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. INTRODUCTION

Between 1910 and 1920 May Sinclair (1863-1946) was considered by many
as the most important English woman writer alive and her novels were
compared to those of the best practitioners of the art in the past. After-this
period of splendour her reputation was eclipsed by other writers and, since
then, her pioneering contribution to English modernist f1ct10n has been
generally ignored.

May Sinclair played an active role in the new literary movements of her
time. Among her friends were well-known writers such as Henry James, Ezra
Pound, T.S. Eliot and Ford Madox Ford. From 1911 until 1920, she enjoyed
the company of the young Imagist poets and was an active member of other
groups that were promoting new ideas in literature such as the Tagorephiles
and the Vorticists. Thus, Kaplan (1975: 47) has defined Sinclair as “a
popularizer of themes and techniques which belonged to the avant-garde”
(1975: 47).

In 1913, Sinclair was a founding member of the Med1co-Psycholog1ca1
Clinic of London, the first one to use concepts and techniques of
psychoanalysis in treating mental diseases.' She wrote #n article on
psychoanalysis entitled “Clinical Lecture on Symbolism and Sublimation”,
published in 1916 in The Medical Press (in Boll 1970: 463). Her familiarity
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with psychoanalysis as well as with theories of philosophy was soon to be
noticed in her novels. Another contribution to the evolution- of her novelg
from Victorianism to a more modern stance came from Imagism. Severy|
articles written by May Sinclair on Imagist poets like Richard Aldington,
F.S. Flint, Ezra Pound and, especially, H.D. reveal Sinclair’s awareness of
and sympathy for the Imagist movement. In these articles, Sinclair defendeq
the Imagist poets against criticism and showed a sympathetic attitude towardg
their principles, which she considered to be guided by Romantic doctrines,
Thus, for her, “Wordsworth’s aim and the Imagists’ is to restore the
innocence of memory as Gauguin restored the “innocence of the eye”. She
(1921a: 7) highlighted Flint’s decisive and final break with tradition and the
effectiveness of his vers libre. She (1921b: 398) also compared Aldington to
a Romantic poet: “Richard Aldington is possessed by the sense of beauty, the
desire of beauty, the absolute emotion, as no single poet since Shelley has
been possessed, with the solitary exception of H.D.”, Finally, in another of
these articles dedicated to Imagist poets, Sinclair (1920b: 663) praised Ezra
Pound for his “discovery” of the old literatures of China and Japan and the
“clearness”, “vividness”, “precision” and “concentration” that resulted from
their influence .

Sinclair was also a literary critic of notable perception and generosity.
Her most famous article, “The Novels of Dorothy Richardson”, expresses her
critical appreciation of the aims and methods of what she epochally calls
stream-of-consciousness novel. Despite the evident influence Richardson had
on Sinclair, critics have usually agreed that Sinclair has a value of her own.
Thus, in his early review of 1920, Dawson Scott (1919: 8) argues that
Sinclair does not owe her merit as an innovative writer to Richardson’s
influence:

[...] to say that Miss Sinclair derives from this writer [Dorothy
Richardson] would be doing her less than justice. For one thing,
Miss Sinclair was experimenting with this method before Miss
Richardson began to write, and for another, their work has nothin g
else in common. Miss Richardson’s is monumental. [...] Miss
Sinclair, on the contrary, is selective.

Kaplan (1975) also considers that it would do May Sinclair an injustice to
give the impression that feminine consciousness was something that
appeared only after she became acquainted with Pilgrimage. She (1975: 48-
49) argues that Sinclair’s stream of consciousness was the outgrowth of her
own ideas and development as a novelist. Thus, when she read Pointed

MAY SINCLAIR'S THE THREE SISTERS 63

Roofs, she would have recognized something in Dorothy Richardson that was
also within herself. ) it 1
As Zegger (1976: 143) points out, by reading Sinclair’s novels, one
.15 a better perspective on the genesis of the modern novel. The influence
gaHII-I ary James, Thomas Hardy, and the Brontés on the modern novel,
Ef u:ntl}; mentioned but actually difficult to trace in the works of other
wiqters, is apparent in her novels. L '

In the words of Miller (1994: 164), Sinclair’s Edwardian novels are .the
«struggle of putting new wine into old bottles”, apd her chaqge to modemlsf?
is thecacknowledgement of “the inevitable necessity qf creating new bottles”.
Sinclair was ome of ‘the few Edwardian novelists who tried formal
experimentation in her novels and sought new naxrgtlye structures apd styl_es.
For Miller (1994: 163-202), Sinclair sought new fictional forms with which
to tell the stories of women’s lives and in doing so, “she moved from a
content-driven modernism to the modernism of form™. . .

The aim of this study is twofold: first of all, the paper offers an ana.lys1s
and evaluation of Sinclair’s first novel as an early ex'ample of the transition
from the classic realist to the modernist text narratives. quthermgre, Tl?e
Three Sisters (1914) —Sinclair’s first psychological novel— is considered in
the light of some of the formal and thematic principl.cs as well as the
prototypes of female heroine that she would later use in other modern_lst
novels such as Mary Olivier: A Life (1919) and Life and Death of 'Hanjzett
Frean (1920). These three psychological novels form the core of Slgclalr’s
fiction and should be considered an invaluable link between Edwardian and
modernist fiction. _ ‘ o

Sinclair’s restless experimentalism made her change from one technique
to another, never keeping long in one direction. Sinclair was, thus,
continually fitting the experiences she wrote about into prqgressi\{ely
changing formulas and abstract frames such as the theories of philosophical
idealism, naturalism and psychoanalysis. However, eventually she would
only maintain her idealistic point of view in her later fiction because of her
criticism of the psychoanalysts’ lack of concern for absolute truth and for a
metaphysically comprehensive view of the world.

2. THE THREE SISTERS AS A LYRICAL ANE
PSYCHOLOGICAL NOVEL !

Sinclair’s crucial position as a link between literary movements has to be
understood in the diachronic context of established genres that are deeply
rooted in the history of literature. Thus, the poetic element in her narrative
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prose can be identified as a characteristic of what is called the lyrical novej
Some of the characters in Sinclair’s psychological novels undergo complex
and subtle mental processes that are adequately expressed through a poetic
medium. This poetic release is typical of Bildungsroman novels such ag
Goethe’s Wilhelm Meister. In this way, Sinclair’s novels resemble poetry ip
both their contents and language. Language in Sinclair’s psychologica]
novels calls attention to itself and turns into a medium of poetic expression.

The Three Sisters (1914) has been seen as a powerful novel, structured
around scenes of intensely realized moments that are presented by means of
epiphanical moments. Images and symbols are used in it to suggest themes,
so that the materials of fiction are transformed into patterns of imagery that
give the novel a lyric quality. Thus, metaphorical suggestiveness is increased
and the mind is rendered more effectively. Miller considers that this novel’s
characteristic features —‘the concentrated poetic style, the narrative
comprised of moments, the emphasis on consciousness, the symbolism, the
psychology”— are typical of modernist fiction. (198-199)

Unlike Mary Olivier and Harriett Frean—which start in medias res— the
first chapter of The Three Sisters gives the reader a traditional introduction to
the setting where the action is going to take place. The second chapter
descends from the general introduction provided in the first chapter to the
more particular setting of the house and the presentation of the characters.
There are three paragraphs devoted to an individual account of each sister that
begin with a set formula:® “Mary, the eldest, sat in a low chair [...]” (3);
“Alice, the youngest girl [...] lay stretched out in the sofa” and “Gwendolen,
the second sister, sat leaning over the table [...]” (4).

Boll (1973: 228) situates in this novel the appearance of pointillism in
Sinclair’s fiction. Its influence is apparent in broadly spaced sections within
the chapters, in paragraphs of a single sentence, and in the separation of the
last paragraph in a chapter from the rest. These spaces help to keep the
musical beat going. To balance the pointillism, there are repetitions and
similar or contrasting images that create an impression of continuous
movement. (1973: 228) Special arrangements of paragraphs and chapters give
the novel a poetic rhythm that differentiates it from Sinclair’s previous
novels. Sometimes, a cluster of chapters is used to develop a single scene and
present it through several points of view. A remarkable case is the group
formed by chapters 6-10. Chapter six starts with Alice sliding into the
drawing room before prayers to play the piano and concludes with her still
continuing her boisterous performance of the Chopin Grande Polonaise:
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And she played. She played the Chopin Grande Polonaise, or as
much of it as her fingers, tempestuous and inexpert, could clutch
and reach. She played neither with her hands nor with her brain,
but with her temperament, febrile and frustrate, seeking its outlet
in exultant and violent sound. [...]

And as she played the excitement gathered; it swung in more and
more vehement vibrations; it went warm and flooding through her
brain like wine. All the life of her bloodless body swam there,
poised and thinned, but urgent, aspiring to some great climax of
the soul. (13-14)

This passage characterizes Alice’s piano performance as a means of
sublimating her sexuality. Some words like “frustrate” and “outlet” in the
first paragraph are clearly derived from Sinclair’s knowledge of
psychoanalytical concepts. The second paragraph seems to present Alice’s
playing as a substitute for sexual fulfilment, which culminates with an
allusion to a sublimated orgasm: “aspiring to some great climax of the soul”.
However, the reference to the soul in this last phrase also neutralizes and
spiritualizes the too physical connotations of the preceding sentences. The
reference to physical sensations in the description of Alice’s rapturous
performances will progressively become more open in its revelation of
Alice’s sexuality. Her enjoyment of the physical aspect of music has a clear
effect on her body, mentioned twice as a receptacle of pleasurable sensations:
“She enjoyed the massive, voluptuous vibrations that made her body a
vehicle for the organ’s surging and tremendous soul, Ally’s body had become
a more and more tremulous, a more sensitive and perfect medium for
vibrations” (95). Alice’s attempts to pass her ecstasy off as something
spiritual are finally unmasked when she plays the organ with Jim Greatorex:

On both faces there was a look of ecstasy. It was essentially the

same ecstasy; only, on Alice’s face it was more luminous, more

conscious, and at:the same time more abandoned, as if all

subterfuge had ceased in her and she gave herself up, willing and
- exulting, to the unspiritual sense that flooded her (227).

Chapter seven describes the effects of Alice’s music on the holse, her sisters,
the vicar and Essy. This is a preparation for the climax of the vicar’s expected
violent reaction: “It raged like a demon. Tortured out of all knowledge, the
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. This group of chapters (6-10), 1ink§d by means gf Alice’g piano
ces, centre the characters’ attention around a single motif. The
f their unity because they divide a single scene into separate
arts that form 2 thematic whole. This phenomenon can also be found within
aoraphs and sentences. Clusters of paragraphs, formed usually by groups
p?rthal'ee’ also comprise a thematic unity. The common element that bonds
fhem is usually a character and they are responsible for the peculiar layout of
the page that suggests poetry rather than prose. A paragraph separated off
from the others — formed by one or more sentence— at the end of a chapter
is another example of the unusual layout to be found. Thus, for instance,
chapter ten ends with an isolated sentence: “The three sisters waited without a
word for the striking of the church clock” (29). ‘

The Three Sisters also marks a break from Sinclair’s pre-war novels and
opens her group of psychological novels. With this novel, she moved from
the world of external environment to the inner world of feelings and the
subconscious, from the world of Wells to the world of D. H. Lawrence.
Zegger (1976: 74) considers The Three Sisters a transitional novel in the
history of English literature, because its source is Charlotte Bront€ and its
influence leads to D. H. Lawrence. It offers a rich social history of late
Victorian and Edwardian society and, at the same time, it provides a vivid
account of the inner life of its protagonists. The parallelisms between
Sinclair’s and Lawrence’s novels studied by Zegger (1976:. 73-74) would
include similarities in the plot and in the relationships between the
characters, the representation of the moon as a symbol of the antagonism
between men and women, and the contrast between an asexual, conventional
sterile life and a fruitful sexual life (1976: 73-74). Miller (1994) also
highlights the striking stylistic and thematic similarities between The Three
Sisters and D. H. Lawrence’s early fiction.-She (1994: 199) points out that,
like Sinclair, Lawrence was strongly influenced by the combination of
feminism and realism in the new fiction of the 1890s, and that he also strove
to shift the focus of his fiction to the unconscious. Likewise, Lawrence also
showed interest in the sexual forces that motivate appareritly sophisticated
people .

For Phillips (1993: 22), The Three Sisters is an example of. Sinclair’s
transition from traditional to experimental fiction. She (1993) explores the
representation of consciousness in Sinclair’s novels, employing a close
formal analysis of voice and viewpoint, and demonstrating”that even in her
single consciousness novels, the consciousness of her characters is dialogic.
Phillips (1993: 21-22) explains Sinclair’s transitional role in English fiction
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invariably presents her subtlest, most metaphysical idea under
some living sensuous image solid enough to carry the emotion.

of qualities typical of the observer —passion, emotion,
flection™— and of the image that is perceived recalls Bergson’s idea of
Zrég as a unification of the multiplicities perceived by the subject. The
individual’s “reflection” is simultaneous with that flux of the image he is
erceiving and it includes it.* The theory Sinclair expresses in this review of
H.D.’s poems appears in Gwenda’s moments of communion with nature,
when she is contemplating a group of thorn-trees. In A Defence of Idealism
(1917) Sinclair ( in Boll 1973: 259) describgs these moments of heightened
psychic intensity, in which one perceives reality as :

This fusion

moments when things that we have seen all our lives without truly
seeing them, the flowers in the garden, the trees in the field, the
hawthorn on the hillside, change to us in an instant of time, and
show the secret and imperishable life they harbour ...

In Epiphany in the Modern Novel, Morris Beja ( 1971: 17) writes:

As men have found themselves putting less and less trust in the
truths and absolutes of the past, they have more and more come to
stress the trivia of existence. They have sought meaning in what
they could see, all around them, in the apparently inconsequential
objects and events of everyday life. Epiphanies have tended to be
attached to certain recurrent attitudes toward the meaning of
experience, the nature of reality, and the means of salvation —or
at least of enlightenment.

These sudden spiritual manifestations in Sinclair’s ‘novels point towards the
use of epiphany in a significant —modernist— way that links her to modern
novelists like Joyce and Woolf and separates her from the more traditional
techniques of her contemporaries —H.G. Wells, Arnold Bennett—. The use
of epiphany also makes The Three Sisters approach the characteristics and
standards of poetry. It functions as a structural device that marks climaxes in
the novel and gives unity to it.

The selection of objects that convey a transcendental meaning implied by
an epiphany seems to be anticipated in Sinclair’s (19157 88) previous
description of Imagism as “the naked representation of a thing [...] in no case
is the Image.a symbol of reality [...] it is reality [...] itself. You cannot
distinguish between the thing and its image”. (1915: 88) Thus, it seems
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philosophical idealism —A4 Defence of Idealism (1917).
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deliberate. She (1981: V) points out that Sinclair had written a
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in 1912 she had published a study on
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Edwardian middle-class women.

Sinclair’s reflections in her book The Three Brontés give the reader an
insight on the influence the Brontés had into her-:

Bront& comes for the first time into the kingdom of
the secret, unseen springs; in her narrow range she is master of the
psychology of passion and of suffering [...]” (The Three Brontés, 124)
“Passion” and “suffering” are, indeed, central in The Three Sisters, which also
presents “the kingdom of the inner life” and its “secret, unseen springs”. The
Innovation that Sinclair introduces is the psychoanalytical explanation of
these hitherto unexplained forces.

the inner life. She grasps
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- ading books is a symptom of her attempts to dominate her passion:
freadlts " = o rious reader. She liked hard stuff that her brain could

R me a .
s o had becO a book and gutted it, throwing away the trash. [...] She

n. It ?:rl(l)ﬁi heavy stuff that drugged her brain. And when she found
t haveould n‘;st her intellect she set it deliberately to fight her passion”
at shsez‘)’ In her attempts to dominate passion by means of intellectual
_5'1-3 ‘she is similar to Mary Olivier, who writes poems to forget
onc'en,'f_s’“The poem would be made of many poems. It would last a long
tﬂrouah the winter and on into the spring. As long as it lasted she
,“mfl’d be thpy, She would be free from the restlessness and the endless
?;(i)otic reverie of desire”. (Mary Olivier, 234) Mental activity is paradoxically
1haracteﬁzedin this passage with images of physical violence —implied by
tche words “furious”, “outted” and “fight— and the resistance opposed by the
pooks she reads —described by the adjectives “hard”, “strong” and “heavy”.
This portrayal of intellectual activity as a physical struggle suggests
Gwenda’s efforts to sublimate her sexuality. Radford (1981: vi) mentions
“psychoanalytic theory to dramatise the tension between

Sinclair’s use of _ [ : :
conscious and unconscious motives in her characters, between the social

rationalizations and the irrational forces of their sexual drives”. However, she
(1981: vi) also points out that Sinclair had also treated women’s sexuality in
evious novel, The Helpmate, published in 1907.

The reader of The Helpmate may notice several levels of awareness in the
characters. From the beginning of the novel, irony provides the reader with a
point of view that differs from the idea the characters have of themselves.
Phillips’s (1993) analysis of the problematic area of the unconscious in The
Three Sisters demonstrates the variety of methods employed by Sinclair, and
her success in leaving open to the reader the interpretation of her characters’
unconscious minds. She (1993: 157) distinguishes three levels of thought:
“conscious articulated thought, [...] pre-verbal thought which is mnot
articulated, [...] and finally, the deepest of the three levels, the one that is
incapable of articulation because it is below [...] [the] level of awareness”.
Radford (1981: ix) is also aware of difficulties in the representation of
unconscious life in The Three Sisters, such as the parenthetical authorial
interventions to tell the reader dbout the discrepancies between conscious and

apr

unconscious mind. An instance of the discrepancy between the conscious and -

the unconscious mind can be found in Gwenda’s renunciationﬁof Rowcliffe,
so that her sister Alice can marry him. Gwenda’s renunciation is parallel to
Harriett's refusal to ackmowledge her love for Robin, her friend’s fiancé.
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dependent personality and the un
unable to accept her frustrated
sister Mary, Gwenda feels self-
“She [Gwenda] faced it [the fa
strange courag,

sublimated repression of her de
love and ruin her life co
satisfied with the idea of
ct that she would have t
¢ and a sort of spiritual exaltation, as sh
ery] that she was going to die”
this passage, as Gwenda equates her sac
immolation of herself in the name of her s

mpletely. 1. }}i
ber own googr .t
0 80 away] v,
€ would haye
(184). Irony can be percejy,
rifice with a dramatic

foredoomed, inevitable”

Chapter sixty-two is dedicated to unvei

1 these unconscious fee
Gwenda by means

“duologue”. Her per
gages in an argument g,

of what the narrator calls a

Harriett takes pri
voice” tells her she has don
onin her [...]. “You should
rather”. “Do you call this
word. For it was not in answer t
brooding mind” (370-371).

Whereas Gwenda and Harriett sa
own self-satisfied com

de in having behaved
e it 'for her soul: “And a dreadfiy]
have taken. You had your chance
[...] The unconsoling v
0 it that a certain phra

duologue went
I’d have died,
oice had the Jagt
S€ came into her

crifice their lovers’ happiness for thejr

her dead baby and her
10pe of having another® “And wha " o

+ clha ead 211 -,
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“Twi lad. I want Mary to be happy. Why -

: d t’? ? ?rsigﬁé aIsvgllitbic%uld make any difference” (3_43—'344).
suldn’t 1 be glad? ﬁesrself to be “glad”The repetition of th.is adjective in
enda has 0 o s her obsessive repression of her sexual jealousy. This
his passas® emphasmecious reasons is also shared by Mary Cartaret, who
nawareness of ur;cfor‘l‘fgoodncss and sweetness” typical of the “wqmanly
gives a0 IMAE” tes, and uses her pretended goodness as a shield to
omal” /P S0 L idea of herself is also presented in
. W ipulations. Mary’s excellent idea o S0 presented 10

hide ber man'p her “exquisite sense of her own goodness' (334).
e ironic K€Y 59 liffe because she feels attracted to him, she. ke;ps

ing 0 et HO e ing i i Alice. This justification
yng | herself that she is doing it for her S}ster ice j tion
comvinelns eenclose:d in brackets without the 1ntervept1on of a narrator ’
is o et}nilets her self-deception and the intrigues_ hidden beneath Mary’s
: hlgx?el:ls% afld sweetness”™: “(She said to herself it would look better on
“g00 > |
Ally;;??ﬁ:égeézég; unveils her unconscious mouﬁhtih ir; 2;1 c%r;\;eﬁ:g;r;

i oachfully reminds her that she

she ha Wlt?oGI‘l)Z?ndI?I‘e\:}g%ns:?:iéipzvith “be};laving beautifully” is shared by
been. mcleﬂ an:’ ‘;[ ] Mary believed in keeping up appearances, .and the
Hare e hé mo;£ desired to keep up was that of behaving beautlfully' to
appez}ranCC[S 1” (378-379). Mary’s thoughtless comment in her conversgﬂor%
e SISGtCI'- néé allows her sister to see her true nature behmc} the veil o
“ylth Wses and goodness” and the remorse she feels. Author'1a1’comme:1;s
af;?iltﬁinask other characters’ real natures such ‘as' RoXJchffeg anduthi
Vicar's.® Rowcliffe, characteriz%c‘ibbyhthe e:t%l;ezsslo; 1ﬁsr§mairc11ugon};21ted,
throughout the novel, is pr’e,ssente y the na{‘rffe’s s sellish and coneetes
The phrase “romantic youtl} represents Rowc 1b ; ﬁimself o
his self-deception. It is an identity hq assumes before ot ot
“He knew he would not really have liked it. But. h1s,r0é'nahcﬁy uth persuaded
him in that moment that he would”.(67.). Rowcliffe S Ihp;l 1 Zo s seen In e
inner and outer dialogue that he maintains When.he is talking e o

i i e doesn’t take it [the hysterical nature of Alice’s 1 Iness]
isrilc}izet?. IEmife’llfo 1?&1:1: he said: “Well; I'll send the medicine along A?E;I:i}slt“a
(The Three Sisters, 77). In his thouggl(l)t)s, he rather cruelly refers to Ali

’ i hter” .

poorﬁ?l?gseorilssggr?xtlei;f:é iﬁf RowE:liffe is in lovg with her:;,.The narratg(r:
presents her self-deception in a more symptheUc way, grllq\gen%’ Oiaggf:;y
account of Rowcliffe’s visits from Alice’s point of view.

. She sai
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destructive to the blessed state, which was pure passivity,
contemplation in its early stages, before the oncoming of rapture” O1). 1
narrator’s description of Alice’s ecstatic contemplation of Rowcliff, Wi
words such as “ecstasy”, “blessed state” and “rapture” recalls the

of the mystical process of achieving direct intuitive experience o

aware that Mary Cartaret was sweet and good. But he had found that Sweet
and good women were not invariably intelligent. As for honesty, if they were
always honest they would not always be sweet and good” (74). Progressively,
his idea of Mary becomes more acceptable because of the Soothing
tranquillity that he associates with her: “And it struck Rowcliffe, as it g
frequently struck him before, how good her face was” (216). This effect has
the result of modifying even his Jperception of her physical appearance: “Hig
impression was that Mary had made herself beautiful. [...] Up till now it
hadn’t occurred to him that Mary could be beautiful” (237). From thig
moment, he will convince himself that she is perfect for him. The T€ason is
that Mary is always doing domestic work and seems to enjoy it. Thus, when
he sees her knitting he approvingly thinks: “How sweet she is. And how
innocent. And good” (241). Mary finally achieves her goal of presenting
herself as the only possible alternative for Rowcliffe. She has managed to do
this by portraying her sisters in a poor light and by presenting herself as the
saviour of the vicarage’s household management.

Gwenda is also seen through Rowcliffe’s eyes and judged in an erroneous
way. First he assigns negative characteristics to her —egoism and conceijt—
which later prove to apply to himself t00: “He said to himself that Gwenda
was impossible. She was obstinate and conceited and wrong-headed. She- was
utterly selfish, a cold mass of egoism” (201). His dislike of Gwenda seems to
be caused by her independent nature, which makes him think he cannot
wholly control her. Zegger’s(1976: 74) awareness of the true nature of the
relationship between Gwenda and Rowcliffe is also apparent in her comment
that “Gwenda has a core of individuality that she cannot submerge in her
relationship with Steven, and her self-contained and aloof quality exasperates
Steven” (1976: 74). Gwenda herself explains to Rowcliffe that she is neither
feminine' nor gentle, and these are precisely the qualities he will find in
Mary: “.. T am not so dependent on people. I am not gentle as Ally. T am

‘from The Three
showing that
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’ ly at all”
ly. In fact, I'm not woman
: ] I'm Dot as woman o part,
t as loVIHi%f?: ?esents her having a life of her o;vn, Whl‘ire I]tﬁrﬁl?tﬁr :‘ toppalayt
cl . ith her is what makes to

98). Rowe = disenchantment wi axes Jooe
is progressive . Gwenda is given the privileg
d his Pros 's “sweetness and goodness™. > g ! .
ftention 10 Mary’s Sl\zft‘:"e and sig;ificantly, she does it by disclosing the

£ unmasking Rowc

; i ? k has fallen from his
¢ £ his “romantic youth”. Now that the mas

i t.
- falsere® 0l’fishness —the sin he had charged her with— becomes apparen
- face, his s€

h alysed the complex interactions between the.characters
N isten yand those from Mary Olivier and Harne_n‘ Frean,
Slg: Zfot only has some positive traits that are Slmﬂ;r/[ to
ier’sGr ‘lﬁ?also shares some of the negative characteristics of Mary

d Harriett Frean.

This sectio

Mary Oliv
(Cartaret an

5. CONCLUDING REMARKS

] . ether with the rest of .her psygholpgmal
Smdair’sig;en?;crlegf Sb?iﬁgd;:l;id and analysed ;f a mtajc;r %E)I?itsrﬂ;:;;nh;c;
sy ish ficti early twentieth century.
the transmonaliréﬁgi?eﬁglotﬁizf ;lilfn byy analysing he_r first .nove%l asfutllie
atempte? tOf Crnuch of her later modernist fiction, in wh1ch’ she . Oz
o opod hO wn views on contemporary theories §uch as Imag1sm gnm o
deyeloped' e{ F)dealism The Three Sisters shows the 1r}ﬂuenge of Imaglsb.ect
PhﬂOSOPh.ICE1 1f oetic 'imaces related to spiritual mamfes.tatlons. The Sll Jn’s
iy perUSIQHSi p'th the imbave in a process that can be 111.<ened to Belr,a'sc‘)bl
feels 1dent1fjle Tvkﬁzse ecstatic tr::noments of heightened ‘intens1ty are r;clo gm:1 anzl,
;celfaat:; éuzlf:.later modernist epiphany exerrkllplifliedi C12r111 ﬂsl'fan \ré(;;gso ofo};acoetry,

i to the lyr i
WOOl'f’ 'andbbtrlllnags :Lh:trl?cotzfil icifsi; that gives coherenge anc_i ,umtﬁ/ to tl:g
np- ok its climaxes. The Three Sisters marks Smc!alr s change 0
o apd lrlnar sdernist narrative, where there is an erpphas1s on the énr;
e typlf%a ﬁ, Eﬁn and the subconscious, unsystematlcall.y repr’esente aﬁvz
r‘:gilrclls %f t1:>a?re‘r31th€:sis. Moreover, the poetic qualitt}/ 11012 ?;?fcl:llr ;o \?:fr e
i i i i category o -

comp emltlgs Iltbci(r)atz?n?rg;ld;i)ézsst:seexpreisgi in Sinclair’s psycholozg:ggc;li
COIHPIC;{ a(li] ::llitable medium of expression in poetic languz.ige. In The o ;’ ¢
29\;615; 12 iahanical moments, images and symbols. contr;bute:;gSigrne o
1151:;1 ’atrrrl)oiphere that complements the poetic medium Z ﬁasxpChapter; o
h);ghlicrhted by Sinclair’s distinctive marking of gar:lg; iin;gle apters an
Sentencces. Thus, a group of chapters can be focused o
makes them function as a thematic unity.
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This paper has also studied how the pla ;
i of
Sx}gecrlfnstigf; ?;?;};Piist of hercgnes in The IhgeeySisterrI?vlr::zr;la%ﬁ?eiﬁted NOTES
» er psychological novels reflect i ° :

of female charact - ct and distort tho o
variations on Th:rsl‘izﬂrfei%gzl;nerv?]nhd Harriett Frean can be unc?:rsrt)att ‘ 1 “May Sinclair and the Medico-Psychological Clinic of London”,
positive character ho i pa] 7s. ereas Mary Olivier is Presentegod - s Boll (1962) gives a thoroughly documented history of the founding
encapsulates all the g partly moulded on Gwenda and Aljce, Harri a g'(gi)ssolution for the clinic and of Sinclair’s activities as a founder-member, her
Frean and Prissic. b egative features of the Cartaret sisters Alic ett F % it of the clinic, and her authorship of the report of the clinic for 1918-1919.
illness. used 1 have the same morbid and masochistic enj ¢ H supP assing, Boll (1962: 310-326) says of Sinclair as an author, “her disapperance
Mo ,Ol as a device for making oneself the focus of attenti njOym.em Fncritical history is a silent witness against the narrowed perceptiveness of the

y Vltvier enjoy playing the piano as a release for their relon' Alice g f g?ntemporal'y critical world, and not a judgement against her works”.

2 Hereafter page numbers from The Three Sisters will be given in brackets.

their epiphanical experi |

periences. Both Gwen ivi i

mgments of commmin ot Ger daan a.gd tI\I;Ieat}r,y Oé1v1er enjoy simily 21 am using Dorrit Cohn’s terminology (1978).

independ ive i on.

imelfectu(;ﬁ:szy means of a progressive intellectualization. This dedicat:

oellectual profs puts their femininity at risk, as it does for Jane ;_?Ul(;n to
] agonists of one of Sinclair’s vl

earl ;
(_1909). However, Gwenda also has some similaritiesywiliﬁvels’ o et

3 Gee Deleuze (1987: 83-85).

4prissie has a masochistic pleasure similar to Harriett’s and Ally’s when she
ells Harriett that the doctors find no reason for her illness. The narrator reveals
Prissie’s secret reasons by means of the ellipses, meant to represent repressed
thoughts that cannot be voiced by the character.

In the morning Priscilla told her about her illness. [...] It seemed
to give her pleasure to go over it, from her first turning round and
round in the street (with helpless shaking laughter at the queerness
. of it), to the moment when Robin bought her the wheel-chair. ...

4 Robin. .. Robin .. “I minded most because of Robin. [...]
Robin’s a perfect saint. He does everything for me”. Prissie’s
voice and her face softened and thickened with voluptuous content.
ed thoughts and motivations | (Harriett Frean, 73-74) (Ellipses enclosed in square brackets are

: mine, the others belong to the text.)

thus, an essential m i

7 ’ odernist characteristi

i » something that Sinclair - eristic of
; would a . .

;ex.ne.w of _Dorot.hy Richardson’s novels with the sonte ls.o highlight in her
t is just life going on and on”. 0 nce:

‘ 5 Mary Olivier's inner happiness is closely related to her enjoyment of piano
“Nothing happens. plgying: “When Mary Fk}oughF of thq piano her heart beat faster, her fing‘ers
twitched, the full, sensitive fingers tingled and ached to play” (Mary Olivier,

183). This streak in Mary’s personality could be seen, thus, as the result of the
direct influence of Alice Cartaret, and also, possibly, of the first three instalments
g of Pilgrimage that Sinclair had reviewed in 1918. This would confirm the idea that
Sinclair’s Mary Olivier is not merely the result’ of Dorothy Richardson’s

influence.
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7 “Harriett was aware of a sudden tightening of her heart, of 2 cree

depression that weighed on her brain and worried it. She thought thig Was her p
for Priscilla” (Harriets Frean, 75). The last sentence shows an ironic

Harriett’s behaviour on the part of the narrator, who shows a knowip
with the reader. Both are

aware of Harriett’s jealousy.

8Ham‘ett’s self-deception ‘is also expressed in the repeated referen,
“beautiful behaviour”. Her parents had always exp

ected her «p
beautifully” (Harriezs Frean, 23). Howey

i beh
er, there are some paradoxical

15)— but red campion flowers, the sy

mbol of sexuality, are also
beautiful: “Look Hatty, how beautifyl th

ey are” (Harriett Frgan, 20).

’ Phillips conducts a deta
characters in The Three
“wisdom and patience”,
exploration of his lack of
“romantic youth”, as he ¢

iled study of ironjcal ways of alluding to some of the
Sisters. Thus, the vicar is referred to with the Phrage
which develops into a m

uch subtler and extensive
charity and his repressed sexualit

y. Rowcliffe ig called 5
an be read alternatively as a glamourous hero figure or as
an arrogant and deluded person. Mary’s self-image is characterized also by the
repeated phrase “goodness and sweetness”, which Suggests the legend of “the
angel in the houge™ (194-293).
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