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“ If only there would pass away the horror of those hands!Cholmondeley, Jerome and

The Woman'’s Touch in the Fin de Siécle City.

In their fictional constructions of gender in the 1880s, two very differet¢nsrihe ‘New
Woman’ author Mary Cholmondeley atite ‘New HumouristJerome K. Jerome,
nonethelesagree in locating women at the heart of the city, and both use thererobl
feminine hands to explore their presence there as subversive or cuiturgditening. The
upper class (and at this stage, country based) Cholmondeley writeawenas a tourist, in
marked opposition tthedetailed knowledge of streets and habitewn by Jerome, who had
grown up in the East End and briefly slept rough as a young man. Notwitingfdinelse
differencesboth writers implicitly acknowledge that, in Richard L. Stein’s d@rThe city
demands special skills, including the mastery of isfieed languages’ (234), and both show

a preoccupation with women'’s struggle or failure to gain these skills.

In bringing images of purity and fallenness into collision, through thepiretive failures of
the loving touchCholmondeley’s ‘Geoffrey’s Wife’ and Jerome’s ‘The Fawn Gloves’ subtl
examine the cost of maintaining traditional gender ideals, andttheffavomen who fail to

do so.

This articleexplores Cholmondeley’s and Jerome’s accounts of urban woneelatel
specificallythrough a narrative tension between seeing and touekingerpretive modes
and considertheimplications forfin de siéclditerary representations of urbéased women
as they navigate the streets, particularly through moments wremactdrs are interpreted
purely through one sense in isolation from the other. Particularly usefahsidering both
Cholmondeley and Jerome is Wendy Parkins’s positing Gifeactive and emotional
dimension expressed in relation to women’s mobility’ (16) through encounitbrbath

rural and urban spaces. In ‘Geoffrey’s Wife’ and ‘The Fawn Glabés'emotional
dimension is shared with the reader as an intensely embogiiedexnce, through temporary
deprivation of the sense of sigkithile Constance Classen has recently argued that ‘The
emphasis on visibility in the modern city was indicative of the netusgiven to visual
experience. ...touch was no longer understoqutré@ide any important information about
the world. The important thing was $ee (182), David Parisi’'s account of scientific research
during the period stresses that ‘touch too became the object of a scraasttiicd that, by the

century’s end, enabled tactility to be portrayed as rational, pabtictand manageable’



(192). Howeverather than locating the ‘master sense’ in either touch or sight, both
Cholmondeley ath Jeromause sensory experience to destabilise meanings wiagh

initially appear not only knowable, but obvious.

One of Cholmondeley'’s first published stories, and one of her most rd@eaffrey’s

Wife' appeared imhe Graphidn 1885,when she was twensix. The first publication of
Jerome’s ‘The Fawn Gloves’ is uncertain; collected W#ilvina of Brittanyin 1916, it
clearly draws on his experience as an impoverished clerk in 1880s London witegtidue
not only the threat of near starvation but of social isolation and lonelineaBing how 1n

the daytime | could forget it, but when twilight came it wouldeprep behind me, putting icy
hands about meMy Life and Time83). As a successful writer and editor, he wdatdr
express particular sympathy for young women in this position, whose sotl@lowas yet
more constricted than his own had been, even as their ‘invasion’ of thiomeerkppeared to

align them with the threat posed by the incorrigible ‘New Waiman

The anbiguities surrounding the position of women atfthale siécleare explored, in both
stories, through the positioning of a stock feminine victim in a contegterdhe becomes
anonymous, literally ‘unseen’ by othe&rategically deferring the moment of recognition,
both writers use touch in different ways to question or explore the codifiaatfemininity,
disorientating a reader who may be more confident in the transgarevisual codes such
as dressThetwo stories, set ifParis and_ondon respectivelyrepeatedly demonstratiee
unreliability of touch as a means of interpreting the world; howeveagiparent
reinforcement of sensory hierarchies, paradoxically reveals theilitgtabsight as well. A
focus on touch alone may be used to insist that characters and readers ‘iookt agzat
they think they already know. However in a further deferral ofevaltribution, sight itself is
seen to depend on the ability correctly to decmtaetimes deceptiv@sual signsin
focusing on moments @nforceddivision (where a character ismporarily obligedo
replace sight with touchbpothwritersfind ways to deconstruct established or remembered
social roles and expectations, through abruptly defamiliarising coomahtropes such as
the body of the beautiful woman, making it increasingly diffibaitreadergo judge the

status ofa character.



The ambiguousnovemenbf theunaccompanied woamthroughthe street®f London (and
cross country)d asignificantfeature of numerousarly to midVictorian novelsShe may
appear as an unknown figure in the crowd, momentarily encountericgrhal protagonist,
as the hotel barmaid just on the right side of respectability (a tropaitexiby Thackeray in
the 1850Pendenniy or as the disorientatediddle clasgraveller— mid-century accounts in
Charlotte Bronté'illette (1853) and Dickens’Bavid Copperfield (1850) for instance,
tackle the difficulty for women tralling alone in finding and correctly identifying
respectable lodging#\s Parkins notes, women in this period are depicted as moving
‘dangerously,’ as ‘The unevennesses of mobility associated with.clsemetimes allow the
complexities of women'’s agenty be depicted in unexpected ways’ (13)eBheer
logistical difficulty of navigating space without a male compansoindicated by novels as
different asNicholas Nickleby1839) and Ellen Wood'East Lynng1861). Dickens both
registers the threat to lone women and presents anxiety as a qgmid siass aspirationat
one point inNicholas Nicklebyrs Kenwigs ostentatiously wonders if it is permissible for
her daughter Morleena to walk to the neighbouring nesiger without an escort. In more
serious termgzast Lynngresents the vulnerability of an aristocratic daughter after the death
of her spendthrift father. Invited to live with her uncle and his family, énefally protected
Isabel Vane must indecordysccept help from aniddle class lawyer andrtual stranger
(whom she later marries) when she finds herself inghfficientcash for her immediate
expensesNotably after her fall halfway through the novel, when she allows Iheydee
manipulated by faithless lover and so makes herself an outcast from both the upper class
into which she was born and the middle class into which she has mhetiadobility

becomes considerably less problematic.

The significance ofletermining the status of womanthe citywas highlighted and became
more obviously threatening through the implementation of the 1860s Contagimas&s
Acts (finally repealed, after a sustainpdblic campaign, irnL886).Specifically, women
might fear being mistaken for a prostéiny corrupt or over-zealous police, as in Judith
Walkowitz's words,the new social mix challenged the conventions of surveillance and
disrupted the prevailing codifications of identity and desire. In partictilad to territorial
conflicts, complexsocial negotiations and confusion’ $4-The difficulty for writersof
representing women in an urban setting imaseasinglycomplicated by tl challenging of
social codes towards the end of the nineteenth centutlye last decades of the century

women workers were becoming more numerousrante sociallyisible, in both the literal
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sense as they travelled to work, and inabeertisements by and for female typists and office
workers Writers often responded to these difficulties through representafiobserving or
being observed, particularly in the case of women, who might be judged bothrdevibleof
visibility in particular contexts and on what they themselves choseetorsto ignore. While
such accounts use the language of sight, diftey take as a subtext the desire for, or fear of
sexualised touch. For instance, as Walkowitz explaindirtitee siécleVest End became a

site for competing constructions of womanhood, as the behaviour of female shoppers,
workers and consumers was variously interpreted in the context of Isotl ead unwanted

encounters with men.

In Wilkie Collins’s 1860 sensation nhavEhe Woman in Whitihis dilemma is memorably
described by Walter Hartright in Hiamous late night encounter with Anne Catherighich
symbolically takes place on an ambiguous sitethethen border between London and the

country:

‘in one moment, every drop of blood in my body was brought to a stop by the touch
of a hand laid lightly and suddenly on my shoulder from behind me.

| turned on the instant, with my fingers tightening round the handle oficky $20)

In tightening his hold on his stick Walter is registering the touch oghuslder as a

potential threat at the same time, he cannot be sure that he is being assaulted gétiogt
who has accosted him. The actions of tightening his grasp and thisihgad are
simultaneous, but the next logical actieto use his stick as a weapeis deferred,

reinforcing the privileging of sight over touch as a means of detergncharacter. Having
established that he has been accosted by a woman, Hartright next assesehithat her
manner and specifically her appearance (she is symbolically dressbidaehplaced her
respectability beyond doubt. In other words, her appearance in a lonely plaattisme of

night suggests that she might be a prastjtbut the visual cues lead a close observer to reject
this conclusion out of hand@he processing of Walter’s responses through his sense of touch
collapses the reader / character hierarchy, highlighting the fentileging of the visual

while forcingthe reader (who cannot ‘see’ either) to endure the same suspenséras the
person narrator. Walter's continued uncertainty, as he asks himself whethas acted

rightly in aiding Anne’s escape, likewise forces the reader to unttey@ovel’s depiton of

‘moral’ status as socially constructed rather than innate.



Such disruption becomes a keynote of mhielw Womanwriting on the cityin the 1890s, in
which the déclassdemale charactas traumaticallyabsorbed into thenonymity of the

crowd, remaining fully visible to the narrator and reader alGigsing’sThe Odd Women
(1893) is perhaps the most famous example, with fematleored texts includinglla
Hepworth Dixon’sThe Story of a Modern Wom#&t894)and Annie E. Holdsworth'shilling
The Years that the Locust Hath Eat€r895), as well as numerous short stories in which a
female figure is the subject of a transient encounter, or passesioudtethrough the city
streets Conversely, more conservative writers often reveal less concerntab@tiatus of
individual figures, choosing insteadftecus on the sheer number of unchaperoned working
womenentering the workplace and public places of entertainnasaninherently disturbing

spectacle

But the conventional warning that women would be damageditactwith the world of

the city- in some accounts, these female figures are presented as literallygjdsiinmale
rivals, as they ‘usurp’ their rightful place in the employment marlaintains the added
anxietythat where sight is disturbingnplied touch can entail irrevocable damage
Collins’'s Walter Hartright, both Cholmondeley and Jerome register thel&dgevderived
from touch alone asnstable or unreliable; but perhapstfus very reasortheyuse the trope
of feminine hands to destabilise the perceptions of characters andsrakikierin its
interruption of, or distraction from the clues offered by sight, touch sémdistance readers
from predictable lines of narrative enquiry and in so doing, allowesaaiting of familiar
storylines. As Barbara Epstein Nord observes, ‘The igightas a pivotal time in the public
lives of women... London was a place of opportunity for women... But it was alsoeadflac
danger’ (18283). This perceiveddanger wasigured as a physical corruption of, or assault
on, the body. Towards the end of thezdde the Ripper murders would come to embody the
‘dark’ side of the city, in stark images of the mutilated female bodyidling from familiar
accountof the fallen woman and the corresponding insulation of her more ‘innociemt sis
however, both Cholondeley and Jerome actually reveal that the ‘pure’ woman is &s-ike

even more likely to be destroyed as the prostitute.

Notwithstanding her ambivalent response to feminist issuels as women’s employment
and suffrageCholmondeley isemembered primarily as a New Woman wridemmitted to
exploring opportunities through her compelling female chargatdnige Jeromesategorically

opposed women’paid employment outside the home as ‘unnatanad a threat to the future



of the raceHowever they share an awareness of the ways in which traditemalihe ideals
constrain women or render them vulnerablehe competitive world of the city. For
Cholmondeley the apparently ‘perfect’ woman is dangerously dependeratiepmtection,
and both she and Jerome explore the predicament of women whose economét fauwoés
them to compromise traditional femininityithout necessarily allowing them greater
freedom Critics such as Deborah Logan have long sharéakcination with the intense
ideological energy generated by a culture’s behavioural anorhaliésh they suggest
represent ‘an energy unmatched by conforming angels in the house’ (20). iHawdwgan
argues, literary representations of such ‘anomalies’ are complex ttzhesinply binary,
usually presented from class and gender inflected perspectivestlzayg part construct the

fallen stereotype even in the process of codifying it’ (10).

As an upper-class visitor to the metropolis in the 1870s and 80s, Cholmoneégiesrience
was very differenfrom Jerome’ssherecordedstanding or walking for about seven hours in
a day only because she westing ‘strawberry cream icéwisiting dressmakers arttie
Kensington Museum, going to see Charles Matthews and travelling andkeeground, with
no worse misadventure than being drivather fasbn one occasion by a cabmsire
suspected must be tipsy (as she admitted to her diary, she enjoyeddthisighhome
through the night streetDiary 4 May 1876)Nonetheless, aShristine BayleKortsch has
shown, the trope of thiemale crosslass encounter was integral to her short stories
throughout her care€iWriting Women’). In ‘Geoffrey’s Wife, publishedthe year before
the repeal of the English Contagious Diseases Acts, she forces the readerotut tioaf
presence of prostitution in the crowded streets of Paltig the foreign setting perhaps
encourages a sense of alienation or disorientation, her Erggidars would surely have

made the @nnection with London).

The story revolves around a handsome young couple on their honeymoon, ang tteeneer

of the heroine, Eva, invokes the Genesis stbr&kdam and Evewithout the constant

reminder of her childish ‘innocen¢dersuaded by the hotel concierge to stay in Paris for one
more night and see the illumination, Geoffrey and Eva unexpedtadlthemselves caught

up in a molon their way backio allow her to breathe, Geoffrey orders his delicate wife to
climb on to hisback. He accordingligends down for a moment and sets off when he feels a

pair of hands round his neck. There is a further moment of suspense when he id kmocke



the ground, but he recovers himself and finally emerges from the crolydpdimd that te
has saved an ageing prostitute rather than his bride, who it transpitesematrampled to
death

In this context the naming of Eva becomes suggestive not only in myokiocence, but for
the mirror image of fall it likewise suggestst the moment whershe enters the crowthe
symbol of'light’ itself become fraughtsubtly disorientating the read&otably Geoffrey
and Eva have stayed in Paris to see the ‘illuminati@rsthe way back to the hotel the
streets are well lit but thidea oflight itself becomes implicitly threatenir{gven hellishps,
‘Long lines of flame burn red along the Seine, and mark its windiaggith a hand of fire.
The great electric light from the Trocadéro casts heavy shadowsaidairsky. Jets of fire
and wid vagaries of leaping stars rush up out of the Bois de BouloGtessen notes that
the nineteenth century replacement of the narrow mediaeval stre@issofvih wide
boulevards was designed partly to allow greater visibility (1829;rtiument in ta story re
imposes scenes associated with eighteenth century revolution, aagosilis seen to be
unstable and characters lose control over their senses. Specibiedty;ah L. Parsons
argues that from the 1880s the development of crowd theoryledvearticular anxieties
about the positioning of women as ‘mabsofar asin the eyes of crowd theorists, women

in a group amounted to chaos’ (45).

Geoffreyis unable to see Eyavhilethe dislocation of the characters in the crowd allows the
reader to recall tham a city setting, seeing is itsalftenassociated witthe voyeuristic
violation of the bodyas well awvith transparencyin Sexual Anarch¥laine Showalter

argues thafigures of female sexuality at the fin de siécle are frequently reqpiex$ as both
exotic and veiled a source of both excitement and danger to the fascinated male observer
who risks death in order to gain knowledge as the veil is lifted/ematehe &ce behind
(144).But at this point in the stor@eoffreywrongly assumes that he already knows what he
cannot sedt is unclear whether the ‘nervous hants’first feels around his neck are
deliberately displaced when he falls in the crowd, or whethédrals been carrying the wrong
woman from the beginning. But disturbingly, he has been unable to tell taeedie until he
sees the woman ‘slinking away’ under the gaslight as day breakss formulationEva is
implicitly conflated with the prostitute simply by havingwanted contact with heandby

being where she &t a particular timeWriting on LondonWalkowitz suggests that if the

Victorian woman was still largely categorised as either ‘fallerviotuous:’



We might also say that these opposing categories were alwaysuanomband that
they demanded a regulatory force of observers to police the boundarfes nirdt
and late Victorian period, police provided the most official form of sliavnee, as
they endavored to clear the streets and theaters of prostitutes to make room for
respectable women. Yet police activities simply provoked furtistabilities on the
street(7).

Similarly, the touristGeoffrey believes that he céell the difference betweeégood’ and
‘bad’ women on the streets of Paris, even without having access to suidbdcsiditus

indicators as mannerism and dress.

Just over 4000 words long, the story makes eleven references to hands atodathmse
many of these being allusions to the young bride childishly clapping hds lwa placing her
hand on her husband’s arm as they walk through the streets. But the gifffquiiging the
status of women without reference to dress and other material @thes, than instinctively
by touch, reminds the reader of the close proximity (or even interchanggpbfilthe ‘pure
woman’ and the prostitute in an urban settlhgs Amanda Anderson arguébe fallen
woman is less a predictable character than a figure who displacgseranikieties about the
predictability of character itself’ (2)he city itself contains elements of progress and
commerce associated with the day, but also illicit sexuality atdelgo the night. However
for Cholmondeley the two cityscapes are not dividethbyvisually demarcatetight and

daybut crucially ceexist.In Walkowitz's analysis:

Melodrama may have offered a powerful cultural resource for fematepbli
expression, but it set limits to what could be said, particularly in oalédi
femaleagency and desire. With its emphasis on pure victimized womanhood,
it always placed some womenthe "bad women" ... beyond the pale of

feminine sympathy and community’ (20).

Cholmondeley’s story complicates this model in its representatidregfrostituteContrary

to the arguments of the pregulation lobby, the image of the pure woman is defiled and
ultimately destroyed by the ‘night side’ represented byfélien woman’ The prostitute
herself is herselboth aggressoeenarguably murderer) and victim, her survival attained at

the cost of Eva’'s deatlt the same timéom the receiveadtontemporary viewpointer very



presence itthe crowdsuggests her own economic exploitataond thelack of protection

available to her

It is not known for certain whether Cholmondeley had read Victor HugesMiserablein
1885, although she is known to have admired it in later years. But the dgngjulaeroic

rescue is reminiscent of the famous scene in which Jean Valjean exedssalperhuman
strength in his rescue of Marius from the blockade in Paris, cgriyim to safety through the
network of sewers despite his growing exhaustion. As he struggleg/thttoel crowd
Geoffreyseems to attain a similar heroic status. Like Jean Valje&elehimself becoming
exhaustedvith the sustained effort of carrying an unresponsive burden, but ‘as his strength
wanes a dogged determination takes its place. He steels his nerves ahumselistogether.

It is only a question of time. He will and must hold out.” The irony of this chévalr
determination only becomes clear at the end, when the misidatidifiof bride with

prostitute is revealed.

Cholmondeley herself was highly sensitive to the ambivalence of touath) siiné would

have associated with cafeut also paimnd a loss of agencin acuteinvalid throughout her
adult life, she would refer in her diary in later years to bouts of sefipass of which she
only recalled ‘the exhaustion, the hand round my head, the morphia, and the horhoit whic
throws on everything’ (9 October 1899); worse still was the withdrailis treatment,
which left her with cravings that seemed ‘to break the whole body, dovae finger tips’
(letter to George Bentley, December 1894). This sense of intrusion and congsgoakthe
body as a vehicle for pain would emerge more fully in her major fictioheo1890s, but is
already a key feature of ‘Geoffrey’s Wjf@as both male and female figures are subjected to

unwanted touclndpotentially agonisingcontact with the bodies of strangers.

Notably feminine behavioun this context isnterpreted according to thiass of the woman
in fact thenarrative makes clear that ttegrified prostitute is ‘weak’ and dependentthe
crowd just as Eva is assumed to be weak,theg can only be judged through being seen.
Once the status of the prostitute is revealed, she can be unreflectingbteel to her
assumed place in the moral hierarchy. Notathgmthe unnamed womandGeoffrey
momentarily confront each other, she is depicted as being withouiviatsympathy and
only * dimly conscious of the sudden agony of the gray, bktathed face’ as shevhimpers
for mercy, and limps away into a doorway, to shiver and hédevorn face from the growing

light.” Significantly, while the woman is unable to interpret her rescuer’s facial expression,



she instinctively hides her own face, easily identifiable as it edakethrough the ‘tawdry
hat and paint upon her cheekémpaarily placed on the same interpretive level while he has
been obliged to go by touch, Geoffrey is restored to his condition of supeserass the

moment he can see. But by this point the damage has already been done.

If thestatus of female characters is determileedely by their apparel, this crucial

recognition is by definition suspended in the press of the crowd. KortsebsatttatFor a
reader to pick up the cues provided by a character’s dress choices, he aftshgolsaess
literacy of at least two kindsliteracy in dress culture and literacy in the print culture
surrounding women'’s dresd(ess Cultures7). At the crisis of the story, Eva is invisible

both because it is night and because her dress is crushed between the bodiedisgrner.
Nonethelesafter her deatit is her clothing that allows her to retdiar respectable position
as Geoffrey’s wife, through the ‘literacy’ of a female servinthe final lines of the story it
transpires that Eva’s bgdas been found, big nowso disfigured that she is only

identifiable by what remains of her dre¥githout her remembered beautiful appearance, her

identity and status can only be established by the testimony of her maid.

Her leftglove is restored to Geoffrey as a tangible symbol, in which aightouch coalesce

- it is slightly marked by the imprint of hevedding ring. However the momentary exchange
of hands has been fatal, and the now soiled glove not only invokes the uneaatyocoofl
pure and fallen; ipotently suggestthat touch cannot always be instinctively interpreted or
appropriately registered. The friend who has retrieved the glove as hotmaproof of
identity, respectfullyplacesit on a tableuntil it can be restored to Geoffrey, rather than hold
it in his own hand. But his sense of complicity in the symbolic destructitenadle purity is
subtly suggested by his action of placabarrier between himself andliterally refusing to

see what has happened as he plaiebkead (and therefore his eyes) in his hands.

While the eyes are apparently privileged as a means of identifictt@fgilure of touch in
this storysubty create doubts about the authority of sight itséif.the context of late
Victorian urban culture, this caveat becomes increasingly urgent. Instanylof Victorian
London, Judith Flanders suggests that far from it being easy to iee@gprostitute (as so
many novels and stories of the periedssungly assume);The places where women were
seen defined them: if women passed through certain places, trexutematically

prostitutes, no matter how they behaved or dressed’ (#08)e context of this anxiety to
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define female purity, the tension between touch and sight provides a idigtingight,
namely that women'’s status is judged on what an observer thinks teaghaknow. In the
final reduction of the prostitute’s moral sensibility, the narrator agutlgrconfirms the gap
in class valueas innate. However in juxtaposing the two women, as one literally tta&es
rightful place of the other, diverting the affectionate care of her husbédmmidelf, the story

implicitly determinedfemininity as a social, as much as a moral construct.

In ‘The Fawn Glovesleromeusesan unexpectedollision between touch and sigig an
indictment of the economic exploitation of respectable womémndon In his journalism
Jerone ofteninvokes toucho register crueltyparticularlyassociated withivisection or the
maltreatment of children or servanisthis story, perfectly shaped but damaged hands
register the vicissitudes of the ‘pure’ womaho, unlike Cholmondeley’s Eva, has failed to
marry and is insteafibrced into social isolation and poorly paid wdrkHidden Hands

: working-class women and Victorian sociptoblem fiction Patricia Johnson notes the
dilemma for female factory ‘hands’, who were both rendered anonymous (duemal@sed)
by this desrdption and stigmatised athe rise of domestic ideology meant that a true woman

adhered to a middielass standard that was impossible for the working class to acl@gve’

Numbers of these women were unable to marry, and debates over fentgle/grg further
inflected by the questionable status of the ‘spinstenesrcounterpaiin the final decades of
the centurythe ‘bachelor girl: By the end of the century increasingmbers of women were
of necessityvorking outside the home. As Emma Liggins points @ujtural uncertainties
about the social usefulness of single women and whether the cefibvetieisshould be
aligned with the women of the future surfaced in tbeagalical press from the late 1880s’
(100). While he insisted that this situation wasating women'’s instincts anithreatening the
health of future generations, Jerome was sympathetic to the plightwbthen themselves,
writing in 1897:

Civilisation has decreed that a certain number of women must shift for themselves
upsetting Nature’s scheme, which intended that they should be providegdreanb

A larger number of women are every year compelled to fight the bétife for
themselves. Their estience in such tovenas London must be a dreary one. Their
earnings are not sufficient to allow them much amuseseeking, nor is even the

emancipated young woman quite comfortable in going about to music Hadladret
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by herself. The lack of companisimip, the lonely evenings, the weary Sundays, are
troubles very reglEditorial TO-DAY 9 January 1897).

Having lived in urban poverty himself, Jerome emphasises thetioonaf such women as
restrictive rather thanecessarilyebellious; despite their subversive presence among the city
workforce, they remain trapped by conventional expectations. Assessiogrthection
between factory work and military drill, Classen notes ‘tinahe factory it was necessary for
the rhythms of the body to be attuned to the rhythms of the machinery. Evaergsne
required to work in concert with the mechanical pace, performingathe seticudus

actions over and over aga{i69). Jerome observes this process of mechanisation, but with
the additional insight that unkmachines, a woman’s hands are not ‘purpose built’ and
become damaged by the repetitive processes they are called on to p8igaifitantly
Classen also notes that thepetitive, tedious, and physicaillearingnature of the work
undertaken in the fgon closely resembled that of the factory’ (175 emphasis adtiesl).
lonely characters of Jerome’s urban narratives are imprisoned bdthyndanenature of
their work (including, in this case, factory work) and by the classibility thatpreserves

respectability, only through forbidding their seeking social contact ortréets

In the semiautobiographicaPaul Kelver(1902) Jerome’s first person narrator remembers
how ‘in the evenings the sense of desolation gripped me like a phyaina(196) and
describes the equally lonely young men and women he encounters, ‘Eacdoimagrin his
solitary cell of shyness, wedked at one another through the grating with condoling eyes’
(196). Only once does Paul instinctively reach out to take the hand of a youny ai
bench, an incident that forms the focus of the earlier sBigpificantly in this formulation,
the eyesre free to travel but only because they are boundaried by an invisibiedgrat
signalling the limits of their social interactiolm this context the positioning of a girl on a
park bencHfacing outwards and possibly towards approaching pedestnia®es the
complexities of urban travel and a woman'’s right to encounter or rbeimmale gaze,
suggested by AnBaejo Vadillo. In her account, ‘although women could still be the object of
the male gaze, women were forced to learn how and when to éoakige of the spatial

conditions of the omnibuses and trains (two rows of seats facing each(2ft®r)
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Alone in the city, the main characiar'The Fawn Glovesis initially too shy to assuage his
loneliness by approaching a young woman he sees sitting on aibehebvening and who
deliberately resists meeting his gaze. However he is irregistibivn to her ‘little spiritual

face, the little brown shoes pointed downwards, their toes just toutigggdund; the little

fawn gloves folded uponen lap’ (136).From the start the unnamed character separates the
strange woman from others of her assumed class, based on the minutersmdicher
appearancand behaviour her reserve and her care for her clothes are clearly presented as
middle clas attributesAs RichardStein notes, ‘City seeing always requires a quick and
comprehensive transformation of people into Others, into forms that arkagigously
recognizable and more anonymous than they might have been otherwise...I(235).
commonwith Cholmondeley, Jerome begins by apparently portraying an Edenic splaice wi
the city,'between St Johns Wood and Albany Street God planted a garden’ (137) where the
unnamed characters meet and reveal their potential for individual denezitp

Like Jerome himself in the 1880s, the male charaates not always going to be a clerk in
an office. He was going to write poetry, books, plays’ (1%8)s romanticising tendengcy
with its subtly seHguestioning use of free indirect speechithin the text, ‘he was going to’
has no actual reference point in the futuitself focuses attention on the connection between
social status, education and the uses of human hands. The character is provitfinatly
by what he does heis rathe than works as, a clerkbut in his account the work itself
becomes disembodigdr at least not particularised. In the imaginary future he will forge a
new identity through the physical act of writing, particularigedpoetry, books, playsThis
direction of the reader’s attention to hands (used for writing) takes on a differteof
associations in relation to the female charad@nnson’sdidden Handsis primarily
concerned with the midentury novel, but her insights into the contradictorirdssriting
about women factory workers has direct implications for Jerostety of a middle class
woman reduced to working in industry:

To narrate the life of a workinglass woman meant describing the hard labor

she was made to perform, the moneyedimed in fultime or parttime labor, and

the strength and independence that these tasks demanded, all elem@nts w

conflicted with the Victorian view dfthe feminine’ (7).
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This difficulty is one that the male lover of the story refuses to confidaving finally
managed to engage the strange womasonversation, halls in love with her precisely
because she does not offer ‘the bold challenges, the sly glances of infl&ied upon him
in the street or from some neighbouring table in the cheap luncheon room’Nb8my the
neatly mendedloves and ‘fringe of dainty petticoat, always so spotless and with never a
tear, and the neat, plain stockings’ (138) of thengowoman, the male figure is able to
identify her as both pure and setfspectingallowing her initially to eludevhat Korstch
terms, ‘the ongoing tendency to condemn worlétass women for any desire to appear
fashionable, as well as for failing to aath to an idealized standard of neat and tidy domestic
labour’ (41).While the reader’s attention ssibtly directed to théension betweethe

‘delicate’ stitching and neat gloves, and gowerty revealed by the need for such visible
mending, the admiring male protagonist notably refuses to cork@&ereans by which this
idealised standaradf femininity is sustainedLikening her to a lily of the valley and
repeatedly to a fawn, he quigktomes to idealisker as a ‘muse’ and for this reason never
wants to knowhow she earns her living or where she lives, always saying goodbyeito he

the park where they meet.

The narrator is clearly torn between a shared desire to idealiseititaagface and
apparently perfect form of the woman, and a more mature awareness adieapent,
forced as she has been by the death of her parents to survive in a competiidte ma
Significantly themale character is ‘of a finicking nature, to whdm tittle accessories are
almost of more importance than the whole’ (138)nificantly he links the desirability of the
womanto her delicate tastend care for her appearanbetin his admiration of her clothing
forgets Jerome’s own dictate that womsimould be provided for by men.’ At one poke
notes that her shoes ‘must have been expensive wheriardthey still kept their shape
(138), in a phrase which notably circumvents the question of who paid for themeatee is
left to infer that theshoes were bought, presumably by the girl's mother, before she was
forced to earn her own living. In this way the narrator subtly ineécthasufficiently stable
middle class origins render her status beyond reasonable doubt, despite her nowhaving
maintain herselfRegistering the fabric and cleanness of her clothes as attractive, he
dismisses his own implied responsibility to save her from her isityajuickly disregarding

the poverty suggested by their worn and darned appearance
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They appealetb him, her gloves, in spite of their being old and much mended; and he
was glad they were of kid. Had they been of cotton, such as girls of her clas usua

wore, the thought of pressing his lips to them would have put his teeth dr{E3R)e

Sight & clearly substituting faihe desired sexualised touch here, as the appearance of the
gloves segues into a fantasy of kissing, through the associatiombéasdthe feel of

particular materialdNotwithstanding the approving comment on her once expensive shoes,
the woman isiow relegated to a particular class based on the evidence of her faded clothes
(‘girls of her class’) However this in itself means thgtie can then be further idealised for
transcending this typéhrough her choice of gloves (‘lmas glad they were of kid')t is the

feel of a new paiof gloves, ‘so smooth and soft and cool’ (14¥ttserves as a catalyst for

an unpremeditated kiskinguistically even the sense of smell ismgted into an image of
touching, ashte woman has appeared one evening with ‘some little added fragrance that

made itself oddly felt, while she herself seemed to be conscious of intdigeity’ (140).

Impulsively the man kisses her hand on saying goodbye, theing pressed to explainmwy
she always wears gloves outside, the woman reluctantly dtiowser hands, which are red
and blistered from the work she do€$aracteristically Jerome chooses to make the woman
a factory rather thanmore securely middle claséfice worker, precidg to demonstrate the
way in which paid employment renders women anonymous and destroys thegtidom
value.By makingher damaged hands a tangible symptom of her being ‘desbradiplies
thatshe is beindpoth physicallyand psychicallydestroyed At this crucial moment touch
and sight are split, when the man’s attention is focused on the appeairémese hands, and
he therefore fails to see the agonised appeal in his lover'syebreakdown of the sense
of sight is used to govern the ideaasPided or deferred touch, but as in Cholmondeley’s
story, sight itself is revealed to be a learned process of decodiig tiadn a infallible

instinct.

The man react® his disgust at the damaged hahgsabruptly leaving LondanThe pale,
sweet face, the little nymglike figure, the little brown shoes kept calling to him. If only
there would pass away the horror of those hands! All the artist in him shddatehe
memory of them’ (141)As an artist rather than a scientisg than is ill equipped to interpret
what he has seen without further empirical knowletigarningthrough achance

conversation with a doctor that the skin condition is purely local and eastiydréareturns
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to the city and once again looks for themamn inthe park, only to learn thahe has given up
hoping for his return and no longer waits there. He realises too late tkad\e neither her
name nor her address; he places advertisements in the papers in tefimat t&t trace her,

but knows thashe is unlikely to see them.

As in Cholmondeley’s account, the location of the lapesarian sanctuary within the wide
city is shown to be illusory. Both characters in Jerome’s storypeaeen agictims of the
city. Ironically echoing the loss dhe youngprostituteAnn to the crowded streets of de
Quincey’'sConfessions of an English Opium Eaf#821) the lovers are separated by both
poverty and a particular kind of idealism; the male character wasgaatthroughout their
courtshipto confror the reality of his lover’s daily lifeand so never askegither her name
or her address; meahile her very isolation makes it unlikely that she will learn af hi
belated attempts to rescue her. By the end of the story, what the naitiaityr presents as
an Edenic communion between the lovers, comes to underscore the dangenyosts of

the city woman.

This sense of loss complicates the narrative stance, raising unadswestions about how
the male figure should be judged. The end of the story shows him unable to redmash the
paradise because he has become complicit in the system that has tragrezhitmous
woman, as his rejection has left her condemned indefinitely to & lifecongenial work.
Ultimately then he is selxiled through his own failure to protect the woman he has
idealised. However his sense of longing, expressed in the opening liddsas he
remembered her as he saw her first’ with ‘the little fawn gloves fatdbdr lap’ (136)
permeates the rest of the story, suggesting both his need to picture thahglaled and an

implicit acceptance of the damage those gloves conceal.

A slightly later story, George Egerton’s ‘A Little Grey Glove'ifii&Keynoteg1893),
challengeghe male narrator to make a different choice. In Egerton’s dtergwner of the
glove first meets the narraton holiday in the Medway, when her fish hook becomes caught
in his ear andHer hands are soft and cool and steady, but there is a rarelgbifigt thrill in

their gentle touch. The thought flashed through my mind that | had justintiegea

woman’s voluntary tender touchot a paid caress, all my liféL00). The suggestion of illicit
sexuality in the phrase ‘paid caress’ foreshadowsabelation that thevomanhas been

divorced by her husband; significantly she has been aged and disturbed bythés visi
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London, where she has been tried for adultery. Exposed to the public gaze, stemtothat
‘it is funny... to buy a caricature of olseown poor face at a nevgall’ (112). Nonetheless
Egerton’s protagonist twice refuses to defend herself, allowing herruistsubornation of
witnesses to pass unchallenged and finally agreeing to marry theonarra year’s time on
the understandmthat she will not see him in the meantime, and will never accoumtt
for her past. The narrator carries the grey glove about with him as bottakeepsl symbol

of his trust, while he waits for the year to pass.

In both ‘Geoffrey’s Wife’ and ‘The &wvn Gloves’ the tragic fate of the female character is
mediated through similar focus on elusive touchGeoffrey keeps the now empty glove
taken from the crushed body of his wife, while Jerome’s protagoniskés the lost woman
through remembering her gloves. But if sulittié accessorigsto use Jerome’s phrase,
signify atype of the purand not the ‘Newivoman, clearly such figures are not adapted to
survive the hostile setting in which they are placed. This dilemsmarefully explored
throughrefocusing the reader’s attention on the exploitation, and ultimately thensptisn,

of women'’s bodies in the anonymous crowd of the city.
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