains
central to Mary's soclial life but retains her loud, mascu-
line characteristics, even in her courting and marriage to
Purdy Smith. Mary's description of her as she wailts for the
train, ready to marry Purdy, 1s perhaps typlcal of the char-
acterization H.H.R. has drawn since early in Australia
Fellx. The only slgn of "decency," Mary remembers, came and
went with "the decent and becoming black to which, as 'old
Mrs. Ocock,! she had been falthful for so long."

eesosthere was no mincing the fact: she looked

fit for Puncht Her dress, of a loud, bottle-

green satin, was in the very latest mode, worn

entirely without crinoline, so that her full

form was outlined in unspeakable fashion; her

big, capable hands were squeezed into lemon-

coloured kid gloves, tight to bursting; and

on her head perched a monstrous white hat,

turned up at the side, and richly feathered. (p.249)

John Turnhamt!s decline and death, as well as his
impossible marriage to Lizzle Kelley, continue to 1llus-
trate his characteristics as the opportunistic colonlal.

Despite the growth in his llver,

esesoshe went doggedly to and from the warehouse
in Flinders Lane, as he had done every day for
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five-and-twenty years; driving off at nine of

a morning, and returning as the clock struck

six to escort Lizzle to any entertainment she

st1ll cared to patronise; and this, though

his skin had gone the colour of dry clay, or

a dingy plaster, and he was so wasted that hls

clothes seemed to flap scarecrow-like on his

bones. (p.260)

John's manner of dying is equally as characterlistic
as his 1life of driving ambition. As H.,H.R. tells us,
nJohn, believing himself along with hlis Maker, ralled and
rebelled, in blind angulsh, against his fate" and ", ...11vid,
drenched in sweat, John fought his way to death through
tortures indescribable,"

The statlc characters of Lelcester and Buddlecombe,
like those of the Australian environment, maintaln an
inflexible set of'chqracterlstlcs from the time they are
introduced until they disappear from the plot altogether.
Mrs. Turnham, Mary's mother, is described from the beginn-
ing as a simple, kind-~hearted woman concerned about the
fortunes of all her children. From what we can gather,
Mary seems to be a picture of her mother, but with perhaps
more of an open personality. Mahony, who takes an
immediate liking to Mrs, Turnham, reflects upon her after
their first meeting:

Mary!s old mother, 1t seemed to Mahony, was

shyer, more retiring. But though she dld not

say much, it was she who peeped into cups to

see If the bottoms were showing....(p.34)

And H.H.R. tells us:

.sss.tea over, chairs drawn to the fire, feet

planted on the tender, Mother turned her pretty

old pink-and-white face, framed in 1ts lisse
cap and bands, to Mahony, and seelng him still
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sit meditative, laid her plump little hand over
his long thin one, which rested on the arm of
his chair....And as he did not resist, she
made it a prisoner, and carried it to her shiny
old black silk lap. Sitting in this way, hand
in hand with him, she began to put gentle
questions about the lives and fates of those
dearest to her....(p. 34)

The other characterizations at Lelcester - Lisby,

Bealby, and other townspeople - are of the brliefest kind.

Lisby appears to be the boisterous young English girl who

has an opinion for everything and isn't afrald to express

it; when Mahony decides on Brocklebank's practice she

«ssthrew up her hands, ‘'Nol never did I hear
tell of such a thing, Polly - I would say Mary!
Golng off to buy a practice, my dear, for all
the world as if 1t were a tooth-brush or a
cravat!'! (p. 41)

Bealby is almost Dickensian in both the manner of
characterization and variety of character:

.sssthe chemist - a rubicund, paunchy old man,
with snow=-white halr and whiskers - himself

grew so private that he spoke only in a whlsper,
and accompanied his words with a forefinger laid
flat along his nose. (p. 42)

Perhaps the best indlcation of flat characterization

in Buddlecombe is the household of the Saxeby-Corbetts,

specifically Mrs. Saxeby-Corbett. The arrival of the

family is “"after the fashlon of crowned heads., Flrst came

the dragloads of servants," then the house was prepared by

the servants and the people of the town - the elderly

women, the tradespeople, footman, grooms, attendant

governesses and nursemalds. The arrival of the lady her-

self is indicative of her character: ",...lastly came his

lady, driving herself in a low chalse: a bony-jawed, high-
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nosed woman, whose skin told of careless exposure to all
weathers." (p. 92)

Her arrogance to the tradesmen of the town, her
independence, and her mascullne forcefulness lndicate a
representative flguré of the upper class English town
soclety which Mahony rejects. Although she has a competence
which Mahony respects - for once, as Mary notes, "hls lordly
manner went down" when he was called to the Saxeby-Corbetts -
she 1s the reason for his return to Australia. Mahony's
comment after his return from Buddlecombe Hall indicates
how quickly Mrs. Saxeby-Corbett'!s character 1is drawn, and
how a mutual respect begins to grow between the two people.
As Mahony tells 1t to Mary:

By his own accbunt, he successfully faced the

imperious dame: 'Who, if you please, my dear, was

for herself pronouncing on the ailment - it turns

out to be chicken-pox - and had nurses and malds

dancing like puppets to a string. I soon let her

see that kind of thing wouldn't do with me, Mary.

And she took the hint fast enough, changed her

tone, and behaved 1like any other decently bred

woman. - I had certainly rather, though,'he

added, 'have her for a friend than an enemy.' (p.92)

Just as Mahony makes dally visits to Buddlecombe Hall
to care for a nursery filled with chicken=-pox, he also
becomes "a kind of protege of its mistress: she would keep
him, after his professional visit was pald, to chat about
the colonies, and hear his impressions of England." (p. 93)
These talks turn into invitations to "little informal
dinners," but climax with a dinner to which Mahony 1s
invited but not Mary. The comments just before this dinner

sent Richard back to Australia. It is at this polnt that
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H.H.R. brings a climactic ending to Mrs. Saxeby-Corbettts
characterization - an ending that reveals all the values
and prejudices of the Engllish personality. As Mahony 1s
about to enter the Saxeby-Corbett home for the dinner,
H.H.R. glves us this scene:

Standing thus alone, close to the half-open
drawing-room door, Mahony suddenly heard his
own name spoken, 1n the harsh, grating volice
of their hostess. - 'Yes; and from the
colonles. I can tell you I was put out, when
I came back and found what had happened. I
wrote off at once to that sheep, young Phillps,
and gave him a round rating for letting him-
self be frightened away, after the trouble I
had been to, to get him here.! At this a
gentler volice murmured a query; to which the
answer rang shrill and clear: 'Oh, well, he
is quite presentable!' (p. 94)

Mahony changes several times ln the course of the book,
due to the ups and downs in his fortunes, but ends the book
a more fastidious, faddy person who has only briefly allowed
himself to emerge as a likeable personallty. He contlinues
to ask basic questions about the nature of existence,

concluding his search in The Way Home with the study of

spiritualism as the best source for the answers to his
questions. This comes after extenslve study of the pure
science of his day, which he finds empty of workable
solutlons:

He first undertook to examine the great moderns:
those world-famous scilentists and their phlloso-
o phlc spokesman who dominated the intellectual
life of the day....He became aware of a feeling
of dissatisfaction....They themselves were
satisfied that 1life and its properties could be
explained, to the last iota, in terms of matter:
.s..they lald a crushing veto on any suggestlon
of a possible spiritual agency....Another thing
that baffled him was: why, having advanced to a
certain point, should they suddenly stop short?
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veesoWhy should they leave untouched two

questions of stlll more vital import: life's

ultimate goal, and the moral mysterles of the

soul of man? (p. 167-68)

His studies of spiritualism are especlally valuable to
him because "they taught confidently that all 1life emanated
from God....to God would return, and in Him contlinue to
exist." This assurance of a God-force brought what Mahony
valued most: an assurance of a Hereafter.

Postulate a Hereafter, and the hope arose that,

some day, the ultimate meaning of all these

apparent contradictions would be made plain:

the endless groplng, struggling, suffering,

prove but rungs in the ladder of humanlity!s

upward climb toward self-reallization. (p. 169=70)

But Mahony is still nagged by doubts, even as he
witnesses the success of seances in Melbourne and London:

But, however one looked at it, the question to

be answered remained; was 1t possible to draw

from this new movement proofs of the knowledge

one!s soul craved - the continuilty of existence;

the nearness, the interwovenness, of the spiri-

tual world to the material; the eternal and

omnipotent presence of the Creator? (p. 171)

Mahony ends the novel a restless, unconvinced man;
his tour of the Continent makes Mary think: "1t seemed
impossible for him to be content in any place they
visited, for more than a day or two on end;....they some-
times arrived at a place and left it agaln, without having
_really seen very much more of it than the four walls of a
room." He comes from Australia with high hopes of
settling comfortably into an Engllish practice, and turns
ngocilable and hearty, taking an interest in his fellow-

travelers, a lead in the diversions of the voyage."
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Between times he extends both sides of his personallity -
the soclalbleness of his 1life in Melbourne society, with the
intellectual company of the Bishop's circle, Lizzle Turn-
ham, and Mré. Marriner; and the restless fastidlousness of
his ruffled dignity in Buddlecombe, when Mrs. Saxeby-
Corbett discusses Mary's colonial manners. The vaclilla-
tions between these two extremes characterizes Mahony as a
man surprising the reader in a convincling way.

Mahony, for example, as a hopeful colonlal returning
to England, becomes the friendliest and most helpful person
aboard ship:

His cheerfulness was counted to him for a virtue,

and set him high in general favour; people fell

into the way of running to him not only with

their allments, but their troubles; looked to

him to smooth out the frictions that were the

crop of this overlong voyage. (pP. 5)

After a few weeks in London, during which time "they
had seen and heard enough of London to last them for the
rest of their lives," Mahony admits

tThis feeling of belng a mere nobody and nothing

regularly haunts me., I'm paying, I expect for

having lived so long in a town like Ballarat,

where 1t was easy to imagine oneself a personage

of importance. Here, all such vanity is soon

crushed out of one, The truth of the matter ls,

London'!s too big for me; I don't feel equal to

1t "oooo. (p’ 27)

The arrival in Leicester seems to provide a change.
Instead of becoming lost in the strangeness of the town,
or viewing it as another Ballarat, Mahony Jjumps at the
chance of taking over old Brocklebank's practice a few

days after he arrives. Such a quick judgment is criticlized
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by Mary and even Lisby; and thelr judgments are borne out
by Richard's leaving the practice before the year 1s out.
Mary, of course, 1ls thinking of the contrast between
Ballarat and Leicester: "to have flung up a brilliant
practice, a blg house and garden, a host of congenial friends
esssfOr this: a miserable pokey house, in a small dull street,
in a dull ugly townt" (p. 40) She decides, however, to let
Richard have his way, just as she allowed him to leave
Australia when she waé against it. She has learned, from
the first experience, that "the one way to deal with Richard
was to give him his head, and only by degrees deftly trickle
in doubts and scruples." No longer does she view her husband
as the trustworthy, competent judge 6f thelr fortunes; from
the time of thelir first violent quarrel, after the Gover-
nor's Ball in Ballarat, she has learned the necesslity of
manipulating Richard, and hoping for the best. At this
stage in her relationship with Richard, Mary still relles
to some extent on Richard's common sense understanding,
even though she 1s doubtful of his abllities to control his
restlessness, As H.H.R, tells us:

Thus Mary, trusting to a certain blind common

sense that dld exlst in Richard, for all his

flightiness, if he was neither badgered nor

opposed., ('Just the Irish way of getting at a

thing backwards!! was how he himself described

it.) (p. 40-41)

In Buddlecombe, Mahony repeats the same pattern, His
arrival, the time spent in settling, the class of patlients

as compared with Leicester, and the beauty of the country-

side all contribute to his happlness at the prospects of the
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practice, But from the beginning hls restlessness and
lack of common sense shows iltself; he finds the practlice
advertised by accident and "something in the wording of
the paragraph took his fancy, and he wrote for particulars."
He makes no attempt to secure an outside opinion on the
practice, or to question the flimsy excuse of the young
doctor who is leaving - a "congenital throat-weakness"
that needed a milder climate. And after the practice ls
secured, the question of bﬁying or renting a house brings
Mary back into the picture. Agaln, she treats him much
like a child, allowing him to buy rather than rent:

And, once again, Mary, pitylng hls distraction,

came to the rescue and sald, well, after all,

perhaps he should just buy and be done with 1t.

For she saw what would happen if he didn't: he

would never cease to bemoan hlis loss, and to

find fault with the house he was in, Better for

his peace of mind that he should take the mone-

tary risk....(p. 61)

But Mary has another thought in mind, which shows her
growing worry over Richard's ability to use "blind common
sense: The knowledge that he had thus involved himself
might help him to sit firm, if - and with a person llke
Richard the contingency had to be allowed for - he after-
wards tired of the place." (p. 61) But Mahony never
considers this when he decides to leave; his unbending
pride in being insulted about his background and his
abilities makes him determined to move away even though
he has no idea where he should go. It is up to Mary to
set him stralght, to force him to realize that he must

return to Australia; and she decides, this time, to force
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her will. She laughs at his only alternative - retiring
to some cottage for the rest of their lives, living on

the dividends that come to them from Australia - and 1s
convinced of what she ohly half-believed before: "Oh,

was there ever such an unpractical old dreamer!....such

an inability to see things as they were." (p. 100) And
when he thinks of starting a practice near Melbourne, or
"gt one of the watering places on the Bay," she is deter-
mined that he will return to Ballarat where the best chance
would be for picking up a profitable practice agaln. Mary
feels she has allowed Rlchard to follow his fancles in
coming to England, in settling in Lelcester, and finally
Buddlecombe; '"mever again, in the years to come, should
Richard be able to say he repented not having taken her
advice., Thls time, she would set her will through, cost
what might." (p. 104)

While the experience in England makes Mary a stronger,
more resolute character, 1t makes Richard even more unsure
of his abilities and especially his concept of "home."
Mary calls Australia '"home" qulte easily; Richard, in
leaving England, reallzes he has no home. As they make
plans to leave, he thinks:

Short of a miracle that name [Homé] would never,

he belleved, cross his lips agaln. No place

could now be 'home' to him, as long as he 1lived.

He was an outcast and a wanderer once more; he

must go back, in humiliation, to the land that

had eaten up his prime, and there make the best

of the years that were left him. (p. 100)
And Richard, at this point, ls not talking lightly;
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his belief that England 1s home has been shattered for the
rest of his 1life. But even though the dream has been
shattered, the yearning still remains, years later, to
force him into a return trip and a Grand Tour which ends in
his ruin.

The Mahonys' 1ife as wealthy residents of Melbourne,
before the Grand Tour, is one of glving for husband as well
as wife. Leaving England determined to force Richard to
return to a Ballarat practice, Mary allows herself to give
in to his demands to have no practice at all. Richard, in
turn, gives into hls wife's interests in helping other
people. As a result, both Richard and Mary become embodl-
ments of thelr 1life desires: Richard to carry out intellec-
tual pursults and Mary to help all people in need. But
Mary ponders the advisability of giving Richard such a free
hand, and goes to lengths to tell him what she 1s convinced
must now be clear. As they talk over theilr plans while
staying with the Devines, she tells him:

'Now, Richard, it's no use mincing words: you

do tire easily of things - much more easily

than other people. And I'm sure you'd tire of

idleness, as well.! (p. 125)

At this stage in her 1life, Mary has become convinced
that she must assert her will over Richard. She has
evolved from a shy sixteen-year-old bride, worshipping her
husband, to a confident, capable wife, and finally to a
wife who realizes her judgment is sounder than her husband's

on matters of getting on in the world. Thelr unexpected

wealth through mining stocks has softened her determination
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to control thelr fortunes, and she is at a loss to assert
her will. The weakening that the money brings gives rlse
to other considerations; she realizes that "to be nothling,
to have neither trade nor profession, to fold one!s hands
and live on one!s income - that was the ne plus ultra of
colonial society, the ideal tlirelessly to be striven for."
(p. 127) And she asks herself another question: "Was
anybody better fitted than Richard, by birth and breeding,
to 1live as the gentleman?" When the matter of living in
Melbourne or in Ballarat, and of buying or building, is
discussed, Mary 1s again at loss to assert her will because
money 1s no longer a question. As to the place they would
live, "she found herself up agalnst a stone wall, in the
shape of a hitherto unsuspected tralt in Richard: a violent
aversion to returning on his traces." (p. 128) Because the
return to medical practice 1s no longer necessary, Mary can
do nothing but give in to Richard!'s cholce, But the question
of buylng or building is solved by an arrangement with
John Turnham to have Richard look over a good prospect,
react favorably to 1t, and decide to buy it after all.
Such scheming indicates Mary's continual judgment that
asserting her willl is essential to making sound decisions.
The last major decision of the book - the decision to
take a Grand Tour, and by extension, to sell the house -
is a climactic example of Mary's lnabllity to assert her
will when it 18 most important. Her feelings agailnst
taking the trip are softened by Richard's own needs: she

finds him too wrapped up in spiritualism, "turned into a
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bundle of credulous superstition;" and she finds him aging
conslderably. Her feellngs are for Richard: "when 1t came
to a question of Richard's bodily health and welfare, all
other considerations must go by the board." (p. 276) The
question of the house, and the changing of agents, by
extension, seemed to catch Mary off guard. Richard had
already accepted an offer from a wealthy squatter, to sell
the house, before telling Mary what he had done. Her
comments, after the fact, remind Mahony of what he will do
but never convince him to break the offer. Mary tells him:

'You're always wild, at the moment, to get away,

but afterwards youtre no happler than you were

before. And then, what makes me 80 angry; you

let yourself be influenced by such silly, trivial

things. I belleve you're ready to sell this

house, just because you like the man who wants

to buy it, or because he's praised up the garden,

But you'll be sorry for 1it, I know you will,

before youtve even landed in England. I haven't

1ived with you all these years for nothing. (p. 290)

Although Mary makes Richard promlse that the money from
the house will be saved for the purchase of another one
upon thelr return, her practical sense 1is lost through
Richard's cholce of an agent. Because he had let all his
friends slip away during the years of hils wealth, Mahony
had only Purdy to ask about a reliable agent. When Mary
hears of his source, she 1s extremely skeptlcal, but can—
only ask Richard to check the agent over carefully before
making a declsion. Her inability to see the gravity of
the situation allows her to let Richard check with Purdy

on the agent'!s references, and to let Richard interview

the agent and transact the business., From Richard's
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reactions, she knows he was disappointed with the agent

and yet went through with the transactions, telling her:
"Well, well, my dear, all our troubles are now over!" Her
only recourse 1s to have Jerry, now a bank manager, check
on the conditions of their holdings while they are away.
For all her practical sense and common sense Jjudgment,

Mary 1s unable to avert the loss of thelr fortunes., Her
judgment, like Mahony's, 1s powerless to see the consequences
of dealing with a crooked agent. It is at thls point that
Mary's will is shown as unequal to many of the lmportant
practical tasks of life; and when the loss of their money
in known, she begins to realize, in the last volume of the
trilogy, how a common sense notlion of life cannot solve all
its problems. As The Way Home ends, she is dimly aware of
this fact of life. For the few times 1ln her life, she
realizes that 1life i1s more than practlcal success:

But more and more, as the day wore on, dild a

single thought take possession of her =-....1lt

came over her llike a flash that amld life's

ups and downs, to be able to keep one's little

flock about one, to know onet!s dearest human

relationships safe and unharmed, was, in good

truth, all that signified....in this thought,

Mary came as near as she ever would, to a

consclous reflection on the aim and end of

existence. (p. 321)

The plotting of The Way Home combines flashback and
stralghtforward narrative., Whlle each of the three parts
indicates a shift in setting for the action - England,
Melbourne, and the Grand Tour - the extenslive use of

flashback makes each of the settings convincing. The basic

action in England, for example, begins in chapter one with
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a description of Buddlecombe - Mahony's last destination
in England before returning to Australla. By use of
specific description of the background - "Elephants! Teeth
and Gold Dust were unshipped here, and the stuffs and linens
of England arrived on pack horses for transit to France" -
and setting -~

The anclient town of Buddlecombe, originally pressed

down the mouth of a narrow valley to the sea, from

which it 1s protected by rampart and breakwater,

has, in the course of centuries, scaled the nearer

of the two hills that confine it. Nowadays, 1lts

streets go everywhere up and down. A precipitious

lane 1s climbed by the ridge-like steps of an

Italian donkey-path; the old town gardens, mass-

ively walled, are built in tiers, so that the

apple-trees on the higher levels scatter thelr
blossoms on the gardens beneath. Coming from the
upland, three driving-roads drop into the town at

a bold gradient; and vehicles, whether they mount

or descend, creep like snalls. (p. 15)
the town 1s gquickly brought into focus. Even the "soclo-
loglical" setting 1s described:

Above the town the green hillsldes are dotted with

goodly residences, in which offlcers on half-pay,

and Anglo-Indians ln search of clemency, lie.snug

for the rest of thelr dormouse days. (p. 16)

But after this description, designed to focus on the
total meaning of the town, the Mahonys are placed 1n the
setting, and the actlon begins abruptly, perhaps eight
months after their arrival in Buddlecombe. The basic con-
flict of the action, of course, is the state of Richard's
practice, which has become less ideal than orliginally
expected., Reference ls made to an earllier practice at
Lelcester, Mary reminds Richard that a once-retired

doctor, Mr. Robinson, has come back into service, and has
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been tending patients at nPoplands,”" one of the most
exclusive houses in the town. The chapter ends with Mahony
walking the three mlles to Buddlecombe, observing the sligns
of his disintegrating practice. He is even unable to hire
a horse at the livery because Joﬁson, the owner, says he
works the horses too much. |

Such an opening to The Way Home indlicates the nature
of H.H.R.'s technigque throughout the novel. She includes
a Proem as in Australia Fellx, but it is shorter and
includes a summary description of the trip of the Red
Jacket from Australia to England. Instead of focusing on
both a symbolic description of the total action of the
book and representative characters of that action, as for
example, Young Bill and Long Jim in the Proem to Australla
Felix, the Proem to the second volume describes the ship's
voyage symbolically, and then shlftis abruptly to Mahony,
summarizes his jovial mood on board ship, and uses him
briefly as a symbolic flgure:

Richard Mahony, in his small way, WaS....

carrying on the great traditlon. Having fared

forth in his youth, endured in exlle, then

heard and obeyed the home-call, did not he, too,

return the richer for a goodly store of splritual

experience - his treasure-trove of life-wisdom -
which might serve to guildesthers on thelr road,

or go before them as a warning? (p. 11-12)

In The Way Home, then, H.H.R. portrays her major
character as symbolic of a set of representative flat
characters. In doing this, she loses the depth of a
Proem like the one to Australia Felix. But this kind of

condensation seems to be a pattern throughout all of
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The Way Home; the second chapter of the book, for example
shifts from Buddlecombe to London, a few weeks after the

Mahonys'! arrival on the Red Jacket. The transition is

effective; Richard talks about his first practice, in
Leicester, in the first chapter; and H.H.R, takes us
immediately to a letter the Mahonys' recelved from
Lelcester, then to theilr actual arrival in Leicester, and
then moves rapidly to the news in the third chapter that
Leicester needs a new doctor. All these events hinge on
two kinds of transitions; thought patterns in the charac-
ters, or objects, such as letters, which call up earlier
scenes 1n the life of the major characters., Mahony!'s
jovial optimism on board ship calls up the reallty - the
difficulties of the practice at Buddlecombe. Mahony's
worry over the Buddlecombe practice makes him think it wlll
become "another Leicester." The letter the Mahonys!
receive from Lelcester, soon after they have arrived in
England, calls up thelr disgust with London and thelr
eventual decision to travel to Lelcester. Rlchardls
delight with Mrs. Turnham, and by extension, Lelcester,
occurs just as Lisby comes "primed with the news" that
Mr. Brocklebank'!s medical practice is for sale, Event
follows event by way of transitions that shorten the tlime
pattern, but retain the important events for examlnation
and detalled description.

The same pattern applies in Part Two, when the

Mahonys return to a wealthy Melbourne soclety. To
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reduce the number of scenic elements, transitions of
character thought and objects of importance to the actlon
are used to condense the actual time pattern. Chapter one
of Part Two takes us through the Mahonys' discovery of
thelir new wealth and their arrival in Melbourne; chapter
two begins with Mahony'!s visit to his broker, Simmonds,
moves to his thoughts about what he will do with his money,
mentions an evening party at the Devines, shifts to the
next morning, and ends with a summary of the purchase of a
large house near Brighton beach. From then on the Part
alternates between Richard's and Mary's activities, and
culminates in the birth of their first child. While Part
Three opens wlith a summary description of the Mahonys!
chlildren and thelr early upbringing, the second chapter
shifts to Mrs. Marriner, an acqualntance of Mary's who
shares intellectual interests with Richard. The chapter
ends with Lizzie Turnhamts Jjealous comments about Mrs,
Marrinert's use of hoop skirts, as she and Mary sit talking
in the Mahonys' drawing room. Such a conversation provides
a transition for the next chapter, which includes the
important revelation of John Turnham!s cancer. The fourth
chapter opens with Cuffy Mahony!'!s inteilor monologue, which
comments on the action deplcted later in the chapter -~ the
Mahonys! journey to Tilly and Purdy's wedding. Such
shifts indicate, once more, H.H.R.'s use of thought
patterns of various characters to serve as transitions

between scenic action and pictorial, or summary action. The
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primary technique of plotting, however, in The Way Home,

appears to be a set of devices calculated to condense the

vast body of time and setting into a relatively few pages.
The use of setting in The Way Home, unlike Australia

Felix, is telescopic. Throughout The Way Home, most of the

descriptions of setting follow a three-fold pattern of
intensity: a description of the country, then the specifics
of the town and its implications as a soclety, and finally
a description of the setting in which the Mahonys move as
a family, whether it is the house in Buddlecombe, Ultima
Thule in Melbourne, or the house in Kensington Gore, or
even the hotel 1ln Venice, Part Two, for example, begins
with a general description of Australla through the assort-
ment of people that meet the Mahonys as they land. Each
of these people, although old friends to the Mahonys,
represent some aspect of the larger colonial culture: Tilly,
the young glirl who succeeded in winning a man and a fortune,
is dressed in her widow's weeds; John Turnham, the oppor-
tunist, who arrives "wlth the same o0ld alr of: I am here;
all is well;" Zara, '"fluttering a morsel of cambric: she
had feared an attack of mal de mer;" Agnes Ocock and Amelia
Grindle, "with sundry of thelr children, and the old
Devines;" and Purdy, the footloose man of no fortune, with
"more than a hint of coming stoutness; a cheap and flashy
style of dress."

From this picture of the country through 1ts people,

H.H.R. focuses on one character which 1s perhaps symbollic
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of all the rest: old Devine, the market gardener. After
their arrival, the Mahonys become guests in the Devine's
house. The house 1s probably the best example of the
meaning of thls new soclety:

At South Yarra they became the occupants of the
largest guest-chamber in a brand-new mansion,
which counted every comfort and luxury the
upholsterers had known how to cram into 1it, and
now only needed really to be lived in., Its
stiff formality reminded Mary, the homemaker,
of the specimen rooms set out in a great furni-
ture warehouse; rooms in which no living
creature has ever left a trace. (p. 117)

From thils #lew of the society to which the Mahonys
are now a part, H.H.R. focuses on the house they c hoose.
Like the house in Buddlecombe, it represents the concept
of "home" in the Melbourne of thls era:

Houses in Melbourne were of two types:
elther spacious, white, two-storied buildings...
or low sprawly villas, a single story high,
covering much ground space, and wearing their
circlet of verandah like a shady hat. - Mahony's
purchase was of this latter kind.

Built some ten years previously by a
wealthy squatter, who was now about to become a
permanent absentee, 1t stood within half an
hour's walk of the Brighton beach, on a qulet,
sandy road, the edges of which were fringed
with grass and capeweed. The grounds, running
to between four and five acres, were all stocked
and fully grown; and included kitchen- and
flower garden, a couple of crogquet lawns, and a
fair-sized orchard. (p. 129-30)

The three settings of The Way Home, aslde from imple~

menting the principle of spheres of intensity, also repre-
sent an effective use of environmental force, England 1is
described as confined, condensed, and relying on the
traditions of social class, background, and family dis-

tinctiveness; Australia relies upon vastness, treeless
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barrenness and the sun, with the inexhaustible wealth,
the tradition of lavish spending, and the gaudy display of
luxury; and the Grand Tour 1ls described as a never-ending
line of suffocating antiquitles, churches, monuments, and
histories. Such a setting reflects Richard Mahony's view-
point; it also reflects the use of setting as an environ-
mental force that forces Richard to delight in a restless
and sometimes mad travel, and to be annoyed by the conflne-
ment of England's smallness, Australia's sun, and the
hotels on the Continent. Such an environmental force 1is
best represented during the Grand Tour. Richard's reaction
to London, for example, is typical of his desire to see
everything as rapidly as possible:

The mischief was: they were out almost every

night. For, in violent contrast to the hermlit's

life he had been leading, Mahony was now never

happy unless he was on the go....As things

stood, it was a ceaseless rush from one entertalin-

ment to another....But not for long. As suddenly

as Richard had thrown himself into the whirl, so

suddenly did he tire of 1t; and at the first

hint of spring -~ it was early February....he

came home restless to the finger-tips, and

before evening ended was proposing to start,

then and there, for the Continent. (pp. 306, 307,

310)

Aside from all the spiritualist seances Richard and
Mary attend in London, there are the environmental forces
of the cltles of the Continent that both repel Richard
and urge him on to the next city, so as not to miss any-
thing. The physical discomforts and the fancles hampered
him and accelerated his pace, on to the next city:

In Paris, for instance, he was selzed by a
nervous fear of the street traffic;....then
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there was the time in Strasbourg, when they set

out to climb the tower of the cathedral....after

going up the Leaning Tower of Plsa, and taking a

peep over the crooked side, he felt so sick, on

reaching the ground, that he had to go back to

the hotel and lie down....Again, a beautiful city

like Munich was ruined for him, by the all-per-~

vading smell of malt from its many brewerlies....

Next, as the Tyrolese mountains were so close,

they took a traln and went in among them: but

this didn't sult him either. (p. 312-~13)

Just as these dlscomforts and fears provide an environ-
mental force that moves Richard from one city to the next,
hls movement also begins to evolve into a patterm. His
movement becomes a search, in the varlous settings of the
tour, for a "home." Earllier in The Way Home, his attempts
to start a practice in Buddlecombe had been an effort to
secure a home in England; and his efforts to attach himself
to the Melbourne soclety had been an attempt to root him-
self in the Australian environment., Both of these environ-
ments falled him. His Grand Tour of the Continent, then,
becomes an effort to find a "home" that suits him in both
a symbolical and a real sense; he is testing out each city
of Europe for its "abllity" to become a home. When he
finds it wanting in any respect - we must agree that he
rarely gives any of the citles an honest try - he leaves
i1t for the next., Only Venlce sults him; but this city is
eventually cut off by a telegram from Australlia that
announces his financial ruin., Even Mary's comment on
Richardt's tastes indicates hls lnterest in Venice is an

interest in "home." He llkes Venice, she maintalns, because

it seems to be a restful place:
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Of all the towns they touched, even including

Naples and Rome, Venlice suited him best; and

this, she firmly believed, because he went

there with the idea that, having nelther streets

nor wheeled traffic, it must of necessity be a

quiet and restful place. (p. 314)

Mahony seems to have found an environment that sults
him; he feels no physical discomforts, though 1n actuallity
there are many, and he never seems to fancy himself
oppressed and confined:

.+ .Richard throve on it; though 1t was June now,

and very hot, and alive with mosquitoes. He

bathed dally on the Lido, and for the rest of

the day kept cool in plcture-gallerles and

churches, of which he never seemed to tire....

They had been there for a whole fortnight, and

there was stlll no talk of their moving on....

(p. 315)

But the telegram indicating hls loss of fortune turns
the setting into a nightmare, forcing him on this time, to
board the Overland Mall for Egypt. The environmental force,
as a result, turns back on itself, making Richard return
to Australla once more, against his will. All the events
of the Grand Tour create restlessness and even panic; 1t 1s
somehow ilnevitable that the trip should end in catastrophe.
While the style of this last Part 1s extremely condensed,
it highlights the mood of the Mahonys' travellng in general,
and prepares for the restless moves of the last volume of

the trilogy. But the total style of The Way Home, llke

1ts point of view, is marred by H.H.R.'s continual summa-
tion of events and scenes, rather than giving them the full
benefit of dlalogue and action.

More specifically, the style of The Way Home 1is
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burdened with generalized narrative, blocks of description,
and blocks of analysis. Its use of dialogued elements is
1imited to a few scenes that 1llustrate the action that
has been summarily described, or extend the characteriza-
tion. But probably the most interesting stylistic device
_1s the use of interlor monologue, through the character of
Cuffy Mahony.

H.H.R.'s method of generalized narrative or summary 1is
perhaps the most frequently used device in The Way Home.
Mahony's reading program, soon after he settles in Ultima
Thule, 18 a good example of how H.H.R, summarizes the
passing of weeks in five and a half pages. By devotiné
half of a chapter to this toplc, she reveals a plotting
technique that forces on the reader summaries of events,
Practically every chapter in the book announces a new event
that moves the action past days or weeks; and each chapter
concerns itself with one event, "filling in" the reader on
the most important aspect of this event as it relates to
the total plotting of the book. DBecause she rellies on
this method of letting the chapter divislons form the
structure for the events, H.H.R. forces herself into a
pattern that lends itself to summary. Once can almost
see her laying out her chapters in sutline form: chapter
six will concern Mahony'!s reading; chapter seven his
evenings of musical parties at the Timms-Kellys; and.so on.
As a result, when we come to Mahony's reading of the great
books in the sclence and philosophy of hls day, we have

the feeling that H.H.R. will summarize Mahony's thinking -
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all of his thinking - in this chapter, and it 1s left to
us to simply pick out the key passages before going on to
the next chapter. And indeed she does. After telling us
that Mahony had his books, had no longer to worry about
"his two old arch-enemies, time and money," and hadn't
Mary to bother him, H.H.R. tells us what he read, the
progress of his thinking up to this time, and the effect
the new writings had on him - in four paragraphs (Pp.167=~
171). And while Mahony's philosophy of exlstence occuples
four paragraphs of summary, Mary'!s pregnancy takes up four
pages of summary narration. Such a narrative summary 1is
structured around ideas, rather than scenic action. The
first paragraph of this sequence, for example, tells of
Mahonyfs bewilderment, dismay, and his feeling of inade-
quacy at the prospect of having children at his age - thils,
together with a summary of the Mahonys' desire to have
children over the years. The next paragraph discusses the
"good side" of having chlldren now that they have the
money; and the third deals with the question of providing
a nursery for the child. The last paragraph describes
Mary'!s condition throughout her pregnancy, and ends with:

It was a boy. At his baptism, where John,

Jerry, and Lizzie stood sponsors, he recelved

the name of Cuthbert - in full was to be

known as Cuthbert Hamlilton Townshend Mahony.

(p. 208)

The birth of the other two bhildren merits a one

sentence summary:

These unlooked-for children - the followlng year
twin girls were born, thus rounding off a trio -
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came too late to form the bond between thelr

parents they might once have done. (p. 211)

H.H.R.'s use of block description, while valuable, 1is
rarely accompanied by a balanced amount of dialogue and
action, The description of Buddlecombe, for example,
seems welghty 1n relationship to the rest of the chapter,
which develops the scenes of Mary and Richard at breakfast,
and Richard on his morning rounds. Not only is Buddlecombe
described as it looks, but described as it looks at the
time H.H.R., is writing the novel. H.H.R. makes no attempt
to conceal this; she'lndicates that "Nowadays, its streets
go everywhere up and down." (p. 15) Why a description of
the town as 1t appears in the present is more important
than developing characters in the context of the speciflic
setting 1s a puzzling question. But H.H.R. does this else-
where: her descriptions of Mrs. Turnham's house, the
Mahonyst! house in Melbourne, and, in the last volume, the
house in Hawthorne, are presented as she visited them at
the time she was writing the novel. There seems to be no
artistic reason for thlis use of the block description of
settings, other than to remind the reader that Richard
Mahony was drawn from a character who actually lived.
Because she is forced to cover so much material, it would
seem that H.H,R. should consider thls material irrelevant
in the face of the more important considerations of a
scenlc style.

Style, however, as a primary consideration does

reveal itself in H.H.R.!s use of the interior monologue.
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While this technique becomes a major part of the last
volume of the trilogy, lts beginnings come toward the

end of The Way Home. H.H.R.'s method is extremely crude,

even in Ultima Thule. Nevertheless, it is an attempt to

mould events from the viewpoint of Cuffy Mahony, through
Imposing his expressions, interests, and reactlions on
those events. When Richard and Mary leave to attend
Ti11ly's marriage, for example, H.H.R. presents the events
from the eyes of Cuffy. The chapter begins:

Mamma and Papa were going away; Master Cuffy

would need to be a very good boy, and do

everything he was told; so that Mamma would
be pleased with him, when she came bacKeesss

(p. 245)
These instructions from Mary to Cuffy, whlle Mary's

words, are presented as Cuffy would hear them, rather than

as a bit of dialogue from Mary's mouth. A few sentences
later Cuffy's questions are presented just as he ponders
them:

Going away? What would it be like? Hi-spy-hl

in the garden?....or a pitchnick?....or Mamma

putting on a pretty dress wif beads around her

neck? (p. 245)

At this point H.H.R. 1s not only presenting Cuffy's
questions just as he would ask them to himself, but
relating the scene to the objects of hils world - "hl-spy-
hi" and "pitchnick" - and the objects of the adult world
that he has observed as a part of thelr comings and golngs =
the dress with beads. She also begins to spell words as
Cuffy would say them, in an attempt to reflect the nature

of his thinking process. This technique, then, represents



108

a rudimentary form of the interlor monologue which will
become of increasing ilmportance as the trilogy progresses.
It will provide, as well, for an additional method of
presenting the meanings of trilogy through the eyes of a

small boy.

While it 1s used only rarely in The Way Home, the
interior monologue 1s one of the most effective vehlcles
for meaning in the novel. Meaning in The Way Home is
limited primarlily to Mahony's continued questionling about
the nature of existence, his ilnabllity to find a true home
in England, Australia, or Europe, and Mary's gradual
realization that "amid life's ups and downs, to be able to
keep one's little flock about one, to know one's dearest
human relationships safe and unharmed, was, ln good truth,
all that signified." The recurrent imagery of confinement
and escape is lllustrated, as we have indicated, by
Richard's restless movement from the confinement of a dirty
manufacturing town to a coastal town; from the confinement
of Buddlecombe!s society of values based on background and
manners to the wealthy Melbourne socliety; and from the
confinement of the gaudy luxury of the squatter soclety to
the more genuine splendor of the Contlnent. Mahony's
feeling of confinement, as has been stated, by way of
varlous fancles and physical discomforts, takes him from
clty to city on the Continent, until he 1s forced to return
to Australla. His escape from confinement, as in Australla

Felix, 1s always physical escape; but ilts satisfaction is
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brief and the desire to seek a new physical environment ls
ready at hand, always demanding satisfaction. In The Way
Home, this craving grows more intense as the book progresses,
even as the needs of food, shelter, and luxuries are ful-
filled beyond expectation. The culmination of thls rest-
lessness 1s the trip across the Continent.

And just as Mahony's restlessness grows, so does
Mary!s impatience, By the end of the book, she ls wllling
to agree that practical and common sense conslderations are
not everything; but her impatience with Richard's illogical
approach to life makes her assert her will more often as
the events of the book progress., Her comment to Richard,
as they arrive in Melbourne with the knowledge of thelr
fortune, 1s as central to the thematlc base of the book as
her final reallization that she must rely on the human
relationships of her family. She tells Richard he tlres
easily of things; and such a comment is symbolic of the
nature of thelr changing relationship. Richard needs
care as her children need care; and while Mary has been
galning steadlly in strength and stature, Richard has
been, as Mary comments about his physlcal appearance,
ngrowing down." The next chapter will indicate, in the
last volume of the trilogy, just how far this trend
progresses, and what i1t means to the total thematlc frame-

work of The Fortunes of Richard Mahony .




ENDNOTE

1Henry Handel Richardson, "Some Notes on My Books,"
Southerly, 1 (1963), 17.
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CHAPTER IV
THE ANATOMY OF A TRILOGY:
ULTIMA THULE

The last volume of The Fortunes of Richard Mahony

follows Mahony through his return from England to his
death in Gymgurra. At Barambogle, Just before he attempts
sulcide, he reallizes:

The plaln-truth was: the life instinct had been

too strong for him. Rather than face death and

the death-fear, ln an attempt to flee the un-

fleeable, he had thrown every other considera-

tion to the winds, and ridden tantivy into the

unknown. (p. 139-40)

H.H.R.!'s presentation of the events of the book l1s
broadly based on the three part structural framework:
Mahony's return to Australla until his child's death in
Baramboglie; the falling-off of his Barambogie practice to
the declsion to move to Shortlands Bluff; and the diffi-
culties of his practice 1ln Shortlands Bluff until his
death in Gymgurra. All three parts of the structure indi-
cate three major stages in Mahony'!s flnal years of life.

The structural pattern of Ultima Thule appears to be
more dramatic than panoramic, perhaps more dramatic than
the other two volumes of the trilogy. When Mahony returns
alone to Australia, for instance, the focus of the struc-
ture 18 upon his actions and thoughts rather than the

Melbourne of the 1870!'s, Mahony'!s very actlions dictate a
structure that will show his family in isolation -

111
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dramatically portrayed, as 1f under a microscope. His
sensitivity over his lost fortune makes him follow a course
of behavlior that ends ln total isolation:

Landing in Melbourne one cold spring day in

the early seventies, he tossed hls belongings

into a hansom, and without pausing to reflect,

drove stralght to his old club at the top of

Collins Street. But his stay was short....

More than one, he fancled, was delliberately

shunning him....And bundling his clothes back

into his trunk, he drove off agaln, choosing,

characteristically enough, not a quliet hotel

in a good neighbourhood, but a second-class

boarding house on the farther side of the

Victorla Parade. Here, there was no chance

whatever of hls meeting any one he knew, Or,

for that matter, of meeting any one at all! (p.4)

Richard's attempts to settle financial matters without
contacting elther Melbourne or Ballarat friends 1s a well-
placed clue to the novel's total structure., Mahony's
course forces the narrative to examine the restless,
impractical direction of hls thoughts and actions - especl-
ally to circumvent Mary'!s criticism of his decisions. When
Mary and the chlldren arrive, the action takes in thelr
thoughts but rarely broadens to include a picture of the
soclety. We are qulckly introduced to Mary'!s actlions and
thoughts through her conversations with Richard, and with
Cuffyt!s thoughts and point of view toward the events of the
plot. But the sphere of activity, again, is limited to the
activities and people in the new house at Hawthorne., Even
Mary!s attempt to broaden their friendshlps becomes thwarted;
and she finally decldes to have friends in when Richard l1s
away.

They lived like a palr of hermit crabs; and, in
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spite of the big house, might Just as well have
been burled in the bush. For, having talked
herself hoarse in pointing out the harm such a
mode of life would do the practice, she had
glven way and made the best of things; as long,
that was, as Richard's disliké of company ‘
had only to do with the forming of new acquain-
tances. When, however, he began to grumble at
the presence of her own intimate friends and
relatives, 1t was more than she could stand....
and, sllently in her turn, took the sole way
left her, which was an underground way; 8o
contriving matters that her friends came to the
house only when Richard was out of it....By the
time the gate clicked at Richardt®s return, all
traces of the visit had been cleared away.

(po 21-22)

The other events and settings of Ultima Thule seem
to reinforce such a dramatic unity. While Australia
Fellx and The Way Home concerned themselves with the
crowied dramatis personae of Ballarat during the gold rush,
English manufacturing towns and coastal town soclety, and
wealthy Melbourne society, the last volume of the trilogy
makes 1llittle attempt to portray the people of Hawthorn,
Barambogle, Shortlands Bluff, or even Gymgurra. The
pattern follows the events in Richard's mind, rather than
the characters and characteristics of a soclety., Instead
of placing Richard in a panoramic context, H.H.R. stresses
his single, dramatic struggle to retain his sanity and
avold poverty. The characters around him are only useful
insofar as they reflect the activities of his mind and
throw up barriers before him., Any interest we have 1ln the
societles of the "bush" country of Australia 1s superseded
by our concern for Richard!s dilemma. Whlle H.H.R. had ~

avallable a colorful and adventurous panorama - the rugged
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outback towns of the early 1870!s - she never makes use of
it in the way she describes Buddlecombe or the wealth
of Melbourne,

The events in Hawthorn, as ln Barambogle, are repre-
sentative of H.H.R.'s use of a few characters. Whlle
Mary carries on activities with old friends and a few new
ones, Richard, in center focus, does not. Probably the
best example occurs during a birthday party Mary has
arranged for her children. The birthday party 1s golng on
at full swing as Richard sits in hls surgery, isolated,
pondering the hundreds of pounds he is 1n debt., His
pride had made him neglect to tell Mary of their financlal
position - and this 1s one of the things that drives him
into isolatlion, even from his family. When Emmy tells
him Mary has sald that some of the parents want to see him,
he replles:

fEntirely your auntt's imagination, childt 1In

reality, she knows as well as I do that it's

not so. In the course of a falrly long life,

my dear, I have always been able to count on

the fingers of one hand, those people - my

patients excepted, of course - who have cared

a straw whether I was alive or dead. No,

Emmy. The plain truth is: my fellow-men have

little use for me - or I for them.,! (p.40)

In Barambogle, the structural framework becomes even
more dramatic. Instead of a description of the town and
people of Barambogie, H.H.R. introduces the setting through
a series of letters Richard writes to Mary, while looking
over the prospects of the practice, The readerts picture

of the setting, then, 1s exclusively through Richard's

eyes = his inlitial reactions, his doubts, his optimism,
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and his final decision to make the move. Along with
Richard!'s viewpoint, the reader is aware of Mary's reactlons
to her husband?!s letters, since each of the letteré begins
with Mahony's attempts to reply to his wifets létters. Both
these viewpoints are central throughout the Barambogle
sequence, and are primary to an understanding of the
dramatic structural framework. Even before he goes to
Barambogle, Mahony's characterization guldes the course of
the structure by a further deslire for isolatlon:

eseesTO g0 away - go far away - from everything

and every one he had known; so that what

happened should happen to him only - be nobody's

business but his ownt Away from the crowd of

famlilliar faces, these cunning spylng faces,

which knew all, and which Mary could yet not

persuade herself to forbid the house....Oh,

for privacy! privacy and seclusion....and

freedom from tongues. To be once more a stranger

among strangers, and never see a face he knew

again! (p. 44)

In Baramboglie, more than any of the other settings in
Ultima Thule, it becomes clear to what extent Richard!s
characterization and the dramatic structural pattern are
fused. Richard's desire for isolation and the resulting
focus on Richard and the famlly instead of characters in
the context of a panoramic structure, seem to form the
total underpinning for the novel. The "small shop-keepers
and farmers, and vinegrowers, and licensed publicans®" of
the town are rarely described in any detall. While an
occaslonal person of the town 1s described - the Anglican
minister Thistlethwalte, for example - Mary's comment

about Richard in Barambogle is probably the most accurate

indlcation of the fusion of structure and character:
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The real truth was, he hadn't enough to occupy

him; and not a soul to speak to....except his

dreadful patients, Nor did he ever write or

receive a letter, In coming here, he seemed to

have had but the one desire: to forget and to

be forgotten. (p. 87)

While the visit of Baron von Krause appears to be a
separate instance of more "rounded" characterlizatlon, it
1s another example of Richard!s efforts to isolate him-
self. When the Baron arrives, Richard attempts to carry
out his vow of not renewing old friendships. As Mary
describes 1it:

Richard was on his rounds, and did not reach

home till they were half through dinner. And,

then, he tried to get out of coming to tablet

Going in search of him on his non-appearance,

she found him sunk in his armchair, from which

he vowed he was too tired to stir....let alone

exert himself to entertaln a stranger. (p. 88)

Other indications of the dramatic nature of the
structure come after Lalllie's death, when Richard remalns
with the practice at Barambogie while Mary and the children
spend a few weeks' rest on the coast. Mahony's feellng of
sorrow is translated into a spiritualistlic reunlon with
his daughter, coupled with an initial feeling of satlis-
faction that he issable to isolate himself from Mary and the
other two chlldren. His need to isolate himself even from
his family is a further indication of the direction hls
characterization takes. Mahony's thoughts on this matter
indicate his feelings:

essohe would, for several weeks to come, be

spared the mute reproach of two wan little

faces, and a mother's haggard eyes....In a

word he was free....free to exist unobserving
and unobserved. (p. 111)
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The culmination of Mahony'!s desire for isolation at
Barambogle comes with the threat of a lawsuit for mal-
practice. Even the clrcumstances surrounding the case that
nearly brings on the sult for malpractice indlcate such a
desire., Driving out to see his patient, Mahony thinks;

eessS0litude,..s0litude was all he askedt...to

be let alone the greatest favour anyone could

now do him., Privacy had become as essential as

alr or water to the act of living. His brain

refused its work were others present. (p.1l67)

After the cace 1s brought to light, and the patient
18 sent to Oakworth hospital, Richard is forced to walt
several days to hear 1f hlis mistake can be corrected, It
s at this time that he attempts the ultimate in isolation -
suiclde. But as he is about to kill himself with polison,
he reflects on hls desires for 1solation and understands
the reasons forsuch a desire:

Fear no more the heat of the sun,! nor the

strangle-colils in which money and money-

making had wound him, nor Mary's inroads on

his life, nor the deadening responsibilities

of fatherhood. Now, at long last, he was

answerable to himself alone....for there had

been no real love in him: never a feeler

thrown out to his fellow-men....for what was

it, but an iron determination to live

untouched and untrammelled...to preserve onet's

lliberty, of body and of mind, at the expense

of all human sentiment. To be sufficlent

unto one-self, asking nelther help nor regard,

and spending none....(p. 197-98)

The move from Barambogle to Shortlands Bluff, while
not directly the result of Mahony'!s attempt to isolate
himself, 1s necessary if Richard is at all interested in
earning a living. The people of Barambogie have rejected

him; he must move on to another practice and isolate himself,
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in a sense, among other townspeople. As in Barambogie,
Shortlands Bluff and 1ts people are never described; only
a Tfew patients and neighbors are portrayed as they relate
to the events of Richard!s life. But Mahony's continual
interest in privacy provides further clues to the limited
number of characters in the last volume. When he rows out
to inspect a ship 1n his capacity as acting health officer,
for example, he 1s possessed by the need for keeping his
eyes averted from the view of others:

Eyes...human eyes. Eyes...sples, ferreting out

one's thoughts...watchdogs, on the qul vive for

one's smallest movement...spiders, sitting over

thelr fly-victims, ready to pounce. Eyes. Slits

into the soul; through which you peered, as in a

two-penny peepshow, at clandestine and unedifying

happenings. (p. 218)

While separate instances concerning the children and
Mary indicate the introduction of more characters, such
as the acquaintance with the Spence family, Purdy's visit,
and Tillyt*s vislit, Mahony's concern for isolation continues
to be both an isolation from the soclety of Shortlands
Bluff and the members of his own family. Shortlands Bluff,
like Barambogle, makes Richard anxious to isolate himself:
with the coastal town, however, 1t is a matter of escape
from the soclety of people to the sea:

Escape he must! - from the prison cell that was

hls room; from the laming surveilllance to which

she subjected him. Only out of doors,with the

wind sweeping through him, the wild expanse of

the sea tossing in the sunlight, could he for

a little forget what threatened....He carried

his hat in his hand, and the sea wind played

with his fine, longish halr, till it stood up

like a halo of feathers around his head. That

no chance passerby should use them as spy holes,
he kept his eyes glued to the ground....(p.232)
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The culmination of Richard!s desire for lsolation
comes with Mary's declislon to take in boarders; but it is
no ordinary desire., Just as H.H.R. has made use of a more
dramatic structure to show the nature of Rlchafd's
degeneration, so does she bring this concept of structure
and character together with Mahony's complete mental break-
down. The structural pattern after this time remalns
dramatic, and focuses chlefly on the other members of the
family - particularly Mary and Cuffy. At Shortlands Bluff,
howevér, Richard makes his last bid for privacy before
insanity blacks out his mind forever:

eessFOr he had been within an ace of deliverance,

of getting through that door; beyond which lay

everything his heart desired: space, freedom,

peace,...And so he had been caught and dragged

back; made a prisoner of yet once more,...Cut

the ground from under his feet? - deprive him

of his only haven?...why! even a rabbit had its

burrow. To be without covert; to know no place

to creep to, for hiding, when the fit, the

burning need of escape seized him....(p. 246-67)

The focus of narration in Ultima Thule, like the
structure, is more intensely on Richard Mahony than any
other volume of the trilogy. Perhaps the best example of
H.H.R.'s use of point of view in Ultima Thule 18 her
depiction of Mahony's dreams. In this last volume, Richard
Mahony has a dream of extended length and concentration in
Barambogle, after he is threatened with a law suit for
malpractice. This lengthy and complex dream, which
becomes a nightmare for Richard, anticipates the trial for
malpractice by placing Richard in a courtroom faced by hils

accusers. The dream exemplifies H.H,R.'s continual focus
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on Richard!s mind; she is concerned with filtering the events
of the book through the memories of the major character.
Mahony's attempts to settle his finances i1n Melbourne, hls
efforts to come to grips with hls debts as he sits in his
surgery in Hawthorn, and his lonely nights in Barambogie's
Sun Hotel while he attempts to decide on a new practice in
the bush country all show how H.H.R, limits the point of
view to the major character. She tells the story in the
third person; and yet she presents events as they are seen
and understood by Mahony for the most part, restricting
1nformatioﬂ to0 what he sees, hears, feels, and thinks.
Mahony's attempts to deal with his anxietlies and his
daughtert!s death at Barambogile, his worry over the degener-
ated practice and his lapse into spiritualism, and his
crazed feelings of persecutlon toward the townspeople and
his wife in Shortlands Bluff all culminate in the book's
climax - his helpless insanity. But the dream at Baram-
bogle 1s probably the best indication of H.H.R.'s method;
the dream is typical of the direction H.H.R. wished to take
in Ultima Thule., It makes no attempt to place Mahony, as
the instrument of the dream, in the narration; Richard, as
he is reflected in the past and present of his life, lis
portrayed only as he appears in the context of the dream.
The only outside agents in the course of the dream sequence
are Mary's attemﬁts to wake her husband, as the dream itself
ends. The dream moves the reader, with no introduction,

into Mahony's mind:
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The court, airless and fetid, was crowded to
the last place. Wlith difficulty he squeezed
into a seat on a hard, backless bench,..though
he was too o0ld and stiff, nowadays, to sit for
long without a support. The judge - why, what
was this? He knew that face...had surely met
him somewhere?...had dined with him, perhaps,
or tilted a table in his company - the judge
held a large gold toothpick in hils hand, and,
in the course of the proceedings, must have
Plcked in turn every tooth he had in his head.

(p. 187) 4

The events, people, and condltions of the trial include
characters and eplsodes from Richardt!s complete adult life,
beginning with his life in Ballarat and ending with the
events of the previous day in Barambogie. The fusion of
such events with the present comes at the dream's end,
when Mahony attempts to escape his accusers:

He fled down Little Bourke Street, and round

and up Collins Street, running like a hare,

but with a steadily falling strength, drawing

sobbing breaths that hurt like blows, but

holding his left hand fast to his breast

pocket, where he had hls knife concealed,...

Someone had dashed up behind and got him by

the shoulder, and was bearing him down, and

shaking, shaking, shaking....while a fierce

volce shrieked in his ear: t'Richard!.,.oh,

Richard, do wake up. You'll terrify the

children, Oh, what dreadful dream have you been

having?' (p. 191)

Just as the point of view shifts, qulite effectively,
from Mahony's attempts to escape those who have accused him
of malpractice in the dream to his attempts to escape his
wife, who tried to wake him, so does the narration shift
from the world of the dream to the conditions of the present.
The past and present events of Mahonyt!s life have been
filtered through the viewpoilnt of the dream Just as they

have to a more limited extent in the other scenes of the
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novel.

And just as past and present events are filtered
through Richard's mind, so are many of the final events of
the book filtered through Cuffy's. Richard's rescue after
his attempted suicide, the effect of Richard's letters on
Mary, when she ls vacatlioning after her daughter's death,
and even Richard!s grave are all described through the mind
and eye of Cuffy. Even the walks Cuffy and Lollle take
with Mahony in Shortlands Bluff and in Gymgurra are told
through Cuffy's mind. What H,H.R. is attempting appears to
be what she attempts in Mahony's dream: an interlor mqnologue,
which restricts the materials presented to the interior
responses of a partlcular character, in thls case Mahony and
Cuffy. The dream, 1f 1t was golng to be presented in any
detall, needed presentation entirely from the interlor
responses of Mahony; Cuffy's viewpoint, on the other hand,
is written by special intent to make use of the conditions
of the interior monologue. While Cuffy's viewpolint 1is
used more extensively in the last part of the book, when
Mahonyt's view of things has been blotted out by insanlty,
1t is also used early in the book. Here, for example, 18
Cuffy's mind when he, his mother, and Lollle return from a
gsea-side vacation after the death of Lallle:

Good Graclous! He must have gone to sleep, for

Mamma was shaking his arm saylng, come children,

wake up....lt was a long, long time, till they

came to Baramboglie., Papa was on the platform....

and then he suddenly felt most awfly glad, and

got out by himself direckly the door was opeN....

and then she took Papa's arm and walked him
away. And Luce and him had to go on in front....
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so's not to see, But he did, and he went all

hot inside, and felt most awfly ashamed., And

Papa cried and cried....he could hear him. (p.152)

H.H.R. uses various techniques: the spellings of words
to indicate how Cuffy would say them (and perhaps spell
them), the intrusion of the boy'!s action as well as his
thoughts into the flow, the intrusion of dlalogue by others
speaking to the boy (his mother here) just as it was spoken
to the boy, rather than how he reacted to 1t; and the
intrusion of general action that the boy does not partici-
pate in or even comment upon.

The framework of the "proem-like" chapter one intro-
duces other aspects of point of view., Mahony's decision
to start a practice in Hawthorn and bulld a house 1is
compressed into a five page summary. With the arrival of
Mary and the children, six months later, the actual scene
of arrival is described in full detall. The transitional
shift into the next chapter comes with the famlily awakenling
several weeks later 1n the new house; the point of view,
however, is Richard's., Through the chapter, including the
second one, Richard!s mind is the vehicle for events in the
immediate past., A Jump forward in time is often made from
the end of one chapter to the beginning of the next, but
the events are always presented during the course of the
next chapter - and most often through Richard!s consclous-
ness., In chapter two, for example, Mahony lies in bed
remembering how his wife reacted to thelr house weeks
earlier, and what she did durlng the course of those weeks:

He would not forget her consternation on first
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seeing 1t; her cry of: 'But Richard!,..how shall

we ever rill 1t?!' Himself, he stood by dumb-

founded as he watched her busy with tape and

measure: truly, he had never thought of this.

She had tolled, dear soul, for weeks on end,

stitching at curtains and draperies to try to

clothe the nakedness -~ in vain. If they had

not had the books to fall back on, the place would

have been uninhabitable. (p. 13-14)

After enough of the past events are filtered through
Richard's mind to make the present events understandable,
a complete scene in the present is rendered. Chapter two,
for example, renders a family breakfast; and it describes
conditions such as the nolse of the children, which Rlchard
still hasn't gotten used to after several weeks of 1living
in the new house. As a result the effect of previous events,
which have not been described, are brought into the present
without transitions. The scene of the arrival of Mary and
the children is complete., Both continue to familiarize the
reader of minor happenings and incidents in the interinm,
at the same time the action of the scene ils progressing.
Such a technique 1s used throughout Ultima Thule; chapter
ten of Part Two, for example, ends with Mary!s hopes for
Richard in Shortlands Bluff:

eeess.if she could only see him - Richard, her own

dear husband! - hold up his head once more, carry

himself with the old confidence, fear to meet no

onets eye, knowing that he had never yet wilfully

done any man hurt or wrong. (p. 212)

Chapter one of Part Three begins wlth Mahony in the
thick of his job at Shortlands Bluff, several months later,
as seen first from the viewpoint of Cuffy and then Mahony:

tPapa, papal - the flagt The flag'!s Jjust
this minnit gone up.'
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*The flag! Papa's this minnit gone upl'®
The chlildren came rushing 1in with the news,

Lucle, in her zeal to echo Cuffy, bringing out

her words the wrong way around. But how funny!

Papa was fast asleep in his chalr, and at first

when he was waked up couldn't tell where he was.

(Pe215).+..a88 he hobbled home, wet and chilled,

his head aching from its contact with the deck,

arm and shoulder rapldly stiffening: as he went,

he had room in his mind for one thought only:

Itve taken on more than I can manage, I'm not

fit for the job - or shan't be,..much longer.

And then?...my God!...and then? - But hush!

Not a word to Mary. (pp. 215; 219)

Mahony's comments on his conditlon at Shortlands
Bluff fills in the detalls of the past few months, and the
detalls of past events are brought into the present without
transitions. Mahony's growing physical difficulties are
described in the perspective of his difflcultles at
Barambogle. Such a technique carries on the events of the
plot rapidly, and supplies the reader with the necessary
background detail of past events to lnsure the proper
emphasis. In nearly every case the events are filtered
through Mahony'!s mind.

H.H.R.!'s use of characterization in Ultima Thule is
closely tied to her use of dramatlc structure and limited
third person point of view. Both the structure and the
characterization of Mahony are connected to H.H.R.'s
purpose; she is concerned with portraylng greater degrees
of lsolation. The ultimate in isolation is the mind being
blocked off from the real world; and in Mahony, this 1s
achlieved through complete insanity. But the polnt of view,
as well as the structure, contributes significantly to

this characterization. By concentrating on Mahony's
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limited point of view of events, and even his interlor
responses, H.H.R. 18 able to show lncreasing degrees of
isolation more effectively.

Bullt around the framework of isolation and aliena-
tion, Mahony's characterization centers on the two basic
elements first introduced in Australia Fellix: his conflict
with Mary'!s common sense ideology and his contlinual questions
about the nature of existence. Both aspects are elther
revealed or solved before Mahony'!s death; and the process
of revealing and solving expands Richard!s character consid-
erably. We learn, for example, that hls conflict with his
wife has always thwarted his sense of freedom, and that his
attempts to physically escape through moves to England,
Barambogie, and Shortlands Bluff are partly moves to escape
from the philosophy of life represented by hlis wife. The
culmination of this sense of thwarting comes as insanity
overtakes him, but 1t 1s best represented in the dream he
has when threatened with a law sult for malpractice. At
the end of the dream, while escaping from his accusers,
he 18 stopped by Mary; and his reaction to such thwarting
1s to attempt to kill Mary with a knife;

ceesH18 ears rang with that most terrifyling of

mortal sounds; the wolf-like howl of a mob that

chases human game and sees its prey escaping 1lt.

For he was escaping; he would have got clean

away if, of a sudden, Mary and the chlldren had

not stood before him. In a row...a third child

too. He out with his knife....now he knew what

1t was for! But a shrill scream stayed hils

hand....who screamed? who screamed?....and with

such stridency. Mary....it could only be Mary

who would so deliberately foul his chances., For
this one second's delay was hls undoing. (p.191)
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Such intense feelings toward Mary indicate the
course thelr relationship has taken. The culmination of
this relationship is reflected in Richardts last act of
his sane life - the burning of hlis business documents and
"at the sight of her standing in the doorway," his attempt
to "shake his fist at her," to "hurl a scurrilous word,"
to "spit at her in vain." Even earlier in the trilogy,
during his attempted suicide, it 1s Mary he raills at; she
glves way before hls greater instinct of self-preservatlon,
as do the children. He asks himself:

Were they dearer? In this moment of greater

clarity he could no longer affirm it. He

believed that the instinct of self-preserva-

tion had, 1n this case, always been the

primary one. (p. 139)

While Mary takes on symbollic value for Richard, as
the embodiment of all the money-grabbing, opportunistlc
people he has fought against for so long, his attempted
sulclde takes on greater meaning. Mahony'flnally under-
stands that the answer to his questions of man and existence
is suffering, not escape from suffering. He casts away
the phial of polson, unable to complete the task, But

In 1ts place there ran through him the beatific

certainty that his pain, his sufferings - and

how infinitesimal these were, he now saw for

the first time - had thelr niche in God's

scheme (pain the bond that linked humanity;

not in joy, in sorrow alone wéere we yoke-

fellows) that all creation, down to the frail-

est protoplasmic thread, was one with God; as

a drop of water in a wave, a note of music in

a mighty cadence. More: he now yearned as

" avlidly for this submergedness, this union of
all things living, as he had hitherto shrunk
from it. The mere thought of separation became

intolerable to him: hls soul, ascending, sang
towards oneness as a lark sings lts way upwards
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to the outer air. For, while the light lasted,

he understood: not through any feat of consclous

perception, but as a state - a state of belng -

a white ecstacy, that left mere knowledge far

behind. The import of existence, the mysteries

hid from mortal eyes, the key to the Ultimate

Plan: all now were his, And, rapt out of

himself, serene beyond imagining, he touched

the hem of peace at last...eternal peace...

which passeth understanding. (p. 200-201)

Although brief, this one moment of perception enables
Mahony to at last come to an understanding about his
relationship to the universe., It comes late; in fact,
too late for him to pattern his life around it. But such
an understanding does make him realize that he must take
a less taxing Job at Shortlands Bluff, to attempt to regain
his health, The state of hls physical and mental health,
nevertheless, cannot be repalred; and ﬁhry 1s the last
person to understand just how 111l her husband had become,

The differences between Richard and Mary appear to be
the essential base of the trilogy, for Richardt's rapid move-
ment toward 1nsan1ty includes his signs of the thwarting
and materialistic ends that Mary represents., But Mary
moves away from her common sense, practical view of lilfe

as the book progresses., At the end of The Way Home, she

had begun to conclude that sorrow and waste occurred every-
where, and were unexplainable, And with this understanding,

in Ultima Thule she 1s forced to alter her attlitude toward

life, to understand the narrowness of the purely practical
approach, and to recognize this fact of mants exposure to
care and suffering.

Mary is probably most thoroughly convinced of suffering
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after Mahony's collapse, when she must take the Jjob as
postmistress with all of 1its preJudicés and worries. She
not only assumes many of Richard'!s nervous obsessions about
the job, but she realizes that the purely practical approach
does not save her from the cruelties of a day-to-day straln.
Her change of attitude 1s best illustrated when she does
everything to bring Richard home from the publlc asylum.
Before this, she had used her old, common sense approach by
agreeing to have Richard transferred from a private hospltal
she could no longer afford, to the state asylum. But Mary's
jdeas of care and suffering have brought out quallitles never
before present - imagination and a love that sweeps away

the practical for the fanciful and foolish. When she vislits
the state asylum, she becomes convinced that he must be
released. When the warden tells her that Richard throws
away his food, she replies:

Do you mean to tell me....that you glve
him fresh crockery to break every day?!

tCrockery? Ha, no fear! The plates and
cups is all of tin,!

At this Mary laughed, but very bitterly.
tAht now I see, That explains it. For I know
my husband. Never would you get him...nothlng
would induce him...to eat off tint?

tNeeds Sevres no doubti?

tNot All he needs 1s to be treated like a
gentleman...by gentlement'!®

But she had to keep a grip on her mind to
hinder 1t from following the plcture up: Richard,
forced by this burly brute to grope on the floor
for his spollt food, to scrape it together, and
either eat it or have 1t thrust down his throat.
80 she shut her ears, made herself deaf to theilr
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further talk, stood as it were looking through

the speakers and out beyond - at her ripening

purpose. (p. 283)

Mary has clearly changed in her consuming lnterest in
the practical; she understands Riéhard's needs for eating
on crockery, respects them, and defends them in much the
same way Richard would have defended his ldiosyncrasy. She
disregards the warden's concern for the practical - the
tin dishware - when before her maturing process she would
at least half-way approved of such a measure. And, although
she would have understood the necessity for using force with
unruly patients before this time, she disregards this for
dignity and respect - treating the patients as gentlemen.
She now has the means and capaclilty for love, to treat
Richard as a "gentleman,"‘when before she never quite approved
of Richard!'s concerns about gentlemanliness. And through
suffering and care, she has not only the love, but the
imagination to understand how Richard was in actuallity
being treated. To understand how much of a change thls 1s,
is to realize that never before in the trilogy was Mary
portrayed as imagining the speecifics of a scene. Her
imagination was never before shown in operation 1n this
manner; and yet after this time, she seems to be constantly
aware of the power of the imagination. The most striking
example of this 1s her appeal to Henry Ocock's lmagination
and memory, when she does everything 1n her power to
convince him to have Richard released.- The chance that

she might lose her job, that she might not be able to handle
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him, that the children might be upset by him - never

bother, when before they would have brought nagging doubts

to her plan., She is consumed with a love bred of suffering,
and 1s determined, as Richard always was, that one must do
everything to adjust one's behavior to the reallzatlon

that man 1s more than an animal. But her love and imagina-
tion, ironlcally, 1s too late; Richard 1s unable to beneflt
by it. We have the vague feeling that Mary's talents for
love have been wasted because her "practical-sense blindness"
to Mahony'!s condlition causes her to withhold her understanding
and sympathy until it 1s too late. She is not, as H.H.R.
hints, a woman who has carried out a "lifetime of unwearied
sacrifice" for her husband; she has simply misunderstood

him and placed all her cares on the practical conslilderatlions
of money. She has lost, in her misinterpretation of God

and Man's suffering, just as Richard loses in his concern
for a Hereafter, before the cruel realitles of everyday life.
Although she matures where Rlichard cannot, she matures too
late to help Richard, and as a result they remaln confllicting
personalities never completely reconclled. H.H.R, has put
the necessity of suffering into two intensely universal
characters, and shown their development in the context of
suffering.

The minor characters of Ultima Thule are effective
static and inflexible *flat" characters. Agnes, Purdy, and
Henry Ocock remain as they were originally portrayed in
Australia Felix, as do the other characters from the

Mahony's Bgllarat and Melbourne days. There 18, of course,
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the emergence of Cuffy as an important minor character and
commentator on the later events of the book, and perhaps
1t is his characterization, together with that of the
Bishop and Baron von Krause, which is most representative
of H.H.R.!s best flat characterizations in Ultima Thule.

The Bishop, a plcture of the rugged, optimlistic
colonlal in Australia Fellx and The Way Home, visits the
Mahonys in Barambogle just before Richard's attempted
suicide. He 1s first pictured Just as he was:

The Bishop was the same genial, courtly gentle-

man as of old. Tactfulness itself, too....He

admired house and garden, complimented Mary on

her cooking, and made much of the children (p.175)

After observing him for a few days, however, Mary
reallzes something about his character she had never known
before; and through her realization, we begin to understand
an interesting new side to the Bishop's optimism. First,
Mary notices that he consoles Zara about her husband's
death in the same manner and with the same words he used
in consoling her about her own daughter's death. Thils
rather insensitive approach to death moves Mary to the
realization that:

It was not so much tact and civilty, on

his part, as a set determination not to scratch

below the surface. He didn't want to spoil his

own comfort by being forced to see things as

they really were.

Of course, this turn of mind made him the

pleasantest of guests. (Fancy, though, having

to live perpetually in such a simmer of satlis-

factiont) (p. 176)

Such a revelation, coming as 1t does at the lowest
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point in Mahony!s life, provides not only a contrast with
Rlichard!s way of dealing with suffering, but shows another
way of avolding reallity. Baron von Krause's portrayal, on
the other hand, appears to reflect Cuffyt!s characterization
as the Bishop's reflected Mahony's. During the course of
the Baron'!s visit in Barambogie, he discovers Cuffy!s
innate talent for music and suggests that Cuffy study music
in Germany. His characterization and actions during the
course of his stay reveal the ignorance of Mary!s common
sense approach to music, and Mahony's sensibilities - in
short, the conflict between the two major characters that
forms the centerpoint of the trilogy. When he 1s first
described, the Baron is:

«ssa short, sturdy, little man, bronzed brown

with the sun - beside him, Richard, who had

never tanned, looked almost transparent - dark

of halr and beard, and with a palr of kindly blue

eyes that beamed at you from behind large gold

spectacles, Veteran colonist though he was,

still he spoke a jargon all his own, coupled

with a thick foreign accent., He also expressed

himself with extreme deliberation, uasing odd,

archalc words....(p. 880=89)

When the Baron realizes that Cuffy has musical talent,
he encourages him to write music about the new, rugged
terraln of Australia. While the ildea of musical study is
thwarted by Mary, the Baron'!s pralse strengthens Cuffy's
character and makes us reallze that the potential lost in
Mahony might be regained 1n his son.

As a character, Cuffy retains his childlike fears and
concerns; and his distinctive quality appears to be his

musical talent. Probably the most typical example of the
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effective flat characterization occurs when Mary holds a
birthday party for Cuffy and the other children at Hawthorn;
as in most of the characterizations, the character 1s
presented through H.H.R.!'s version of the interlor monologue:

Tomorrow was the Dumplings! birthday, and they
were having a big party. But it was his, Cuffy's
party too; for when he had first got slx, they
didn't have a house yet, and there was no room
for a party....It was really most his, cos he was
the oldest; his cake would be six stories high,
and have six lighted candles round it, and hils
chalir be trimmed with most green leaves. (p. 36)

A more unusual picture of Cuffy occurs on the many
walks he is forced to take with his father, Jjust before and
after Mahony'!s mental breakdown. While Cuffyt!s reaction 1is
an effective part of his characterization, his reaction to
his fathert!s insanity is interesting for its impressions on
the boy's personality and later development. Thls walk
occurs just before Mahony's death:

tDoes 1t matter which way we go?!?

Cuffy never falled to ask this, as a sop to
his conscience, But really they always went the
same road, to one that led straight out of the
township. For, If you got past the lockup, where
the constablets little girl might be swinging on
the gate, you were quite certain not to meet any-
body. To make sure she wasn't, you first sent
Luce to look, then fetched Papa and hurrlied him
by. After that, though, you had to walk as slow
as slow, because he couldn't hardly walk at all:
his knees bent and stuck out at every step. You
each held hls hand, and went on, counting the
minutes till it was time to turn back. And to
find when thls was, you had to get his watch out
of his pocket yourself, and look at it - which
he didn't like, for he thought you were golng to
takecit away from him, But it was no use asking
him the time, because he sald such funny things.
Like: !Time is out of Jjoint!® or 'A time to be
born and a time to diet' (p. 303-04)
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Cuffy's fear of belng laughed at before the rest of
society, coupled with hils sensitivity, is a child?®s fear
of being labelled out of the ordinary. This characteristic

follows H.H.R.!s memories of her reactions to her father;

in Myself When Young, she states:

I can't say we children grileved over his death.
It came rather as a rellief - the same rellef,

in an intensified form, that we had felt during
his temporary absences, Children are notorious-
ly cold-hearted in their determination to be
happy - or at least to wall themselves up agalnst
unhapflness - and we were no exception to the
rule,

H.H.R.'s deseription of Cuffy during Mahony's funeral
1l1lustrates Cuffy's attempts to "wall" himself "up agalnst
unhappiness.® It also parallels H.H.R.'s description of
her last vislt to the graveyard of her father:

One day we drove by coach to the outlying ceme-
tery, to visit my fathert's grave. The sight of
the mound of earth stirred no emotion in me;

it didn't seem to have anything to do with him,
And then, I had two private worries of my own.
One was a Tear that mother, who had already
wiped her eyes, would demean herself by break-
ing down in public = the public consisting of
the cemetery man. For I was now old enough to
be much concerned for her dignity. The other
was the unbearable prickle and itch of crape on
my skin.?2

The description from The Fortunes of Richard Mahony

reads as follows:

Men came to shut down the coffin; and then,
while Mamma was saying good-bye te Papa, she
suddenly burst out crying - oh, simply dread-
fully! He felt himself blush over his whole
body to hear her - his Mamma! - golng on like
this 1n front of these strange people, so
fierce and don't carish, and with her face all
red and wrinkled up, 11ke a baby*s. But she
didnt't seem to mind, and didn't take a bit of
notice when he poked her with his elbow and sald:
tOh, hush, Mammal! They'!ll hear you!t! Or of
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Uncle Jerry either, who put his hand on her

shoulder and sald: tIt's all for the best,

0old girl - believe me, 1t ist' (p. 313)

H.H.R.'s use of minor characters then, serve as
reflectors of the major characters; and Cuffy, while an
effective flat characterization, is a flat character
attempting fo become round. The perspectlfe Cuffy glves
to the possibilities of his musical talent and his view of
the final events of the book, together with his relatlion-
ship to the Baron, show a roundness that never achieves
its full potential.

The action of Ultima Thule, like the characterization,
depends upon a few new technlques combined with the ones
familiar to the other two volumes. The three-part plotting
1s not new; it breaks up the book, as it did in Australla
Felix and The Way Home, into three distinct aspects of the
Mahonys! 1life. Part One covers Mahony's return to Mel-
bourne, his bullding of the house in Hawthorn, and the rest
of the family!s return from Europe; 1t covers the first
year in Hawthorn and the move to Barambogie, Baron von
Krause's visit, and Lallie's sickness and death. Part Two
begins with the falling off of the Barambogle practice,
including Mahony'!s spliritualistic attempts to bring his
daughter back to 1life while the famlly vacations on the
coast with Tilly. It includes Bishop Long's visit, the
threat of a lawsult for malpractice, and Richard's attempted
sulcide. The move to Shortlands Bluff ends Part Two.
Although the parts are not as distinct as they were in the

first two volumes, the first two parts indicate two major
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phases in the final years of Mahony's life, His daughter's
death and his attempted suicide end Parts One and Two, and
each contains a different setting - Hawthorn and Barambogile.
It is important to notlice here, though, that the settings
do not change with each part. The most important units of
action are the personal family crises, regardless of where
the family 1s 1living. Such a plotting falls in line with
H.H.R.'s emphasis upon a dramatic rather than a panoramic
structural pattern. And the most important unit of action
is the family unit, not the soclety.

Part Three opens with a description of Richard's
physical and mental difficulties on hls job as acting health
officer at Shortlands Bluff, and ends with his death at
Gymgurra. Again, the family unit is central. When Mary
decides to take in boarders, Richard objects; and the
resulting strain causes Richard to fall into helpless ln-
sanity. To provide money for her family, Mary trains for
the job as postmlstress and settles 1n Gymgurra; while
circumstances force her to put Richard in a private mental
hospltal and then a public asylum, she 1s determined to
have him released, and through the help of Henry Ocock
secures his release to her until Richardts death., Mary's
concern is for keeping the family unit together, even with
Richard hopelessly insane. As in the first two parts, the
focus 18 not on the total happenings of these two distinctly
different towns; H.H.R.!s interest 1lies with the everyday
occurrences and minor catastrophes of Mary'!s job as post-

mistress, the children's activitles, and Richard Mahony!'s
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last days.

Other plotting devices, whlle in some ways similar
to those of the first two volumes, represent interesting
variations. The use of the proem in Ultima Thule, for
example, is distinctly varled; instead of making use of an
opening chapter entitled “proem," H.H,R. places all her
introductory, thematic, and symbolic material in the first
chapter, along with the scenic events of the family's
arrival from Europe. And while 1t 1s not prefaced by a
Proem, the first chapter of Part One indicates the state of
Mahonyt!s 1ife up to the time he returns to Australia. The
proem to Australia Felix plctured the people of the vast
gold rush era of the 1850!'s; and the proem to The Way Home
portrayed the colonial returning home after a life in the
colonies, The material that introduces the reader to
Ultima Thule describes the plight of the alienated colonlal,
who has tried both sldes of the world and knows no home,
Since he has established no roots, he can only yearn for
one country while inhabilting the other., It l1s left to a
later generation, hopefully Mahony'!s children, to know
Australia as "home;"

Twice, in the past, he had plucked up hils roots

from this soll., Each time, believing that the

break was final. For no links of affection or

gratitude bound him to the land of his adoption:

he turned, in distaste, from the materlalism of

colonial life, the crude aspirations that dom-

inated 1t; and like many another bred to green-

ery and lushness on the farther side of the

grey, dividing seas, could find no beauty in

its dun and arld landscape....To know, in exlle,

a rank nostalgia for the scent of the aromatic

foliage; for the honey fragrance of the wattle;
the perfume that rises hot and heavy as steam
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from vast paddocks of sweet, flowering lucerne -

even for the sting and tang of countless miles

of bush ablaze....Of tles, such as these, which

end by drawing a man home, Hichard Mahony knew

nothing. He returned to the colony, at heart

the stranger he had always been. (p. 3-4)

The framework of the "proem-like" chapter one intro-
duces other plotting devices of Ultima Thule., The inter-
Play of character in action, for example, is a significant
Plotting technlique; 1n th1s novel, it dictates a specific
chain of circumstances set by decisions which Mahony has
made., The basic action forces Mahony to make decisions
which trap him in a series of circumstances leading to hils
death., His loss of fortune, for example, comes when he has
been used to luxuries for nearly ten years; and this fact
contributes to his declision to build a large house when he
returns to Melbourne nearly penniless., The debt on the
house, together with the inadequate lncome earned from his
Melbourne-Hawthorn practice, makes him decide to move to
Barambogle. At Barambogie he is in hopes of earning enough
to pay off the debt, but his daughter's death and his
unpopularity makes him unable to meet the payments. At the
same time, his earlier lllness with sunstroke in Ballarat
recurs, forcing him to seek a less taxing practice in
Shortlands Bluff, At Shortlands Bluff hls growing illness
becomes both physical and mental, until he can no longer
stand the pressure of his financial obligations. In each
case, Mahony 1s forced by decisions he has made based on

the specific circumstances of his environment, physical

and mental condition. The'point of origin is hils pride,
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based on a wealthy past, which makes him spend money need-
lessly in Hawthorn, before his wife and children arrive.

All his decisions and the chain of circumstances follow this
first moment of pride,

This interplay of character and action, decision and
circumstance, 1s enhanced by still another plotting device:
foreshadowing. Foreshadowing assumes a pattern of unity
which 1links earlier characters, situations, and incidents
to later ones for thematic effect. The most outstanding

instance of foreshadowing in Ultima Thule 18 the dream

Mahony has at Barambogle, after he faces the possibllity
of a lawsuit for malpractice., We have mentioned this
dream as it reveals a special polnt of view; as an instance
of foreshadowlng, it is Just as ilmportant in revealing the
unity of the entire trilogy.

As we have sald, Mahony dreams of a courtroom; and
the specifics of the scene can be traced back to his early
1ife. The most significant references to hlis earllier life
come when he was a storekeeper in Ballarat and a doctor 1n
Buddlecombe; as a storekeeper, he had been taken to court
by a man called Bolliver because he refused to pay for
goods lost in transit. Just as Bolllver lost the case many
years earlier and was ruined, so now does Mahony lose the
case in his dream and find himself rulned. But he also
finds a messy conglomerate of melting Jjujubes in his
pocket, as he sits in the courtroom; and Mahony is forced
to move to the opposite side of the courtroom to escape the

sticky mess, just as he was forced to return to Australla
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when he heard Mrs. Saxeby-Corbett criticize his wife's
colonial manners, during a brief moment while Colonel
Barker, a guest of the Saxeby-Corbetts at Buyddlecombe Hall,
found that "he had left his jujubes in the pocket of his
greatcoat.” (p. 94)

After Richard reseats himself on the other side of
the room, the dream begins to narrow to 1its climax; he
discovers why he is in court, who the plaintiff's counsel
18, and who the defendant is. In determining to discover
who the plaintiff's counsel is, Richard draws from two
sources of memory: Bollliver'!s counsel and his old friend,
Purdy. When Richard begins to realize that "everyone
present was more or less famlliar to him" he recalls images
that only the reader can ldentify as being relevant to hls
past 1life. Bolliver's counsel is described as follows:

vv..A common, shoddy little man, prematurely

bald, with a protruding paunch and a speclous

eye - he wouldn't have trusted a fellow with

an eye like that farther than he could see

him. Most improperly dressed, too; wearing

neither wig nor gown, but a suit of loud, A

horsey check, the squares of which dould have

been counted from across the road. (p. 188)

Both Bolliver!s counsel and Purdy are part of Rlichard's
depiction of the lawyer who is placed against him., While
the plaintiff's counsel seems to be a plcture of both
Mahony and the man who plans to accuse Mahony of malpractice,
H.H.R. describes the plaintiff in the followlng manner:

It seemed that the plaintiff was drunk, not 1in

a fit state to glve evidence,..though surely

that was his volce protesting vehemently that

he had never been the worse for drink in hls
1ife? (p. 188)
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Such a plaintiff is, of course, not the Mahony of
the Bolliver trial but the Mahony who is struck leE the
physlical disease that causes paralysls of the legs, a poor
sense of coordination, and lapses in speaking. This disease
appears to resemble drunkenness and is taken as such by the
townspeople of Barambogie, who have observed Mahony's
stumbling, lncoherent sentences as he introduced an old
Ballarat friend, Archbishop Long. Mahony!s appearance of
drunkenness 1s also referred to when he is accused of mal-
practice; he is called "a damned, drunken old swine" by
the would-be plaintiff, who has seen him around town and
observed what appeared to be drunkenness in hls manner.

Just as the plaintiff has qualities characteristic of
Mahonyt!s physical state, so does the defendant. But this
time the dream identifles the defendant openly as Mahony,
and he becomes the center focus of the trial, both as
defendant and spectator. The defendant who enters the
witness box resembles both Tangye and Bolliver in appear-
ance:

The defendant proved to be an oldish man, with

straggly grewy halr and whiskers, and a round

back: he clambered up the steps to the wlitness-

box, which stood high, llke a pulpit, with a

palpable effort. This bent back was all that

could be seen of him at first, a very humble

back it looked, threadbare, and shiny, though

brushed meticulously free of dust and dandruff,

(p. 189)

Tangye 1s described as a "tall, haggard-lookling
fellow" whose muscles on his neck stood out like those of

a skinny old horse;" he is "old, and grey, and domn-at-

heel fifty, 1f a day - and his clothes hung loose on hils
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bony frame."” When Richard meets Tgngye in Ballarat, he
remembers how Tangye looked to the townspeople: "Though
not a confirmed drunkard, he had teen seen to stagger in the
street, and be unable to answer when spoken to." (p.350)
Ironically, Tangye'!s condition appears to be that of
Richardts position in Baramboglie; they have both been
afflicted with diseases that induce a drunken-like state
through paralysis and loss of memory. H.H.R. has shown then,
through portraying the plaintiff as drunk, that the drunken-
like state has surrounded Richard throughout his life - even
daring hils prosperous years in Ballarat, when he confronts
an image of his older self in the emblittered chemist Tangye.
Tangye was probably accused unjustly in Ballarat as Mahony
was in Barambogle; and H.H.R. has undoubtedly used Tangye
in the first #olume as a preparatory character to Mahony's
breakdown as it 18 seen in the last volume.

The Mahony in the dream - Mahony the spectator -
realizes how others view him for the first time when he
sees the face of the defendant as hlis face, and nearly utters
what 1s to become that archetypal "insane scream:"

sessand, having caught a single glimpse of it,

&ll but lost his balance and fell, with diffi-

culty restraining a shriek that would have

pealed like the whistle of a rallway-engine

through the court, and have given him away...

beyond repalr, For it was himself he saw,

himself who stood there perched aloft before

every eye, holding fast, with veined and

wrinkled hands, to the ledge of the dock: him-

self who now suddenly turned and looked full

at him, singling him out from all the rest.
(p. 189)
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The reference to the shriek is another of H.H.R.'s
intricate and effective projections into the future, since
when Mahony goes completely mad, he believes that he has
uttered an insane scream which shatters all the boundaries
of the real, sane world around him. The fear of such a
scream has been volced before the dream, when Mahony slits
in his Surgery at Barambogie, After Mary has taken a
vacation on the coast, he waits for patlients and the nerve-
wracking sound of the mill whistle, until he is almost
certailn self-control will be lost, forcing the utterance
of the terrifying, insane screan.

Mahony must do nothing else buf escape from the condi-
tions of Eye dream, And this is particularly clever fore-
shadowing, for escape has been Mahony's way of solving a
problem all his life., But the escape of the dream 1is as
difficult and as impossible as have been his escapes in
l]ife. In the dream, his escape only leads him to imposs-
ible frustrations:

«ss.ne pushed and struggled to get out, treading

on peoplefs feet, crushing past their knees - oht

was there no end to the number, or to the row of

seats through which he had to fight his way?...

a shout rose in unison, but this time it was his

name they called, and therewith they were up and

down on hls heels, and the hue and cry had begun

in earnest. (p. 190-91)

The focus shifts from the defendant to Mahony the
spectator, struggling to escape down an endless row of
seats, crowded with people, with legs that are slowly

paralyzing into lmmobility. His terror stricken movements

are reminiscent of the endless theme of chase and hunt
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that runs throughout the trilogy. Perhaps the most relevant
parallel is the pathetic chase and hunt of Long Jim 1ln the
proem in Australia Felix, for Mahony has definltely replaced
Long Jim in that symbollc scene at the opening of the tril-
ogy. H.H.R. has clearly intended Jimt's desperate run from
the license hunters in the Ballarat gold diggings as
Mahony's headlong run toward annihlilation:

He fled down Little Bourke Street, and round and
up Collins Street, running like a hare, but with
a steadlily falling strength, drawing sobbing
breaths that hurt like blows, but holding his
left hand fast to his breast pocket, where he had
the knife concealed, His ears rang with that
most terrifying of mortal sounds; the wolf-llke
howl of a mob that chases human game and sees
1ts prey escaping it. For he was escaping; he
would have got clean away if, all of a sudden,
Mary and the children had not stood before him.
In & row...a third child too., He out with his
knife...now he knew what it was fort But a
shrill scream stayed his hand...who screamed?
who screamed?,..and with such stridency. Mary
eeseslt could only be Mary who would so deliber-
ately foul his chances. For thls one second's
delay was his undoing. Someone had dashed up
behind and got him by the shoulder, and was
bear%ng hlm)down. and shaking, shaking, shakling
[ NN po 191

Mahony's "running like a hare" and the "knife concealed"
are the keys to the foreshadowing that this part of the
dream so effectively calls up. H.H.R.'s use of "hare
imagery" 1s reminiscent of Bolliver's pet rabblts whose
throats he slits after learning that he has lost the lawsult.
The knife that he uses to slit the throats is Mahony's
"knife concealed;" just as Bolliver kills those thlings
dearest to him, Mahony attempts to kill his family because
they have thwarted him. This feeling of being thwarted
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by his family runs throughout the book, and centers
specifically on Mary, culminating 1in Richardts last act
of his "sane" 1ife - the burning of all his business
documents and "at the sight of her standing in the door-
way," his attempt to "shake hls fist at her," to "hurl a
scurrilous word," to "spit at her in vain." Even in the
earlier parts of the trilogy, during his attempted suiclde,
it 1s Mary he raills at; she gives way before his greater
instinct of self-preservation, as do the children. This
is foreshadowed by his speech of questioning that begins:
"Were they dearer?"

The total dream, from the first scene in the court-
room to Mahony's wild attempts to escape his wife and his
attackers, reveals a skillful use of foreshadowing that
ranges over all the earlier events of Richard Mshony's life,
The most outstanding cases of foreshadowing come when we
see the reasons for the detalled analysis of Bolllver's
trial in Australia Felix, for Mahony's long conversatlion
with Tangye after a successful party, and for the scene at
Mrs. Saxeby-Corbett!s, when Richard learns that hils wife is
being rejected because of her colonial manners. Even
Mahony's attempts to escape his wife's practical demands
on his time are 1llustrated by his attempt to.stab her at
the end of the dream.

The four major settings of Ultima Thule - Hawthorn,
Barambogie, Shortlands Bluff, and Gymgurra - reflect
increasing degrees of the tightening family unit, from



147

Mahonyt!s desire for allienation, isolation, and privacy to
Mary'!s determination to have Richard with the rest of the
family even in helpless insanity. And each of the four .
towns of Australia 1s described only as 1t relates to the
Mahony family unit. While each of them takes something
from Richard, they take things from other members of the
family and from the family as a whole. Hawthorn takes
money that turns into a white elephant house and an insur-
mountable debt; this is really where thelr financlal
problems begin. Baramboglie takes both a daughter from the
family and Mahony's professional and emotional pride; and
Shortlands Bluff takes Mahony's sanity. It ls only left
for Gymgurra to take Richardt!s llfe; and just as the famlly
must leave Lallie'!s grave behind in Barambogle, they must
leave Mahony's behind in Gymgurra. Each of the environ-
ments contributes to the degeneration of the family unlt,
which struggles so desperately to maintain its unity; and
eabh serves as an environmental force, tearing Mahony down
further - in a sense readying him for insanity and death.
Without the poverty and hard conditions of the life in
these towns, Mahony would have lived a longer and more
comfortable‘llfe. Mahony himself knows what he has, and
how necessary rest is; as he writes back to Mary, while
in search of his last job before his death:

My affection, which was aphasla, may come on

agaln at any time, It may also end in...well,

in my becoming a helpless burden...to you and

every one. Nothing can be done; there 1ls no

treatment for 1t, but a total absence of
worry and excitement....Shortlands will lead to
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strength, Narrong to the Benevolent Asylum.

(p. 209-10)

While Shortlands does lead to the asylum, Mahony's
underestimating his condition indicates the power of the
environmental force dragging him down. Just as this last
volume describes all the back towns and forgotten holes of
colonial Australlia, 1t also describes the power of this
force to destroy a man., Put together, Barambogle, Short-
lands Bluff and Gymgurra show aspects of the rulned man,
the person who didntt make it in Australla and yet is forced
to disintegrate and die there. Whlle Hawthorn is a more
prosperous town, and Shortlands Bluff a kind of winter
resort, it has a closed out feeling to the Mahonys, and
Barambogie and Gymgurra are unquestionably the symbols of
ruined men. H.H.R.'s whole sense of setting in Ultima
Thule appears to be calculated to show the places where the
ruined men of a culture are apt to hide; she seems to
anticipate these settings as environmental forces when she
describes Mahony at the opening of the book:

When, for the third time in his life, Richard

Mahony set foot in Australlia, i1t was to find

that the fortune with which that country a few

years back had so alrily invested him, no

longer existed., Thanks in part to his own want

of acumen, in part to the trickery of a scoundrel,

he was a rulned man; and at the age of forty-

nine, with a wife and children dependent on him,

must needs start life over again. In surround-

ings to which foreign travel, a wlder knowledge

of the beauties of the old world, had rendered

him doubly allen. (p. 3)

Other examples of ruined men that reflect Mahony's

plight occur in Barambogie. There is Reverend Thistle-
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thwalte, a definite part of the setting of this town that
eventually makes Mahony attempt sulcide,

An unsightly carbuncle lanced and dressed, the
reverend gentleman -~ he was a fleshy, red-faced
man, of whom unkind rumour had it that there
were times when hls tongue tripped over his own
name - laid himself out to detain his visitor
veseslt was common knowledge that old Thistle-
thwalte had not written a fresh sermon for years;
but had used his stale ones agaln and again,

some even sald reading them backwards, for the
sake of variety. (p. 79-80)

Mary's survey of the town reveals a number of characters,
who are vague parts of the setting but which reveal aspects
that draw the Mahony family unit closer at the same tlme
the family finds others reflecting thelr own plight.

The rallway station was mostly closed and
deserted, the station-master to be found play=-
ing euchre at the *Sun.®* Quite a quarter of
the shops in the main street were boarded up;
the shafts round the township had all been
worked out, or abandoned,...Mrs, Cameron,

wife of the Clerk of the Court, had lived so
long in Barambogle that she had gone gqueer
from it. Nor was it feasible to ask the old
couple over of an evening, for cards or

music; for, by then, old Cameron was as a

rule so fuddled that he couldntt tell a knave
from a king. The parson was also an odd

fish, and a widower without a family. (p.67;69)

The description of Gymgurra, where Richard is to die,
becomes a further indication of the environmental forces
that conspilre to break apart the family and bring about
thelir ruin:

Gymgurra! Two wlde, ludicrously wide cross-
roads, at the corners of which were clustered
three or four shops, a Bank, an hotel, the
post office, the lock-up; and all built of an
iron-grey stone that was almost as dark as the
earth itself, There were no footpaths, no
gardens, no trees....Their new home, the *Post
and Telegraph Office,! with, on its front, the
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large round clock by which the township told

the time, stood at one of the corners of the

cross roads. Faclng it was a plece of waste

ground used for the dumping of rubblsh;

thousands of tins lay scattered about, to-

gether with old boots, old pots, broken

crockery: 1ts next door nelghbour was the

corrugated-iron lock-up. (p. 269-70)

The style of Ultima Thule shows something of H.H.R.'s
ability to write effective dlalogue., Very little space 1is
glven over to blocks of description of the towns of Haw-
thorn, or Barambogle, or even of Richard's patients; and
only a few times does H.,H.R. take the time to analyse the
conditions of a situation, unless it is filtered through

Richard's thoughts. While The Way Home relied most heavily

on the non-dialogued elements of style, Ultima Thule relles
more on concentrated scenes of dialogue between Richard

and Mary, followed by near and complete interior "dialogues"
by Richard., At Shortlands Bluff, for example, the two of
them argue:

1God knows! you seem to not have an atom
of self-control left. When it comes to kicking
me...and in rfront of the children,...! Her
heart full to bursting, Mary just stood and
bore his welght, but neither railsed her arms
nor comforted him,

'T know, I know, But it isn't only
temper - God knows it isnttt It!s like a whirl-
pool...a whirlwind...that rises in me. Forglve
me, forgive me! I didn't mean it. I had a
nasty fall on the deck this morning. I think
that knocked the wits out of me.'!

A fall? How? Were you hurt?! Mary asked
quickly. At any hint of bodily injury, and was
it but a bruise, she was all sympathy and
affection. (p. 222)
Immédiately after this, Mahony ponders what he has

sald and examines his leg:
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This numbness...thlis fatal numbness....He trled
to view himself in the light of a patient;
groped, experimented, investigated. What!
Cutaneous anaethesia as well? For he now found
he could maltreat the 1limb as he would; there
was little or no answering sensation. (p.222)

Such a pattern, together with passages that attempt
to condense the time sequence, forms most of the scenic
elements of Ultima Thule.

A second example occurs after Lallle's death ln
Barambogie, when Mary and Richard talk together about a
vacation for Lucle's recovery:

'We've simply got to afford 1t,' was Mary's
grim replyeee.

And to see the child drop and fade before
her very eyes rendered Mary desperate, This
was why, to Richard's procrastinating and
undecided; 'I must see if I can afford it,!
she had flung out her challenge: fWe've got
tol?

tI] suppose you're right.!'
1T know 1 ami?! ~ ,..0

tHow I feel for you, my darling, words
couldntt tell., Itt's the cruellest thing ever
happened. But, oh, the blessing, Mary, that
you've still got you the other two. You must
just remember how much they need you, love,
while they're so small, and how much you are
to thell. see ( po 107-08)

Soon after Mary and the children have gone, Mahony
thinks:

Too great were the odds - in this case the
welfare, perhaps the very l1life, of hils
remaining children - against him. Mahony
bowed his head., And when Mary had gone, he
unlocked a private drawer of his table and
drew out a box in which lay several rolls
of notes, carefully checked and numbered....
In all there were close on forty....He had
fully intended to make it fifty by the New
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Year. Now, there was no help: 1t would have
to go. First, the doctor's fare from Oak-

worth; then the costs of the funeral....

What was left after these things were paid

?ust be sacrificed to Mary and the chlldren....
p. 108)

A third example occurs in Hawthorn, when Richard and
Mary argue over whether or not to stay or to move on to
Barambogie:

t1t's the children, Richard! Now they're
there, you haven't the right to throw up a
fixed position, as the fancy takes you....
as you used to do....

Mahony was indignant. 'Pray, do you think
no one considers the children but you? When
thelr welfare 1s more to me than anything on
earth?!?

tBut if that'!s true, how can you even think
of giving up this place?....the house = our
comfortable home?....

1T tell you, I cannot stop heret!

tBut why? Glve me a single convinclng
reasSOfNe=cec e e

1Good God, woman! Is there no sympathy in
you?....0r where your children are concerned?

tT never heard such talkt The practlce
may be slow to move - I think a tom-practice
always would be - but 1t'll come right, I'm
gure it will, if you'll only give it the chance! !
(p. 45-46)

Again, Mahony leaves the argument deep in thought,
and H.H.R. fllters the feelings of the conversation through
his mind:

Mahony set his teeth. If she could not see for
herself that it was a case, for once, of
putting him and hls needs first, then he could
not help her. To confide in her still went
beyond him. Mary had such a heavy hand. He
could hope for no tenderness of approach; no
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lnstlhctive understanding meeting him half-

NaY...s(pP. 46)

Although many of the dlialogued elements are followed
by Mary'!s train of thoughts, and even Cuffyt!s, the focus
on Richard's thoughts and views of the conversation 1s
always evidenced either by implication, interior monologue,
or later conversation, But the use of dialogue and interlor
monologue 1s faf more pronounced than in either of the first
two volumes of the trilogy; and it adds a far more dramatic
sense to the events as they are depicted.

E.H.R. projects her meaning through the use of
several thematic passages on the nature of Mahony's life,
struggles, and death, Meaning in Ultima Thule is primarily
limited to Mahony's brief discovery of the answer to hls
questions about the nature of existence, Mary's compléte
reallzation that the strength of the famlly unit and the
understanding of man's condition of suffering takes
precedence over practical success, and Australiat's final
ngbsorption" of Richard!s body and spirit as hls final and
eternal home. The most significant of these is Mahony's
understanding that the answer to hls questions of man
and existence is suffering, not escape from suffering.
After attempting to commit sulcide at Bgarambogle, Mahony
casts away the phlal of polson, unable to complete the
task. He learns instead that paln is the bond that 1links
humanity and that "not 1ln joy, in sorrow alone were we

yoke-fellows,"
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A second lesson, which occurs as Richard mulls over
his financial problems after his daughtert's death in
Baramboglie, finallzes the recurrent imagery of confinement
and escape, and of the hunted and the hunter:

seeseHe had always been in flight.- But from
what? Who were his pursuers? For what
shadows d1d he run? - And in these endless
nights, when he lay and searched his heart as
never before, he thought he read the answer
to the riddle. Himself he was the hunter
and the hunted: the merclless 1n pursult
and the panting prey. Within him, it would
seem, lodged fears...strange fears....And
digging deeper still, he got, he thought, a
further insight into his motlives, If this
was so, then what he fled must needs be the
reverse of the security he ran to seek:

in other words, annihilation. (p. 139)

It 1s not only the imagery of the hunt and the hunted,
but also the theme of annihilation in wild attempts to
escape the reallty of death. But the last passage of the
book extends thls theme even further. As H.H.R. commenﬁs

upon Richardt's grave, she reveals the final peace of his

existence:

All that was mortal of Richard Mahony has
long since crumbled to dust. For a tinme,
fond hands tended his grave, on which in

due course a small cross rose, bearing his
name, and marking the days and years of his
earthly pllgrimage. But, those who had
known and loved him passing, scattering,
forgetting, rude weeds choked the flowers,
the cross toppled over, fell to pieces and
was removed, the ivy that entwined i1t up-
rooted. And, thereafter, his resting-place
was indlistingulshable from the common ground.
The rich and kindly earth of hlis adopted
country absorbed his perishable body, as

the country ltself had never contrived to
make its own, hls wayward, vagrant spirit. (p.314)

Mahony'!s final moulding to the earth of Australla
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becomes his ultimate peace, and ultimate answer to the
questions of existence., His knowledge of suffering as the
link that binds all men is fused, by death, with his sub-
missldh to man's mortality., But H.H.R.'s choice of an
epltaph for Ultima Thule indicates another aspect of her
theme, By glving Mahony the same quotation from Eccles-
lasticus (xliv, 90) that Hardy glves Jude, H.H.R. indicates
a theme of waste and unfulfilled humanity, never to be
captured or Justified. Thlis theme is perhaps best indicated
by the starkly depressing aspect of Mahony's last years.,
His l1life appears to have no justification, even though he
learns that his bond with humanity is his suffering. And
yet H.H.R. tells us:

"And some there be,

which have no memorial...."




ENDNOTES

1Henry Handel Richardson, Myself When Young (London,

2Richardson, Myself When Young, p. 33.
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CHAPTER V
THE FORTUNES OF RICHARD MAHONY:
CONCLUSIONS

The trilogy, as we have defined it in chapter two
of this dissertation, 1s a series of three novels which are
unified by a single character or series of characters,
Plot, or setting. Now that we have discussed these elements
in each of the three volumes, let us consider the elements
that unify the whole, reveal the meaning, and uncover the
essential realism of the trilogy. The meaning of the
trilogy is complete; the questions of the nature of existence
and of the condition of suffering, the death-fear, and the
imagery of confinement and escape all point to the larger
Phllosophical issues involved in the degeneration of Richard
Mahony as a character., And the trilogy as an art form in
the history of realistic novel writing can be said to fall
somewhere between the artful distinctiveness of the Gals-

worthy trilogy, The Forsyte Saga, and the unrelenting somber-

ness of a naturallstic trilogy, such as James T. Farrellt!s
Studs Lonigan., In our discussion of The Fortunes of Richard
Mahony, we will attempt to show how the trilogles of Gals-
worthy and Farrell reflect the place of Richardson's trilogy
in the tradition of the novel. By establishing that The
Forsyte Saga and Studs Lonlgan represent two sides of the
question - a sharply dramatic reallism and a sordid and

intense naturalism - we will attempt to reveal how the
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contrasting qualities of these two works can reflect the

essentially realistic elements of The Fortunes of Richard

Mahony.
Before discussing the realistic elements of the Mahony

trilogy, however, we must consider its evenness as a
sustained work of three novels. While the trilogy 1s almost
always unified by either the elements of character, plot,

or setting, 1t is quite often uneven in its ability to
sustain a high quality of achievement. A common pattern
includes a falling off of achlievement, where the last novel

represents the poorest effort and the first the most out-

standing. Galsworthy's The Forsyte Saga, with its strong
first novel, The Man of Property, 1s a good example. A
second pattern includes high levels of achievement in both
the first and last novels, with a poor middle volume. The
Studs Lonigan trilogy and its sketchy volume, The Young
Manhood of Studs Lonigan, illustrates this falling. The

Mahony trilogy 1s still another example of unevenness: the
outstanding final volume, in a pattern of increasing quallty
and complexity. |

Ultima Thule, as the climactic volume of The Fortunes
of Richard Mahony, traces more effectively than any of the

others the social and physiologlcal deterioration of
Richard Mahony. Instead of the burdensome detall of
Australia Felix, we have Mahony's decline and death by way
of parallels to the country'!s destructlive power on him;

and the day by day particulars of a single mants destruction,
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In the first volume Mahony as a character seems to be
nearly invisible in the intensity of Bennett-like detall of
the manners and ways of the society. Although thls detail
1s intended to define and place Mahony in the soclety, as
1t does so effectively in Bennett'!s portrayal of The Five
Towns soclety, it merely buries him in detail. He cannot
and does not emerge from the setting as a particularly
interesting individual as compared with Purdy, Henry Ocock,
or Bolliver; any one of these characters could emerge as the

protagonist, In the second volume, The Way Home, Mahony ls

distinguished from the other characters and from the

physical environment, but only intermittently; H.H.R. 1ls
still concerned with accumulative detall, this time with

the increasing wealth of Ballarat and 1ts growth and pros-
perity, and the town soclety of England, where the Mahonys
attempt to fit themselves back into the British culture but
are not successful. Mahony stands out most prominently in
the detalled descriptions of British culture, as would be
expected, but 1t does not give one the lmpression of 1llum-
inating the man for the readert's understanding of his partic-
ular traits, but for the contrast between the trapplngs of
Australian "culture" in the Mahonys and the English small
town soclety, as represented by all the characters who come to
visit the Mahonys and all those who snub them. To quote some
examples of this tendency will, I think, meke it clear that

H.H.R. dlsplays a sentimental use of detail. In the account of
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the Eureka Stockade, for example, there 1s an alternation
between a prose style which defines and one which obscures
the situation with needless sentiment and cliché:

Polly...tightened her clasp on his arm. She

had known no peace since the evening before,

when a rough-looking man had come into the

store and with revolver at full cock, had

commanded Hempel to hand over all the arms

and ammunition it contained. Hempel, much

to Richard's wrath, had meekly complied; but

it might have been Richard himself; he would have

for certain refused: and then,...Polly had hard-

ly slept for thinking of it. She now listened

in deferential silence to the men's talk....
(p. 109)

H.H.R. interlaces external action and detall with
clumsy sentimentality that indicates a failure of the
imagination in both the scene and the particular emotlons
of the character. The clichés, painfully obvious -
ntightened her clasp on his arm...," "She had known no
peace...," "meekly compllied...," "...hardly slept for
thinking of it...." - serve as a barometer of the author's
imaginative power, which 1s clearly at i1ts lowest point in
passages of this kind. The attempts at portraying the
inner movement of Mary's thoughts and feelings is at best
a pretense and at worst what might be consldered a parody
of the stream-of-consciousness technique. Let us say it is
unsuccessful, as in the inflexibility of the prose and the
bad attempt at showing sympathy for Mary's predicament.
H.H.R. simply has no real sympathy for Mary here, or in
the sectlions of dlalogue in which Mary mouths clichés and
obeys her husband llke the wooden figures of Bergson's

theory of comedy:
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tThe troops 'ull make mincemeat of ‘'eém 1if
they get too close to quarterst?®

toh, I hope nott'! said Polly, ®Oh, I do
hope they won't get hurt.i'!

Patting her hand, Mahony advised his wife
to go indoors and resume her household tasks.
And since his slightest wish was a command,
little Polly docillely withdrew her arm and
returned to her dishwashing. But though she
rubbed and scoured with her usual precislon,
her heart was not in her work. {(p. 110)

H.H.R. was clearly unable to bring all the forces of
her imagination upon "little Polly;" she portrays Polly
as a most improbable person, and presents her as Dickens
presents Oliver Twist, with what could only be called

banallity:

tNo, no sir,!' sobbed Oliver, clinging to
the hand which held the well-known cane; 'no,
no, sir; I will be good indeed; indeed, indeed
I will, sirt I am a very little boy, sir; and
it is 80 - 80 =!

tSo what?! inquired Mr, Bumble in amazement.

1So lonely, sir! So very lonely!! cried the
child. t!'Everybody hates me. Oht sir, don't
don't pray be cross to mel! The child beat his
hand upon his heart; and looked 1in his companion's
face with tears of real agony.

Mr. Bumble regarded Oliver'!s piteous and

helpless look, with some astonlshment, for a

few seconds; hemmed three or four times 1ln a

husky manner; and, after muttering something

about 'that troublesome youth,'! bade Oliver dry

his eyes and be a good boy.l

Dickens, interestingly enough, appears to come out
better in the comparison, for although the same cllchés,
disinterest in the situation, disinterest in the character,
and open sentimentality exist, they are less pronounced.

We have the implicit cliches - Oliver sobbing before wicked
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master; Oliver pleading that he will be a good 1little boy;
Oliver, the workhouse walf, saying he is lonely and every-
body hates him, the taskmaster showing a momentary burst

of sentiment before returning to his other, hard-hearted
stereotype - and the explicit clichés - "®liver clinging to
the hand which held the well-known cane.,...," "...the

child beat his hand upon his heart," *,,..0liverts plteous
and helpless look...." and "bade Oliver dry hls eyes and be
a good boy...." Dickens, as well, 18 clearly dislnt;rested
in Oliver and Bumble, and in Oliver!s outcome with Mr. Bumble;
he 1s blatantly sentimental in his portrayalof the task-
master and helpless, lonely, hated boy. In all these
elements H.H.R. parallels him; for H.H.R, has written in a
style that appears to represent the worst of Dickens.,

Such a goal 1is contrary to H.H.R.'s more important task
of portraying the struggles of a colonial who could not face
up to the trials and instabllities of a young country. H.H.R.
has simply overshot her mark, and badly; and this is never
clearer than when we compare it with her more objective
style., The description of the Eureka Stockade incident, for
example, 18 given with admirable economy and unobtrusively
expressive prose, while the dlalogue and actlions of Richard
and Polly Mahony before and after the incident are badly
flawed., But during the incident H.H.R. has her eye on the
object, and on nothing eise; as a result, all her creative
energy 1s released into the process of seelng and defining

the incident 1tself.
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But Mahony'!s designs of friendly inter-
ference came too late. The troops had got
away, creeping stealthlily through the morning
dusk; and he was panting up Specimen H1ll when
he heard the crack of a rifle. Confused shouts
and cries followed. Then a bugle blared, and
the next instant the rattle and bang of musket-
ry split the alr.

Together with a knot of others, who llike
himself had run forth half-dressed, Mahony
stopped and walted, in extreme anxiety; and
while he stood, the stars went out, one by one,
as though a finger-tip touched them. The
diggers! response to the volley of the attack-
ing party was easily distingulshed: 1t was a
dropping fire, and sounded like a thin hall-
shower after a peal of thunder, Within half
an hour all was over; the barricade had fallen,
to cheers and laughter from the military; the
rebel flag was torn down; huts and tents inside
%he 11t§1e enclosure were going up in flames,

P. 112

H.H.R. avoids most of the traps of sentimentallty;
instead of inflating the episode to sentimental melodrama,
she portrays the actual fighting as taking place off-stage.
The fighting, as a result, 1s experienced by the reader as
a series of echoes and is given in a sturdy, economlical
prose. But the scenes after the fighting, as before the
fighting, are unbellevably sentimental and cllchéd:

He (Mahony] went home with the relatively good

tidings that nelther Ned nor Purdy was to be

found. Polly was up and dressed. She had

also lighted the fire and set water on to boll,

tjust in case.' tWas there ever such a sensi-

ble 1ittle woman?' sald her husband with a

kiss. (p. 113)

Such whimsicality and patronage makes one reach
certaln conclusions about the authort!s style and total

achievement in the first two volumes: first, that H.H.R.

can only release and control her creative energy ln small
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blocks, to judge by the alternately good and bad writing;
second, that her thoughts and feelings are not moulded by
any rhythm but move with a kind of mechanical stiffness;
third, that her sensibility is drawn far more to physical
description and description of external action, than to
dialogue or the subtletles of characterization; and fourth,
that her use of reallism in the first two volumes ls laced
with sentimentality and melodramatic gestures, The last
volume, on the other hand, seems to be free of all or most
of the stylistic flaws of the first two volumes.

The element of the case study is primary to the third
volume. H.H.R. never lets the reader stray from Mahonyts
destruction as the center of focus: each motion of recovery
is followed with clear-eyed, unillusioned understanding;
and each attempt by Mahony to escape, transcend, or senti-
mentalize his dreadful suffering 1s shown as a drift
towards fantasy. No detaill of his decline is evaded or mis-
interpreted, as it 1s time and time agaln in the first two
volumes, Stylistically, then, except for the clumsy
attempts at the stream-~of-consclous technlque, Ultima Thule
has a stark, economlc prose. Even a random sampling
reveals how strikingly 1t differs in quality from the first
two volumes. A descriptlion of the external actlion of a
character, for example, reveals the shift:

The exertion had worn Richard out....The result

was, having immedlately to get on hls feet again,

to introduce the Blishop, he clean forgot what he

had been going to say. Nothing came., There was

another most embarrassing pause, in which her
own throat went hot and dry, while he stood
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clearing his and looking helplessly around.
But, once found, his words came with a rush -
too much of a rush: they tumbled over one
another and got all mixed up: he contradicted
himself, couldn't find an end to his sentences
»e++.The Bishop sat and picked his nose, or
rather pinched the outside edge of one nostril
between thumb and middle finger, looking as
far as a man of his nature could, decidedly
uncomfortable., (p. 179)

Bishops would never be "picking thelr noseé? within
the clichéd world of the first two volumes, nor would a
doctor forget his words to become both a pathetic and a
horribly realistic picture of a mind disintegrating under
the forces of cerebral arteriosclerosis. The use of
dialogue, as a second example, i1llustrates to what extent
H.H.R. has moved from a c¢lichéd world to a starkly

realistic one:

Taking him by the arm, Mary got him in-
doors. But for long she could not calm him,

'Does he think because he's gone up in
the world and I've come down, that it gives
him the right to insult me in this way? -
him, the common little ragamuffin I once
picked out of the gutter?....To come here and
offer me alms!....for that's what it amounts
to....pay his few shillings worth of food
with a present of pounds? Why I would rather
rot in my grave than be beholden to himt....
Charlity! - from him to me!'?

'He shall never come again, dear}
Behind the locked door....she sat, wide=-
lapped in her full skirts; and, when Richard

had railed himself tired, he knelt down
before her and lald his face on her dress.

(po 229-30)
Mary 1s no longer the obediently wooden little wife,
"bolling water !'just in case,'" "docilely" withdrawing

her arm and "returning" to her dishwashlng, or washing
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dishes when "her heart was not in the work." And Mahony
is no more the quiet, properly domineering husband, but a
broken, crying man. A third example, showing the author's
blending of external action and commentary on that actlon,
shows the extent to which H.H.R. is going to portray a
cruel, hard insanity and death for the sake of realism.

And i1t was broad daylight, the mill -whistle

in full-blast, and he sitting up in bed,

shouting, and drenched in sweat. The night

was over, & new day begun, 1n which he had

to face, not the lurid phantasmagorlia of a

dream-world that faded at a touch, but the

stern, bare horrors of reallty, from which

there was no awakening. (p. 191)

H.H.R. with this last volume, leaves the "Jurid
phantasmagoria®™ of a sentimentally cllchéd world for the
ngtern, bare horrors of a reallty."

Even in H.H.R.'s second volume, The Way Home, the
use of 6lichéd dlalogue reveals her problems in portraying
the elements of a scene. As wealthy Melbourne residents,

Richard and Mary discuss the antics of an old friend,

Tilly, at a seance:

..ssWhen, after an hourts solitude, which
might really have been expected to cool him
down, he came into the bedroom, his very flrst
words were: !'I've but one thing to say. Elther
that woman leaves the house, or I go myselfl!

For all Mary'!s firm resolve to act the
peacemaker, thls was more than she could
swallow. P*Richard, don't be so absurd! We

can't turn a visitor out of doors. Decency
forbids.'!

'It's my house, and for me to say whom I'll
have in 1it,.?

T111y's my friend, and I'm not goilng to
have her insulted.! - Mary's tone was as dogged
as hls own.
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'Not but she 1s at liberty to insult

mine,...and make me a laughing-stock, into the

bargain. Such a scandalous scene as to-nightt's,

it has never been my lot to witness.?

'However did it happen that you held a

gseance? The invitation only sald cards and

music. I!d have kept her at home, if I'd

guessed, knowing her opinion of that sort of

thing.!

'T wish to God you had! You talk of

decency? You need hardly worry, I think, my

dear, in the case of a person who has so few

decent feelings of her own....(p. 199)

The cllchés of an argument between husband and wife
are quite obvious, and render the scenealmost comlical. But
the implications of the scene are meant to be quite serlous.
The scene appears to show another instance of Richard's
fanatical interest in spiritualism as an answer to hls baslic
questions of existence. The scene, as well, 1s another
example of the pathetic lack of understanding and communi-
cation between husband and wife. Instead we find the
stock words and phrases: "Elther that woman leaves the
house, or I go myselfi" ",,.don't be so absurdt" "Decency
forblds;" nItts my house, and for me to say...;" "Tilly's
my friend...;" "I'm not going to have her insulted:;" "make
me a laughing-stock;" "Such a scandalous scene...has never
been my lot to witness;" and "I wish to God you hadi®™ All
these expressions show a fallure of the imagination and ear
to portray the individual qualities of Richard's and Mary's
speech,

In Ultima Thule, however, the particular qualities of
speech are infused with the knowledge that Richardts
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rapldly growing insanity is misunderstood by Mary as the
Plckiness of a difficult husband. As a result, the
qualities of both people are clearly expressed in their
arguments: Mary's common sense annoyance with waste and
peculiar behavior and Richard!'s unhinged mind. In Short-
lands Bluff, the two of them argue over a petty matter that
1s charged with the undertones of Richard's predicament:

tThere you go...tripping againt You keep
one in a perfect fildget,® sighed Mary.

tIt's these confounded shoes. They're at
least two slzes too big.!

'] told you sot But you were bent on having
them easy.!

', eeeWhat?,,.20ing out already? I declare

your consulting hours become more of a farce

everyday. - Well, at least take the children

with you.,'!

'*No, that I can'tt They're such a drag.'
ees.Escape he must! = from the prison cell

that was his room; from the laming survelllance

to which she subjected him. (p. 233)

The dialogue 1s more economical, natural, and leaves
the reader to interpret the relationshlp the scene holds tp
Mahony's condition. Stlll another example of differences
in quality between the first two volumes and the last can

be seen 1n a parallel between Australla Fellx and Ultima

Thule., In Australla Fellx, after Richard returns from a
trip to Melbourne, he tells Polly of his adventures:

«ses.He was anxious to know just how she
fared in his absence, she to hear the full
story of his mission. He confessed to her
that his offer to load himself up with the
whole party had been made in a momentary
burst of feelilng. Afterwards, he had
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repented hls impulsiveness,

'On your account, love. Though when 1 see how
well you'!ve managed - you dear, clever llttle woman! !

And Polly consoled him, being now come honestly
to the stage of: "But Rlchard, what else could you

dol?t
tWhat indeed! I knew Emma had no relatives in
Melbourne, and who John's intimates might be I
had no more idea than the man in the moon.! (p.1l65)
Again we have the cliches of analysis and dialogue;
Richard 1s "anxious to know just how she fared;" Polly "to
hear the full story of his mission." Richard calls hils
wife a "dear, clever little woman" and she consoles him
with the cliche "what else could you dot" Self-satisfied
Richard answers "What indeedi" H.H.R. appears to be
describing a quaint set-plece, filled with caricature and
saccharine sentimentality. But it is clear she does not
intend this. Rlchard and his wife are discussing Emma
Turnham's death, which becomes the first in a series of
deaths that foreshadow the foollshness of Richard's
attempts to spend his 1life attempting to overcome his mor-
tality. This first mention of death can be paralleled
with Mahony's death, at the end of the last volume:
ees.He Was trying to speak, She bent over
him, hardly daring to breathe, and caught, or
thought she caught the words: *Not grieve...
for me. I'm going...into Eternity.!
Whether they were actually meant for her,
or whether a mere instinctive response to the
sound of her weeping, she could not tell. But
dropping on her knees by the bedslde, she took
his half-cold hand in her warm, live one, and

kissed and fondled 1t. And his 1lids, which had
fallen to again, made one last supreme effort to



170

rise, and this time there was no mistaking the

whisper that came over his lips. 'Dear wifel'
He was gone agaln, even as he sald it, but

it was enough...more than enough! Laying her

head down beside hils, she pressed her face

against the linen of the plllow, paying back to

this inanimate object the burning thankfulness

with which she no longer dared to trouble him,

Eternity was something vast, cold, impersonal.

But this 1little phrase, from the long past days

of love and comradeship, these homely, famillar

words, fell like balsam on her heart. (p.310)

This final scene, coming as 1t does after a detalled,
three-volume portrayal of Mahony's struggles, mixes the
proper amount of drama and sympathy. Mahony is clearly
seen at this point as a human who has suffered intensely,
and has lived a 1ife with more than his share of unhappliness.
The final hours of his 1life, when he is able to say a few
words to his wife, is somewhat of a miracle when we conslder
that the last years of his life were spent in total lnsanity.
But this "miracle® is not taken sentimentally; even the
rather cllchéd words themselves are proper 1n the context
of this particular death scene. The last volume portrays
Mahony as a clearly sympathetic character whose life and
1ts consequences are to be taken serlously.

The trilogy, as we have sald, demands the form of
three novels sustained by either character, setting, or
action, or a combination of these, Two trlilogies that

can be considered representative of the form in the early

twentieth century - The Forsyte Saga and Studs Lonigan -

are valuable parallels to the Mahony trilogy. These
trilogles not only represent examples of the form, but

examples that lie in the framework of the realistlic
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movement as we have defined 1t at the outset of this
dissertation. Reallism and naturalism are two distinct
literary traditions. Realism concerns itself with obser-
vation and objectivity of viewpoint - with the burden of
surface detalls, common actions, and the minor catastro-
phes of a middle class soclilety. The naturalist, whille
observing and recording minds and events, seeks a varlety
of scientific laws which will define the elements of a
social and psychologlical reallity. Man is seen as an
animal in the natural world, who responds to the forces of
his environment, and his own internal stresses and drives,
but who has no control or knowledge over these forces,
Realism asserts no such speciflic phllosophy; it merely
relles upon the burden of accumulated detall for the working
out of its phllosophical concluslons,

Galsworthy's trilogy is a dramatic portrayal of the
sense of beauty, symbolized by Irene, Soames Forsyte's
wife, as opposed to the sense of property, represented by
the financial holdings of the Forsyte family. It challenges
the wills of the characters to struggle with this conflicting
question, and therefore employs the devices of ethical
realism. Farrell's trilogy, on the other hand, 1s unrelent-
ingly naturalistic in describing the crushing forces of
heredity and environment bringing about Studs'! doom; the
decline of civilizing social institutions under capitalism,
such as the home, the school, and the church, 1s such that

the poolroom takes over and destroys the major character.
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The Forsyte Saga provides a definite sense of the
period from 1886 to 1920 by describing the changing aspects
of manners and morals from the late Victorian age to the
period between the wars., Its sense of a period in English
history is coupled with a sharply dramatic structure and an
effective plotting technique that provides linking short
storles between the volumes, When Timothy Forsyte dles at .
the end of the last volume of the trilogy, the era of the
men of property has dlsappeared before the greater concerns
of the wars; and Soames Forsyte, the last of the family,
realizes the Forsyte era has passed. As the major character
of the trilogy, he, like Richard Mahony, provides the spear-
head for the dramatic structure and runs through the panor-
ama of social history from thehelight of the Forsyte era to
its death In the 1920's,

Galsworthy'!s trilogy, in its grasp of the events of

an era, 1s sharper than The Fortunes of Richard Mahony in a

variety of ways. While H.H.R.'s trilogy covers several
settings in a number of time periods, The Forsyte Saga
concentrates on an upper middle class English family 1in
England over one time period, Australia Fellx covers
Ballarat and Melbourne during the gold rush era; The Way
Home covers a manufacturing town and a coastal town in
England, Melbourne upper class soclety, and the soclety of
the Grand Tour in the 1860's} and Ultima Thule describes
suburban, bush country, and coastal towns 1in Australia of

the 1870's. Since the Mahonys move up and down the class
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structure, and never stay in one locality long enough to,
see 1t in the perspective of an era, the social history of
the trilogy is fragmented. What we actually see in The
Fortunes of Richard Mahony 1s a glimpse of one half of the

gold rush era in Ballarat, one half of Ballarat as a
pProspering city; a particle of Melbourne upper class soclety
but with no referent either before and after this time; and
a brief picture of life in the outback and coastal country
as represented by snatches of three towns - Barambogle,
Shortlands Bluff, and Gymgurra. All other settings in the
trilogy are so fragmented as'to be inconsequential as
Plctures of an era or a period. The only setting and time
pattern that approaches a sense of an era is Ballarat as
described in Australias Felix. Galsworthy'!s trilogy, on the
other hand, foduses on an era through providing for England
as the predomihant setting, English upper-middle class socl-
ety as the continual social level, characters that display
a definite set of tralts that are indigenous to a constant
soclal level, and a single major character that maintalns

a constant soclal level - Soames Forsyte,

Galsworthy's sense of the dramatic, like his sense of
perlod, is sharper than H.H.R.'s Using the techniques of
the playwright, Galsworthy presents nearly all his material
in a scenic rather than a pictorial fashion; H.H.R.,'in
contrast, relies heavily on the use of author analysis and
description of events, and less on dialogue and passages of

actlion. Perhaps the best example of Galsworthy!s stark -
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scenic quallity comes in The Man of Property, when Soames

Forsyte 1s cross-examined during his lawsult against Phillp
Bosinney:
He answered the questions put to him in
a somewhat low, but distinet volce. His
evidence under cross-examination savoured of
tacliturnity.

Had he not used the expression, a !free
hand*?

INot ¢
Come, comel'!

The expression he had used was 'a free hand
in the terms of thlis correspondence.®

tWould you tell the court that that was
English?t

1Yesti?
tWhat do you say it means?!?
IWhat 1t sayst!

tAre you prepared to deny that it is a
contradiction in terms?!

1Yest!?

'You are not an Irishman?!

tNo.!

1Are you a well-educated man?!

lYes. 1

tAnd yet you persist in that statement?!

Yes,*

Throughout thlis and much more cross-exam-
ination, which turned again and again around
the 'nice-point,! James sat with his hand behind

his ear, his eyes fixed upon his son.2

Compare this example with a courtroom in Aystralia
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Felix. A maﬁ has brought a complaint to court concerning
undelivered goods that Mahony has not been willing to pay
for. Bollivexn the plaintiff, 1s being cross-examined by

the counsel for the defense:

esesThe scene was painful enough while he
faced his own counsel, but, when counsel for the
defense rose, a half-hour followed in which Mahony
wished himself far from the court.

Bolliver could not come to the point. Counsel

was merclless and coarsely Jocose, and brought

off several Raughs, His victim wound his knotty
hands in and out, swallowed oftener than he had
saliva for, in a forlorn endeavour to evade the
pitfalls artfully dug for him. More than once he
threw a covert glance, that was like an appeal

for help, at all the indifferent faces. Mahony
drooped hlis head, that their eyes should not meet.

In high feather at the effect he was producing,
counsel inserted his left arm under his gown, and
held the stuff out from his back with the tips of
all five fingers,

tAnd now you'll perhaps have the goodness
to tell us whether youtve ever had occasion to
send goods by a carrier before, in the course of
your young life??

'Yes.,! It was a humble monosyllable, returned
without spirit,

1Then of course you've heard of this Murphy
before??

INe.ono, I haven't,! answered Bolliver, and
let his vacillating eyes wander to the judge and
back.

fYou tell that to the marinest! And after
that half a dozen other tricky questions; *I put
1t to you, it's a well-known fact that he's been
a carrler hereabouts for the last couple o! years
or more?!

'T don't know - I sup...sup-pose so,!
Bollivert'!s tongue grew heavy, and tripped up his
words, (P. 123-24)
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While H.H.R. presents her material with almost
continual commentary on the significance of the dialogue,
or the effect 1t produces on the characters or should
produce on the reader, Galsworthy lets the tone and
emphasis of the dlalogue speak for ltself., Galsworthy's
dramatic sense lets the dialogue do its work; H.H.R. is
continually pushing 1t along. While she has to say that
"Bolliver could not come to the point." Galsworthy shows
by Soames' answers that he 1s coming to the point by
standing up to the questions of the cross-examiner; and
while H.H.R. 18 concerned with describing the reactions of
Mahony, Bolliver, and the counsel for the defense, Gals-
worthy focuses on Soames and only provides the dialogue of
the counsel., He describes James! reaction, as well, after
the scene has been completed, in order to avoid obstructing
the focal point of the action as H.H.R. does. All these
aspects of the two passages indicate the differences
between a sharp scenic approach to filction and a less
exciting plctorial method.

Galsworthy'!s dramatic approach 1ls even observable in
the standard pattern of his trllogy. He appears to be
sharper than H.H.R. in his mixing of panoramic and dramatic
elements. Whille H.H.R. confines her panoramlc technigue

to Australia Felix and The Way Home, Galsworthy maintains

a panoramic picture of the man of property in British
soclety throughout all of the three volumes, covering most

of the members of the Forsyte family. And within this
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sense of the panorama 18 a sharp dramatic approach to the
events of particular lives of one or two Forsytes,
egspeclally Young Jolyon and Soames. H.H.R., on the other
hand, uses a more dramatic portrayal in the structure of
the final volume; the earlier ones tend to burden the
reader with panoramic details of growing Australla and
English town society. Méhony 1s buried under the detall
of the flow of 1life in these first two books, but is
abruptly focused on in a dramatic fashion in Ultima Thule.
This lack of balance encourages the reader to approve of
the more interestingly dramatic last volume and to dis-
regard the valuable panoramlic quality of the trilogy
altogether. By maintalning a constant balance between the
panoramic flow of life and the more dramatic quality of
portraying a few characters 1ln action, Galsworthy creates

a more effective sense of structure. In The Man of Property,

Chapter X, "Diagnosis of a Forsyte," for example, Gals-
worthy shows us how he has been describing the panorama of
a Forsyte in soclety at the same time he begins to focus in
on Young Jolyon's problems of alienation from the family.
The chapter begins:

It 1s in the nature of a Forsyte to be
ignorant that he is a Forsyte; but young .
Jolyon was well aware of being one. He had not
known it till after the decislive step which had
made him an outcast; since then the knowledge
had been with him continually....He was consmious,
too, of being a Forsyte in his work, that paint-
ing of water-colours to which he devoted so
much energy, always with an eye on himself, as
though he could not take so unpractical a
pursult quite serliously, and always with a
certaln queer uneasiness that he did not make
more money at 1it.
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It was, then, this consciousness of what it

meant to be a Forsyte, that made him recelve

the following letter from old Jolyog, with a

mixture of sympathy and disgust....

The quote seems to move from the wider picture of the
family - which has been a flow of the lives of the Forsytes -
to the queation of Young Jolyon's place in it, and then to
the action of the chapter - 014 Jolyont!s plea for his son
to return to the activities of the family by helping June,
By establishing first the qualitles of the family, Gals-
worthy reminds us what he has been dolng throughout the
book: dipping in and out of the lives of all the minor and
major Forsytes, in a flow that attempts to yleld a panorama
of a family which represents a picture of a soclety. But
the novel then dips into Young Jolyon's conversation with
Bosinney; this seems to represent a close, dramatic plcture
of one of the many characters Galsworthy has described to
create the larger pictur: of the era. The conversation
with Bosinney comes as an end result of the letter from
Young Jolyon'!s father:

Young Jolyon sat down.
!T haven't seen you for a long time,! he

sald. t!'How are you getting on with my cousin's

house?!

11t?'11 be finished in about a week.'!

1T congratulate yout!?

'Thanks =« I don't know that 1t!'s much of
a subject for congratulation.'!

INo?! queried young Jolyon; 'I should have
thought youtd be glad to get a long Job like that
off your hands; but I suppose you feel 1t much as
I do when I part with a picture - a sort of
chlld??
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‘Yes,!' sald the latter more cordlally, ‘it
goes out from you and there's an end of 1t. I
didn't know you painted.'4

Such a dramatic portrayal of the particulars of a
scene is balanced off with the larger picture of the
Forsyte famlly; and even as Young Jolyon talks further to
Bosinney, he discusses the larger picture by dlagnosing the
ingredients of a Forsyte. Through his description, Young
Jolyon reveals the general plcture which 1s implied in the
many scenlc plctures of each of the Forsytes:

tAnd how do you tell them, may I ask! sald
Bosinney.

'By thelr sense of property. A Forsyte
takes a practical - one might say a common-
sense - view of things, and a practical view
of things 1s based fundamentally on a sense of
property. A Forsyte, you wlll notice, never
gives himself away.'!

eseselYou talk of them,! sald Bosinney, 'as
if they were half England.'

tThey are,! repeated young Jolyon, ‘half
England, and the better half, too, the safe
half, the three percent half, the half that
counts. It's thelr wealth and security that
makes everything posslible; makes your art
possible, makes literature, sclience, even
religion, possible. Without Forsytes, who
believe in none of these things, but turn
them all to use, where should we be? My
dear sir, the Forsytes are the middlemen, -the
commercials, the pillars of society, the
cornerstones of convention; everything is
admirable!!

This shift of the flow of 1life and the particulars of
a scene 1s not so effectively accomplished in the Mahony
trilogy. In Australia Fellix, we have the flow of 1life as
represented by the diggers as a unlt, with first the story
of the death of Young Bill, then the story of Long Jim,
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then Purdy, and finally Mahony. The pattern moves out
quickly to the soclety of Melbourne, through Henry Ocock;
to Geelong, through the Beamishes; and then to the pros-
pering city of>Ballarat, climaxed by the Governor'!s Bgll at
the end of the first volume. The pattern contlnues to
expand with the pictures of life in an English manufacturing
town, a upper class coastal town, the wealthy Mélbourne
soclety, and finally the society of the Grand Tour of
England and the Continent. But the pattern shifts to an
intense preoccupation with the lives of Mahony, Mary, and
Cuffy in Ultima Thule. Such a lack of balance makes Mahony
buried under the flow of detall in the first two volumes,
and starkly visible in the last one.

Galsworthy's structural proficiency, llke his scenic
sense, seems to be more effective than H.H.R.'s, especlally
when it comes to Xinking the volumes of the trilogy together,
While Galsworthy makes effective use of linking short
stories, H.H.R. attempts to provide a link with the use of
the Proem. Her Proems to the first volumes, and the
material in the first chapter of Ultima Thule, however, rely
more on a symbolic portrayal of Mahony's positlon than a
series of definite connections with the earlier or later
volumes. And this problem of linking seems to be one of
the most difficult for H.H.R,'s readers; when the volumes
first came out, her readers became quickly disinterested
in Mahony's activitles because they could see little
thematic significance in hls activities from one volume to

the next.6 It was only until the last volume was published,
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and the others published as one separate volume, that the
full meaning of Mahony'!s life became understandable. Gals-
worthyts trilogy, on the other hand, described an era, and

in doing so, made clear from early in The Man of Property

that the books were attempting to trace a sense of property
as 1t related to a sense of beauty. To reinforce this
concept, linking short stories provided for a valuable
transition between volumes. Between the time Richard decides
to return to England to start a practice, and the time he
lands in England, there seems to be no significance, and no
end result; and between the telegram he receives in Venlice
-#nd the spring day that he arrives back in Melbourne, the
consequences of his actions only vaguely become clear. The
reader must move well into Ultima Thule before 1t is clear
what all the events of the previous volumes meant to
Mahonyt's life and total theme of the books; and even then,
when we come upon the dream Mahony has that covers back
through all the volumes, we wonder if many of the descrip-
tions and events she has described are not irrelevant to the
main purpose of the book.

Galsworthy'!s style, like his structure, is less filled
with shallow and trite expressions than H.H.R.'!'s early
volumes seem to be, We have already noted and discussed
the use of sentimental expression in those early character-

izations of Mary Mahony, in Australia Fellx., Galsworthy's

style is chiefly marked by an effective ilrony, not a
feeling of the obvious and trite. At times the under-
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statement becomes full-blown, as in the early discusslion of
the Forsyte family in terms of sclientiflic phenomena. More
characteristic 1s the use of deceptively mild detall, such
as the Forsyte instinct to judge every issue in terms of
money. Thelr collecting of paintings, statues, or antiques
reveals concern for the price, the bargain, and the resale
value; and the Forsyte opinion is standardized. Gals-
worthy remarks how the famlly reacts to the Irene-Bosinney
affair:

But how far - how far had 'those two! gone? How

far were they going to go? Could they really be

going at all? Nothling could surel; come of 1it,

for neither of them had any money.

Probably the best specimen of Galsworthy's lronic
style is the comment about Nicholas Forsyte, near the end
of chapter one of The Man of Property: "He waved aside a
crossing-sweeper."8

Because he would have to pay a half-penny tip,
Nicholas refused the sweeper who brushes the mud or dust
of f the road for pedestrians. This is the ultimate sty-
listic touch in defining a Forsyte.

H.H.R., on the other hand, makes no use of lirony.

Her concerns are primarily for a style that reveals the
scenes as reflecting the lives and conditions of a time
and place, and sympathizing with the difficulties her
characters find as a result of these conditions. When

she becomes too sympathetlc, she 1s sentimental. Mahony's

thoughts of his wife, for example, when he galns a small

fortune through mining stocks, are badly formed:
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Polly was so much a part of himself that he
thought of her last of all. But, then, 1t
was with moist eyes. She, who had never
complalned, should of a surety not comse
short! And he dropped asleep that night to
the happy refrain: 'Now she shall have her
plano, God bleas hert...the best that money
can buy.! (p. 322) -

But when H.H.R. describes the new house they gain as
a result of the new money, she avoids sentimentallity and
becomes merely sympathetlc:

The new house - they had moved into it some few
months later - stood in Webster street, It was
twice as big as the old one, had a garden back
and front, a verandah round three sides. When
Mahony bought it, and the plece of ground 1t
stood on, it was an unpretentious weather-
board, in a rather dilapidated condition. The
situation was good, though - without beling too
far from his former address - and there was
stabling for a pailr of horses. And by the time
he had finished with it, 1t was one of those
characteristically Australian houses, which,
added to wherever feasible, without a thought
for symmetry, or design - a room bullt on her,
a covered passage there, a bathroom thrown

out in an unexpected corner, with odd steps up
and down - have yet a spaclous, straggling
comfort all their own. (p. 325)

Instead of a mild irony, H.H.R. 1s less sophisticated,
more direct, and quite often too willing to explain the
implications of her dialogue or description rather than
letting the reader draw conclusions. Galsworthy's style
1s marked by the opposite effects: short, clear stage-
direction-like descriptions of events and places, glving
the reader the task of drawing conclusions about thelr
implications. Whille H.H.R.'s danger is sentimentallsm and
over-explaining, Galsworthy's l1s didacticism. A good

example of this 1ls Young Jolyon's long dialogue wilth
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Bosinney dlagnosing a Forsyte; while Galsworthy never
simply explains his attitude toward events and characters,
as H.H.R., does, he puts it in the mouth of his characters,
and is often saved from didacticism by thlis method. Such
1s the case with Young Jolyon's long discussion. If
Galsworthy simply discussed this from his viewpoint as
author, it would have been extremely difficult to justify
1ts effectiveness.

Just as Galsworthyt!s sense of the period, dramatic
pPlotting, and structural efficiencles, and style reveal the
artful distlinctiveness of hils trilogy, so does his ethical
realism show his interest in the cultivated classes of late
nineteenth century England who were doomed to sterile
unhappiness by their tradition-bound, materialistic
principles. Since ethical realism implies an interest in
the novel as a help to conduct and in presenting events and
conditions in a way that would 1llicit concern for their
improvement and reform, Galsworthy'!s novels depict normal
emotlons thwarted by a speciflc social environment. His
concern to show that the wills of his characters are
pushed on by the inheritance of a materialist spirit is
clear in hls concept of the Forsyte family and its
principles, But whlle Galsworthy 1s interested in showing
the narrowness of thls vliew, and the need for 1ts reform,
H.H.R. has no lnterest in showing how Mahony'!s attitudes
and 1life need alteration. Mahony is essentially a kind of

Everyman, who comes to understand that life 1s a continual
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condition of suffering; we learn a lesson from his life
only in so much as we see him as a mirror of ourselves.
H.H.R.'s original purpose in writing the Mahony trilogy -
to show the fortunes of men that couldn't ad just to Austra-
lia and didn't become wealthy - 1s not a lesson but a
picture of what it was actually like to live 1in colonlal
Australia. While Galsworthy is interested in presenting an
era to show the reason for its passing, H.H.R. is concerned
with describing a man caught by extremely universal needs
and wishes, who is unable to face the crushing inevita-
bllity of his death,

The Studs Lonlgan trilogy, uhllke The Forsyte Saga, has

a naturalistic concern for showlng man destroyed by the
falling apart of soclal institutions. It 1s naturalistic
in 1ts portrayal of spiritual poverty in an Irish-American,
lower-middle class nelghborhood of Chicago, where the
falling soclal institutions are replaced by the symbols of
degeneration - the streets and the poolroom. Farrell'!s

concern, as he describes it in Literature and Morality, is

for a decaying social morality. This decaying morality
prevents individuals from leading the good 1life in terms
of personal morality. The results of this fallure are the
grim and dismal circumstances of Studs Lonigan's life;
Studs 1s never a basically evil man or a moral cripple,
but a victim of his environment.

Richard Mahony, like Studs, 1s a victim of hils

soclety; but Studs is more of a victim. Mahony begins
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Australia Felix a young man in his twenties who has the

ablility to make definite cholces, and based on these
choices, falls prey to hlis desire to have answers to the
basic questions of exlstence, His downfall 1s far more
meaningful because he 1s pondering basic questions, making
cholces, and suffering as a result of those cholces, While
Studs may know, at least at times, where he 1ls drifting,

he 1s moulded for the most part by the fallure of his
environment. In a sense he allows himself to fall lnto the
trap of his environment, and 1s less of a person because of
it. The somberness of this Zolaesque naturalism is far less
effective than portraying a major character llke Mahony,
who has definite cholces, makes them, and suffers the
consequences of hls own mistakes.

The style of the Studs Lonigan trilogy, llke the por-

trayal of the major character, is calculated to present the
sordld qualities of the naturallistic technique. H.H.R.
does not attempt to portray the rich vernacular of the gold
digger, as does Farrell of the South Side Poolroom bum;

she merely approximates the speech and 1ts vulgaritlies.

Her presentation of Purdy's speech, for example, has
nothing of the cursing and base language of the young gold
digger and soldler of fortune. Like Studs, Purdy 1is from a
lower class background, but not poverty-stricken. But
while Purdy ends his 1life having made his strike, Studs does
not., Purdy achleves wealth by marrying Tilly's money;

Studs 1s not so shrewd or, perhaps, so callous., Here, for
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example, is Studs with his poolroom crowd - the only real
environment he can dominate and use as a place for showing
contempt for others:

1You know, I just went into the bedroom
with that broad last night, and everything went
out 1llke the lights,! Studs sald.

Tommy Doyle cracked a Joke about what
should have happened.

tLook at the punks. They aln't washed
under the ears yet,' sneered Slug, gazing sur-
prisedly around the poolroom.

1They look goofy in thelr ding-dong
pants,! sald Studs,

*Monkey suits,! said Slug; he polnted at
the twenty-two inch bell-bottoms on Phil Rolfe's
carefully, precisely, exactly careless black
sult. Phil turned his light-complexioned,
insipld face towards them and smiled. He was
wearing a blue shirt, collar attached, a soft,
wine-red knit tie, and a light brown hat.

tPull up your skirts,! sald Stan Simonsky.
'Hi, kid,! patronlized Phil.
'Hey, Rolfe?! yelled Red.

tWhat you say, Red,! replied Phlil with
aplomb,

tHey, pung, where'!s your rubber knee pads?'
Studs sneered.

Or the more naturalistic picture of a party on New

Yeart's Eve, with Studs' gang:

'Whoopst! yelled Studs, standing in the
doorway.

They wished him Happy New Year. Slug
handed him a bottle, and sald bottoms up. Studs
drank. The New Year bells rang. Everybody drank,
and shouted, and a naked girl rushed from one
of the bedrooms to kiss everyone. They had to
hold Vinc while she kissed him.
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'Whoopst! It's 19291t yelled Studs, ralsing
an empty gin bottle with an unsteady arm.

Or the last p;cture of Studs on New Year'!s day:

The dirty gray dawn of the New Year came
slowly. It was snowing. There was a drunken
figure, huddled by the curb near the fireplug
at Fifty-elghth and Prairie. A passing Negro
reveler studied it. He saw that the fellow
wasn't dead. He rolled it over, and saw it
was a young man wWith a broad face, the eyes
puffed black, the nose swollen and bent. He
saw that the suit and coat were bloody, dlirty,
odorous with vomit. He laughed, The drunk
stirred as the Negro salid:

1Boy, you all has been celebratin' a-plenty.'

He searched the unconscious drunk and pocketed
elght dollars. He walked on.

The gray dawn spread, lightened., Snow
fell more rapidly from the muggy sky of the New
Year.

It was Studs Lonigan, who had once, as a
boy, stood before Charlie Bathcellar's poolroom
‘thinking that some day he would grow up_to be
strong and tough, and the real stuff.

In contrast to this are the scenes that show Purdy
with the diggers. When Purdy speaks to the dlggers, for
example, over the digging tax, he talks to them in theilr own
and his own speech:

'tBrother diggerst We are met here to-night with
a single purpose in view, Brother diggers! We
are not met here to throw mud at our dear old
country's flag! Nor will we have a word sald
against her most graclous Majesty, the Queen.
We're not brutes enough, I hope, to hold her
responsible for the scurvy tricks of her
ministers? We're men first, whose buslness 1t
is to stand up for a gallant little woman, and
diggers with a grievance afterwards.! (p. 27)

Or the comments of the diggers when the troops arrive

to enforce the digging tax:
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on the appearance of the eneny, the babel
doubled. There were groans and cat-calls.
Along with the derlslve tJoeyst ' the rebel
diggers hurled any term of abuse that came to
their 1lips.

'The dolly mops! The skunks! The bush-
rangerst - Oh damn ‘fem, damn tem,...damn thelr
bloody eyest'!

1It's Rooshla - that's what 1t isit sald
an oldish man darkly.

But a wit cried: 'Git along with yer,

mateyt Itt's ter Graclous Majesty's forty-second-

cousin's berfday!...an' the swine must tave theilr

awilll' (p. 14)

While Farrell is concerned with showing the sordid
and the crude as it relates tq'the poolroom setting, H.H.R.
is interested in an approximation and selection of materlial.
She is not being less reallistic, but less interested ln
plcking out the detalls that show the unsavory quality of
the environment. Although the diggers hurl insults at the
troops, the larger issues of thelir victimization before the
taxing of the government 1s everpresent., With Farrell,
larger, ldealistlc lssues are rarely present to Jjustify
the sordid dialogue or actlon. Farrell is simply attempt-
ing to show the corrupt madness of men who are forced by
their environments to be sucked into alcoholism, sexual
excess, and death. H.H.BR. 1s interested in showing a
plcture of the dligger through Purdy, but not a picture that
shows men dying from a specific corruptness of thelr
environment. The sordid quallity can be eliminated; and

the forces of the environment can be implied through the

long-term conditions of the existence of a single character -
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for example Purdy and Mahony.

The fhree volumes about Studs Lonigén portray the
disintegration, physical and moral, of a young Chilcago
Irishman during the period from 1916 to 1931, beginning
with the protagonist!s graduation from a parochial school
on Chicago!s South Side and ending with his death. The
trilogy about Richard Mahony describes the attempts of a
Young Anglo-Dublin doctor to adjust to Australian colon-
ization from the 1850!'s to the 1870's, and shows his
fallure, ending in insanity and death. Both novels follow
the activities of a major character through the panorama
of a soclety and an era., Farrellt!'s trilogy limits itself
more severely to one setting and soclial strata, while
H.H.R. fragments her picture. Mahony falls victim not to
a soclety that crushed him, but a restlessness caused by
a death-fear and a firm conviction that man can escape his
mortality. Studs, while being far from satisfied with
himself, is sentimental enough to feel that one day he will
meet a girl who will change him. He makes resolutions, but
breaks them, and takes for his models those older men who
stand with him before the poolroom at Fifty-Eighth Street.
Farrell highlights Studst predicament in the last volume
of the trilogy, Judgement Day, when Studs! mother, watching
him dle, tries to understand why her sonts life was wasted.
As a thoroughly naturalistic novel, Farrell's trilogy
shows that Studs was an unwilling victim of a socliety with

a spiritless consclence, and like all victims, he was doomed
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to dle at the hand of some greater force which was contin-
ually tearing him down. Escape was impossible; and as
Mrs. Lonigan puts it, God 1s wrathful and He has punished
Studs for existing. Existing, as Farrell shows us, 1is
being sucked into the evll forces of thls neglectful soclety.
Mrs. Lonlgan!s answer 1is absurdly simple; if Studs had gone
into the prkesthood as she wanted, God wouldn't have
destroyed him:

And if he was a priest now, Father William

Lonigan, what joy she would have known. She

could die in peace, happy if her boy was a

priest. This was a penalty from God,

because William had ignored his vocation.

God had called her son. She knew it.

Because had she not so many times in her sleep

seen God, and had not God spoke to her 1ln

dreams, told her that He had called William

ceeolt was a punishment from the Throne of

the Almighty that was belng vislted upon her

and hers thls very evenlng.1

But when Mary Mahony watches her husband die, she at
last understands the lesson that both of them learned
during the course of their lives - that sufferling was
basic to human existence. She never consliders Richard a
victim; she does not feel God wrathful and responsible,
It 1s Rlchard who 1s responsible; and death and afterlife,
although still a mystery, have made Richard finally rest
peacefully. Richard has made his cholces; and has over-
reached himself, has expected too much of himself. God,
and death, are gquestions that can never be answered, but
must be gquestioned:

.+ s sFOor who knew, who could really know, if

they would meet again? In health, in the bustle
of 1iving, 1t was easy to believe in heaven and
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a life to come. But when the blow fell, and
those you loved passed into the great Silence,
where you could not get at them, or they at
you, then doubts, aching doubts took possess-
lon of one....Death might quite well be the
end of everything; just so many bones rotting
in a grave. - And if even it was not, if there
was more to come, how would 1t ever be quite
the same again?....She wanted the man himself,
the dear incompetent human creature, at whose
side she had been through so much....What was
life but care and suffering? - for everyone
alike., His had never been much else, Even
though his troubles were mostly of hls own
making. For he had always asked more of 1life
than 1t could give: and if, for once, he got
what he wanted, he had not known how to sit
fast and hold it: so the end was the poor old
wreck on the bed before her. Now, death was
best. Death alone could wipe out the shame
and disgrace that had befallen him....(P. 308)

While Mrs. Lonigan chants the liturgy of the church,
a woman filled with the fear of punishment, sure that a
revengeful God has destroyed Studs, Mary finds Richard
the vietim of his own choices. Farrell 1s bent on showing
the pathos of Studs' life and Mrs. Lonigan's anxieties;
H.H.R. concerns herself with Mahony the overreacher, who
1s a man free to make cholces but who chooses the most
difficult tasks of all.

AS a trilogy, The Fortunes of Richard Mahony rests

between the naturalistic dogma of Studs Lonigan and the
rich, dramatic picture of an era known to Galsworthy's
trilogy. It is superior to the unrelenting depressive-
ness of Farrell but inferior to the skillful ethlcal
realism of Galsworthy. Its techniques are pictorlal
rather than scenlc and its structure depends upon the

power of the last volume to make lts thematlc quallty felt.
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It has none of the detalls and language of an ldiom known
to Farrellt!s prose, or the honesty of Farrell'!s embarrass-
ingly accurate dialogue. The Mahony trilogy relies more

on the standard or middle class idiom of The Forsyte Saga.

Studs* attempts to overcome hlis environment, however,
and Soames! efforts to cope with the sense of beauty over
the sense of property, seem trivial when compared to
Mahony's struggles. We can only display pity and fear at
Mahony's courage, for we know the only end to such an under-
taking. But we must admire him, and certainly feel the
nobllity of his efforts. Mahony becomes a lliving example
of change, decay, and finally death - and death answers more
painfully and emphatically than any other means the questions
for which Mahony has all his life long been seeking the

answers,
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