
 

 

 

 

 

Kulturelle Beziehungen: German-Australian Literary Links in 

Catherine Martin’s An Australian Girl and 

Henry Handel Richardson’s Maurice Guest. 
 

 

 

Enid Sedgwick  

MA, Grad Dip (Translating & Interpreting, German and French) 

 

 

 

 

 

 

 

 

This thesis is presented for the degree of Doctor of Philosophy 

of The University of Western Australia 

 

 

Faculty of Arts, Humanities and Social Sciences 

English & Cultural Studies and German Studies 

 

2008 

 

 

 

 

 



 ii 

Abstract 
 

This thesis demonstrates the close links between Australian literature and German 

thought and culture in Catherine Martin’s An Australian Girl (1890) and Henry Handel 

Richardson’s Maurice Guest (1908), and thereby provides a fuller understanding of the 

sophisticated literary and intellectual purposes of these two works. 

In examining the German elements in each novel, and the contexts from which 

much of that material is drawn, this study seeks to supplement the scholarly 

explanations provided in the two Academy Editions of these works. While Maurice 

Guest has received serious scholarly attention, An Australian Girl has been accorded 

relatively little. Despite generally favourable reviews on publication, both appear to 

have been undervalued over time. 

The study begins with a brief historical survey of German migration to Australia 

and the contribution German migrants made to the intellectual life and culture of the 

evolving nation. The examination of Catherine Martin’s work includes: biographical 

details, particularly concerning her contact with German culture; an analysis of the 

form of the novel and a comparison of An Australian Girl with Goethe’s 

Bildungsroman Wilhelm Meister with regard to form, theme and characterisation; an 

analysis of German philosophical elements in the novel; and Martin’s presentation of 

social conditions in Germany in 1888-90, and their role in the novel as a whole. 

The examination of Henry Handel Richardson’s work encompasses: biographical 

details; the genesis of Maurice Guest; differences between the reception of the novel in 

England and Germany; the genre to which the novel belongs and parallels with 

Künstlerromane; an analysis of Richardson’s description of the physical, historical and 

intellectual milieu of Leipzig, and its role in the novel; and finally her integration of 

German social customs and the German language into the text. Use has been made of 

five primary sources which have not been used before in any detail with regard to these 

aspects of either author: additional material from the Mount Gambier Border Watch; 

The Hatbox Letters, the family history of the Martin and Clarke families; the German 

translation of Maurice Guest; German reviews of Maurice Guest; and the 

correspondence between Richardson and her French translator Paul Solanges. 

The key argument of this thesis is that the German influence on both form and 

content, in the case of An Australian Girl, and on style and content, in the case of 

Maurice Guest, is deep and various, and that these German elements have proved to be 

an impediment to a full understanding and appreciation of these novels for many 

Anglo-Saxon readers and reviewers. In the two novels Martin and Richardson provide 
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pointers to Australia’s earlier interaction with the wider world and display a level of 

sophistication which makes these works worthy of greater recognition than they 

currently enjoy. 
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Notes 

 

Quotations from works which are available in many editions, and in more than one 

language, are referenced showing section and/or chapter numbers, so that readers can 

consult any edition, but page references are also given for editions used in the 

preparation of this thesis.  

 

All quotations are given as they appear in the source text. Unusual or non-standard 

spellings, punctuation and grammatical constructions have therefore not been 

standardised and only obvious typographical errors are indicated by “sic”. Critical 

commentary included in the Academy Edition is referenced to the Academy Edition, 

which conveniently gathers together these relevant works. 

 

All translations in this thesis are the author’s own unless otherwise acknowledged. 

In some cases translations are deliberately rather literal in order to illustrate particular 

points concerning specific words or sentence constructions used in the original text, 

particularly where similarities are highlighted. Where literal translations are not 

required, freer forms are used to produce a more fluent rendition of the texts into 

English. 
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Introduction 
 
 

This thesis presents a study of German elements in Catherine Martin’s An 

Australian Girl and Henry Handel Richardson’s Maurice Guest. Both are written by 

Australian authors around the turn of last century and contain strong links to German 

thought and culture: both are also first novels with clearly demonstrable 

autobiographical elements. Both works received a mixed response from the critics but 

were nevertheless perceived to have a serious intellectual and literary purpose. 

Scholarly attention to these novels has either been sparse or has declined over time, and 

it is the argument of this thesis that the loss of recognition of these novels may be due to 

an insufficient understanding of the importance of the German elements that inform a 

sizeable portion of these Australian works. The aim of this study is, therefore, to 

demonstrate the significance of the German content and the German literary and 

philosophical traditions on which both authors draw, in an attempt to provide a more 

balanced evaluation of these two works. 

Both Catherine Martin and Henry Handel Richardson were deeply influenced by 

German culture: Martin from early in her life in Mount Gambier, followed by later 

extended stays in Europe, and Richardson from music study in Leipzig and later her 

marriage to the scholar of German studies J. G. Robertson, and involvement in 

intellectual circles in Strasbourg. In consequence both authors show a very considerable 

knowledge of, and familiarity with, German literature and philosophical thought. To 

this Martin adds a keen awareness of social and political aspects of Germany – in 1888-

90 in particular – while Richardson demonstrates an impressive grasp of the German 

musical tradition. In Martin’s case, the interest in and knowledge of German culture had 

thoroughly Australian roots, directly related to German migration to Australia from the 

1830s onwards and the cultural influence that the visitors and settlers exerted on 

Australian intellectual life at that time. Similarly, Richardson, even as a girl in 

Melbourne, was attracted to German Romantic literature, and the renown of the Leipzig 

Conservatorium was sufficient to attract her to Germany for her musical education. 

Both grew up in Australia, yet each acquired her interest in these things in very different 

ways. Martin gained her exposure to and interest in German matters in Australia and 

visited Germany because of this experience; Richardson went to Germany to further her 

music studies and while there gained a deep understanding of the language and the 

country. 
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Both women also developed a cosmopolitan interest in European culture in general. 

Both developed proficiency in several other languages. Martin travelled and read widely 

in England, Italy, France and Spain, as well as in Germany, with interests which 

included religious thought, art and music. Richardson read widely in French, Russian, 

Italian and Scandinavian literatures. In each case, however, German culture was an 

underlying interest in the author’s first novel. Richardson was conscious of the unusual 

advantages she enjoyed in this respect when she wrote to Paul Solanges in 1911: 
I lived for ten years, the ten most impressionable years of my life, in Germany, 
& I think I can claim a knowledge of German literature & German thought such 
as is possessed by few English-speaking people today.1 
 

A more recent German commentator, Norbert Platz, writes that this Australian woman 
in her impressionable young years was so much exposed to the German cultural 
ambience and heritage that the relatively blank sheet of her mind became 
inundated with typically German ideas, sentiments and values. Furthermore, 
these pre-structured the intellectual body of her writing … the dialogue of her 
characters, especially in the first part of Maurice Guest, abounds in allusions to 
German literature, philosophy and music.2 
 

Martin and Richardson were not the only Australian writers to have been influenced by 

German literature and thought: another who studied in Berlin, also in the early 1890s, 

was the poet Christopher Brennan, but the focus of this thesis is restricted to fiction 

prior to 1914. 

Most Australians are probably unaware today of the extent and variety of the 

contribution made by German explorers, scientists, artists and missionaries to the 

development of Australia’s cultural and intellectual life and to our understanding and 

appreciation of a distinctive, new environment. Germans formed the fourth largest 

group in the European population of Australia prior to 1914 but much knowledge of the 

role they played in the formation of the emerging nation has been lost in the wake of 

two major wars. For this reason this thesis begins with an overview of some of the many 

areas in which German-speakers made a strong contribution to the intellectual life of the 

colonies, and the way in which German culture permeated sections of the Australian 

community. This serves to illustrate, in particular, the influence exerted on Catherine 

Martin by her contact with German language and culture in her early years in Mount 

Gambier, and the strength of the German presence in South Australia and in Victoria. 

                                                
1 Letters I, pp. 98-99. 
2 Norbert H. Platz, “Influence or Choice? Henry Handel Richardson’s Maurice Guest and its relation to 
German Culture”, Anglistentag 1988 Göttingen: Vorträge, ed. Heinz-Joachim Müllenbrock & Renate 
Noll-Wiemann (Tübingen: Niemeyer, 1989), p. 115. 



 

 

3 

Aspects of Catherine Martin’s thought and An Australian Girl which are given 

particular attention are: the nature of Catherine Martin’s contact with German culture; 

issues arising from a review of the reception of An Australian Girl; the form of the 

novel compared with Goethe’s seminal Bildungsroman Wilhelm Meisters Lehrjahre; 

German philosophical elements and their use in the novel; and the account of social and 

political conditions in the German capital included in the novel. 

The study of Henry Handel Richardson’s Maurice Guest addresses in detail: 

Richardson’s exposure to German language and culture; the genesis of the novel and its 

German literary sources; the reception of Maurice Guest in both the English-speaking 

world and Germany; a consideration of the genre of the novel and parallels with the 

German Künstlerroman tradition; Richardson’s evocation of the physical, historical and 

intellectual milieu of Leipzig; and Richardson’s treatment of German social customs 

and the German language in the text. 

In this study the Academy Editions of both works, with the impressive scholarly 

work they contain, have been taken as the basic textual sources. The Academy Edition 

of An Australian Girl restores a considerable amount of text which was out of print 

from the early 1890s until 2002. Consequently much previous critical comment has 

been based on the abridged editions. Critics who disagreed with one another in their 

estimates of this novel were often working from different texts. This is illustrated by 

Rosemary Campbell’s mention of John V. Byrnes who wondered 
whether critics such as Colin Roderick, who had complained of [the novel’s] 
“long disquisitions” on German philosophy and politics, had “really read the 
same book” as himself. They probably had not: Roderick’s comments are based 
on the first edition while Byrnes quotes the abridged version, apparently 
unaware that it differed from the first.3 
 

The restored text again provides access to a longer but very much better structured 

work. 

The Academy Edition of Maurice Guest makes available in print, for the first time, 

the 20,000 words Richardson removed from the manuscript she first submitted to 

Heinemann. In her unpublished PhD thesis Maureen Mann, working from Richardson’s 

original manuscripts, examines the effects of the excisions Richardson made to Maurice 

Guest, such as a loss of characterisation, or understanding of the motivation for certain 

actions, with the result that the reader’s perception of these matters is affected. She 

                                                
3 Rosemary Campbell, “Introduction”, AAG, p. liii. 
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states that each version “has its merits and faults and its own individual quality”4 but 

finds also that “in a significant number of cases the suppression of this material has 

influenced the reader’s understanding of a character or a situation”.5 Her very thorough 

analysis reveals that, despite stylistic and even structural improvements the excisions 

have produced in the text, there is also loss – of aspects of personality, of atmosphere, 

of a sense of vitality and immediacy, of authenticity and observed actions, and of 

cumulative effect and emphasis.6 These comments provide a strong case for the 

publication of an edition based on the original manuscript. This means, of course, that 

almost all critical and scholarly work before the publication of the Academy Edition, 

apart from Mann’s and Bock’s unpublished theses, has been limited because it is based 

on the 1908 edition or subsequent revisions. 

Other primary sources which have proved helpful in providing a more detailed 

awareness of the environment in which Martin moved and worked are issues of the 

Mount Gambier newspaper, Border Watch, between 1861 and 1877 and The Hatbox 

Letters, the family history of the Martin and Clark families. German reviews of Maurice 

Guest have provided useful insights into the German view of this novel, while the 

correspondence between Richardson and her French translator Paul Solanges gives 

greater access to Richardson’s thoughts and intentions with regard to German aspects of 

Maurice Guest. The German translation of Maurice Guest has served to confirm 

impressions given by Richardson’s use of English and her treatment of German 

customs. This is the first time detailed use has been made of these materials from the 

perspective of German sources. 

 

                                                
4 Maureen Mann, The “German” Novels of Henry Handel Richardson: a study of the revision of 
“Maurice Guest” and the sources, notebooks and manuscript of “The Young Cosima”. (PhD Thesis – 
Monash University, 1979), p. 28. 
5 Mann, p. 54. 
6 See Mann, pp. 27-30. 
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CHAPTER ONE 
 

German Contributions to Australian Culture 
 
 

Citizens of German-speaking countries made contact with Australia even during the 

early European exploration of the coastline and before the first settlement of the 

continent had occurred. They are represented amongst the earliest explorers, amongst 

the earliest writers about “New Holland” and amongst the earliest settlers. As settlement 

progressed, people of German cultural origin formed the “third-largest group of 

European settlers in nineteenth-century South Australia and Queensland, the fourth-

largest in Australia as a whole before World War I”.1 In the developing settlements 

which formed the basis of the nation which was to become Australia, German 

immigrants were welcomed, and at times actively recruited. Even though this largest 

non-English-speaking group was smaller than the dominant group of immigrants of 

British and Irish origin, they nonetheless exerted an influence in the evolving 

community which deserves to be examined. 

The majority of Australians remain unaware of the part played by German visitors 

and settlers in the various Australian colonies in the nineteenth century. By 1900 people 

of German origin made up a considerable proportion of the population, particularly in 

South Australia and Queensland. There were a number of closed communities – in the 

Barossa Valley, and Hahndorf, for example – which are better known today, but there 

were also many Germans living in open communities and in the cities. Hence, while it 

may seem unusual for a writer in South Australia, such as Catherine Martin, to develop 

a strong interest in the German language and German literature, a fuller understanding 

of the demographic and cultural situation there throws much more light on the course of 

her development and the reasons why she might choose to highlight this interest in her 

first novel. 

The German settlers were well regarded; many in both the cities and the self-

sufficient closed communities possessed special skills. The professionals and 

intellectuals who arrived after the failure of the 1848 Revolution in Europe,2 contributed 

greatly to their new homeland and wrote and published extensively in both German and 

English. They had personal connections with academics and intellectuals in Germany, 
                                                
1 Jürgen Tampke, The Germans in Australia (Cambridge/Melbourne: Cambridge University Press, 2006), 
pp. 165-66. 
2 The 1848 revolution began in France and spread to Germany and most of Europe. Often referred to in 
Germany as the March Revolution, it resulted from pressure by bourgeois liberals, in the main, who 
demanded political reform which included freedom of the press, reform of university organisation, and a 
parliament which represented German citizens, not just German monarchs. 
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while German musicians maintained their musical heritage and traditions. Scientists, 

explorers, missionaries and artists meticulously collected, catalogued and recorded the 

natural phenomena of the new country – flora, fauna, geology, for example – and 

promoted experimentation in agriculture, horticulture and animal husbandry. In the 

cities and open communities the old culture was preserved even while the immigrants 

integrated with the new culture which was developing its own distinctively Australian 

identity. 

This chapter aims to provide an overview of the contribution to the development of 

Australia made by explorers, travellers and immigrants from German-speaking regions 

from approximately 1770 to 1914, but the main emphasis of this outline will be on the 

particular contribution they made to Australian cultural life, and knowledge about 

Australia, during those early decades.3 German culture in the Australian community 

exerted a clear influence on the life and work of Catherine Martin. It played a much less 

apparent role in Henry Handel Richardson’s early life, even though it formed part of the 

Victorian environment, but it certainly influenced musical life and education in 

Melbourne. 

The earliest German contact with Australia pre-dates the first settlement in 1788: 

one aspect of German influence on Australian history and development also dates from 

this time. In 1772 Johann Reinhold Forster (1729-1798) was appointed as the scientist 

on Captain James Cook’s second voyage of exploration, in the Resolution. In 1778 

Reinhold Forster published his account of the voyage, Observations made during a 

Voyage Round the World, on Physical Geography, Natural History, and Ethic 

Philosophy. This is considered in the English-speaking world, even today, to be a 

valuable scientific work and it has gained wider recognition in Germany in more recent 

times. Forster thus became one of the first German naturalists and scholarly writers to 

provide the German public – as well as the English-speaking world and other parts of 

Europe – with accurate, first-hand information about Australia and the Pacific region. 

His son, Johann Georg(e) Adam Forster (1754-1794) followed closely in his father’s 

footsteps. He accompanied his father on his voyage round the world on the Resolution 

and at twenty-one published his A Voyage round the World in his Britannic Majesty’s 

Sloop Resolution, commanded by Captain James Cook, during the years 1772, 1773, 

                                                
3 A very useful, more general, overview is provided by Johannes H. Voigt in his bi-centennial 
publication, Australia-Germany: Two Hundred Years of Contacts, Relations and Connections, trans. 
Brangwyn Jones, (Bonn: Inter Nationes, 1987), Charles Meyer, A History of Germans in Australia 1839-
1945 (Melbourne: Monash University Publishing and Advertising Unit, 1990), among others, and, more 
recently, Jürgen Tampke’s The Germans in Australia. There are also a wide range of books and articles 
available on more specific aspects of the history of German settlement in Australia. 
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1774 and 1775, in London in 1777 and a German version (Reise um die Welt…) 

appeared in Berlin in 1778-80. It quickly became a very popular and widely-read travel 

book. In fact, he seems to have established a new genre of travel book, a scientifically-

based travel account which was also written in a very good literary style. The Forsters’ 

contribution to Australia and the Pacific region was well-written, sound scientific 

literature which was widely read; it dispelled myths and superstition and led to the 

development of a genuine interest in this part of the globe. 

The contribution made by the Forsters to literature about Australia does not end with 

the father and son: Georg Forster’s wife, Therese, was a novelist and short story writer 

from an academic family. In 1793 she wrote a novel entitled Abentheuer auf einer Reise 

nach Neu-Holland [Adventures on a Journey to New Holland] which “is probably the 

first work in world literature about Australia”.4 Therese clearly acknowledges her debt 

to Forster in the writing of this work, but she created her novel from her imaginative use 

of facts and incidents he may have related to her concerning his earlier travels.5 One can 

only speculate on how many German writers and scholars may have developed an 

interest in Australia at that time through their contacts with Georg and Therese Forster. 

Many Australians probably do not know that a German element was also present in 

the first settlement at Sydney Cove. Captain Arthur Phillip, in charge of the First Fleet 

and the establishment of the colony in New South Wales, was the son of Jakob Philipp, 

a German language teacher who migrated from Frankfurt to London. Australia’s first 

surveyor-general of lands, Augustus Theodore Henry Alt (1731-1815) was also 

German. 

The migration of German-speakers to Australia falls into several categories. Some 

came as individuals, either directly from Germany, or via Great Britain, and lived, to a 

greater or lesser degree, in the mainstream society, while others arrived in organised 

groups and formed separate communities in which the German language, and German 

customs and culture, were maintained, largely untouched by the surrounding cultural 

environment. The former were often explorers, travellers, or adventurers, who were 

interested in natural history, ethnography or geography, or who were drawn principally 

by the appeal of the exotic. They included well-educated scientists, writers and artists, 

such as the Forsters, while others had specific skills to offer, such as surveying, mining 

                                                
4 Voigt, p. 14. 
5 This novel was also published in English by Leslie Bodi in 1966 as Adventures on a Journey to New 
Holland [and the Lonely Deathbed]. Therese also edited and published Georg Forster’s Briefwechsel, 
Nebst einigen Nachrichten von seinem Leben [Correspondence, along with some Information about his 
Life] (2 vols., 1829) which could be of interest to Australian readers and researchers. 
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and agricultural skills, when they settled in the colonies. This type of migration was the 

norm during the first fifty years of settlement. 

In 1838 a new type of migration began, with settlers arriving in organised groups 

recruited from Germany and forming communities. Many of these migrants were 

motivated by a desire to escape religious persecution, and economic hardship, and 

whole rural parishes from south-eastern Prussia moved to South Australia under the 

leadership of their pastors. At the same time other small groups, unconnected to the 

South Australian Old Lutherans, were recruited to begin missionary work with 

Aborigines in remote areas. The Lutherans were a group of over 300 persons led by 

their pastor, August Ludwig Christian Kavel. Other groups followed and another 

notable leader was Pastor Gotthard Daniel Fritzsche, who arrrived in 1842. These 

various groups formed new, distinctive communities; replicated the life-style of their 

home villages as closely as possible in every way; and practised intensive and self-

sufficient farming. They also brought a small number of professionals, people involved 

in commerce, and tradesmen, so that they were able to establish self-contained villages. 

The settlers were industrious, the communities self-sufficient, and, usually, successful. 

Other reasons for emigration were the political and social conditions in the early part of 

the century and the political changes in society as industrialisation took hold. These 

different aspects of the German communities are alluded to in Martin’s An Australian 

Girl. 

What is significant, from the point of view of the cultural impact on Australia, is the 

fact that the culture of these communities was maintained through the use of the 

German language, and through religious forms. The language was integral to 

understanding the scriptures and so the church became the mainstay of education. 

Schools were set up and run by the pastors. As the communities grew in size, more 

teachers were required and so, over time, colleges were set up to provide training for 

new pastors and teachers. The schools taught the full curriculum and included the study 

of German language and literature, philosophy, history, and classical and modern 

languages. In time, too, newspapers were established to keep the various communities 

informed, so that journalists and editors continued to maintain and disseminate the 

cultural values of the German-speaking Protestant population. Some members of the 

following generations also moved into teaching, journalism and publishing in the wider 

English-speaking community. 

The effect of the churches, and the German schools and newspapers, was that the 

language and the culture were maintained and kept alive in the closed communities, but 
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that assimilation into the mainstream society was impeded or even prevented by such 

cultural maintenance. Other Australians who became well acquainted with Germans in 

the 1800s had the opportunity to encounter all the richness of that culture which was 

still relatively unchanged, while Australians who remained outside it were nevertheless 

confronted by the realisation that a different culture, which had earned respect, formed 

part of their environment. Assimilation occurred with later generations but, particularly 

in South Australia, both cultures influenced the society which evolved. 

A fresh impetus to German migration came as a result of the attempted revolutions 

of 1848 in various parts of Europe, coupled with economic hardship and social 

problems in Germany. This new wave of migration brought many academics and 

intellectuals, and also politically motivated migrants to the colonies. They were 

townspeople, for the most part, who tended to settle in the major centres and who 

contributed greatly to the development of the colonies. Added to the ‘push factor’ of the 

1848 Revolution and the unfavourable economic and political conditions in Europe was 

the ‘pull factor’ of the discovery of gold in Australia in 1851. The gold-rush attracted 

people from many countries, including Germany, who came in the hope of finding 

wealth and security in a new, free country. 

The Forty-Eighters contributed greatly to the intellectual and cultural life of South 

Australia and beyond, and helped create the ambience of German education and 

scholarship which was so attractive to Catherine Martin. Important individual 

contributers to Australian culture included the botantist and historian Moritz Richard 

Schomburgk (1811-1891); his brother Otto, who started a newspaper, the Süd-

Australische Zeitung; the journalist and educationist Carl Wilhelm Ludwig Muecke 

(Mücke) (1815-1898); the musician and composer Carl Ferdinand August Linger (1810-

1862), who gave us the Song of Australia; the politician, journalist and land agent 

Friedrich Eduard Heinrich Wulf Krichauff (1824-1904); the scientist Georg Balthasar 

von Neumayer (1826-1909); the journalist, writer and editor Hermann Püttmann (1811-

1874); and the artist, explorer and naturalist Ludwig Becker (1808?-1861).6 

These German intellectuals were each remarkably versatile and gifted individuals, 

who gave generously of their time and energies to the country which, for all but 

Neumayer, became their adopted home, and to which they remained loyal. Their 

contribution to science and the arts, and their contact and correspondence with 

intellectuals around the world, cannot have failed to benefit the emerging nation. 

                                                
6 See ADB for detailed accounts of their achievements. 
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As a continent which was unknown to Europeans, Australia at first attracted 

explorers and scientists who included not just Becker but figures such as the first 

government astronomer Christian Karl Ludwig Rümker (1788-1862); important 

botanists and collectors such as Franz Wilhelm Sieber, Ludwig Preiss, Freiherr (Baron) 

Karl von Hügel, Ernst Bernhard Heyne, and undoubtedly the best known of all the early 

German botanists in Australia, Ferdinand Jakob Heinrich Mueller (Müller), later 

Freiherr (Baron) Sir Ferdinand von Mueller (1825-1896). Naturalists include the only 

woman naturalist recognised for her work in this field, Amalie Dietrich (1821-1891),7 

Wilhelm Blandowski, Johann Ludwig (Louis) Gerard Krefft, Otto Finsch, Richard 

Helms, and Robert von Lendenfeld.8 

It is difficult to separate explorers from scientists, as the former were often scientists 

by training or by inclination, and their skills were required in the work of the explorer. 

Two of the most notable German explorers in the history of Australia were Friedrich 

Wilhelm Ludwig Leichhardt (1813-1848?) and Paul Edmund de Strzelecki (1797-

1873). While better remembered for their exploration work, both also had scientific 

training – Leichhardt had studied medical and natural science, while Strzelecki had 

acquired a knowledge of geology. Australian science owed much to the hard work, 

enthusiasm, knowledge and training of German scientists, collectors and explorers. 

They founded, or assisted with, many of Australia’s scientific institutions and laid the 

basis for much scholarship and scientific training in this country. They were attracted to 

Australia because 
firstly the “virgin” continent offered science much “new territory”; secondly the 
institutions in Australia enjoyed a measure of freedom unknown in Germany at 
that time, and, thirdly, the population’s thirst for knowledge was immense – 
despite, or even because of the material and pioneer activities.9 
 

The German scientific interest in Australia, together with the establishment of more 

or less self-contained German settlements in certain areas, with their own schools and 

newspapers, had other educational and scholarly ramifications. Firstly, an appreciation 

was developed in Australia of the high standard of scientific research in Germany, so 

that scientists and scholars in Australia looked to Germany as a place to further their 

studies; and secondly, the children in the German settlements, who of course had been 

educated almost entirely in the German language, wished to attend university or 

undertake specialised training in Germany as well. Consequently many contacts were 

                                                
7 Her life and work were commemorated by her daughter, Caritas Bischoff, in Amalie Dietrich, ein Leben 
[Amalie Dietrich, a Life] (1909). 
8 See ADB for detailed accounts of their achievements. 
9 Voigt, p. 56. 



 11 

established between the two countries on a scholarly level, particularly by von Müller, 

and Neumayer among others. 

Australian Universities were seeking to establish and cultivate relations with 
German universities. In 1877, for instance, the Melbourne University Council 
asked Wilhelm Brahe, the German consul, if he could … arrange an exchange 
of books and periodicals with German universities … Brahe attributed this wish 
by Melbourne University partly to the fact “that most of the professors there 
had studied at German universities,” and could, as a result, understand 
German.10 
 

There was therefore on-going contact and an exchange of information and ideas at this 

level throughout the nineteenth century and up until World War I. 

There was a close connection between science and art in the eighteenth and 

nineteenth centuries and it has already been noted that many scientists, such as Georg 

Forster, Ludwig Becker, Gerard Krefft, inter alia, also possessed considerable artistic 

skill and illustrated their own observations. Other scientists employed artists to 

accompany them on expeditions. Prior to the development of photography, artists were 

the ones who provided a visual record of places, people and specimens. There were 

many other German-speakers who produced outstanding work in the fields of 

illustration, painting, sculpture, and later, photography and architecture: Bauer, Rodius, 

Guerard, Heysen, Todt, Degotardi, Holtermann, Lindt, Troedel and Menkens. 

The German musical tradition played a significant role in the development of a 

distinctive Australian musical tradition. 

From the middle of the nineteenth century, the musical life of Australia has 
been very strongly influenced by German culture. Over and above the all-
pervading presence of the great German and Austrian masters of the classical 
and the romantic periods, the Liedertafeln of the capital cities and the visits of 
German virtuosi both challenged and enriched colonial culture.11 
 

It has also been stated that 
No other field has been so obviously stamped by the German immigrants as 
music. German “Liedertafeln”, choirs, orchestras and opera ensembles 
transported European musical life to the Fifth Continent which showed itself 
exceptionally receptive.12 
 

The importance of the Liedertafeln which sprang up in most of the major cities must be 

emphasised here. They provided an important forum for the maintenance of the German 

language and customs through the German musical tradition, particularly since it was in 

the larger cities and centres that the German-speaking population was more likely to 

                                                
10 Voigt, pp. 56-57. 
11 Leslie Bodi, “German Culture”, in James Jupp, ed. The Australian People: An Encyclopedia of the 
Nation, Its People and their Origins (Melbourne: Cambridge University Press, 2001), p. 384. 
12 Voigt, p. 59. 
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become assimilated into the surrounding Anglo-Celtic community. However, they also 

provided a forum in which this musical culture could be shared with the wider 

community, as non-German-speaking friends would also attend their performances, 

since music, like art, can cross linguistic barriers. 

South Australia and Victoria were both particularly well endowed with musicians 

trained in the German tradition. The contribution of Carl Linger to South Australia was 

considerable, as was that of Lutheran church music. Many of the Lutheran pastors were 

very competent musicians and they therefore helped to foster a musical tradition in the 

new colonies. Melbourne also attracted professional musicians as immigrants, amongst 

whom Carl Elsässer, Julius Herz and Alberto Zelman played important roles. 

Consequently musical tastes and teaching methods in Melbourne and Victoria were 

influenced by the participation of German musicians in the local musical scene, and 

could well have helped influence Richardson’s choice of Leipzig as a centre in which to 

study music. 

German writing in, and about, Australia, took various forms. German explorers and 

scientists wrote and published a great deal, in English and German: in some cases these 

works were published in both languages. Much of this body of literature was very 

influential and reached an international readership. A second form of writing was the 

travel account,13 sometimes written to inform overseas readers about foreign lands; 

sometimes written specifically to persuade the reader to consider migrating to Australia, 

or to prepare the intending immigrant before his arrival; and sometimes written simply 

to entertain the reader with tales of exotic places and happenings, perhaps exaggerated 

dangers and, above all, adventure. The latter type of traveller’s tale might well verge on 

fiction. On the other hand, fiction, poetry and drama written in German were more 

difficult of access to Australian readers and can be expected to have had less apparent 

influence on Australian writing. Catherine Martin is therefore one of the exceptions. 

German literature from German-speaking countries was, of course, read and studied in 

the German schools and was available in the German libraries in the colonies. 

The German scholar, Leslie Bodi, has said that the “development of German 

language literature in Australia initially had strong ties with journalism”.14 The German 

language newspapers in Australia provided an important forum in which a bridge could 

                                                
13 In the field of travel writing, the first comprehensive account of Australia and the region, after Georg 
Forster’s, was written by G. A. Wimmer and entitled Neuestes Gemälde von Australia [Latest Picture of 
Australia] (Vienna, 1832). Later descriptions of the Australian colonies were intended for prospective 
migrants, such as Wilhelm Kirchner’s 1848 Australien und seine Vortheile für Auswanderer [Australia 
and its Advantages for Emigrants]. K. E. Jung also published a detailed description of Australia in 1883. 
14 Bodi in Jupp, p. 382. 
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be created between the cultures, by means of news items and articles about Germany 

which appeared alongside local news and advertisements, and discussion of Australian 

issues. They also contained articles and essays on cultural topics, and original stories, 

poems and other creative writing. Hermann Püttmann’s Australischer Kalender (1867-

94) deserves special attention, since it is a further instance of such cultural integration. 

Its popularity can be gauged by its longevity. Hermann Püttmann, his son, and L. L. 

Politzer, among others, played a significant role in the maintenance and dissemination 

of a cultural and literary tradition as well as encouraging new work. Nevertheless, 

despite the presence of the Forty-Eighters, the German-Australian settlers did not 

produce any substantial body of imaginative literature. Collections of letters were 

published as well, including some by early settlers, and those of the noted explorers and 

scientists, Ludwig Leichhardt and Amalie Dietrich. 

A significant early travel writer was Friedrich Gerstäcker (1816-1872) who was 

born in Hamburg. He migrated to America but returned to Germany where he became 

known as a writer of travel books. He arrived in Sydney in 1851, and attempted to 

descend the Murray River from Albury by paddle-boat. When his boat became wrecked 

he walked the remaining 700 miles to Adelaide. He was visiting German settlements in 

South Australia when news of the discovery of gold was received and he left 

immediately for Bathurst. He returned to Germany in 1852. 

Gerstäcker’s factual writing includes a handbook for intending migrants to 

Australia,15 and lively accounts of his experiences in Australia included in his Reisen.16 

His descriptions of German settlements in South Australia are of particular interest in 

this context. In these he emphasises the exact replication there of the settlers’ way of 

life in their place of origin in Germany. 

An Early Description of Klemzig (1850) 
In the yard a boy was harnessing the horses. That was a German harness and a 
German wagon, I could have sworn on it; and a maid came out of the barn with 
an honest German pitch fork in her hand... 
“Come in!” I stood in the middle of the room, and here, dear reader, if you want 
a really clear idea of what I saw, you must stop for a second and go into the first 
farmhouse you get to in Germany – just so, in smell and appearance, was the 
quiet small room which I entered ... The old grandmother ... was a faithful and 
outstanding example of an old German farmer’s wife such as you would find 
only in the heart of Germany itself, and I am convinced that everything, right 
down to the brooches and shoe laces, was genuinely German and that no 
English or Australian item of clothing had ever touched her body. 

                                                
15 Nord- und Süd-Australien. Ein Handbuch für Auswanderer [North and South Australia. A Handbook 
for Emigrants] (1849). 
16 Reisen [Narrative of a Journey Round the World...] (Stuttgart, 1853-54: English translation, London, 
1853). 
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But not just that alone: the oven, the chairs, tables, plates ornamented with 
proverbs, the bowls with verses... in a word, everything was German and had 
one taken a genuine farmhouse room, roots and all, from somewhere in Saxony 
or Prussia, carefully packed it in cotton wool and transported it here, one could 
not have had a more genuine character about it than I saw here.17 

 
His work was very popular in German-speaking countries and with migrants to 

Australia. However, his novels and stories are unsophisticated and their success 

was largely due to the sharp contrast they presented between the wide world 
and its freedom and the narrow parochialism of German life.18 
 

His novels set in Australia19 contain material which is clearly derived from his own 

experiences, such as the description of reactions to the news of the discovery of gold at 

Bathurst in Im Busch (1964). This novel and Die beiden Sträflinge20 include depictions 

of 

the complex relation between convicts, bushrangers, natives and free settlers, 
the fate of German migrants in Australia and the exciting life of the 
goldfields.21 
 

His novels have been translated into several other languages as well as English. Some, 

in modern editions, are still popular with young people in German-speaking countries. 

The Swiss writer, Theodor Müller, born in 1827, lived in various parts of Australia 

working as a wandering journeyman. He published Neunzehn Jahre in Australien 

[Nineteen Years in Australia] (Aarau, 1877).22 He also published descriptions of 

everyday life in Australia in journals.23 Stefan von Kotze (1869-1909) published 

Australische Skizzen: Fern im Süd [Australian Sketches: Far away in the South] in 

1903, the “closest approximation to the Australian bush yarn”,24 and also published 

Australian works translated into German. 

These were the considerable German elements of the cultural environment in which 

Catherine Martin and Henry Handel Richardson grew up, but all this was to be utterly 

                                                
17 Quoted and translated by Charles Meyer in A History of Germans in Australia 1839-1945 (Melbourne: 
Monash University Publishing and Advertising Unit, 1990), p. 104. Quoted also, in a different translation, 
in Jürgen Tampke and Colin Doxford, Australia, Willkommen: A History of the Germans in Australia 
(Sydney: New South Wales University Press, 1990), pp. 35-36. 
18 Leslie Bodi “Gerstäcker, Friedrich (1816-1872)” ADB, Vol. 4, p. 242. 
19 His other works which have an Australian background include Blau Wasser [Blue Water] (1858), 
Inselwelt [Island World] (1860), and Unter Palmen und Buchen [Among Palms and Beech Trees] (1865). 
He also translated Charles Rowland’s Tales of the Colonies in 1853 as Bilder aus Australien [Images of 
Australia]. 
20 Die beiden Sträflinge (1856; translated as The Two Convicts, 1857), which was published in serial form 
in the Examiner and Melbourne Weekly News from October 1859 to March 1860. 
21 Bodi in ADB, Vol. 4, p. 242. 
22 Excerpts translated in Jürgen Tampke, ed., Wunderbar Country: Germans look at Australia, 1850-
1914, (Sydney: Hale and Ironmonger, 1982), pp. 138-48. 
23 Excerpts translated in Voigt, pp. 43-45. 
24 Bodi in Jupp, p. 382. 
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transformed by one event: the Great War. Despite the good relations which had existed 

between the German immigrants and the dominant Anglo-Celtic population for much of 

the nineteenth century, tensions began to develop in the lead-up to World War I. With 

the development of a national consciousness in both Australia and Germany over the 

second half of the century, and finally the achievement of unification in each case, there 

was also an increased mood of nationalism in the air. 

After 1914 relations between them altered and many German-speaking immigrants 

suffered discrimination as a result of international tensions. Harmstorf, Voigt, Meyer 

and Tampke all outline the changes in attitude towards them and give instances of the 

hardship inflicted on many German settlers, no matter how long they had been in 

Australia or how well integrated into the life and society of the new nation they had 

been. The year 1914 marked the end of a long period of amicable co-existence of the 

German and English-speaking sections of the population and heralded the beginning of 

a new, and for a long time more difficult, era in Australian-German relations. The 

legacy of two World Wars involving Australia and Germany spanning the period 

between 1914 and 1945 is that a great deal of this history has been largely forgotten, 

concealed or ignored. 
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CHAPTER TWO 
 

Catherine Martin and her Contacts with German Language and Culture 
 
 

The details of Catherine Martin’s life are difficult to ascertain because of the lack of 

reliable documentation and dearth of primary sources. The main biographical studies 

published so far have been by Margaret Allen, who writes: “virtually no personal papers 

nor letters have survived. Accordingly the task of the biographer is difficult”.1 She also 

records that 

little is known of particular periods of her life, notably of her formative years. 
Few personal papers have been discovered; only a handful of letters and a note-
book diary covering a short period of her old age are extant. No 
autobiographical writings have been discovered, but perhaps such a piece 
exists, awaiting the researcher in some archive or publication.2 

 
In addition, some early inaccuracies concerning the facts of her life have been repeated 

by later writers so that careful checking of all existing sources is required. Some 

information can be gleaned from contemporary local newspapers; some from incidental 

family correspondence and diaries, from the correspondence of Catherine Helen 

Spence, and from correspondence between Catherine Martin and her publishers. She 

also published almost all her work under a variety of pseudonyms, making it difficult to 

trace all her work with certainty. Consequently much of any account of her life and 

writings is necessarily tentative and difficult to substantiate completely. The following 

is based on the sources available and concentrates on those aspects of her life which are 

more relevant to formative and cultural influences and, in particular, on her contacts 

with German and European culture and literature.3 

Catherine Martin was born in Scotland on the Isle of Skye as Catherine Edith 

Macauley Mackay and came to South Australia with her family in 1855, when she was 

eight years old. As assisted migrants, the family was sent to the South-East of the state 

and the father found work on a property in the Naracoorte district, an area in which both 

English and Gaelic were spoken, as on Skye. It is possible that Catherine could have 

had some contact with German settlers in that district. In late 1865 Mrs. Mackay and the 

younger members of the family moved to Mount Gambier, when Catherine was 

                                                
1 Margaret Allen, “What Katie might have learnt in Mount Gambier or some early influences on C.E.M. 
Martin” in Margin. Life and Letters of Early Australia. No. 43, November 1997 (Canberra: Mulini Press, 
1997), p. 2. 
2 Margaret Allen, “Catherine Martin: An Australian Girl?” in Debra Adelaide, ed. A Bright and Fiery 
Troop (Ringwood: Penguin Books, 1988), p. 152. 
3 See also Appendix I for a more detailed account of Martin’s early life, family backgound, and time 
spent in Germany. 
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eighteen. There the mother and an elder sister, Mary, opened a girls’ school, in which 

Catherine later taught. Catherine was apparently educated privately at home, for the 

most part, and the family atmosphere in which Catherine grew up appears to have been 

sympathetic to her intellectual activity and to have encouraged her studious nature. 
In Mount Gambier Catherine became acquainted with the German population which 

made up a significant proportion of the town and its surroundings. At some stage she 

learned German, either in Mount Gambier or before she moved there. She may have had 

other tutors, possibly clergymen, as she grew older. This is suggested by her description 

in An Australian Girl of Stella’s learning German and philosophy during bi-weekly 

visits to a Lutheran pastor (AAG, pp. 75-77). This possibility, however, remains no 

more than a suggestion, since the text of a novel cannot be read as autobiography, even 

when it contains close parallels to features of or events in the author’s life. During these 

years in Mount Gambier she would have had various opportunities to improve and 

extend her own education, by means of the libraries at the Literary Institute and the 

Mechanics Institute; public lectures and evening entertainments organised by various 

groups and institutions in the town; and private tutors and evening classes available in 

the town. 

It is clear that by 1871 she was well acquainted with German literature, especially of 

the Classical and Romantic periods. To this she added knowledge of the works of the 

German philosophers Kant, Fichte and Hegel. Shortly after her arrival in Mount 

Gambier she began to publish poems in the local newspapers, the Border Watch and the 

Mount Gambier Standard. What appears to be the first poem published under the 

initials “C. M.” appeared in the Border Watch in 1865: “Count Cask-o’-Whiskey and 

his three Houses”,4 written for the Total Abstinence Society’s Temperance Column. 

This was followed in 1866 by “To the Clock”,5 and over the next few years more poems 

appeared, all published under the initials “M. C.”6 By the beginning of 1872 she had 

combined her interest in German language and literature with her activities as a writer, 

and began to publish translations of German poems and dramas. The first of these 

translations to appear under the initials “M. C.” was “Dolce Far Niente”, adapted “from 

the German of Gustav Pfizer”.7 This was followed by translations of poems by Ludwig 

                                                
4 BW, 02.09.1865, p. 4a. 
5 BW, 20.10.1866, p. 4a. 
6 See Appendix II for a full list of Catherine Martin’s poems published in 1865-1874 in Mount Gambier’s 
Border Watch newspaper. 
7 BW, 27.01.1872, p. 4a. Any doubt as to whether M. C. and C. M. are the same person is dispelled by a 
report in the next issue of the BW: “‘C.M.’ draws our attention to the fact that the sixth line of the third 
stanza of her translation of ‘Dolce far niente’ in our last was omitted, viz.—‘With unsatiable eyes and 



 18 

Uhland, Heinrich Heine, Joseph von Eichendorff, Wilhelm Müller, August von Platen, 

Gottfried Kinkel, Johann Wolfgang Goethe, and scenes from Schiller’s dramas, and she 

wrote a poem based on the German legend of the Mouse Tower. An earlier poem, 

entitled “More Light”8 and inspired by the reading of a biography of Goethe, had 

appeared in 1871. This poem, published under the initials “C. E.”, may also be attributable 

to her because of its theme and subject, and the fact that she appears to have been the 

only person in Mount Gambier at that time publishing translations from serious German 

literature. She later published translations of French poems and drama as well. In these 

translations she shows a thorough mastery of the German and French languages.9 

In 1874, at the age of twenty-seven, Catherine Martin published a collection of 

poetry entitled The Explorers and Other Poems.10 This anthology, also published under 

the initials M. C., is very thoroughly discussed by Michael Ackland in That Shining 

Band.11 It is difficult now to gauge its reception, but a reviewer wrote in the Leader that 

it contained “not poetry of the highest order, it may be, but poetry sufficiently genuine 

to arrest the reader’s attention”.12 Ackland identifies major themes and preoccupations 

in her work, noting that the three quite different sections “have in common a concern 

with issues of faith and related moral predicaments: all with potentially contemporary 

application”.13 The final section of the anthology consists of a diverse collection of 

translations of poems and segments of dramatic works by Adelbert von Chamisso. 

Johann Gottfried Herder, Ludwig Uhland, Muehler [sic.] (probably Wilhelm Müller), 

Heinrich Heine, Johann Wolfgang Goethe, Friedrich Schiller and Jean Racine. Some of 

these translations had already been published in the Border Watch in Mount Gambier. 

Ackland finds the last section to be significant to the structure of the total work in that 

“it affords an ‘archeology’ of the poet’s ideas”14 and an indication of the literary 

heritage from which many of her leitmotifs developed.15 However, the influence of 

German literature is not limited to the section comprised of translations. It is evident too 

in poems in the first two sections of the collection, such as the poem based on the 
                                                                                                                                          
rapt soul to behold,’ and that ‘words’ in the fourth stanza should have been ‘viands.’ The word ‘adapted’ 
was also misprinted ‘adopted.’” BW, 31.01.1872, p. 2c. 
8 The poem has the following introduction: “To the Editor of the Border Watch. SIR - The subject of the 
following lines, was suggested to me by reading a life of Goethe, the poet, who, it is said, on his death 
bed, kept continually calling for “MORE LIGHT”. BW, 02.09.1871, p. 3a. 
9 Michael Ackland sums up Martin’s competence in German: “to judge from her translations and 
scattered later comments, she gained a high proficiency in the language, and a deep appreciation of 
German cultural attainments”. TSB, p. 94. 
10 M. C. The Explorers and other Poems (Melbourne, George Robertson, 1874). 
11 See Ackland, TSB, pp. 93-113. 
12 Ackland, TSB, p. 93. 
13 Ackland, TSB, p. 97. 
14 Ackland, TSB, p. 97. 
15 See Ackland, TSB, p. 98. 
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legend of the Mouse Tower, and the poems entitled “Heimweh” [Homesickness], “The 

Lake of the Wailing Child” and “A Fragment”. Ackland comments: 

this German heritage is boldly appropriated to current crises. No mere exercises 
in poetic accreditation, the translations lend authority and firm precedent to 
work in earlier sections, and should warn a reader against dismissing her 
original compositions as simply weird or failed attempts to depict specifically 
Australian experience.16 
 

Clearly, the influence of German literature played an important role in her creative work 

at that stage of her life. 

Catherine dedicated this first published volume to her younger brother Alec, who 

had encouraged her literary efforts and even collaborated with her in some writing 

projects, including letters to the press.17 In him she felt she had a reader who understood 

her aims and concerns. Ackland notes that: “to judge from Martin’s prefatory 

comments, her expectations of widespread, sympathetic comprehension were not 

high”,18 and that she looked for “approval from ‘those whose opinions I would most 

highly prize’”.19 The dedication concludes with a poem in German, a feature which 

serves to emphasise the esoteric nature of her preoccupations, and in which she 

expresses the feeling that she is writing for a limited and perhaps elite group.20 

Around 1876 she decided to move to Adelaide and try to earn her living as a writer. 

There she later married and developed a circle of friends and acquaintances who 

included writers, teachers and people who were deeply committed to social issues. 

These included her husband Fred’s second sister, Anna Montgomerie Martin (Annie), 

who ran a progressive school for girls. Annie’s activities must surely have influenced 

Catherine to some extent, as Annie was possessed of a love of learning, a great love of 

English and French literature, a passion for Germany and German culture, a love of 

                                                
16 Ackland, TSB, p. 99. 
17 See Margaret Allen, Three South Australian Women Writers, 1854-1923: 1923: Matilda Evans, 
Catherine Spence and Catherine Martin, (PhD Dissertation – Flinders University of South Australia, 
1991), p. 272. 
18 Ackland, TSB, p. 98. A similar sentiment was expressed by Goethe to Eckermann concerning WM on 
11. October 1828, see Johann Peter Eckermann, Gespräche mit Goethe in den letzten Jahren seines 
Lebens [Conversations with Goethe in the Last Years of his Life] (Stuttgart and Berlin: J. G. Cotta’sche 
Buchhandlung Nachfolger, n.d.), Vol. II, pp. 21-22. 
19 Ackland, TSB, p. 98. 
20 See M. C. The Explorers and Other Poems, Dedication, p. iv. The poem, addressed to those whose 
good opinion she wished to gain, runs: 
“An euch nur dacht’ ich wenn ich sann und schrieb, 
Euch zu gefallen war mein höchster Wunsch, 
Euch zu ergetzen [ergötzen?] war mein letzter Zweck. 
Wer nicht die Welt in seinen Freunden sieht 
Verdient nicht dass die Welt von ihm erfahre”. [Typographical errors in the original corrected.] 
[Only of you did I think when I mused and wrote,/To please you was my highest wish,/To delight you 
was my ultimate aim./He who does not see the world in his friends/Does not deserve that the world 
should learn of him.] The German word used for “you” is a plural form. 
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travel and an interest in serious religious and social questions. Another close friend was 

Edith Hübbe who had attended Annie’s school and had married a German. Catherine 

Martin clearly moved in a group of independent-thinking, innovative and socially-aware 

people. One cannot fail to notice strong similarities between the Martin and Clark 

families, as well as the Mackays, and the fictional Courtland family history and 

connections (see AAG, pp. 35-36). In Adelaide Martin continued to write and had a 

longer work of prose fiction, “The Moated Grange”, published as a serial in the South 

Australian Chronicle and Weekly Mail. This is a story which has both Australian and 

Italian components. It is probable too that she was also the author of an article or work 

entitled “The Life of Heinrich Heine”, which is listed, together with some other titles, in 

Macmillan’s records of manuscripts received, prior to 1888, from Frederick Martin, her 

husband.21 

In mid-1888 Catherine travelled to Europe and continued writing there.22 Her first 

major novel, An Australian Girl, was published in London in 1890 and it is likely that 

she spent some time in London arranging for its publication. On that trip she visited 

Freiburg im Breisgau (mentioned by Stella in An Australian Girl), Dresden and 

probably also Berlin, of which she gives some detailed descriptions in Volume 3 of An 

Australian Girl. Early in 1890 she was in Rome while she waited to revise the final 

proofs. 

On her return to Australia she rejoined her husband and the following year 

Catherine and Fred began an extended trip to Europe which was to last from early-1891 

to late-1894. They are known to have visited Italy, Brussels, Paris, the Channel Islands, 

Holland, Berlin, Dresden, Nuremberg, Munich, Vienna, Budapest, Florence and 

probably England.23 

The Martins then appear to have remained in South Australia until their next trip to 

Europe, which lasted from late-1904 to mid-1907. Part of the reason for this trip was 

probably to arrange for the publication of Catherine’s next longer work, The Old Roof-

Tree: Letters of Ishbel to her Half-Brother Mark Latimer, which was published in 

London by Longmans in 1906. Again they travelled and stayed for lengthy periods in 

various places in Germany, France, Italy and Spain. In 1905 they were joined by Annie 

Martin who spent the summer with them in Germany, in Thüringen. A comment in a 

letter from Catherine to her close friend Edith Hübbe perhaps indicates something of 

what Annie contributed to Catherine’s interest in Germany: 
                                                
21 See Allen, Three South Australian Women Writers, p. 288, fn. 1. 
22 See Margaret Allen, “Fred”, in Hatbox, p. 101. 
23 See Margaret Allen, “Fred”, in Hatbox, p. 102. 
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Just had a letter from Annie in which she finally announced her intention of 
passing the summer with us in Weimar! ... I am very glad of Annie’s decision – 
it did not seem natural she should so completely give her affections to Italy. 
When I first knew her she used to speak more of Germany.24  

 
Catherine’s husband died in 1909 and after his death she made several prolonged trips 

to Europe, where she appears to have made England her base. She did however, in 

1910, receive a commission to write articles on Oberammergau, presumably because the 

Passion Play was performed in that year.25 She was again living in England between 

1927 and 1932 before she returned to Adelaide, where she died in 1937. 

Catherine Martin’s most formative years were spent in Mount Gambier and it was 

almost certainly there that she first developed her deep interest in and knowledge of 

German culture and literature. Mount Gambier is not generally thought of as a German 

settlement, yet it is evident that there was a well-established German community there. 

The picture of the town which emerges from contemporary descriptions and the pages 

of the local newspapers, and in particular the Border Watch, reveals the interaction 

between the different cultures which coexisted in the area. The various communities 

maintained their own traditions but were interdependent. The reasons for Martin’s 

interest in German culture are more easily appreciated when viewed in the context of 

the society which had evolved there. Her choice of subject matter thus appears a natural 

development given the environment in which she grew up. 

The Mount Gambier in which Catherine Martin lived and worked from the ages of 

eighteen to approximately twenty-eight was a rapidly developing town in a fertile and 

productive agricultural and pastoral district. It was remote from both Adelaide and 

Portland, the nearest Victorian port of any size, and it became the foremost business and 

commercial centre in the South-East region. The district was first settled in the 1840s 

and Germans are recorded as settled there in 1850.26 The local newspaper, the Border 

Watch, whose name surely reflects the Scottish presence in the region, periodically 

printed descriptions of this burgeoning centre. These emphasise the speed of its 

development, the solidity of its public buildings and private residences alike, the range 

of commercial, cultural and social facilities available in the town, and the ethnic and 

social mixture in the population. 

An article by a former inspector of schools provides a description of the town and 

district in the early 1850s. He writes of a visit to the township 
                                                
24 David M Martin, “Annie”, in Hatbox, p. 71. 
25 See Rosemary Foxton, ed. The Silent Sea, p. xxvii. There does not appear to be any record of these 
commissioned articles. 
26 Charles Meyer, A History of Germans In Australia 1839-1945 (Melbourne: Monash University, 1990), 
p. 86, also map, p. 43. 
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containing, perhaps one hundred inhabitants, farmers and tradesmen. 
Throughout this oasis, for ten miles round, a number of other farmers raise their 
crops and feed their cattle. Most of them are Germans or Scotchmen; the former 
from the Adelaide side, and the latter from Portland, away in Victoria. Their 
nearest market is Portland, a fearful road through the sandy waste for sixty 
miles; thence their produce is shipped off to the colonial capitals. 
   So long isolated from civilization as to be for several years without the visit 
of a clergyman of any kind, they have not wholly neglected their religious 
interests. The Germans met for Sabbath service among themselves ... 27 

 
In June 1861 the following description appeared in a letter addressed to the editor of the 

Border Watch: 
Sir – As a stranger, quite recently arrived at Mount Gambier, I have been struck 
by the visible signs of progress which the Mount is making. On my way here, I 
stopped at the Dartmoor Hotel … and here I first saw the “Border Watch.” This 
impressed me favourably, for there is always life in a locality which can 
support its own local newspaper.... But I was more distinctly impressed with the 
evidences of progress when I reached the Mount itself. … two steam mills 
puffing and working, suggested the thought that both Mr. Burcham and Dr. 
Wehl were making good grist of their respective mills. … Places of worship 
also show that something more than money-making and animal wants are cared 
for, and the Catholic chapel, the Presbyterian, the German Church and the 
Wesleyan show attention to the diviner part of man’s nature, while the National 
School, and the Band of Hope show that the rising generation are not neglected 
… 
       A TRAVELLER.28 
 

Other descriptions underline the speed of the town’s growth and in January 1869 the 

Border Watch editorial recorded: 
... the development of Mount Gambier has been not only steady but rapid. ... 
Around the wooden hotel and the unpretentious store have sprung up costly and 
elegant places of business, and the streets that not many years ago were grass 
grown in summer and a series of mud holes in winter, and on which at the most 
a few stray horsemen, and perhaps a team of bullocks, might be seen, now 
team, we might say, “at morning, noon and night,” with eager buyers and 
sellers. We have come to assume all but city proportions, with city habits and 
interests.29 
 

It is clear that, at this period, Mount Gambier was a flourishing town growing out of its 

recent pioneer past and attracting an increasing population. 

An earlier description of Mount Gambier in 1862 includes the comment that: “There 

are a large number of Germans on the Mount”.30 According to the census returns, by 

1866, when the Mackays opened their school, Mount Gambier East had a population of 

1,350 persons and 244 houses, and Mount Gambier West a population of 2,584 persons 

and 466 houses, giving a total population of approximately 4,000. The surrounding 

                                                
27 The BW, 19 November 1864, Supplement sheet. 
28 The BW, 12 June 1861, p. 2ab. 
29 The BW, 06 January 1869, p. ab. 
30 The BW, 18 April 1862, p. 2d. 
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district would have increased the total population of the town and its environs to 

perhaps 5,000. The 1871 census shows the combined population of Mount Gambier as 

5,879, with 1042 houses.31 The census did not record nationalities or countries of origin, 

so there is no official record of the actual number of Germans in the area.  

Although it is difficult now to know precise numbers, there are indications that the 

number of Germans living in and around Mount Gambier was significant. For example, 

in 1867, when a delegation was formed to make representations to the Governor of 

South Australia regarding Mount Gambier, nine gentlemen were selected, but when one 

of these withdrew he suggested that a German farmer should be included so that this 

section of the community would be represented.32 Attendances at events organised by 

the German community also give some general indication of numbers, though it should 

be emphasised that the English and German speaking communities were in many ways 

well integrated, so that many German social events were attended by members of both 

communities. In 1867 a picnic arranged by the Deutsche Liedertafel [German choir] had 

an attendance of over one hundred,33 while an evening performance by the Liedertafel, 

given in aid of fund-raising for the Lutheran church, attracted an audience of over two 

hundred.34 The number of Germans in Mount Gambier fluctuated over time, with some 

leaving Mount Gambier for cheaper land around Hamilton and, later, for areas in the 

Wimmera district of Victoria near Horsham,35 while others arrived from areas closer to 

Adelaide which had become worked out. In 1868 the Border Watch recorded the 

                                                
31 The BW, 30 August 1871, p. 2e. 
32 The BW reported that: “He thought that gentlemen of the several interests in the district should be on 
the deputation, and he would suggest that the name of Mr. Hirth, as the representative of the German 
farmers, should be added to the list. Every interest should have its representative ... Mr. Hirth expressed 
his willingness that his name should be added to the deputation”. The BW, 05 June 1867, p. 3a. 
33 Report in the BW: “The members of the German Club (Die deutsche Liedertafel) and their friends went 
pic-nicing on Monday ... The party started from the Club Rooms shortly after sunrise in 12 conveyances 
surmounted by English and German flags. There were an aggregate of over 100 individuals. We are 
assured that it was a most pleasant party, and that all enjoyed themselves much .... ball-play, and dancing 
were heartily engaged in; these with a scramble to the top of the Mount [Schank], and the discussion of 
the good things brought on to the ground in sundry baskets and boxes, quite filled up the day”. The BW, 
13 November 1867, p. 2d. From this description it appears that little had changed at such German social 
events in the 1920s, as Colin Thiele describes them in his novels, The Sun on the Stubble and The Valley 
Between. 
34 Report in the BW: “The [Liedertafel] Society has been established about two months, and last week 
they gave their first concert to over two hundred visitors, which was attended with great success”. The 
BW, 20 May 1868, p. 2c. 
35 “A GERMAN EXODUS - It has been rumoured for some time back that a considerable number of 
German farmers intend to clear out from this district with the view of settling at Horsham, Victoria, after 
next harvest. From enquiries we learn that this is likely to be the case. Already, we believe, a considerable 
area in the district alluded to has been selected by them. The reason assigned for their leaving is that their 
farms are worked out, and they do not see their way to get land in this colony that they would care about 
taking up. They describe the land in the Horsham district as of excellent quality. They purpose, also, to 
take their clergyman with them.” The BW, 18 October 1871, p. 2d. The clergyman concerned promptly 
published a denial that he intended to leave, but did not deny the exodus. The BW, 21 October 1871, p. 
2c. 
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unexpected arrival of a group of fifty to sixty members of German farming families.36 In 

other articles it is suggested that at least one hundred German families might leave the 

district. 

A particularly significant indication of the importance of the German community in 

Mount Gambier is, however, the agreement arrived at in the matter of the establishment 

in 1873 of the first secular boys’ grammar school there.37 (A Church of England boys’ 

grammar school had closed a year or so earlier.) The arrangement was that the school 

would have an English-speaking master as principal and a German-speaking assistant 

master, who would be suitably qualified to teach German as well as English.38 Dr Wehl 

went so far as to intimate at the opening of the school that its establishment was in fact 

an initiative of the German community.39 All students in the school learned German and 

were examined in the language at the end of 1873, three months after the arrival of the 

German master.40 

Although there are frequent references to the German farmers as a section of the 

community, the farmers were not the only Germans there; German professionals, 

businessmen and skilled tradesmen were well represented in the town. The Border 

                                                
36 Report in the BW: “Yesterday morning the inhabitants of Mount Gambier were somewhat astonished at 
the unexpected arrival of eight German waggons filled with men, women, and children, filing through the 
town, the rear being brought up by a herd of cattle suitable for the farm and the dairy. Upon enquiry we 
find that the Germans in question had been formerly resident at German Town, near Adelaide, but in 
consequence of the land having become exhausted they were betaking themselves to ‘fresh fields and 
pastures new’ on land situated in the Hundred of Caroline, as they had no inclination to leave the 
Province, and felt shy of Albury after the late reports from that district of New South Wales. They 
number altogether between fifty and sixty of all ages, and in their new undertaking we wish them 
permanent success”. The BW, 18 April 1868, p. 2b. 
37 An advertisement states that: “The School will afford a thorough English and sound Classical 
Education; the subjects in which instruction will be given comprising – Greek, Latin, French, German, 
Arithmetic, Algebra, Euclid, Trigonometry, and Ancient and Modern History and Geography, the 
elements of Statics, Dynamics, Optics and Acoustics, Reading and Elocution, Writing and Composition, 
and Drawing. The BW, 05 July 1873, p. 1f. 
38 An Editorial of the BW states: “It is ... proposed to establish a school with two first-class teachers – one 
of whom, to meet the wishes of our German fellow-townsmen, would have to be qualified to teach 
German thoroughly. ... We are led to believe there are as many German residents in the place as will 
guarantee the salary of the German master, and we are very certain the English can afford to do their 
share and to spare”. The BW, 02 April 1873, p. 2b. 
39 At the opening of the Mount Gambier Grammar School it was stated that, in the planning for its 
establishment: “In order to give both English and German residents a common interest in the school, it 
was deemed essential that there should be both an English and a German master, so that both languages 
should be efficiently attended to”. The BW, 23 July 1873, p. 2e. In his remarks at the opening, Dr. E. 
Wehl is recorded as having said that: “The want of a good Grammar School was ... felt, while no one 
seemed to have sufficient courage to stir in the matter. It was left to the energy and perseverance of some 
of their German fellow-townsmen to revive the project of establishing a good Grammar School at Mount 
Gambier on the unsectarian principle. And once mooted it found support from all quarters”. The BW, 23 
July 1873, p. 2g. 
40 At the first Speech Day it is recorded that: “Mr. H. Rischbieth said he had examined the lower forms in 
German reading, and the higher forms in German reading, writing, and spelling from dictation. He found 
the higher forms correct in pronunciation, and their writing was very good. The upper forms in the 
spelling from dictation were deficient, but considering the short time they had been practising German 
(last quarter only), he could not expect anything more”. The BW, 20 December 1873, p. 2h. 
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Watch features regular advertisements for a German doctor, a veterinary surgeon, music 

teachers, a steam flour mill, a tannery, a brewery, manufacturers of aerated waters and 

cordials, a wheelwright and carpentry business, cabinet-makers, saddlers and harness 

makers, boot and shoemakers, a watchmaker and jeweller, bakers and pastry cooks, 

butchers, at least one general store, specialist stores, a German boarding house and 

hoteliers, while the German pastors and teachers are frequently referred to in items of 

local news. It is clear too from news reports that these townspeople were integrated into 

the total community and participated in general community activities of many kinds. 

An outstanding figure and clear leader in the German community was Dr. Edward 

Wehl,41 one of the local doctors, but also a businessman and an innovative farmer. It is 

difficult to find an issue of the Border Watch at that time which does not carry a 

mention of his activities. He had arrived in South Australia as a twenty-five-year-old 

medical graduate of Göttingen University, in 1849, joined the gold rush in Victoria. In 

1852 he married Clara, one of the sisters of Ferdinand von Müller. He was therefore 

well connected with the group of German intellectuals who had arrived in Australia in 

the wake of the 1848 revolutions. With his ability to move easily in both language 

communities he became a Justice of the Peace, a magistrate and for many years the 

chairman of the District Council of Mount Gambier East. He was committed to 

community service. He was almost automatically included in any committee or 

delegation which was formed to deal with matters concerning the development or 

improvement of the town. Other German businessmen also played a part in community 

leadership, however. The Farmers’ Club committee was regularly composed of a 

mixture of English and German settlers, and their meetings were usually held in the 

German Club Hall. 

The degree of integration of the German community into the general community is 

further illustrated by the number of marriages between English and German speakers, 

and the number of naturalisations of Germans reported in the Border Watch. In this 

respect the German community in Mount Gambier was very different from the closed, 

rural communities of Hahndorf, Lobethal, Tanunda and the other communities in the 

Barossa Valley. The Mount Gambier community was capable of being a self-sufficient 

group in its own right and it also retained its cultural identity, but it was not a closed 

community. In its openness and ability to integrate, it probably more closely resembled 

the city-based German community in Adelaide. Where there was no language barrier, 

the two groups worked and socialised together, and entertainment and music offered 

                                                
41 For a more detailed account of Dr. Wehl, see Allen, ““What Katie might have learnt”, pp. 8-10. 
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many opportunities for harmonious integration. The Deutsche Liedertafel was formed in 

mid-1867 and made its debut during a fund-raising evening for a small school near 

Mount Gambier. The contribution of the Liedertafel was something quite new to many 

in the audience and the quality of the music and choral work made a considerable 

impact.42 The Liedertafel continued to perform regularly at evening entertainments but 

by the end of 1872 had broken up. When it was re-formed in 1873 it was reported in the 

Border Watch that: 
The new Liedertafel is in several respects differently constituted to the old one, 
one of its principles being that members of other nationalities as well as 
Germans are permitted to join; and the names of several are now in the list of 
members.43 
 

The Liedertafel provides an example of direct cultural input from the German 

community which enriched the total community, but also shows the need for the 

integration of other nationalities into it for its continuing existence and ultimate 

survival. 

The presence of the early German settlers in the district was recorded in some of the 

place names around Mount Gambier – German Creek, German Flats, German Swamp, 

and the suburb of Claraville, named after Dr. Wehl’s wife. The community was marked 

by its Lutheran church, its impact on schooling in certain least parts of the town and 

district, its German Club, with its Hall and its strong links to the Farmers’ Club, all of 

which helped to underpin the maintenance of their common German culture, though it 

seems probable that in Mount Gambier they would not all have come from the same 

German states. The Lutheran church in Mount Gambier was erected in 1862 and 

services were, of course, conducted in German. There was more than one Lutheran 

pastor in the district and visiting pastors from the Victorian Lutheran Church would at 

times conduct services in German in one of the schools. There were also very 

occasional visits by German Catholic priests who delivered sermons in German in the 

Catholic church. 

While there appear to have been no schools exclusively for German children, there 

were a number of schools in which German teachers taught and in which German 

                                                
42 The BW reports: “Taken as a whole there has been no entertainment of a similar class ever presented to 
a Mount Gambier audience. The powerful and able singing of Die Deutsche Liedertafel, under the 
direction of their talented leader, Mr. Jonas, quite altered the class of entertainment usually offered in the 
O. and F. Hall, and we trust to hear the same body upon many public occasions ... A lady amateur ... sung 
brilliantly a German song ... Next followed the Liedertafel with ‘Abehnhcor,’ [sic] which took the 
audience by surprise, and brought down thunders of applause. This body of Germans, whose singing at 
present is purely vocal, muster about twenty-five, and are growing in numbers”. The BW, 16 November 
1867, p. 2c. 
43 The BW, 08 January 1873, p. 2e. 
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children predominated – in at least one case eighty percent of the pupils were German.44 

In all of them, however, instruction was given in English and, to varying degrees, in 

German as well. In these schools all children learned both languages, and were often 

examined in both languages, but, in all other respects, the curriculum appears to have 

been the same as in the English-language schools. A few schools offered an almost bi-

lingual approach;45 in most, German was taught in addition to the basic curriculum. 

Some private schools – including the majority of the small academies which came and 

went, and the two boys’ grammar schools – offered German as an additional attraction, 

frequently together with Latin, Greek and French. In the licensed schools with English-

speaking teachers, German was also sometimes offered, usually taught by a German 

speaker. In 1873 the Mackays’ school offered German for the first time, and it is 

possible that it was Catherine who taught it, since there is no mention of a German 

teacher having been engaged.46 It is not clear, in general, whether learning German was 

considered an advantage from a cultural point of view or from a practical and business-

oriented point of view, but the presence of the German population in the district 

                                                
44 In an account of the examination of the school in Claraville, Mount Gambier, taught by Mr. Jonas, it is 
stated: “Four fifths of the children are German, and the German language, combined with English, forms 
a prominent part of the school studies”. The BW, 10 October 1868, p. 2c. 
45 The examiner’s report on one school near Mount Gambier reads: “... the reading was good and spelling 
very good. I examined the children on what they had read during the half year without first allowing them 
to read it over, and although with few exceptions the children of German parents, and some few only a 
little more than 12 months in the colony, they answered me intelligently and correctly - the second class 
however, far more so than the first ... The school was further examined by Pastor Meischel in German, 
reading, grammar, and answered every question quite correctly”. The BW, 16 December 1865, p. 2e. Two 
years later the examiner’s report for the same school reads: “Mr. Galle’s school was found to be in a 
highly efficient state, great pains having evidently been taken with the scholars. German instruction has 
the first place in this school, and though English is not neglected, the examiner was of the opinion that it 
was desirable that it should have more prominence in the school studies”. The BW, 14 December 1867, p. 
2d. In a more detailed report he expands his comments, at the same time expressing his personal attitudes, 
which may or may not have been representative of those of the general community: “I examined the 
children in English and German reading and translation, English and German writing, geography, 
grammar, and parsing; also ... arithmetic, and ... I am bound to record my most hearty approval of the 
very perfect manner in which the children passed their examination, some few of the elder children 
making no mistake from beginning to end. Very great pains must have been bestowed upon them. 
   I however must in some measure qualify the great praise that is Mr. Galle’s due. I consider that too 
great prominence is given to German. I write solely in what I conceive to be the interest of the children. 
They commence to learn to write in German characters, and when tolerably far advanced English writing 
is added, the consequence is that the child who really writes a most passable German hand is a very 
mediocre penman in that language by the means and daily use of which, in all probability, he must gain 
his livelihood. The same may be applied with equal or more force to reading. Again, I do not consider 
that those English children who attend the School reap the advantage that they might, and which I think is 
their due. I, with deference, would urge that more pains and trouble should be taken to teach German 
children the English language, because they are not versed in it, as in the German, which they already, 
though ungrammatically, speak. And I also apprehend that English children ought to partake of the 
benefits of the German classes, and so reap those full advantages that can only be obtained by attending a 
mixed School. The English children have already, I may add, acquired some amount of German from 
their schoolmates, and a small polishing in School would turn it to good account”. The BW, 18 December 
1867, p. 2c. 
46 See the BW, 13 December 1873, p. 2e. 
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certainly affected the curriculum of many of its schools. At various times German 

classes for adults were also offered by several institutions, such as the Mount Gambier 

Institute, and by individuals. 

The German Club was probably established in 1866.47 The Club had a number of 

functions apart from a purely social one:48 it was one of the numerous Friendly 

Societies active in Mount Gambier;49 it had strong ties to the Farmers’ Club, which 

worked to promote the marketing and economical transport of agricultural products 

from the region;50 and it contributed to the maintenance of German culture in the 

district. The Liedertafel was associated with it, and early in 1870 was performing at a 

concert in aid of the German Club Library. This library of several hundred books was 

later offered for sale to the Mount Gambier Institute and hence became available to a 

wider readership in the town.51 The removal of these German books from the Institute 

Library during the First World War aroused the ire of Catherine Martin in 1920.52 The 

German Club was also very active during the Franco-Prussian War in raising money for 

the relief of war wounded, and the widows and orphans of fallen soldiers.53 By the end 

                                                
47 There is a report of its “anniversary” having been celebrated in February 1867. No further anniversary 
celebrations are recorded in subsequent years, so it seems likely that that was the first anniversary. The 
report reads: “DEUTSCHEN CLUB, or in the vernacular, ‘The German Club’ held its anniversary 
meeting on Thursday evening in their Hall upon Mr. Reineckies premises, Ferrer-street. There was a 
goodly attendance of the representatives of the ‘fatherland,’ and the hours glided quietly and 
harmoniously away in dance, song, and other harmless but exhilirating pastimes. The Club is prospering, 
and has become strong numerically. The German Club has our best wishes for its prosperity”. (The BW, 
23 February 1867, p. 2c.) 
48 The following report in the BW reads: “The Germans resident at The Mount, true to the traditions of 
Vaterland, had in Reinecke’s Hall, on Monday evening last, a Christmas tree of formidable dimensions 
loaded with prizes for the juvenile Teutons, who with their parents mustered between two and three 
hundred. After the prizes had been drawn, which appeared when distributed to offer considerable 
satisfaction, the tables were cleared away and dancing commenced, which was kept up until the small 
hours had been deeply invaded”. The BW, 02 January 1869, p. 2b. 
49 At a conference of Friendly Benefit Societies the German Club was represented by “Messrs Boehm, 
Gardthaussen, and Koop”. The BW, 20 July 1867, p. 2e. At the anniversary celebrations of the Mount 
Gambier Lodge of the I.O.O.F., M.U. it is reported that: “Members of kindred societies had been invited 
to take part in the demonstration, and in response to this the Sons of Temperance, Rechabites, Foresters, 
mutual Benefit Society, German Club, &c., were represented by a considerable number”. The BW, 14 
September 1872, p. 2e. 
There is also a paragraph in the BW which reports: “To show the value of belonging to a friendly society, 
we would draw attention to the case of the family of the late Phillip Kline who was killed a short time 
since at Penola, leaving a wife and five children in very narrow circumstances to deplore his loss. Kline 
had fortunately joined the German Club a month before his death, and the result has been that the 
members of that body have raised amongst themselves and presented to the widow and orphans’ twenty 
pounds”. The BW, 11 April 1868, p. 2c. 
50 At a time when the markets were lower in Mount Gambier than in Melbourne and Adelaide, the BW 
reports: “The mills being well supplied, prices will probably remain stationary for some time to come. We 
hear a number of the German farmers, who are still large holders, are making arrangements to despatch 
one or two of themselves to Melbourne to dispose of their wheat”. The BW, 10 June 1864, p. 2d. The 
farmers worked cooperatively in farming matters. 
51 See the BW, 02 August 1873, p. 2e. 
52 See the BW, 03 February 1920, p. 2. 
53 The following advertisement appeared in the BW: “DER DEUTSCHE KRIEG. Das Hülfscomite des 
Deutschen Clubs ladet alle Deutschen dringend ein, am Montag den 12ten Sept., Abends, 7 Uhr in der 
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of 1870 the club had collected £220 which was sent to Germany and the committee 

expected to be able to send another £100.54 News of peace prompted a German service 

in the Evangelical Lutheran church, a torchlight procession and a fireworks display.55  

In 1872 some of the more intellectually inclined German citizens formed a 

Fortschrittsverein [Progress Association], the objects of which were to be: “the social 

and mental improvement of its members by means of dramatic, conversational, and 

vocal and instrumental musical exercises, &c.” and the proceedings at meetings were to 

be conducted “solely in the German tongue”.56 Some six months later they announced 

their first public entertainment which was to consist of: “vocal and instrumental music, 

and two dramatic performances – a tragedy and a comedy – in German”.57 It was also to 

be “in aid of the formation of a Library”.58 The programme included the ninth, tenth and 

eleventh scenes of Act V of Schiller’s Maria Stuart and a comedy entitled Eine 

Räubergeschichte [A Robber Story]. The performance attracted an audience of almost 

two hundred persons, despite the fact that the items, the prologue and epilogue were all 

given in German. A printed synopsis of the comedy was supplied, and a very detailed 

account of the whole evening, including the text of the prologue in German, was printed 

in the following edition of the Border Watch.59 After this event there were a succession 

of evenings which consisted of performances of musical and dramatic items, followed 

by formal dancing lasting until the small hours of the morning. Admission to these 

evenings was by invitation only. Three traditional German celebrations repeatedly 

                                                                                                                                          
Clubhalle zu erscheinen, um die besten Mittel und Wege zu berathen unsern für das Vaterland 
Kämpfenden Deutschen Brüdern Hülfe zu leisten. Kommt Alle, die ihr das Vaterland Lieb Habt!! 
DAS COMITE”. The BW, 07 September 1870, p. 3e. There is also the following report: “THE 
PRUSSIAN WOUNDED.-The German residents of Mount Gambier and neighbourhood, showed 
themselves on Monday evening, quite as patriotic as their countrymen in other portions of Australia. A 
meeting, attended by 70 or 80, was held that evening in the German Club Hall, Mr. A Holtje in the chair, 
to take steps to raise money to aid the wounded, and the widows and orphans, of such German soldiers as 
might be killed in the war against France. The meeting was addressed by Messrs Holtje, W. Wehl, C. 
Wehl, Reischbeith, A. Reinecke, and others, showing the sympathy of the meeting for the Germans in the 
present struggle, were unanimously passed ... About £90 was collected in the hall, and subscription lists 
are now distributed in town and country, with the view of augmenting that amount”. The BW, 14 
September 1870, p. 2e. 
54 The BW reports: “GERMAN WAR RELIEF.-The Germans of Mount Gambier sent per last night’s 
mail, £100 for their suffering countrymen in Europe, making a total of £220 from this town. It is expected 
that another hundred will be forwarded by next mail”. The BW, 03 December 1870, p. 2c. It is interesting 
to note that some of the prominent German citizens of Mount Gambier and in Adelaide also contributed 
to the French War Relief Fund. 
55 See very detailed report in the BW: “GERMAN PEACE CELEBRATION”. The BW, 27 July 1871, p. 
2ef. 
56 The BW, 25 May 1872, p. 2e. 
57 The BW, 02 November 1872, p. 2d. 
58 The BW, 06 November 1872, p. 3d. 
59 The BW, 09 November 1872, p. 2ef. 
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reported in the Border Watch are serenading,60 tin-kettling, not always appreciated by 

the non-German section of the population,61 golden wedding celebrations,62 as well as 

the German Christmas customs, including tree and decorations. 

Frequent reports of news of importance to the German community in the Mount 

Gambier district appeared in the local newspapers, including news of Germany – in its 

various states – in the international coverage, which was quite extensive. Notices of 

special events pertinent to the German population, such as church notices, calls to vote 

in elections – with reminders of the issues involved, e.g. the Education Act, German 

immigration – appeals for support in patriotic matters, such as war relief collections for 

Schleswig-Holstein and during the Franco-Prussian war, and some social events, were 

all published in German, and this appears to have been accepted without comment. 

Some English-speaking advertisers also added a segment in German which was 

presumably intended to appeal to German customers and so increase custom, though 

some of these attempts were couched, unintentionally, in comically bad German. 

It is interesting to note that, in the general South Australian and Australian news 

reports in the Border Watch, the names of Germans appeared quite frequently, as 

acknowledged authorities in particular fields, and they were apparently sufficiently 

well-known to require no introduction. These included regular reports concerning the 

botanist Dr. Richard Schomburgk and Dr. Mücke, in particular. Schomburgk’s 

                                                
60 For example, the BW reports: “SERENADING-On Friday evening one of those pleasing continental 
observancies, indicative of respect towards the individual to whom they are offered, was enacted at 
Mount Gambier, upon the occasion of the anniversary of the birth day of Mr. William Wehl, manager of 
the Victorian Steam Flour Mill. About 9 o’clock about twenty five of the Deuscht Leiber-Tafel, issued 
from Mr. Reinecke’s rooms, Ferres-street, armed with white rods upon the top of each being a small 
lamp; having formed themselves into a procession they marched to Mr. W. Wehl’s private residence in 
Commercial Road, where, under the direction of Mr. Jonas, they made the welkin ring with very choice 
vocal harmony which had been rehearsed sometime previously for the occasion. Mr. W. Wehl having 
returned thanks for the honor conferred upon him invited them within and regaled them in a very 
handsome manner. Some more vocal music, and a little speech-making, and they separated with every 
mark of mutual gratification. The BW, 16 October 1867, p. 2d. 
61 The BW reports: “TIN-KETTLING.-The two men belonging to the tin-kettling brigade, who, on 
Monday night last, were anxious to do honour to the Host of the Globe Inn, here, on the occasion of his 
entering into the matrimonial state, received a salutary lesson at the Police Court on Wednesday morning, 
the magistrate ordering them to pay a fine of 10s. each for the offence, or in default three days 
imprisonment. We hope this will act as a warning for the future, and that the ‘good old custom’ will be 
allowed to fall into disuse”. The BW, 04 September 1869, p. 2d. 
62 For example, the BW reports: “A GOLDEN MARRIAGE.-On Wednesday last the interesting 
ceremony known among our German friends as a golden marriage or jubilee, took place in the 
Evangelical Lutheran Chapel, Mt. Gambier ... As so few of our English readers will know anything of this 
ceremony, we may as well explain what it is. When a German married couple reach the 25th anniversary 
of their marriage they celebrate the event with a religious ceremony and great rejoicing, and the wife is 
crowned with a silver wreath by her friends. This is called the silver marriage. Should they live to see the 
50th anniversary the event is celebrated in like manner, but with greater pomp and ceremony (the event 
being comparatively so rare) and the lady is this time crowned with a golden wreath. In Germany not only 
the immediate friends of the couple interested attend at these celebrations, but also all the leading families 
of the district, and very often the King or Emperor himself. We believe this is the first event of the kind 
that has been celebrated in Australia”. The BW, 18 November 1865, p. 2d. 
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generosity and helpfulness are evident in reports of his offers to supply seeds of native 

grasses,63 trees and shrubs, and of his incessant experimentation with new varieties and 

attempts at acclimatisation of imports,64 while his popularity is indicated in an account 

in 1872 of his having been serenaded in the German fashion: 
The German residents serenaded Dr. Schomburgk on Tuesday night at his 
residence and presented him with a congratulatory address on his return, and his 
resistance of the offer made to him to leave Adelaide for Victoria.65 

 
Dr. Mücke is mentioned for, among other things, a pamphlet on National Schools, news 

of his election as a member of the Botanic Society of Magdeburg, and his investigations 

into the mysterious “coast disease” which was a problem in the Mount Gambier area. It 

is evident, from these and other reports, that he was much respected for his 

achievements and contributions to the colony.66 Others mentioned include the botanist 

Baron Ferdinand von Müller,67 the musician Carl Linger,68 the scientist Professor 

Neumayer,69 the botanist E. B. Heyne,70 the journalist Dr. Ulrich Hübbe,71 the politician 

and land agent Mr. Krichauff,72 the zoologist Gerard Krefft,73 and the journalist Mr 

Eggers.74 

Another feature of the German community in Mount Gambier which is brought out 

in reports in the Border Watch is the intense loyalty of its members to the British royal 

family. The attitude of the early settlers towards the various German heads of state had 

been mixed, since many had left Germany because of conflict with authorities arising 

from religious and political differences. While many would not have felt that they could 

ever return to Germany they nevertheless valued their German cultural heritage and still 

felt strong ties to their country of origin. Some, such as Ferdinand von Müller and 

Georg Neumayer, had even received medals and honours from German heads of state. 

The royal families of Great Britain and some of the German states had been interrelated 

since the accession to the British throne of George I. They had been brought more 

                                                
63 See the BW; 1 February 1868, p. 2a; 25 July 1868; 23 September 1868, p. 2; 19 December 1868; 29 
June 1870, p. 2ab; 26 July 1871 p. 3e, inter alia. 
64 The BW reports: “The doctor is a colonist of the right sort. His mind seems ever on the stretch to obtain 
for the colony products that might be raised with a prospect of success and profit; and if he could, he 
would soon acclimatise many auxiliaries to our orthodox staples – wool, copper and wheat”. The BW, 29 
June 1870, p. 2a. 
65 The BW, 23 November 1872, p. 2c. 
66 See the BW; 27 March1869, p. 3c; 16 June 1869, p. 2d; 28 July 1869, p. 2ab 
67 See the BW; 1 February 1868, p. 2a; 4 June 1873. 
68 See the BW; 21 February 1862, p. 2d. Notice records his death, with regret. 
69 See the BW; 30 January 1863, p.1. 
70 See the BW; 26 January 1870, p. 2b; 22 March 1871, p. 2c. 
71 See the BW;16 October 1872, p. 2d. 
72 See the BW; 8 Janaury 1873, p. 2bc; 15 October 1873, p. 2g. 
73 See the BW; 18 October 1873, p. 3c. 
74 Almost all of these names are mentioned in Chapter 1. 
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closely together by the marriage of Queen Victoria – whose German mother was the 

daughter of the Duke of Saxe-Coburg-Saalfeld – to Prince Albert of Saxe-Coburg-

Gotha. The close blood relationships between the heads of state may have created a 

certain perception in the Australian colonies that Germans could be considered in some 

sense “cousins” of the British who were more closely related to them than were 

nationals of other European countries. Certainly Germans, rather than other Europeans, 

were actively recruited as colonists. Since the Queen was at least half-German, her 

husband was German, and her children were raised speaking German and understanding 

German culture, it was probably natural that the Germans in Australia should 

demonstrate loyalty to members of the British royal family. This was expressed in the 

form of separate formal addresses in German, torchlight processions and fireworks 

displays, such as those during the visits of Prince Alfred, the Duke of Edinburgh.75  

In the early 1870s Mount Gambier suffered an economic decline. Many prominent 

businessmen in the town had their estates assigned, and were forced to sell assets and 

close businesses. These problems affected the German community as much as other 

sections of the population; Dr. Edward Wehl was one of those obliged to sell his assets 

and leave the town. The economic downturn at this time may have affected the 

Mackays’ school also. The Education Act of 1875 apparently reduced its viability76 and 

the financial downturn may have provided a further impetus for Catherine to decide to 

leave Mount Gambier and seek to establish herself as a writer in Adelaide. 

In general, however, Mount Gambier was a prosperous town in a fertile area in 

which a strong sense of identity had developed among its townspeople. The population 

was formed of people who came from many different environments and from different 

educational backgrounds. The stimulating endeavours of the German Forty-Eighters and 

the religious beliefs and practices of the Lutheran church all formed part of the fabric of 

the community and contributed to the intellectual climate in which Catherine Martin 

grew up and began her literary career. It was there that she developed her abiding 

interest in German literature and culture, and the resources were there to both arouse 

and foster those interests. The residents who chose to live, work and socialise together 

harmoniously must have been enriched by the sharing of the cultures in Mount 

Gambier, as in South Australia as a whole, and this is the picture of Australian society 

that Catherine Martin gives us in her first major work of fiction, An Australian Girl. 

                                                
75 See the BW, 6 November 1867 (editorial), p. 2. 
76 See Margaret Allen, Three South Australian Women Writers, pp. 273-74, fn. 2. 
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Stella Courtland, the heroine of An Australian Girl, lives in Adelaide, so her 

German acquaintances live, some in Adelaide, and some in small German settlements to 

the north of the city beyond Gawler, in the fertile vine-growing district. Martin’s 

nostalgic descriptions of these rural townships and their inhabitants evoke the German 

life-style in Australia some fifty years after their establishment, and on a par with the 

Mount Gambier district. An appreciation of the history of German settlement in South 

Australia and of the forms of integration between the German and English-speaking 

populations as described in Mount Gambier assists the reader’s understanding of the 

place that German farmers, pastors, and educated men occupied at that time in the South 

Australian milieu. 

Stella’s learned German teacher, Pastor Fiedler, with his “little sitting-room … and 

the big bookcase that took up the whole of one side of the room” (AAG, p. 75), lives in 

Blumenthal [Valley of Flowers] – an “old-world charming little German-looking 

township and with “quiet, shadowy woods all round, broken up by farms and vineyards 

and numberless homesteads, nestling among fruit-trees” (AAG, p. 125) – in some ways 

a later version of Gerstäcker’s 1850 description of the village of Klemzig. It has, of 

course, its small Lutheran church. The extended Schulz family lives there too, 

grandparents, parents and grandchildren, reflecting the usual pattern of migration in 

which the whole family and whole community were involved. There is also a descripton 

of the Dankfest [Harvest Thanksgiving Festival] and mention of an imminent golden 

wedding celebration. 

Dr. Stein, a long-time friend of Stella’s deceased father, lives in Adelaide and thus 

represents the city dwellers. His home is apparently named “Rosenthal”77 [Rosedale] 

and Stella returns from there one day appropriately laden with roses from his garden 

(see AAG, p. 115). Its location in the city is indicated by Stella’s drawing up the curtain 

to reveal a view of the city “with its white buildings and scores of spires encircled by 

shady parks” (AAG, p. 118). Dr. Stein plays host to the Berlin-based Professor Kellwitz, 

whose field appears to be archeaology and ethnology, and who is a friend from their 

student days in Germany. Here there is a strong suggestion of the world of the Forty-

Eighters. 

Finally there is the figure of Frau Kettig, an elderly German woman, ill and left 

alone in the world, whom Stella visits and to whom she reads a comforting hymn (see 

AAG, p. 146). Cheerful and long-suffering, Frau Kettig illustrates the fate of some of the 

                                                
77 This property bears no relationship to the township of the same name (anglicised after 1914) north-east 
of Gawler, mentioned in the Academy Edn. notes. See AAG, p.679, fn. 1. 
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immigrants who have lived out their life in Australia but who have no family to care for 

them in their old age. Martin draws some very affectionate portraits of the members of 

the German community Stella interacts with in Australia. These appear to reflect 

Martin’s own experiences while growing up in Mount Gambier and in later life in 

Adelaide. 
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CHAPTER THREE 
 

Questions of Form in An Australian Girl: German Models, Parallels and 
Allusions. 

 
 

When Catherine Martin’s first major novel was published by Richard Bentley and 

Son in London on 9 July 1890, it was reviewed on both sides of the world.1 While the 

reviews were, on the whole, favourable, and even enthusiastic, with regard to its literary 

quality and the Australian content, in matters such as descriptions of the climate and 

landscape, nature, station life, everyday dialogue and social satire, there was less 

consensus on the aspects of characterisation and plot. Here opinion was somewhat 

divided, and there was much less enthusiasm for the intellectual aspects of the novel, 

which present religious, philosophical, political and social justice issues at length. The 

early reviews, in England as well as in Australia, were nevertheless generally 

encouraging, citing freshness, vigour, humour and interest as salient characteristics of 

this work by a new Australian author. The main reservations expressed in these reviews 

are concerned with the extensive metaphysical content: the letters from Stella to her 

brother Cuthbert seemed to be “dragged in without much regard to the plot of the 

story”;2 “far too many pages of this clever story are devoted to discussions and to 

quotations from philosophers and polemical writers”;3 the story is “piloted through 

perilous straits of speculative thought and ... out of morasses of intellectual padding”;4 

while “Stella Courtland ... spoke and wrote interminable pages of reflections on life, 

death and theological doctrines”.5 The reviewer for the London Spectator went so far as 

to describe the novel as “all but unreadable” and found that the author was deficient in a 

“sense of form”.6 

The question of form is taken up by Christopher Lee in his analysis of some of these 

reviews. In response to the reviewer for the Spectator he writes:  
What irks this reviewer is that the content of the novel is incompatible with the 
novel form. The complex intellectual discussions violate the expectations of 
this form because it is one which should not require too much “mental 
attention”. But precisely what “form” of novel is it? The reviewer is not precise. 
And why shouldn’t a novel require some form of “serious” mental attention? 
The Spectator’s review is clearly making a distinction between those types of 

                                                
1 For an overview of these reviews see Rosemary Campbell, “Introduction” in AAG, pp. xlviii-lv, and 
Christopher Lee, “Women, Romance, and the Nation: The Reception of Catherine Martin’s An Australian 
Girl”, Australian Feminist Studies, Number 17 (Autumn 1993), pp. 67-80. 
2 Athenaeum, no. 3273, 19 July 1890, p. 93, quoted by Campbell, AAG, p. xlix. 
3 Manchester Guardian, 22 July 1890, p. 10, quoted by Campbell, AAG, p. xlix. 
4 Academy, no. 953, 9 August 1890, p. 107, quoted by Campbell, AAG, p. xlix. 
5 Sydney Mail, 15 November 1890, p. 1090; quoted by Campbell, AAG, p. li. 
6 Spectator, 31 January 1891, p. 150, quoted by Campbell, AAG, p. l. 
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novels which require “mental attention” (i.e. the “serious” novel), and those 
which do not and indeed should not.7 

 
The questions Lee poses here are very relevant to any consideration of a novel such 

as An Australian Girl. Lee goes on to point out that what the Spectator’s reviewer 

appears to expect is “light entertainment” presented in the form of a “domestic 

romance” and, by implication, a form for women. An Australian Girl does indeed 

contain a love story, albeit without a “happy ending”, but that is not all it consists of, 

and there is nothing in the content to suggest that it is directed primarily at a female 

readership. Lee sums up the reviewer’s attitude:  
The introduction of “serious” intellectual and philosophical material within An 
Australian Girl ... represents a threat to the domesticated sensibilities of the 
female readership ... It is ... a text in violation of the popular romantic form.8 
 

Lee notes that Australian reviewers in the Australasian Critic, and the Sydney Mail, and 

Desmond Byrne, in Australian Writers, all comment on the form of the novel. The 

reviewer for the Australasian Critic finds that the author has committed an error of 

judgment in introducing too much material on varied subjects. He writes: 
On some pretext or other, more or less relevant to the story, we are treated to 
excursuses (they are nothing else) on Kant’s “Kritik,” on Socialism, on the 
access and decadence of religious fervour, on charity organisation, and a 
number of other subjects.9 

 
He concedes that these topics are well handled but adds: “we cannot but wish that the 

author had economised resources with a view to a more adequate exhibition of them in a 

context where they are more urgently demanded”.10 Lee’s analysis is that “the objection 

here is not against the material itself, but the presentation of this material within an 

inappropriate form”.11 He remarks, similarly, that the reviewer for the Sydney Mail 

draws attention to the perceived “problem of the presentation of intellectual content 

within a romance form”.12 Lee also alludes to Desmond Byrne’s description of An 

Australian Girl as “a fine story, despite some irregularities of form”.13 

The matter of form was also raised by Bentley and Son in January 1891 when they 

suggested the publication of a cheaper, one-volume edition (intended to be an 

Australian edition) which they felt might appeal to a wider readership if it was abridged 

in such a way as to reduce the more intellectual content of the novel. In fact, the final 

                                                
7 Lee, p. 69. 
8 Lee, p. 71. 
9 The Australasian Critic, 1 November 1890, p. 32; also quoted by Lee, p. 75. 
10 The Australasian Critic, 1 November 1890, pp. 32-33; also quoted by Lee, p. 75. 
11 Lee, p. 75. 
12 Lee, p. 77. 
13 Desmond Byrne, Australian Writers (London: Bentley & Son, 1896), p. 25; also quoted by Lee, p. 73. 
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cuts amounted to some 50,000 words or about one-fifth of the novel.14 The task of 

abridgement must have presented problems, for Bentley wrote to Martin that: “the book 

has been a singularly difficult one to consider, as it contains so many varying elements 

in it, & the transitions are so abrupt from one phase to another”.15 These comments can 

be related, once again, to the form of the novel. Bentley goes on to comment that what 

the publishers term “Metaphysical Observations” constitute “a topic not often expected 

to be met with in the pages of a novel” and that: “These passages also, coming as they 

do, somewhat suddenly upon the reader, tend to break the continuity of the story, and to 

make him entertain the idea that two separate works were fused together”, while what 

they term “German Socialism”, is brought in “like an after introduction, grafted at a 

later period upon the book ... it is almost an incongruous element in the book”.16 In 

making their suggestions Bentley took into consideration criticisms made by English 

reviewers of the first three-volume edition. However they had, as early as January 1890, 

(that is, when they first agreed to publish the work), expressed the opinion that, because 

of the metaphysical elements, the novel offered “does not appear to us one that would 

captivate the ‘masses’ – it appeals more to the cultivated classes”.17 

The correspondence between Bentley and Catherine Martin shows that the latter was 

less than happy with the cuts suggested, even in the first edition, and recognition of her 

resistance to the curtailment in the one-volume edition of 1891 of certain passages is 

implied in a letter from Bentley which states: 
The passages excised in the copy sent to you would not have originally 
appeared in the book if you had not had some feeling for them—& ... they 
probably lead up to a large train of thought & ideas surrounding but not 
expressed in the work.18 
 

This correspondence would seem to be a clear indication that these aspects of the novel 

were very important to Catherine Martin, and that she felt the novel lost its coherence if 

it was not presented in its entirety. This idea is echoed and supported by Rosemary 

Campbell when she writes: “... the demonstrable significance of the deleted passages for 

the reader’s experience and understanding of the novel demands their restoration in a 

modern edition”.19 It is also important to note that a sizeable proportion of the excised 

material relates to German philosophical thought and to German social and political 

conditions, while one reasonably significant character, a German-Italian woman, is 

                                                
14 See Rosemary Campbell, “Introduction” in AAG, pp. lv-lvi and p. xliv. 
15 Quoted by Campbell, AAG, p. xl. 
16 Quoted by Lee, p. 72. 
17 Quoted by Campbell, AAG, pp. xxxii-xxxiii. 
18 Quoted by Lee, p. 72. 
19 Quoted by Campbell, AAG, p. xlv. 
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removed entirely from the Berlin section of the novel. Approximately one-sixth of the 

novel is set in Berlin, and there are also numerous extended passages which present 

discussions of German literature and philosophical ideas. In view of the amount of 

material in the first edition which is either set in Germany, includes German characters, 

or contains direct references to German thought and literature, it is noticeable that 

reviewers have made little reference to these elements of the novel. 

Of five English reviews, three short ones in the Spectator,20 the Athenaeum,21 and 

the Manchester Guardian make no mention of German elements or references; a 

somewhat longer one, in the Academy22 also makes no mention of any German 

elements; while the fifth, in the Pall Mall Gazette, notes only: “Then Kant comes in, 

interpreted to her by a German teacher”.23 The Manchester Guardian alludes to 

“quotations from philosophers and polemical writers”24 but gives no indication of the 

writers mentioned or of the nature of the thoughts discussed. Campbell also records an 

“extract from an undated review in the London Morning Post” which, while it speaks of 

the “‘freshness’ of Antipodean fiction” and praises “a work which has deep human 

interest allied to much literary merit”,25 also does not mention German elements. 

Australian reviews fare better in this regard. Of four Australian reviews of the first 

edition, two pay specific attention to the German elements, while two more make a 

passing acknowledgement of their part in the novel. In this latter category are The 

Sydney Mail which notes that Stella, the heroine, “had Kant’s ‘Kritik of Pure Reason’ 

[sic] at her fingers’ ends”, that her “German studies had culminated in Kant ...” and 

quotes some of the discussion of Kant. It also mentions that she and “Dr. Anselm 

Langdale, who is half a German” strike up a friendship “on the strength of their mutual 

acquaintance with Heine and Goethe”.26 It records, too, that German expressions of 

endearment are frequently used between the lovers but complains that “The author’s 

acquaintance with German writers has not prevented him or her from falling into some 

glaring errors in the use of their language”.27 This reviewer concedes that the printer 

may have been responsible for at least some of the errors he reports.28 The Australasian 

Critic, in a review of similar length to the preceding one, mentions Kant’s Kritik, and 

                                                
20 See Spectator, 31 January 1891, p. 150. 
21 See Athenaeum, no. 3273, 19 July 1890, p. 93. 
22 See Academy, no. 953, 9 August 1890, p. 107. 
23 Pall Mall Gazette, 22 August 1890, p. 3. 
24 Manchester Guardian, 22 July 1890, p. 10. 
25 Quoted by Campbell, AAG, p. l. 
26 Sydney Mail, 15 November 1890, p. 1090. 
27 Sydney Mail, 15 November 1890, p. 1090. 
28 Campbell records: “Martin complained of the book’s numerous and serious printing errors in a letter to 
Bentley when she received a copy after publication” (AAG, p. xxxviii). 
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notes “a not unstudied appearance of familiarity with several of the better known 

European tongues”.29 The writer of this review also comments on two errors in the 

German. 

Only the Adelaide Observer and the Age of Melbourne offer much longer reviews 

and pay more serious attention to the German elements in the novel. Both reviews 

include more extensive quotations from these sections. In the review in the Adelaide 

Observer the author is described as “... a writer fully equipped with the best thought of 

others in various fields and in various languages”, although German is not mentioned 

specifically. Later in the review it is suggested that the reader should not omit the 

sections in Volume 3 which deal with German Socialism in Berlin, because of their 

value as a contemporary record of the political events of the time, stating: “Those who 

are impatient with the description of German socialism towards the close ... will lose 

notes apparently made on the spot by one capable of observing the signs of the times”. 

Reference is also made in this review to a “word-picture of the Dank-fest (thanksgiving 

service) in a German village”, albeit a German village in South Australia, and the 

extended quotation given is cited as an example of “a description of the beauty of our 

Australian scenery”. This review thus provides an indication of the familiarity of South 

Australians of the time with German settlements and customs and of their place in the 

Australian scene. The review also makes mention of the Lutheran pastor “who had 

introduced her [Stella] to the whole range of German literature, even to what was of a 

very unsettling kind”30 – clearly a reference to her reading of German philosophy. 

The review in the Age, which is possibly attributable to Catherine Martin’s close 

friend, Catherine Helen Spence,31 also makes mention of the description of “a German 

village in the Mount Barker district”, the fact that the heroine “turned to German 

philosophy”, and reports at length on the section on German Socialism. It states: 
the account of the aspect of German socialism, evidently taken on the spot at 

Berlin, where the supreme crisis in Stella’s life takes place, makes it an 
important contribution to our knowledge of the mighty forces that are rending 
society ... While costly armies and weapons are kept up at the people’s expense, 
the work of the nation is being largely carried on by underfed women, who 
work 14 and 15 hours a day in the sterile fields of Prussia on starvation wages.32 

 
Six paragraphs of the review are devoted to this aspect of the novel, with three 

paragraphs of the novel quoted in full and summarised accounts given of other incidents 
                                                
29 Australasian Critic, 1 November 1890, p. 33. 
30 Observer, 20 September 1890, p. 41. 
31 Campbell states: “Although unsigned, it appears to be by Catherine Helen Spence”. She adds a 
footnote: “Emphasis on the novel’s moral and political messages and oblique reference to her own novel, 
Clara Morrison (1854), suggest Spence”, AAG, p. l. 
32 Age, 13 September 1890, p. 14. 
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and characters. In another review in The Public Service Review33 of 1896, actually of 

the later Australian edition of 1894 from which much of the German material had been 

excised, no German elements are mentioned. 

While some of these first reviewers have commented on references to German 

philosophy and literature, the use of some German words, and descriptions of social 

conditions in Germany in 1888, none has suggested that they play any significant role in 

the novel or are more than perhaps picturesque additional touches. The German 

elements were seen as incidental to the main story of love and betrayal in a recognisably 

authentic Australian setting. In other words, the emotional element was perceived to be 

the principal one and the intellectual element was seen as a series of digressions from 

the main theme. This was also the element which was greatly reduced, and indeed 

whole sections of it removed entirely, by Bentley in the second edition of 1891. 

Catherine Martin apparently did not view the work that way. Rosemary Campbell 

has pointed out that there was “an animated exchange of letters between publisher and 

author which reveals that they had radically different views about the book”.34 She 

states that George Bentley found the strength of the novel to be in the love story and 

“not in the philosophical material Martin had incorporated into the narrative framework. 

Martin, on the other hand, saw the story itself as a vehicle for serious and sometimes 

radical intellectual discourse”.35 Campbell also finds that: “Each stage of [Stella’s] 

experience is linked with an intertextual referent – her period of intellectual and 

spiritual questioning with Kant’s Critique of Pure Reason” while her “mental and 

spiritual descent into a Dantesque ‘Inferno’ ... is played out, in a bleak European winter, 

against a background of poverty and oppression in Berlin”.36 However the poverty and 

oppression in Berlin become more than a background – they become, in fact, an impetus 

to her to direct her energies into providing an opportunity for a better life for such 

victims of society in a new land. The intellectual element, including the German 

element, is an integral part of the structure of the novel – a novel which, amongst other 

things, “celebrated German literature and philosophy”.37 

It is clear that a major difficulty for some reviewers is in recognising what the form 

of the novel is and how it should be categorised. Lee poses the question: “What form of 

novel is it?” but does not provide an answer except to suggest that there is no reason 

why a novel should not be “serious” and demand “serious attention”. Some indications 
                                                
33 See Public Service Review, 4, no. 7 (February 1896), pp. 54-55. 
34 Campbell, AAG, p. xix. 
35 Campbell, AAG, p. xix. 
36 Campbell, AAG, p. xix-xx. 
37 Campbell, AAG, p. xxxix. 
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of Catherine Martin’s concept for the work may be found in what little is known of its 

genesis. The earliest allusion to the new work she was engaged upon is in a note in 

Macmillan’s Archives, dated 10 January 1889, concerning the return of a manuscript to 

her. After she left for Germany in May 1888, specifically to study and write,38 she spent 

time in the university town of Freiburg im Breisgau in the south-west and also in 

Dresden, in Saxony. From the evidence provided in the novel it would appear that she 

spent time in Berlin as well. It is also known that she was in the habit of reading in 

public libraries.39 From mid-1888 until early in 1890 she was immersed in everyday 

German life, and presumably in its culture and literature as well. At some time in 1888 

she submitted a manuscript to Macmillan which was entitled Letters of Stella von 

Arnim. This is considered to be an earlier version or forerunner in some form of An 

Australian Girl, although the manuscript has not survived.40 The title makes a very clear 

allusion to Bettina von Arnim, née Brentano, and, by implication, to Goethe. Catherine 

Martin’s admiration for the latter is well documented. 

                                                
38 See AAG, pp. xiv, 650. 
39 See Allen, CML, p. 33. Allen writes: “it is important to note that she was a regular user of Public and 
community Libraries. It appears that this habit began in her youth with the Mount Gambier Institute 
Library. During her visit to Europe she made use of Public Libraries. In 1907 she passed some time in 
‘the great library’ in Madrid. Spence reported ‘She has discovered great things in Spanish literature.’ 
Martin like Spence could also make judicious use of the Public Library in Adelaide. In July 1908, Spence 
noted that Martin has recommended that she go to the State Library to read ‘Gorki’s Democracy and 
Political Parties’. In March 1921 she had ensconced herself in the library in Geneva to read Freud and 
Proust and during her last visit to Britain, she was often in the Marleybone [sic] Library. (See Spence’ s 
letters to Alice Henry of 8th June 1907 and 4th July 1908, in P.R.G.88 M.L.S.A, Martin’s 1921 letter to 
Edith Hübbe and Martin’s own notebooks for 1928 and 1931).” Martin also alludes in The Old Roof-Tree 
(p. 157), to a visit to the Melbourne Public Library with A. (possibly an indirect allusion to her brother 
Alec, but A. is, of course, no more than a character referred to in a work of fiction). 
40 Although the manuscript has not been found, a letter of 10 January 1889 from Macmillan’s reader is 
still in existence. It reads: “I assume that this is designed for a sort of mixture of a romance, a study of 
life, a study of character, and a book of meditations. It is the story –, told in a series of pretty long letters, 
mainly from a sister to an absent brother – of a young lady living in Australia, she marries a German, – he 
has to go to Berlin on business – and there dies – she is horribly shocked – and the curtain falls on her 
anguish. The story, it will be seen, is nothing. The point of the book is a presentation of what the Germans 
– after Goethe – call a fair soul [eine schöne Seele]. The letters are the outpouring, – playful, spontaneous, 
extremely natural – of all the thoughts and words of a rather high-strung character, as the various events 
of human life pass by her, There is a great air of sincerity about it – sincerity and naturalness. It is also the 
writing of a refined and cultivated person: containing pretty descriptions of landscape, much about books, 
and a good deal of well-bred playfulness. The young lady tells how she became for a time a catholic – 
then relapsed – then came back to religion. It must be admitted that there is an immense amount of what 
the censorious might call gush. And it is certainly far, far too long. It rather recalls to me in some respects 
that book of Mrs Clifford’s – where the mother kills the child – only this is an infinitely superior 
performance – if it were but one third less in quantity. It is not a satisfactory book – it is morbid in some 
ways: it is diffuse; it leads to nothing; but it is interesting. That is to say it is interesting to cultivated 
people of a certain semi-mystical frame of mind. The ordinary reader would want to know what it is all 
about; and it has not story enough. 
All I can say is that it has quality out of the common; that if it were materially shortened, it might attract a 
certain audience: and in short that it is one of those rather perplexing books with which one does not like 
to part company, yet whose success is doubtful. The material shortening i.e. by a good third would in any 
case be indispensable – e.g. the husband’s letter from Berlin has some merciless longueurs, and there are 
many elsewhere”. Quoted by Campbell, AAG, pp. xxxi-xxxii. 
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It is evident from these facts that Catherine Martin was familiar with much German 

literature and she makes no secret of its influence upon her work, and this appears to 

include the forms she chose to adopt. It seems from this title that she was familiar with 

the epistolary works of Bettina von Arnim –her novel (published in 1835) based on 

correspondence between herself as a young woman and the aging Goethe (from 1807 

until 1811), another (1840) based on correspondence with her contemporary, the poet 

Karoline von Günderode and one (1844) based on her correspondence with her elder 

brother, the poet Clemens Brentano. Rosemary Campbell has outlined the significance 

of these works and indicated some of the elements in them which may have influenced 

her ideas for and in An Australian Girl.41 She also points out that English translations of 

the first two were printed in 1839 and 1842 respectively and were therefore available to 

English as well as German readers at that time. The epistolary form Catherine Martin 

chose for this earlier work certainly shows parallels with the semi-autobiographical 

works of Bettina von Arnim, but this was also the form used by Goethe in Die Leiden 

des jungen Werther42 (1774) and much later, and more sporadically, in the much more 

mature work Wilhelm Meisters Wanderjahre (1829). Catherine Martin’s more limited 

use of the form, in the correspondence between Stella and her brother Cuthbert, 

therefore shows some parallels with the latter work. The use of the name Stella shows 

another parallel with Goethe in that “Stella” is the title and the name of the heroine of a 

drama by Goethe, sub-titled Ein Schauspiel für Liebende [A Play for Lovers] (1776).43 

Given the totally German environment in which Catherine Martin was writing in 

1888, it is reasonable to consider German literary forms in order to ascertain whether 

the problems which reviewers and Bentley found with the form, such as discursiveness 

and a tendency to make abrupt changes from the storyline to intellectual reflections and 

back again, are to be found in the contemporary German literature or in works by 

authors she is known to have admired. In the latter case one must therefore examine 

especially the forms used by Goethe and by Bettina von Arnim. It is worth 

remembering, too, that despite the criticisms by Macmillan of her “Stella von Arnim” 

manuscript, she nevertheless retained many of those features in An Australian Girl. It 

therefore seems that she persisted with her ideas, even in the face of criticism, when she 

felt they were important to her creative concept. 

It would appear that, probably influenced by the works of Bettina von Arnim, her 

first choice of form was the epistolary one. She used it in the Letters of Stella von Arnim 
                                                
41 See Campbell, AAG, pp. xxvi-xxvii. 
42 This version of the title is that given in both the Hamburg and Berlin Edns, but not the Munich Edn. 
43 Goethe’s drama deals with a love triangle consisting of one man and two women. 
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manuscript and her earliest manuscript for An Australian Girl was also in that form. The 

Bentley correspondence with Catherine Martin indicates that “the publisher saw a 

version of the manuscript towards the end of 1889 and advised her to make substantial 

changes to it, including altering the epistolary format”.44 The form in which An 

Australian Girl was first published retains some part of that first form but the final 

version shows considerable affinity with the form which many literary critics consider 

to be a particularly German one, the Bildungsroman. 

It must be acknowledged that the definition of the term Bildungsroman is 

problematical: it is difficult to arrive at a definition which is universally or even 

generally accepted.45 Different writers stress different aspects: theme is certainly an 

important issue; the style in which the theme is handled is sometimes mentioned; 

historical and national aspects of the genre are emphasised by others, while issues of 

gender have also been raised. While the term was apparently first coined by Karl 

Morgenstern at some time between 1803 and 1819,46 it did not pass into general usage 

until it was re-introduced to the world of scholarship by Wilhelm Dilthey in 1870 in 

Das Leben Schleiermachers [The Life of Schleiermacher]. Morgenstern wrote in 1819:  
It could well be called the Bildungsroman, first and foremost because of its 
content, because it presents the hero’s Bildung from its inception and 
continuation until a certain stage of completion; secondly, however, because 
precisely through this presentation it encourages the cultivation of the reader 
more fully than any other type of novel.47 
 

Morgenstern perceives this type of novel as having a social and even a moral function: 

it is a work of art which, while avoiding direct didacticism, nevertheless serves “a 

purpose, to teach, to improve”.48 In An Australian Girl it can be seen that Catherine 

Martin presents the protagonist’s Bildung [formation], in the sense that we are shown 

how her mind and character are formed and shaped by her experiences and by her 

interaction with other people, but in the sometimes criticised “discursive” sections, it 

would appear that Catherine Martin also wishes to educate and guide the minds of her 

readers, thus bringing about a process of “cultivation”. 

Dilthey’s later definition of the theme of the genre, in 1906, is that of a young man 

wie er in glücklicher Dämmerung in das Leben eintritt, nach verwandten Seelen 
sucht, der Freundschaft begegnet, und der Liebe, wie er nun aber mit den harten 
Realitäten der Welt in Kampf gerät und so unter mannigfachen 

                                                
44 Quoted by Campbell, AAG, p. xxxiii. 
45 For a useful overview and discussion of the Bildungsroman see Hardin. 
46 See Fritz Martini, “Bildungsroman—Term and Theory”, in Hardin, pp. 2-4. 
47 Quoted by Martini in Hardin, p. 18. 
48 Quoted by Martini in Hardin, p. 18. 
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Lebenserfahrungen heranreift, sich selbst findet und seiner Aufgabe in der Welt 
gewiß wird49 
 
[as he enters upon life in a happy dawning, looks for kindred spirits, encounters 
friendship, and love, then however struggles with the hard realities of the world 
and so matures through many and varied life experiences, finds himself and 
becomes sure of his task in the world]. 
 

This definition, which is often quoted, is clearly related thematically to Goethe’s 

Wilhelm Meisters Lehrjahre [Wilhelm Meister’s Apprenticeship], but it was, of course, 

published well after the publication of An Australian Girl. Catherine Martin could not 

have been acquainted with Dilthey’s definition but was almost certainly familiar with 

Wilhelm Meisters Lehrjahre, which is again and again referred to as the prototype of the 

Bildungsroman. While her protagonist is a young Australian woman, rather than a man, 

the definition given above nevertheless provides in every other respect an apt 

description of An Australian Girl. 

The “Germanness” of the Bildungsroman is emphasised in many of the definitions 

that have been given, both by German and by non-German literary historians. Thomas 

Mann wrote, in 1916, that: 

Es gibt … eine Spielart des Romans, die allerdings deutsch, typisch-deutsch, 
legitim-national ist, und dies ist eben der autobiographisch erfüllte Bildungs- 
und Entwicklungsroman50 
 
[There is … a variety of the novel that is, indeed, German, typically German, 
legitimately national, and this is the very autobiographical Bildungsroman and 
novel of development]. 
 

Roy Pascal writes of the German Bildungsroman that it is: “the representation of an 

arduous journey out of inwardness into social activity, out of subjectivity into 

objectivity” and that, while this theme can be found in other literatures, “it is central and 

predominant only in the German novel” and that the Bildungsroman “is peculiarly 

German, too, in that it deals essentially only with the weaning of the heroes from their 

inwardness, with their spiritual preparation for social life, and stops or falters when they 

actually enter upon it”.51 He notes Karl Viëtor’s description of the Bildungsroman as 

“the German species of the novel” and continues: “... no other national literature can 

show novels comparable with the German in illuminating the moral and spiritual 

development of man from subjective pre-occupations to the affirmation of objective 

activity”.52 Viëtor maintains that, outside the German-speaking world there are very few 

                                                
49 Quoted in Hardin, “An Introduction”, p. xiv, fn. 12. 
50 Quoted in Hardin, “An Introduction”, p. xv, fn. 15. 
51 Pascal, p. 299. 
52 Pascal, p. 29. 
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novels which treat the theme of the development of intelligence in an adolescent – the 

constant theme of the Bildungsroman – and that “no novelists have shaped this process, 

and the world in which it takes place, so subtly and tenderly as the Germans”.53 

More recently James Hardin has written of the Bildungsroman that it 
became, especially after the appearance in 1795 of Goethe’s Wilhelm Meisters 
Lehrjahre, (Wilhelm Meister’s Apprenticeship) the most important subgenre of 
the novel in Germany. Indeed, it can be argued that well into the twentieth 
century the greatest German novels are Bildungsromane.54 
 

Swales writes of a “decisive difference in emphasis between the German 

Bildungsroman and its English counterpart”, claiming that “the English novel always 

maintains a greater closeness to the actuality of the hero and of the situations with 

which he is trying to come to terms”55 – these differences are an indication of 

“differences of cultural outlook”.56 In another article Swales stresses that “German 

literature is philosophical not in the sense that it has a philosophical scheme which it 

wants to impose but rather in that it asks after the place of philosophizing, of 

reflectivity, in living”.57 

Hardin points out that the English Bildungsroman is claimed to be more concerned 

with social mobility, with class conflict, than is its German counterpart, and that Patricia 

Alden has shown that “in its English form ... the Bildungsroman linked the individual’s 

moral, spiritual, and psychological maturation with his economic and social 

advancement”,58 while Suzanne Howe saw “the more rapid and more radical changes 

wrought in England by the Industrial Revolution and by social developments”59 as 

factors which had created a different emphasis in the English version of the genre. 

An English writer who cannot be overlooked in connection with Catherine Martin is 

George Eliot. It is known that Catherine Martin reviewed some of her work and she can 

be assumed to have been familiar with a great deal of it. George Eliot’s own familiarity 

with German literature, and particularly also with the work of Goethe, is also well-

known. While Catherine Martin was familiar with Goethe’s works in the original, it is 

also possible that she was influenced by the reflected or filtered aspects of German 

literature which she encountered in the English language works of Eliot, George Henry 

Lewes and perhaps others. The lack of direct evidence concerning her work and reading 

                                                
53 Pascal, p. 305. 
54 Hardin, “An Introduction”, p. ix. 
55 Martin Swales, The German Bildungsroman from Wieland to Hesse (Princeton: Princeton University 
Press, 1978), p 164. 
56 Swales, p. 164. 
57 Martin Swales, “Irony and the Novel”, in Hardin, p. 68. 
58 Patricia Alden, quoted in Hardin, “An Introduction”, p. xxiv. 
59 Suzanne Howe, quoted in Hardin, “An Introduction”, p. xxiv. 
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make it impossible to do more than speculate about German and English influences 

which may have affected her in the writing of An Australian Girl. 

It has been argued that social reality precluded the possibility of a female 

protagonist in a nineteenth century Bildungsroman. Much has been written on this 

subject, but it appears that whether novels with female protagonists can be classified as 

Bildungsromane depends on the breadth of the definition used. Hardin concludes that 

“most traditional definitions of the Bildungsroman consider an accommodation between 

the individual and society an essential characteristic of the genre”. On this basis An 

Australian Girl can certainly be considered a Bildungsroman. An expanded and more 

detailed definition is arrived at in the Introduction to The Voyage In: Fictions of Female 

Development which aims at establishing common ground with traditional definitions 

while at the same time allowing for differences arising from the specific social situation 

of many women according to the period in which the novel is written or set: 
While emphasizing gender differences, our definition shares common ground 
with the presuppositions and generic features of the traditional Bildungsroman: 
belief in a coherent self (although not necessarily an autonomous one); faith in 
the possibility of development (although change may be frustrated, may occur 
at different stages and rates, and may be concealed in the narrative); insistence 
on a time span in which development occurs (although the time span may exist 
only in memory); and emphasis on social context (even as an adversary).60 

 
Stella is coherent and autonomous throughout; she develops, above all, intellectually 

and spiritually, in response to her perception of social conditions; the development 

recorded occurs over the period of a year, and her determination to do whatever she can 

to improve the lot of some of the less fortunate members of society comes from her 

encounters with opposing forces in society. She also does not appear to be affected by 

any social limitations in her life other than those which control the conduct of any well 

brought up young lady of her time, and even when she occasionally flouts convention, 

such as when she goes riding, unchaperoned, with Ted Ritchie, she is not seriously 

censured for this behaviour. She enjoys economic independence even before her 

marriage, has no need to work, other than in a charitable capacity, and expresses no 

desire to work in any other way. While she has apparently been educated at home or by 

tutors, she is intellectually alert, well-read, and is able to participate with ease and 

confidence in philosophical discussions and to mix in the best social circles. Her family 

relationships are supportive rather than demanding and cause her no real inconvenience. 

After her marriage she has a husband who will take her wherever she wishes and give 

                                                
60 Elizabeth Abel, Marianne Hirsch, and Elizabeth Langland, eds., The Voyage In: Fictions of Female 
Development (Hanover and London: University Press of New England, 1983), p. 14. 
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her anything she wants, with no suggestion of subordination to him. She travels to other 

states and overseas, mixes freely with people of many different backgrounds, enjoys 

cultural pursuits and, in general, has few restrictions in her life-style. In these respects 

she has more affinity with Wilhelm Meister than with many of the female protagonists 

of nineteenth century novels of formation who are the subject of much feminist 

criticism. She has more in common with George Eliot’s Dorothea Brooke or Theodor 

Fontane’s heroines such as Marianne in L’Adultera. 

All discussion of the Bildungsroman and definitions of the genre are, of course, 

based on particular works which pre-date the earliest theoretical observations but which 

share certain characteristics; attempts to define the genre, from Morgenstern on, are 

derived from existing examples of a type of novel which was developed in German 

literature in the eighteenth and nineteenth centuries. The earliest Bildungsroman in 

German literature is generally considered to be Christoph Martin Wieland’s Die 

Geschichte des Agathon [The Story of Agathon] (1766-67). A debt to both Fielding and 

Richardson is acknowledged,61 but this work broke new ground. H. R. Klieneberger 

writes of it: 
The book was to share the fate of many outstanding contributions to German 
fiction: it was acclaimed by creative writers and critics, but not widely read. Its 
place in the context of eighteenth century German literature is, however, secure; 
in presenting a young man’s search, through trial and error, and without 
reference to convention, for a valid way of life, it provided a model for 
Goethe’s Wilhelm Meister.62 
 

J. G. Robertson also underlines the significance of Wieland’s novel: 
Wieland first gave German fiction that predominantly psychological character 
which it has never since lost ... Here lies the importance of Agathon for the 
development of German fiction; it is the first deliberately psychological novel, 
and in this respect is the forerunner of Goethe’s Wilhelm Meister.63 
 

It is Goethe’s Wilhelm Meisters Lehrjahre (1795-96) which stands out above all others 

in all discussion of the German Bildungsroman. Robertson states that Wilhelm Meisters 

Lehrjahre 

occupies a central position in the development of the German novel. On the one 
hand, it is the culmination of the novel of the eighteenth century which began 
under the influence of Richardson; on the other, it is the basis for the modern 
novel of the Romantic School, and the direct forerunner of the autobiographical 
novels of later times. It is thus the keystone of the arch of German fiction, the 
representative German novel.64 
 

                                                
61 See H. R. Klieneberger, The Novel in England and Germany: A Comparative Study (London: Oswald 
Wolff, 1981), pp. 11-12. 
62 Klieneberger, p. 13. 
63 Robertson, History, p. 245. 
64 Robertson, History, pp. 303-04. 
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It established a new form of novel and exerted great influence on many nineteenth 

century German novelists. In 1870 Dilthey refers to Bildungsromane as the novels 

which comprise the “Wilhelm Meister school”.65 Hartmut Steinecke writes of “novels in 

the Wilhelm Meister tradition”66 while Hardin (amongst others) describes Wilhelm 

Meisters Lehrjahre as the “prototype of the genre”.67 Erich Trunz writes, in 1950: 

Man hat rückschauend eine ganze Spezies der Romangattung als Entwicklungs- 
oder Bildungsroman bezeichnet. Urbild dafür sind die Lehrjahre. Sie haben das 
Bild dieser Bezeichnung von Welt und Ich eingeführt. Und sie bleiben sein 
schönstes Beispiel, wenn man es versteht, die Fülle dieser Klänge, die mit so 
schlichten Motiven beginnen und mit so anspruchsvollen enden, die durch so 
viele Bereiche führen und sie alle so kunstvoll verknüpfen, als eine große 
Symphonie zu empfinden68 

 
In retrospect a whole species of the genre of the novel has been termed a novel 
of development or formation. Its prototype is the Apprenticeship. It introduced 
the image of this description of world and the self. And it remains the most 
beautiful example of it, if one is able to feel the fullness of these tones, which 
begin with such simple motifs and end with such sophisticated ones, which lead 
one through so many spheres and combine them all in such an artistic way, as a 
great symphony]. 
 

Trunz concedes however that recognition of the worth and importance of Wilhelm 

Meister developed initially only in Germany, but that this work had an enduring 

influence on German literature.69 

Catherine Martin was writing in the latter part of the nineteenth century, in the 

tradition of nineteenth century literature, and was clearly influenced by German 

literature in her first major novel. It is therefore not only reasonable but also important 

to examine the parallels with Wilhelm Meisters Lehrjahre which are to be found in An 

Australian Girl. In theme and style An Australian Girl shows many features of a 

Bildungsroman, imprecise as the definition of the Bildungsroman may be. 

One matter of concern for some reviewers was the form of An Australian Girl, but 

the form of Wilhelm Meister was also not without its critics. However, form is almost 

never mentioned in definitions of the Bildungsroman, which are concerned primarily 

with questions of theme and style. A possible model for the form of An Australian Girl 

may, therefore be found in Wilhelm Meisters Lehrjahre. 

It has been claimed that An Australian Girl suffers from a disunity in its form: 

similar charges have been made concerning Wilhelm Meister. In fact, the reception of 
                                                
65 Quoted in Hardin, “An Introduction”, p. xiv. 
66 Hartmut Steineke, “The Novel and the Individual”, in Hardin, p. 72. The expression is also used by 
Rolf Selbmann and quoted by Jeffrey L. Sammons in “The Bildungsroman for Nonspecialists”, in Hardin, 
p. 44. 
67 Hardin, “An Introduction”, p. xvii. 
68 Erich Trunz, ed., in Hamburg Edn., Vol 7, p. 628. 
69 See Trunz in Hamburg Edn., Vol 7, p. 627. 
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Wilhelm Meister by contemporary writers and critics was very mixed, with writers such 

as Schiller and Friedrich Schlegel writing perceptive and constructive comments and 

reviews, while others, such as Johann Gottfried Herder and Novalis (Friedrich von 

Hardenberg), were very critical of the work. Wilhelm von Humboldt wrote to Schiller, 

in August 1795: 
Überhaupt ist der Beifall, den der Meister hier herum findet, doch äußerst 
geteilt. 
 
[Anyway, the approval that Meister meets with around here is, after all, 
extremely divided.] 
 

In 1797 Daniel Jenisch wrote: 
Man kann jetzt über den bunten Trödelmarkt der teutschen Lesewelt kaum mit 
flüchtigem Fuß hineilen, ohne daß uns nicht, aus jeder Groß- und Klein-
Krämer-Bude dieses Marktes, von Kaufleuten und Käufern, die lautesten 
Klagen über Meisters Lehrjahre ins Ohr schallen, wegen langweiliger Stellen, 
vernachlässigter Einheit des Plans, und unnatürlich herbeigeführter Episoden 
dieses neuesten Geisteserzeugnisses eines unserer genievollsten Schriftsteller70 

 
[Now one can scarcely hurry through the colourful fleamarket of the German 
world of books without hearing, from every large and small sales booth of this 
market, from salesmen and buyers, the loudest complaints about Meisters 
Apprenticeship resounding in our ears, They concern boring passages, a 
neglected unity of plan, and episodes which are introduced in an unnatural way 
into this latest product of the mind of one of our greatest writers of genius]. 

 
Goethe himself apparently felt that his work would be understood and appreciated by 

only an elite readership and is reported to have told Eckermann, in 1828, that his works 

would never be popular: 

Den „Wilhelm Meister“ zumal scheinen übelwollende Kritiker und schlechte 
Übersetzer in kein günstiges Licht gebracht zu haben. Dagegen benimmt sich 
nun Carlyle sehr gut ... M e i n e  S a c h e n  k ö n n e n  n ic h t  p o p u l ä r   
w e r d e n; wer daran denkt und dafür strebt, ist in einem Irrtum71 

 
[Ill-disposed critics and bad translators seem to have placed “Wilhelm Meister”, 
especially, in an unfavourable light. By contrast Carlyle is now behaving very 
well ... My works can never become popular; anyone who thinks they can, and 
strives to make them so, is in error]. 

 
It is interesting to recall therefore, that, while little is known of Catherine Martin’s 

hopes for the reception of An Australian Girl, she freely acknowledged in her 

dedication of her first published work that she also felt she was writing for an elite 

group of readers and that it was their approbation that she sought and valued. 

                                                
70 Daniel Jenisch, in Munich Edn., Vol. 5, p. 670. 
71 Conversation with Eckermann, 11. October 1828, see Johann Peter Eckermann, Gespräche mit Goethe 
in den letzten Jahren seines Lebens [Conversations with Goethe in the Last Years of his Life] (Stuttgart 
and Berlin: J. G. Cotta’sche Buchhandlung Nachfolger, n.d.), Vol. II, pp. 21-22. 
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Certainly some contemporary writers indicated that they found some sections of 

Wilhelm Meister long and tedious. Christian Garve wrote: 

Noch habe ich keinen Leser gefunden, dem nicht die erste weitläufige 
Entwickelung des Puppenspiels wäre langweilig gewesen. Die Geliebte 
Wilhelms schlief darüber ein; wie konnte sein Geschichtschreiber glauben, daß 
es den nicht in ihn verliebten Lesern besser gehen würde?72 

 
[I have still not found one reader who did not find the first long-winded 
development of the puppet play boring. Wilhelm’s beloved fell asleep over it; 
how could its writer think that the readers who were not in love with him would 
find it any better?]. 

 
Wilhelm von Humboldt commented to Schiller: 

Ich habe den Meister jetzt von neuem gelesen. Es ist nicht zu leugnen, daß das 
VI. Buch unerträgliche longueurs und tiraden hat, so gut auch sonst der so 
schwierige Gegenstand behandelt ist73 

 
[I have now read Meister again. It cannot be denied that the Sixth Book has 
unbearable longueurs and tirades, no matter how well this very difficult subject 
is handled]. 

 
Wilhelm Meister consists of eight books which are not evenly balanced: it falls into 

two sections of five books and two books respectively, separated by a single book 

which seems at first to have no connection with either the preceding or the following 

section. One commentator, D. J. Enright, writes: “The work gives the immediate 

impression of falling into two pieces, as cleanly as if its binding were broken”.74 He 

writes of the Theaterroman (theatre novel) and the Lebensroman (life novel) and of 

Book 6 as a “buffer” between them. A contemporary reader, Karl August Böttiger, 

wrote in 1795: 

Das ganze Buch hat ... eine auffallende Ungleichheit, daß morceaux aus ganz 
verschiedenen Perioden Goethes darin sind75 
 
[The whole book ... is strikingly uneven, so that there are morceaux from quite 
different periods of Goethe’s life in it]. 
 

Goethe’s novel was conceived and completed over a period of almost twenty years 

and he at one stage planned that it should consist of twelve books rather than the final 

                                                
72 Christian Garve to Christian Felix Weiße (23 January 1795), in Goethe, WM, Munich Edn., Vol 5, p. 
652. 
73 Wilhelm von Humboldt to Schiller (4 December 1795), in Goethe, WM, Munich Edn., Vol. 5, p. 658. 
74 Quoted by Randolph P. Shaffner in The Apprenticeship Novel. A Study of the «Bildungsroman» as a 
Regulative Type in Western Literature with a Focus on Three Classic Representatives by Goethe, 
Maugham, and Mann (New York/Berne/Frankfurt.M/Nancy: Peter Lang, 1984), p. 50. 
75 Karl August Böttger, diary entry of 26 November 1795, apparently quoting Wieland’s views; in 
Goethe, WM, Munich Edn., Vol. 5, p. 658. 
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eight.76 The lack of balance may result, in part, from the long period over which it was 

written, and a change of direction for the work on Goethe’s part. He began the work, 

then entitled Wilhelm Meisters Theatralische Sendung [Wilhelm Meister’s Theatrical 

Mission], in 1777 and completed five books of the six books planned, but apparently felt 

he could not continue with it in its original form. He took up work on it again only after 

his return from Italy, by which time he had greatly altered his plan for the novel. From 

being a lively and realistic description of theatrical life it became a much more 

philosophically based Bildungsroman. 
Goethe vermochte seine neue Ideen und Einsichten nicht im Rahmen der 
bisherigen Romankonzeption zu entwickeln. „Wilhelm Meisters Theatralische 
Sendung“ blieb Fragment ... 
Unter dem Einfluß der Erkenntnisse, die Goethe auf seiner Reise durch Italien 
gewonnen hatte, und der Ideen der Französischen Revolution wurde aus dem 
Theaterroman ein Bildungsroman. In den Jahren 1794 bis 1796 entstanden 
„Wilhelm Meisters Lehrjahre“77 

 
[Goethe was not able to develop his new ideas and insights within the 
framework of the novel as he had conceived of it up until then. “Wilhelm 
Meisters Theatralische Sendung” (“Wilhelm Meister’s Theatrical Mission”) 
remained a fragment ... 
Under the influence of the realisations that Goethe had come to on his journey 
round Italy, and the ideas of the French Revolution, the novel of the theatre 
turned into a Bildungsroman. “Wilhelm Meister’s Apprenticeship” was written 
in the years 1794 to 1796]. 
 

In its final form the first five books of Wilhelm Meister deal with the original story 

of Wilhelm’s attempts to become an actor and theatrical director; the sixth forms an 

interlude consisting of the autobiography of the Beautiful Soul [Schöne Seele]; and the 

last two present Wilhelm’s progress and personal integration as a result of his induction 

into the world of Lothario, Natalie and the Society of the Tower. Thematically they deal 

with the world of theatre and performance, written in a realistic and practical style; the 

historical account of the Beautiful Soul’s spiritual journey,78 written in a personal, 

epistolary style; and finally the channelling of Wilhelm’s inclinations into practical and 

useful activity in a society which values nobility of mind and behaviour, combined with 

rationality of thought and action – useful and worthy activity as opposed to the limited 

contribution of the aristocracy. The last is written in a rather passionless, measured, 

aesthetic and, at times, even mystical style, closely reflecting Goethe’s later classicism. 

                                                
76 The first six books were finished by November 1785, and in December 1785 Goethe informed 
Charlotte von Stein that he had written down the plan for all six of the following books. See Munich Edn., 
Vol. 5, p. 614. 
77 In Berlin Edn. Vol. 10, p. 649. 
78 This narrative is based on the life and thoughts of Goethe’s mother’s pietistic relative, Fräulein von 
Klettenberg. See Commentary in Munich Edn., p. 786; also Martini, p. 230; Robertson, History, p. 305. 
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An Australian Girl, which was apparently written over a period of about a year, is 

certainly balanced in its construction and form, which is that of a conventional 

nineteenth century three-volume English novel. The volumes are approximately equal in 

length and fall into distinct sections. The first volume covers Stella’s life in Adelaide, 

centred on family, friends and sporadic voluntary charity work, and include the history 

and nature of her education and spiritual quest; the second, her developing relationship 

with Langdale in the isolated setting of station life and a strange but beautiful natural 

environment; and the third, Stella’s travels abroad, illness, religious conversion and 

finding of real faith, all of which occurs against a background of contrasting social 

conditions between the Old World and the New. Between the three main sections are 

two periods set in the world of high society in Melbourne. 

The clear division of both novels into three contrasting sections is suggestive of 

Hegel’s notions of triads consisting of thesis, antithesis and synthesis. According to 

him, the thesis presents one possibility and, when this proves to be lacking, its antithesis 

presents the opposite possibility, which also fails, and finally the best elements of both 

possibilities become integrated in a process of synthesis. In Wilhelm Meister, Wilhelm 

devotes himself to the theatre which he believes to be the best way for him to acquire an 

education, and learn about life, and even, indeed, to educate the German public (thesis), 

but finds this inadequate to his needs. The Beautiful Soul then, by way of contrast, tells 

in a written, first person account of her religious and spiritual experiences and 

withdrawal from society (antithesis), but this also does not meet Wilhelm’s 

requirements. Finally the Society of the Tower persuades him of the importance of 

social and political engagement (synthesis), a combination of idealism and beneficent 

activity, in keeping with his natural inclinations. 

In An Australian Girl several triads become apparent across the three volumes. In 

terms of the driving forces in Stella’s life these can be formulated as: idealism, 

tempered by scepticism, combined with intellectual and spiritual questing; love; loss 

and renunciation, and finally the discovery of new goals for her life. On an intellectual 

and spiritual level they can be seen as: searching and doubts; the opposition of intuition 

and reason; despair, followed by revelation and faith. On the plane of social awareness 

they appear as: uncertain involvement in local charity work; Langdale’s experiences of 

medical work in poor districts of London, and his belief in the importance of work – 

“the great safeguard of life after all is work, and that is open to every one” (AAG, p. 

272); and finally, her observations of social conditions of workers and the unemployed, 

first in Berlin and then London, contrasted with Australian conditions. In terms of 
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literary inspiration, they are Kant, with his emphasis on reason and its limitations; 

Virgil, with his evocations of rustic happiness; and Dante, with his visions of a descent 

into purgatory. Taken together these threads show Stella to be: at first a girl who is 

naturally idealistic but who has learned caution from life experience, and from her 

reading of Kant; then a girl who finds happiness in love, in keeping with Virgil, and a 

new way of arriving at truth and knowledge; and finally a girl who, having passed 

through loss and despair, as described by Dante, finds religious faith through revelation 

and redirects her life towards self-sacrifice and service to others, and improvement of 

social conditions in whatever modest way she can. Here again, different directions taken 

lead to modifications to her life and integration of character. 

In the matter of form, there is disunity between the three main sections of Wilhelm 

Meister, but there is also apparent disunity within the sections. This may be attributable 

partly to the passage of time. Karl August Böttiger continues in his diary: 
Überhaupt arbeitet Goethe so, daß er Stücke (z. B. bei einem Schauspiel Szenen 
aus dem ersten und fünften Akt) einzeln ausarbeitet und sie dann sehr lose 
zusammenhängt. Das erste Buch im „Wilhelm Meister“ war schon vor zehn 
Jahren viel lebendiger einmal niedergeschrieben79 
 
[In general Goethe works in such a way that he prepares pieces individually 
(e.g. scenes of a play from the first and fifth acts) and then joins them together 
very loosely. The First Book of “Wilhelm Meister” was actually written in a 
much more lively style ten years ago]. 

 
Robertson comments: 

The closing chapters of the book stand in little organic relation to the whole; the 
lying-in-state of the dead Mignon ... and the solemn ceremony by which 
Wilhelm’s apprenticeship is declared at an end, are hardly in keeping with the 
realism of the earlier parts of the work.80 

 
Nevertheless he finds that the last books “are infused with Goethe’s own new life-

philosophy acquired in Italy and contain the ethical kernel of the novel”.81 

As part of the internal disunity, both novels contain many digressions from the main 

storyline. In Wilhelm Meister they consist of discussions concerning the theatre, 

including the famous analysis of Hamlet and the distinction between drama and the 

novel, and about the establishment of a national German theatre – an important aspect 

of Bildung at the time; a letter from Wilhelm to his friend Werner in which he expounds 

his views on how he wishes to live; the whole of Book 6, which Goethe referred to as 

                                                
79 Karl August Böttger, diary entry 26 November 1795, apparently quoting Wieland’s views; in Goethe, 
WM, Munich Edn., Vol. 5, p. 658. 
80 Robertson, History, p. 305. 
81 Robertson, History, p. 306. 
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“the religious book”;82 the personal histories of characters such as Mignon and the 

Harper; poems and songs; and passages on topics as varied as art, estate management 

and bookkeeping. The digressions in An Australian Girl consist of long passages 

concerning philosophical and religious ideas and the search for faith, presented 

sometimes in the form of a conversation with another person, sometimes in the form of 

letters, particularly to Stella’s brother and confidant, Cuthbert; on Socialism and social 

conditions in Berlin in 1888; on charity work in Australia; and also anecdotes about 

people Stella has encountered; stories related by people she encounters; and stories 

Stella herself makes up. In both novels these digressions add in some way to the 

experience of the protagonists and advance the formation of the character, even though 

they do not appear to form an essential part of the storyline. However, as the Abbé says 

in Wilhelm Meister: 
... alles, was uns begegnet, läßt Spuren zurück, alles trägt unmerklich zu unserer 
Bildung bei83 
 
[everything we encounter leaves traces behind, everything contributes 
imperceptibly to our formation]. 
 

In each novel, because of changes in location from time to time, the protagonists are 

also able to encounter people of different social classes and from many walks of life. 

The main characters are thus peripatetic in both, their movements causing sudden, 

almost arbitrary changes of scene. Wilhelm is sent on a journey, then moves with the 

theatrical group, travels to deliver Aurelie’s letter to Lothario, and is again sent on 

journeys to Therese and Natalie by Lothario. He moves from city to country, stays in 

hotels, lodgings, castles and country houses, and is thus brought in contact with a wide 

variety of lifestyles. Stella also moves from city to country and back again, from 

Adelaide, to German townships in farming districts out from Adelaide, to station life in 

the south-east of South Australia, to high society in Melbourne, to station life in the 

Mallee, to Berlin and London, and back to Australia. She also moves among different 

social groups within these settings, from intellectuals to the ill and destitute. 

Both novels are clearly vehicles for presenting not simply a story, but also a variety 

of ideas, and discussion of ideas, to which the characters and the reader can react. The 

disunity found in the storyline, because of the digressions which often treat ideas, is also 

to be found in the way in which the material is presented. One example of this aspect is 

the use of extended passages of first person narration, written and spoken. By using this 

                                                
82 Eric A. Blackall, “Afterword” to Wilhelm Meister’s Apprenticeship, ed. & trans. Eric A. Blackall with 
Victor Lange (Princeton, New Jersey: Princeton University Press, 1989), p. 383. 
83 Goethe, WM, Book VII, Chapter 1, Hamburg Edn., Vol. 7, p. 422. 
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technique the author allows the character to address the reader directly and with greater 

immediacy than is possible with third person narration, even though the passage does 

not purport to be addressed to the reader. Thus Wilhelm’s thoughts on life, the Beautiful 

Soul’s thoughts on the spiritual life, Stella’s thoughts on her experiences – the inner life 

of the characters – is revealed to the reader who is thus forced to consider the ideas they 

all put forward, even if the reader does not accept them. 

Some of this first person narration is epistolary – Werner’s letter on the world of 

commerce and the bourgeoisie, and Wilhelm’s reply in which he explains why he feels 

that only through the theatre can he attain the harmonious development of his nature 

and personality that he desires.84 In An Australian Girl, once the existence of the close 

intellectual relationship between Stella and her brother Cuthbert has been established by 

their lengthy discussions on religious belief and philosophy, there is an extended series 

of letters from Stella to her brother, which at times contain hints that he disapproves of 

some of her views. These letters begin with an intimation that Cuthbert has encouraged 

the correspondence: 
You ask me to be sure and write when the thought arises: “How I should like to 
tell Cuthbert about this!” “If I only could have a good long talk with him now!” 
(AAG, p. 98). 
 

This beginning is strongly suggestive of the correspondence established between 

Bettine von Arnim and her brother Clemens Brentano, who, when he became better 

acquainted with his seven-years-younger sister, then aged sixteen, began a regular 

correspondence with her in order to help her to develop her literary talents. It is clear 

that he was at times concerned about or disapproving of what she had written to him. 

The parallel in the relationship between the Brentano siblings and that of Martin and her 

younger brother Alec has already been noted.85 Alec encouraged Catherine in her 

creative writing and they corresponded on intellectual, literary and religious topics.86 He 

also at times found her religious doubts disturbing. 

Most of Bettine von Arnim’s fictional or semi-fictional writing was in the epistolary 

form. Her choice of this form may well have been influenced by her grandmother’s 

work, as Sophie von La Roche is considered to have been the first female writer in 

German to publish an epistolary novel, Geschichte des Fräuleins von Sternheim [Story 

                                                
84 Wilhelm says: “Ich habe nun einmal gerade zu jener harmonsichen Ausbildung meiner Natur, die mir 
meine Geburt versagt, eine unwiederstehliche Neigung” [I now have an irresistible desire for precisely 
that harmonious development of my personality that my birth has denied me]. Goethe, WM, Book V, 
Chapter 3, Hamburg Edn., Vol. 7, p. 291. 
85 See Campbell, AAG, p. xxvi. 
86 Margaret Allen, Three South Australian Women Writers, 1854-1923, (PhD Dissertation, Flinders 
University of South Australia, 1991), p 272; see also AAG, p. 644. 
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of Fräulein von Sternheim] (1771). Early German novels were much influenced by 

earlier English ones, but in this work La Roche also moves on from these. Robertson 

writes of it: 
This novel is insistently didactic in the manner of Richardson, and it is partly in 
letters (like its English models) but it also forms a transition to the new fiction 
inaugurated by Rousseau; by the side of morality and virtue, passion begins to 
assert its rights.87 
 

Bettine was probably also influenced in her choice of form by Goethe’s Die Leiden des 

jungen Werther (1774), in which passion is all-important. 

Martin’s interest in Bettine von Arnim is attested to by her earlier use of the name 

“Stella von Arnim”, and it seems likely that her choice of the epistolary form for that 

earlier version of An Australian Girl was influenced by both the works of Bettine von 

Arnim and Goethe’s Werther. In the final version the series of letters to Cuthbert from 

Stella interrupts the flow of the narrative while it provides insights into Stella’s 

character and personality, interspersed with ideas on a range of topics, some more 

thought-provoking than others. The sudden change from narrative to letters and back 

again is in fact very similar to the abrupt insertion of the history of Goethe’s Beautiful 

Soul between the first five and the last two books of Wilhelm Meister. In both novels 

there are changes of key which do not always meet with the approval of readers or 

critics. Charges that they contain long, tedious passages have been laid against both 

works (though it is not stated that Cuthbert fell asleep while reading the letters, as 

Mariane did listening to Wilhelm in Wilhelm Meister!). 

Another form of first person narration is found in Book 6 of Wilhelm Meister, which 

consists entirely of what is referred to as a manuscript (Manuskript), without any 

indication as to what its purpose was. This relates the life story and reflections of the 

Beautiful Soul, Natalie’s aunt. Inasmuch as it forms the antithesis to the first five books, 

which deal with life in various forms of secular society, the manuscript deals with the 

life of a woman who becomes concentrated on spiritual values and withdraws from all 

but a very restricted society. The manuscript addresses the reader directly, in the same 

way as the letters do, although the writer is no longer alive. As a device, the manuscript 

seems an artificial way of conveying a narrative, but it also inducts Wilhelm into the 

world of Lothario and Natalie. Martin’s use of the device of letters which are opened 

and tampered with by another person, in order to bring about the disastrous 

misunderstanding between Stella and Langdale, is no less artificial. Martin ironically 

underscores its artificiality through Stella’s scornful criticism of the use of a “paltry 
                                                
87 Robertson, History, p. 248. 
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device” to cause misunderstanding between lovers in a theatrical performance that they 

attend (AAG, p. 409-10) and then by Laurette’s husband’s reference to a villain in an 

upcoming amateur performance at a social gathering “who drugs people and steals 

letters” (AAG, p. 421). To this Stella responds: “Surely that is not the rôle of a real 

villain—to drug and steal letters merely?” (AAG, p. 421). (Given Wilhelm Meister’s 

conviction that the theatre is an ideal means of educating the public, there is irony also 

in the fact that Stella fails to learn from what she has seen in the theatre.) While the 

reader may find the use of these devices artificial or displeasing, it is clear that Wilhelm 

Meister does set a precedent and Martin’s work may be seen to sit within this tradition. 

Extended passages of first person spoken narration are found in accounts given by 

characters in both novels. In Wilhelm Meister, Wilhelm relates his first experiences of 

the theatre and puppet theatre,88 thus providing the background to his interest in the 

theatre, while Aurelie tells of her life and disappointments,89 Therese relates her own 

history90 and Lothario recounts the story of his relationship with the tenant farmer’s 

daughter.91 In An Australian Girl, there is the strange story of the woman found starving 

and ill in a wagon in which she had travelled alone for many weeks or months (AAG, 

pp. 324-27). Stella later relates the contents of a bad dream she has at Lullaboolagana in 

which she is separated from Langdale and cannot get back to him (AAG, pp. 372-73) – 

presaging later events and descriptions of scenes in Berlin. Both Aurelie’s story and the 

story of the woman in the wagon appear to have little connection with the main 

storyline and seem simply digressions in which the story is related for its own sake. It is 

true that Aurelie’s story leads to Wilhelm’s meeting Lothario and Natalie, but that 

would have happened in any event through the Society of the Tower.  

The manuscript device is used again in order to relate the intertwined stories of the 

Harper and Mignon, but in this case it is presented in the form of a first person narration 

by the Harper’s brother, as recorded by the Abbé. The brother of the Harper, the Italian 

Marchese, was involved in some of the action, but the story that he recounts is not really 

his own. The manuscript is read out to the people who had known Mignon and attended 

her burial. Despite the first person narration, the device of the manuscript provides the 

account of their lives by very indirect means. Here the use of this device underscores 

the remoteness of the events it relates from the time and situation in which they are 

revealed, rather than making it more immediate. The use of the first person narration 

                                                
88 Goethe, WM, Book I, Chapters 4-8, Hamburg Edn., Vol. 7, pp. 18-33. 
89 Goethe, WM, Book IV, Chapters 15-16, Hamburg Edn., Vol. 7, pp. 252-53, 258-65. 
90 Goethe, WM, Book VII, Chapter 6, Hamburg Edn., Vol. 7, pp. 447-58. 
91 Goethe, WM, Book VII, Chapter 7, Hamburg Edn., Vol. 7, pp. 464-66. 
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does however lend the account greater veracity. It is yet another way of distinguishing a 

subordinate section of the text from the storyline. Martin uses a similar, although not 

quite so complicated, distancing device, in An Australian Girl, to present the story of 

Langdale’s marriage. In this case the device is a letter, with an enclosure, from 

Langdale to Stella, the contents of which is revealed to the reader through Laurette’s 

reading of it. 

Other stories and incidents in both novels are, on the other hand, related in the third 

person. In Wilhelm Meister, there is, for example, the account given, in Wilhelm’s 

presence, of the fate of the Count and Countess he had helped to deceive.92 In An 

Australian Girl, there is a short tale or fable, attributed to Heine and purportedly related 

by him to an old lady who had passed it on to Langdale’s mother (AAG, p. 260-61), and 

short accounts of stories Stella has made up (AAG, pp. 267, 637). 

Another formal device used occasionally by Goethe in Wilhelm Meister is that of 

songs and poetry. Both Mignon and the Harper are given to expressing deep emotions in 

this form. Some of these poems, such as Mignon’s song, “Kennst du das Land?”93 [“Do 

you know the land?”], the Harper’s “Wer nie sein Brot mit Tränen aß”94 [“He who 

never ate his bread in tears”] and “Was hör’ ich draußen vor dem Tor?”95 [“What do I 

hear outside at the gate?”] are among Goethe’s best known poetry and have been set to 

music. Goethe lays stress on the fact that almost all the poems are in fact sung, perhaps 

to emphasise the theatrical nature of Wilhelm’s environment. It is interesting to note 

that Martin, already a published poet long before the time of writing An Australian Girl, 

restricts herself to using only quotations of this kind, never poetry of her own writing. 

These apt quotations appear almost exclusively in the conversation of Stella and 

Langdale, although Ted is at one point, perhaps surprisingly, able to identify a quotation 

from Wordsworth (AAG, p. 433). Perhaps Martin felt she could not write poetry of a 

standard as high as Goethe’s and therefore preferred not to attempt to do so. She does, 

however, write four lines of doggerel, attributed to Ted as a teenager (AAG, p. 434), 

perhaps to emphasise, once again, his inferiority in this sphere. 

Many parallels can be traced between the two novels. For instance, each contains 

clear autobiographical elements from the lives of the authors, including Goethe’s 

childhood memories of the puppet theatre and Martin’s of growing up in farming and 

station country, and Wilhelm’s and Stella’s privileged and indulged positions in the 

                                                
92 Goethe, WM, Book V, Chapter 16, Hamburg Edn., Vol. 7, pp. 348-49. 
93 Goethe, WM, Book III, Chapter 1, Hamburg Edn., Vol. 7, p. 145. 
94 Goethe, WM, Book II, Chapter 13, Hamburg Edn., Vol. 7, p. 136. 
95 Goethe, WM, Book II, Chapter 11, Hamburg Edn., Vol. 7, pp. 129-30. 
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family as the eldest son and the youngest daughter, reflecting Goethe’s and Martin’s 

own positions in their families. The main protagonists in each case, despite their 

advantageous family circumstances, prove to be relatively passive figures who are 

carried along by events rather than displaying control over their lives. Both of them, 

when they do make decisions, such as becoming engaged to Therese, or marrying Ted 

Ritchie, make choices they later regret. In Stella’s case, this passivity could be 

attributed to her role as a woman and a younger member of the family, but in Wilhelm’s 

case this can only be the result of his youth and inexperience, since he has already been 

given a degree of responsibility in his father’s business. Goethe himself referred to him, 

perhaps ironically, as “ein armer Hund”96 [a poor dog]. There is an ironic tone too, from 

time to time, in the omniscient authorial voice. Goethe’s narrator can be playful and 

even teasing, as when he includes a stanza of one of the Harper’s songs, telling us that 

unfortunately Wilhelm could remember only the last stanza: “Leider hat Wilhelm nur 

die letzte Strophe behalten”,97 [Unfortunately Wilhelm remembered only the last stanza] 

or when he says that he will perhaps tell more about the actor Serlo at a later time (but 

never does), saying: 

Von seinen Schicksalen und Abenteuern sprechen wir vielleicht an einem andern Orte98 

[We will perhaps speak about his experiences and adventures in another place], 

or when he hints at things he knows but is not going to tell us, as in: 
... die Vermutung ... ward dadurch bestärkt, und wir sind auch genötigt, uns zu 
dieser Meinung zu schlagen, besonders da wir die Ursachen, welche ihn 
hierüber zweifelhaft machten und ihm einen andern, sonderbaren Argwohn 
einflößen mußten, nicht entdecken können99 
 
[the supposition ... was strengthened by that, and we are also obliged to adopt 
this opinion, especially as we cannot reveal the causes which made him 
doubtful about this and forced him to entertain another strange suspicion]. 
 

Goethe’s narrator has a very self-conscious style. Martin’s narrator is rarely a self-

conscious one but can also be ironic and tends to be meditative and inclined to 

philosophise. Laurette is often the target of irony: “It was one of the edifying features of 

her character, in an emergency, that piety ... was always at her command” (AAG, p. 

490), and 
Thus Laurette, like an artist who knows how and when to strike the desired key-
note, went on her way conquering and to conquer ... Stella’s ... nature … Ted’s 
fall and remorse, Tareling’s ... vice, all under Laurette’s cunning fingers were 
touched into fairy music, which led her to that career of assured triumph she 

                                                
96 Goethe, quoted in WM, Munich Edn., Vol. 5, p. 650; also noted by Pascal, p. 13, and p. 307, fn. 12. 
97 Goethe, WM, Book V, Chapter 14, Hamburg Edn., Vol. 7, p. 334. 
98 Goethe, WM, Book IV, Chapter 18, Hamburg Edn., Vol. 7, p. 273. 
99 Goethe, WM, Book V, Chapter 13, Hamburg Edn., Vol. 7, pp. 329-30. 
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had long felt herself born to achieve. ... But who could fail to recognise the 
finger of an overruling Providence in the series of events that had brought 
Laurette to her present position? (AAG, p. 491). 
 

Martin’s irony is also directed against presumptuous or self-important characters, such 

as society women and would-be artists, and a writer is dismissed with “But enough of 

this young man. He was by no means the funniest example” (AAG, p. 496). The serious 

side of Martin’s narrator appears in reflections such as: 
It may be thought that such reasoning had in it scant germs of nourishment for 
heart or soul. Yet it is a point gained when we begin to realize that the storm 
which has wrecked our little bark is one of those common events that has in all 
ages touched the lives of our fellow-creatures (AAG, p. 509). 
 

Both narrators create a subtly distinctive presence in the novel. 

Another striking feature of Wilhelm Meister is the number of unlikely coincidences: 

Wilhelm keeps encountering Jarno, the Abbé, the country parson and the doctor; many 

of the major characters are related to, or are well acquainted with, one another; Wilhelm 

meets and falls in love with Natalie, the Amazon, in a forest where she tends his 

wounds; her great-uncle bought Wilhelm’s grandfather’s collection of paintings, and so 

on. In the same way coincidence plays a considerable role in An Australian Girl: Stella 

encounters Langdale again far away from their first place of meeting, and by then he is 

already known to her brother’s family; Stella is found by Langdale, after she suffers a 

fall from a horse, in a patch of mallee forest, where he tends to her injuries and 

unwittingly reveals his feelings for her; Laurette is able to intercept Langdale’s letters to 

Stella because they pass through her hands; Langdale’s mother marries the German 

professor Stella has promised to visit in Berlin and so she meets Langdale again after 

her marriage. 

Though there are many instances of disunity in the structure of An Australian Girl 

and of artificial devices in the development of the plot, it can be seen that Martin’s work 

has a powerful predecessor and that it fits into an established, albeit German, tradition. 

The issue of disunity in Wilhelm Meister is addressed by Eric A. Blackall, but he is of 

the view that the structure in fact presents not disunity but a broadening of perspective. 

He writes of “the apparent disunity of the book, which seems to begin as one thing – a 

novel of theatrical life? – and end as something different – a novel about social or 

communal integration? about finding one’s way in life?”100 but argues that there are 

nonetheless important connections between the beginning of the novel and its 

conclusion. He states: “The great themes of the last books are there from the start. The 

                                                
100 Blackall, p. 381. 
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novel expands; it does not divide”.101 He concludes that: “It is a broadening process, not 

disunity, that characterizes its structure. Its structure is truly organic”.102 He also argues 

that the themes running through the work give it relevance for all readers, that it is not 

simply the story of a young man of the eighteenth century but that “the novel has a 

general validity that transcends its period significance”.103 Writing of the novel as one 

that “describes the discovery of self”,104 he states that it achieves this by “charting the 

rejection of illusions about what we are or should be”.105 He finds that the “theme is 

therefore of universal, general interest”.106 It can also be argued that An Australian Girl 

has a similar relevance and shows that making mistakes and taking wrong directions is 

part of life and that the important thing is finding purpose in life. Certainly, the seeds of 

much of what Stella does and becomes are there from the early stages of the novel. 

                                                
101 Blackall, p. 382. 
102 Blackall, p. 385. 
103 Blackall, p. 382. 
104 Blackall, p. 386. 
105 Blackall, p. 386. 
106 Blackall, p. 386. 
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CHAPTER FOUR 
 

German Philosophical and Metaphysical References in An Australian Girl. 
 
 

Jeanne F. Young states that An Australian Girl has been recorded as having had “a 

tremendous vogue in circles of the Intelligentsia in the nineties”.1 Some of the appeal to 

this group may have been due to what the same writer describes as “an exuberance of 

learning in the manifold quotations from Kant and other German philosophers”,2 and 

what Bentley categorised as “metaphysical observations” (AAG, p. xl). 

Stella is presented as a “lover of ideas” (AAG, p. 509) and a member of a family 

which possesses an “ardour for books and ideas” (AAG, p. 234), while she had been 

attracted to Langdale on first meeting because he appeared to be “devoted to ideas” 

(AAG, p. 179). She has always been encouraged to read, to think and to discuss. The 

metaphysical observations, criticised by some readers and critics as out of place in a 

novel, form part of Stella’s family and social environment as well as deriving from her 

personality. She is driven by a strong desire for a well-grounded system of belief which 

she has failed to find in her experiences with the Anglican church of her youth, and with 

the Catholic church to which she is powerfully attracted, but in which she does not find 

what she is seeking. This continuing need is expressed in conversations with her 

clergyman brother Cuthbert, and also later with Dr. Langdale when she tells him: “You 

make me feel how good it is to have some inspiring belief: and it is new to me that one 

may find this in science” (AAG, p. 281). The seriousness of her quest is also suggested 

by Laurette’s wondering statement that Stella “stays away from church far more than I 

do, and yet she’ll read the Bible by the hour, as if it were a French novel” (AAG, p. 

225). The metaphysical observations are an integral part and reflection of her quest and 

her personal development. The place of such material in the novel is thus well 

established. 

Stella’s exploration of ideas ranges from religion and theology to philosophy and 

more general metaphysical questions, while the numerous quotations and recollections 

                                                
1 Jeanne F. Young, Catherine Helen Spence: a Study and an Appreciation (Melbourne and Sydney: The 
Lothian Publishing Co., 1937), p. 63. Also quoted by Allen in “She Seems to Have Composed Her Own 
Life: Thinking about Catherine Martin”, Australian Feminist Studies, Vol. 19, No. 43, March 2004, p. 29. 
In this article Allen also quotes the English critic, Arthur Patchett Martin, who wrote of the recognition 
“this clever novel is now receiving in the higher social and literary circles of London”. (Literary Opinion 
and Illustrated Review of English and Foreign Literature, Vol. vii, no. 66, October 1891, p. 100). In 
addition Allen quotes more recent assessments: Fiona Giles described the novel as “one of Austalia’s 
most important, distinctive and ambitious nineteenth century novels” (fn, p. 40), and Susan Sheridan, who 
spoke of Martin at the launch of the Academy Edn. as “a major intellect of her time” (p. 30). 
2 Young, p. 64. 
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of ideas which appear in her thoughts, letters, and conversation attest to the breadth of 

her reading. The extent of Stella’s metaphysical speculation provides some indication of 

Martin’s own range of interests and studies, which must have included those presented 

by Langdale, Cuthbert, and the other intellectually inclined figures in the novel as well. 

Philosophical and metaphysical references appear throughout, from a wide range of 

sources, and are woven into the fabric of the novel in conversations, in several extended 

discussions between Stella and her brother Cuthbert, then with Langdale, in letters, and 

in authorial comment. There are references to Plato, Marcus Aurelius Antoninus, 

Montaigne, Francis Bacon, Hobbes, Voltaire, Diderot, Blaise Pascal and his sister 

Jacqueline, and a number of religious works. German philosophers, and above all, Kant, 

predominate, while other German thinkers and writers alluded to include Leibnitz, 

Schopenhauer, Fichte, Hegel, Marx, Luther, Goethe and Heine. It is clear, too, from a 

closer examination of the text, that Martin was acquainted with their works in the 

original German, as well as with some standard translations in English available at the 

time, along with reference works in English which she had in her personal library.3 

These included Kant’s Kritik der reinen Vernunft,4 Meiklejohn’s translation into 

English of the Kritik, Critique of Pure Reason,5 a translation into English of Hegel’s 

Philosophy of History,6 a translation into English of Friedrich von Schlegel’s The 

Philosophy of Life and the Philosophy of Language,7 and Lewes’s Biographical History 

of Philosophy8 in which Martin has marked a passage concerning Hegel. Three of these 

will be referred to in the following discussion. It should also be noted that it becomes 

very difficult to distinguish between the mental life and intellectual views of Stella, the 

heroine of the novel, and those of Martin herself. 

Stella’s acquaintance with philosophy is first indicated in a playful exchange with 

Ted Ritchie in the opening chapter of the novel. 
 ‘Ted, your logic is irresistible.’ 
 ‘You may call it logic if you like – but it’s true.’ 

‘Which logic seldom is; but then it’s correct, and you can so seldom combine 
the two,’ said Stella in the light, mocking tone which came to her so readily 
(AAG, p. 24). 
 

                                                
3 See Margaret Allen, CML, 2002.) 
4 Immanuel Kant, Kritik der reinen Vernunft (Leipzig, Philipp Reclam jun., n.d.). 
5 Immanuel Kant, Critique of Pure Reason, trans. J. M. D. Meiklejohn (London: George Bell, 1884). 
6 Georg Wilhelm Friedrich Hegel, Philosophy of History in “Bohn’s Philosophical Library.” 
7 Friedrich von Schlegel, The Philosophy of Life and the Philosophy of Language in a course of Lectures 
by Friedrich von Schlegel, translated from the German by Rev. A. J. W. Morrison M.A. (London: Henry 
G. Bohn, 1847). She was probably reading this in Berlin in 1890, as it is inscribed “C. E. Martin, Berlin 
1890”. See Allen, Catherine Martin’s Library, p. 54. 
8 George Henry Lewes, The Biographical History of Philosophy from its Origin in Greece down to the 
Present Day (London: John W. Parker & Son, 1857). 
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The exchange is minor but it is also indicative of her familiarity with questions of 

formal logic. The question of truth, however, is one that does concern her and she raises 

it again later in more serious conversation with Langdale. Stella’s interest in German 

philosophy was aroused by the pastor with whom she took German lessons. She 

mentions that his library contained many volumes, and these included ones by Fichte, 

Hegel, Schopenhauer and Kant (see AAG, pp. 75-77). There is a suggestion also of some 

acquaintance with the philosophy of Leibnitz in the pastor’s mention of the ship’s 

compass, where it signifies Freewill.9 The pastor introduced her to Kant, the “good, old 

philosopher of Königsberg” (AAG, p. 85), possibly through Schopenhauer, and used 

terms such as “Ding-an-sich” [thing-in-itself] (AAG, p. 75), a term famously used by 

Kant, and “nicht-seyn” [nicht sein, non-being] (AAG, p. 75), which was also used by 

Kant: “Negation, dessen Begriff ein Nichtsein (in der Zeit) vorstellt”10 [Negation, the 

concept of which represents a non-being (in time)]. However, the term “nicht sein” is 

also associated with Hegel’s philosophy. In his section in the Science of Logic on the 

“Doctrine of Being”, Hegel writes: “The Beginning … contains both, Being and 

Nothing; it is the unity of Being and Nothing, or is Not-being which is Being, and Being 

which is also Not-being”.11 The pastor also introduced her to the main ideas of two 

major schools of philosophy, those of Freedom of the Will, and Determinism. 

Stella’s preoccupation with the philosophy of Kant, and, principally, with his Kritik 

der reinen Vernunft [Critique of Pure Reason],12 becomes apparent in a long discussion 

with Cuthbert which occurs quite early in the novel. After Stella has told him of her 

struggles to achieve religious conviction and her subsequent disenchantment, she tells 

him: 
I gave up all other researches for one book. Not so much with the hope of 
finding spiritual guidance, but some sure standing ground. I was so deadly tired 
of endless doubt and agitation – the cry of my soul was not so much, Who will 
tell me any good? as Who will tell me something certain, whether it be for good 
or evil? (AAG, p. 74). 

 
That book was the Critique of Pure Reason. Her brother, who is apparently not familiar 

with Kant’s philosophy, is curious to know what she has learned from her study of the 

Critique and thus provides her with the opportunity to describe and explain it at some 

length. In response to her brother’s enquiry, Stella tells him: “Briefly stated, it 

                                                
9 Mentioned by Campbell, AAG, p. 672, fn. 4. The image of the ship’s compass occurs again in a much 
later conversation between Stella and Langdale (see AAG, p. 284), although here it represents more a 
pointer which indicates the direction to be followed. It occurs again in the latter sense in AAG, p. 619. 
10 Kritik, p. 201. 
11 G. W. F. Hegel. Science of Logic, trans. W. H. Johnston & L. G. Struthers (London: George Allen & 
Unwin, and New York: Humanities Press, fourth impression, 1966), Vol. I, p. 85. 
12 This work is mentioned by name at least thirteen times in the text of AAG. 
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convinced me of the folly of knocking at doors that are immutably sealed” (AAG, p. 77). 

She then goes on to summarise certain aspects of the work. A close examination of this 

section of the text reveals that, although Stella is apparently conversing with her 

brother, Martin has worked very closely from Kant’s text. Stella’s exposé has been 

carefully constructed from key words, phrases and complete quotations, from a variety 

of sections of the Critique and some letters, but with suggestions also of the influence of 

other reading – in particular, of G. H. Lewes and Heine. The arrangement and ordering 

of the summary is, of course, Martin’s own, but she keeps close to Kant’s text in her use 

of his words and phraseology. It is, in fact, a mosaic of ideas, allusions, words and 

fragments taken mostly from Kant’s own work. It is also worth noting that Martin’s 

copies of both the German and the English version of the Critique (translated by J. M. 

D. Meiklejohn) were liberally annotated by her, with many page references and notes.13 

Stella’s presentation of the Critique begins with a statement of the aim and purpose 

of the Critique as she sees it: 

It is not to extend, but test knowledge; to ascertain our necessary and 
unavoidable ignorance … (AAG, p. 77). 
 

The first key words are “extend”, “test” and “knowledge” and the same words, or 

variations on them, and a similar sense, are to be found where Kant writes, “it is yet 

doubtful whether any extension of our knowledge be here possible”;14 the Critique 

“aims not at the enlargement, but at the correction and guidance of our knowledge”;15 

and transcendental theology “is useful as a test of the procedure of reason”.16 Stella also 

says that, according to Kant, it is not permissible “to excuse ourselves on the plea of 

necessary and unavoidable ignorance”.17 Here Martin has appropriated an entire phrase 

from the preceding quotation from Kant’s text, or, more precisely, from Meiklejohn’s 

translation, since Kant’s words are actually “unvermeidliche Unwissenheit 

vorzuschützen”18 [to use unavoidable ignorance as an excuse]. Kant does not use the 

word “necessary” but Martin follows Meiklejohn in adding it. 

The next part of Stella’s description provides a definition of the Critique and reads: 

It is an examination of the subjects of knowledge, not of its objects; an 
exhaustive analysis of the laws of thought, the scope of the understanding, the 
powers of reason … (AAG, pp. 77-78). 

                                                
13 See Allen, CML, pp. 29 and 47. Of the English translation Allen comments: “C.M. has made notes and 
marks”, while of the German version she writes: “Circa four pages of notes and commentary have been 
made on front fly pages and the text has been marked and notes written on margins”, p. 47. 
14 Critique, trans. Meiklejohn, p. 38. 
15 Critique, trans. Meiklejohn, p. 38. 
16 Critique, trans. Meiklejohn, p. 371. 
17 Critique, trans. Meiklejohn, p. 288. 
18 Kritik, p. 481. 
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In this segment Martin’s paraphrase highlights “subjects” and “objects” which renders 

the sense of what Kant writes: “this science ... has not to do with objects of reason ... but 

merely with Reason herself and her problems”19 and also, in a similar context, “from a 

subjective point of view”.20 Kant also writes of “the faculty which we call 

understanding, and ... the determination of the rules and limits of its use”,21 and asserts 

“this transcendental critique ... has disclosed to me the power and limits of pure 

reason”.22 Martin picks up on the words “scope”, “understanding”, and “powers” of 

“reason”. “Analysis” is another word Kant uses frequently. 

The following section concerns the way in which the Critique operates: 
defining all its possible operations step by step, retracing the bounds beyond 
which it cannot pass without soaring into the realms of endless illusion … 
(AAG, p. 78). 
 

Martin’s version can again be seen to be related to expressions and statements used by 

Kant: “to determine securely the extent and limits of her attempted application to 

objects beyond the confines of experience”,23 while [of physico-theologians] “after 

following ... the path of nature and experience, ... they suddenly leave this path and pass 

into the region of pure possibility, where they hope to reach upon the wings of ideas 

what had eluded all their empirical investigations”,24 and “illusory knowledge”.25 

The next segment deals with the limitations of the Critique, its contents and real 

function: 

demonstrating that though at first it seemed to promise us the extension of 
knowledge beyond the field of experience, yet when rigidly searched it is found 
to contain nothing but regulative principles, which constitute it the supreme 
tribunal for all the rights and claims of speculation … (AAG, p. 78). 
 

Martin bases this on excerpts from Kant such as: “a dogmatist promises to extend 

human knowledge beyond the limits of possible experience”,26 “reason is the faculty 

which furnishes us with the principles of knowledge a priori”,27 “I have … examined 

them [questions of reason] completely in the light of principles”,28 “a call to reason ... to 

establish a tribunal, which may secure it in its well-grounded claims, while it 

                                                
19 Critique, trans. Meiklejohn, p. 37. 
20 Critique, trans. Meiklejohn, p. 5. 
21 Critique, trans. Meiklejohn, p. 5. 
22 Critique, trans. Meiklejohn, p. 430. 
23 Critique, trans. Meiklejohn, p. 37. 
24 Critique, trans. Meiklejohn, p. 366. 
25 Critique, trans. Meiklejohn, p. 3. 
26 Critique, trans. Meiklejohn, p. 4. 
27 Critique, trans. Meiklejohn, p. 37-38. 
28 Critique, trans. Meiklejohn, p. 3. 
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pronounces against all baseless assumptions ... according to its own eternal and 

unchangeable laws”29 and “its use, in regard to speculation, would be only negative”.30 

The final part of Stella’s statement details the kinds of errors into which reason can 

lead the thinker when the Critique is not applied: 
showing that when reason severs its connection with experience, it necessarily 
passes into the region of the incomprehensible and the unsearchable—into the 
void inane in which it loses its power and collectedness; showing how reality, 
substance, causality, etc., lose all significance and become mere word-echoes 
when we attempt to carry them beyond the world of sense, and that all the 
inferences which would lead us beyond this are fallacious and groundless 
(AAG, p. 78). 
 

Here Martin is still paraphrasing and taking key words and whole fragments from the 

Critique such as: “the safe ground of experience being ... abandoned”,31 “it is utterly 

impossible to go beyond our conception, without the aid of experience”,32 and, most 

tellingly, “all inferences which would lead us beyond the limits of experience are 

fallacious and groundless”33 – almost the very words used by Martin. “Reality”, 

“substance”, “causality”, and “world of sense” are also key words and phrases in the 

Critique, as can be seen from the 1929 Systematisches Handlexikon zu Kants Kritik der 

reinen Vernunft [Systematic Hand-Lexicon for Kant’s Critique of Pure Reason] by 

Heinrich Ratke included at the end of Raymund Schmidt’s edition of the Kritik der 

reinen Vernunft [Critique of Pure Reason]. 

At this point Stella endeavours to lighten the conversation by saying: “But does not 

all this sound like a foolish category?” (AAG, p. 78). Cuthbert, however, encourages her 

to continue. She then comments on Kant’s method of working: 
Kant makes one sensible of the irresistible tendency the mind has to overstep 
the limits with which it is bounded, and that to save us from the illusions which 
arise from this impulse, the severest and most subtle criticism is necessary. He 
makes one realize that the elements of knowledge, while they cannot exist 
without experience, are nevertheless not derived from it; that is, knowledge 
does not consist in the impressions of sense, but reasoning about them. And 
from first to last he makes one strangely conscious of the impossibility of 
knowing objects of sense as they are in themselves, but only as they appear to 
us – the schemata of things, he calls it (AAG, p. 78). 
 

This is again clearly based on passages and phrases such as: “human reason has a 

natural inclination to overstep these limits”;34 “ideas are the parents of irresistible 

illusions, the severest and most subtle criticism being required to save us from the 

                                                
29 Critique, trans. Meiklejohn, p. 3. 
30 Critique, trans. Meiklejohn, p. 38. 
31 Critique, trans. Meiklejohn, p. 28. 
32 Critique, trans. Meiklejohn, p. 371. 
33 Critique, trans. Meiklejohn, p. 373. 
34 Critique, trans. Meiklejohn, p. 373 
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fallacies which they induce”,35 “elements of cognition”,36 “this cognition, which is 

limited to objects of experience, is not for that reason derived entirely from 

experience”,37 and “things as they are, and not, as the schemata represent them, merely 

as they appear”.38 Stella’s apprenticeship is completed when, towards the end of the 

novel, she can distinguish between illusions and “things as they are”, and realises that 

she must also accept “things as they are”. 

Stella admires the clarity and incisiveness of Kant’s writing and singles out his first 

preface as “a splendid example of his style at its best” (AAG, p. 79). She also likes his 

choice of illustrations. The first one she cites reveals another aspect of Martin’s work: 

her refusal to rely solely on existing translations of Kant and her constant reference to 

Kant’s own words. Stella recounts: 
Speaking of sceptics, he terms them nomads, who detest all permanent 
cultivation of the ground (AAG, p. 79). 
 

Here it is worth comparing Martin’s version of Kant’s illustration with the Meiklejohn 

translation she owned, which reads: 

the sceptics, like nomadic tribes, who hate a permanent habitation and settled 
mode of living39 
 

and then with Kant’s Kritik which runs: 
die S k e p t i k e r, eine Art Nomaden, die allen beständigen Anbau des Bodens 
verabscheuen40 
 
[the sceptics, a type of nomads who abhor all continual cultivation of the ground]. 
 

Martin at this point has clearly worked from the German text rather than accepting 

Meiklejohn’s much freer translation. With the notion of “cultivation of the ground” she 

is not introducing a new element but, rather, she is being very faithful to Kant’s text. 

This is in contrast to the example mentioned above, where Martin adopts Meiklejohn’s 

expanded version rather than Kant’s more concise one. 

Martin’s fidelity to Kant’s wording is evident in other quotations in this discussion 

of Stella’s with Cuthbert. Martin writes: 
Of the solution he has given to the questions of reason, he says these have not 
been answered in the way that a dogma-enamoured curiosity might expect; for 
this could be done only through magical arts, and of these he understood 
nothing (AAG, p. 79). 
 

                                                
35 Critique, trans. Meiklejohn, p. 373. 
36 Critique, trans. Meiklejohn, p. 112. 
37 Critique, trans. Meiklejohn, p. 112. 
38 Critique, trans. Meiklejohn, p. 122. 
39 Critique, trans. Meiklejohn, p. 1. 
40 Kritik, p. 6. 
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Again Meiklejohn’s translation is somewhat freer: 
... these questions have not been solved as dogmatism, in its vain fancies and 
desires, had expected; for it can only be satisfied by the exercise of magical 
arts, and of these I have no knowledge.41 
 

Martin’s version is in some respects closer than Meiklejohn’s to the German, which is: 

Zwar ist die Beantwortung jener Fragen gar nicht so ausgefallen, als 
dogmatisch schwärmende Wißbegierde erwarten mochte; denn die könnte nicht 
anders als durch Zauberkräfte, darauf ich mich nicht verstehe, befriedigt 
werden42 
 
[In fact, the answer to those questions has not turned out at all the way that 
dogmatically enthusing thirst for knowledge would have expected; for that 
could not be satisfied other than by means of magical powers, about which I am 
not knowledgeable]. 
 

Martin’s version is not an exact translation, but “a dogma-enamoured curiosity” reads as 

rather clumsy, and this is because of her adherence to the wording in the original 

German. 

Stella has already expressed her liking for Kant’s illustrations and in another 

instance Martin writes: 
He says that in a critical inquiry, opinion is on no account to be admitted, and 
that everything which resembles a hypothesis is contraband ware, and not to be 
retailed even at the lowest price (AAG, p. 79). 
 

In this example Martin takes care to retain several key ideas and expressions which 

Kant uses and which apparently appealed to her as images – “contraband ware”, 

“retailed” and “lowest price” – but which are lost in Meiklejohn’s translation. However, 

where Martin writes of the description of “Indifferentism” as “the mother of chaos and 

night” (AAG, p. 79), there is no conflict because her version and Meiklejohn’s are an 

almost word for word translation of Kant’s “die Mutter des Chaos und der Nacht”.43 

Martin is more faithful to Kant’s text in several of the other quotations in her 

discussion with Cuthbert, but she is selective about what she paraphrases, what she 

takes from Meiklejohn’s translation and what she translates directly from the German. 

She is also selective about which version of the German she uses. In one instance, at 

least, she appears to have chosen to work from the 1781 edition. In this quotation there 

is one very small difference between the text of the 1781 Introduction and the 1787 

Introduction – the addition of the words “lieber gar” in the later one. Meiklejohn uses 

the word “altogether” to render this phrase in the second edition: 

                                                
41 Critique, trans. Meiklejohn, p. 3. 
42 Kritik, p. 8. 
43 Kritik, p. 6. 
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... all sorts of excuses are sought after, in order to console us for its want of 
stability, or rather, indeed, to enable us to dispense altogether with so late and 
dangerous an investigation44 (“enable” is introduced by Meiklejohn), 
 

but Martin omits it, as Stella quotes Kant, saying: 
... all kinds of excuses are sought to console us as to the instability of these 
edifices, or rather, indeed, to decline so late and dangerous an examination 
(AAG, p. 80); (“edifices” is introduced by Martin). 

 
The fact that Martin can be seen to have been so selective in her choice of words is 

indicative of the careful study she must have made of the texts in both languages and of 

her determination to represent Kant’s work in her novel as accurately as possible. 

The opening two or three paragraphs of Stella’s exposition thus reveal a very careful 

composition made up of quotations from Kant, and these best reflect Martin’s summary 

of aspects of Kant’s philosophy. As their talk proceeds, Stella recalls a number of 

passages from the Critique which she claims have lodged in her memory, with the result 

that her side of the conversation consists of little more than a succession of quotations 

or near quotations, some of which are quite lengthy. 

The longer quotations from the Critique have been identified by Rosemary 

Campbell in the Academy Edition of An Australian Girl and references to the 

Meiklejohn translation of the Critique (including both the First and Second Prefaces) 

are provided. It is known that Martin owned copies of both the Meiklejohn translation 

of the second edition (1787) of the Critique of Pure Reason (reprint published in 1884) 

and of Kant’s Kritik der reinen Vernunft.45 The latter copy was of the second, revised 

edition of the Reclam Universal Library edition of the 1781 version, edited by Dr. Karl 

Kehrbach, with the inclusion of all divergences in the 1787 edition.46 Thus Martin had 

access to both versions of the Kritik in German. Reclam, (a publishing house which 

specialised in publishing very cheap, and hence accessible, individual editions of 

classical and modern world literature), began publishing its Universal Library series in 

Leipzig in 1867 and Martin’s copy of the Kritik was first published in 1877.47 Campbell 

comments: “The quotations in this chapter may be CM’s as the wording does not 

directly correlate with any of the five English translations [of Kant’s Kritik] published 

by 1888” (AAG, p. 674, fn. 13). Given Martin’s already demonstrated ability as a 

translator of German into English in her 1874 publication, The Explorers and Other 

                                                
44 Critique, trans. Meiklejohn, p. 29. 
45 See Allen, CML, p. 47. 
46 “Text der Ausgabe 1781 mit Beifügung sämmtlicher Abweichungen der Ausgabe 1787 – Zweite 
verbesserte Auflage.” Wording on the title page as reproduced in Allen, CML, p. 29. 
47 Information supplied by Philipp Reclam Verlag, Stuttgart, to the author, email 22.04.2005. 



 71 

Poems,48 it is clear Martin was more than capable of translating the passages she quotes 

and she evidently wished at times to render Kant’s words more directly than they appear 

in the Meiklejohn translation. 

Stella covers a range of themes and ideas in the quotations she selects. These 

include the notion of transcendental thought and of deserting “the world of sense” 

(AAG, p. 79) because of its limitations and venturing “upon the wings of ideas into the 

empty space of pure intellect” (AAG, p. 80), and the tendency of many thinkers to 

develop theories without first ensuring that these are based on firmly established 

foundations. When the theories prove to be unsound, the thinker is often inclined either 

to find excuses for such problems or simply to refuse to re-examine the basis of his 

theories. In other words, he fails to apply a rigorous critique to his reasoning. Another 

important topic selected by Stella is Kant’s treatment of the concept of an “Omnipotent 

Being” (AAG, p. 80), which he describes as “the true abyss for the human reason” 

(AAG, p. 80) since reason demands something ultimate, but at the same time cannot 

accept it, both imagining and dreading a being who can say: “I am from eternity to 

eternity; without Me there is nothing except that which exists merely by My will: but 

whence, then, am I?” (AAG, p. 80). Given Stella’s questioning of religion, yet search for 

belief, this is a topic in which she is extremely interested, but Kant can give no 

assurances. Cuthbert gathers from Stella’s selected quotations that the Kritik must be “a 

tribunal before which the creeds of mankind must be relinquished as pretensions that 

extend beyond the limits of human knowledge” (AAG, p. 80). Stella quotes further 

passages which touch on “the freedom of the human will, the hope of a future life, and 

the existence of God” (AAG, p. 80), but, according to her, Kant says reason cannot 

prove or disprove these matters since, while it is “quite inadequate to prove the 

affirmative, it is still less possible to know that the true answer to these questions is 

negative” (AAG, p. 80). Cuthbert sums up these statements as concluding that in the 

matter of the basis of human ethics “we may hope, but we cannot know” (AAG, p. 81). 

Stella does not expand on Kant’s views on morals or imperatives. She states only: “Kant 

maintains that we may not even say it is morally certain that there is a God – but I am 

                                                
48 M. C., Explorers. This collection included very competent translations of many German poems. In TSB 
(pp. 98-99), Michael Ackland writes that Martin’s translations in this collection “stand as testimonials to 
prosodic and linguistic competence”. 
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morally certain” (AAG, p. 81),49 which puts this statement, then, into the realm of belief, 

rather than knowledge.50 

Kant goes on to state that his belief in God is part of his moral nature,51 and he 

writes that, in the sphere of moral belief, “action is absolutely necessary, that is, I must 

act in obedience to the moral law in all points”.52 It is Stella’s recognition of Kant’s 

moral law that motivates her actions and decisions at the end of the novel in order to 

comply with the moral law. As Stella’s and Cuthbert’s conversation turns to Kant’s 

views on ethics and belief, Stella also quotes from letters from Kant to Moses 

Mendelssohn,53 the notable philosopher and biblical scholar. Stella cites: 
It is true there is much of which I am clearly convinced, that gives me great 
contentment, which I shall never have the courage to say. But I shall never say 
anything that I do not think (AAG, p. 81). 
 

Here, too, Martin has apparently worked from the German text: 
Zwar denke ich vieles mit der allerkläresten Überzeugung und zu meiner 
großen Zufriedenheit was ich niemals den Muth haben werde zu sagen; niemals 
aber werde ich etwas sagen was ich nicht dencke54 
 
[In fact I think many things with the very clearest conviction, and to my great 
contentment, which I will never have the courage to say; but I will never say 
anything that I do not think]. 
 

The more recently available translation of Kant’s letters, prepared and edited by Arnulf 

Zweig,55 does not include the phrase “to my great contentment”, which Martin does 

include. In the second letter to Mendelssohn, Stella relates that Kant argues cogently for 

“unlimited freedom of conscience in every religion” (AAG, p. 81) and the necessity of 

seeking greater unity in essential issues of religion. Stella later alludes to a letter from 

Kant to his former student, Marcus Herz, a doctor, philosopher and friend (see AAG, p. 

84). In this letter Kant writes that one must rebuild where one has demolished a 

structure and done away with fantasies, make the insights of pure reason 

                                                
49 Kant’s text reads: “so muß ich nicht einmal sagen: e s  i s t  moralisch gewiß, daß ein Gott sei usw., 
sondern  i c h  b i n  moralisch gewiß usw.” [so I must not even say: it is morally certain that there is a 
God etc. but I am morally certain etc.], Kritik, p. 746. 
50 This passage is also cited by G. H. Lewes, in A Biographical History of Philosophy (London & New 
York: George Routledge and Sons, n.d.), p. 560, but it can be seen that Martin retains Kant’s emphasis, 
while Lewes omits this. 
51 See Critique, trans. Meiklejohn, p. 469. 
52 Critique, trans. Meiklejohn, p. 469. 
53 Campbell comments, concerning Martin’s sources: “Partial collections of Kant’s letters were included 
in various nineteenth-century editions of his writings. CM’s source is unidentified”. AAG, p. 674, fn. 22. 
54 Kant’s Briefwechsel, Band I [Kant’s Correspondence, Vol. I], (Berlin and Leipzig: Walter de Gruyter 
& Co., 1922), (hereafter Briefwechsel), Letter to Mendelssohn, 08 April 1766, p. 69. 
55 Arnulf Zweig, Kant. Philosophical Correspondence 1759-99 (Chicago & London: The University of 
Chicago Press, 1967), p. 54, mentioned by Campbell, AAG, p. 674, fn. 22. 



 73 

comprehensible in relation to dogma, and establish its limits.56 A final allusion to Kant’s 

correspondence has been identified by Campbell as referring to a letter of 28 April 1775 

to the Swiss theologian, Johann Caspar Lavater, and an addendum to it. In this allusion, 

Campbell says, Martin “echoes the argument of Kant’s … letters” 57 to Lavater. Stella 

quotes: 
“The broad road and the wide gate that leadeth to destruction” as he says in one 
of his letters, “are the churches when they tempt man to save his soul at the 
expense of his conscience” (AAG, p. 86). 
 

Kant’s argument in this letter, and in the unfinished addendum written to elaborate 

further on it, is that genuine belief in God and acceptance of Christ’s moral teachings 

are matters which come from the heart and mind of an individual and not from the 

performance of religious rituals or ceremonies which some people believe to be 

essential to salvation, or what Kant actually calls “blessedness” when he writes that he 

is referring to 

was gleichwohl zur confession oder Observantz als eine Bedingung der 
Seeligkeit anbefohlen wird58 
 
[confession or observance which is nonetheless urged on one as a requirement 
of blessedness]. 
 

Unlike Stella, he makes no mention of the “church” as such but simply states that 
S t a t u t e n  zwar  O b s e r v a n z e n  aber nicht  G e s i n n u n g e n  des 
Herzens hervorbringen können59 
 
[statutes are in fact able to produce observances, but not beliefs of the heart], 
 

and he writes of what 

schon durch das heilige Gesetz in mir wornach ich vor alles Rechenschaft 
geben muß mir zur Pflicht geworden ist und daß ich es nicht wagen darf meine 
Seele mit Andachtsbezeugungen Bekenntnissen etc. anzufüllen60 
 
[has already become a duty for me by means of the holy law in me, according 
to which I must give an account for everything, and that I do not dare to fill up 
my soul with devotional attestations, professions, etc.]. 

 
He writes more of his “state of mind”, views and beliefs than of his “conscience”. 

Stella’s somewhat loaded words suggest a harsher judgment of perceived church 

practices than do Kant’s comments, and in this letter and its addendum, Kant does not 

evoke St. Matthew’s suggestion of a path to destruction or speak of temptation. Here 

                                                
56 This paraphrases Kant’s letter to Herz, of 21 February 1772, in Kant, Briefwechsel, p. 135. Also 
identified by Campbell, p. 675, fn. 28. 
57 AAG, p. 675, fn. 34. 
58 Briewfechsel, p. 178. 
59 Briefwechsel, p. 179. 
60 Briefwechsel, p. 179. 



 74 

Martin produces an uncharacteristically skewed version of Kant’s writings, and perhaps 

expresses a more personal view. There are resonances between these ideas and Stella’s 

account of her refusal to proceed with confirmation and the Canon’s apparent dismissal 

of the importance of her doubts, saying, “we’ll talk over these matters after you’re 

confirmed” (AAG, p. 62), and his assurance, “But, my dear Stella, we none of us can 

quite grasp these things. If you do not believe all now, you will by-and-by” (AAG, p. 

64). The impression of a personal note is strengthened by the fact that Martin was never 

a communicant at her Mount Gambier church although other members of her family 

were.61 These excerpts from letters provide a further indication of the range of Martin’s 

reading of Kant, while Stella’s specific comment to Cuthbert that Kant's letters “are 

extremely interesting” (AAG, p. 81) appears to be yet another indication of Martin’s 

personal interest in and close acquaintance with his correspondence and thoughts. 

Certain of Stella’s comments on Kant and selected quotations appear to demonstrate 

an acquaintance with the writings of both G. H. Lewes and Heine.62 Cuthbert mentions 

“Kantian terminology” (AAG, p. 79), to which Stella responds, “The terms at first are a 

stumbling block, but afterwards a great help. They are incisive and discriminative” 

(AAG, p. 79), though she also admits that, even with the help of her tutor, the German 

pastor, there were times when she was “reduced to the verge of despair” (AAG, p. 79) 

because of them. Lewes’s comment on the issue of the terminology is positive and runs: 

“If its terminology render it somewhat obscure and repulsive, directly the language is 

comprehended all obscurity falls away”,63 but Lewes then goes on to say: “neither Kant 

himself nor the generality of his expositors have succeeded in overcoming the 

repulsiveness of neologisms and a cumbrous terminology”.64 The initial emphasis on 

the clarity which emerges once the terminology has been mastered is, in each case, 

undercut by the succeeding comments. Heine is a much harsher critic. He writes of the 

reception of the Critique: 

The cause of [its] tardy recognition undoubtedly lay in the unusual form and 
bad style in which the work is written. Kant merits severer censure than any 
other philosopher ... why did Kant write his “Critique of Pure Reason” in such a 
colourless, dry, packing-paper style?65 

                                                
61 Allen, “She Seems to Have Composed”, p. 37. 
62 Martin had a copy of G. H. Lewes’s A Biographical History of Philosophy, which belonged originally 
to her husband, and would have had access to it from the time of her marriage in 1882 at the latest, 
probably much sooner. See Allen, CML, p. 8. Martin also referred in a notebook of 1931 to a copy of 
Heine, which she apparently owned, probably for many years, but which is no longer in her collection. 
See Allen, CML, p. 28. 
63 Lewes, p. 544. 
64 Lewes, pp. 544-45. 
65 Heinrich Heine, Religion and Philosophy in Germany, trans. John Snodgrass (Albany: State University 
of New York Press, 1986), pp. 109-10. The original German reads: “Die Ursache dieser verzögerten 



 75 

 
His ironic criticism of Kant’s style occupies two lengthy paragraphs. Martin’s work 

does not reflect the tone of Heine’s comments on this point but it seems clear that she is 

familiar with these passages. 

There appears to be some borrowing from Lewes, and some parallels might be 

coincidental but they are sufficiently numerous to suggest a little more than 

coincidence. Stella quotes an illustration, concerning the dove which might wish to rise 

above the resistance to its progress, which is also alluded to by Lewes.66 Another textual 

hint of Martin’s reading of Lewes is to be found in Stella’s comment which begins “To 

the Dogmatist and Sceptic alike Kant says” (AAG, p. 80), which echoes two sentences 

of Lewes’s exposition which begin: ‘To the Sceptic Kant says ... ”67 followed 

immediately by: “To the Dogmatist he says ... ”68 – even to the capitalisation of 

“Dogmatist” and “Sceptic”. As well, Martin uses the phrase “l’art de s’égarer avec 

méthode” [the art of losing one’s way methodically], once in French (AAG, p. 75), once, 

indirectly, in English (AAG, p. 504). Since Lewes uses this phrase, as a definition of 

metaphysics, in his “Introduction”,69 it seems likely that Martin owes this expression to 

her reading of Lewes. There is another minor suggestion of a parallel with Lewes in 

Stella’s quotation from Kant concerning the building of theories on unstable or untested 

foundations (AAG, p. 8070). Plato is also mentioned, in the context of Kant’s borrowing 

of the term “ideas” from the former, “ideas” which, according to Lewes, “are wholly 

independent of experience; ... above sensibility – above the understanding; their domain 

is reason, their function that of giving unity and coherence to our conceptions”.71 When 

Stella is explaining Kant’s “schemata of things” (AAG, p. 78) to Cuthbert and 

concludes, “Always between us and things as they really are there is an impassable veil 

– a gulf which cannot be bridged” (AAG, p. 78), her brother responds: “In that, I 

suppose, like all the great original thinkers, he is a Platonist” (AAG, p. 78). 

                                                                                                                                          
Anerkenntnis liegt wohl in der ungewöhnlichen Form und schlechten Schreibart. In Betreff der letztern 
verdient Kant größeren Tadel, als irgend ein anderer Philosoph … Warum aber hat Kant seine »Kritik der 
reinen Vernunft« in einem so grauen, trocknen Packpapierstil geschrieben?”, from Heinrich Heine, 
Sämtliche Schriften (Munich: Hanser Verlag, 1971), Vol. III, p. 596. 
66 Lewes, p. 558. 
67 Lewes, p. 548. 
68 Lewes, p. 548. 
69 Lewes, p. xxi. Campbell translates this phrase in a note (AAG, p. 672, fn. 1) but does not identify a 
source for it. 
70 Lewes comments: “philosophers are too apt to argue without reference to the facts”, p. 569. 
71 Lewes, p. 556.  
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Lewes carried out some notable work on interpreting German thought and literature 

for English speaking readers and also had a good command of the French language.72 It 

is probable that he was familiar with Heine’s work, Zur Geschichte der Religion und 

Philosophie in Deutschland [On the History of Religion and Philosophy in Germany] 

which was published as articles, and then in book form, in French, and then in German, 

in 1834-35.73 Lewes certainly read and wrote reviews of Heine while he was living in 

Germany in 1854-55 and, according to Ashton, translated from Heine’s French.74 Even 

if Lewes had read Heine’s History, there is little evidence of it in his own text, since the 

two works are vastly different in style and are written for different purposes – Heine’s 

satirical and discursive, intended to be as entertaining as it is informative in a general 

way; Lewes’s factual, concise, analytical and intensely informative. 

Whether or not his work served as an introduction to, or a filter of, German 

philosophy for Martin, he was no mean mentor in the field. Rosemary Ashton writes 

concerning his Biographical History of Philosophy: 
While Lewes may be accused of oversimplifying Kant in his brief exposition, 
he cannot be found guilty of underestimating or misrepresenting Kant’s system 
and its contribution to the history of philosophy. Lewes’s ability to see the 
wood as well as the trees here is admirable. His 43 pages on Kant are as good 
an introduction—and they claim to be no more than that—as could be wished 
for.75 
 

Martin was certainly familiar with Heine’s History and there is textual evidence to 

support this. Her copy (or copies) of Heine is (are) missing now from her library,76 but 

she refers to it (or them) in a notebook of 1931 in which she wrote: “My edition of 

Heine was published in 1876” and “Re-reading Heine, marked passages eg pp. 78-9 3rd 

Book of Heine”.77 The last comment provides a useful indication of what she may have 

been re-reading, since there are very few works of Heine’s divided into “books”, and 

only two of those which contain a “Third Book” seem likely, in this context, to be the 

one to which she was referring. These are to be found in two works about Germany, On 

                                                
72 Rosemary Ashton comments, “the years [Lewes] spent in France and Jersey gave him a knowledge of 
French which he exploited as a young man trying to get articles accepted by periodicals. Much of his 
literary work was pioneering; he was one of the first to read and champion the philosophy of Comte, the 
historical works of Michelet, and the novels of George Sand. He also spoke French with no trace of an 
English accent for the rest of his life”. G. H. Lewes: a life  (Oxford: Clarendon Press, 1991), p. 11. 
73 Lewes first went to Germany in 1838. There he attended lectures at the University in Berlin, and later 
moved to Vienna, spending about a year altogether in German speaking countries. In 1842 and 1843 he 
published articles in England on Hegel, Goethe and Spinoza, and the first two volumes of his 
Biographical History of Philosophy in 1845, when he again visited Berlin briefly, and the full work in 
1846. 
74 Ashton, p. 152. 
75 Ashton, p. 48. 
76 Allen, CML, p. 28. 
77 Allen, CML, p. 28. 
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the History of Religion and Philosophy in Germany and The Romantic School. In the 

first of these the “Third Book” deals with the philosophy of Kant, Fichte, Schelling and 

Hegel, while in the second, the “Third Book” deals with the poets Clemens Brentano 

and Achim von Arnim, Jean Paul Richter and writers of the Young Germany 

movement, and Uhland, among others. These two works were later printed together. 

This appears to provide strong evidence to suggest that Martin did in fact own one or 

both of these works. 

While Martin clearly studied Kant in detail and worked from a German edition, it is 

unclear how much she studied Fichte, other than through Heine and Lewes, or whether 

she read him in German. The only clear allusion to Fichte’s work is in one of Stella’s 

letters to Cuthbert, relatively early in the novel, where she writes, apropos an Aboriginal 

myth and the idea of viewing the world from the point of view of an indigenous 

Australian: 
But, then, one would want to be one’s own miserably sophisticated self at the 
same time, to register the point of view—in fact, to be the ape who put his tail 
in a copper kettle, declaring that the true science of cooking demanded that one 
should be subjectively conscious of the process (AAG, p. 137). 
 

This allusion is, in fact, to a passage in Heine’s Religion and Philosophy in Germany.78 

Heine prefaces his colourful anecdote with the comment that, in the philosophy of 

Fichte, 

ist noch die besondere Schwierigkeit, daß er dem Geiste zumutet, sich selber zu 
beobachten, während er tätig ist. Das Ich soll über seine intellektuellen 
Handlungen Betrachtungen anstellen während es sie ausführt. Der Gedanke soll 
sich selber belauschen, während er denkt, während er allmählich warm und 
wärmer und endlich gar wird79 
 
[there is also the particular difficulty that he expects the mind to observe itself 
while it is active. The self is to reflect on its intellectual actions while it is 
performing them. The thought is to listen in on itself while it is thinking, while 
it is gradually getting warm and warmer and is finally cooked]. 
 

The cooking image in the anecdote is already anticipated in the last sentence. Heine 

appears here to draw on passages from Fichte’s Wissenschaftslehre [Science of 

Knowledge], such as: 

                                                
78 See Campbell, AAG, pp. 682-83, fn. 3 to p. 137. 
Heine wrote: “Diese Operazion mahnt uns an den Affen der am Feuerherde vor einem kupfernen Kessel 
sitzt und seinen eigenen Schwanz kocht. Denn er meinte, die wahre Kochkunst besteht nicht darin, daß 
man bloß objektiv kocht, sondern auch subjektiv des Kochens bewußt wird” [This operation reminds us 
of the monkey which is sitting by the hearth in front of a copper kettle, cooking his own tail. For he 
thought: the true art of cooking does not consist solely of cooking objectively, but also of becoming 
subjectively aware of the cooking]. Heinrich Heine, “Zur Geschichte der Religion und Philosophie in 
Deutschland”, in Sämtliche Schriften, (Munich: Carl Hanser Verlag, 1971), Band III, p. 609. 
79 Heine, “Zur Geschichte der Religion und Philosophie in Deutschland”, in Sämtliche Schriften, 
(Munich: Carl Hanser Verlag, 1971), Band III, p. 609. 
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The self reflects upon itself, as both determinate and determinant ... Its striving 
toward real activity is limited ... and is to that extent posited as an internal, 
confined, self-determining force ... We reflect upon it, as such; it is therefore 
carried outside by an act of counterpositing, and the intrinsically and originally 
subjective is transformed into something objective.80  
 

Fichte also states that “the subjective is transformed into something objective; and 

conversely, everything objective is originally something subjective”.81 Stella’s choice of 

this passage from Heine adds a touch of lightness and reflects a desire on her part not to 

be seen purely as a bluestocking, even though she is a “lover of ideas” (AAG, p. 509). It 

is also compatible with her own love of fun and tendency to mockery. Nevertheless, 

Stella’s openness to seeing things from another person’s point of view is another mark 

of her character which becomes more in evidence when she later encounters disturbing 

social conditions in Berlin, and finally has to make major personal decisions for her 

own life. 

Just as the works of Fichte figured in the German pastor’s library, so also did 

Hegel’s (AAG, p. 76), but no direct quotations from his work have been identified in An 

Australian Girl, nor is there any mention of Schelling or his work. Since Martin had 

read both Lewes and Heine, and both outline and discuss the work of Kant, Fichte, 

Schelling and Hegel, she would certainly have had some knowledge of them all. While 

it is not known whether Martin read Hegel, it is interesting to note that the latter, in his 

Introduction to Science of Logic [Wissenschaft der Logik (1812-1816)] discusses the 

issue of logic and truth, the same issue that Stella raised, somewhat facetiously, in her 

conversation with Ted. Where Hegel defines his concept of logic, which differs from 

that of formal logic, he writes: 
... Logic ... can provide only the formal conditions of true knowledge, and 
cannot, in and by itself, contain real truth, nor even be the path to real truth, 
because just that which is the essence of truth,—that is, its content—lies outside 
Logic82 
 

He also writes: “that which has commonly been understood by Logic is considered 

without any reference to metaphysical import”83 and cannot be regarded as containing 

“reality and truth”.84 When Stella claims that logic is correct but seldom true (AAG, p. 

24), it is possible that the parallel in ideas here may stem from a closer acquaintance 

with Hegel’s work on Martin’s part than that provided by Lewes and Heine. Hegel 

                                                
80 J. G. Fichte, trans. & ed. Peter Heath & John Lachs, Science of Knowledge (Cambridge: Cambridge 
University Press, 1982), p. 273. 
81 Fichte, p. 274. 
82 Hegel, p. 54. 
83 Hegel, p. 58. 
84 Hegel, p. 58. 
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addresses the question of truth at length and this is a topic in which Stella is vitally 

interested. In an early discussion between Stella and Langdale there is a brief exchange 

concerning truth and illusion. Langdale says, “Perhaps I say what appears to me true; 

that is often the worst sort of heresy”, to which Stella responds: “But surely not if your 

truth is really true” (AAG, p. 261). Langdale counters her comment by asking: “yet are 

there not many things in which illusions help people more than the truth?” (AAG, p. 

262). It appears that Stella is in search of absolute truths, rather than relative truths of 

correct reasoning, while Langdale is concerned also about how knowledge of truth can 

affect people. 

Other issues which are addressed in various ways by Kant, Fichte, Schelling and 

Hegel are those of religion and the possibility of proof of the existence of God. In view 

of Stella’s quest for truth and belief, an acquaintance with the ideas of these 

philosophers can be seen to be of interest and relevance to Martin. The latter may also 

have been encouraged to read Hegel because of Lewes’s comment that Hegel “was to 

the last one of Göthe’s staunchest admirers; and many a gleam of lustre is shed over the 

pages of the philosopher, by his frequent quotation of the poet”.85 

Neither Lewes nor Heine mentions Schopenhauer, but Stella also became 

acquainted with his works through the pastor, and Martin alludes to his major work, at 

least. Perhaps part of Martin’s interest in Schopenhauer lay in his frequent allusions to 

and admiration for both Kant and Goethe, as well as the fact that his style is very 

readable and literary. Stella had heard of Kant through Schopenhauer, who quoted 

Goethe as having said that: “to read a page of Kant was like going into a brightly lighted 

room” (AAG, p. 77). This is drawn from a line in Die Welt als Wille und Vorstellung 

[The World as Will and Representation]: 
G o e t h e  sagte mir ein Mal, daß wenn er eine Seite im  K a n t  lese, ihm zu 
Muthe würde, als träte er in ein helles Zimmer86 
 
[Goethe once told me that when he read a page of Kant he felt as if he were 
entering a brightly lit room]. 
 

As well, Schopenhauer quoted Moses Mendelssohn as having used the words “den 

Alleszermalmer” [the all-crusher]87 in relation to Kant. Stella relates that the pastor she 

studied with referred to Kant as “der grosse zermalmender” (sic) [the great crushing 

one] – the hierophant of all other metaphysicians” (AAG, p. 76). Martin may well have 

                                                
85 Lewes, p. 612. 
86 Schopenhauer, Welt, II, p. 168. 
87 Schopenhauer, in “Kritik der Kantischen Philosophie” [“Critique of the Kantian Philosophy”] in Welt, 
I, p. 517. Campbell does not mention this source, although other references to this work in An Australian 
Girl show that Martin was acquainted with this work by Schopenhauer. 
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quoted this phrase from memory, as the words she uses are not Mendelssohn’s actual 

words. Here again is an indication that she was working from, or, more probably, 

remembering, the original German, rather than the available English translation by 

Haldane and Kemp (see AAG, p. 672, fn. 27). The translation renders the German as 

“the ‘all-destroyer’”,88 although the usual German word for “destroyer“, “Zerstörer”, is 

not used by Schopenhauer. Even though Martin’s version is not an accurate quotation, it 

appears closer to the German because the word “Zermalmer” [crusher]89 is an unusual 

and more striking word than “Zerstörer [destroyer], and a more memorable image to 

have used. Campbell (AAG, p. 673, fn. 5) quotes from Mendelssohn’s Morgenstunden 

where the phrase originally used is given as: “Die Werke ... des alles zermalmenden 

Kants” [The works ... of all-crushing Kant] where the word “zermalmenden” is again 

very close to the word used by Martin. Martin’s spelling is grammatically correct, apart 

from the lack of a capital letter, (which may be the result of a typesetting error in the 

original edition, and would be by no means the only one). 

While there are several quotations and allusions in An Australian Girl which are 

taken from or refer to Schopenhauer’s Die Welt als Wille und Vorstellung, and indicate 

that Martin was familiar with this work, there appears to be no other evidence that she 

had read Moses Mendelssohn’s work in the original. It is nevertheless possible that she 

had read both. 

In his critique of Kant’s philosophy Schopenhauer also alludes, as Lewes had done, 

to Kant’s reference to Plato’s metaphor of the shadows in the cave to represent ideas or 

concepts which are not derived from direct experience. In her long conversation with 

Cuthbert, Stella also mentions Plato and reads Cuthbert an entry she had earlier made in 

her notebook. This reads, in part: “‘This world’ says Plato, ‘which appears to the senses, 

has no true being, but only a ceaseless becoming; it is, and it is not, and its 

comprehension is not so much knowledge as illusion’” (AAG, p. 72). The wording of 

this quotation (excluding the interjection “says Plato”) is identical to the Haldane and 

Kemp translation of Schopenhauer, thus leaving no doubt that Martin worked from this 

translation, as well as from the German text.90 This quotation precedes the reference to 

Plato’s allegory of the shadows in the cave. Schopenhauer introduces the above 

                                                
88 Schopenhauer, World, trans. Haldane & Kemp, Vol. II, p. 9. 
89 In E. F. J. Payne’s later translation of Schopenhauer, The World as Will and Representation (New 
York: Dover Publications, New York, 1969), he renders the phrase as “the all-pulverizer”, p. 420. 
90 See also Payne’s translation in which this sentence is translated: “This world that appears to the senses 
has no true being, but only a ceaseless becoming; it is, and it also is not; and its comprehension is not so 
much a knowledge as an illusion.” Vol. I, p. 419. While the two versions of  the translation are very close, 
there are differences which distinguish the one from the other. 
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quotation by claiming that Kant “propounded, quite originally ... the same truth which 

Plato never wearies of repeating”91 and that, in the quotation chosen by Stella, he is 

summarising the general idea of Plato’s text, not quoting from it exactly. 

It is also worth noting that Schopenhauer, like Kant, Hegel and others, examines the 

bases of reasoning and the problem of arriving at truths. He devotes chapters to the 

questions of logic, the syllogism and the doctrine of science, among others. He presents 

Aristotle’s three syllogistic figures and comments: “Each of the three figures exhibits a 

perfectly different, correct, and natural thought-process of the reason in inference”.92 

However, on the question of discovering truths, he writes: 
But if ... in the apprehension through perception of the things and relations, any 
single essential point has been overlooked, the correctness of all the succeeding 
operations of the mind cannot prevent the result from being false ... A 
conception is correct; a judgment is true.93 
 

Again, there are parallels with Stella’s exchange with Ted concerning logic and truth 

(AAG, p. 24). 

Schopenhauer’s philosophy also appears to underlie a passage in An Australian Girl 

where Stella, on arrival in Berlin, is reflecting on the course her life has taken: 
The gods answer our prayers in wrath. Poor old Pastor Fiedler!—how 
eloquently he sometimes explained out of the pages of a great “Philosoph” that 
an object is bad or hurtful only in so far as it hinders the soul from thinking—
how an object that gathers up in itself many and various influences which lead 
the spirit to regard them also by the way, is not so hurtful as one single effect 
on which the heart is narrowly fixed to the exclusion of all other thoughts! . . . . 
It is certain that the most hurtful influence of all to the soul is life itself. We set 
out on the journey of life in love with almost all we see and hear. But as we go 
on we throw things overboard like a crew fighting only for bare existence. At 
last we are in the billows without a shred—and yet we do not want to sink out 
of sight. Strange fascination of life, which still holds us through the famine and 
desert of the heart! (AAG, p. 509). 
 

Campbell (AAG, p. 708, fn. 3) suggests that in the first half of this passage, from 

“Philosoph” to “thoughts”, Martin has drawn on Die Welt als Wille und Vorstellung 

[The World as Will and Representation]. Martin presumably uses the German word for 

philosopher because Stella is remembering the pastor’s words, but also to indicate that 

she is referring, specifically, to German philosophers. Campbell does not provide a 

precise reference, but the passage on which these lines appear to be based is to be found 

in a discussion of a good conscience, in which Schopenhauer contrasts the egotistical 

individual, focussed on himself, with the person who recognises that 

                                                
91 Schopenhauer, World, trans. Haldane & Kemp, Vol. II, p. 8. 
92 Schopenhauer, World, trans. Haldane & Kemp, Vol. II, p. 297. 
93 Schopenhauer, World, trans. Haldane & Kemp, Vol, II, p. 307-08. 
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unser wahres Selbst nicht bloß in der eigenen Person, dieser einzelnen 
Erscheinung, daist, sondern in Allem was lebt94 
 
[our true self does not exist solely in one’s own person, in this single 
manifestation, but in everything that lives]. 
 

Schopenhauer points out that, for the latter person, the heart is expanded by this 

recognition, whereas that of the egotist is contracted: 
Dadurch fühlt sich das Herz erweitert, wie durch den Egoismus 
zusammengezogen95 

 
[Because of this the heart feels expanded, as it is contracted by egotism]. 

 
Consequently the egotist is very conscious of the principle of individuation, feels 

himself surrounded by hostility and is concerned only about his own well-being, while 

the good man is able to look beyond the principle of individuation and so lives in a 

world surrounded by phenomena which he regards as well-disposed towards him, the 

well-being of which is as important to him as his own. From this perception he derives a 

degree of equanimity and even serenity, since because he sees himself as a part of all 

living things, he is less concerned for himself and his individual fate. Schopenhauer 

expresses this last thought: 
Denn der über unzählige Erscheinungen verbreitete Antheil kann nicht so 
beängstigen, wie der auf  e i n e  koncentrirte96 
 
[for the concern which is spread over countless phenomena cannot be so 
frightening as the one which is concentrated on one phenomenon]. 
 

It is this thought of the injurious effects of concentrating only on one thing which 

Martin has adopted here, and Stella considers the effect that her despair and illness have 

had on her. It is at this point in the novel that Stella becomes receptive again to the 

suffering of others as she moves about in Berlin. 

In the above passage, however, Martin has expressed Schopenhauer’s philosophical 

ideas in language which more closely reflects religious ideas. Schopenhauer is not 

writing specifically of physical objects, so rather than using the words “hinders the soul 

from thinking” (AAG, p. 509), it would be more accurate to render his idea as “hinders 

the heart, or feelings, from expanding”. Certainly, Schopenhauer writes of “good” and 

“bad” but considers both concepts to be relative.97 Of “bad” he writes that (in most 

languages) the word is used: 

                                                
94 Schopenhauer, Welt, I, p. 463. 
95 Schopenhauer, Welt, I, p. 463. 
96 Schopenhauer, Welt, I, p. 464. 
97 Of “good” he writes: “Dieser Begriff ist wesentlich relativ und bezeichnet  d i e  A n g e m e s s e n h e i t 
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von Menschen wie von leblosen Dingen ... welche den Zwecken eines 
bestimmten individuellen Willens entgegen sind98 
 
[of people, as of inanimate things, which are against the aims of a particular, 
individual will]. 
 

On the other hand, he rarely uses the word “soul”, but when he does, he appears to 

mock the concept.99  

The second part of this passage also reflects some of Schopenhauer’s philosophy 

and imagery. Firstly there is the notion that life exposes one inevitably and continuously 

to suffering, or, as Schopenhauer says, all men become convinced 

wie wesentlich a l l e s  L e b e n  L e i d e n  i s t100 

[how essentially all life is suffering]. 

This is followed by the image of life as a sea in which man faces inevitable shipwreck, 

but still struggles against it:  
Das Leben der Allermeisten ist auch nur ein steter Kampf um diese Existenz 
selbst, mit der Gewißheit ihn zuletzt zu verlieren. ... – Das Leben selbst ist ein 
Meer voller Klippen und Strudel, die der Mensch mit der größten Behutsamkeit 
und Sorgfalt vermeidet, obwohl er weiß, daß, wenn es ihm auch gelingt, mit 
aller Anstrengung und Kunst sich durchzuwinden, er eben dadurch mit jedem 
Schritt dem größten, dem totalen, dem unvermeidlichen und unheilbaren 
Schiffbruch näher kommt, ja gerade auf ihn zusteuert, – dem Tode: dieser ist 
das endliche Ziel der mühsäligen Fahrt und für ihn schlimmer als alle Klippen, 
denen er auswich101 
 
[Most people’s lives are also just a constant struggle for this existence itself, 
with the certainty of losing that struggle in the end ... – Life itself is a sea filled 
with rocks and whirlpools which man avoids with the greatest cautiousness and 
care, although he knows that even if he succeeds in threading his way through 
it, with every kind of effort and skill, he is thereby coming ever closer, at every 
step, to the greatest, the total, the unavoidable and inevitable shipwreck, is even 
steering straight towards it – death: this is the final goal of the arduous journey 
and is worse for him than all the rocks which he avoided]. 
 

This image of the sea and shipwreck is foreshadowed in an earlier description of the sea 

when Stella goes riding with Ted: 
There were voices in the sea that morning which made Stella’s heart beat as if 
she were listening to passionate music. Singly and near at hand the waves 

                                                                                                                                          
  e i n e s  O b j e k t s  z u  i r g e n d  e i n e r  b e s t i m m t e n  B e s t r e b u n g  d e s  W i l l e n s. 
Also Alles, was dem Willen in irgend einer seiner Aeußerungen zusagt, seinen Zweck erfüllt, das wird 
durch den Begriff  g u t  gedacht, so verschieden es auch im Uebrigen seyn mag” [This concept is 
essentially relative and means the appropriateness of an object for a particular endeavour of the will. So 
everything which is promising to some expression or other of the will, which fulfils its purpose, is 
thought of under the concept good, however different it may be in other respects]. Schopenhauer, Die 
Welt als Wille und Vorstellung I, p. 448. 
98 Schopenhauer, Welt, I, p. 449. 
99 See Schopenhauer, Welt, II, “Ueber das metaphysische Bedürfniß des Menschen” [“On Man’s Need for 
Metaphysics”], p. 204; World, trans. Haldane & Kemp, Vol. II, p. 378. 
100 Schopenhauer, Welt, I, p. 389. 
101 Schopenhauer, Welt, I, p. 391. 
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lisped and prattled; but altogether and far off, what solemn and terrible strength, 
what possibilities of sudden irretrievable shipwreck! Did they symbolize the 
Mount Tabors and Gehennas that darkly lurk within the human soul—its 
inappeasable longing for happiness—its certainty of storms and sorrows? 
(AAG, pp. 201-02). 

 
This imagery is not new in Martin’s work, as she uses it in her earlier poetry, even 

before the publication of The Explorers and Other Poems. In her poetry there is clear 

evidence of a German influence which can be traced to the work of Adalbert von 

Chamisso.102 Nevertheless, not infrequent accounts of local shipwrecks published in the 

Border Watch may well have informed her outlook as well. Her preoccupation with this 

theme would have been compounded by the personal tragedy of the loss of her brother, 

Alec, in a shipwreck in 1875, long before the writing and publication of An Australian 

Girl, but Schopenhauer seems to have provided her with a model to justify its use again 

in this work. The final sentence in this passage appears an affirmation of 

Schopenhauer’s doctrine of the Will. Stella nonetheless rejects any notion of a fatalistic 

acceptance of this idea even when she appears to allude to it. In her final conversation 

with Langdale Stella speaks of her experiences with workers in the East End of London. 

The opening words are strongly reminiscent of Schopenhauer’s description of the blind 

urge, striving, or directionless drive which constitutes his concept of the Will and the 

way it operates in the world. Stella says she knew that the depressing scene she had 

witnessed 
was not born of chaos, nor accident, nor blind chance, nor the insensate motion 
of resistless matter. It was the shadow side of the highest possibilities of our 
nature ... This was the embodiment of that principle of evil which everyone 
who turns away from the pitiful egoism of self-seeking must strive against—
must fight to subdue (AAG, p. 627). 
 

In her exploration of German philosophy, Martin’s study and use of Schopenhauer’s 

writings appear to have been second only to her study of Kant. 

Campbell103 indicates one further possible reference to a work by a German 

philosopher, and that is to the work of Ludwig Büchner, a physician and leading 

representative of scientific, materialist philosophy in Germany. She suggests that the 

work referred to by the Courtland family’s friend, Dr. Stein, who “spoke of a German 

work recently published on the narrowness of man’s freedom, or some such title” (AAG, 

p. 117), might be one of Büchner’s numerous publications “addressed to the educated 

                                                
102 Ackland (TSB, p. 99) points out that von Chamisso’s poem, “Salas y Gomez”, which Martin 
translated, “portrays an individual’s isolated struggle for belief. And its physical correlative here of 
shipwreck on a desert island is reiterated obsessively in Martin’s work, as are other motifs in ensuing 
translations ... These, of course, are stock motifs of German Romanticism”. 
103 See AAG, p. 680, fn. 7. 
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public” (AAG, p. 680, fn. 7). Stein’s friend, Professor Kellwitz of Berlin, speaks 

dismissively of it, however, saying: “I like books that address themselves to men 

already instructed – not spoon-meat for weaklings” (AAG, p. 117). The allusion is made 

in passing and really indicates only something of the nature of works being published in 

Germany in the 1880s. Ludwig Büchner (1824-1899) was a younger brother of the 

dramatist and revolutionary activist, Georg Büchner (1813-1837). Martin gives no 

indication in the novel that she was acquainted with the latter’s works, which display 

marked naturalistic features of style and social awareness well in advance of his time. 

The last of the philosophical elements to be found in An Australian Girl derive from 

Karl Marx and Friedrich Engels. Martin was clearly familiar with at least parts of the 

Manifest der Kommunistischen Partei [Communist Manifesto]. These elements will be 

discussed further in the following chapter, in relation to Martin’s depiction of Socialism 

in Germany. 

Three more German writers who are mentioned or alluded to in the novel can be 

seen to contribute to Martin’s metaphysical observations rather than to represent 

philosophical elements. The earliest of these, Martin Luther, is alluded to only through 

the mention of perhaps his best known hymn, Ein’ feste Burg ist unser Gott [A secure 

stronghold is our God]. Stella, when visiting an old, bedridden German woman, reads it 

to her. Although the woman obviously knows it by heart, she is happy to hear it. It is 

perhaps coincidental that Martin chose that hymn, the only one mentioned, but there is 

nevertheless a striking parallel in the fact that Heine also quotes that hymn, in full, in 

his Zur Geschichte der Religion und Philosophie in Deutschland [On the History of 

Religion and Philosophy in Germany]. Heine comments on the rousing, battle-song 

quality of many of Luther’s hymns, and of this one, in particular, which he calls the 

Marseillaise of the Reformation: 
Ein Schlachtlied war jener trotzige Gesang ... und vielleicht zu ähnlichen 
Kämpfen gebrauchen wir nächstens die alten, geharnischten Worte104 
 
[That defiant song was a battle-song ... and perhaps we will make use of the old 
armour-clad words for similar struggles in the near future]. 
 

For the eighty-year-old woman in Adelaide the battle to be faced comprises age, ill-

health, loss of family, loneliness and dependency at the end of her life. Luther’s stirring 

words give her strength and reassurance in face of her situation as she tells Stella: “how 

good and dear it is to think on the day when all waiting and weariness are forgotten in 

beholding the face of the beloved Redeemer!” (AAG, p. 147). Stella finds herself 

                                                
104 Heine, “Religion und Philosophie in Deutschland”, Band III, p. 547. 
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wondering “if there were not some tremendous force of love behind the ‘mocks of this 

world’, could spirit achieve so signal a triumph over matter?” (AAG, p. 146). Once 

again she is confronted with someone who has a strong faith. Here Martin shows how, 

as Heine says, this hymn has preserved its power to inspire right up to our time [“hat bis 

auf unsere Tage seine begeisternde Kraft bewahrt” 105]. As well, the woman remembers 

the Thüringer Wald [Thuringian Forest] of her youth, which also gives her a geographic 

connection to Luther, who took refuge in the Wartburg which is located there, and 

perhaps, indirectly, to Goethe, who lived not so far from it in Weimar. Goethe, in fact, 

visited the Wartburg regularly between 1777 and 1815 and took a considerable interest 

in the fortress and the region.106 

This old woman presumably belongs to a Lutheran congregation, but it is interesting 

to note that although Stella visits various Lutheran pastors and parishes, and despite her 

own search for faith, she makes no specific allusion to the tenets of the Lutheran church, 

or to Luther’s theological writings. Martin has limited Stella’s search and struggles to 

the Anglican and Catholic churches, even though Martin was familiar with the Lutheran 

church and with the Presbyterian church in which she herself was raised. 

Goethe’s name and thoughts are scattered throughout Martin’s novel. However, 

Stella makes no attempt to give any systematic – or didactic – account of his work in the 

way that she does with Kant. For her his words form, rather, a body of thought and 

expression on which she and Langdale both draw in conversation, as they do on 

Shakespeare, Milton, Plato, Molière, and many others – they all form part of the 

knowledge and experience of a well-read person, as far as they are concerned. The 

breadth of Martin’s familiarity with Goethe’s work is revealed in the range of sources 

from which she quotes. Once again, it should be noted that her quotations are usually 

carefully exact, as they are with Kant. She alludes to and cites from not only the well-

known works, such as Faust, Wilhelm Meister and poems, but also Goethe’s “Maxims 

and Reflections”, his correspondence, and his conversations as recorded by Eckermann. 

Stella initially makes a casual reference to “Goethe’s birthday” being marked on her 

(imaginary) social calendar (AAG, p. 46), and later, as already noted, refers to the 

quotation from Schopenhauer concerning Goethe’s comment about reading Kant. In a 

letter to Cuthbert she reports on her project of translating Goethe’s Faust and the 

translation problems it presents stylistically in Part II – “the second part is to our 

speech, with its many one-syllable words, a perfect trap for the translator” (AAG, p. 
                                                
105 Heine, “Religion und Philosophie in Deutschland”, Band III, p. 547. 
106 See Günter Schuchardt, Die Wartburg: Von der Grenzwarte zum Nationaldenkmal 
(Berlin/Gütersloh/München/Stuttgart: RV Verlag, 1990), pp. 63-64. 
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109). In this letter to Cuthbert, who has encouraged her to make the translation of Faust, 

Stella expresses her admiration for Goethe and his work. She writes: 

I feel that I have climbed a little nearer to Goethe—and is there anything in life 
more delightful than the tranquil friendship that grows out of long and frequent 
intercourse with a great writer? One who is not only among the most majestic 
sons of light, but a frontier savant of life—who penetrated to the outposts of 
human nature, and unflinchingly noted the vantage-ground of good and evil 
(AAG, pp. 109-10). 
 

The end of this comment contains an echo of Mephistopheles’s written comment to the 

student in Faust which runs “Eritis sicut Deus scientes bonum et malum”107 [You will 

be like God, knowing good and evil], but her remarks seem to be intended to apply to 

the full spectrum of his work. This is the most direct statement Stella makes about 

Goethe’s influence on her. 

Langdale later quotes from the same scene in Faust in a conversation with Stella. 

This passage begins with Stella saying: 

 “... to be in the open air is to be—dare I say happy?” 
“Oh, why not! ‘On the whole stick close to words.” 
“Where is that?” 
“‘On the whole stick close to words, then shall you go through the sure portal 
into the temple of certainty.’ That is Mephistopheles speaking to the student.” 
(AAG, p. 309). 
 

Here Langdale is playing with Stella’s use of the phrase “dare I say happy?” and her 

selection of a word to convey an emotion. In the scene between Mephistopheles and the 

student, Mephistopheles is ironically advising the student on the study of theology. 

Having warned him that in this field it is very difficult to avoid taking a wrong path, he 

recommends that he attend the lectures of only one lecturer, to avoid confusion, and to 

put his trust in words in order to achieve certainty. Mephistopheles assures the student 

that where genuine concepts are lacking there is always a word which will fill the 

gap.108 Goethe is poking fun at dry and empty scholasticism and Langdale appears to 

question whether a word such as “happy” represents a definable concept. 

                                                
107 Goethe, Faust, Part I, line 2,048. Goethes Faust: Der Tragödie erster und zweiter Teil, Urfaust, 
kommentiert von Erich Trunz (Hamburg: Christian Wegner Verlag, 1963), pp. 66. 
108 Goethes Faust: pp. 64-65. 
In Goethe’s text the passage reads: 
Mephistopheles:  Am besten ist’s auch hier, wenn Ihr nur  E i n e n  hört, 

Und auf des Meisters Worte schwört. 
Im ganzen – haltet Euch an Worte! 
Dann geht Ihr durch die sichre Pforte 
Zum Tempel der Gewißheit ein. 

Schüler:  Doch ein Begriff muß bei dem Worte sein. 
Mephistopheles:  Schon gut! Nur muß man sich nicht allzu ängstlich quälen; 
  Denn eben wo Begriffe fehlen, 
  Da stellt ein Wort zur rechten Zeit sich ein. (Faust, Part I, lines 1988 – 1996) 
[Mephistopheles: Here it is also best if you listen to only one, 
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Drawing on a different, and less well-known, aspect of Goethe’s work, Martin uses 

two of his “Maxims and Reflections.” The first is recollected by Stella as she plans to 

escape from the oppressive company of Ted Ritchie’s sister, Laurette, at the latter’s 

Melbourne home: 
... the whole atmosphere of Monico Lodge oppressed her … The very walls and 
chairs seemed to whisper endless anecdotes full of foolish self-importance, and 
count over the provincial notabilities who paid them visits. ‘We never know,’ 
says Goethe somewhere, ‘how anthropomorphic we are.’ Probably those who 
do have a glimmering of it conceal the fact, because the habit of endowing 
lifeless objects with a personality of their own has, in the eyes of most practical 
people, something in it dangerously silly (AAG, p. 237). 
 

Goethe’s reflection, 

Der Mensch begreift niemals wie anthropomorphisch er ist109 

[A human being never realises how anthropomorphic he is], 

was published in his lifetime but without any context. Stella, stifled as she feels by her 

physical surroundings and her hostess’s interminable social gossip, finds an appropriate 

context for the expression of this thought. 

The second reflection is quoted by Langdale in a conversation with Stella in 

response to her citing of a statement by St. John of the Cross: “The best things here 

below, compared with the eternal good for which God created us, are vile and bitter and 

deformed” (AAG, p. 284). Langdale questions this and counters her quotation with: 

“Goethe once said that if all were vanity before God, it would not be worth while to live 

to be seventy” (AAG, p. 285). This is a paraphrase of Goethe’s line: 
Es wäre nicht der Mühe wert siebzig Jahr alt zu werden, wenn alle Weisheit der 
Welt Torheit wäre vor Gott110 
 
[It would not be worth living to seventy years of age if all the wisdom of the 
world were foolishness before God]. 
 

                                                                                                                                          
And swear on the Master’s words. 
On the whole – hold fast to words! 
Then you will go through the safe doorway 
Into the temple of certainty. 

Schüler:  But there must be some concept behind the word. 
Mephistopheles:  Oh, certainly! Only one should not torture oneself too much; 
  For just where concepts are lacking, 
  A word will insert itself at the right time.] (Faust, Part I, lines 1988 – 1996) 
109 Goethe, Maximen und Reflexionen [Maxims and Reflections], No. 203; Munich Edn, Vol. 17, p. 751. 
Identified by Campbell (AAG, p. 691, fn. 5 to page 237), in a translated version. 
110 Goethe, Maximen und Reflexionen [Maxims and Reflections], No. 618; Munich Edn., Vol. 17, p. 831. 
Identified by Campbell (AAG, p. 695, fn. 22), in a translated version. This maxim first appeared in the 
section entitled “Aus Makariens Archiv” in the Third Book of Wilhelm Meisters Wanderjahre [Wilhelm 
Meister’s Journeyman Years]. Eckermann provides an entertaining account, in a conversation of 15 May 
1831, of how these out-of-context maxims came to be included in the Wanderjahre. See Johann Peter 
Eckermann, Gespräche mit Goethe in den letzten Jahren seines Lebens [Conversations with Goethe in the 
Last Years of his Life] Vol. II, (Stuttgart and Berlin: J. G. Cotta’sche Buchhandlung Nachfolger, n.d.), pp. 
208-09. 
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By using this quotation, Langdale sets Goethe’s positive outlook, with his belief that 

fulfilment is to be found in this life, against the notion of this life being only a period of 

preparation for fulfilment in an afterlife, as suggested in Stella’s quotation. 

Another maxim, taken from Wilhelm Meisters Lehrjahre [Wilhelm Meister’s 

Apprenticeship], is used by Langdale in his letter to Stella which Laurette receives and 

alters. Langdale is asking Stella not to be sad because of his absence while he is in 

Europe. He writes: 
There is one maxim you quoted out of ‘Wilhelm Meister’ I would have you, 
Liebe, keep in mind all the time I am away—‘Remember to live.’ Do not let 
spectres come between you and the sunshine you love so well. By this I do not 
mean try to drive solemn thoughts from you (AAG, pp. 399-400). 
 

This maxim has a special significance in Goethe’s novel. “Gedenke zu leben” 

[Remember to live] are the words engraved on the tomb of Natalie’s uncle and in a 

sense represent both his epitaph and his legacy to the members of the Society of the 

Tower. 

When Stella is ill during the sea voyage to Europe, a brief excerpt from one of 

Goethe’s letters appears in an authorial comment, concerning the restorative power of 

nature. Martin writes:  
Nature is as cunning in keeping alive as she is in slaying. And when she keeps 
alive she has endless artifices in wooing back the heart from those tyrannous 
invasions of melancholy which rob the world of meaning and our own actions 
of serious interest. “State” is a stupid word, says Goethe somewhere, for 
nothing stands fixed, and all is changeful. There are tracts of time when day 
after day seems charged with the same weary monotony, the same intolerable 
disgust of all the vapid business of living ... And yet ... no day, perhaps no hour, 
is quite the same as its predecessor ... the pendulum swings back (AAG, p. 501). 
 

Goethe makes an aside in a letter to Barthold Georg Niebuhr, the author of a well-

researched history of the Roman era, apropos Niebuhr’s use of the word “Zustände” 

[states, in the sense of conditions], and writes, in brackets: 

Zustand ist ein albernes Wort; weil nichts steht und alles beweglich ist111 

[State is a silly word, because nothing stands still and everything is in motion]. 

Goethe is commenting on the first part of Niebuhr’s Römische Geschichte [Roman 

History], arguing that all societies are constantly in a state of tension and flux, with 

pulls and swings affecting the different groups that make up the total community. 

Martin, in the passage quoted above, sees similar conflicting pulls in nature, which 

restores as well as it destroys, and never stands still. Campbell112 identifies this line 

                                                
111 See Goethes Briefe, Band III, (erste Auflage [First Edn.]; Hamburg: Christian Wegner Verlag, 1965), 
p. 207. The correct source is noted by T. J. Reed, Goethe (Oxford: Oxford University Press, 1984), p. 53. 
112 See AAG, p. 708, fn. 15. 
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from Goethe as a quotation from Faust II but, although that quotation contains a similar 

sense, it is also greatly modified. The key word is no longer “Zustand” [state] but 

“Vorbei” [past, over]. In Faust II, Act V, Goethe expands on the ideas of eternal 

creativity, destruction and circularity, and the lines no longer have the epigrammatic 

quality that the quotation has in Martin’s work.113 The lines in Faust could have been 

written much later, as the letter to Niebuhr is dated 1812, while, according to 

Eckermann, Goethe was still working on Faust as late as 1831.114 

On the occasion of Stella’s first meeting with Langdale, he alludes to a conversation 

between Goethe and Eckermann in 1830, which the latter recorded. They were speaking 

about the theatrical producer in Venice, Carlo Gozzi, who used to give his Commedia 

dell’arte actors only the topic, and they then improvised their roles.115 According to 

Goethe: 
Gozzi habe die Meinung gehabt, es gebe nur sechsunddreißig tragische 
Situazionen; Schiller habe geglaubt, es gebe mehr, allein es sei ihm nicht 
einmal gelungen, nur so viele zu finden116 
 
[Gozzi was of the opinion there are only thirty-six tragic situations; Schiller 
thought there were more, but he did not manage to find even as many as that]. 
 

In Martin’s novel, a man slipped on the dance floor and he and his partner fell in front 

of all the guests at the ball. Langdale immediately comments to Stella: “Surely that is 

one of the thirty-six tragic situations of life” (AAG, p. 181). Martin improvises, herself, 
                                                
113 Faust, Part II, Act V, lines 11,595-602. Goethes Faust, p. 349. 
Mephistopheles: Vorbei! ein dummes Wort. 
  Warum vorbei?  
  ... 
  Was soll uns denn das ew’ge Schaffen! 
  Geschaffenes zu nichts hinwegzuraffen! 
  „Da ist’s vorbei!“ Was ist daran zu lesen? 
  Es ist so gut, als wär’ es nicht gewesen, 
  Und treibt sich doch im Kreis, als wenn es wäre. 
 
Mephistopheles: [Over! a stupid word. 
  Why over? 
  ... 

Of what use to us is all this eternal creating! 
  Of doing away completely with what has been created! 
  “That is over now!” What does that mean? 
  It is as good as saying it had never been, 
  And yet it goes round in a circle, as if it existed.] 
114 Eckermann, Vol. II, p. 166. 
115 Eckermann, Vol. II, p. 223, fn., 48. “C a r l o  G o z z i  (1718-1802) in Venedig, wußte die 
italienischen Maskenkomödie mit phantastischen Märchenstoffen dramatisch zu verbinden und dadurch 
eine neue Gattung zu schaffen” [Carlo Gozzi (1718-1802) was able to combine the Italian Commedia 
dell’arte in dramatic form with fantastical fairytale materials and thereby create a new genre]. 
116 Eckermann, 14 February 1830, Vol. II, p. 112. Also recorded, with very similar wording, in Vol. III, p. 
182: “Gozzi,” sagte Goethe, “wollte behaupten, daß es nur sechsunddreißig tragische Situationen gebe. 
Schiller gab sich alle Mühe, noch mehrere zu finden, allein er fand nicht einmal so viele als Gozzi” 
[“Gozzi,” said Goethe, “maintained that there are only thirty-six tragic situations. Schiller made a great 
effort to find several more, but he did not find even as many as Gozzi”]. 
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with the above quotation, putting Stella into the situation of Schiller. Stella recounts: “I 

said there must be a great many more than thirty-six, and we began to count”, but at this 

point Martin gives the incident a more light-hearted ending as Stella concludes: “but we 

fell out at once. He declared existence would be honey-combed with tragedy if my 

contentions as to tragic situations were allowed” (AAG, p. 181). 

Earlier in the same conversation Langdale tells Stella that he has just arrived in 

Australia and has already been very lucky. Stella relates their discussion to her sister: 

I thought it was a very fleeting form of fortune, and said: 

“Das Glück ist eine leichte Dirne 
Und bleibt nicht lang am selber [sic] Ort”117 (AAG, p. 181) 

[“Luck is a carefree lass 
And does not stay long in the same spot”]. 
 

Langdale, half-German and half-English, immediately recognises the quotation as being 

by Heinrich Heine and this common interest helps to strengthen the attraction on both 

sides. In the original eight-line poem, from which these lines are taken, the last four 

lines deal with “Misfortune”, in contrast to the “Luck” of the beginning. These last two 

allusions, while they can be shown to have some metaphysical import, are both woven 

into relatively minor incidents and appear to serve only to add a touch of lightness to the 

characterisation of the protagonists. It is only with hindsight that the reader recognises 

the prophetic nature of both quotations with regard to Stella. 

Stella was introduced to the notions of freewill and determinism by the German 

pastor, who presents the two opposing systems, first addressing nature with “Your laws 

are about me dicker than cobwebs in the early morning. But not one of them governs 

my will if I do not put my head below the yoke” (AAG, p. 75), and then saying, by 

contrast: “I am a lingk in the chain of nature, and my life is determined ages before I 

was born. Whatever I have done, it is as impossible I should have done anything else as 

it is that the sun should turn his back on himself” (AAG, p 76). The pastor’s words echo 

Kant’s when the latter speaks of the uncertainty and confusion of the person who wishes 

to arrive at a rational decision in favour of one or the other notion, saying: 
so würde ein solcher, gesetzt, daß er keinen Ausweg wüßte, anders aus dem 
Gedränge zu kommen, als daß er sich zu einer oder anderen der strittigen 
Lehren bekennte, in einem unaufhörlich schwankenden Zustande sein. Heute 
würde es ihm überzeugend vorkommen, der menschliche Wille sei frei; 

                                                
117 Heinrich Heine, Historisch-kritische Gesamtausgabe der Werke, Band 3/1. Romanzero et al 
[Historical Critical Complete Edn. of the Works, Volume 3/1. Romanzero et al] (Hamburg: Hoffmann und 
Campe Verlag, 1992), p. 78. Martin misquotes the second line, which should read “Und weilt nicht gern 
am selben Ort” [And does not like to stay long in the same spot]. She nevertheless retains the sense and 
rhythm of the line. 
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morgen, wenn er die unauflösliche Naturkette in Betrachtung zöge, würde er 
dafür halten, die Freiheit sei nichts als Selbsttäuschung, und alles sei bloß  
N a t u r118 
 
[then such a person, assuming that he knew of no way out of the difficulty other 
than to declare support for one or other of the controversial theories, would be 
in a constantly vacillating state. Today it would seem convincing to him that the 
human will is free; tomorrow, when he reflects on the indissoluble chain of 
nature, he would consider that freedom is nothing but self-deception and 
everything is only nature]. 
 

Kant goes on to suggest that it is reasonable for any thoughtful, inquiring individual to 

examine his own ideas and to present his own observations, for or against these 

positions. He should be able to expound and defend his views, fearlessly, as if before a 

jury in a court of law, and have them examined and judged by his peers. 

Martin in a sense carries out this suggestion in the course of her novel, though in the 

end she appears to lean in favour of Freewill. This issue is not discussed or debated by 

the characters in the way that other issues are, but these notions can be seen to underlie 

Stella’s thinking at various points in the story. This matter can be seen particularly in 

her relationship with Ted. When she opens Ted’s gift of a valuable pearl brooch, she 

reflects: “It is much too costly a gift—unless, indeed, this endless wooing is to have an 

unfortunate close” (AAG, p. 97), but “From that day till she met him again she 

consciously from time to time faced the possibility of this ‘unfortunate close’” (AAG, p. 

97). Though she smiles at the thought of her marrying him, she nevertheless 

“consciously” considers the possibility, almost as if she feels it is a case of 

predestination. Even when she decides that marriage to Ted is out of the question, her 

thoughts are immediately qualified and uncertain: 
it became clearer to her that those fugitive resolves that she harboured from 
time to time after they last parted, of accepting Ritchie as her lover—her future 
husband—were, in truth, impossible—or, at least, possible only at some 
indefinite period—not now (AAG, p. 190). 
 

When Stella and Langdale declare their love for one another, Stella again 

experiences premonitions (AAG, pp. 371-73), apprehension (AAG, p. 362) and feelings 

of superstition (AAG, p. 360), fearing that she will somehow lose her happiness. When 

they are on the point of parting, as Langdale leaves for Europe and Stella returns home, 

“the feeling lay heavy at Stella’s heart that in leaving Lullaboolagana, the dearest, 

tenderest chapter in the book of her history was over” (AAG, p 374). She is 

apprehensive that something unfortunate may happen over which she will have no 

control. 

                                                
118 Kritik, p. 480. 
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When Ted’s alcoholism becomes apparent to Stella, she does not consider him 

greatly to blame for his behaviour (AAG, p. 503), while he does believe that he is 

responsible for his actions. “He himself had resented her acceptance of his conduct as 

being beyond his control more keenly than any reproaches” (AAG, p 503), and “Ted ... 

in his dumb way, clung to the pathetic theory that he was responsible for his actions, he 

endured agonies of contrition when he thought over his unpardonable offence” (AAG, p. 

505). As Stella begins to recover from her illness, during the sea voyage to Europe, she 

reflects on the competing philosophical outlooks explained to her by the pastor, and 

wonders whether faith would have made any difference to her life: 
If she had retained the old faith, would she have acted differently in the crisis of 
her life, when, in the bitterness of defeated happiness, she had married chiefly 
to escape the unbearable prospect of a quiet, stranded existence that had 
stretched before her? Or was it the case that, since the world began, a gnat 
could not have floated in the sunshine differently from the way it floated, nor a 
human being acted contrary to the action he had taken? Was it not true that he 
who believes he can speak, or keep silence, or do any other thing according to 
the free decision of the spirit, is one who dreams with open eyes? She had 
fallen upon one of those periods of profoundly sceptical introspection when 
man’s life, looked at from the outside with coldly disenchanted eyes, appears to 
be as much part of the external phenomena of Nature as storm-driven clouds 
(AAG, pp. 503-04). 
 

Stella’s discovery of a personal faith brings the notion of Freewill to the fore again. She 

had previously decided that she must make decisions and that “the problem of her life 

must be looked at as it was in itself—must be solved apart from authority and tradition” 

(AAG, p. 609). After her epiphanal experience in the church, in the presence of Cardinal 

Newman, who had had a profound influence on her thinking some years earlier (see 

AAG, p. 63), she feels that real happiness will come only from the conscious choice of a 

course of action which is morally right and from the acceptance of the demands of duty. 

At the same time she recognises that Ted also is free to make choices and that, with her 

help and encouragement, he could conquer his weakness. She admits to herself that she 

has failed him in this respect: “The belief that evil may be overcome—this spring of 

moral hopefulness—how basely she had denied it by word and action!” (AAG, p. 617). 

Stella, when speaking to Cuthbert of what she has learned from Kant, tells him that 

Kant was more than a speculative philosopher, that he was a dedicated but unaffected 

Puritan, “well aware of the dark currents that often wreck the better side of our nature”, 

and who felt that “the dominion of moral law in the world is what signifies most. But 

the attempt to ground duty on illusion is the old bitter heresy against humanity” (AAG, 

pp. 85-86). Stella appears at this point to recognise that she had been about to do just 

that when planning to leave Ted and go away with Langdale. 
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The emphasis on conscience, morality and duty display a marked parallel to Kant’s 

views on the moral imperative. Martin would presumably have read the section of 

Kant’s Critique in which he discusses happiness and morality119 and states: 
Ich nehme an, daß es wirklich reine moralische Gesetze gebe, die völlig a priori 
(ohne Rücksicht auf empirische Bewegungsgründe, d.i. Glückseligkeit,) das 
Tun und Lassen, d.i. den Gebrauch der Freiheit eines vernünftigen Wesens 
überhaupt, bestimmen, und da diese Gesetze  s c h l e c h t e r d i n g s  (nicht 
bloß hypothetisch unter Voraussetzung anderer empirischen Zwecke) gebieten, 
und also in aller Absicht notwendig sind120 
 
[I assume that there really are pure, moral laws which completely a priori 
(regardless of empirical motives, that is, happiness,) determine what one does, 
i.e., a rational being’s use of freedom, and so these laws are absolutely 
commanding (not merely hypothetically, on the assumption of other empirical 
aims), and therefore to all intents necessary]. 
 

The word “duty” occurs repeatedly. Stella reflects: “how completely she had 

fallen away from that lofty devotion to duty which is the truest, clearest note of 

womanhood!” (AAG, p. 617); and she tells Langdale: “In my weakness, my selfishness, 

my forgetfulness of duty, you have been so good to me” (AAG, p. 620); “Be sorry for 

me only in the time when I was insensible to duty ...” (AAG, p. 621); and “if at her [a 

woman’s] side the phantom comes of broken vows and duties trampled under foot, the 

spring of her life is poisoned at the source” (AAG, p. 624). Langdale also acknowledges 

to himself that Stella would suffer if she felt that she had “chosen what was pleasant 

rather than what was right” (AAG, p. 624). Here again there are echoes of Kant’s claim, 

in his Preface to the second edition of 1787, that “das Bewußtein der  F r e i h e i t”121 

[the consciousness of freedom] is evident to an individual when he or she is faced with 
die bloße klare Darstellung der Pflichten im Gegensatze aller Ansprüche der 
Neigungen122 
 
[the mere clear representation of duties in opposition to all claims of 
inclinations].123 
 

Stella’s decision and actions at the end of the novel reflect the Kantian ideal of freely 

chosen moral actions, even though, at this point, Stella does not make any direct 

allusion to Kant’s work. 

                                                
119 Kritik, “Transzendentale Methodenlehre” [“Theory of Transcendental Methods”], 2. Hauptst. 2. 
Abschn. “Von dem Ideal des höchsten Guts” [“On the Ideal of the Highest Good”], pp. 727-37. 
120 Kritik, p. 729. 
121 Kritik, p. 29. 
122 Kritik, p. 29. 
123 Meiklejohn renders this passage as: “it cannot be doubted that the clear exhibition of duties in 
opposition to all the claims of inclination, gives rise to the consciousness of freedom.” Critique, trans. 
Meiklejohn, p. 19. This is a non-literal version of a sentence which is extremely difficult to translate 
absolutely literally, but Meiklejohn conveys the essence clearly. 
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Martin’s main purpose in including the philosophical material in the novel is clearly 

to emphasise Stella’s nature and character, and in some degree to underline the course 

of the action. At the same time the inclusion of this material also appears to indicate a 

didactic purpose on Martin’s part, firstly to educate the reader with regard to German, 

and other, philosophical ideas and writings, but probably also to intimate to readers both 

in Australia and overseas, that an Australian girl, and, in fact, any Australian, as 

opposed to British, German and other overseas-born persons, can hold his or her own in 

the intellectual sphere. Universities are mentioned – Cuthbert attended university in 

Adelaide (see AAG, p. 84) – but Stella has been educated privately and at home and is 

nonetheless a very accomplished young woman. While the purpose, with regard to the 

philosophical ideas, may well have been partly didactic, no system is presented in any 

detail, so that the overall effect is rather that of a collection of snippets of ideas selected 

from a variety of philosophers, whose names are mentioned but whose ideas are not 

fully explained. Kant is treated in more detail, but even in the case of the Critique no 

very systematic picture emerges, nor is this to be expected of a novel. 

Martin’s handling of this material does at times lack subtlety, and the didactic 

passages are not always well integrated into the action. Some of the long conversations 

concerning Kant and others appear contrived, some are so one-sided as to be little more 

than lectures, while the letters to Cuthbert seem disconnected and artificial. Despite 

possible criticisms of the handling of the material, it must be acknowledged that ideas 

from the work of Kant, Schopenhauer and Marx do in fact underlie the structure of the 

novel and help to explain Stella’s motivation at critical points in the action, particularly 

towards the close. Kant, with his findings on the limitations of human knowledge but 

also his inexorable concept of moral duty; Schopenhauer, with his perception of the 

eternal struggle between opposing forces in life; Marx, with his aims of improved social 

conditions for the less privileged sections of society, can each be seen reflected in the 

action. It is not possible to remove some passages of the philosophical material without 

disrupting the logic of the overall structure. Martin’s treatment of the maxims, 

reflections, aphorisms and general metaphysical observations, however, is more 

successful and the latter are much better integrated into the text, as has already been 

discussed. Within the tradition of the German Bildungsroman, long, discursive 

deviations are not out of place, but they do not necessarily sit well with the Anglo-

Saxon reader’s expectations of a love story. 
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CHAPTER FIVE 
 

Martin’s Depiction of Socialism and Social Conditions in Germany 
 
 

The chapters and passages in An Australian Girl which deal with Socialism in 

Germany, and in particular in Berlin, form a relatively discrete section of the novel, and 

constitute another clearly German element in its total fabric. The action moves quite 

abruptly to Berlin after the account of the sea voyage to Europe, and then almost 

immediately to the life and social conditions of its inhabitants as they appear to an 

observer on the streets. This section of the novel closes just as abruptly when the 

travelling party moves on to London. The topic of Socialism is referred to again only 

once, fleetingly, in the closing pages of the novel, as Stella takes on a new purpose in 

life. 

This section of the novel suggests a strong personal involvement on Catherine 

Martin’s part and it would seem that, in her first major novel, it is important to her to 

include a distilled version of her own experiences, as a woman raised in Australia, on 

her first trip to continental Europe. This section is far, however, from being a travelogue 

description of the sights and pleasures of Berlin. It is very much more the carefully 

selected observations of a serious, politically and socially engaged student of German 

life and culture. 

Martin’s description of life in Berlin is somewhat at odds with her earlier rather 

idyllic descriptions of German life and customs in the German communities of South 

Australia and with Stella’s admiration for German culture. It is not the land of Goethe 

and Kant that the Australian girl finds there, but rather, the world of Bismarck and Karl 

Marx: a military culture, repressive political legislation and the degrading social effects 

of industrialisation, economic pressures and the waning influence of the Gründerzeit 

[Era of the Founders]. Martin’s high level of personal involvement and commitment can 

be seen in the didactic tone that appears in a number of passages: the style changes, 

characters become subservient to the factual information she wants to impart, events 

and characters serve as illustrations, and the language becomes emotive rather than 

dispassionate. 

Stella’s first impressions of Berlin life and society are presented by means of street 

scenes, and chance encounters and conversations, particularly with children and women. 

These descriptions of street scenes reveal the feelings and attitudes of various sections 

of the population. On her first walk in the autumnal Tiergarten, shortly after her arrival 

in Berlin, Stella sees signs of poverty in the capital, “the poor women in their coarse, 
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patched dresses, with large cotton handkerchiefs tied round the head, raking up the 

leaves on the paths” (AAG, p. 510). This is a form of poverty to which Australian eyes 

are unaccustomed. The novelty of such poverty is immediately emphasised by the 

maid’s observation: “But what an awful lot of poor folks there is here, ma’am! Just look 

at they two little bodies; they’ve been crying, maybe, with hunger” (AAG, p. 510). They 

are described as “two little white-faced girls ... in dark, coarse jean dresses, with small 

threadbare shawls tied round the shoulders, bareheaded, their little hands blue with cold, 

their faces piteously tear-stained and weary-looking” (AAG, p. 510). Stella talks to them 

and it transpires that they have been robbed of the money with which they had been 

going to buy food – black bread and sausage – that their mother is ill and unable to earn 

money and that their father has been imprisoned because of his political activity. After 

Stella has helped them and offered to visit their mother, the younger child comments; 

“You are good, though you are a lady” (AAG, p. 511) – to Stella’s mind, apparently, a 

“curious tribute of praise” (AAG, p. 511). 

This brief encounter is presented as a vignette which encapsulates much of what 

Stella comes to believe is a typical situation for many working-class people in Berlin, 

with its poverty, hunger – “the pinch of poverty was plainly impressed on the little face” 

(AAG, p. 511) – illness, and imprisonment of breadwinners who were involved in minor 

political activities, such as “posting up announcements of a Socialistic meeting” (AAG, 

p. 518). The child’s comment to Stella reveals a class-consciousness, already absorbed 

at an early age, which does not associate kindness with wealth and higher social 

position. A suggestion of another problem is discernible in the conversation with these 

children: the political repression of the anti-Socialist laws of 1878. The elder child 

assures Stella that her father is in prison but “not for being wicked” (AAG, p. 510), 

while the younger, Hedwig, states, “clenching her tiny blue, cold hand”, that “it’s the 

Government that is wicked” (AAG, p. 510). To Stella it seems that “The denunciation on 

the lips of so young a child had a strange sound” (AAG, p. 511). These early indications 

of social malaise are further developed through other observations in the street. 

On leaving the Tiergarten, Stella proceeds to one of the major avenues in the heart 

of the city, Unter den Linden. There she gains a contrasting view of life in Berlin. The 

avenue is crowded with horse-drawn vehicles and walkers and on it she experiences a 

display of the wealth and power of the aristocracy and the military caste. 
Some great State function had been held that day, and princes, ambassadors, 
and military officers in gorgeous uniforms drove by in all the trappings and 
magnificence usual on such occasions (AAG, p. 511). 
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She enjoys the parade of “decked functionaries, the nodding plumes and prancing 

horses” which she feels are “the hereditary appanages of old historic ceremonials” 

(AAG, p. 512), but her attention is very soon diverted from this spectacle to the faces in 

the crowd of on-lookers and the emotions which these reveal. What Stella observes 

there is powerful, and even frightening for her.  
Opposite Frederick Street there was a block in the crowd, and among those 
waiting to pass into it Stella noticed a haggard-looking, middle-aged woman 
with a heavily-loaded hand-cart, beside her a lean wolfish-looking dog. When 
the traffic was resumed these two—the woman and the dog—went slowly on, 
dragging the burden which taxed the strength of both overmuch. The spectacle 
is a common one enough in Berlin, and though it was the first time Stella had 
seen such a sight, it was not its novelty which enchained her attention. It was 
the strange expression of the woman’s face. What did it signify? The discontent 
of biting penury? The pangs of hunger—the primal and most potent of the 
passions? But there was something more in that hard and sullen scowl. And 
there it was again, and yet again, on the faces of moody men—some of them in 
the poverty-stricken garb of unemployed day-labourers, but more of them were 
evidently men who did not earn their living by manual labour. A thrill of 
involuntary fear passed through Stella’s mind as she looked and suddenly 
realized that it was hatred—bitter, vindictive hatred—which gleamed in these 
heavy eyes and sombre, unsmiling faces. And on the countenances of the 
women—the middle-aged, drudged, and worn-down-looking women—the look 
of fierce, ruthless disdain was more intense and more painful (AAG, pp. 511-
12). 
 

With the mention of the woman with the dog, Martin emphasises the unfamiliarity of 

such sights to Australian eyes, as well as the poverty, but she uses the incident to show 

Stella’s sudden awareness of a deeper and more important undercurrent pervading a 

significant portion of the population, an undercurrent which the latter realises is not 

limited to the working class and obviously poor. Stella begins to seek out the faces in 

the crowd which are indicative of sullen and bitter emotions and to ponder on the 

meaning of all this. As she moves along the street she looks 
... only for those faces among the pedestrians that were so curiously marked 
from those around them. Sometimes singly, sometimes in twos and threes, she 
singled them out at a glance, and looked after them as they passed with a sort of 
horrified fascination. She noted one young man, with a pale olive complexion, 
and eyes like smouldering coals. He was talking with vehement gesticulations 
to an elderly man who walked beside him. He had the air of a student, of a man 
who had thought and read. Indignation, rather than hatred, was what marked his 
face—indignation and a rapt impassioned look that recalled the thought of one 
crying in the wilderness. What did it all mean? Were they the Socialists of 
whom she had vaguely heard from time to time? No wonder they were 
imprisoned, if they carried treason so openly in their faces! And then she 
recollected the little Hedwig’s words in the morning: women and children, and 
old men and young, both sexes and all ages, were infected, then, by this social 
malaise. Could it be all a chimera, born of envy and discontent, in the hearts of 
those who plotted for prosperity without observing its conditions? She 
remembered some conversation that had passed between her old friend Dr. 
Stein and Professor Kellwitz on the growth and cause of Socialism. “We are 
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slowly ripening in the Fatherland for the revolution of labour against capital,” 
the Professor had said (AAG, pp. 512-13). 
 

Here Martin extends Stella’s apprehension of the existence of widespread feelings of 

social injustice to the intellectual concept of a “revolution of labour against capital” 

(AAG, p. 513). 

At this point Martin links the theme of Socialism, through Stella’s recollections, to 

earlier conversations in Australia and so makes a connection between Socialism and the 

earlier part of the novel. On the topic of patriotism, Dr. Stein says: 
If I were in bitter poverty in the Fatherland, as many men are who are more 
gifted than I am, I might be a dangerous Socialist hatching plots against the 
safety of the State ... The great kings and nobles who figure so largely in our 
history were mostly men who commanded the lives and wages of others, while 
they themselves were hedged round with privileges and wanton luxury (AAG, p. 
118). 
 

At the same time Martin makes the point that Stella, even though she has already heard 

something of Socialists in Germany, has no real comprehension of what they stood for 

or what they were struggling against, and her initial response is the very conservative: 

“No wonder they were imprisoned, if they carried treason so openly in their faces!” 

Only when she is confronted with the reality of the situation does she begin to realise 

that she needs to develop a better understanding of the issues involved. She pursues this 

search by making contact with the people: 
she saw more of the struggle for existence around her, more especially among 
the very poor. She formed new acquaintances daily … The grief that nestled 
close at her own heart quickened her observation into an interpretive faculty. 
Her mind became sensitive to the myriad forms of unhappiness around her ...  
It was among the people, the workers themselves, that Stella learned something 
of the appalling depths of destitution in which so many of them live (AAG, pp. 
520-21). 

 
Frau Schulz, the mother of the children Stella encountered on her first day in the 

Tiergarten, becomes an important source of information and she 

spoke most frequently and bitterly to Stella on the tyrannies put upon the 
workers. In her estimation, Socialism was the one force to save Germany from 
sinking slowly under the heel of a cruel military despotism” (AAG, p. 523). 
 

Stella quickly perceives the need for some sort of social change but still has many 

reservations about Socialism as an answer. Stella listens to Frau Schulz, but finds that 

there was a well of poisonous bitterness in her heart which at times almost 
terrified Stella, who used to listen to her with unflagging interest, yet doubtful 
and unconvinced. She saw the sore needs of the people, the overwhelming 
predominance of the military caste. But was there any one system of social 
change that could minister so widely, so universally to the evils from which 
men suffer? (AAG, p. 523). 
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Stella is fearful of the intensity of the feelings it fosters and she also questions the 

appropriateness of any one philosophy or programme of action to solve the problems of 

humankind. 

A different approach to this question is provided by the von Gerstenberg twins, 

brother and sister, wealthy upper-class intellectuals, who are “well known in Berlin as 

indefatigable workers among the poor in that city – both strongly imbued with 

Socialistic principles” (AAG, p. 557). The Signorina von Gerstenberg tells Langdale’s 

sister that she reads Marx and “still wilder things – the daily newspapers – telling how 

the land is taxed and pillaged to keep up the empty pomp of royalty, and those fatal 

standing armies that sow the seeds of hatred and mistrust between nation and nation” 

(AAG, p. 558). Here Martin makes an allusion to the importance of the role of the press 

in the spread of Socialism. There were many party newspapers in Germany in the 1870s 

and when the Socialist law went into effect in 1878, “of the 47 leading party 

newspapers, 45 were suppressed immediately”.1 New party newspapers were then 

founded outside Germany, and while they were, of course, illegal in Germany, they 

nonetheless achieved a wide circulation there. “Before the end of 1879, 3,600 copies of 

the Sozialdemokrat were being printed and distributed, and this figure increased rapidly 

in the years that followed.”2  

In an extended discussion between the Signorina and Langdale’s sister, Martin 

presents arguments for and against the tenets of Socialism and also indicates the 

existence of two different Socialist approaches, one based on the concept of co-

operation and gradual improvement, the other, more extreme – striving for an 

egalitarian society and common ownership, that is, evolutionary social change, or 

reformism, versus revolutionary social change. The Signorina favours a reformist 

Socialist approach for, as she sees it: 
Co-operation—concern for the social whole—are the great methods by which 
we hope slowly but surely, step by step, to advance and rouse people from their 
indifference, their ignorance, their cruel selfishness. ... The idle rich, so many of 
them sensual, extravagant, reckless, rioting in over-abundance, in waste; and 
those who create all this misused wealth, drudging, many of them all day and 
part of the night, merely to keep body and soul together. ... I can imagine the 
pauperism created by society being steadily fought; greed, and injustice, and 
violence being gradually overcome (AAG, p. 559). 
 

The doctor’s sister, on the other hand, alludes to the more extreme approach when she 

responds: 

                                                
1 Gordon A. Craig, Germany 1866-1945 (Oxford: Oxford University Press, 1978), p. 146. 
2 Craig, p. 148. 
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And yet the alternative offered by Socialism, as I understand it, terrifies me ... 
The people who are striving to obliterate the distinctions of society make me 
feel that their ideal of life would render it far more impossible than it is even at 
present (AAG, p. 559). 
 

She, like Stella, is apprehensive about the revolutionary approach, which was associated 

in the minds of many with violence, atheism and anarchy. The novel is set in the period 

of the development of Social Democracy in Germany and the Signorina and her brother 

appear to represent this political outlook. The Signorina also clearly stresses the links 

between her view of Socialism and ethical and democratic values. She asks Langdale’s 

sister: “have you no dreams of the day when work, rather than grinding drudgery – 

when brotherhood, in place of class-selfishness and hatred – must prevail?” (AAG, p. 

559). The Signorina is cast in a very idealistic mould. 

In the course of a later conversation between Langdale and his sister on the topic of 

Socialism, the latter alludes to “State Socialism”, saying: 
justice is never done to the poor until those who are in power begin to be 
terrified. These bungling attempts at State Socialism are valuable as a tribute to 
the power that lies behind our kinsman Schiedlich and men like him (AAG, p. 
583). 
 

This reference is, in fact, to legislation introduced by Bismarck to provide sickness 

insurance (1883), accident insurance (1884) and old-age and disability insurance 

(1889), although the costs of these types of insurance were shared by the state only in 

the case of the last of these.3 This legislation, however, was probably motivated as much 

by political as by social concerns. 
The political was never ... far from the centre of Bismarck’s thinking, and there 
can be little doubt that he was aware of the advantage that might be derived 
from an insurance programme in his campaign against socialism ... he wished to 
demonstrate that the state had more to offer to the working class than the Social 
Democrats4 
 

This move on the part of the government to legislate for and partly subsidise some 

social insurance was referred to at the time as “State Socialism”, although Bismarck 

himself was wary of the term: 

Von dem damaligen Modewort des Staatssozialismus rückte Bismarck ... ab5 

[Bismarck dissociated himself from the term, State Socialism, in fashion at that 
time]. 
 

Langdale’s sister characterises the legislation as “bungling”, presumably because it was 

seen by critics to be not sufficiently generous or far-reaching – it was paid for mostly by 

                                                
3 See Craig, p. 151. 
4 Craig, p. 151. 
5 Ernst Engelberg, Bismarck: das Reich in der Mitte Europas (Berlin: Siedler, 1990), p. 385. 
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the employers and employees and it did not extend to covering unemployment, which 

was an increasing problem. She sees its origins in Bismarck’s fear of the rising 

popularity of Social Democracy which, despite all the laws passed against it, succeeded 

in gaining more and more seats in the Reichstag, culminating in the landslide success of 

1890 when the Social Democrats won 35 seats.6 It is probably an exaggeration to say 

that those in power were “terrified” but the move was certainly an attempt to win over 

the members of the working-class to the government. Martin was clearly well-informed 

about political as well as social issues, but has chosen simply to allude to this political 

background rather than to develop this point as a social issue. 

On the occasion of her farewell visit to Frau Schulz, Stella learns more of the 

situation of poorer women in Berlin. After an intense moment when Frau Schulz and 

two friends begin cursing the government, “the women’s faces full of bitter hatred, their 

voices intense with despairing rebellion” (AAG, p. 584), Frau Schulz explains to the 

obviously shocked Stella that their outburst is not caused by poverty, misery or hunger. 

They are able to bear the normal privations of their lives but are incensed by what is 

happening to their daughters and all the young, poor women. There are a large number 

of military men in the city, most of them single, who are sexually abusing the young 

women of the poorer classes and driving them into prostitution. They explain to Stella: 

There are so many thousand men in this city alone under arms, most of them 
unmarried, and most of them licentious in their lives: officers and princelings 
worse—far worse—than the common men. It goes ever worse. Soldiers—brave 
soldiers they call themselves! God never sent more arrant cowards to hell than 
most of them are! If a woman has property and wealthy relations, they run after 
her, bowing to the dust. But let her be poor and unknown, let her be in service 
with no friends to protect her, and there is nothing they will not do to bring 
about her ruin (AAG, p. 585). 

 
The personal involvement of these women becomes apparent as: “One after the other 

the older women told shameful stories of seduction. Each had a daughter living a life of 

dishonour” (AAG, p. 586). They go on to point out that the aftermath of the various wars 

leading to the unification of Germany has increased and intensified the misery of the 

poorer classes. 

Martin makes an indirect allusion to an outspoken fighter for social improvement 

when she introduces the name of Professor Rudolf Virchow, one of the foremost 

medical experts of the time in Germany. It is simply mentioned that Dr. Langdale is 

attending lectures given by Virchow at the university, and it would be natural for him to 

take advantage of the opportunity to hear such a notable pathologist. However, 

                                                
6 See Craig, p. 175. 
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Professor Virchow was a leading figure in Germany in a number of ways. This 

distinguished teacher and researcher was instrumental in putting the study and practice 

of medicine onto a new, scientific basis, and is recognised as the founder of cellular 

pathology. His studies also included anatomy, anthropology, ethnology, histology, 

philosophy, social services, technology and local government politics. His practical 

achievements, however, encompassed notable work in science, in social reform, in 

education, in the development of a new sewer system for Berlin, and as a politician. He 

was active in the March revolution of 1848, became a Berlin City Councillor in 1859, 

helped found the liberal, anti-clerical German Progressive Party in 1861, became a 

member of the Prussian State Government in 1862, and from 1880 to 1893 was member 

of the Reichstag where he was constantly and implacably in opposition to Bismarck. 

While he never joined a Socialist party, he was outspoken in his criticism of social 

conditions, and government neglect in this area. Although Martin does not emphasise 

Virchow’s role in the sphere, it is probable that her character Langdale’s interest in his 

lectures can be read as not purely medical. 

The two notions of idealism and of the schism between supporters of the two 

approaches to Socialism are further underlined in the person of Gottfried Schiedlich, “a 

leader among [the Socialists] of exceptional influence and rare disinterestedness of aim” 

(AAG, p. 558). He is connected to the Langdale family and is much admired by the von 

Gerstenbergs and so might therefore be supposed to be a leader of the supporters of 

gradual reform. Even his name, Gottfried Schiedlich, seems to be intended to suggest 

that he is a gentle, amiable man, a lover of peace and harmony, though this nuance 

would probably not be appreciated by the non-German-speaking reader; Gottfried, 

though a commonly used name (Godfrey or Geoffrey, in English), signifies, literally, 

“God’s peace”, while “schiedlich” means “peaceable”. His untimely death is felt by 

many to be a great loss because it “lessened the number of those disinterested, ardent, 

yet sagacious workers for society whose complete detachment from egoistic aims give 

them at once office and authority” (AAG, p. 584). This description also emphasises 

elements of idealism. Nevertheless, it appears that Gottfried has changed his views and 

allied himself with the revolutionary group. Langdale, who is not a Socialist 

sympathiser, but is interested in social reform, remarks: “I wish he had not joined the 

extreme party ... It seems to me he was doing such good work when he was writing 

calmly and dispassionately” (AAG, p. 583). 

There appears to be some irony in the fact that the peaceably named Gottfried, who 

is known for his dispassionate and disinterested attitude, should have joined the 
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extreme, revolutionary party. The character of Schiedlich serves to underline both the 

divisions within the Socialist movement and the level of desperation to which some of 

them feel driven. The novel is set in the period just prior to the official formation, in 

1890, of the Social Democracy Party [Sozialdemokratische Partei Deutschlands]. This 

party adopted the policy which came to be known as “revisionism”, while the extreme 

Socialists remained independent and eventually formed the basis of first the Spartacus 

Union, and then the Communist Party [Kommunistische Partei Deutschlands] founded 

in 1919. Martin succeeds in conveying, through these characters, different attitudes and 

tensions present in the supporters of Socialism in Berlin at that time. 

The Socialist meeting held in memory of Gottfried Schiedlich which Stella attends 

is described at length. Many details are given of the secrecy and subterfuge necessary 

for the Socialists to survive and associate. Martin makes reference to the anti-Socialist 

law of 1878, to secret meetings and to the lack of a central meeting place. In the novel 

the need for a meeting place was eventually met by one Anton Rosenstern, a relatively 

wealthy man who was the proprietor of a large and popular café near the centre of the 

city. Outwardly it seems like any other prosperous café owned by a loyal Berliner, and 

much stress is laid on the alleged loyalty of the owner. At another level, literally, it is a 

very different matter: 

... it was in Anton’s own sitting-room—a large underground apartment—that 
those private meetings took place in which the Social Democrat members of the 
Reichsrath discussed their programmes; in which editors of Radical journals 
propounded reforms they dared not hint at in their newspapers; in which 
manifestoes and brochures were read by their authors—publications that saw 
the light of day only to be confiscated by the police (AAG, pp. 589-90). 
 

Access to Anton’s sitting-room is well-concealed and well-guarded: 
To this room there were three modes of entrance—one through a tiny room in 
the basement story, which was let to a shoemaker who was remarkable for 
having been a red-hot Social Democrat from his boyhood without once being 
imprisoned; another through a greengrocer’s shop, opening on a narrow lane at 
the back of the café, and kept by the shoemaker’s wife. The third entrance was 
through an anteroom that communicated with the ordinary front entrance of the 
house (AAG, p. 590). 
 

Anton’s apparent loyalty is further emphasized by his willingness to seem to assist the 

police in tracking down Social Democrats: 
... how friendly Anton is with the policemen! He has several times put them up 
to capturing Social Democrats who began to haunt his café. It is true they were 
spies in the pay of Government—sheep in wolves’ clothing at fifty pfennig an 
hour, seeking whom to betray. But then the worthy Anton did not know that, 
reasoned the Polizei. So that, between his loyalty and his overflowing tankards 
of echtes Bier, he is always well posted up as to suspects and meditated 
surprises, and anticipated manifestoes that must be strangled at birth (AAG, p. 
591). 
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The precautions taken to ensure that only approved persons are admitted to the 

apartment are highlighted by the use of a password and a pre-arranged way of knocking 

when Stella goes to the meeting with her friends: 

The meeting in commemoration of Gottfried Schiedlich was held in 
Rosenstern’s sitting-room. The Signorina conducted her two friends to it from 
the lane that ran behind, and through the little greengrocer’s shop. They passed 
out of this into a narrow, dimly-lit passage; then they descended several steps to 
a door over which a small lamp burned. There they were met by Signor von 
Gerstenberg, who knocked at the door in a peculiar way. When it was opened, 
he repeated “Altona Bruderschaft” [Altona Brotherhood],7 and they passed in 
(AAG, p. 591). 
 

The accuracy of Martin’s depiction appears to be confirmed by the following account 

by Gordon Craig: 

... often elaborate deceptions were necessary, particularly when the meetings 
involved numbers of people, and, when they succeeded, they were celebrated 
with delight and became part of the growing legend of the heroic time. Often 
they did not succeed, for the police were adroit in the use of spies and bribes, 
and there were many people whose sympathy for the party was not as strong as 
their need of money. For any thorough discussion of issues or tactics, meetings 
that had to be disguised as musical concerts or held on the decks of Rhine 
steamers could not be effective.8 
 

At the meeting the first speaker presents images of the hardships suffered by the 

peasantry, particularly by the women and children, and concludes with the assertion that 

the people will prevail against imperialism and class-rule. The main speaker, the 

Signorina’s brother, speaks of Gottfried’s hopes for the Fatherland and states that what 

the latter had wanted was “care and development of the wide, healthy life of the nation 

at large” (AAG, p. 593). He comments on the social changes he, personally, has 

observed: the increasing power of the military caste and the greater suffering of the 

labouring classes. He also raises the social problem of cheap forms of alcohol. He 

describes hardships suffered by the women in Berlin and then begins to enumerate 

Socialist aims: the profit of labour being returned to the worker, state regulation of 

production, the abolition of a standing army, democratic decision-making on the 

question of war, the abolition of child labour and better working conditions for women 

– in all, what was sought was “justice for all and privileges for none” (AAG, p. 594). He 

quotes Marx’s Das Kapital when he refers to “the great reserve army of industry”9 

(AAG, p. 595), that is, the workers on the margins of employment who are the first to be 

laid off when economic conditions become less favourable. He speaks of the worker’s 
                                                
7 The significance of this password is that Altona, a district of Hamburg, was a “proclaimed” district 
under the Socialist Law in 1880. See Campbell, AAG, p. 712, fn. 5. 
8 Craig, p 149. 
9 See Campbell, AAG, p. 711, fn. 8. 
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desire for emancipation and greater dignity in life, and of those who fear any alteration 

to the existing class system. He concludes with a rallying call which ends: “Proletariats 

of all countries, combine yourselves! This is the force that ultimately cannot be evaded 

nor defeated” (AAG, p. 599). The direct but unacknowledged allusion to the 1848 

Communist Manifesto of Marx and Engels indicates that Martin was certainly familiar 

with at least some of it, as well as Das Kapital.10  

Following immediately on the powerful rhetoric of the Signor’s address to the 

meeting, Martin presents, by way of contrast, some arguments against Socialism. After 

the meeting the Signor has a discussion with Langdale in which the latter argues against 

the central ideas of Socialism. His arguments, expressed afterwards to his sister, are 

based on doubts about the pertinence of general theories and concerns about the 

outcomes of attempts to reshape society. He begins:  
What do people mean when they speak of the proletariat as if he were the whole 
of society instead of a part? A part, too, which from the very nature of things it 
would be most dangerous to heave up as a body. 
 ... there is an inexorable nature of things that cannot be ignored without doing 
more mischief than we can ever repair (AAG, p. 601). 

 
When his sister points out that he has long taken an interest in the poor and helped them 

wherever he could, he responds that, when working with individuals, 
you constantly see the limits beyond which anything you could do for others 
would be hurtful. But what sense is there in seeking to destroy the whole fabric 
of society in the interests of one class? (AAG, p. 601). 

 
Talents, he says, are not distributed according to social class. He also feels that if the 

proletariat were to come to power it would not be sincere, disinterested men such as 

Gottfried Schiedlich who would be the leaders. He believes society would get out of 

control and sums up: 

There is to me an unpleasant suggestion of what went on before the French 
Revolution, in hearing men like Schumann and Gerstenberg reiterating, 
“Proletariats of all countries, combine yourselves!” They are like the 
magician’s apprentice. They may make the broom carry water, but they cannot 
make it stop once it sets off (AAG, p. 603). 

 
The discussion and presentation of Socialism effectively ceases at this point in the 

novel, although there is further mention of poor social conditions when the main 

protagonists are later in London. Finally Stella decides that a practical form of action 

she can take is to enable poor families from Germany and England – “self-respecting, 

thrifty people, but with such heavy odds against them that they must go to the wall in 

                                                
10 Rosemary Campbell suggests that she may also have drawn on Woman and Socialism (1879) by 
August Bebel, the leader of the Social Democrats. See AAG, p. 713, fn. 15. 
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the Old World” (AAG, p. 636). – to settle on small holdings in Australia. Nevertheless 

she insists that 

it isn’t to make them dependent but put them in the way of rearing their families 
properly .... Not large farms, but enough for them to till thoroughly ... You 
know Schulz was a peasant-proprietor before he went to Berlin, and he has 
been in trouble through Socialistic work so often, he is quite embittered; and 
there are so many others like him (AAG, p. 636). 

 
Stella chooses the path of giving practical assistance to individuals rather than 

promoting “universal schemes of social betterment” (AAG, p. 523). 

Martin has introduced a considerable amount of factual material concerning social 

conditions and Socialism in Berlin, which was certainly one of the most important 

centres of Socialist activity in Germany, and has brought many issues to life through the 

characters. The manner in which this material is presented is varied and most of it is 

woven into the narrative so that it forms part of the setting and general ambience in 

which the action takes place. Some information comes in the form of straightforward 

historical narration. This is particularly evident at the beginning of Volume 3, Chapter 

XIV, where the effects of the Socialist law of 1878 are described, but even this brief 

account is broken up by the introduction of the fictional, but nevertheless representative 

figure of the café proprietor, Anton Rosenstern. In this passage Martin also alludes to 

the extraordinary situation of the Social Democrat members of the Reichsrat who could 

still be legal members of parliament while all their supporters were being hounded in 

every conceivable way, simply because they were Social Democrats and therefore 

illegal. The dramatic consequences of the passing of the law are recorded by English 

and German historians alike. In “Bismarck and the German Working Men’s Party” 

Engels wrote, concerning the 1878 Exceptional Law against the Social Democratic 

Party: 

Then Bismarck succeeded in passing an Act by which Social-Democracy was 
outlawed. The Working Men’s newspapers more than fifty were suppressed, 
their societies and clubs broken up, their funds seized, their meetings dissolved 
by the police, and, to crown it all, it was enacted that whole towns and districts 
might be “proclaimed” .... In every “proclaimed” district the police received the 
right to expel any man whom it might “reasonably suspect” of Socialistic 
propaganda. Berlin was, of course, at once proclaimed, and hundreds (with their 
families, thousands) of people were expelled. Then Hamburg elected a working 
man member of Parliament, and was immediately proclaimed.11 

 
The English historian, Gordon Craig, writes: 

Bismarck’s use of the state of siege opened the eyes of many of those who had 
hoped to reach an accommodation with the government by making concessions 
and made them aware that the Chancellor was not engaged in a policy of petty 

                                                
11 Quoted by Campbell, AAG, p 712, fn. 1. 
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harassment but was bent on the complete destruction of the party organization 
and the personal ruin of its members. Many Socialists admitted later that it was 
the spectacle of the police uprooting people from homes in which they had 
lived for thirty years, destroying their livelihood, and sending them out on the 
roads to beg that convinced them that they must fight back. As that 
determination grew, the party found the weapons that would reintegrate its 
membership and give them direction. 
The most effective of these was a new party newspaper that was founded in 
Zürich in September 1879 and called the Sozialdemokrat.12 
 

The more recent German historian, Ernst Engelberg, confirms this picture: 

Welches waren nun the ersten Wirkungen des Ausnahmegesetzes gegen die 
Sozialdemokratie? Wie wurde, um nochmals mit Bismarck zu sprechen, 
“aufgeräumt”? Nach Inkrafttreten des Sozialistengesetzes am 21. Oktober 
entgingen von den 47 bestehenden sozialistischen Blättern nur zwei dem 
sofortigen Verbot. Arbeitervereine, Gewerkschaften und freie Hilfskassen 
wurden aufgelöst, ebenso Genossenschaftsdruckereien, an denen 2500 Arbeiter 
mit ihren wenigen Ersparnissen beteiligt waren. 
 
[Caption for an illustration] 
Auf Grund des Ausnahmegesetzes gegen die Sozialdemokratie waren für die 
Verbote und sonstigen Maßnahmen gegen Vereine, Zeitungen und 
Druckschriften die Landespolizeibehörden zuständig. Gerichtliche Beschlüsse 
zu den Verboten waren nicht mehr notwendig. So konnte selbst ein simpler 
Polizeiwachtmeister nach Gutdünken eine Versammlung auflösen oder einen 
Redner verbieten.13 
 
[What were the first effects of the Exceptional Law against Social Democracy? 
How was it, to use Bismarck’s words once again, “tidied up”? After the 
Socialist Law came into force on 21 October only two of the 47 existing 
Socialist newspapers escaped the immediate ban. Workers organisations, 
unions and free relief funds were disbanded or wound up, likewise cooperative 
printing works in which 2,500 workers had invested their few savings. 
 
(Caption for an illustration) 
On the basis of the Exceptional Law against Social Democracy the regional 
police authorities were responsible for the bans and other measures against 
organisations, newspapers and publications. Court orders for the bans were no 
longer necessary. Thus even a simple sergeant could, at his own discretion, 
break up a meeting or prohibit a speaker]. 

 
Martin’s material is certainly corroborated by these accounts. 

At times Martin employs direct authorial comment which is overtly didactic. This 

can be seen in passages such as the following: 
In the Russian steppes there is a strange weed which may be seen at certain 
times perpetually floating in the air, and alighting and fixing itself anywhere 
and everywhere ... To one coming from a prosperous young country, the misery 
of poverty of the cities of the Old World presents something of the ubiquity of 
this weed … Perhaps there is no European city which in the present day gathers 
up in itself more of the strange anomalies of modern civilization than Berlin 
does. The marvellous thrift of the working people serves as a rule only to prove 
that the most rigid economy and industry cannot save from destitution when the 

                                                
12 Craig, pp. 147-48. 
13 Engelberg, pp. 304-05. 
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worker is overtaken by one or more of the common accidents of life. The city 
teems with people who labour all day and part of the night, and yet, in health 
and the vigour of manhood and womanhood, can do no more than keep the 
gaunt spectre of starvation at a little distance (AAG, p. 521). 
 

In similarly didactic vein she writes: 
There is a growing class of thinking, cool-headed men in Germany who, 
without identifying themselves with Socialism, or even desiring its success, yet 
are driven to believe that it is the one vital force, the great organic growth of 
modern times, calculated to arrest the rising tide of imperial and military 
despotism that threatens to wreck the best interests of the Fatherland (AAG, p. 
584). 
 

It is noticeable that these passages are written entirely in the present tense. In another 

such sentence Martin even uses the future tense: 
When the Socialistic writings of the last decade are fairly before the public, it 
will be seen why the distempered rage with which they have been proscribed 
has proved to be at once so childish and unavailing (AAG, p. 590). 

 
Martin’s didactic purpose is also clearly evident where she prefaces the description of 

an incident illustrating the destitution of women workers with: “An instance out of 

many may suffice” (AAG, p. 521). Here she seems to be making a point rather than 

building a narrative. 

Probably one of the clearest expressions of Martin’s didactic purpose is to be found 

in the long speeches given at the meeting in commemoration of Gottfried Schiedlich. 

The first speaker’s address is summarised at first, but the summary is presented as if it is 

at times quoting the speaker’s actual words and sentences: 
He spoke of Gottfried Schiedlich’s life and aims with deep emotion. He had 
passed from them, but his work and memory could not vanish. He was one of 
the martyrs who die, not for the possible beatitude and crown of a glorified 
Hereafter, but for the sake of the dumb toiling masses of his countrymen and 
countrywomen. He might say, more especially for the latter (AAG, p. 591). 
 

The last part of the speech is presented as though it is a verbatim account, albeit in 

indirect speech, and in the writing of this address Martin has drawn on her knowledge 

of the hardships endured by large sections of the German population and of their hopes 

for social change. The second speaker’s words are treated in a similar manner, but the 

much longer verbatim section presents arguments in support of Socialist aims, an 

enumeration of these aims, and many further illustrations of the need for the social and 

political changes demanded. Martin appears to have based this on reading as well as 

observation. The style is rhetorical and emotive. Martin clearly wished the reader to be 

informed about the struggle for Social Democracy in Germany. As the reviewer for the 

Age wrote: “the account of the aspect of German socialism, evidently taken on the spot 

at Berlin ... makes it an important contribution to our knowledge of the mighty forces 
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that are rending society”.14 As already mentioned, the arguments in support of 

Socialism are counterbalanced by dialectic in favour of less revolutionary methods and 

aims. This argumentation is presented in the form of dialogue and debate, rather than 

speeches, and is more measured and rational in nature, as befits the intellectually 

inclined proponents of these views. 

Much of the material concerning Socialism and social conditions is presented 

through the conversation of the characters – Stella’s friends, and people Stella meets by 

chance – and much is related through Stella’s personal observations and her reflections 

on what she has seen and heard. Stella is very often a distanced onlooker or a listener, 

and many impressions are filtered through her eyes. One result of this is that Martin 

from time to time makes use of the technique of “narrated monologue” or “erlebte 

Rede” to render Stella’s thoughts. She in fact uses this technique in such a way that 

there is a very subtle shift from the narrator’s words to Stella’s unspoken words, and 

back again, so that it is not always possible to identify at which particular point the 

change occurs. In one passage Stella’s attention is caught by the expression on a 

woman’s face as she drags a heavy load on a hand-cart: 
… and though it was the first time Stella had seen such a sight, it was not its 
novelty which enchained her attention. It was the strange expression of the 
woman’s face. What did it signify? The discontent of biting penury? The pangs 
of hunger—the primal and most potent of the passions? But there was 
something more in that hard and sullen scowl. And there it was again, and yet 
again, on the faces of moody men—some of them in the poverty-stricken garb 
of unemployed day-labourers, but more of them were evidently men who did 
not earn their living by manual labour (AAG, p. 512). 

 
The first sentence certainly presents the narrator’s words; the second could present 

either the narrator’s or Stella’s, though the use of the word “strange” suggests that it is 

more probably Stella’s assessment of what she sees; and the question: “What did it 

signify?” and what follows are certainly not the words of an omniscient third person 

narrator but clearly the thoughts running through Stella’s mind. The questions, the 

emotive language, including adjectives such as “primal”, “potent”, “sullen” and 

“moody”, and phrases such as “But there was something more ...”, “And there it was 

again, and yet again...”, all suggest that these are Stella’s unspoken words and thoughts 

rather than straightforward narrative. The use of the expression “again, and yet again” 

and of sentences beginning with “But” and “And” give this passage a greater sense of 

immediacy, and of utterances expressed just as events and impressions occur, even 

though the use of the past tense is maintained. The description of the men, with regard 

                                                
14 Melbourne Age, 13 September 1890, p. 14. 
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to their dress and employment status, could be attributed either to Stella or to the 

narrator. However, the analytic quality makes it seem part of Stella’s train of thought. 

The following sentence appears to be omniscient third person narration: “A thrill of 

involuntary fear passed through Stella’s mind as she looked and suddenly realized that it 

was hatred ... which gleamed in these heavy eyes and sombre, unsmiling faces” (AAG, 

p. 512). Nevertheless, the adjectives still suggest that the scene is presented through 

Stella’s eyes. 

In the next paragraph there is the same ambiguity and blurring as Martin again 

moves between omniscient third person narration and “erlebte Rede”. Stella’s attention 

is particularly drawn to a young man: 

He was talking with vehement gesticulations to an elderly man who walked 
beside him. He had the air of a student, of a man who had thought and read. 
Indignation, rather than hatred, was what marked his face—indignation and a 
rapt impassioned look that recalled the thought of one crying in the wilderness. 
What did it all mean? Were they the Socialists of whom she had vaguely heard 
from time to time? No wonder they were imprisoned, if they carried treason so 
openly in their faces! And then she recalled the little Hedwig’s words in the 
morning: women and children, and old men and young, both sexes and all ages, 
were infected, then, by this social malaise. Could it be all a chimera, born of 
envy and discontent, in the hearts of those who plotted for prosperity without 
observing its conditions? (AAG, p. 512-13). 
 

The questions and exclamations are clearly Stella’s and imitate direct speech, even 

though they are rendered in the past tense. In the sentences beginning “He had the air ... 

” down to “... one crying in the wilderness,” the distinction is blurred and once again it 

is not clear whether the assessments expressed are Stella’s or the narrator’s. At times the 

change is made within the sentence: “And then she recalled the little Hedwig’s words in 

the morning: women and children, and old men and young, both sexes and all ages, 

were infected, then, by this social malaise”. The beginning is third person narration but 

after the colon comes Stella’s realisation of the significance of the child’s remembered 

words, underlined by the conversational style of “were infected, then, by this social 

malaise”. The lack of change in voice and register as Martin moves between the 

narrator and the character contributes to the uncertainty but also suggests a close 

relationship between the two. This fact again suggests that the description of the 

incident may well be based on Martin’s personal experience. 

The apparent fusion of character and narrator is again well illustrated in the 

following passage relating to Stella’s experiences with Frau Schulz: 

... there was a well of poisonous bitterness in her heart which at times almost 
terrified Stella, who used to listen to her with unflagging interest, yet doubtful 
and unconvinced. She saw the sore needs of the people, the overwhelming 
predominance of the military caste. But was there any one system of social 
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change that could minister so widely, so universally to the evils from which 
men suffer? Could any outward adjustment of affairs offer a panacea for the old 
inalienable heritage of unhappiness? … But was not the truth old as humanity 
itself, that neither the vase of honey nor the vase of cold but healthful water, as 
Plato designated pleasure and intellect, could constitute man’s chief good? 
Those who are lapped round with the most coveted possessions of life, and yet 
have to endure its keenest barbs of sorrow, are not so easily misled by that 
curious mania for attempting to bind up all the inward moral wounds of 
humanity with alien material patches which characterizes so much modern 
activity (AAG, p. 523). 

 
In this instance, however, the questions, which seem to be Stella’s, are commented on in 

what appears to be an authorial response, particularly in the last sentence, which is 

again in the present tense. The length and erudite nature of the response are in sharp 

contrast to the style of the earlier, short, more naturalistic questions of the earlier 

extracts. It seems less an immediate reaction on Stella’s part and more the result of 

mature reflection, leading to a generalisation arrived at over time. 

Martin’s use of so many examples of hardship and suffering among the working 

class in Germany, particularly those involving women, and her constant use of very 

emotive language when describing the many poignant situations, all imply a deep 

sympathy on her part for those affected by these conditions. Her use of German words 

and expressions also suggests a familiarity and strong empathy with her subject matter. 

Her readers cannot necessarily be expected to appreciate fully the use of these words, 

particularly where they appear to have a significance specific to the time and place, but 

it appears that she found it important to use them, perhaps in order to give complete 

expression to her ideas, even while giving English equivalents. Two examples, in 

particular, demonstrate this aspect of her writing. When talking to the children she 

meets in the Tiergarten, Stella notes that the little girl, Hedwig, uses the word 

“Regierung” when she says that it is “the Government that is wicked” (AAG, p. 510). 

Martin emphasises the use of this particular word: “‘Regierung’ was the word she used 

for Government. The denunciation on the lips of so young a child had a strange sound” 

(AAG, pp. 510-11). Only a reader who had a close knowledge of the language and the 

political situation of the time could appreciate the significance of the use of that word in 

the situation. From the context it is clearly a strong and loaded word to have used, and it 

appears that, for Martin, the impact is not rendered sufficiently fully by the English 

word “Government.” Another example is to be found in von Gerstenberg’s long speech 

at the Socialist meeting. Apropos the phrase “historic development”, he says: “Yet the 

phrase is no empty shibboleth” (AAG, p. 597), and Martin immediately renders “empty 

shibboleth” in brackets as “leeres Wort-Krämmerei” [sic]. The phrase appears to have a 
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special significance for Martin. It may be that it was a term which had currency among 

the Social Democrats and that this phrase was in her mind as a catch-phrase as she 

wrote the speech. She gives no contextual indication of why she thought it important to 

use a German term at this point. The German language also influences her when she 

writes of “the little Hedwig’s words” (AAG, p. 513) instead of “little Hedwig’s words” – 

an example of linguistic interference. 

A feature of the narrated monologue technique is that it tends “to commit the 

narrator to attitudes of sympathy or irony”.15 In this section of the novel the sympathy is 

evident in the long speeches at the Socialist meeting. However, Martin also adds an 

ironic tone in passages such as her presentation of Anton Rosenberg. The situation is 

already ironic, as his apparent loyalty to the monarchy is used to conceal his 

underground support for the Socialists. An indication is given of the reason for his 

difference of outlook from that of the Philisterei [Philistines] and tradesmen. “He 

roughed it in the New World in his youth, and played so many parts, and saw so many 

phases of life, that ordinary money-making without a spice of adventure would be 

intolerable to him” (AAG, p. 590). The irony, however, is indicated in the narrated 

monologue rendition of his thoughts and beliefs: “... he is so wedded to the good old 

landmarks! He is so sure that a feudal nobility and imperialism, and a vast standing 

army, are the only safeguards of society” (AAG, p. 590). The irony is continued in a 

quotation, rendered in direct speech, of his habitual and typical sayings. 
“Don’t talk to me of your democracies” he will say. “I have seen too much of 
them—they are only fit to make money in. I say, give me a café with half a 
dozen royal palaces within five minutes’ walk of it—where you need never be a 
day of your life without seeing a royal prince, or, at the very least, a royal 
flunkey. These are the foundation-stones of the Old World” (AAG, pp. 590). 
 

He then refers to would-be revolutionaries who are deflected from investigating the 

questionable use of public money, for example, by a simple invitation to a Court 

ceremony or by having a not very prestigious decoration bestowed on them, with the 

result that “then they are as quiet as a roasted eel” (AAG, p. 591), and their 

revolutionary zeal fades away. 

The following authorial comment is also ironic: “When the grocers of Berlin 

chuckle over a sentiment of this kind they call themselves Frei-sinnige” (AAG, p. 590). 

The irony is continued in the pun on “Frei-sinnige”, which, apart from meaning “free-

thinkers” or “radicals”, was the name of a political party formed in 1884 by 

Progressives and National Liberals. There is more in the same vein, but it is clear that 
                                                
15 Dorrit Cohn, Transparent Minds. Narrative Modes for Presenting Consciousness in Fiction (Princeton, 
New Jersey: Princeton University Press, 1978), p. 117. 



 114 

Martin is using irony as a means to pursue her didactic purpose with regard to 

presenting Socialism and social conditions in Berlin. The irony serves both to sharpen 

the critical view presented of the prevailing social order, and, at the same time, to 

lighten and enliven the didacticism, without reducing its impact. 

In this section of the novel a number of characters are introduced who also help to 

serve Martin’s didactic aims but who are not central to the narrative.16 They are all 

Germans and are representative of different sections of society. The well-educated, 

upper classes and intelligentsia are represented by figures such as Gottfried Schiedlich, 

the Signor and Signorina von Gerstenberg, Professor Kellwitz and his wife, and 

Schumann, the young painter who is the first speaker at the Socialist meeting. 

Characters such as Rosenberg, Frau Schulz, her friends, and her two daughters, the child 

Gretchen in the convalescent home, and the nameless workers in the parks and streets 

with whom Stella speaks, are representative of the middle and lower classes, and all 

these characters serve to open Stella’s eyes to social and political issues. 

Gottfried Schiedlich is an intellectual who is imprisoned for his political activity 

with the Socialists, so in this respect he is a representative figure. The von Gerstenberg 

siblings seem to be in a different category, however. Rosemary Campbell suggests that 

the character of the Signorina von Gerstenberg, “an aristocratic half-German, half-

Italian woman ... may owe something to the historical figure of Bettina ... von Arnim 

(1785-1859)” (AAG, p. xxiv). This suggestion appears accurate, especially since, as has 

already been noted, the original title of the earliest version of Martin’s work, Letters of 

Stella von Arnim, suggests a clear allusion to Bettine. 

Bettine (Elisabeth Catharina Ludovica Magdalena) von Arnim, née Brentano, was 

the daughter of a wealthy Italian merchant who became a citizen of Frankfurt. His first 

marriage brought him wealth, while his second marriage, to Bettine’s mother, brought 

him, as a foreigner and a Catholic, greater acceptance in Frankfurt society. Bettine’s 

volatile temperament and Catholic upbringing, and even the Italian diminutive form of 

her name, apparently caused her to feel that she was often treated as an outsider. Martin 

has emphasised this aspect of her fictional character by referring to her always by her 

Italian title, Signorina, and by stressing that she and her brother are both “more 

endowed with the keen Southern temperament than the Teutonic” (AAG p. 557). 

Nevertheless, by reversing the nationalities of their parents and giving them a German 

rather than an Italian father, Martin has tied them more closely to Germany. 

                                                
16 These characters were all, with the exception of Gretchen, excised almost entirely from the abridged 
version of 1891 and all later editions of the shortened version. 
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Bettine’s mother, Maximiliane von (de) La Roche, was the daughter of a high 

official and of the author Sophie von La Roche. The latter was the first German woman 

to publish an epistolary novel, Geschichte des Fräuleins von Sternheim [Story of 

Fräulein von Sternheim] and was on familiar terms with many of the literati of the 

period, including Herder and Goethe. From the age of thirteen Bettine was raised by this 

grandmother, who influenced her greatly, and early encouraged her to be interested in 

social issues. Bettine was thus raised in a literary and artistic environment but also with 

an awareness of problems of social justice. Later in life she knew and corresponded 

with Marx. 

Martin’s Signorina is likewise a sensitive, cultivated lady who freely admits: “I love 

music, and pictures, and flowers, and all beautiful things” (AAG, p. 560). She reads and 

thinks a great deal about political matters and quotes Marx. She is always ready to 

discuss politics and to try to persuade others to her point of view. The Signorina feels 

that charitable work with the poor – when she finds herself in “these small, dreary, 

unventilated houses – so sordid, so poverty-stricken, so divorced from everything that 

makes it pleasant to be alive” (AAG, p. 560) – is not enough. She tells Langdale’s sister: 

“We may help a few people; but oh, the weary, weary multitudes who are doomed, not 

only to toil like brutes that perish, but without any stimulus of hope of better days!” 

(AAG, p. 560). Her political activity extends to deciding to translate Schiedlich’s 

“proscribed addresses and pamphlets into Italian” (AAG, p. 603). 

Bettine’s commitment to social and political questions was also initially expressed 

in very practical work with people in need, such as the several thousand victims of the 

1831 cholera epidemic in Berlin, when she visited hospitals and bought and distributed 

food, clothing, shoes and blankets to poor families and individuals. The Signorina and 

her brother are “well known in Berlin as indefatigable workers among the poor in that 

city” (AAG, p. 557) and the Signorina tells Stella’s party about “all she was able to do 

with the money Ritchie had so bountifully given for that purpose” (AAG, p. 558). 

Bettine became very close to her elder brother, the Romantic poet, Clemens 

Brentano, who also influenced her greatly and further stimulated her to be a writer. 

Martin has made her brother and sister characters twins, perhaps to emphasise the 

closeness of the relationship and their shared interests. Possibly her choice of such a 

couple was also influenced by memories of the help and encouragement she had 

received from her own brother Alec when she began writing, and their shared reading 

and intellectual interests. 
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It should be noted that the name of the Signor and Signorina is that of another 

German poet and critic, Heinrich Wilhelm von Gerstenberg (1737-1823). He was an 

early writer of the “Sturm und Drang” period who 
might be said to have ushered in the movement with what remains a notable 
work of criticism, … Briefe über Merkwürdigkeiten der Litteratur (1766-67). 
Here is to be found, beside papers on the nature of genius … on Spenser and 
Ariosto, Don Quixote and Ossian, the best appreciation of Shakespeare that had 
yet appeared on the continent. And with a remarkable tragedy, Ugolino (1768), 
in which Dante’s story of the death of Count Ugolino and his sons by starvation 
is extended over five harrowing acts, he had opened up to the younger 
generation new possibilities of dramatic form and had displayed a remarkable 
gift for delineating abnormal states of mind.17 
 

Here there are further parallels with the Signor and Signorina and with this Berlin 

section of the novel. Heinrich Wilhelm von Gerstenberg was born in Denmark, lived 

and worked there and in Germany, and was also to some extent a foreigner in Germany. 

His appreciation of Shakespeare was shared by Goethe, as a leader in the “Sturm und 

Drang” period, and on the publication of the latter’s Werther, von Gerstenberg 

established contact with him. Klopstock had also long been a close friend of von 

Gerstenberg in Copenhagen. The fact that von Gerstenberg’s powerful drama Ugolino is 

based on Dante may be one reason why Martin chose to use his name for her characters, 

since the time Stella spends in Berlin contains many references to Dante’s Inferno. Von 

Gerstenberg’s ability to depict “abnormal states of mind” also finds a parallel in the 

Berlin section when Stella experiences a serious mental and emotional breakdown, very 

convincingly conveyed by Martin. 

The remaining characters introduced in this section of the novel are also 

representative and instructive figures. The cynical and somewhat opportunistic 

individual, Rosenberg, and his whole situation, is treated with much irony. Frau Schulz 

and the other women are however depicted with great seriousness and sympathy. 

Martin has created a very thorough study of the social and political situation in 

Berlin in the late 1880s. With the exception of the description of the Socialist meeting, 

her portrayal of this state of affairs is presented incidentally but persistently. It is an 

ever-present background to the action, as Stella sinks deeper and deeper into crisis and 

misery and then slowly begins to emerge from it, in the same way as the bitter and 

gloomy Berlin winter also forms a background to the events of that part of her life. 

Martin’s presentation is a balanced one: she does not suggest a solution, but does show 

how a political reaction to the existing social conditions can be seen to be logical and 

inevitable. The major question is the form that this political reaction should take, and 
                                                
17 Robertson, History, p. 275. 
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Martin takes care to present different attitudes, philosophies and shades of opinion, 

ranging from a desire for gradual improvement from within to overt confrontation. The 

question of Socialism “was then a prominent topic among those who were inimical or 

favourable to the movement” (AAG, p. 583), and arguments and counter-arguments are 

balanced with care. She also highlights the complexity of the issues involved and calls 

into question the value of single solutions. The idealism of the Signorina is tempered, 

for example, by Stella’s reflection: “The work of the world is carried on mostly by 

disillusioned men and women” (AAG, p. 526). 

Nevertheless criticisms can be made of Martin’s treatment of this theme. In general 

it is broad but somewhat superficial. Events and attitudes are noted, often in quite 

emotive language, but causes and solutions are couched in well-worn phrases and catch-

cries, while the literal translation of “Proletarier aller Länder, vereinigt euch,” 

[Proletariats of all countries, combine yourselves!] seems unfortunately clumsy. It could 

perhaps be argued that the much used phrases of Socialism are part of the reality of the 

situation. However, the characterisation of figures such as Frau Schulz is also quite 

superficial. It is stated that she works up to sixteen hours a day but no indication is 

given as to what work she does. She tells Stella of “the tyrannies put upon the workers” 

(AAG, p. 523), but no details of these are provided. She is described as intelligent and 

well read, despite her long working hours, but no indication is given as to what she 

reads, apart from one mention of “official newspapers” (AAG, p. 586). Nor is any 

information given about her husband’s former job, or where or how the family lives, 

even though Stella visits her more than once. 

Examples of the hardships suffered by the women workers also become repetitious. 

The words “drudge”, “drudged” and “drudgery” are most frequently repeated, for 

example: “the middle-aged, drudged and worn-down-looking women” (AAG, p. 512), 

“their endless drudgery” (AAG, p. 585), and “her drudgery that ended only with life” 

(AAG, p. 592). “Burden” and “load” are also used repeatedly, particularly in connection 

with images of middle-aged women with hand-carts and lean dogs, which appear three 

times,18 as well as “old men dragging burdens beyond their strength” (AAG, p. 520), 

people “dragging hand-carts, bent under great loads” (AAG, p. 592), and “the misery of 

lives hopelessly burdened with sorrow” (AAG, p. 587). The image of women clearing 

paths of leaves in the Tiergarten is used twice.19  

                                                
18 See AAG, pp. 511-12, 521-22, and 594. 
19 See AAG, pp. 510, and 520. 
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What is interesting about Martin’s presentation of the topic is that it is sympathetic, 

though without active engagement. Martin has understood the conditions which 

produced Socialism sufficiently well to be able to present the aims, the ideals and the 

problems in an unprejudiced way. She recognises that it is a response to a very different 

situation from that in Australia. In an authorial comment, she writes that to “one coming 

from a prosperous young country” there is a sense of ubiquity in the “misery of poverty 

in the Old World” (AAG, p. 521). Her attitude towards Socialism in Germany is in 

striking contrast to that of Queen Victoria, who, after an assassination attempt on 

Wilhelm I, assumed without question “that it was atheistic socialists who were behind 

the attempts on the Kaiser’s life”.20 Despite the Queen’s assumptions, neither of “the 

Kaiser’s would-be assassins had any viable connection with the Socialist Party”.21 Her 

daughter Vicky however, living in Germany, “was curious about Socialism and sent out 

for a copy of Karl Marx’s Das Kapital” and was “fascinated by what she read”.22 

Samuel Moore’s English translation of the Communist Manifesto [Kommunistisches 

Manifest] (1847-48) of Karl Marx and Friedrich Engels appeared in 1888, and has 

become the one which is commonly used. The translation was based on the German 

edition of 1872 and Moore’s work was overseen by Engels, who also added explanatory 

notes written specifically for the English edition. While Martin could have read the 

German edition, it is probable that she would also have encountered the English version 

while she was working on An Australian Girl. Martin’s use of the Communist Manifesto 

is interesting as the two works include several references and allusions in common 

which are not immediately evident. The obvious use of the final sentence of the 

Manifesto (“Proletarier aller Länder, vereinigt euch!”23) and Martin’s clumsy 

translation of it have already been mentioned. A. J. P. Taylor writes of this famous 

sentence: 
It has in English no agreed form. The literal translation would be: “Proletarians 
of all lands, unite.” Samuel Moore, with Engels’s approval, rendered it: 
“Working men of all countries, unite!” The most common form has become: 
“Workers of the world, unite!”24 
 

                                                
20 Hannah Pakula, An Uncommon Woman: The Empress Frederick (London: Phoenix Press, 1997), p. 
381. 
21 Pakula, p. 381-82. 
22 Pakula, pp. 383-84. 
23 Karl Marx and Friedrich Engels, Werke, Band 4, (Berlin: Dietz Verlag, 1959), p. 493, (hereafter 
Werke). 
24 A. J. P. Taylor in “Introduction” to Karl Marx and Friedrich Engels, The Communist Manifesto, trans. 
Samuel Moore, with an Introduction by A. J. P. Taylor (London: Penguin Books, 1967, rpt. in Penguin 
Classics, 1985), pp. 35-36, (hereafter Manifesto). 
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Taylor points out that this catch-cry also figured in another context, possibly even 

before the Manifesto appeared. In 1847 the London branch of the Communist League 

“brought out a single number of an organ entitled The Communist Journal. It was not 

memorable except for the fact that it bore on its masthead the words: ‘Proletarians of all 

lands, unite!’”.25 

Both works contain an allusion to Goethe’s poem Der Zauberlehrling [The 

Sorcerer’s Apprentice]. Marx and Engels write, in 1848, that 
die moderne bürgerliche Gesellschaft, die so gewaltige Produktions- und 
Verkehrsmittel hervorgezaubert hat, gleicht dem Hexenmeister, der die 
unterirdischen Gewalten nicht mehr zu beherrschen vermag, die er 
heraufbeschwor26 
 
[modern bourgeois society, which has conjured up such colossal means of 
production and trade, resembles the sorcerer who can no longer master the 
powers of the underworld which he summoned up]. 
 

Langdale, when presenting his arguments against the sentiments expressed at the 

meeting to commemorate Gottfried Schiedlich, uses the same image of the sorcerer who 

lost control of the powers he had unleashed. He, however, refers much more clearly to 

Goethe’s Zauberlehrling, with his references to the apprentice and to the broom 

carrying water: “They are like the magician’s apprentice. They may make the broom 

carry water, but they cannot make it stop once it sets off” (AAG, p. 603). The Manifesto 

mentions only the sorcerer (Hexenmeister – master of spells). This word, used in the 

Manifesto, appears in the first line of Goethe’s ballad, whereas Langdale alludes to his 

apprentice – someone who is still learning his craft. Goethe’s poem, based on a story by 

the second century Greek satirist, Lucian, was written in 1797. Martin’s use of Goethe’s 

poem is of interest in view of the time when the novel was written. The cautionary tale 

of the sorcerer’s apprentice had not then been made so widely-known in the English-

speaking world as it is today. Dukas did not compose his well-known tone poem (based 

on Goethe’s poem) until 1897, while its popularisation by means of Disney’s film, 

Fantasia, (1940) and the more recent film, Fantasia 2000, came much later. Once 

again, Martin has drawn on a knowledge of German literature which could not be 

assumed to be common knowledge to the Anglo-Saxon reader at that time. 

A further connection may be found in a phrase quoted by the Signorina, “the reserve 

army of industry” (AAG, p. 558), taken from Marx’s Das Kapital (1867, translated 

188627). This term is repeated by Signor von Gerstenberg in his address at the meeting 

                                                
25 Taylor, “Introduction” to Manifesto, p. 21. 
26 Marx and Engels, Werke, p. 467. 
27 See Campbell, AAG, p. 711, fn. 8. 
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held in memory of Schiedlich (AAG, p. 595). A very similar phrase appears in the 

earlier Manifesto – “Errichtung industrieller Armeen” [establishment of industrial 

armies] – in this case, particularly, for agriculture. It is clear that an “industrial army” is 

a concept Marx and Engels have written about more than once and Martin has 

highlighted it by using it twice in this novel.  

In Martin’s novel the Signor also speaks, in the same address, of the social problems 

created by the production and sale of potato alcohol. He refers to it as having “swelled 

the revenues of the Fatherland” (AAG, p. 594) and as having been injurious to the health 

of adults and children alike. He says: “from my own observation ... already the fast-

spreading use of this most pernicious form of alcohol is degrading the physique of the 

North Germans” (AAG, p. 594). The Manifesto also raises the issue of potato spirits in a 

remark that the upper classes participate in all the “Gewaltmaßregeln gegen die 

Arbeiterklasse”28 [drastic regulations against the working class] and bring themselves  
die goldenen Äpfel (die vom Baum der Industrie abgefallen sind29) aufzulesen 
und Treue, Liebe, Ehre mit dem Schacher in Schafswolle, Runkelrüben und 
Schnaps zu vertauschen30 
 
[to gather up the golden apples (which have fallen from the tree of industry) 
and, by means of haggling, to exchange loyalty, love and honour for sheep’s 
wool, mangel-wurzel and spirits]. 
 

Moore renders this last word as “potato spirits”,31 but this appears to be justified 

since Engels has added a footnote in the English edition of 1888 which begins: 

This applies chiefly to Germany where the landed aristocracy and squirearchy 
have large portions of their estates cultivated for their own account by stewards, 
and are, moreover, extensive beetroot-sugar manufacturers and distillers of 
potato spirits.32 
 

Martin’s material is here corroborated by contemporary German writings. 

In the Manifesto, Marx and Engels raise the issue of family life and the differences 

to be found between bourgeois and proletarian family structures. According to them, 

while the bourgeoisie displays the traditional structure, the family does not exist in the 

same form among the proletariat. They put the question, 
On what foundation is the present family, the bourgeois family based? On 
capital, on private gain. In its completely developed form this family exists only 
among the bourgeoisie. But this state of things finds its complement in the 

                                                
28 Marx and Engels, Werke, p. 483. 
29 Inserted in the English edition of 1888. See Marx and Engels, Werke, p. 483, fn. 
30 Marx and Engels, Werke, p. 483. 
31 Manifesto, trans. Moore, p. 107. 
32 This wording is taken from Manifesto, trans. Moore, p. 107. 
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practical absence of the family among the proletarians, and in public 
prostitution.33 
 

They also consider that 

... by the action of Modern Industry, all family ties among the proletarians are 
torn asunder, and their children transformed into simple articles of commerce 
and instruments of labour.34 
 

Martin alludes to the problems of prostitution and to the exploitation of children, albeit 

indirectly, when the women Stella meets at Frau Schulz’s home tell of their daughters 

“thrown on the streets, and made into the vilest off-scourings” (AAG, p. 585) and 

“living a life of dishonour” (AAG, p. 586). Frau Schulz’s husband is in prison, but it is 

not clear what the family circumstances of the other women are, or if there are men at 

home with them. Martin touches on this point but does not develop it. 

The Manifesto also presents an account – sometimes quite critical – of various forms 

of Socialism – reactionary, conservative or bourgeois, and critical-utopian Socialism – 

as well as communism. In her novel Martin has demonstrated, as already discussed, a 

range of approaches and attitudes to Socialism and social improvement, which illustrate 

points made in the Manifesto. The latter lists various professionals and workers for 

social betterment, such as charity organisers, temperance workers and humanitarians, 

who are viewed as generally incompetent reformers.35 Martin was well acquainted with 

such people at home in Australia and they become the target of her irony in An 

Australian Girl. From the parallels shown here between the Manifesto and her own 

novel, it seems likely that Martin was familiar with much more of the Manifesto than 

just its well-known conclusion. It is very probable that, as an observer of the social and 

political situation in Berlin and elsewhere, and, in view of her husband’s active interest 

in industrial conditions in diverse countries, she would have given it serious attention. 

Although the Berlin section of the novel presents a different location, it is 

nevertheless well integrated into the whole, since the motivation for the trip to Germany 

is established little by little almost from the beginning. Stella’s fondly remembered 

German lessons with the old German pastor, who introduced her to old legends, German 

philosophy and metaphysics and tales of his student days, appear to have kindled her 

interest in the German language and culture. This interest is further fostered by on-
                                                
33 Manifesto, trans. Moore, p. 100. The original German reads: “Worauf beruht die gegenwärtige, die 
bürgerliche Familie? Auf dem Kapital, auf dem Privaterwerb. Vollständig entwickelt existiert sie nur für 
die Bourgeoisie; aber sie findet ihre Ergänzung in der erzwungenen Familienlosigkeit der Proletarier und 
der öffentlichen Prostitution”. Marx and Engels, Werke, p.478. 
34Manifesto, trans. Moore, p. 101. The original German reads: “infolge der großen Industrie alle 
Familienbande für die Proletarier zerrissen und die Kinder in einfache Handelsartikel und 
Arbeitsinstrumente verwandelt werden”. Marx and Engels, Werke, p.478. 
35 See Marx and Engels, Werke, p. 488. 
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going friendships with and visits to Dr. Stein, a close friend of her late father’s, and his 

family; Professor Kellwitz, the doctor’s friend from Germany; the pastor’s family; the 

Schulz family in Blumenthal, and the German community that surrounds them. Having 

met Professor Kellwitz at Dr. Stein’s, she promised to visit him when she went to 

Germany “in that uncertain yet always looked-for visit to the Old World which gilds the 

future for every Australian who can afford to travel” (AAG, p. 513). Stella’s whole 

family is aware of her interest in all things German: her brother Cuthbert remembers her 

lessons at the pastor’s house and remarks that the pastor and she “were always great 

friends” (AAG, p. 76); her sister-in-law Louise, telling her of a newcomer, comments: 

“You do so love the Germans. I know you will like Dr. Langdale, if only for that 

reason” (AAG, p. 255). After her marriage to wealthy Ted Ritchie it would almost be 

taken for granted that the honeymoon would include a trip to Europe. Once Stella is in 

Berlin it is almost inevitable that she should meet Langdale again, since the Professor 

has in the meantime married Langdale’s mother. Thus the consequences of their 

separation and misunderstandings can take their course. 

The foundations for her interest in social conditions in Berlin are also laid early in 

the novel, with her accounts in her letters to Cuthbert of visiting the sick and charity 

work in Adelaide, and her reflections on these activities. Her response to the poor 

people in Berlin is therefore a natural extension of the relief work and sick-visiting she 

had previously done at home. 

The period 1888-89, the time when Martin was first in Germany, and in which the 

novel is set, was an interesting one in the history of Germany. 1888 is referred to as the 

Dreikaiserjahr, the Year of the Three Emperors, and it proved to be a period of political 

as well as social upheaval, unrest and uncertainty. When the long reign of Emperor 

Wilhelm I came to an end in March, the accession to the throne of his son, Friedrich III, 

might have been expected to produce significant changes, because Friedrich possessed a 

very different personality and held different views from those of his father. The new 

Emperor “was the very model of a model emperor – a handsome, bearded man with a 

soldierly bearing and a reputation for enlightened views – but the appearance belied the 

reality”.36 While his supporters and advisers hoped that a change of monarch would lead 

to a new Chancellor and a change of direction,37 at least three things were against 

Friedrich: his health, his own indecisiveness, and the determination of Bismarck. 

Friedrich was already terminally ill; he was more liberal than his father and Bismarck, 

                                                
36 Craig, p. 164. 
37 See Craig, p. 165. 
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but wavered in his commitment to the social question,38 while Bismarck “seemed to 

delight in baulking every desire of the new imperial couple”.39 When, three months after 

his accession to the throne, Friedrich III died, he was succeeded in June by his son, the 

new Emperor, Wilhelm II. When Wilhelm became Emperor he was “young and 

impressionable, and there was no shortage of people who were ready to flatter him and 

to urge him to stand on his own feet and go his own way”.40 Bismarck had been 

confident of his ability to control him but differences of opinion soon began to develop 

between the Emperor and his Chancellor: one of the causes was the social question, 

since Wilhelm had become “aware of the problems of poverty and want during his 

grandfather’s reign”.41 In May 1889 he took a different view from that of the Chancellor 

in the matter of the coal miners’ strike, and their demands for better working 

conditions,42 and by January 1890 Wilhelm was planning legislation to “improve 

working conditions and regulate working hours for all German labourers”.43 By this 

time there was a clear division between the monarch and the Chancellor, who headed 

the government; Bismarck resigned shortly afterwards in face of an inevitable split. 

In social terms Berlin had changed very rapidly from 1871 onwards. The population 

almost doubled over fifteen years, increasing from 862,341 in 1871 to 1,315,287 in 

1885.44 This increase was the result of the increasing industrialisation arising from the 

Gründerzeit, and a booming construction industry, which attracted people to the city, 

and later the agrarian crisis, beginning in 1875, which drove farm workers from the 

country. Two clearly defined groups in Berlin society were the bureaucracy and the 

army. Both were seen as agencies of the administration, both groups had developed a 

strong sense of self-confidence and solidarity which was lacking in the parliament. In 

the early 1880s, in Prussia, Bismarck had “carried out a reform of the Civil Service 

which effectively purged it of liberal elements”.45 The state administration, and also the 

officer corps of the army, thus consisted almost entirely of conservative-minded people 

who were unlikely to be sympathetic to working-class ideals and aims. The working 

class was therefore denied any influence in the running of the state, or any social 

standing.46 It may be that the developing tensions between the Emperor, the ultimate 

                                                
38 See Engelberg, p. 518. 
39 Craig, p. 170. 
40 Craig, p. 171. 
41 Craig, p. 172. 
42 See Engelberg, p. 543. 
43 Craig, p. 173. See also Craig, pp. 173-74. 
44 See Craig, p. 216, fn. 76. 
45 Craig, p. 99. 
46 See Craig, pp. 158-59. 
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ruler, and the government, under Bismarck, were sufficiently evident at the time Martin 

was writing her novel to account for the child Hedwig’s comment, when Stella first met 

her, that the Regierung [government] was “wicked” (AAG, p. 510). It is not difficult to 

see why, in the eyes of the working class, the government had come to be seen as ill-

disposed towards the proletariat and the working class. 

Martin arrived in Germany about the middle of 1888, probably around the time of 

the death of Friedrich III, and sent her completed manuscript of An Australian Girl to 

Bentley at the end of 1889. It is against this political and social background that her 

novel was written, and the story is set. The purpose and treatment of the material on 

Socialism in An Australian Girl is very different from those in William Lane’s almost 

contemporary, deeply committed apology for Socialism in Australia, The Workingman’s 

Paradise: An Australian Labour Novel (1892). Martin’s work contains a study and a 

rationally balanced presentation of the issues, and in An Australian Girl this material 

forms only a part of the whole novel. Her work stands within the tradition of the English 

Victorian novel, and particularly the women’s novel, in its concern with social issues, as 

in the works of George Eliot and Elizabeth Gaskell, and Martin shows considerable 

specific political awareness. Few Australian novels of the period would appear to 

possess the intellectual breadth and depth of An Australian Girl in the presentation of 

this kind of material. 

Stella, like almost every Australian who can afford it, dreams of travel, and through 

her travels, like Wilhelm Meister, she broadens her experience and her outlook. She is 

exposed to social and political situations she could not have experienced in Australia 

and so develops a better appreciation of her own country – a country approaching 

federation. She also comes to realise what she can do to help other people and develops 

new goals for her life. The time in Berlin, and London, thus enables her to complete her 

apprenticeship intellectually, emotionally and spiritually. 
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CHAPTER SIX 
 

Henry Handel Richardson: Some Biographical Details and the Genesis of 
Maurice Guest 

 
 

Like Catherine Martin, Henry Handel Richardson wrote a first novel in which 

German life, language and culture played a major part, and which was also based on 

personal experience of life in Germany. Compared with the biographical details 

concerning Catherine Martin, those concerning Henry Handel Richardson, born almost 

twenty-three years later than Martin as Ethel Florence Lindesay Richardson, are much 

better known and recorded.1 

Both Richardson and Martin suffered the loss of their respective fathers at a 

similarly early age – Martin at the age of nine or ten years, and Richardson at a little 

over nine and a half. Richardson, like Martin, was born into a family which valued 

education and culture, science and the arts, even though both families struggled 

financially after the death of the father. Richardson had not had Martin’s harsh 

experiences of arriving in Australia as an assisted migrant, but in her childhood she 

lived in nine different homes in Melbourne and in various country towns, during which 

time her parents’ fortunes fluctuated considerably and their living conditions varied 

accordingly. Richardson was educated at the Ladies’ College (later Presbyterian Ladies’ 

College – hereafter PLC) through to matriculation level. In this respect Richardson 

differs from Martin, in that the latter appears to have been largely, or perhaps 

exclusively, educated at home. In view of Martin’s later intellectual and literary 

achievements, however, it seems she was not disadvantaged because of this. Martin 

began working at about seventeen, and Richardson at the age of eighteen took a part-

time position giving piano lessons at a private school for a few months after 

matriculating. In her case, further full-time study was a possibility, as her mother, Mary, 

decided to sell some assets in Australia and take her two daughters to Europe. 

Thus, at the age of a little over eighteen and a half, Richardson left Australia in 

1888, to return only once, on a visit of a few weeks in 1912. Martin, on the other hand, 

would remain in Mount Gambier working as a primary school teacher until the age of 

thirty, when she moved to Adelaide. For Richardson, at this point in her life, the world 

                                                
1 For detailed biographies of Henry Handel Richardson see particularly: Ackland, Life; Clark, Fiction and 
Finding; Nettie Palmer, Henry Handel Richardson: A Study (Sydney & London: Angus & Robertson, 
1950); Karen McLeod, Henry Handel Richardson: A Critical Study (Cambridge: Cambridge University 
Press, 1985); Edna Purdie and Olga Roncoroni, eds. Henry Handel Richardson: Some Personal 
Impressions (Sydney: Angus & Robertson, 1957). 
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opened up and appeared to offer a variety of alluring prospects as a trained professional 

musician. She has apparently left no record of the reasons why their choice of a music 

school fell on the Leipzig Conservatorium. The choice of Germany rather than England 

would have presented cultural and linguistic problems for Mary and the two girls, so the 

choice is likely to have been made on musical grounds. 

Prior to leaving Australia Richardson, unlike Martin, does not appear to have had 

very much particular exposure to either German culture or language. The former has left 

little record of any contact in Australia with Germans or with German culture.2 One 

contact she did make with German literature, in the months before her departure from 

Australia, was with some excerpts from the work of the Romantic writer E. T. A. 

Hoffmann. She is recorded as having read Longfellow’s Hyperion which contains a 

translation of Hoffmann’s story entitled Johannes Kreislers, des Kapellmeisters, 

musikalische Leiden [Musical Sufferings of the Music Director Johannes Kreisler] from 

his Kreisleriana. This so impressed her that she copied it out in her diary.3 Clark 

comments that: 
One romantic, quasi-religious pronouncement by Kreisler which she copied out 
seems to have been particularly significant for her: “Have you real talent, real 
feeling for art? Then study music, and do something worthy of the art, and 
dedicate your whole soul to the beloved saint.4 
 

The impression made on her by her reading of Hoffmann is the most tangible evidence 

of something which may have attracted her to the idea of studying music in Germany. 

Ackland records that after Richardson’s discovery of Kreisleriana, the entries in her 

1888 diary change and “soul-searching ... and morbidity are suddenly swept away by 

unbounded adulation for the art form in which she excelled”.5 He finds that: “Music and 

Germany were beckoning irresistibly”.6 However, with the possible exception of 

Hoffmann’s work, what is lacking overall is some real indication that Richardson was 

swayed by any particular contacts with German culture when the decision was made to 

apply for admission to the Leipzig Conservatorium. 

The decision to study in Germany once made, Leipzig would then have been an 

obvious choice, given the fame of the Konservatorium and the musicians who had, or 

still, taught there. The city itself was steeped in musical tradition and provided an ideal 

                                                
2 See Appendix III for a more detailed account of Richardson’s early life, and time spent in Germany. 
3 See Ackland, Life, p. 75; Clark, Fiction, p. 164; Green, pp. 41-43. 
4 Clark, Fiction, p. 164. The German reads in the original: “Habt ihr wahres Talent, wahren Kunstsinn: 
gut, so lernt Musik, leistet was der Kunst Würdiges und gebt dem Geweihten euer Talent hin im rechten 
Maß”. Hoffmanns Werke, Band III, ed. Dr. Viktor Schweizer & Dr. Paul Zaunert. Meyers Klassiker-
Ausgaben. (Leipzig & Wien: Bibliographisches Institut, n.d.), p. 370. 
5 Ackland, Life, p. 75. 
6 Ackland, Life, p. 75. 
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environment for music students. In 1889 Richardson was the fifteenth Australian 

student to be enrolled at the Konservatorium in Leipzig: the first Australian, a young 

man also from Melbourne, enrolled there in 1880.7 A further six Australasian students 

registered there in the year following Richardson’s enrolment.8 Richardson was 

therefore an early student, but not a trend-setter. Clark provides details of three 

Australasian music students in Leipzig at the time when Richardson was studying there: 

Ernest Hutcheson,9 Ernest Truman,10 and Alfred Hill.11 All three proved to be 

outstanding musicians. When Hill left in June 1891, he “went in a blaze of glory, having 

won a diploma with honours, together with the Helbig prize as one of the most 

distinguished students at the Conservatorium”.12 At his Hauptprüfung [final 

examination] he played a work of his own composition, and received very favourable 

reviews in the local newspapers.13 He had also played the violin in the Gewandhaus 

orchestra during his last years at the Conservatorium. Richardson would probably have 

known, or known of, all these successful students, but, perhaps revealingly, does not 

mention any of them in her memoir, Myself When Young. 

Richardson enrolled at the Konservatorium in April 1889, where she took classes in 

piano and harmony and made good progress. Clark suggests that, despite her industry 

and improvement in technique, there were “warning signs that her ambitions exceeded 

her capacities”14 since Weidenbach was “very sparing in his praise”.15 Whether or not 

this is an accurate account with regard to Richardson, in Maurice Guest the protagonist 

certainly becomes aware of just such warning signs from Schwarz, his piano teacher. 

Another aspect of the musical education provided in Leipzig, much valued by 

Richardson, was the weekly concert rehearsal of the Gewandhaus orchestra. This 

weekly event features on the first pages of Maurice Guest. 

                                                
7 See Ackland, Life, p. 94. 
8 Ackland, Life, p. 94. 
9 Ernest Hutcheson, two years younger than Richardson, “had been a child prodigy in Melbourne and 
enrolled at Leipzig Conservatorium at the age of fourteen, graduated with the Mozart prize at the age of 
eighteen in 1890; he subsequently gained an international reputation as one of the finest concert pianists 
of his generation and played a leading part as a teacher and administrator at the Juilliard School of Music 
in New York from the time of its inception in 1924, becoming its president in 1937” (Clark, Fiction, p. 
202). 
10 Ernest Truman, from Sydney, “had two of his organ compositions published and one publicly 
performed in Leipzig while he was a student at the Conservatorium” (Clark, Fiction, p. 202), and returned 
to Sydney in 1893 to become a notable performer and composer there. 
11 Alfred Hill was the same age as Richardson. 
12 See Clark, Fiction, p. 202-03. 
13 See Clark, Fiction, p. 202. 
14 Clark, Fiction, p. 175. 
15 Clark, Fiction, p. 175. 



 128 

Richardson’s time as a music student in Leipzig has been documented at length, by 

her, by contemporaries, and by later biographers.16 She completed her studies in March 

1892 with the requisite final examinations and a performance of the first movement of 

Beethoven’s Piano Concerto in C major at the public Prüfungskonzert [Examination 

Concert]. Richardson herself rated her time in Leipzig as “the happiest I had yet 

known”.17 She immersed herself in a wide range of music – wider than that offered by 

the conservatorium – but also enjoyed an active social life with dancing, tennis, skating 

and long walks, mostly in the company of American and English university students 

and music students. There she met her future husband, George Robertson; they were 

drawn together by common interests in opera and literature. Through him she began to 

read widely in European literature – German, French, Russian and Scandinavian. The 

seeds of her future development were sown there. Clearly also, much material for 

Maurice Guest was drawn from her experiences during these three and a quarter years. 

On completion of her studies in Leipzig Richardson decided that she did not wish to 

pursue a career in music. Back in England she began to write articles which she hoped 

would be published, with some small success. She then began to translate Jens Peter 

Jacobsen’s Niels Lyhne (1880) into English, working from a German translation, and a 

Danish version, using a Danish dictionary.18 Robertson encouraged her to prepare the 

translation for publication in book form. This work became totally absorbing for her as 

the novel made a profound impression on her and stirred her emotionally in a way that 

few other books had ever done.19 Its scientific, naturalistic style, despite its Romantic 

subject matter, was part of its appeal for her. The translation was accepted by 

Heinemann and appeared early in 1896, followed later that year by a translation of 

Bjönstjerne Björnson’s Fiskerjenten [The Fisher Lass]. 

By the time these works were published Richardson was again in Germany. She had 

moved to Munich in May 1895 with her mother and sister Lil, possibly because the 

latter wished to study the violin there. Ettie and George married in Dublin in December 

1895 and then settled in Munich where they both worked on their respective articles and 

translation work. Early in May 1896 George was offered the position of lector publicus 

in English at the university in Strassburg, to take effect from the beginning of October. 

This was the beginning of what was to be an almost seven-year-long stay for 

                                                
16 See in particular MWY; Edna Purdie and Olga Roncoroni, particularly Matilda Washburn Freund’s 
contribution; Clark, Fiction; and Ackland, Life. 
17 MWY, p. 98. 
18 Ivar Aasen, Norsk Ordbog Dansk Vorklarung, (Christiania: P. T. Mallings, [1850], 1875). Identified by 
Probyn & Steele, in “Introduction” to NL. 
19 See MWY, p. 125. 
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Richardson in that German-French border city, and a time when she would extend and 

deepen her knowledge of German literature and culture. 

Up to this point Richardson had spent more than four years in Germany during some 

very formative years of her life – between the ages of eighteen and twenty-six – and she 

had absorbed a great deal of knowledge of the country and its society. By then she had 

had two book-length translations published by a reputable publishing house, an article 

on “Music Study in Leipzig” published in The Lady magazine (13 June 1895), an article 

on Christmas in Australia published in the amateur Manuscript Magazine, and had had 

other articles rejected. Catherine Martin, on the other hand, by a similar age, had not 

had the advantage of overseas travel or education, but had had the satisfaction of seeing 

her poetry published, from her late teens on, albeit at first in local newspapers, and had 

her first book, a collection of poetry, published in Melbourne when she was twenty-

seven. It is interesting to note that her first book included translations of German poetry 

and a small amount of German and French classical drama. Both young women seem to 

have found translation helped them find their way into serious literary writing.20 

Richardson, as both Clark and Ackland have pointed out, was rather uncertain as to 

what kind of work she was going to write and went through a very experimental phase 

while she was deciding where her talents really lay.21 In her translation work, although 

she was nominally translating from Danish into English, she was in fact extremely 

reliant on German translations of those works to enable her to carry out the task. She 

discovered that she found satisfaction in working alone with words and phrases. 

Once settled in Strasbourg, Richardson was free to devote herself to writing. Within 

weeks of her arrival there she notes in her diary work on a “Novelle” – apparently the 

first allusion to Maurice Guest.22 Over the seven years in Strasbourg, however, there 

were many interruptions so that only slow progress was made on what was by then 

growing into a novel rather than a Novelle. During those years Richardson was also 

reading voraciously, particularly in European literature, and keeping abreast of all the 

latest German writing. Her diaries record her activities in these areas. Her mother died 

                                                
20 Richardson wrote to Norton in 1930: “It was a Danish book that really thrust the pen into my hand”. 
Letters, II, p. 155. See also Hanne K. Bock, Scandinavian Influences on Henry Handel Richardson with 
special emphasis on Björnson and Jacobsen (PhD Thesis – James Cook University, 1983) for a full 
discussion of this topic. 
21 See Clark, Finding, pp. 5-11; Ackland, Life, pp. 132-33. 
22 The word “Novelle” appears in Richardson’s handwriting on October 26 1896 in the diary she shared 
that year with Robertson. Two days later there is the entry “novel” and further entries of “novel” appear 
on 11 and 13 February 1897. It would seem that all these entries refer to the same work. On 30 May 1897 
and 1 June 1897 Richardson received two photographs of Eleonore Duse from her sister, which probably 
acted as a spur to further work on it, but regular work did not begin until 27 September 1897 and by 
November diary references to it had become almost daily. 
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shortly after their arrival in Strasbourg but her sister remained in Munich where she 

married Dr. Otto Neustätter in 1900. Frequent trips were made back to Munich and to 

the Bavarian alpine areas, as well as excursions to the nearby Black Forest and the 

Vosges. Strasbourg provided a range of easily-accessible cultural activities, and a circle 

of friends developed, drawn mainly from the university staff. The couple were 

reasonably secure financially and were happy in that environment.23 Robertson was 

working very hard on his History of German Literature which would appear in 1902 

and Richardson was able to assist him with proof-reading. On the publication of this 

major work by Robertson he was offered the new chair of German at London 

University, to take effect from April 1903. 

Their final move to London in September 1903 marked the end of Richardson’s 

residence in Germany, but not the end of her contacts with that country. On leaving 

Strasbourg she went to Munich for another three months to assist Lil who was expecting 

a child, and she did not rejoin Robertson in London until the beginning of 1904, by 

which time she was thirty-four. Robertson’s work kept him closely in touch with 

literary and cultural developments in Germany and Richardson’s sister and young 

nephew continued to live in Munich and then Dresden for the next few years. There 

were regular trips back to Strasbourg, Munich, and Dresden, though the length of the 

trip made such events less frequent than they would have liked. In London Richardson 

began to work in a much more concentrated way on Maurice Guest. More than half of 

the novel seems, in fact, to have been written in London.24 It was completed in 1907 and 

published by Heinemann in 1908 with the author’s name given as “Henry Handel 

Richardson”. 

Much has been written about the genesis of Maurice Guest. It seems to be 

commonly accepted that the idea of writing about a music student who fails to achieve 

his goal may well have come from Robertson.25  She had been experimenting with 

different styles of writing, such as descriptions of scenes inspired by Romantic and 

Symbolist paintings, in imitation of Jacobsen, and under the influence of fin-de-siècle 

decadence. She was also impressed by other European writers, in particular Nietzsche, 

                                                
23 See Ackland, Life, pp. 140-148, for a detailed account of the social and political scene in Strasbourg 
during the years 1896-1903. Some of these aspects of life in Strasbourg are reflected in two of 
Richardson’s longer short stories, The Life and Death of Peterle Lüthy, and The Professor’s Experiment. 
See also the author’s MA dissertation, The Four German Stories of Henry Handel Richardson, 
(Department of English, University of Western Australia, 1987). 
24 See Clark, Finding, p. 53. 
25 Roncoroni quotes from his jottings concerning Richardson: “Possibly the first suggestion of such 
creative writing had come from her husband, namely that she should utilise her own Leipzig experiences 
to form a novel of a musician who failed to make good”. (MWY, p. 143). 
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Flaubert, Zola and Ibsen, and several Russian novelists. In a different vein, Richardson 

had written an account of the last weeks of her mother’s life and final illness in a 

detailed, realistic style. Robertson’s comment indicates he was suggesting that as a 

writer she might well draw on her own experience and a familiar milieu. The topic was, 

as he himself says, a “well-worn” one and this theme of the artist who possesses 

“insufficient ability for the chosen calling”26 had been taken up by German writers “in 

their Romantic period from Goethe’s Wilhelm Meister onwards”.27 

Richardson herself wrote later that her “first plan had been hardly more than that of 

pinning the happy Leipzig days to paper”.28 This comment appears somewhat at odds 

with Richardson’s feelings about her music study in Leipzig. In her depiction of the 

milieu she could well have had happy times in mind and good memories of an active 

social life filled with concerts, parties and outings with congenial fellow students. On 

the other hand, the prospect of presenting the story of a music student who had 

“insufficient ability” and who “failed to make good” would surely have stirred up 

feelings in herself of embarrassment and humiliation, since she claims to have left that 

city feeling – whatever the degree of her success, or lack of it – “a failure all round”.29 

Her sense of failure as a musician seems to have rankled with her for the rest of her life. 

In Leipzig Richardson had felt encouraged by being invited by Gustav Schreck, her 

teacher of harmony, to join a class in composition which he hoped to start, but the 

venture had failed to materialise through lack of interest from a sufficient number of 

students. Her sense of failure was deepened when she failed to achieve recognition for 

her efforts as a composer when she attended classes in composition with Professor 

Ludwig Thuille in Munich in 1903. Under Thuille her efforts had proved too innovative, 

her settings of poems to music too lightweight, for the more conservative teacher, and, 

at best, they evoked no more than the comment, “Ganz nett” [quite nice]30. By that time 

she was six years into the writing of Maurice Guest, so this experience would appear to 

have informed her depiction of Maurice and his disillusionment. Clark writes that in 

later years “Ettie blamed Thuille for her failure to realise her gift as a composer of 

songs”.31 

In the novel Maurice, when he first arrives in Leipzig, has nourished the ambition of 

one day becoming a conductor but has had that hope nipped in the bud at an early stage. 

                                                
26 J. G. Robertson, “The Art of Henry Handel Richardson” in MWY, p. 154. 
27 Robertson, in MWY, p. 154. 
28 “Notes”, p. 9. 
29 MWY, p. 122. 
30 MWY, p. 100. 
31 Clark, Finding, p. 44. 
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When he reflects on how he can earn a living, he realises, sadly, “All he could do at the 

piano, hundreds of others could do better; his talents as a conductor were, he had 

learned, of the meagrest; the pleasing little songs he might compose, of small value” 

(MG, p. 487). His thoughts reflect Richardson’s later comments about herself. The fact 

that, at the end of her life, she writes at some length of her disappointed hopes with 

regard to this somewhat concealed ambition is indicative of how much it meant to her. 

Showing that she firmly believed she had a gift for composition, she writes: “I still think 

this the line in which my talent might have been turned to some account. Though none 

but little Schreck ever sensed it”.32 She imbues Maurice with similar secret hopes and 

conveys his subsequent feelings of disappointment in no more than three or four 

sentences, yet the hurt implied makes an impact despite the brevity of its treatment. Her 

memories of her student days in Leipzig are clear, but they were not all happy. 

Robertson quite rightly points to Goethe as having treated the theme of failure 

because of “insufficient ability for the chosen calling,”33 In his treatment, however, 

failure does not lead to tragedy but simply to a redirection of the protagonist’s energies, 

as another step in his formation. The theme of failure, and repeated failure, is to be 

found in another work which was much closer to Richardson’s heart. Jens Peter 

Jacobsen’s Niels Lyhne (1880) does end tragically: in this novel Romantic longing, 

melancholy, failure and death are emphasised, periods of happiness are passed over 

quickly. Niels Lyhne was not, of course, written in German, but it was a novel which 

exerted an enormous influence in intellectual circles in Germany during the late 1800s. 

It was translated into German several times but the best known version is probably that 

by Marie von Borch, published by Reclam in Leipzig in 1889.34 German writers of that 

period provide an indication of its influence.35 Rilke (1875-1926) wrote in a letter of 

1903: “Of all my books just a few are indispensable to me, and two even are always 

among my things, wherever I am ... the Bible, and the books of the great Danish writer, 

Jens Peter Jacobsen”.36 Robertson writes of Rilke that his 
development as an artist was largely determined by a series of important events 
and discoveries about the turn of the century. The first was his discovery of the 
Danish novelist Jens Peter Jacobsen, the author of Niels Lyhne, from whom he 
learnt that it was “possible to discover in nature sensuous equivalents for what 
was most delicate and inapprehensible within him.37 

                                                
32 MWY, p. 101. 
33 Robertson, in MWY, p. 154. 
34 More than 10,000 copies of this German edition sold in five years. See NLR2, p. 230. See also MG, p. 
783, fn. 1. 
35 See also Noel Macainsh, “The Nordic Mirror—Some Notes on Henry Handel Richardson and the 
Reception of Niels Lyhne”, LiNQ, Vol. 5, No 2, 1976, pp. 12-19. 
36 NL, p. xxiv. 
37 Robertson, History, p. 530. 
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Gottfried Benn claimed that he took the Reclam edition everywhere;38 other German 

writers deeply influenced by Jacobsen were: Hugo von Hofmannstahl, Hermann Hesse, 

Stefan George, Thomas Mann, and even Sigmund Freud.39 Likewise Stefan Zweig 

(1881-1942), calling it “the textbook of his generation,” corroborates Rilke’s account of 

its appeal: 
With what glowing passion we loved this book in the first wide-eyed years of 
our youth. It was the Werther of our generation. Innumerable times we read the 
melancholy biography, we knew whole pages by heart, the thin little dog-eared 
Reclam edition went with us to school and to bed late at night ... The young 
Rilke is unthinkable without Jacobsen.40 
 

Very similar reactions and emotions are suggested in an exchange between 

Madeleine and Krafft in Maurice Guest. 
But as Krafft drew out his case to take another cigarette, a tattered volume 

of Reclam’s Universal Library fell from his pocket, and spread itself on the 
floor. Madeleine stooped and pieced it together. 

“What have we here?—ah, your Bible!” she said sarcastically: it was a 
novel by a modern Danish poet, who died young, “You carry it about with you, 
I see.” 

“Today I needed Stimmung.41 But don’t say Bible; that’s an error of taste. 
Say ‘death-book.’ One can study death in it, in all its forms.” 

“To give you Stimmung! I can’t understand your love for the book, Heinz. 
It’s morbid.” 

“Everything’s morbid that the ordinary mortal doesn’t wish to be reminded 
of. Or do you mean my taste?—Listen, Mada, I’ll tell you my idea of a perfect 
hour. That book in my hand—for the hundredth time, if you like; a semi-
darkened room; outside, hot, blinding streets; and D’Albert playing Chopin ... 
—some day I shall write music to it. That would be a melodrama worth 
making.” 

“Morbid, Heinz, morbid!” 
“All women are not of your opinion. I remember once hearing a woman 

say, had the author still lived she would have pilgrimaged barefoot to see him.” 
“Oh, I dare say. There are women enough of that kind.” 
“Fools, of course?” 
“Extravagant; unbalanced. The class of person who suffers from a diseased 

temperament” (MG, p. 638). 
 

There is a familiar ring to Madeleine’s responses to Krafft, particularly in her emphasis 

on the word “morbid”. It comes, not from Niels Lyhne itself, but from the review of it in 

The Atheneum of 13 February 1897,42 in which the writer states that “it is painfully, 

irremediably depressing ... the whole story is pervaded by a morbid atmosphere of 

                                                
38 See NLR2, p. 224. 
39 See NLR2, p. 259. 
40 Quoted by Probyn and Steele, eds. in “Introduction” to NL, p. x. See also NLR2, pp. 224-25 for Zweig’s 
comment in German. 
41 Atmosphere, something to put me in the mood, put me “in tune”. See MG, p. 783, fn. 2, for comments 
on the difficulty of translating this word. 
42 Published anonymously, but written by Robert Nisbet Bain, Assistant Librarian in the British Museum, 
see NL, p. 213-14. 
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failure, disillusionment, and death”.43 The word “morbid” had also been used by the 

reviewer in the Glasgow Herald on 30 July 1896. Richardson comments on the 

Glasgow Herald review in a letter to her sister of 31 July 1896: “He found the book 

well worth translating, but morbid ... ”44 so it is clear that for her “morbid” stands out as 

a keyword which symbolises one kind of critical response to this work. There is another 

connection in this passage to Niels Lyhne, and that is to the episode in which Fennimore 

goes out into the snow at night, wearing only thin shoes, to meet Niels, and her thoughts 

are rendered: “she would have gone barefoot to meet him”.45 Here there is an allusion to 

her own translation, and Krafft’s comment, serves to express how strongly she herself 

felt about the author, as her annotation at this point in her personal copy, (“Me!”),46 

indicates. 

Probyn and Steele identify the theme of “failure of early romantic idealism and an 

inability finally to move beyond it” as a connection between Niels Lyhne and Maurice 

Guest and suggest that the novel’s appeal for Richardson was to be found in Jacobsen’s 

“dissection of the idea and of the psychology of early romantic idealism suffocated by 

disillusionment”.47 They also contend that “Richardson absorbed and re-presented Niels 

Lyhne in Maurice Guest”,48 but this statement needs to be considered with caution. 

Some elements in Maurice Guest are certainly suggestive of Niels Lyhne and could be 

seen as resulting from ideas absorbed from the latter work, but others, such as the much 

tighter structure of the novel, and Maurice’s single obsessive passion, in contrast to 

Niels’s succession of relationships with other people, are not. The theme of the failed 

artist is common to both books, but in Niels Lyhne Niels and Erik are both, in different 

ways, failed artists, and so, perhaps are other characters as well, so the notion itself is 

being explored in the novel. Maurice’s story is different again from that of Niels and 

Erik. 

Dorothy Green argues that Richardson did not appropriate themes from Jacobsen 

but rather that Niels Lyhne “produced a shock of recognition” and served to “make her 

aware that she had artistic material already in her possession: it acted indeed as a 

catalyst”.49 Green concludes that “the novel was a permanent source of inspiration” for 

Richardson, yet that in the matter of style “she seems to have learnt little from it, except 

                                                
43 NL, p. 213-14. 
44 NL, pp. xv-xvi. See also Letters, I, p. 9. 
45 NL, p. 164. 
46 See MG, p. 784, fn. 5, and NL, p. xxiii. 
47 NL, pp. xxv-xxvi. 
48 NL, p. xxviii. 
49 Green, p. 54. 



 135 

perhaps for its elegiac tone”.50 This latter comment seems questionable. Richardson’s 

commitment to Realism does not produce an elegiac tone in her writing overall. 

However, one outstanding characteristic of Jacobsen’s style is his evocation of colour, 

especially, though not exclusively, in nature descriptions, and from the opening pages of 

Maurice Guest it is clear that Richardson modelled her writing on his in this respect. 

Brandes, as Richardson knew, had extolled Jacobsen’s rendering of colour, saying: 

„Er ist der größte Kolorist der Jetztzeit-Prosa. Entschieden ist in der nordischen 
Litteratur niemals  s o  mit Worten gemalt worden, wie er es thut. Seine 
Sprache ist farbensatt. Sein Stil ist Farbenübereinstimmung“51 
 
[“He is the greatest colourist of contemporary prose. Without question no-one 
in Nordic literature has ever painted with words in such a way as he does. His 
language is saturated with colour. His style is colour harmony”]. 
 

Theodor Wolff wrote: 

An zahllosen Stellen hat Jacobsen mit zarter Sorgfalt die Wirkung des Lichts 
auf die Farben geschildert52 
 
[In countless places Jacobsen carefully and sensitively described the effect of 
light on colours]. 
 

Richardson admired this aspect of his work and comments on it in her article, “A 

Danish Poet”,53 where she writes: 
his feelings for nature culminate in his love of flowers ... little “flower-pieces” 
such as the following, seem to resemble delicate miniatures, traced on the finest 
ivory:— 

Meanwhile the gorgeous festival of spring was being celebrated around 
her; it was rung in by the white bells of the snowdrop, and joyfully 
greeted by the veined chalice of the crocus. Hundreds of little mountain 
streams rushed headlong down into the valley to announce that spring 
had come, but they were all too late, for on every green bank past 
which they hastened, stood primroses in yellow and violets in blue, and 
nodded, “We know it, we know it, we knew it before you!” Willows 
hoisted yellow streamers, and curly ferns and velvety moss hung green 
festoons on the naked walls of the vineyards.54 

 
In Maurice Guest there is a similar descriptive passage when Maurice wanders into the 

woods near the Gewandhaus on his first morning in Leipzig. It is too early for flowers 

                                                
50 Green, p. 62. 
51 Quoted by Theodor Wolff in his “Introduction” to NLR, p. 21. Wolff (1868-1943), initially attracted to 
poetry, became a noted journalist and in 1906 was appointed the editor of the Berliner Tageblatt, the 
leading liberal newspaper of Germany. He held that position for 26 years, was a champion of the freedom 
of the press, went into exile in 1933 but was arrested and interned in 1943. Urged on by Brandes, he was 
instrumental in getting the translation of Niels Lyhne published in Germany. See correspondence between 
Brandes and Jacobsen, NLR2, pp. 235-46. Wolff is commemorated today by a prize for journalism 
awarded annually by the Bundesverband Deutscher Zeitungsverleger [Federal Association of German 
Newspaper Publishers]. 
52 Wolff in his “Introduction” to NLR, p. 23. 
53 ADP, p. 232. 
54 ADP, p. 232. 
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and the range of colours is more restricted, but this evocation of spring in the woods 

demonstrates a tendency on Richardson’s part which is far more towards the lyrical and 

poetic than the scientific, and she certainly did not learn it from her preferred model, 

Flaubert. She writes: 
It was a blowy day in early spring. Round white masses of cloud moved lightly 
across a deep blue sky, and the trees, still thin and naked, bent their heads and 
shook their branches, as if to elude the gambols of a boisterous playfellow. The 
sun shone vividly, with restored power, and though the clouds sometimes 
passed over his very face, the shadows only lasted for a moment, and each 
returning radiance seemed brighter than the one before. In the pure breath of the 
wind, as it gustily swept the earth, was a promise of things vernal, of the tender 
beauties of a coming spring; but there was still a keen, delightful freshness in 
the air, a vague reminder of frosty starlights and serene white snow—the 
untrodden snow of deserted, moonlit streets—that quickened the blood, and 
sent a craving for movement through the veins ... With these bursts of golden 
sunshine, so other than the pallid gleamings of the winter came a fresh impulse 
to life (MG, p 10). 
 

There are echoes, too, of a Jacobsen “flower-piece” in the following: 
... he found her standing before an extravagant mass of flowers, which were 
heaped up on the table; there were white and purple violets, a great bunch of 
lilies of the valley, and roses of different colours ... she stood with her hands in 
the flowers, tumbling them about, and enjoying the contact of their moist 
freshness (MG, p. 410). 
 

Jacobsen was responsiven to the effects created by light, and the gold and yellow tones 

it produces: 
The yellow sunlight filtered down on to the steps through the drooping 
branches of a very old ash, forming in the cool dim shade a stratum of shining 
lines, which filled the air around with golden dust, and painted side by side on 
steps, on door and wall, innumerable spots of light; everything seemed to shine 
by virtue of its own colour— … —and rise up to meet the light through a sieve 
of shadow.55 
 

Richardson, in a similar passage, also notes the effects created by the April sun: 
It was … one of those days when the air is full of a new, mysterious fragrance, 
when the sunshine lies like a flood upon the earth, and high clouds hang 
motionless in the far-distant blue ... The strong, unreal sun of the afternoon was 
just going off the house; it slanted in, golden, by the side of the window, and 
threw on the wall above the piano, a single long bar of light (MG, p. 29). 
 

The effects of colour and light at sunset are emphasised in the following comparable 

excerpts which occur, in each case, when the woman concerned has reached a turning 

point in her life. In each case the light of the setting sun, seen through dark foliage, 

illuminated by its last rays, is viewed from inside a building. Jacobsen writes: 
she was sitting alone in the garden-room, looking out through the open folding-
doors. 

                                                
55 NL, p. 28. 
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The trees in the garden hid the golden glow of the sunset; only in a single 
place was a fiery red patch visible through the trunks, forming a sun whose 
deep golden, sparkling beams wakened green tints and bronze reflections upon 
the dark masses of foliage.56 
 

Richardson writes: 
The sun was setting behind the trees in the opposite garden: the foliage was 
black, with copper edges, against the refulgence of the sky. She leaned her 
hands on the sill, and gazed fixedly at the stretch of red and gold, which, like 
the afterglow of a fire, flamed behind the trees (MG, p. 450). 
 

However, Richardson owes an apparent debt to Jacobsen in more ways than simply 

style, and the description of colour and light in nature. Specific scenes and incidents in 

Niels Lyhne are replicated in Maurice Guest, and the similarities are sufficiently striking 

to suggest that her translation of the earlier work has exerted a conscious or unconscious 

influence on the writer in her own later work. 

In the following passages, for example, each protagonist, one skating on the fjord, 

the other rowing a boat on the river, imagines escaping from the difficulties he faces 

through death by drowning, and finds the prospect tempting. Niels is skating home after 

Fennimore has turned against him: 

He grew sick at the prospect of all this futile exertion, and wished from the 
bottom of his heart that he could escape and be free from this meaningless fate. 
If only the ice would break beneath him as he darted forwards! A few gasps, as 
the cold water closed over his head, and there would be an end of everything.57 
 

Frustrated by his inability to get close to Louise, Maurice is rowing her back from 

Connewitz on a hot evening: 

The overhanging trees that edged the river sank their branches in the water. The 
solitude was unbroken; they might have gone down in the murky water, and no 
one would ever know how it had happened: a snag caught unawares; a clumsy 
movement in the light boat; half a minute, and all would be over. For the first 
and the last time in his life, he would take her in his arms, … then, covering her 
eyes with his hands, he would gently, very gently, tilt the boat. A moment’s 
hesitation; it sought to right itself; rocked violently, and overturned: and 
beneath it, locked in each other’s arms, they found a common grave ... 
In fancy, he saw it all (MG, p. 439). 
 

Similarly, in each novel the protagonist is skating home on a cold winter’s night and 

struggling against the elements. Jacobsen writes: 
The moon had disappeared, and the fjord lay long and dark between the white 
slopes of the land. He turned back and worked his way against the wind. It was 
strong by this time, and he was tired. He tried to get into the shelter of the high 
land, but as he was struggling towards it he came upon a wind-hole, caused by a 
current of air from the hills, and the thin ice gave way beneath him ...58 

                                                
56 NL, p. 79. 
57 NL, p. 168. 
58 NL, p. 168. 
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Richardson describes Maurice pushing Louise in a chair on the ice: 

Outside, they found a leaden sky; and they had not gone far before snow began 
to fall: great flakes came flying to them, smiting their faces, stinging their eyes, 
melting on their lips. The wind was against them; they were exposed to the full 
force of the blizzard. Maurice pushed till he panted: but their progress was slow 
(MG, p. 364). 
 

In each novel there is a scene in which a woman angrily turns against her former 

lover, accusing him of deceitfulness and dishonesty in their relationship and assuring 

him that her hatred will be enduring. Jacobsen writes of Fennimore’s rejection of Niels: 
“Do you not hear that I hate you,” she screamed, “and is there not enough of an 
honest man’s brain in you to let you understand that? How blind I must have 
been to love you, you creature of lies and shams, while I had one at my side 
who was ten thousand times better than you! I shall hate you and despise you to 
the end of my life ... Go, you wretch, go, I cast you from me, but be assured I 
shall drag you with me through all the torments that my hate can draw down 
upon you!” 
    She raised her arms with a menacing gesture, then turned and went …59 
 

Richardson writes, of the last time Maurice sees Louise, when she reviles him: 

“But you have never had a straight-forward thought of me—never! Do you 
suppose I haven’t known what you were thinking and believing about me in 
these last weeks? … I wish you were dead!—Do you see that river? Go and 
throw yourself into it. I’ll stand here and watch you sink, and laugh when I see 
you drowning.—Oh, I hate you—hate you! I shall hate you to my last hour!” 
   She spat on the ground at his feet. Before he could raise his head, she was 
gone (MG, p. 715). 
 

In the following excerpts each of the protagonists sees the face of the woman he 

loves as changed, and less attractive. Jacobsen writes, when Niels has just parted from 

Fennimore: 
Niels stood looking at the place where she had disappeared. He seemed to see it 
still, that pale, vindictive face which rage had stamped with such strange 
coarseness and vulgarity, robbing it of its usual delicate beauty ...60 
 

Later, Maurice remembers Louise’s face: 
her face rose before him—but not the face he had known and loved. He saw it 
as he had seen it for the last time, disfigured by hatred of him, horribly 
vindictive, as it has been when she spat on the ground at his feet (MG, p. 725). 
 

It is interesting to note that a number of these comparable descriptions and incidents 

occur at significant points in the action of Maurice Guest. The final instance of such a 

connection is to be found in the manner of their deaths. Niels joins up as a volunteer 

during the war in 1864 and is fatally wounded. Jacobsen records simply: “On a 

                                                
59 NL, p. 166. 
60 NL, p. 166-67. 
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cheerless day in March he was shot in the breast”.61 Richardson describes Maurice’s act 

of suicide – spurred on by the clear recollection of Louise’s face: “he caught up the 

revolver from the seat, and pressed the cold little nozzle to his chest. Simultaneously he 

received a sharp blow, and heard the crack of a report” (MG, p. 725). Although the 

circumstances of their deaths are different, and are presented differently, both die of a 

bullet wound to the chest, and both die in early spring. Perhaps, too, Jacobsen 

contributed to the naming of Richardson’s protagonist when Niels, at the time of his 

father’s death, remembers that while he was travelling abroad he had visited his home in 

thought, but “only as a guest”,62 as someone remote, not closely attached to his origins 

or to reality. 

Elizabeth Loder makes a pertinent study of the “pervasive influence on Maurice 

Guest”63 of Jacobsen, and draws parallels between these two novels, tracing a range of 

similarities. She notes: “conflicts in a relationship of two people with opposite ideals”;64 

the “conflicts between ideals and realities”;65 dreams of “artistic success”;66 the 

relationships of the chief male protagonists with women and the idealisation by each of 

the loved one; and similarities between the characters of the musician Schilsky and the 

artist Erik Refstrup and their artistic concerns, struggles and modes of escape. She also 

sees other parallels in the actual writing, similar to the examples given above. 

Richardson wrote a glowing appreciation of Jacobsen’s work in her article, “A 

Danish Poet,” published in Cosmopolis in November 1897,67 and this in itself is 

indicative of her admiration for his thought and style, and of probable influences on the 

work which she was just starting at that time. She does not name her sources for this 

article but in structure and content parts, though not all of it, match Theodor Wolff’s 

“Introduction” to the Reclam edition of Niels Lyhne.68 Clearly, both writers worked 

from similar or the same sources, but Richardson would have been very familiar with 

Wolff’s work and there are distinct echoes of his text in hers. She writes of Jacobsen as 

“the true literary aristocrat”69 and “a mental aristocrat”,70 while Wolff writes that 

Jacobsen’s style, with its refining of sensitivity, 

                                                
61 NL, p. 189. 
62 NL, p. 77. Possibly a stimulus for Richardson’s choice of name for her protagonist. 
63 Elizabeth Loder, “Maurice Guest: Some Nineteenth-Century Progenitors”, Southerly 26 (1966), p. 98. 
64 Loder, p. 98. 
65 Loder, p. 98. 
66 Loder, p. 99. 
67 ADP, in NL, pp. 222-36. 
68 NLR, pp. 3-27. 
69 NL, p. 222. 
70 NL, p. 235. 
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hat entschieden etwas Aristokratisches71 

[unquestionably has something aristocratic about it]. 

Richardson states that he “hid his sensitiveness and rich inner life under a veil of 

reserve”,72 where Wolff had written that 

Es war immer etwas Zurückhaltendes, Vornehm-Abgeschlossenes in ihm73 

[There was always something restrained, nobly isolated about him], 

and described his personality as: 
Nach außen still, schweigend und hörend, im Innern das reichste, seltsamste 
Gefühlsleben74 
 
[Outwardly quiet, silent and listening, inwardly the richest, strangest emotional 
life]. 
 

Richardson adds that “the quiet irony ... that grew upon him as he grew in assurance, 

was only another form of self-defence”,75 while Wolff states that: 
Anfangs scheu und zurückhaltend, gewann er später an Festigkeit; er 
verschanzte sein reiches Gefühlsleben hinter einer ironisierenden Form76 
 
[At first shy and reticent, he later gained in assurance; he protected his rich 
emotional life behind an ironic form], 

and 

Es scheint, daß das Ironische es war, was ihn sicherer und bestimmter in seinem 
Auftreten machte77 
 
[It seems that it was his ironic manner that made him appear more sure and 
certain]. 
 

Richardson writes that he held out against his illness (tuberculosis) “making light of it, 

and striving to deceive himself and others”78 and Wolff describes how he attempted 

sich und andre über sein Leiden zu täuschen79 

[to deceive himself and others about his illness]. 

Both mention his especial love of hyacinths which he kept on his window-sill. 

Both writers also quote Jacobsen’s comment concerning the “Danishness” of his 

characters, using expressions such as “dreamy” and “indecisive”, “traumhaft” 

[dreamily] and “zerrinnend” [melting away]. Perhaps predictably, both writers also 

quote Jacobsen’s comment in a letter to Brandes that he wanted to write a novel about 

                                                
71 NLR, p. 24. 
72 NL, p. 224. 
73 NLR, p. 18. 
74 NLR, p. 18. 
75 NL, p. 224. 
76 NLR, p. 6. 
77 NLR, p. 6. 
78 NL, p. 225. 
79 NLR, p. 13. 
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free-thinkers who were hampered in their attempts to act in accordance with their 

outlook, stating that it was to deal with a “group” and Wolff adds that it was to be a 

“psychological description”. Richardson goes on to speak of Jacobsen’s “mental 

sensitiveness” which is “still more noticeable when he comes to treat of the human 

heart”.80 Wolff writes that he 
konnte ... jeder Gefühlsnüance nachspüren, jeden Schlag des Herzens 
belauschen81 
 
[could follow every nuance of feeling, listen in on every beat of the heart]. 
 

Both writers speak of his lack of interest in technical matters and form. They find a 

further touch of Romanticism in Jacobsen’s disregard for practical issues, and a 

noticeable lack of any reference to material matters or indication of earnings or financial 

means. 

The preceding examples serve to indicate how much Richardson concurs with Wolff 

in her assessment of Jacobsen’s work. However, many of the above quotations are of 

interest, as well, for the light they throw on the qualities which appealed to her and 

ideas which seemed important to her at that time. Green comments, apropos 

Richardson’s great familiarity with and feeling for Niels Lyhne: “It is strange ... that 

though its influence has been acknowledged often enough, less attention has been paid 

to its subject matter than might have been expected with a book copied as faithfully as 

an artist copies a picture”.82 Hanne Bock’s 1983 unpublished PhD thesis83 has added to 

the discussion of influences on Richardson, and not only Jacobsen’s. Green also 

comments, concerning Richardson’s article: “Much of what she writes of Jacobsen 

could in fact, mutatis mutandis, be written of her own work”.84 This remark certainly 

appears appropriate to Maurice Guest. 

Loder, Green, Ken Stewart85 and Noel Macainsh have each devoted some attention 

to Jacobsen and Niels Lyhne. However, the similarities between Richardson’s article 

and Wolff’s work, published almost nine years earlier, have been mentioned, briefly, 

only by Hanne Bock,86 and Green, who later quotes Bock.87 The latter traces the origins 

of Wolff’s introduction to two sources: an essay on Jacobsen by Georg Brandes, and 

                                                
80 NL, p. 231.  
81 NLR, p. 24. 
82 Green, p. 51. 
83 Hanne K. Bock, Scandinavian Influences on Henry Handel Richardson with special emphasis on 
Björnson and Jacobsen (PhD Thesis – James Cook University, 1983). 
84 Green, p. 63. 
85 See Ken Stewart, “Maurice Guest and the Siren Voices”. Australian Literary Studies 5 (1972), pp. 352-
65. 
86 Bock, pp. 132-34. 
87 Green, p. 563. 
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letters written by Jacobsen to Georg Brandes’s brother Edvard. Bock does not 

specifically mention the correspondence between Wolff and Georg Brandes in late 1888 

and early 1889, a selection of which is included in the Reclam edition of Niels Lyhne of 

1984.88 Bock concludes that “from these combined sources: Brandes, Wolff and the 

letters referred to by Wolff, Richardson could have got all the biographical detail of her 

article”89 – including one misunderstanding concerning where Jacobsen died. Bock 

claims that the literary framework of Richardson’s article thus derives from Brandes’s 

essay, including detailed observations and comments on Jacobsen’s literary style, and 

that it is Brandes who characterised Jacobsen as a “mental aristocrat”. Bock’s primary 

interest was not Wolff or German influences and so she does not illustrate the 

similarities with specific examples. 

Clark comments that some have suspected that Robertson “had a hand in writing 

this article”,90 but this suspicion may well be directed away from another equally likely 

source. The words “mental aristocrat” and “literary aristocrat” are quoted by Clark91, 

(Wolff had also used the word “aristocratic”, referring to Jacobsen’s style), and the 

following statement that “his books are for the few”92 is a romantic notion of apartness 

not borne out by the record of sales: ten thousand copies of Niels Lyhne sold in 

Germany alone in four years!93 Green and Clark cite other key points and phrases of 

which there are numerous similar examples in Wolff’s text. While Richardson’s article 

is by no means a total reflection of Wolff’s introduction, even where they necessarily 

cover common ground – biographical details, accounts of his works – it nevertheless 

appears clearly tinged by it – whatever the origins of the material. Richardson was 

obliged to work mainly from German-language sources, so that yet another German 

element is thereby brought to bear on her writing. In her article Richardson comments 

of Niels Lyhne that the book’s 
unsurpassable worth lies in the picture it gives of the growth and development 
of a poetic, introspective nature, of the people, events, and ideas that leave their 
mark upon it, of the intellectual currents that bear it away,94 
 

                                                
88 See NLR2, pp. 235-44. In these letters Brandes provides some brief personal recollections of Jacobsen. 
Wolff had read the essay mentioned, as well as important parts of the letters to Edvard Brandes, both 
translated into German for him by Marie von Borch. The essay was also published in German: see NLR2, 
p. 235, fn. 2 and 3. 
89 Bock, p. 133.  
90 Clark, Finding, p. 10. 
91 See Clark, Finding, p. 10. 
92 Clark, Finding, p. 10. 
93 See MG, p. 783, fn. 1. See also NLR2, pp. 225, 230, 245. 
94 NL, p. 230. 
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and here she indicates perhaps most clearly what her central interest in Maurice Guest 

will be – psychological development and the effects of ideas and intellectual currents on 

her protagonists. 

The intellectual currents which Richardson encountered began with two German 

authors who made an impression on her even earlier – E. T. A. Hoffmann and Novalis, 

whom she discovered in Melbourne shortly after leaving school. Her encounter with 

Kreisleriana, through Longfellow,95 introduced her to the figure of Johannes Kriesler 

(Longfellow changes his name) and to German Romanticism. The story of Kreisler’s 

sufferings as a teacher of pupils who were not musically gifted may well have 

strengthened her horror at the thought of being a music teacher, a horror which appears 

also in Maurice. Kreisler’s sufferings may also have sharpened her perception of the 

Leipzig teachers’ impatience with less talented students and contributed to her portrayal 

of Maurice’s piano teacher, Schwarz. Maurice notices that when certain students play, 

“the master’s attention wandered; he stretched himself, yawned, and sighed aloud, then, 

in the search for something he could not find, turned out on the lid of the second piano 

the contents of sundry pockets” (MG, p. 36). Richardson may well have been inspired 

by Hoffmann’s dictum, quoted earlier: “Have you real talent, real feeling for art? Then 

study music, and do something worthy of the art, and dedicate your whole soul to the 

beloved saint,” but it should also be noted that those lofty and inspiring words are 

preceded by: 
Soll man denn ehrliche Musiker so quälen mit Musik, wie ich heute gequält 
worden bin und so oft gequält werde? Wahrhaftig, mit keiner Kunst wird so 
viel verdammter Mißbrauch getrieben als mit der herrlichen, heiligen Musika, 
die in ihrem zarten Wesen so leicht entweiht wird!96 
 
[Is one then to torture honest musicians with music in the way that I have been 
tortured today, and am so often tortured? Truly, there is no art of which so 
much damnable misuse is made as with the splendid, holy Musica who is so 
easily deconsecrated in her delicate being!]. 
 

The earlier quoted passage then follows but is again undercut by the concluding 

sentence: 

Wollt ihr ohne das quinkelieren: nun, so tut’s für euch und unter euch und quält 
nicht damit den Kapellmeister Kreisler und andere97 

                                                
95 See Henry Wadsworth Longfellow, Hyperion: A Romance (London: David Bogue, 1853). In 
Longfellow’s version (p. 247) the whole passage reads: “Is an honest musician to be tormented with 
music, as I have been to-day, and am so often tormented? Verily, no art is so damnably abused as this 
same glorious, holy Musica, who, in her delicate being, is so easily desecrated. Have you real talent,—
real feeling for art? Then study music,—do something worthy of the art, and dedicate your whole soul to 
the beloved saint. If without this you have a fancy for quavers and demi-semiquavers, practice for 
yourself and by yourself, and torment not therewith the Capellmeister Kriesler and others”. 
96 Hoffmann, p. 370. 
97 Hoffmann, p. 370. 
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[If you want to trill away without that: well, then do it for yourselves and 
among yourselves and don’t torture Music Director Kreisler and others with it]. 
 

Hoffmann insists on a very realistic view of the music teacher’s lot. There is also an 

echo of Kreisler’s laments in Maurice’s disastrous interview with Schwarz at his home, 

when the former refers to “art” and his teacher responds: “Art?!—pooh! pooh!—what’s 

art got to do with it? What have you got to do with art? In your place, I should avoid 

taking such high-flown words on my tongue” (MG, p. 554). 

From Novalis she would have gained an acquaintance with the German early 

Romantic notion of a yearning for something inexpressible, and a search for and 

commitment to an ideal – something Niels and Maurice have in common. The 

Romantics also feel a close connection with nature. The opening pages of Maurice 

Guest present Maurice the dreamer, filled with pleasurable visions and lofty ambition 

(MG, pp. 11-12). He instinctively looks around him for a landscape which would 

correspond to his mood. “There, where the water appeared to end in a clump of trees, 

there, should be mountains, a gently undulating line, blue with the unapproachable blue 

of distance, and high enough to form a background to the view...” (MG, p.11). Leipzig 

is located in a notoriously flat area, but Maurice’s desired landscape has many of the 

hallmarks of the works of the Romantic writers – water, trees, mountains, gentle 

undulations, unapproachable distance and, of course, the colour blue. Later in the novel, 

when Maurice and Krafft become more intimately acquainted, Krafft tells him that he 

had read Novalis for days on end when he had been convalescing from an illness (MG, 

p. 202), though he does not say what it was about Novalis that had appealed to him at 

that time – given the context, perhaps a sense of detachment from reality. Goethe’s 

early epistolary novel of the Sturm und Drang period, Die Leiden des jungen Werther 

[The Sorrows of Young Werther], can also be seen as a precursor of the Romantics, 

Jacobsen, and Maurice Guest, in its study of an obsessive passion leading to the suicide 

of the protagonist. 

The issue of how much the influence of the philosopher and writer, Friedrich 

Nietzsche, is to be found in Maurice Guest is one which has elicited a very mixed 

response from commentators. At one end of the spectrum is A. D. Hope who states: 

“The starting point of the novel and the key to understanding its theme is, I believe, the 

philosophy of Nietzsche”.98 He argues that Nietzsche’s influence is manifested in the 

                                                
98 A. D. Hope, “Inspiration and Possession: Henry Handel Richardson’s Maurice Guest”, Native 
Companions: Essays and Comments on Australian Literature 1936-1966 (Sydney: Angus & Robertson, 
1974), p. 253; originally published in Meanjin Quarterly, No. 2, 1955. 
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novel in two ways: “first as part of the picture of contemporary musical life in 

Leipzig”,99 and secondly in the way that “the book itself is thoroughly imbued with 

some of Nietzsche’s leading ideas”.100 The first of these assertions appears indisputable 

and will be considered in more detail in Chapter 9, on the Leipzig milieu; the second is 

interesting but somewhat simplistically argued when Hope deals with Nietzsche’s two 

types of men and two moralities, the reasons for Maurice’s failure as an artist, and the 

role of women in society. The argument concerning Louise’s “genius as a woman”101 

fails to convince, as does the argument that she has some sort of right to live “beyond 

good and evil”.102 She may choose to do so, but a prerogative for her to live and act in 

such a way is not established, despite Krafft’s arguments.103 Hope admits that is it 

possible to question whether Richardson is “simply giving us a picture of the 

Nietzschean cult and its effect” or whether she actually subscribes to Nietzsche’s views: 

in other words, whether his influence is manifested in both the ways Hope has 

suggested, or only the first of them. He states in support of his argument that “she has 

limited her pictures of genius to those types of people who meet Nietzsche’s views 

exactly”.104 However, the status of both Louise and Krafft as “geniuses” can be 

questioned, and Schilsky’s claim appears to be confirmed only by his successful 

appearance at the end of the novel. Hope concedes that a novel has to “convince by 

demonstration” and that “genius is a difficult and dangerous thing to depict in a 

novel”.105 Leading a life which does not conform to conventional social standards does 

not automatically make one a genius – even if one allows that there could be two 

standards – and “genius” is extremely difficult to define. 

At the other end of the spectrum are two early commentators – J. G. Robertson and 

Nettie Palmer. The former, in his essay on “The Art of Henry Handel Richardson”, 

included in Myself When Young, makes no mention of Nietzsche with regard to Maurice 

Guest (though he does allude to the Nietzsche epigraphs in The Getting of Wisdom). The 

latter simply refers to him as a poet and the author of an ode set to music by Schilsky.106 

This lack of attention to the philosophy of Nietzsche by two commentators who both 

knew Richardson personally suggests that they did not view it as playing a particularly 

significant role in the novel. Vincent Buckley alludes to both Palmer’s and Hope’s 

                                                
99 Hope, p. 254. 
100 Hope, p. 254. 
101 Hope, p. 256. 
102 Hope, p. 257. 
103 See Hope, p. 257. 
104 Hope, p. 258. 
105 Hope, p. 258. 
106 Palmer, p. 46. 
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views, but chooses a middle path on the question of Nietzsche’s influence when he 

writes: “It is, in part at least, a translation into dramatic terms of certain Nietzschean 

categories”.107 In contrast to Robertson and Palmer, he finds this aspect of the novel 

“the most interesting thing about it”108 but does not expand on this, except to comment 

that “Schilsky is the walking paragon of the Nietzschean philosophy, Krafft is its 

exponent,”109 and that in the final scene “the Nietzschean stand is implicitly endorsed, 

as earlier it had been explicitly expounded”.110 He does not elaborate on what he means 

by the “Nietzschean philosophy”. 

Dorothy Green addresses Hope’s essay at considerable length and provides a 

thorough and persuasive analysis of it. She refutes much of what Hope writes and, on 

the question of Nietzsche, states that Hope presents “a confused account of the 

influence of Nietzsche in the novel”.111 She questions Hope’s understanding of 

Nietzsche’s philosophy, and even the possibility of achieving a coherent definition of it, 

arguing that Nietzsche was “one of the most inconsistent and contradictory of all 

nineteenth-century philosophers, and, there is reason to think, deliberately so ... The 

assumption that there is a single body of doctrine labelled ‘the philosophy of Nietzsche’ 

is a delusion”.112 Green does not suggest that Richardson was not influenced by 

Nietzsche but does consider that the nature of the influence needs to be clearly defined. 

She indicates, in fact, that some of the “influence” of Nietzsche is demonstrated in 

Richardson’s work in the form of a questioning of a commonly-held view of 

Nietzsche’s thought concerning the Übermensch [superior being]. She writes: 
Judging by what Richardson has to say about ‘failure and success’ in the early 
part of the novel, she would have seen the ... fundamental flaw in Nietzsche’s 
doctrine as it is commonly interpreted: the assumption that ‘strength’ and 
‘weakness’ are what they appear to be.113 
 

Green contends that “Richardson’s characters are wayward and contradictory—like 

Nietzsche—as unpredictable as human beings in real life. They will not fall into 

categories in order to serve an abstraction”.114 She concludes that it is “the enigma in 

Nietzsche, ‘the fluctuating, relative truth’ that is most present in the novel, as it is 

present in life itself”.115 

                                                
107 Vincent Buckley, Henry Handel Richardson (Melbourne: Oxford University Press, 1970), p. 9. 
108 Buckley, p. 9. 
109 Buckley, p. 15. 
110 Buckley, p. 15. 
111 Green, p. 173. 
112 Green, p. 174. 
113 Green, p. 176. 
114 Green, p. 178. 
115 Green, pp. 178-79. 
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Green is also critical of Hope’s views on Nietzsche’s aesthetics, stating that the 

paragraph “in which he deals with Nietzsche’s influence on musical circles in Leipzig in 

the 1890s is extremely confused”.116 She argues that there is no clear evidence in the 

novel for his claims and that his attribution of particular characteristics to Schilsky, 

Krafft and Louise cannot be substantiated. She writes: “They must be shown to be great, 

and this the author chooses not to do”.117 Green sees Richardson’s absence of a clear 

commitment to Nietzsche’s ideas, her ironic treatment of Schilsky and others, the 

inconsistencies in the behaviour of many, as being reactions to Nietzsche’s thought but 

not an endorsement of it. Green also provides an extensive analysis of the roles played 

in the novel by Nietzsche, Wagner and Richard Strauss with regard to its musical and 

literary motifs.118 She argues that “the connection between music and literature during 

the latter part of the nineteenth century in Europe was particularly close”.119 Richardson 

was certainly well qualified to employ musical concepts in her writing. 

Loder views Maurice Guest as neither an endorsement nor an illustration of 

Nietzsche’s ideas on “free spirits”.120 More recent commentators, Karen McLeod, Clark 

and Ackland, also consider Nietzsche’s contribution to Maurice Guest. McLeod 

emphasises the importance of Nietzsche in the intellectual climate of the time, 

(regardless of how he was interpreted), 

of all the influences that shaped the thinking of German intellectuals and 
students in the 1890s, none had quite the overwhelming pervasiveness of 
Nietzsche. He was the essential point of reference for novelists and dramatists, 
poets, composers, critics and all writers on the contemporary state of culture.121  
 

She sums up what she believes to be the aspects of Nietzsche’s thought that affected 

Richardson’s work: 

Moral subversion and open-mindedness about moral values; the significance of 
the individual driven by his own will rather than by his duty towards others; the 
value of embracing and experiencing suffering; the celebration of intense 
feeling even if it is associated with failure: these were the elements in 
Nietzsche’s philosophy as it was perceived by the generation who were students 
in the 1890s that Richardson seems to have absorbed and used to formulate her 
own abiding concerns.122 
 

Clark suggests that Richardson is interested in “Nietzsche’s idea of the superior 

being, the Übermensch who set himself free from conventional morality and life as it 
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118 See Green, pp. 188-218. 
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was lived by the brutish herd”.123 He traces her extensive reading of and about 

Nietzsche from 1898 onwards, leading, he finds, to a frequent use of “Nietzschean 

aphorisms and references”124 in her first two novels. He points out, as others have done, 

that Robertson found Nietzsche stimulating because he was one of the band of thinkers 

who “force men to think the vital thoughts of life all over again”.125 Clark is of the 

opinion that aspects of Nietzsche’s thought that appealed to Richardson were his 

“dynamic atheism” and his idea that the Übermensch lived beyond good and evil. He 

points out, quoting the annotations in her own copy, that she “privately agreed with the 

view that ‘women are made to be trodden on’”,126 and considers that she “cannot have 

recoiled at Nietzsche’s fancy of taking a whip to women”.127 He states that she did not 

agree with all his ideas and that she was “too shrewd and sceptical”128 to accept 

everything he wrote uncritically. Clark does not really resolve the question of how 

much he considers Richardson explored Nietzsche’s ideas and how much of this 

thought she absorbed into her own thinking. 

Ackland quotes a passage from one of Richardson’s letters to Paul Solanges129 in 

1911, which goes some way to answering this largely unanswered, and perhaps 

unanswerable, question concerning Nietzsche “as a formative influence”130 in her life. 

This quotation is worth quoting more fully since it contains a statement by Richardson 

concerning herself and her thoughts made in a private context to a person she liked and 

respected and with whom she was relatively open – even if she was not prepared to 

reveal her gender to him! 
... you asked me: what of Nietzsche the philosopher? ... that is a hard question 
for me to answer. It is, I suppose natural, that, as an imaginative writer, I should 
be drawn most to the Dichter [poet] in him; but then, too, I read him, sucked 
him into my blood, at such a comparatively young age that I could never get 
away from him again, to judge him objectively. I only know that for me he was 
one of those writers who put my own thoughts & feelings—unclear & 
unexpressed—into words. When I read him, I continually stop & say—but yes, 
I, too, have known that, have had the same thought. So that he did the work of 
clearing up my mind for me. His influence will lie over all I do. I am a born 
questioner of established & conventional values; I want to get at the truth of a 
thing, & no matter how bitter, or how grey the truth may be that faces me, I 
think you ... will always find me ... an affirmer—of life. ( ... Nietzsche as you 
will see is a subject that touches me very nearly.) 

                                                
123 Clark, Finding, p. 19. 
124 Clark, Finding, p. 20. 
125 Quoted by Clark, from J. G. Robertson, “The Literary Movement in Germany. Friedrich Nietzsche and 
his Influence”, in Cosmopolis, October 1898, Finding, p. 21. 
126 Clark, Finding, p. 21. 
127 Clark, Finding, p. 21. 
128 Clark, Finding, p. 22. 
129 Paul Solanges was the French translator of Maurice Guest, with whom she had a long and sympathetic 
correspondence up until the time of his death in 1914. The translation was never published. 
130 Ackland, Life, p. 207. 
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   That his doctrines are dangerous, I have not a doubt. And to practise them & 
preach them, one should have a nature like Nietzsche’s own: fine-strung, 
sensitive, ascetic, far too proud & too full of responsibility to make the freedom 
of the ego an excuse for personal license. How I hate the race of the so-called 
Übermenschen—les petits surhommes—who believe that, as followers of 
Nietzsche, they are at liberty to throw restraint to the winds & to indulge in 
every excess. But they will pass. They were, I suppose, the natural immediate 
issue of such a gospel of revolt. And those who come after will know better the 
worth of Nietzsche’s work as a thorough re-examination of existing values. 
   This is all written very hastily, but I trust you will be able to make something 
of it.131 
 

It is always hard to know how much Richardson responded to Nietzsche because he 

expressed ideas and feelings already in her since girlhood and how much she actually 

took from him, albeit with reservations at times. To judge from this passage she also is 

unsure in this matter. She certainly admits to his influence and to her inability to “judge 

him objectively”. Her innate need to question things must also extend to his writings 

and she admits that “his doctrines are dangerous” and open to abuse. Her comments 

concerning Übermenschen, lack of restraint and excesses appear relevant to any 

discussion of the consideration and treatment of “genius” in Maurice Guest, and support 

her ironic undercutting of the supposed “genius” characters noted by Green and later 

commentators. The most concrete allusion to Nietzsche in Maurice Guest, apart from 

one specific mention of his name in a conversation between Maurice and Krafft, is of 

course the name “Zarathustra” given to Schilsky’s new composition written before he 

leaves Leipzig, but this is equally an allusion to Richard Strauss (also named in the 

same conversation), whose tone poem Also sprach Zarathustra was first performed in 

1896. 

Other German philosophers who, according to Green, exercised some influence over 

Richardson are Hegel and Schopenhauer. Green views Maurice Guest as a Hegelian 

tragedy in which “the conflict is not between right and wrong, but between two points 

of view of equal validity”.132 This can certainly be seen in the figures of Maurice, 

Louise, Madeleine and Krafft who all, in their own way, have a valid point of view. She 

finds that the philosophy of Hegel is “as strongly present in Richardson’s work as 

Nietzsche’s. So is the influence of Schopenhauer, whose ideas Wagner had not 

completely discarded by the time he wrote Tristan”.133 She considers that Richardson 

was “especially attracted by Schopenhauer’s notion of death as the goal of life ... a 
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notion which Wagner translated into music”.134 Richardson’s reading lists show that she 

read Schopenhauer extensively and she would have been in sympathy with his 

pessimism and belief that the driving will of the universe is ultimately a destructive 

force. Green’s comment on references to Schopenhauer – he is named several times – in 

Maurice Guest, as to other thinkers, is pertinent: “None of these allusions, however, 

constitutes a thesis, a system of belief. They are part of the texture, not conclusions to 

an argument”.135 Krafft is certainly made a spokesperson for some ideas drawn from 

Schopenhauer and Johanna Cahill studies Schopenhauer. 

Sigmund Freud is another German-speaking writer who can be seen to have exerted 

some influence on Maurice Guest. Richardson claimed to have read Freud long before 

he was known in England136 and her familiarity with many of his ideas is evident in the 

text of Maurice Guest – for example, in dreams, Louise’s reaction to Schilsky’s 

defection, and obsessive behaviours. Green points out that Freud was familiar with 

Niels Lyhne and traces similarities between events in that novel and Freud’s later 

theories.137 Green also cites instances in Niels Lyhne and Maurice Guest which illustrate 

Freudian notions, such as “death wish”, “morbid grief”, “wish fulfilment” and 

“projection”.138 Clark sums up what he sees as areas of Freud’s work which would have 

drawn her attention to him: 

his interest in sexual identity and sexual relations, conscious and unconscious 
motivation, the effects of repressing unacceptable thoughts and feelings, and 
the significance of dreams.139 
 

Freud was not of course the only influence in these matters – her reading of European 

literature and her own life experience also contributed. 

The Viennese philosopher Otto Weininger has been suggested as an inspiration for 

more than one character in Maurice Guest, and the posthumously published volume of 

Weininger’s work appears to be a source for the title of Schilsky’s latest composition 

Über die letzten Dinge [Concerning the Last Things]. It should, however, be noted that 

this title was also used by Louis Spohr, in 1826, for his most popular oratorio (usually 

translated as The Last Judgment), and that the pessimistic Austrian dramatist Franz 

                                                
134 Green, p. 50. 
135 Green, p. 188. 
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Grillparzer had asserted in the mid-1800s that he was “ein Dichter der letzten Dinge”140 

[a poet of the last things], to mention only two well-recognised instances of the use of 

this phrase, variously rendered as “the last things”, “ultimate matters”, “death and the 

life to come”, or “the Last Judgment”. The expression appears to have a wide usage. 

Finally, Weininger’s sensational suicide in Beethoven’s death-chamber and the nature 

of his fatal injury also bears a resemblance to both Niels Lyhne’s death and Maurice’s 

suicide. 

Weininger is mentioned as a possible source by Macainsh, Ackland and Clark. Both 

Macainsh and Ackland associate Weininger with the “Jewish-looking stranger in a fur-

lined coat” seen with Schilsky at the end of Maurice Guest, particularly in view of the 

close juxtaposition of this figure and the title of Schilsky’s composition. Clark states 

that Richardson “knew Otto Weininger’s book Über die letzten Dinge”,141 but gives no 

source for this assertion. He is more cautious about the identity of the Jewish-looking 

character, stating that this figure “may be Krafft, or a fictional equivalent of Otto 

Weininger, or a wealthy patron like the Jewish banker who had sponsored Schilsky’s 

musical education”.142 He earlier observes that Krafft bears a “passing resemblance to 

Henry Handel Richardson143 (as well as Otto Weininger)”,144 but according to 

Richardson Krafft was based primarily on someone called Bowen.145 It should be borne 

in mind that Richardson has revealed that her characters are often composites of more 

than one original.146 

All three commentators perceive misogynous elements in Maurice Guest which 

appear to reflect Weininger’s views on relationships between men and women. 

Macainsh summarises Weininger’s analysis as “his main thought being that man’s 

erotic relationship to woman is destructive of her, in the deepest sense,”147 and 

Macainsh is of the opinion that Weininger’s view of love as “the most egotistical of 

sentiments”148 corresponds to “the attitude of Maurice Guest”,149 but is very different 

from that of Louise. Ackland claims that Weininger’s work provides “vital clues to 

                                                
140 See also a more recent work on Grillparzer by Rolf Geissler: Ein Dichter der letzten Dinge – 
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Richardson’s attitude towards Schilsky and to her presentation of gender relations”.150 

He points out that Über die letzten Dinge “dealt with such founding figures of 

modernism as Ibsen and Wagner, who are also prominent in the intellectual milieu of 

Maurice Guest”.151 Clark writes that Richardson “associated Weininger’s very low view 

of man’s love for woman with the self-centred, destructive love of Maurice Guest for 

Louise Dufrayer”.152 

Finally it should be noted that no German critics comment on this connection, 

despite Weininger’s notoriety at that time, while they do comment on the influence of 

Nietzsche. The title of Schilsky’s composition can also be read in other ways. It can be 

seen as an appropriate companion piece to his Zarathustra, likely to have appealed to 

him for similar reasons. It can be perceived too, given the variety of ideas the title 

expresses, as an instance of Richardson’s creative use of German materials to provide a 

further touch of irony to the already ironic coda to her work, a final judgment on 

Maurice’s life and fate. It is quite possible that Richardson chose it because of its 

multiple nuances. 

It can be seen that Richardson acquired her knowledge and understanding of the 

German language and the literary and cultural heritage of the nation through her study 

and considerable periods of residence in different parts of Germany. This facet of her 

life was much enriched by her marriage to Robertson. She admired certain aspects of 

life in Germany but was not uncritical. She wrote to Paul Solanges in 1911: “I love 

Germany, & German music, literature and art: it all still has the primitive strength & 

naiveté, the intense vital seriousness of a young culture”.153 She was more reserved on 

the topic of the German people. Maurice Guest is the product of a combination of 

personal experiences gained, in part, during her time spent in Germany and of her wide 

reading of German and European literature. 
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CHAPTER SEVEN 
 

The Reception of Maurice Guest and its German Translation 
 
 
Maurice Guest, on its publication in London in August 1908, was widely reviewed 

and had a very mixed reception, although over time the critical attitude became 

generally more favourable.1 The first, quite devastating, review, which appeared just 

one day after the novel’s release, was not typical of later reviews. It read: “A long, 

interminably long, book about people not in the least worth writing about. When the 

person who gives the title to the tale commits suicide, the reader feels relieved”.2 In 

Britain the novel received at least fifty-eight reviews in newspapers and journals, and in 

America it was reviewed in at least forty-one newspapers during 1909. On the 

Continent it received reviews in France and Germany, and further afield it was also 

reviewed in Australia, South Africa and New Zealand (see MG, pp. lvi-lvii). The 

German reviews are, in general, less mixed and differ from the English-language ones 

in that they show a greater appreciation and acceptance of the subject matter and style 

of the novel. 

Initially two English reviews particularly pleased Richardson – one by Frank Harris 

in Vanity Fair (9 September 1908), and one two days later by John Masefield in the 

Daily News.3 Harris “judged Maurice Guest the best novel of the previous five or six 

years, rating it above Theodore Dreiser’s Sister Carrie (1900) and Edith Wharton’s The 

House of Mirth (1905)” (MG, p. lvii). Despite the fact that Richardson had published 

only the one novel, Harris also considered her to be “among the dozen English writers 

of our generation who are to be reckoned with” (MG, p. lvii), although he was not to 

know that she did not consider herself to be English. Masefield’s review contained the 

comment: 
A book so strongly planned as this, so full of constructive energy, is unusual. It 
is not an English quality, this quality which plotted “Maurice Guest”; it is the 
great quality of the great French realists, of artists, that is, who are led away 
neither by sentiment nor by its negation, satire (quoted in MG, p. lvii). 
 

The point made by Masefield, that the novel has a non-English quality, is of particular 

interest, especially as Masefield at that time, like all the other reviewers, had no idea of 

the author’s background or origins. His identification of a French quality in the work is, 

of course, accurate, but does not take into account the influences of Jacobsen, Ibsen, 
                                                
1 See Clive Probyn and Bruce Steele, eds. in “Introduction” to MG, pp. lvi-lxvii, for a general discussion 
of the reception and criticism of the novel. 
2 “Notes”, p. 10. See also MG, p. lvi. 
3 “Notes”, p. 11. 
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D’Annunzio or the great Russian realists. Another reviewer, James Gibbons Huneker, 

wrote in the New York Times in 1919 that the novel was 

the most satisfying musical fiction in the English language ... as vivid as 
Dostoievsky; also as digressive, episodic and spun out. The heroine, Louise, 
might have stepped from the pages of “The Idiot” ... I haven’t read any of the 
present-day novels that can hold a candle to “Maurice Guest” in the slow 
dissection of self-tormented souls (MG, p. lx). 

 
In 1928 Robert Hichens, in an article in T.P.’s Weekly, also focussed on the quality of 

French realism when he “compared the ‘pitiless’ realism of Maurice Guest with that of 

Flaubert’s Madame Bovary” (MG, p. lxii). Much more recently, in 1992, Doris Lessing 

wrote of Maurice Guest: “This novel has been claimed by many for the gallery of the 

great, and it belongs there. It is unputdownable, unforgettable, but if it is a good read no 

one could say it is an easy one, for it is too painful”. For her it seems, too, “as if a hand 

were stretching out to encompass more than is possible for it” (MG, p. lxvii). 

The attention Maurice Guest received in continental Europe is indicated by reviews 

in France and Germany very shortly after its publication, including one in the Mercure 

de France, 1 November 1908, and several in publications in Germany between October 

1908 and May 1909. Notices and reviews concerning the German translation, published 

in 1912, appeared in newspapers and journals in Leipzig, Berlin, Hamburg, Cologne, 

Königsberg, Bremen, Frankfurt, Dresden, Hanover, Vienna and Breslau, so that it 

received a wide coverage geographically in Germany. A French translation was offered 

and undertaken by Paul Solanges who worked on it between 1910 and his death in 

February 1914, but it was never published, although not because of any defect in the 

translation. It is known that Richardson considered sending the manuscript to a French 

publisher in 1931 (see MG, p. xlviii) but all trace of it has since been lost (see MG, pp. 

xlvii-xlviii). Through the quite lengthy and detailed correspondence which passed 

between Richardson and Solanges we are able to gain many insights into the former’s 

thoughts and intentions with regard to this work (see MG, pp. xlv-xlvii). Probyn and 

Steele relate that 
Solanges put a wide range of questions to Richardson on matters of historical 
authenticity, style, intention, grammar, verbal nuance, social customs in 1890s 
Germany, identification of topographical and literary allusions, and inquired 
about the ‘real’ identity of persons mentioned in the novel. Her detailed 
responses (sometimes suggesting improvements to his choice of French idiom) 
provide a rich commentary on the sub-textual relationship between her own 
experience as a student in Leipzig and the fictional events of the novel (MG, p. 
xlvi). 
 

A Danish translation of Maurice Guest appeared in October 1932 and became a 

Christmas best-seller for that year in Denmark (see MG, p. lxv). Translations into Italian 
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and Swedish were suggested but did not eventuate. In addition to interest expressed 

through reviews and translations, it was also noted by Nettie Palmer in 1927 that 

“Richardson’s novels ... are discussed at length in German and Scandinavian literary 

encyclopaedias and reviews” (MG, pp. lxii-lxiii). 

The reception of Maurice Guest in German speaking countries is of particular 

interest, given that the novel is set entirely in Leipzig and its environs; that it deals in 

some detail with student life at an iconic German musical institution, the Leipzig 

Conservatorium; and that it reveals some indebtedness to well-known European literary 

works, often identified in reviews as the French and Russian realists. While English 

reviewers found the descriptions of the milieu vivid and lively, German reviewers were 

in a much better position to gauge the accuracy of the descriptions and to assess the 

veracity and convincing quality of this aspect of Richardson’s work. It is probable, also, 

that they were able to relate more easily to the style and subject matter of the novel. 

Maurice Guest did not fit the mould of the contemporaneous English novel, as 

Richardson later conceded when she wrote of “this book, built on European lines, with 

which, in my ignorance, I had invaded pre-War England”.4 Robertson also reports that, 

among English readers, “Maurice Guest was felt to be an essentially foreign book”.5 

From the point of view of its subject matter Robertson states that it was reputed to be 

“too outspoken and frank in respect of things which were then taboo in English 

fiction”,6 while stylistically “the technique of Maurice Guest, the disappearance of the 

creator behind his creations, was strangely foreign to us, and little to our taste”.7 

Robertson finds that Maurice Guest is “a web of literary influences” and suggests that 

this first novel stands “uncomfortably outside the English fiction tradition”.8 

In the light of these comments, and of the at times negative or very reserved 

reactions to this novel by English speaking readers and critics, it seems all the more 

important to examine its reception by German readers. For English readers the theme, 

location and atmosphere were foreign and exotic; for German readers, on the other 

hand, the novel dealt with their society and their landscape, a familiar life-style and a 

familiar locale. A considerable amount of attention was paid to it, in fact, in that part of 

the world, at least among the intelligentsia. Within the first few months of its 

                                                
4 “Notes”, p. 11. 
5 Robertson, in MWY, p. 160. 
6 Robertson, in MWY, p. 154. 
7 Robertson, in MWY, p. 159. 
8 Robertson, in MWY, p. 208. 
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appearance, in English, in 1908, it received no fewer than six reviews in Germany.9 

These reviews are unquestionably positive, perceptive and, in many respects, 

enthusiastic, despite some reservations and minor quibbles in one or two of them. The 

first, unsigned, review was published in Leipzig, the very heartland of Maurice Guest, 

and is worth quoting in full. 
Ein Leipziger Roman 

Eines der meist besprochenen englischen Bücher der letzten Zeit: „M a u r i c e 
G u e s t“ von  H e n r y  H a n d e l  R i c h a r d s o n  (London, Heinemann) hat 
ein besonderes Interesse für Leipzig. Seine Handlung ist nämlich eng mit 
Leipzig, seinem Konservatorium und seinen musikalischen Kreisen verknüpft. 
Der Verfasser muß die Verhältnisse, die er schilderte, sehr aus der Nähe gekannt 
haben. Seine Schilderungen werden nicht verfehlen, lebhaftes Interesse bei 
Leipziger Lesern zu erwecken. Leipzig hat jetzt  s e i n e n  Roman, geschrieben 
von einem Ausländer, der mit ebenso scharfen als verständnisvollen Augen 
Menschen und Verhältnisse beobachtet. 

Indes wäre es verfehlt, die Hauptbedeutung des Buches etwa in dieser  l o k a l 
- h i s t o r i s c h e n  Seite zu suchen. Sie bildet nur das  M i l i e u, aus dem 
heraus allein die tragische Entwickelung der Liebesgeschichte oder besser der 
Geschichte einer verzehrenden Leidenschaft zu verstehen ist, die den Inhalt des 
Werkes bildet. Sein Wert liegt vielmehr in dem künstlerischen Ernst, der 
sicheren, formvollen, realistischen Darstellungskunst und dem psychologischen 
Gehalt. Die überlegene  O b j e k t i v i t ä t, die nirgends Tendenzen aufkommen 
läßt, die Art und der Gehalt an  S t i m m u n g, die sehr gewandt von sonniger 
Ruhe zu quälender Düsterkeit verdichtet wird, der  p  s y  c h  o l o  g  i  s  c h  e  
S p ü r s i n n, die innerliche  C h a r a k t e r i s t i k  der Menschen, das alles läßt 
– eine ungewöhnliche Erscheinung für einen Engländer – den Einfluß der großen 
französischen und russischen Meister erkennen, denen man den Verfasser 
vielleicht eines Tages zur Seite stellen darf, wenn er mehr solche machtvolle 
Arbeiten wie dies sein Erstlingswerk schaffen wird. 

Ob die englischen und amerikanischen Leser des Buches sich durch das hier 
von ihren in Leipzig studierenden Landsleuten gezeichnete Bild geschmeichelt 
fühlen werden, ob sie dem modernen künstlerischen und anderweitigen aktuellen 
Ideenkreis sich in  w e i t e r e m  Maße erschließen werden, ist fraglich. Daß 
aber das Buch eine der beachtenswertesten Erscheinungen der jüngsten 
englischen Literatur ist, darüber sind die angesehensten englischen Kritiker 
einig. In Deutschland dürfte jedenfalls der Roman auf Verständnis stoßen. 
Hoffentlich wird dafür bald eine gute Uebersetzung, die bei dem gefeilten Stil 
nicht ganz leicht sein dürfte, die Wege ebnen10 

 
[    A Leipzig Novel 

One of the most discussed English books in recent times: Maurice Guest by 
Henry Handel Richardson (London, Heinemann) is of particular interest for 
Leipzig. The action is, in fact, closely associated with Leipzig, its 
Conservatorium and its musical circles. The author must have known the 
circumstances which he described at very close hand. His descriptions will not 
fail to arouse lively interest in Leipzig readers. Leipzig now has its novel, 

                                                
9 This figure is based on Richardson’s album of newspaper cuttings, held in the National Library of 
Australia, and these reviews are therefore ones which came to her attention. They comprise Leipziger 
Neueste Nachrichten, 07.11.1908; Das litterarische Echo, (Berlin), 15.12.1908; Deutsche Tageszeitung, 
(Berlin), 04.01.1909; Münchner Neueste Nachrichten, (Richardson spells Münchner as Münchener) 
27.01.1909; Berliner Tageblatt, 10.02.1909; Hannoversche Kurier, 10.02.1909. They are all unsigned. 
National Library of Australia, Richardson Papers, MS 133, Microfilm Reel No. 22,984, Roll 23. 
10 Leipziger Neueste Nachrichten, 7 November 1908. Axel Clark provides a brief summary of this review 
in Finding p. 66. 
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written by a foreigner, who observes people and circumstances with eyes which 
are as keen as they are comprehending. 

However it would be a mistake to look for the main significance of the book 
purely in this aspect of place and history. It forms only the milieu from which 
alone the tragic development of the love story can be understood – or rather, its 
story of a consuming passion, which forms the content of the work. The value 
of the work is to be found more in its serious artistic purpose, in its assured, 
well-shaped, realistic depiction and its psychological content. The superior 
objectivity, which never allows bias to appear, the nature and content of the 
mood, which moves very skilfully from one of sunny calm to one of 
increasingly torturing gloom, the psychological feel, the description of the inner 
life of the characters, all that enables one to recognise – an unusual 
phenomenon with an Englishman – the influence of the great French and 
Russian masters, alongside of whom one may one day be able to set this author 
if he creates more such powerful works as this first work of his. 

Whether English and American readers will feel flattered by the picture 
drawn here of their fellow-countrymen studying in Leipzig, whether they will 
grasp to a wider extent the range of modern artistic and other current ideas, is 
questionable. However, the most respected English critics are in agreement that 
the book is one of the most noteworthy phenomena of the latest English 
literature. In Germany, at any rate, the novel should be understood. It is to be 
hoped that a good translation, which may not be so easy given the chiselled 
style, will soon pave the way to achieving this]. 

 
This review raises a number of issues which are common to other German ones: the 

strong impression that the author of Maurice Guest had an intimate knowledge of 

Leipzig and the Conservatorium; the comment that the description of the milieu is 

written by a very keen observer; the suggestion of a sense of astonishment that a novel 

which can be claimed by Leipzig as its own is the work of a foreigner; the intense 

psychological interest of the novel; the impartiality and objectivity of the style; the 

perception of the influence of great European writers; and doubt that English readers 

will appreciate the novel in the same way or as much as German readers will. 

The reviewer for Das litterarische Echo writes of the author’s talent, commends his 

impartiality, and agrees on most of the points mentioned by the Leipzig reviewer. 

Interestingly, however, he seems unwilling to concede that a foreigner can know and 

describe the milieu as it really is. He comments that the author has obviously lived in 

Leipzig and been a keen observer, and that he has drawn people and things there “mit 

realistischer Treue” [with realistic fidelity]. Nevertheless, he continues: 

Aber trotzdem ist das Gesamtbild falsch ... Der Verfasser ist in den 
gewöhnlichen Fehler des Ausländers verfallen: er hat den kleinen Ausschnitt 
aus dem Bilde, den er überschauen konnte, für das Ganze genommen11 
 
[But for all that the overall picture is wrong ... The author has fallen into the 
usual error of the foreigner; he has taken the small detail from the picture, 
which he was able to see, to be the whole picture]. 
 

                                                
11 Das litterarische Echo, Berlin, 15 December 1909. 
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This comment appears ungenerous, given that Richardson has set her novel in the 

expatriate community and presents the milieu as it is experienced by that group. She 

makes no claim that she represents the total community. 

The article in the Berlin Deutsche Tageszeitung12 incorporates the entire review 

from Das litterarische Echo in a wider discussion of an observed increase in interest in 

England concerning many aspects of Germany and German life – economics, politics, 

history – but also including novels about Germany, all under the general heading “Wie 

sie uns sehen” [How they see us]. Given the historical and political situation at the time, 

the mutual interest is understandable. 

In a much longer, and more analytical, review in the Münchner Neueste 

Nachrichten, the reviewer alludes to both “strongly puritanical” English criticism of 

Maurice Guest and to the “un-English” nature of the psychological analysis in the 

novel, despite which, he writes, the “extraordinary artistic strength” of the work has still 

been acknowledged by English critics. He finds that German interest in Maurice Guest 

is heightened by the fact that its author shows a greater awareness of Continental 

literature and its artistic endeavours than is usual in an English novel, and that its 

Continental – rather than specifically German – quality is in contrast to “English 

insularity”. The novel is thus an example of a novel which brings the two traditions into 

closer contact. He also feels that the style compounds the impression that the novel is 

“un-English”: 
Vielleicht wird aber der Eindruck des Unenglischen, den der Roman macht, 
noch am meisten dadurch hervorgerufen, daß er sich streng alles Moralisierens 
enthält und durchweg auf die menschlichen Dinge von einem Standpunkt 
jenseits von Gut und Böse blickt. Sein Verfasser scheint nur die eine 
Leidenschaft zu haben, die Dinge ganz so zu sehen, wie sie sind13 
 
[Perhaps, however, the impression of un-Englishness which the novel creates is 
evoked most of all by the fact that it strictly abstains from all moralising and 
without exception looks at human matters from a standpoint beyond good and 
evil. Its author appears to have only one passion – to see things exactly as they 
are]. 
 

Here too there is a scarcely veiled allusion to Nietzsche, who is very rarely mentioned 

in the reviews of Maurice Guest, either English or German.14 This omission is 

interesting, in view of the rather outspoken views of Krafft, which contain 

unmistakeable overtones of Nietzsche’s work. Krafft is also rarely mentioned in the 

reviews. 

                                                
12 Deutsche Tageszeitung, Berlin, 4 January 1909. 
13 Münchner Neueste Nachrichten, 27 January 1909. 
14 Axel Clark also makes this point. See Finding, p. 72. 
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The psychological motivation underlying the relationship between Maurice and 

Louise is again discussed. So, too, is the theme of the milieu, which is that 

einer eingehenden, außerordentlich lebhaften und fesselnden Beschreibung des 
Tuns und Treibens der ungebundenen jungen Welt beider Geschlechter, die an 
Konservatorien Musik studiert, und insbesondere ihres englisch-amerikanischen 
Bestandteiles15 
 
[of a detailed, extraordinarily lively and gripping description of everything that 
goes on in the unfettered young world of both sexes who study music at 
conservatoria, and in particular of its English and American component]. 
 

On this point the reviewer feels that Richardson has made a mistake: 
Diese Milieuschilderung droht aber vielfach zum Selbstzweck zu werden, und 
hier liegt nach unserer Ansicht der Hauptfehler des Romans, sein Mangel an 
einer straffen Komposition16 
 
[This description of the milieu, however, often threatens to become an end in 
itself, and this is where, in our opinion, the main fault of the novel lies, in its 
lack of a tight composition]. 
 

He considers this fault in the novel to be one which 

nur in einer zu reichlichen Gestaltungskraft wurzelt17 

[simply derives from too ample a creative power], 

a fault which he feels the author can overcome in future work. The reviewer’s only 

other concern is the markedly pessimistic outlook which colours the otherwise 

astonishingly well-drawn characters. As a personality, Madeleine is the only one the 

reviewer really likes, and he concludes with the hope that Richardson’s next novel 
uns ... mehr der liebenswerten, tapferen Charaktere zeigen wird, die er so gut 
zeichnen kann, wenn er will18 
 
[will show us more of the endearing, courageous characters that he can portray 
so well when he wants to]. 
 

The reviewer for the Berliner Tageblatt, using a musical metaphor, mentions 

occasional episodes in which the different moods of nature provide an accompaniment 

to the main theme, and concludes: 
Das Buch hat in den hiesigen literarischen Kreisen mit Recht gewaltiges 
Aufsehen erregt19 
 
[The book has, with justification, caused an enormous sensation in local literary 
circles]. 
 

In the Hannoversche Kurier the reviewer finds that 

                                                
15 Münchner Neueste Nachrichten, 27 January 1909. 
16 Münchner Neueste Nachrichten, 27 January 1909. 
17 Münchner Neueste Nachrichten, 27 January 1909. 
18 Münchner Neueste Nachrichten, 27 January 1909. 
19 Berliner Tageblatt, 10 February 1909. 
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Für die englische Literatur ist dieses erstaunliche Buch etwas ganz Neues, 
Unerhörtes, Aufrüttelndes20 
 
[This astonishing book is something quite new, unheard of, a shake-up for 
English literature]. 
 

He also makes two quite different European literary connections from those of the 

majority of reviewers: Wedekind and Jacobsen. He writes that Maurice 
wird erstickt wie jener Wedekindsche Doktor vom Erdgeist ... man möchte 
darin neben den Spuren des Erdgeistes in manchem noch solche Niels Lyhnes 
ahnen21 
 
[is suffocated like that Wedekind doctor in the Erdgeist ... in it one senses that, 
along with the traces of the Erdgeist, there is something of Niels Lyhne, as well, 
in many things]. 
 

This second connection is particularly interesting since it seems unlikely that he could 

have had any knowledge of Richardson’s very close connections with Niels Lyhne, and 

the similarities were apparently not evident at all to many critics or reviewers at that 

time. 

The publication of the German translation of Maurice Guest produced a second 

batch of notices and reviews in German newspapers and journals, and because they are 

dealing with a translation they raise some new issues. The work, published by S. Fischer 

Verlag of Berlin, was translated by Richardson’s brother-in-law, Otto Neustätter, and 

the whole undertaking seems to have been kept very much in the family. Probyn and 

Steele note that Robertson’s diaries show that he “took a very close interest in this 

translation: he was an expert German scholar, and there was the close family 

connection. He collaborated in its production just as Richardson herself was to do in the 

case of the French translation” (MG, p. xliv). They appear, in fact, to have considerably 

underestimated Richardson’s role in the production of the German translation. They do, 

however, make the point that it was Richardson who had requested Neustätter to 

translate the book, or have it translated, at her expense (see MG, p. xlv). While it 

appears that Robertson was responsible for revising Neustätter’s work, over a period of 

more than three years (see MG, p. xliv), there is no doubt that Richardson also oversaw 

the production of the German version in great detail. Even the typing was done in-house 

– Irene Stumpp, their German housekeeper, cook and typist, “produced a typescript of 

the complete translation” (MG, p. xliv) early in 1911 and the final typescript, after 

revision, was sent to Neustätter at the end of that year. 

                                                
20 Berliner Tageblatt, 10 February 1909. 
21 Hannoversche Kurier, 10 February 1909. 
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Otto Neustätter’s role also seems to have included negotiations in Germany: after 

the publication of Maurice Guest in England, Richardson’s sister’s letters to the former 

contained “news of how Otto was arranging reviews of Maurice Guest in the German 

press”,22 in addition to his work on the translation, and it seems that he handled at least 

some of the business negotiations with S. Fischer Verlag in Berlin. Probyn and Steele 

state that the “contract to publish with S. Fischer Verlag ... was finally settled on 3 April 

1912” (MG, p. xlv23), some three months after Neustätter had received the typescript 

from Robertson. Richardson, as well as Neustätter, corrected the first proofs which 

Robertson returned directly to Fischer (see MG, p. xlv), which again emphasises the 

close working relationship within the family. 

In her correspondence with Paul Solanges, her French translator, Richardson reveals 

a considerable interest in the practical aspects of getting a book published, and is clearly 

hoping for not only a critical success but also a commercial one. The choice of Fischer 

as a publisher may have been a joint decision made by Richardson, Robertson and 

Neustätter, but Fischer was certainly Richardson’s preferred publisher. Early in 1912 

she writes to Solanges: 
The German “M.G.” was sent to Fischer of Berlin, on Jan. 4th. I have, as I have 
already told you, not much hope of Fischer accepting the book; but I thought it 
best to give him the first chance, as he publishes most of the first-class novels 
that appear in Germany just now.24 
 

From then on, over the following three months, the sense of suspense is quite palpable 

in her regular comments to, and enquiries from Solanges. She remains tense and 

uncertain about it in further comments until she is able to write on April 5: 
I have one piece of good news to give you today, & that is Fischer has accepted 
the German M.G. & will publish in autumn. I am very pleased about this, for 
the book will have a better chance in his hands than in those of any other 
publisher I can think of, in Germany … 
There is a chance that the book may have that success in Germany it did not—
most emphatically did not—have in England.25 
 

In these last comments she expresses her hopes for a better reception of the novel on 

the Continent than in England. These hopes were probably bolstered by the favourable 

reviews it had already received in Germany and in the Mercure de France in Paris, and 

by her realisation that she wrote in a European tradition rather than an Anglo-Saxon 

one. For this reason she was very keen to have a good French translation in addition to 

the German one and, if possible, an Italian translation. She writes to Solanges in May 

                                                
22 Finding, p. 101. 
23 See also Letters, I, p. 341. 
24 Letters, I, p. 286. 
25 Letters, I, p. 341. 
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1911: “I am delighted to hear that there is a prospect of the Italian lady translating M.G. 

after all”.26 Shortly afterwards she writes that the German translation is finished: 

It would be most satisfactory if the Italian one would now join in and form a 
trio.—I really do have hopes that the book will meet with the success abroad 
which it has not found here.27 
 

Even after the Italian translation project was abandoned she writes to Solanges that the 

appearance of a French translation of Maurice Guest will “give it a new stamp” and 

“you are going to open up the continent of Europe to me. It means France, Italy, Russia 

& a good deal else besides”.28 Richardson’s hopes in this regard were not fulfilled, and 

one can only speculate on what difference further translations into European languages 

might have made with regard to the overall reception of the work. 

What is abundantly clear from Richardson’s correspondence with Solanges is the 

closeness of her supervision of both the German and the French translations. Work on 

the translations proceeded simultaneously over a good two years, from October 1910 to 

October 1912, and Richardson makes frequent comparisons between the progress of the 

two. She also makes suggestions to Solanges as to how to proceed, based on her 

experiences with Neustätter’s work on the German translation. There is ample evidence 

in the correspondence that Richardson is fully in control of the German translation. The 

thoroughness of her checking of the translation is emphasised by her comment in 

January 1912: “I follow the plan I adopted with my German translator, of going 

carefully through the work, line by line, & jotting down every point that strikes me”.29 

Likewise, with regard to proof-reading, it can be seen that nothing escaped her careful 

scrutiny, in comments such as: “I expect the proofs of the German ‘M.G.’ in this month, 

&, as I wish to read them myself, I ... shall be more than ordinarily busy”,30 “I am deep 

in proof-correcting”,31 and “Up till now, I have had to grind daily at the German 

proofs”.32 

She also throws light on some of her views on translation and its objectives. She 

writes: 
With regard to preserving an exotic flavour in the translation you are making of 
“M.G.”—well, of course, if I know that is your aim & the mark of a good 
rendering in French, a different light is thrown on the matter … The truth is, I 

                                                
26 Letters, I, p. 141. 
27 Letters, I, p. 143. 
28 Letters, I, p. 272. 
29 Letters, I, p. 295. 
30 Letters, I, p. 351. 
31 Letters, I, p. 366. 
32 Letters, I, p. 377. 
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came straight from the German version, where our aim was, absolutely to sink 
the original—as far as language and style went—in its new element.33 

 
She had earlier written to Solanges: “I am so anxious for the translation to read like a 

French original”,34 and she constantly strives to achieve a version which reads naturally, 

both linguistically and culturally. Her consciousness of linguistic differences is reflected 

in an early comment about the German translation: “It has been a difficult business, for 

English does not adapt itself very well to expression in German”.35 This concern is 

indicated again in further comments about the German version when she finds “a certain 

wooliness about the German M.G”.36 She is equally anxious, however, for as much as 

possible of her style and characterisation to be retained. She writes approvingly to 

Solanges: “As far as I can judge not a shade of my irony has been lost—& that is saying 

a good deal. Dove, too, has gone over admirably; & in the German version Dove turned 

out a great failure, I am sorry to say”.37 Later she writes to him: “I am particularly 

grateful to you for the way you have handled Louise. My German translator ... had a 

tendency towards coarsening and cheapening her”.38 

Richardson’s assessment of the quality of the German version is very volatile; she 

swings, especially during the proof-reading, from quite disparaging remarks to 

comments expressing satisfaction and approval. Little more than a week after 

complaining of the “wooliness” of the German version she writes: “I have received 

nearly the whole of the First Part of M.G. in proof ... It reads quite well”.39 Within a 

week she writes of the proofs: “The type is good & clear ... I wish I were as pleased 

with the translation. It has its very good points, but it misses that hard, compact quality 

the original certainly has; has a tendency to be wordy and woolly”.40 In the next letter 

she reports: “I am more than half way through the German Maurice now, & am feeling 

more satisfied with it”.41 Her final comments on it are noncommittal, simply expressing 

relief that the task is finished. Solanges assures her: “I believe the German M.G. will 

make a splash”.42 Richardson seems more sanguine about it when she writes to her 

Australian friend, Mary Kernot, in December: 

                                                
33 Letters, I, p. 313. 
34 Letters, I, p. 285. 
35 Letters, I, p. 61. 
36 Letters, I, p. 359. 
37 Letters, I, p. 383. 
38 Letters, I, p. 425. 
39 Letters, I, p. 364. 
40 Letters, I, p. 366. 
41 Letters, I, p. 369. 
42 Letters, I, p. 385. 
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You ask about the German M.G. Yes, he is just out, & looks very handsome 
indeed … He has had some quite good notices in the German press, but I expect 
a lot more yet; they don’t rush these things through …43 
 

Richardson kept an album containing copies of all reviews and other materials 

relating to her work. The first significant newspaper cutting in this album, concerning 

the German translation of Maurice Guest, is a copy of the publisher’s promotional piece 

for the novel. Richardson mentions this in a letter to Solanges: “Fischer sent out a very 

elaborate Waschzettel [blurb]”.44 The Waschzettel45 provides a perceptive and pertinent 

commentary on the novel, and this may well have exerted a positive influence on its 

reception in Germany. It concludes with an allusion to negative reactions to the book by 

some readers in England and America, and continues: 
Aber bei uns wird die stille Größe, die überzeugende Kraft des Werkes, diese 
bis in die feinsten Seelenwurzeln greifende Darstellungskunst ihre starke 
Wirkung unwidersprochen ausüben46 
 
[But here in Germany the quiet greatness, the persuasive power of the work, the 
skilfulness of the portrayal which delves down into the smallest roots of the 
soul, will without question exert its own strong effect]. 
 

The Waschzettel also comments very favourably on the fidelity of the translation with 

regard to Richardson’s literary style. 

Richardson’s album contains nineteen notices about and reviews of the German 

translation from newspapers and journals in Germany and one from Austria.47 The 

majority of these – thirteen48 – are very positive, while another four simply reprint the 

                                                
43 Letters, I, p. 422. 
44 Letters, I, p. 411. 
45 See Richardson’s album of presscuttings, National Library of Australia, Richardson Papers, MS 133, 
Microfilm Reel No. 22,984, Roll 23. 
46 See fn. 45. Waschzettel, Richardson Papers, MS 133, Microfilm Reel No. 22,984, Roll 23. 
47 These are: Hamburger Fremdenblatt, 20 October 1912; Börsen Kurier (Richardson spells it “Courier”), 
(Berlin) 27 October 1912, signed O. F.; Die Post (Berlin), 6 November 1912; Weser-Zeitung (Bremen), 8 
November 1912, signed Dr. Richard Elb; Hartüngsche Zeitung (Königsberg), 5 December 1912; Berliner 
Neueste Nachrichten, 7 December 1912; Hamburger Correspondent, 8 December 1912, Dr. Richard Elb; 
Neue Rundschau (Berlin), December 1912; Frankfurter Zeitung, 18 December 1912; Rheinische Musik 
und Theater-Zeitung (Cologne), 21 December 1912, signed G. T.; Norddeutsche Allgemeine Zeitung 
(Berlin), 22 December 1912; Leipziger Neueste Nachrichten, 11 January 1913, signed Dr. Franz Servaes, 
Vienna; Die Hilfe (not identified), 16 January 1913; Hannoverscher Kurier (Richardson spells it 
“Courier”), 9 March 1913; Der Tag (Berlin), 19 March 1913, signed Richard A. Bermann; Nord und Süd 
(Breslau), May 1913; Hamburger Nachrichten, 13 July 1913; Leipziger Neueste Nachrichten, 14 August 
1913; Dresdner Neueste Nachrichten, 31 October 1913, signed c. h.; Der Merker (Vienna), Heft I (Issue 
I), n.d., signed L. Andro. This last probably appeared early in 1913, as Richardson refers to receiving it in 
a letter of 12 March 1913, (Letters, I, p. 471). See National Library of Australia, Richardson Papers, MS 
133, Microfilm Reel No. 22,984, Roll 23. 
48 Of these, in two cases, two articles are known to have been written by the same reviewer: the signed 
reviews in the Weser-Zeitung (Bremen) and the Hamburger Correspondent are by the same author; and 
Richardson writes to Solanges that those in the Börsen Kurier (Berlin), signed O.F., and the Neue 
Rundschau (Berlin), unsigned, were “by the same hand” (Letters, I, p. 411) and there is sufficient internal 
evidence to support this view. 
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Waschzettel, or sections of it. Of the remaining three reviews from Germany, only one49 

is negative. The reviewer for the Berliner Neueste Nachrichten is very dismissive and 

concludes with the rhetorical question: “Was ist uns Richardson?” [What is Richardson 

to us?]. This may be contrasted with the following quotation from another review: 
Dreierlei läßt mir diesen umfangreichen Roman des in Deutschland noch wenig 
bekannten englischen Autors auch für den deutschen Leser wertvoll und 
interessant erscheinen: die Tiefgründigkeit seiner Psychologie, die plastische 
Anschaulichkeit seiner Menschen und Situationen und schließlich – als mehr 
äußerer Reiz – das Leipzig der 90er Jahre als Schauplatz von des jungen 
Maurice Guest unseliger Liebesleidenschaft50 
 
[Three things make this thick novel by the English author, who is still little 
known in Germany, seem interesting and of value for me and also for the 
German reader: the profundity of his psychology, the vivid graphicness of his 
people and situations and finally—as a more external charm—the Leipzig of 
the 90s as the scene of young Maurice Guest’s ill-fated passion]. 
 

There are many comments concerning Richardson’s description and evocation of 

the Leipzig milieu, but these will be discussed in more detail in Chapter 9 which is 

devoted to this topic. Other issues raised in the reviews include: the Englishness or 

otherwise of the novel; the naturalistic style; the length of the work; its composition; 

perceived literary sources; the quality of the psychological study; the Künstlerroman 

and the Schlüsselroman; music; abnormal behaviours; the artistic quality of the novel; 

the quality of the translation; and the reception of the work in Germany. Many of these 

matters were discussed in the German reviews of the original work, but matters such as 

the quality of the translation are of course new.  

The comments on the Englishness of the novel refer both to the style and structure 

of the novel, and to the characteristics of the figures in it, particularly Maurice himself. 

Certain critics consider breadth to be a characteristic of the English novel. One reviewer 

writes: 

Ein guter Erzähler muß breit sein dürfen, und Richardson ist ein guter Erzähler. 
Er hat das Gleichmaß und die klare Struktur des englischen Leseromans51 
 
[A good story-teller must be allowed breadth, and Richardson is a good story-
teller. He has the symmetry and the clear structure of the English serialised 
novel]. 
 

Another writes that Richardson describes the “tragic conflict” between the two main 

characters 
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mit jener epischen Breite, die für den Stil der englischen Romane 
charakteristisch ist, die aber auch die individualisierende und plastisch 
herausarbeitende Charakterschilderung der Nebenpersonen gestattet52 
 
[with that epic breadth which is characteristic of the style of English novels but 
which also allows of character description which individualises and graphically 
brings out the secondary characters]. 
 

Another writer states: 

Hier und da spürt man in der Breite der Darstellung den Engländer53 

[Here and there one senses the Englishman in the breadth of the presentation]. 

Other reviewers declare that although Maurice Guest is the work of an English 

author, it is not typical of the general run of English novels and that it treats matters 

which are of genuine interest to the German reader. One writes: 
Es werden wenig englische Romane übersetzt. Das mag an den Romanen 
liegen, die nicht immer den kontinentalen Geschmack treffen ... Aber auf 
einmal kommt ein englischer Roman, der uns nahesteht54  
 
[English novels are not often translated. That may be because the novels do not 
always appeal to Continental tastes ... But all at once an English novel comes 
along which touches us closely]. 
 

For a different reviewer, however, Maurice is a character the German reader can 

understand and sympathise with, even though he is undeniably English. He is 
gewiß ein Engländer, aber einer, dessen Herz nicht erst umständlich ins 
Deutsche übersetzt werden muß55 
 
[certainly an Englishman, but one whose heart does not first need to be 
laboriously translated into German]. 
 

For a much more reserved reviewer, however, 

die Konvention des englischen Unterhaltungsromans 

[the convention of the English light novel] 
remains “immer ein … wenig sichtbar” [always just a bit visible].56 

Another reviewer finds Maurice to be very much the Englishman: 

Guest, der so ganz Engländer ist 

[Guest, who is so completely the Englishman], 

in contrast to Louise: 

sie hat nichts englisches, sie ist schwarzhaarig und nur Trieb57 

[there is nothing English about her, she has black hair and is purely instinctual]. 
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According to this reviewer Maurice’s “männliche Anständigkeit”58 [manly decency] 

leads to his ruin. The same writer, in another review, writes in similar vein: 

Maurice geht an seinem Engländertum zu grunde. Er ist ein durch und durch 
anständiger Mensch59 
 
[Maurice perishes because of his Englishness. He is a thoroughly decent 
person]. 
 

Richardson totally rejected this view, and was disappointed in this reading of her work, 

particularly as she had a high regard for the journal in which it appeared. She wrote to 

Solanges: 

I suppose I have to be thankful for being reviewed there at all, but it is 
somewhat disheartening to hear that Maurice’s Englishness is his undoing, & 
that the whole book is a study in kindness of heart!! Misunderstanding can 
surely go no further?60 
 

Another critic, on the other hand, sees it not as an English novel at all but as a 

German one: 

Aber ist es nicht im Grunde ein deutscher Roman?61 

[But isn’t it fundamentally a German novel?], 
while another has no problem with its English authorship and writes: 

Es ist entschieden ein Buch für deutsche Leser62 

[It is unquestionably a book for German readers]. 
The reviewers are all very conscious of the provenance of the work, but it can be seen 

that they display a variety of reactions to its foreign authorship. 

The narrator’s detached and dispassionate attitude to the subject matter is referred to 

in a number of the reviews but few seek to label the style. The two who do, classify it as 

naturalism. One critic apparently considers the naturalistic style to be an English 

feature, despite the fact that naturalism, in differing forms, was very much in existence 

in Germany, France and Scandinavia in the latter part of the nineteenth century, and is 

considered to have had few exponents in English literature. He writes: 
Ganz … nach der gangbaren englischen Art, geht Richardson mit seinem 
gehäuften, oft zu sehr gehäuften Detail um63 
 
[Richardson handles his heaped up, often too heaped up detail, completely in 
accordance with the customary English style]. 
 

According to another reviewer, all sense of optimism at the end is lacking, but that 
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steht außerhalb des Programmes des Naturalismus, von dem dieser Roman 
immerhin eine etwas verspätete Nachfrucht ist64 
 
[is not in the programme of Naturalism, of which this novel is, anyway, a 
somewhat late product]. 
 

The great length of the work is alluded to by many reviewers but is also defended by 

four of them as justified, as the following examples show: 
Mehr als achthundert Seiten ... stellen eine gewaltige Arbeitsleistung des Autors 
dar und beanspruchen auch vom Leser den guten Willen zu treuem 
Sitzenbleiben und fleißiger Versenkung. Aber bald lassen wir von dieser Welt 
uns einspinnen und werden immer tiefer darin heimisch65 
 
[More than eight hundred pages ... represent a colossal output by the author and 
also demand the goodwill of the reader to sit there faithfully and be keenly 
absorbed. But soon we let this world spin its web around us and feel more and 
more deeply at home in it], 

and 
man liest und liest, fühlt etwas Behagliches und Gemächliches und wird 
mühelos in fremde Charaktere hineinversetzt: plötzlich bemerkt man, daß man 
ganz tief in sie hineingereist ist und daß sie sich mit jener Unmerklichkeit vor 
einem öffnen, die nicht mehr dem Unterhaltungs-Schriftsteller, sondern dem 
Künstler gehört66 
 
[one reads and reads, has a cosy and comfortable feeling and is effortlessly 
transported inside unknown characters: suddenly one notices that one has 
travelled quite deep inside them and that they open up before one imperceptibly 
in a way which no longer belongs to the author of light novels but to the artist]. 
 

For one reviewer, however, the novel is too long-drawn-out and he writes that, 

despite the perceived merits of the book, 

doch wird der Faden schließlich zu lang gesponnen67 

[yet the thread is after all spun out too long]. 
Comments concerning the structure or composition of the novel are generally 

favourable, but there are some exceptions. Two reviewers write, in quite glowing terms: 

dieser Roman ist in seinem starken und stolzen Bau auf so breiten Fundamenten 
errichtet, daß es einer bedächtigen und zielbewußten Meisterung bedurfte, um 
den fast überreichen Stoff durchsichtig zu gliedern, lebensvoll zu durchleuchten 
und spannend in Bewegung zu setzen. Alle drei Aufgaben sind diesem 
Engländer geglückt68 
 
[this novel, with its strong and impressive construction, is established on such 
broad foundations that it called for a degree of thoughtful and purposeful 
mastery to organise the almost too abundant material lucidly, to illuminate it 
vividly and set it in motion in an interesting way. This Englishman has been 
successful in all three tasks], 
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and 
Der Vorwurf ist kühn, kraftvoll, großgedacht. Die Komposition unbeirrbar klar 
bis zur Durchsichtigkeit. Die künstlerische Anordnung des reichen Stoffes läßt 
weder Geschicklichkeit, noch Klugheit vermissen69 
 
[The theme is bold, powerful, ambitious, the composition unwaveringly clear to 
the point of transparency. The artistic arrangement of the wealth of material is 
not lacking in either skilfulness or intelligence]. 
 

In one review, however, the writer apparently feels that greater attention should 

have been paid to the subsidiary figures, and that this is a fault in its construction. 
Schießlich mußten in einem derart gestalteten Buch auch die Liebeskämpfe der 
Nebenfiguren noch durchsichtiger geführt und konsequenter um das 
Hauptthema organisiert sein70 
 
[After all, in a book structured in that way the love struggles of the secondary 
figures should also have been handled more clearly and organised more 
consistently around the main theme]. 
 

The reviewers of the translation tend not to dwell on perceived sources for the 

novel, but they do make comparisons once again with French and Russian writers, and, 

in one case, unspecified German works. One writer states that in view of this novel 

Richardson’s name impresses him as one to be remembered 

als eines Nachfolgers von Thackerey, eines Schülers von Zola und Tolstoi71 

[as of a successor to Thackeray, a pupil of Zola and Tolstoy]. 

He also finds that Maurice Guest has 
nach Art und Naturell manches gemeinsam mit vielen Helden deutscher und 
auch russischer Romane72 
 
[by nature and disposition a number of things in common with many heroes of 
German and also Russian novels]. 
 

Another writes: 
Im übrigen hat sich der Autor zweifellos an den großen russischen Mustern 
erzogen73 
 
[Furthermore the author has undoubtedly been brought up on the great Russian 
models]. 
 

A comparison not made by any other German reviewer is the following: 
Aber diese beiden Figuren haben das Typische, das bildhaft Menschliche, das 
einem anderen tragischen Liebespaar anhaftet, Manon Lescaut und ihrem 
Chevalier74 
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[But these two figures have the typical, the vividly human quality associated 
with another tragic pair of lovers, Manon Lescaut and her cavalier]. 
 

There are indeed similarities in the nature of the relationships between the pairs of 

lovers, despite the very different outcomes of the stories, and even if Richardson had 

not read the Abbé Prévost, she may well have known Puccini’s opera based on his 

work. 

There is no lack of admiration for Richardson’s description and treatment of the 

psychological development of the two main protagonists. All the major reviews allude 

to the power and moving quality of this aspect of the novel, as the following examples 

show: 
Es fehlt keineswegs an Schärfe der Beobachtung und an wohlerkanntem 
Material zur psychologischen Erkenntnis75  
 
[There is no lack of keenness of observation and of well recognised material for 
psychological insight]; 
 
Als tiefgründige Seelenanalyse, als ein erschütterndes Lebensbild voll 
dichterischer Kraft und Wahrheit kann Richardsons Werk auf kein 
empfängliches Gemüt seine nachhaltige Wirkung verfehlen76 
 
[As a profound analysis of the soul, as a shattering depiction of life filled with 
poetic power and truth, Richardson’s work cannot fail to have a lasting effect 
on a receptive mind]; 
 
In der Darstellung dieser Leidenschaft mit ... ihrem kurzen reinen Glück und all 
der darauf folgenden Marter, Pein, Verzweiflung und Selbstzerstörung hat der 
Dichter ein seelisches Gemälde geschaffen, wie wir ihrer in der modernen 
Literatur nicht viele besitzen77 
 
[In the portrayal of this passion with ... its brief, sheer happiness and all the 
following torment, suffering, despair and self-destruction, the author has 
created a psychological picture of a type of which we possess few examples in 
modern literature]. 
 

The role played in Maurice Guest by musicians and music, and the all-pervasive 

atmosphere of artistic creativity in Leipzig, naturally leads to discussion of the 

Künstlerroman. The one, generally hostile, reviewer writes: 
Das Leben der werdenden und mißlungenen Künstler aus aller Welt in Leipzig 
schildert Richardson mit der breiten Behaglichkeit eigenen Erlebens78 
 
[Richardson describes the life of the future successful and unsuccessful artists in 
Leipzig, from all over the world, with the wide-ranging ease of personal 
experience]. 
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Another writer refers to Maurice Guest as a “Künstler-Lebens-Roman der Gegenwart”79 

[contemporary novel of the artist’s life]. Yet another reviewer notes that what appears to 

be a relatively predictable Künstlerroman takes an unexpected new direction, and states 

that: 
aus dem Künstlerroman, den man zunächst zu lesen meint, rasch ein 
ausschließlicher Liebesroman wird80 
 
[the Künstlerroman that one at first thinks one is reading quickly turns into a 
book which is exclusively a love story]. 
 

Finally, one reviewer puts a different twist on the novel when he writes, rather 

ironically: 
Man kann wohl sagen, hier stirbt ein Brite an der Kunst, die nicht in seinem 
Blute ist81 
 
[One can rightly say, here a Briton dies of the art which is not in his blood]. 

The issue of the Künstlerroman is further developed in the following chapter. 

There are differences of opinion, however, as to whether or not Maurice Guest can 

be called a Schlüsselroman [roman à clef]. One reviewer finds that in the descriptions of 

the musical personalities of Leipzig, 

gewiß ließen sich hinter einzelnen Figuren die lebenden Modelle erraten82 

[certainly the living models behind individual characters could be discerned], 

and another that: 

Für den mit den damaligen Verhältnissen vertrauten Leser ist es leicht, in den 
Gestalten des Romans die lebendigen Originale wiederzuerkennen: sie sind 
porträtgetreu und ergötzlich genug gezeichnet83 
 
[For the reader who is familiar with the circumstances at that time it is easy to 
recognise the living originals in the characters in the novel: they are faithful 
portraits and are drawn delightfully enough]. 
 

Yet another reviewer, however, considers that the book “ist aber wohl kaum ein 

Schlüsselroman”84 [is however scarcely a roman à clef]. 

On the whole, the German reviewers seem to take it as a given that Leipzig and 

music go together, so that, rather than commenting specifically on the musical aspects 

of the novel, they instead couch parts of their reviews in musical terms, such as: 
Das bewegende Problem darin läßt eine ganze Seelensymphonie erklingen und 
weitertönen, deren führende Melodien schmerzlichste Vernichtungskraft 
auslösen85 
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[The moving problem in it causes a whole emotional and psychological 
symphony to resound and re-echo, while its leading melodies trigger an 
extremely painful destructive force]. 
 

Another example is:  
trotz des barocken und grausamen Schlusses, der sich der Erzählung äußerlich 
angliedert wie einer erschütternden Musik eine höhnische Coda86 
 
[in spite of the baroque and terrible conclusion which is attached to the end of 
the narrative like a mocking coda to a shattering piece of music].87 
 

However, at least one reviewer comments on the depth and accuracy of Richardson’s 

knowledge of music and the Leipzig musical environment: 

Richardson erweist sich als ein in alle Intimitäten des Musiklebens 
eingeweihter Kenner, er spricht über alle musikalischen Dinge mit 
fachmännischer Vertrautheit88 

 
[Richardson shows himself to be an initiate with regard to all the intimate 
details of musical life; he speaks about all musical matters with the familiarity 
of an expert]. 
 

In strong contrast to the many English language reviews which use terms such as 

depravity, sordidness, unpleasantness, an unhealthy tone, and so on, which relate to both 

the subject matter of the novel and some of its characters, German reviewers do not 

appear to see the behaviour of the protagonists and the student circle in such a moral 

light. Only one reviewer, stressing the breadth of Richardson’s depiction of the student 

environment includes a reference to “abnormality” in the comment: 
Mit breitem Pinsel malt Richardson ein ganzes kunterbuntes Gewirr von 
Leidenschaften, in dem es nicht einmal an seltsamen Abnormalitäten fehlt89 

 
[With a broad brush Richardson paints a whole motley confusion of passions in 
which not even strange abnormalities are missing]. 
 

On the other hand the musician Schilsky is described by German reviewers in harsh 

terms: words used by at least eight commentators include Lump [rogue]; Nicht-

Gentleman [ungentlemanly person]; brutal [brutal]; roh [rough]; treulos [faithless]; 

vertrottelt [goofy]; verlottert [gone to the dogs]; verkommen [depraved]; and he is 

accused of having keine Grundsätze [no principles]. 
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With regard to the quality of the translation, the reviewers are generally 

complimentary. One refers to it, in passing, as “eine gut übertragene Dichtung”90 [a well 

translated literary work]. Another is more effusive, describing the work as: 
so gut übertragen, daß man den Glauben an die deutschen Übersetzungen 
wiedergewinnen könnte91 
 
[so well rendered that one could regain one’s faith in German translations]. 
 

A third refers to it as: 

die etwas wortreiche, aber flüssige Übersetzung aus dem englischen Original92 

[the somewhat wordy but fluent translation from the English original]. 

The reference to “wordy” may perhaps apply equally to the novel and to the translation, 

but possibly provides some justification for Richardson’s complaints that Neustätter’s 

work was “wordy and woolly”. Given Richardson’s detailed supervision of the whole 

process of translation, one may wonder if much of the fluency was not due to her 

supervision. These comments are in strong contrast to Richardson’s statement in 1940 

that Fischer had published it “in a particularly wooden translation”,93 and in contrast, 

too, to the feelings she had expressed about the translation when it was finished. Her 

assessment of it at the later date was probably largely coloured by the knowledge that 

the book had been a commercial failure in Germany. 

Comments concerning the reception of the novel in Germany suggest that the 

reviewers have heard or read that it had received a mixed or less than enthusiastic 

reception in the Anglo-Saxon world from some commentators. All draw the contrast 

between its expected or hoped for reception in Germany and its reputed reception in 

England and abroad, and most express the opinion that it will be better understood and 

accepted in their country. One comments simply that the book 
soll in der Heimat des Verfassers nicht sehr gebilligt worden sein, und so 
erhofft man hier größeres Verständnis94 
 
[is said not to have been much approved of in the author’s homeland, and so 
one hopes for greater comprehension here]. 
 

Here, clearly, this reviewer, like all the others, assumes that the author is an 

Englishman. 

Another reviewer sees the work as presenting a particular view of the English 

character, from which the non-Anglo-Saxon reader can learn: 
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Vielleicht hält man „Maurice Guest“ in England für anstößig, denn es ist 
Tatsache, daß Maurice – übrigens in Leipzig, dessen Musikerkreise den 
Schauplatz abgeben – eine Geliebte bekommt, die er nicht heiraten kann, weil 
sie es nicht mag. 
Außerhalb Englands dagegen wird man eher eine gewisse Abrechnung mit 
englischer Seelenverfassung als Moral des Romanes betrachten95 
 
[Perhaps in England they consider “Maurice Guest” offensive, for it is a fact 
that Maurice – in Leipzig, moreover, where its musical circles provide the 
scene of the action – gets a mistress whom he cannot marry, because she does 
not want that. 
Outside of England, on the other hand, people will be more inclined to regard 
the moral of the novel as being a certain calling to account of the English state 
of mind]. 
 

This is an interpretation that Richardson rejected. Yet another reviewer gives his 

opinion of the situation as follows: 
Man sollte meinen, daß dieses englische, eigentlich urenglische Buch in 
Deutschland verschlungen und in England nicht verstanden werden wird96 
 
[One would think that this English, actually ultra-English book, will be 
devoured in Germany and not understood in England]. 

 
Finally, many reviewers comment on how they see the novel as a work of art. The 

fact that the critics use words such as “artist”, “art”, “artistic”, and “work of art’” in 

their reviews indicates that they accept that the novel is intended as a serious work of 

literature. Some reviewers are unstinting in their praise and the majority of them find 

artistry in at least some aspect of the work. One writes: 

Richardson schildert den tragischen Konflikt mit bewunderungswürdiger 
psychologischer Feinheit, mit dem Geist des überlegen gestaltenden Künstlers97 
 
[Richardson describes the tragic conflict with admirable psychological delicacy, 
with the mind of an artist who gives it artistic form in a superior fashion]. 
 

Another states: 
dies alles ist mit einer in die Tiefen menschlicher Seele dringenden Kunst und 
Klarheit geschildert, die zur Bewunderung … zwingt98 
 
[all this is described with an artistry and clarity which penetrates the depths of 
the human soul and which compels one’s admiration …]. 
 

Others call the novel “eine selbständige künstleriche Arbeit”99 [an independent artistic 

work] or state that the milieu is “mit lebendiger Kunst porträtiert”100 [depicted with 

lively artistry], and one comments: 
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Im Genusse eines so reinen, so menschlichen Kunstwerks ...101 

[In the enjoyment of such a pure, such a human work of art ...]. 
There are, however, one or two dissenting voices, such as the one who writes that the 

novel is 

nicht ein vollendeter künstlerischer Organismus ... sondern „nur ein Roman“102 

[not a perfected artistic organism ... but “only a novel”] 

and adds that the carefully depicted characters fail to become lasting symbols of human 

suffering: 

sie bleiben ein wenig ‚Figuren‘, die eine Hand … lenkt103 

[they tend to remain manipulated “figures”]. 

According to this critic, hero and author lack genius. Another reviewer is somewhat 

critical of Richardson’s mode of expression: 

Die Diktion ist nicht immer fließend und quellfrisch104 

[The style is not always fluent and sparkling fresh]. 

For at least one reviewer, however, the novel is not just a work of art, but one which has 

a more special quality: 

In der Realistik der Darstellung den besten modernen Romanen ebenbürtig, 
lebensvoll, spannend und ergreifend, läßt dieser Roman einen Eindruck von 
Größe zurück105 
 
[In the realism of its depiction equal to the best modern novels, full of life, 
fascinating and gripping, this novel leaves one with an impression of greatness]. 
 

Another critic remarks: 
Als erschütterndes Lebensbild von dichterischer Kraft und Wahrheit muß 
Richardsons Werk ... dauernd in Erinnerung bleiben106 
 
[Richardson’s work must be remembered forever as a shattering picture of life 
full of poetic power and truth]. 
 

It is evident from the general tone of the great majority of these articles that the German 

reviewers consider it to be a serious work of art. 

The author of a review in Vienna’s Der Merker, L. Andro,107 expresses 

astonishment, as do many others, that the novel is the work of an Englishman. The 

opening words are: 
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Sonderbar genug, daß ein Engländer kommen mußte, um uns den Roman der 
deutschen Musikstadt zu schreiben. Merkwürdig, daß kein deutscher 
Schriftsteller auf die Idee gekommen ist, das Leben an einem Konservatorium 
zu schildern108 
 
[It is strange enough that an Englishman had to come along to write the novel 
of the German musical city for us. Curious, that no German author has hit on 
the idea of describing life at a conservatorium]. 
 

Andro also appears to be the first commentator who makes a connection between 

Maurice Guest and the work of Goethe, albeit misquoting the latter. She writes: 
Maurice Guest – der Name ist wohl ein Symbol für ,einen tauben Gast auf der 
dunklen Erde‘109 
 
[Maurice Guest – the name is no doubt a symbol for “a deaf guest on the dark 
earth”]. 
 

(Goethe, of course, wrote “ein trüber Gast” [a sad guest], but the error may be a purely 

typographical one.) The suggestion of a symbol is appropriate. Maurice, the young man 

who is never quite in tune with those around him, does indeed become a sad figure in a 

dark, gloomy, wintry world, and remains no more than a passing figure in the lives of 

others. The first stanza of Goethe’s poem, Selige Sehnsucht [Blissful Yearning] contains 

the lines: 
Das Lebend’ge will ich preisen  [I wish to praise the living thing 
Das nach Flammentod sich sehnet. That longs for death in flames]. 

Then, in contrast to the initial image of the moth, the last stanza reads: 
Und so lang du das nicht hast,  [And so long as you do not understand 
Dieses: Stirb und werde!  This: Die and become! 
Bist du nur ein trüber Gast  You are only a sad guest 
Auf der dunklen Erde.   On the dark earth]. 

 
Maurice, the dreamer, arrives in Leipzig filled with an undefined longing. He is drawn 

to Louise as the moth is drawn to the destructive flame, and perishes. His death, 

however, arises not from the fulfilment and consummation of his passionate desires, but 

from his risking all, and losing. He does not die and become transformed; he is the 

transient guest who leaves quietly and sadly, almost unnoticed. 

The review concludes on a very encouraging note: 

Nicht viele neuere Romane gibt es, bei denen man das Gefühl hat, wie bei 
diesem: er  m u ß t e  geschrieben werden110 
 
[There are not many recent novels about which one feels as one does with this 
one: it had to be written]. 
 

                                                
108 Der Merker, (Vienna), Heft I, n d. 
109 Der Merker, Heft I, n. d. 
110 Der Merker, Heft I, n. d. 
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Finally it should be noted that a number of unmistakeably German aspects of the 

novel are not mentioned in the German reviews at all, or are touched on only very 

lightly. Discussion of the musical aspects of the work does not include any mention of 

Wagner or the use Richardson makes of his music in the novel, in particular of Tristan 

and Isolde and the Liebestod [love-death] motif, or of Richard Strauss, despite the 

evident allusions to his work, again, in particular, in Schilsky’s composition named 

Zarathustra. Only the review in the Münchner Neueste Nachrichten alludes to 

Nietzsche, obliquely, and there is no mention of Otto Weininger or the musical 

composition in the novel named Über die letzten Dinge. Only the very first review, in 

the Leipziger Neueste Nachrichten of 1908, suggests in a general way that modern 

philosophical and artistic ideas and trends are incorporated into Richardson’s work. 

Intellectual aspects of the work, though of clear Germanic origins, are not identified or 

discussed in these reviews. 

Richardson’s reaction to the reviews from both readerships was cautious. Of all the 

English reviews of Maurice Guest she really liked only the one written by Masefield: 

“the best English review of ‘M.G.’ ... by a lyric poet (who is also novelist & dramatist), 

as you will no doubt guess, from its lyric tone”,111 as she wrote to Solanges. She also 

described Masefield as “an ardent admirer of M.G.—wrote the most eulogistic notice of 

it that appeared in the English press”.112 She was in general dismissive of the early 

reviews she received in America: “the jeering & contemptuous notices the book 

received in the American press! ... they are ... an illuminating comment on the present 

state of literature in America”,113 but she concedes that from 1917 on “single American 

voices were raised in Maurice Guest’s defence”.114 She was thus reasonably gratified by 

the German reviews of the English version, as well as of the translation, when they 

appeared, as already shown in letters to Solanges and to Mary Kernot. Nonetheless she 

remains wary. To the latter she again wrote some five months later: “The German M. 

has had very good notices”.115 To the former she also wrote, in December: 
... I can’t say that any illuminating criticism of the book has appeared over there 
... There have really only been three reviews so far. One in a Bremen paper, 
which was quite friendly, but considered Maurice himself a weakling; Two in 
Berlin. Both of these written by the same hand! The first in the Berliner Börsen 

                                                
111 Letters, I, p. 152. 
112 Letters, I, p. 448. 
113 Letters, I, p. 152. 
114 “Notes”, p. 11. 
115 Letters, I, p. 508. 
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Courier is much warmer than the second, which appeared in the Neue deutsche 
Rundschau, the most modern organ in Germany.116 
 

She then offers to send him copies of the reviews, and selects for him the ones she liked 

best and considered worthwhile. The first two she sent him were the one by Masefield 

and the one in the Münchner Neueste Nachrichten. The latter she described as: “the best 

notice that appeared anywhere of ‘M.G.’”.117 When Solanges responded, somewhat 

critically, that the reviewer “has understood the general value and misunderstood the 

specific values”, she adopted, as so often in the face of an implied criticism, a 

dismissive tone which nonetheless reveals an attempt to defend her attachment to that 

complimentary review: “... it was the best I had, &, as you have discovered, of no great 

worth. But then, one cannot expect the daily, or even the weekly, press to go into detail 

in their criticism of fiction”.118 It seems highly improbable, given her extreme 

sensitivity to criticism, that she would have taken the trouble to send it to Solanges, and 

with such a recommendation, if she had not valued it. Solanges’s quite lengthy response 

to the Masefield article was also tempered by some reservations: 

it is the article of a man who has almost completely understood your work and 
your art. He has fallen into the error you pointed out to me, giving the 
characters a rank that is not theirs, and in so doing he has fallen into the error 
that he reproaches his colleagues with ... he did not see that Maurice is the only 
character whose psychology is developed to the ultimate degree. How did he 
not feel the immense interest of this being who lives beside life and goes 
logically on to this denouement that the critic finds natural, but which is only so 
because Maurice can no longer live in real life when he sees that everything in 
the world created by his imagination is sham. The other characters are alive, but 
they are not analysed, or at least very little.119 
 

In her reply to Solanges, Richardson writes: 

the readers of M.G. have been divided into two very distinct classes ... 
‘Mauricians’ & ‘Louiseanes.’ In the former, only Maurice exists, for the latter, 
only Louise. The first named are undoubtedly the truest understanders of my 
meaning; but the Louise-lovers are pre-dominant—in England at least; for 
Maurice is of a type they have never taken kindly to here.120 

 
The other reviews of the translation that she names in her correspondence, and 

apparently liked, are those in: Leipziger Neueste Nachrichten, 11 January 1913, Der 

Merker (Vienna), Issue I, Hamburger Nachrichten, 13 July 1913 and the Leipziger 

Neueste Nachrichten, 14 August 1913. On 16 January 1913 Richardson writes to 

                                                
116 Letters, I, p. 411. Here Richardson uses the title of the journal as it was from 1894 to 1903, but it was 
renamed the Neue Rundschau from 1904 on. 
117 Letters, I, p. 143. 
118 Letters, I, p. 173. 
119 Letters, I, p. 156. 
120 Letters, I, p. 167. 
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Solanges: “I must announce a very good review of M.G. in a Leipzig Paper!”121 and 

later that month writes that she will send him a translation of it.122 After seeing the 

review in Der Merker she wrote: “Another good notice of M.G. came to me from 

Vienna: I think the book is slowly finding its way in Germany”.123 On 18 July she again 

writes to Solanges: 
I must quote to you the concluding words of a review that appeared last week in 
the Hamburger Nachrichten. You will know why. “In the realism of the 
presentation, it is on a level with the best modern novels; it is full of life, 
interesting and touching, & leaves behind it an impression of greatness, in spite 
of its baroque & cruel ending which is joined on to the rest of the book like a 
cynical coda to a tragic piece of music”124 [Richardson’s emphasis]. 
 

She emphasises the last lines because Solanges wished to omit the final section in his 

translation, arguing that the novel should end with Maurice’s death. She was against the 

idea, but is here playfully pointing out to him that one critic, at least, seemed to share 

his opinion. The article in the Leipziger Neueste Nachrichten of August 1913 that she 

mentions refers to a small section of an article which reviews a number of very general 

books written about Leipzig, not just literary works, and it describes Maurice Guest in 

glowing terms: 
Als Krone über allem ... schwebt Henry Handel Richardsons „Maurice Guest“. 
Hier, hier ist der Beweis gegeben, das der Genius Leipzig selbst durch ein 
fremdes Auge sich Gestalt schafft125 
 
[Henry Handel Richardson’s “Maurice Guest” soars .... as the crown above all. 
Here, here is the proof that the genius of Leipzig itself is given form through a 
foreign eye]. 
 

This is praise from a German reviewer of which she might justly have been proud, for it 

is written not only by a German but by someone who holds Leipzig very dear. But it is 

also clear that this writer is not praising simply the evocation of the city and its life but 

that, in his view, the novel portrays humanity. He writes: 

Das Menschliche muß sieghaft bleiben. Im „Guest“ ist ein zuckendes Herz126 

[The human element remain triumphant. In “Guest” there is a beating heart]. 

Richardson’s allusion to this notice reveals nothing of her reactions to it – she writes 

only: “Another little notice of M.G. has just come to hand from Leipzig—and, while in 

Germany, I heard some pleasant remarks about the book. I hope it is selling”.127 She 

                                                
121 Letters, I, p. 439. 
122 See Letters, I, p. 447. 
123 Letters, I, p. 471. 
124 Letters, I, p. 518. 
125 Leipziger Neueste Nachrichten, 14 August 1913. 
126 Leipziger Neueste Nachrichten, 14 August 1913. 
127 Letters, I, p. 538. 
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does, in fact, make a comment earlier to Solanges about the reception of the book in 

Germany: “The German reception of the book has been good, though not by any means 

overwhelming or universal—so far only a few single voices have spoken”.128 In the end 

Richardson sent Solanges “six or seven German notices”129 which she had translated for 

him. The day before his final, short illness he wrote that he had received them and 

would read them,130 but death almost certainly intervened. 

In general, Richardson must have appreciated the better notices her work received in 

Germany, but nevertheless the German version failed to sell. Richardson states that “it 

was a failure”,131 and Clark comments that it was “a commercial failure, even though it 

was a critical success and reviewers had predicted the novel would appeal more to 

readers in Germany than in England”.132 This belief, expressed in a number of the 

German reviews, that the novel would be better understood in Germany than England, 

serves to underscore the differences of opinion between the German reviewers and the 

English-speaking ones. Although some English reviewers recognised that the novel was 

written in the Continental rather than the English tradition, none went so far as to 

suggest that it would be better understood in Germany! Another noticeable difference 

between the English language and the German reviews is the German acceptance of the 

subject matter of the novel, and while some found it a little too depressing, none 

described it as sordid, immoral or depraved. English reviewers on the other hand, even 

those who praised many of its qualities, tended to cavil at the content. Richardson 

herself lists terms used by English critics to describe it: “Morbid, depressing, dull, 

verbose, degraded, coarse, erotic and neurotic were some of the adjectives applied to 

this book”.133 She draws the conclusion that it was too European for English readers. 

The German reviewers recognised and appreciated the accuracy and the liveliness of 

the depiction of the milieu, but concentrated above all on the two main characters and 

on the fine and detailed psychological study Richardson undertakes. Secondary 

characters are usually described as lively and well-drawn but are rarely even named, let 

alone examined. Most critics see Maurice as a likeable innocent, with little chance of 

success in music, and the majority describe Louise in negative to very negative terms. 

                                                
128 Letters, I, p. 476. 
129 Letters, I, p. 585. These may well be the translations of reviews mentioned by Green p. 545. She 
writes; “These seem to have been translated by Richardson herself for her French translator. Some of 
these, written by highly educated Germans, place ‘Mr Richardson’ in the front rank of modern writers, 
praising ‘his’ understanding of Germans, the fineness of ‘his’ psychology and the descriptive power 
which penetrates to the ‘roots of the soul’, reminiscent of Dostoyevski”. 
130 See Letters, I, p. 589. 
131 “Notes”, p. 11. 
132 Finding, p. 70. 
133 “Notes”, p. 11. 
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Only one suggests that Louise is the main character. As Richardson pointed out to 

Solanges, English readers were almost evenly divided on this last point. English 

language reviews, in contrast to the German ones, tend to concentrate more on the story 

and its unpleasant nature, and find that the psychological examination gives the work an 

unusual French or Russian flavour. English language reviewers were much more 

grudging with their praise or even acceptance of the novel and, as Clark remarks, 

A number of the longer reviews were contradictory and confused, giving the 
impression that even some of the better informed critics experienced difficulty 
in coming to terms with a book that offered something quite alien and 
challenging.134 
 

The Anglo-Saxon response was, on the whole, more varied. In 1940 Richardson 

reviewed the book’s reception and wrote that “in 1918 letters began to come to me from 

the trenches, from young men to whom the book had found its way, in old and tattered 

copies ... This was the book’s real awakening”.135 This, she said, led to the issuing of a 

third impression in 1922, and “ever since, the old book has kept up a small but steady 

sale”.136 

                                                
134 Finding, p. 65. 
135 “Notes”, p. 11. 
136 “Notes”, p. 12. 
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CHAPTER EIGHT 

 
Maurice Guest and the Künstlerroman 

 
 
The English language reviews of Maurice Guest, which note the power and 

absorbing quality of the narration, show a great variety of reactions to the novel.1 A 

range of comments raise the issues of genre and theme. They include: “an atmospheric 

resemblance to Evelyn Innes and an intensely autobiographical quality” (see MG, p. 

lvi); comments which suggest that it was “generically a musical novel in the tradition of 

Rolland’s Jean Christophe” (MG, p. lvii); that it was a novel about “a failed (musical) 

genius” (MG, p. lix); mention of the “strong vein of rollicking fun and hilarity” (MG, p. 

lxi); the great length of the novel; reference to events in the novel which had “only a 

pathological interest” (MG, p. lvi); the “moral depravity of its subject, its 

‘unpleasantness’ and its sordid content” (MG, p. lvii); the unhealthy tone of it, and the 

“neurotic psychology” which formed its subject; its “cleverness”, which could 

contribute to its failure to receive its due recognition; and “the very strong, but 

sometimes sordid and absorbing” story (MG, p. lxii). In these reviews there is generally 

only passing reference to the German setting of the novel and little suggestion, other 

than what may perhaps be meant by allusions to its “cleverness”, that this aspect of the 

work might have any deeper significance, and there is no mention of German literary 

traditions. 

What type of novel is it and what constitutes its principal theme? Clearly, it can be 

seen from the preceding comments that it is different things for different readers. The 

novel has been variously described as a novel about student life, a musical novel, a love 

story, a novel about a pathologically obsessive passion, a psychological novel, a novel 

about a failed artist, and a study of the artistic temperament or the nature of genius. 

Richardson herself acknowledged that she changed her purpose as she worked on it: 

“My first plan had been hardly more than that of pinning the happy Leipzig days to 

paper. But other forces were at work; and very soon the characters involved in the tragic 

love story had it their own way”.2 For whatever reason, the emphasis changed as she 

wrote and thus it seems that none of the above descriptions is inaccurate but none is 

complete. 

                                                
1 See Clive Probyn and Bruce Steele, “Introduction” to MG, pp. lvi-lxvii, for a discussion of the reception 
and criticism of the novel. 
2 “Notes”, p. 9. 
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The aspect of student life fades as the story progresses but never disappears entirely. 

The careers of Madeleine and Dove remind us finally of the reason for their all being in 

Leipzig. Their success contrasts with the fates of Maurice, Krafft and others. J. G. 

Robertson states that Maurice Guest is not a musical novel “in the accepted sense”3 yet 

the musical element goes well beyond the mere description of music study in Leipzig. 

Green, and Probyn and Steele, present convincing analyses of the role of music in 

Maurice Guest and strong arguments concerning the novel’s intrinsic musical nature.4 

As a love story it begins as a tale of an unrequited passion which then turns into a 

blissful idyll between Maurice and Louise before a relentless disintegration of the 

relationship sets in and the notion of love itself is questioned. The subsidiary love 

relationships are unfulfilled or remain uncertain – Madeleine’s relationship with 

Maurice, Ephie’s with Schilsky, Krafft’s with Schilsky, and Dove’s various attempts at 

finding a wife, for example. Destructive, obsessive passion is an undeniable element in 

the story yet the main object of it, Louise, is scarcely seen until the second half of the 

novel. This aspect is developed only in the latter part of the work. There are other 

obsessive passions, however – Louise’s for Schilsky, Johanna’s for Ephie, Avery Hill’s 

for Krafft, all of which are destructive in their various ways. 

The designation of Maurice Guest as a psychological novel is well justified, since it 

constitutes an expansion of the notion of the study of obsessive passions. Richardson 

displays an intense interest in how her characters react to situations and events, and this 

interest extends even to relatively minor characters, such as Schwarz, for example, in 

his reaction to the threat of a new competitor in his teaching field and consequently his 

reception of Maurice during the latter’s ill-judged visit to his home, which is in marked 

contrast to the teacher’s kindness to Fürst and Madeleine. 

Finally there is the theme of the failed artist. This was apparently an early idea for 

the novel but Robertson claims that this conception “has been dwarfed almost into 

insignificance”5 by the overwhelming passions of the love story.6 The theme of the 

failed artist nevertheless provides a recognisable framework for the structure of the 
                                                
3 Robertson, in MWY, p. 155 
4 See Green, pp. 161-218; and MG, pp. lii-lvi. 
5 Robertson, in MWY, p. 154. 
6 Robertson deals with almost every one of the themes suggested above and concludes: “For those who 
like to draw ‘morals’ from books, the moral of Maurice Guest is that, for young people who, without 
abundant talent, endeavour to acquire the art, it spells destruction. Maurice Guest is a book about an 
overwhelming passion in all its psychological aspects and vagaries. And love is here no thing of abiding 
happiness, no beneficent gift of the gods, but a veritable Pandora’s box: no conciliator and harmoniser, 
but the enemy of man’s peace of soul”. Robertson, in MWY, p. 155. It must, however, be remembered that 
Robertson wrote this article some twenty years after the publication of Maurice Guest and it is difficult to 
know how much of this is an initial reaction to the novel and how much is written in response to ideas 
suggested over time in reviews and critical articles. 
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novel which can also encompass the theme of the study of the nature of the artist or of 

artistic genius. The protagonist is a young man who shows talent as a pianist and enrols 

at the conservatorium in Leipzig in pursuit of his ambition to become a concert pianist 

and perhaps also a conductor. He is initially determined to dedicate himself steadfastly 

to his music but he fails to do so and does not achieve his goal. 

Reviewers of Maurice Guest are divided in their views as to the genre to which the 

novel belongs but, unlike Martin’s reviewers, make little comment concerning its form, 

apart from mention of its unusual length. Ackland, however, describes it as “a book 

which subverted one of the most venerable traditions of the novel – that of the 

Bildungsroman or novel of education”.7 He comments that the “opening pages ... bear 

the hallmarks of a typical Bildungsroman”8 and he outlines the reader’s expectations of 

the genre, culminating in the protagonist’s achievement of self-knowledge and social 

integration. However, since this is a novel about a musician, it can be seen to be a 

Künstlerroman (artist-novel). As the names indicate, both genres have been particularly 

cultivated in German-speaking countries. Ackland sees the Künstlerroman as a 

specialised sub-genre of the Bildungsroman, “concerned specifically with the life and 

formative influences of an artist”9 but finds that Maurice Guest 
disappoints the usual expectations raised by the genre ... Maurice never 
develops into a fully fledged artist figure, nor does he achieve maturity, inner 
harmony or success. More importantly, he is often eclipsed as the main focal 
point of psychological interest by female protagonists, as gender issues 
gradually challenge the novel’s ostensible focus on artistic concerns.10 
 

The issues of “subversion” of the tradition of the Bildungsroman and of disappointing 

the “usual expectations raised by the genre” are, however, open to question. 

The German conception of the Künstlerroman, unlike that of the Bildungsroman, 

appears imprecise, with few clearly defined characteristics. The genre also displays 

different emphases in different literary periods. Gero von Wilpert describes it as: 

“Erzählung um die Schicksale eines Künstlers” [narrative concerning the fate(s) of an 

artist], which has developed parallel to the artist drama [Künstlerdrama], and which 

“erfaßt … die künstlerische Entfaltung im Lebenslauf”11 [records the artistic 

development over life]. He relates the Künstlerroman to the Entwicklungsroman [novel 

of development] rather than to the Bildungsroman [novel of formation], although he 

                                                
7 Ackland, HHR, p. 12. 
8 Ackland, HHR, p. 12. 
9 Ackland, HHR, p. 13. 
10 Ackland, HHR, p. 13. 
11 Gero von Wilpert, Sachwörterbuch der Literatur, 4., verbesserte und erweiterte Auflage. Kröners 
Taschenausgabe Band 231 (Stuttgart: Alfred Kröner Verlag, 1964), p. 362. 
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concedes that the boundaries between the two latter forms are fluid and that both may 

even be combined in the one work. 

The Künstlerroman is essentially a novel about an artist, historical or fictional, but 

importantly, in the German tradition, the genre includes narratives of both success and 

failure on the part of the artist. Stories of failure may even predominate. The Oxford 

Companion to German Literature describes the Künstlerroman as a novel which has 

“an artist (in any branch of creative art) as the central character”.12 It also states that 

“the rise of the genre, which is a conspicuous feature of German literature, coincides 

with the high estimation of the artist and the man of genius since the late 18th c.”.13 The 

Bildungsroman has clearly defined characteristics, which distinguish it, strictly 

speaking, from both the Entwicklungsroman [novel of development] and the 

Erziehungsroman [novel of education], and these are not found in Maurice Guest, since 

Maurice does not achieve inner harmony and become a happy, well-integrated member 

of society. It is clear, therefore, that Maurice Guest does not belong to the genre of the 

Bildungsroman. It conforms much more closely to the tradition of the Künstlerroman 

and in many respects meets the expectations of this genre, even though other themes are 

also important and after a time the artist focus fades into the background. 

One of Ackland’s points concerns Maurice’s failure as an artist. The above 

definitions make it quite clear that, in the German tradition, at least, the protagonist of 

the Künstlerroman is not necessarily successful. It is therefore not important for 

Maurice to achieve his goal as a musician. He is acknowledged by his fellow students as 

having talent, even to the end of the novel, but fails to impress when it matters. Krafft, 

for example, still considers that Maurice has the possible makings of an artist when he 

says to Madeleine, with some warmth: 
Since I’ve seen what our friend is capable of … since, in short, he has behaved 
in such a higly un-British fashion—well, since then, I have some hope of him. 
He seems open to impressions.—And impressions are the only thing that 
matters to the artist (MG, pp. 641-42). 
 

Even though Krafft almost immediately contradicts what he has just said, there is still a 

germ of belief in Maurice’s abilities. Madeleine, on the other hand, knows her 

limitations but maximises her opportunities, in preparation for a professional career 

which is within the scope of her capabilities. Maurice’s failure to achieve maturity or 

inner harmony results as much as anything from the fact that he is never quite in step 

with the world around him, the fact that he is a dreamer – he is tentative and unsure of 
                                                
12 Henry & Mary Garland, The Oxford Companion to German Literature, 3rd edn. by Mary Garland, 
(Oxford/New York: Oxford University Press, 1997), p. 495. 
13 Garland, Oxford Companion, p. 495. 
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himself and his actions are often ill-timed, as with his visit to Schwarz after his 

unsuccessful Abendunterhaltung. He realises this, and reflects: 

For him, Maurice, the opportune moment simply did not exist; he was one of 
those people, who are always inopportune, come and go as they will ... How he 
envied those fortunate mortals who always arrived at the right moment, and 
instinctively said the right thing! That talent had never been his (MG, p. 555). 
 

Ackland alludes to Richardson’s undoubted familiarity with the German 

Bildungsroman, as exemplified in Wilhelm Meister and Novalis’s Heinrich von 

Ofterdingen, and maintains that their example “provides a silent backdrop to Maurice 

Guest, and a yardstick against which to measure Richardson’s use of the genre”.14 There 

are certainly strong parallels. The protagonists of Maurice Guest and Wilhelm Meisters 

Lehrjahre both seek a life and career in the arts, but neither finds real success or 

fulfilment in his pursuit of his art. Ackland contends that “Maurice’s eventual turning 

from it is equated with a rejection of bourgeois values, whereas for Wilhelm this is a 

vital stage in his maturation”.15 It is evident that Wilhelm finds happiness and becomes 

integrated in a useful way into society. Maurice clearly does not, but it is not so clear 

that he has rejected bourgeois values. He fails because he has staked everything on 

finding happiness with Louise but his vision of such happiness is still a very bourgeois 

one – he envisages marriage, working as a music teacher in Leipzig and, by remaining 

in Germany, enabling his wife to maintain the freer kind of lifestyle to which she is 

accustomed (see MG, p. 486). Maurice does not so much turn from music as place it 

second in importance after his relationship with Louise, but he continues to divide his 

time and attention between the two – to the detriment of his success in both matters. 

Almost until the end he intends to take his final examination, and works towards it. His 

eventual abandonment of music – signalled only by the comment that his name was 

missing from the list of Schwarz’s students doing the Hauptprüfung [final examination] 

– is due in large part to his emotional turmoil at the time, coupled with a growing 

presentiment, after the disappointment of the Abendunterhaltung, that real success will 

elude him. The autobiographical quality noted in reviews must surely apply on this 

point. 

Ackland’s final comment regarding reasons why Maurice Guest must disappoint the 

reader’s expectations of a Bildungsroman, that the protagonist is “eclipsed as the main 

focal point of psychological interest by female protagonists”,16 is a particularly 

interesting one when one turns to Goethe’s prototypal Bildungsroman. At the point 
                                                
14 Ackland, HHR, pp. 13-14. 
15 Ackland, HHR, p. 14. 
16 Ackland, HHR, p. 13. 
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where Wilhelm decides to abandon the theatre as a career, he also is eclipsed as the 

centre of interest by other aspects of the novel, so eclipsed in fact that he does not 

appear at all in Book Six, “Bekenntnisse einer schönen Seele” [“Confessions of a 

Beautiful Soul”], which is devoted to a study of the mind and soul of an exceptionally 

strong-willed and independent woman. When Wilhelm appears again, in Books Seven 

and Eight, attention to him is subordinated to that accorded to the members of the 

Society of the Tower and stories of a succession of strikingly independent women – 

Therese (to whom Madeleine surely bears a strong resemblance), Natalie and Mignon. 

These stories cover a considerable range of gender issues, and even the totally 

unfettered Philene, whose presence pervades much of the theatrical section, reappears at 

the end. Richardson, in this respect, can be seen to adhere to Goethe’s model, but while 

the Bildungsroman leads to a successful outcome for the protagonist, the Künstlerroman 

does not always do so. 

There are some major differences between Maurice’s and Wilhelm’s situation. 

Although both protagonists are very young, pleasant and likeable young men – and this 

aspect of both of them is frequently underlined in both novels – and both of them turn 

out to be “poor dogs”, to use Goethe’s description of Wilhelm,17 they are situated 

differently socially, and this difference serves to exacerbate Maurice’s tragedy. Wilhelm 

is from a well-off bourgeois family and is, fortuitously, financially independent – even 

able to finance the theatrical troupe for a time – while Maurice is dependent on his 

financially struggling middle-class parents and will afterwards need to find paid 

employment. Without money and without a musical qualification Maurice’s prospects 

are very limited. More importantly, however, Maurice is rejected by the woman he 

loves, the woman for whom he has given up a great deal socially and professionally. 

Wilhelm, on the other hand, suffers loss but not rejection: he is able to learn from and 

be formed by his experiences. For Maurice, after failure and rejection, self-annihilation 

is the only path left for him if he is to maintain his integrity and remain faithful to his 

ideas.18 

Despite claiming that Maurice Guest “disappoints the usual expectations raised by 

the [Künstlerroman] genre”,19 Ackland concedes, in fact, that Richardson “was doing 

                                                
17 See Munich Edn. p. 650. See also Pascal, p. 13, fn. 
18 Green compares him in this respect to Niels Lyhne: “Richardson acquired from Jacobsen the notion 
that each soul should die its own particular predestined death, the death that was a real completion of its 
life-pattern; in a sense, willed” (Green, p. 620), and “Maurice Guest ... is as much of a victor as Niels: he 
dies for an idea” (Green, p. 63). 
19 Ackland, HHR, p. 13. 
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nothing new in making her eponymous hero fail as an artist”.20 If Maurice Guest is seen 

as a Künstlerroman, then Richardson was writing within a long-established tradition. 

Ackland finds that both the “constituents of true genius” and the “tragic love 

entanglement of Maurice and Louise” are “central preoccupations” 21 of the novel but 

that it also deals with “the question of women’s place and role”.22 In this respect he 

considers that in this work the Künstlerroman has been “decentred”.23 

The concept of the Künstlerroman, with a long and continuing tradition in German 

literature, is nevertheless an important one for a study of this novel. There are important 

precursors and contemporaneous parallels to Richardson’s Maurice Guest which 

include, in addition to Novalis’s Heinrich von Ofterdingen, works by E. T. A. 

Hoffmann (1776-1822), Gottfried Keller (1819-1890), and Thomas Mann (1875-1955). 

According to Gero von Wilpert, the Künstlerroman first arose during the Sturm und 

Drang [Storm and Stress] period in the late eighteenth century, allowing the figure of 

the artist freedom from customary norms, laws and morality. Goethe develops the 

theme of the artist’s adjustment to society when he moves beyond the fragment Wilhelm 

Meisters theatralische Sendung [Wilhlem Meister’s Theatrical Mission] – sometimes 

classified as a Künstlerroman – to the full Bildungsroman of Wilhelm Meisters 

Lehrjahre [Wilhelm Meister’s Apprenticeship], but Wilhelm’s adaptation requires the 

relinquishment of his theatrical ambitions. Gero von Wilpert points out that 
die Einordnung des Künstlers in das praktisch-tätige Leben … nach Auffassung 
der Klassik ein nur künstlerischer Mensch unzulänglich ist24 
 
[the integration of the artist into active, practical life, is, according to the Classical 
conception, unattainable for the person who is purely artistic]. 
 

In the Romantic period the artist was usually portrayed as being in opposition to the 

normal citizen: Friedrich Schlegel allows the artist to challenge bourgeois moral values, 

while in Heinrich von Ofterdingen Novalis departs completely from reality. E. T. A. 

Hoffmann illustrates the tragic aspects of the inner conflict of the artist, the sense of 

being torn asunder. By the beginning of the twentieth century Thomas Mann was 

dealing with the problem of artistic genius as a mark of degeneracy and the onset of 

bourgeois decay. 

R. B. Farrell, in his article entitled “The Artist in German Literature”, also stresses 

the importance of this theme in the German speaking world, and traces its history and 

                                                
20 Ackland, HHR, p. 14. 
21 See Ackland, HHR, p. 15. 
22 Ackland, HHR, p. 15. 
23 See Ackland, HHR, pp. 12-34. 
24 Von Wilpert, p. 362. 
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origins. He begins his discussion of the artist theme with Goethe’s Sturm und Drang 

epistolary novel Werther and the classical drama Tasso. He finds that Goethe deals in 

these works with the “tension between genius and the world of ethical action”.25 He also 

states that Goethe “defined the theme of his Tasso as the disproportion of talent with 

life” and that it represents the “first attempt to treat the problem of the artist in a 

comprehensive way”.26 He continues: 

Since then it has become a major theme in German literature, dominating 
romanticism, not absent from the realist school of the nineteenth century and 
flowering again in the work of Thomas Mann.27 
 

In his analysis of Werther Farrell comments that we “witness the self-destruction of the 

man of heightened sensibility who cannot establish an active relationship between 

himself and a limited sphere of reality”.28 It should be noted that Werther, while he is a 

painter, is portrayed not as a man of genius but rather as a “man of heightened 

sensibility” and thus the lines quoted here invite a comparison with Maurice, with talent 

but not genius, and his inability to reconcile his romantic longings, and his resulting 

obsessive passion, with the real world around him. Farrell states that the drama Tasso, 

dealing with the problem of the gifted artist whose imaginative and creative talent 

renders him unable to adjust himself to life and society, “introduced a theme on which, 

in Germany, countless variations have appeared”.29 He allows that the theme is not 

unique to German literature but 
only in Germany has it been treated with such amplitude that it reflects nearly 
every phase of literary development and reveals every aspect of the problem: 
the artist as Prometheus shackled by the pettiness of earthly existence, “le 
malheur d’être poète,” the artist as a Bohemian, as an outcast, as a decadent, 
and so on.30 
 

He notes that the early nineteenth century Romantics “wrote hardly a work in which an 

artist of some kind did not appear”31 but they 
saw in the artist the only true human being, since only he could live in a 
continuing state of imagination and so have contact with a higher world. Society 
with its practical tasks and moral restraints ceased to be a value.32 

 

                                                
25 R. B. Farrell, “The Artist in German Literature,” Arts, Vol. I, No. 1 (Journal of The Sydney University 
Arts Association, 1958), p. 8. 
26 Farrell, p. 8. 
27 Farrell, p. 8. 
28 Farrell, p. 10. 
29 Farrell, p. 11. 
30 Farrell, p. 11. 
31 Farrell, p. 11. 
32 Farrell, p. 11. 
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Later the Romantic view changed, to depicting “the sufferings of the artist in this 

world”33 and then to “the conception of the artist’s gift as a rather dubious one, at times 

something in the nature of a curse”.34 

Farrell does not discuss the issue of the person who has artistic ambitions but lacks 

the ability to succeed in his chosen field. Robertson, however, states that the theme of 
the tragedy of the artist who is no artist, is obviously an old one. The Germans 
in particular, exploited it in their Romantic period from Goethe’s Wilhelm 
Meister onwards, and it is the subject of one of the greatest novels in their 
tongue, Der grüne Heinrich by Gottfried Keller.35 
 

Robertson and Richardson were apparently so familiar with this particular theme that 

Robertson adds: 
so well-worn is this theme of insufficient ability for the chosen calling that the 
author of Maurice Guest may have instinctively felt that it was too trite to 
provide a foundation for still another variation.36 
 

Whether or not the theme provides a foundation for the novel, it definitely remains an 

important element. 

Another form of the Künstlerroman is the biographical one, in which aspects of the 

life of a historical figure are described. Often quoted examples of this type of 

Künstlerroman in German are the Swabian Hermann Kurz’s realistic Schillers 

Heimatjahre [Schiller’s Years in his Homeland]; Albert Emil Bachvogel’s sentimental 

Friedemann Bach; Eduard Mörike’s Maler Nolten [Nolten the Painter] and his notable 

Novelle or sketch Mozart auf der Reise nach Prag [Mozart on the Journey to Prague]; 

and more recently Franz Werfel’s Verdi, which examines the theme of the degeneracy 

of art. German dramas deal with historical figures such as Torquato Tasso, Sappho and 

Michelangelo. In Maurice Guest Richardson bases some relatively minor characters on 

real-life figures, or presents an amalgam of real persons, but the characters are 

nevertheless fictitious. Louise owes something to the Italian actress Eleonora Duse, and 

Schilsky to the composer Richard Strauss, but these models serve only as inspiration. 

Green’s suggestion that the “Jewish-looking stranger in a fur-lined coat” (MG, p. 726) 

with Schilsky, at the end of the novel, is based on Hugo von Hofmannsthal37 has more 

appeal, and credibility, than other names which have been put forward in this 

connection. It is not until The Young Cosima that Richardson moves onto writing a 

                                                
33 Farrell, p. 12. 
34 Farrell, p. 12. 
35 Robertson, in MWY, p. 154. 
36 Robertson, in MWY, p. 154. 
37 Green writes: “It is not impossible that we have here a brief allusion to Strauss’s movement … towards 
his future operatic phase with Hofmannsthal, who was in fact of Jewish extraction”, p. 201. 
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genuinely biographical novel about artists, based on the study of many historical 

documents. 

Robertson, like Gero von Wilpert, considers J. J. W. Heinse’s Sturm und Drang 

novel Ardinghello, und die glückseligen Inseln [Ardinghello, and the Blissful Islands] to 

be the first Künstlerroman, or at least a precursor of the genre. Robertson writes that 

“the book has a particular interest in that it throws its shadow far into the succeeding 

literary period; Ardinghello is a forerunner of the ‘Künstlerroman’ of the 

Romanticists”,38 and that in Heinse’s next novel “music takes the place which painting 

occupies in Ardinghello”.39 He states too that this second work has value “as a 

contribution to musical criticism, notably in its fine estimate of Gluck”.40 A new view 

of art and the artist is taken by the early Romantics, particularly Wilhelm Heinrich 

Wackenroder and Ludwig Tieck, both contemporaries of Novalis, but publishing a little 

earlier. Wackenroder was a fellow student of Tieck’s and the source of many 

stimulating ideas which fed into the Romantic movement. According to Robertson, 

from 
his passionate love for painting and music sprang his belief in the holy 
earnestness of art; a life devoted to its service seemed to him the noblest of all. 
This enthusiasm for great art is what makes the tiny volume of 
Herzensergiessungen eines kunstliebenden Klosterbruders (1797) so precious 
a document in the history of Romanticism … To Wackenroder art is holy, 
divine; it is a religion founded upon the fervent enthusiasm of sensitive souls. 
Warmly, however, as he loved Dürer and Raphael, music was the art with 
which he was most in sympathy41. 
 

Wackenroder and Tieck in fact collaborated on a handful of publications before the 

former’s early death. Robertson claims that Wackenroder had an influence on the 

planning of and the ideas expressed in Tieck’s early, but unfinished, Künstlerroman, 

entitled Franz Sternbalds Wanderungen. Franz Sternbald was a fictional artist and pupil 

of Dürer. Referring to this work Robertson comments again on “the reverent worship of 

art”.42 Gero von Wilpert remarks that 

Wackenroder … und Tieck fordern echte Kunstfrömmigkeit43 

[Wackenroder  … and Tieck demand genuine devotion to art], 

while Pascal remarks that “Tieck, in his early novels, made sensitive artists his heroes, 

and sought to depict their artistic education; but they remain vague characters … 

irresolutely submitting to exaltation and agitation”.44 
                                                
38 Robertson, History, p. 293. 
39 Robertson, History, p. 293. 
40 Robertson, History, p. 293. 
41 Robertson, History, p. 354. 
42 Robertson, History, p. 355. 
43 Von Wilpert, pp. 362-63. 
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Novalis’s unfinished Heinrich von Ofterdingen is one of the outstanding 

Künstlerromane of the early Romantic movement, written as a deliberate attempt to 

refute Goethe’s Wilhelm Meister, and, although Novalis at first admired Goethe’s 

novel, he later came to see it as a satire on poetry and religion. Novalis wished not to 

have the artist find a useful role in society through practical activity, but rather to have 

him dissolve reality in poetry. His novel was to evolve into an allegorical, utopian 

fairytale, for in his view the real, innermost world is to be found in the world of the 

imagination. 
Der Dichter war für Novalis dem Seher und Priester gleich. Das rationale 
Weltbild trennt Ursache und Folge als logische Abhängigkeit; in diesem 
magischen Idealismus dagegen floß alles zusammen45 
 
[For Novalis the poet was similar to the prophet and the priest. The rational 
view of the world separates cause and effect as logically interdependent; in this 
magic idealism, on the other hand, everything converged]. 
 

Heinrich is going to be a poet and as such will transcend earthly realities; for him the 

world will become a dream and the dream will become the real world (“Die Welt wird 

Traum, der Traum wird Welt”46). He has a steadfast purpose, symbolised by his vision 

of and search for the “blue flower”. 

While there are no obvious parallels between Heinrich von Ofterdingen and 

Maurice Guest as a whole, there are nonetheless points of similarity. One is the naïve 

idealism of the two protagonists. Both look forward to making their lives in art, 

Heinrich with confident assurance, Maurice with much less certainty, but with hope. 

Novalis emphasises that poetry is Heinrich’s destiny: 
Heinrich war von Natur zum Dichter geboren. Mannigfaltige Zufälle schienen 
sich zu seiner Bildung zu vereinigen, und noch hatte nichts seine innere 
Regsamkeit gestört. Alles, was er sah und hörte, schien nur neue Riegel in ihm 
wegzuschieben und neue Fenster ihm zu öffnen. Er sah die Welt in ihren 
großen und abwechselnden Verhältnissen vor sich liegen47 
 
[Heinrich was by nature born to be a poet. Diverse chance happenings seemed 
to unite for his formation, and still nothing had disturbed his inner activity. 
Everything he saw and heard seemed only to push aside fresh bolts in him and 
open new windows for him. He saw the world lying before him with its great 
and alternate relationships]. 
 

Richardson describes Maurice, on his arrival in Leipzig, in similar terms, as he reflects 

on the great musicians who have lived and worked there: 

                                                                                                                                          
44 Pascal, p. 30. 
45 Martini, p. 326. 
46 Novalis (Friedrich von Hardenberg), Hymnen an die Nacht. Heinrich von Ofterdingen (Munich: 
Wilhelm Goldmann Verlag, n.d.), p. 150. 
47 Novalis, p. 106. 



 193 
He felt so ready for work, so fresh and unworn, the fervour of a deep 
enthusiasm was rampant in him … his thoughts spread their wings and circled 
above his head; he saw himself of these masters’ craft, their art his, he 
wrenching ever new secrets from them, penetrating the recesses of their 
genius, becoming one of themselves (MG, p. 12). 
 

Before he left England he had been filled with one desire: 

to go out into the world and be a musician!—that was his longing and his 
dream. And he never came to quite an honest understanding with himself on 
this point, for desire and dream were interwoven in his mind; he could not 
separate the one from the other … But the necessary insight into his powers 
had first to be gained, for it was not one of those talents which, from the 
beginning, strut their little world with the assurance of the peacock (MG, pp. 
23-24). 
 

Richardson presents Maurice as a romantic, but questions and undercuts simple 

Romantic idealism by introducing hints of uncertainty and tentativeness, and bringing it 

into conflict with the world of realism. Maurice’s idealism, his thoughts and feelings, 

are much more complex than Heinrich’s. Maurice’s early romantic outlook is also 

underscored by his thought: “There, where the water appeared to end in a clump of 

trees, there, should be mountains … blue with the unapproachable blue of distance …” 

(MG, p. 11), and it should be noted that Novalis also wrote: “Alles blau in meinem 

Buche”48 [Everything blue in my book]. But for Maurice the blue, the essential element 

of Romanticism, is missing: “he was instinctively filled with the desire for something 

grander, for a feature in the scene that would answer to his mood” (MG, p. 11). His 

romanticism contains gaps and doubts. 

Heinrich does indeed become a poet, as is confirmed by Tieck in his summary of 

how Novalis intended to finish the novel,49 and he is, of course, purported to be, in 

another time, Heinrich von Ofterdingen, a probably fictitious poet (but also mentioned 

in other, early literary documents). He is named as one of the legendary Minnesänger 

[minne singers] who participated in the singing contest at the Wartburg around 1207, 

(which may or may not ever have occurred), described in the Sängerkrieg auf der 

Wartburg [Singing Contest at the Wartburg], a collection of poems dating from the 

middle or second half of the thirteenth century. Novalis’s novel alludes to the 

mediaeval period of the Minnesänger, singers and poets who celebrated the notions of 

chivalry and courtly love. As an art form Minnesang was highly stylised and ruled by 

conventions, and “most exponents of Minnesong wrote to display their chivalrous 

refinement and to show their mastery of a literary form”.50 Ernst Rose suggests that it is 

                                                
48 Novalis, p. 187. 
49 See Novalis, pp. 165-74. 
50 Ernst Rose, A History of German Literature (London: Peter Owen Limited, 1961), p. 28. 



 194 
“best to translate minne as ideal devotion or veneration, and to think of it as a 

suspended feeling of longing and pining, of temporary hope and passing despair”.51 

One could scarcely find a more apt description of Maurices’s attitude towards Louise 

and the emotional swings he suffers before he is at last able to declare his real feelings 

for her. Despite her casual lifestyle and his companions’ frank warnings, he idealises 

her, makes excuses for her, and formally defends her honour in a blindly chivalrous 

manner. Unfortunately for him, he is not able to win her love with his artistry. 

The mediaeval Heinrich von Ofterdingen is claimed to have performed so well and 

eloquently in the singing contest that he aroused the envy of even the greatest historical 

poets, Walther von der Vogelweide and Wolfram von Eschenbach. Heinrich was 

required to defend his performance within the year, and went to Hungary to seek the 

assistance of the magician Klingsor (who also figures in Wolfram’s Parzival). The 

latter returned with Heinrich and joined him in the contest. Klingsor, like Heinrich, is 

probably purely fictional, and the outcome of his assistance varies in different accounts. 

These events, or legends, are celebrated in frescoes in the renovated and reconstructed 

Wartburg, and all these stories are again evoked and recreated in the works of Wagner, 

so familiar to Richardson. 

Novalis’s representation of Klingsor, now Klingsohr, transforms him from the 

possibly malevolent character of Parzival and the anti-Christian personage of the 

Sängerkrieg into a noble-looking, kindly poet-mentor under whom Heinrich places 

himself for tuition and guidance. Maurice also finds a kindly mentor who inspires and 

guides him, in the figure of the old musician in England. It was during his evenings 

with the old man that 
the chief landmarks of music emerged from the mists in which, for Maurice, 
they had hitherto been enveloped; here he learned that Bach and Beethoven 
were giants, and made uncertain efforts at appreciation; learnt that Gluck was a 
great composer, Mozart a genius of many parts, Mendelssohn the direct 
successor of this line of kings (MG, p.27). 
 

The “pleasant hours spent in this new world helped to deepen Maurice’s resolution to 

free himself while there was yet time” (MG, p. 27). Heinrich seeks fulfilment in his art, 

whereas Maurice seeks escape, and again Richardson undercuts Maurice’s situation, 

because his mentor, is, at least in the eyes of the world, a failed musician. 

Finally it should be noted that Novalis’s Romanticism was a philosophical reaction 

against rationalism. He wrote: 

                                                
51 Rose, p. 28. 
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Die Poesie ist das echt absolut Reelle. Dies ist der Kern meiner Philosophie. Je 
poetischer, je wahrer52 
 
[Poetry is the genuinely absolute reality. This is the core of my philosophy. 
The more poetic something is, the truer it is]. 
 

Maurice develops his artistic and romantic ideas in reaction to the cold, practical, 

rational outlook that prevailed in his home. As a young man his father had nursed hopes 

of travel, and played the flute, but “he chose the way of least resistance, and … turned 

his back on the visions that had haunted his youth” (MG, p. 21). Maurice has grown up 

with a “silent, undemonstrative father, who surrounded himself with an unscalable wall 

of indifference” and a 
hard-faced, careworn mother … for whom ... the true reality had come to be 
success or failure in the struggle for bread. What was art to them but an empty 
name, a pastime for the drones and idlers of existence? How could he 
[Maurice] set up his ambitions before them, to be bowled over like so many 
ninepins? (MG, p. 23). 
 

Romanticism offers both Novalis and Maurice a way of turning aside from the harsh 

realities of life. 

E. T. A. Hoffmann also moves in the realm of dreams, producing often grotesque 

visions and magical-demoniac tales, and he was better known outside of Germany, and 

became more influential abroad, than almost all other German writers of his time. In his 

work humour and irony are mixed with tragedy and pain. His talents extended beyond 

the writing of these tales to music, including composition and conducting, art, 

particularly paintings, including portraits, drawing and caricatures, and poetry. 

Richardson encountered one of his best-known creations even before she left Australia 

– the frustrated, idealistic genius Johannes Kreisler, who can also be seen as a self-

portrait of his author. 

In Maurice Guest Maurice’s teacher, Schwarz, displays elements of the frustrated 

music teacher, while Schilsky is widely reputed to be a musical genius. Dove, telling 

Maurice about Schilsky, “declared with vehemence that this Schilsky was a genius. 

Although so great a violinist, he could play almost every other instrument with ease; his 

memory had become a by-word; his compositions were already famous” (MG, p. 32). 

Maurice recalls having “met some one who answered to Dove’s description: the genial 

Pole had been storming up the steps of the Conservatorium, two at a time, with wild, 

affrighted eyes, and a halo of dishevelled auburn hair” (MG, pp. 32-33). Here surely is 

                                                
52 Quoted in Martini, p. 327. 
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an archetypal image of an artist possessed by demons. There are echoes in this 

description of Hoffmann’s account of Kreisler, familiar to Richardson: 

Die Freunde behaupteten: die Natur habe bei seiner Organisation ein neues 
Recept versucht und der Versuch sei misslungen, indem seinem überreizbaren 
Gemüthe, seiner bis zur zerstörenden Flamme aufglühenden Fantasie zu wenig 
Flegma beigemischt und so das Gleichgewicht zerstört worden, das dem 
Künstler durchaus nöthig sei, um mit der Welt zu leben und ihre Werke zu 
dichten53 
 
[His friends maintained that Nature had tried a new recipe when he was put 
together and the attempt had gone wrong, in that too little phlegm had been 
mixed into his over-excitable mind and his glowing imagination, which grew 
to a destructive flame, so that the equilibrium, which is absolutely necessary to 
the artist in order to be able to live with the world and to create its works, was 
destroyed]. 

 
Rose writes of Hoffmann that his “most considerable works all portray the artist 

possessed by demons and struggling forever in vain with the unpoetic world of 

everyday reality”.54 

In 1818 Hoffmann’s Der Kampf der Sänger [The Contest of the Singers] appeared, 

yet another work which contributed to the perpetuation of the mediaeval legends. Fritz 

Martini notes that Hoffmann’s tales served as a source of inspiration for Wagner.55 He 

also writes: 
Von diesen Kunstmärchen führt die Linie weiter zu Keller, Storm, 
Hofmannsthal und selbst Kafka56 
 
[From these art-tales the line runs through to Keller, Storm, Hofmannsthal and 
even Kafka]. 
 

It should be noted that Martini makes a clear distinction between “art-tales “ and “folk-

tales”. 

The more obvious similarities between Hoffmann’s work and Maurice Guest are to 

be found in the descriptions of the musical characters – Schilsky and Schwarz – and, in 

the case of Johannes Kreisler, in the linking of a tragic love-story to the fate of the main 

protagonist. In addition, Hoffmann’s writing about music – covering Mozart, baroque 

music (especially J. S. Bach), Beethoven and Gluck, many operatic works and 

performers, orchestral works and musical forms – displays a profound knowledge and 

critical appreciation of very many facets of musical works, instruments and techniques. 

Richardson’s writing about music is likewise informed by the technical knowledge of a 

student and performer, while it also reveals her emotional response to it. This is well 

                                                
53 Quoted by Robertson in History, p. 404. 
54 Rose, p. 230. 
55 See Martini, p. 346. 
56 Martini, p. 344. 
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illustrated in her description of Krafft’s singing of Das trunkene Lied set to Schilsky’s 

music: “By way of introduction, the low f in the bass of f minor sounded persistently, at 

syncopated intervals;” and this is followed by the opening section of the song, 
the last phrase of which was repeated by the accompaniment, a semi-tone 
higher … As far as this, the voice had been supported by simple, full-sounding 
harmonies. Now, from out the depths, still of f minor, rose a hesitating theme, 
which seemed to grope its way: in imagination, one heard it given out by the 
bass strings; then the violas reiterated it, and dyed it purple; voice and violins 
sang it together; the high little flutes carried it up and beyond, out of reach, to a 
half close … Suddenly and unexpectedly, there entered a light yet mournful 
phrase in F major, which was almost a dance-rhythm, and seemed to be a 
small, frail pleading for something not rightly understood … The innocent 
little theme passed away, and the words were sung again to a stern and fateful 
close in Db major (MG, pp. 221-22). 
 

There is very little writing about music of this kind in English-language literature, but 

there is a great deal of it in the works of Hoffmann and other German Romantic writers. 

Gottfried Keller’s Der grüne Heinrich was published in two versions, the first in 

1854-55, and the one which is now better known, in 1879-80. The earlier version was 

written using partly third person narration and partly first person narration. The later 

one is related entirely in the first person, as is most of Hoffmann’s Kreisleriana, giving 

the reader direct access to the protagonist’s thoughts and feelings. Martini classes Der 

grüne Heinrich as both a Bildungsroman and a Künstlerroman 57 in one. Gero von 

Wilpert sees the earlier version as more Romantic, with its divide between the worlds 

of the artist and the bourgeoisie, and finds that in the later version the protagonist, 

Heinrich Lee, succeeds in uniting ideal and reality when he abandons his artistic 

ambitions and chooses to work in a practical capacity as an unpretentious civil 

administrator. The later version is thus a classic Bildungsroman. 

There are some obvious parallels between this novel and Maurice Guest: the 

protagonist in each case is an impecunious young provincial who goes to a city in 

another country, which is famed as a centre for training in the art in which he hopes to 

make his name; in each case he fails to achieve his artistic ambitions; and each 

protagonist develops relationships with three very different women, but marries none of 

them. Maurice goes from England to Leipzig to become a musician; Heinrich leaves 

Switzerland to study art in Munich. In the earlier version of Der grüne Heinrich 

Heinrich dies at the end of the novel, as does Maurice in Maurice Guest, but Heinrich 

dies because of a break-down caused by remorse for his neglect of his mother, from the 

time of his leaving home until her death, and not because of the failure of his own 

                                                
57 See Martini, p. 411. 
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hopes. In the second version Heinrich goes on to become a useful citizen. The parallels 

noted here relate to the general outlines of the two novels but do not extend to the 

treatment and development of the main themes and characters, or to the overall tone of 

the novels. 

On a general level, too, it is clear that in writing these novels both authors drew 

heavily on their own life experience: Richardson depicts the life of a music student in 

Leipzig, while Keller very vividly captures a childhood in Zurich and rural Switzerland, 

and subsequent art studies in Munich. Keller’s painting studies in Germany ended after 

two years, with the realisation that he was not destined to be a landscape artist. Thus 

both writers ended their own studies with a sense of failure, and both eventually turned 

to expressing themselves through literature. In this respect, also, there is a parallel to 

Hoffmann who, although he was a gifted, if frustrated, musician, turned to literature 

relatively late in his short life, and the autobiographical nature of his Kreisleriana has 

already been noted. 

As Richardson’s writing about music in Maurice Guest reveals her depth of 

technical knowledge and critical appreciation of the subject, so too Keller’s writing 

about painting in Der grüne Heinrich demonstrates that he is similarly well-informed 

about his subject. Both when Heinrich is visiting his uncle in the village, and when he 

is living in Munich and frequenting other artists’ studios, there is insightful critical 

discussion of painting, and of the relationship of art to reality. Keller’s comments at 

times have an entertaining touch of acerbity, as is illustrated by Heinrich’s account of a 

critique of a musical performance. He tells two artist friends that he has noticed a 

curious tendency to exchange technical expressions among the various arts, and gave 

them this example: 
So hätte ich kürzlich die Kritik einer Symphonie gelesen, worin nur von der 
Wärme des Kolorites, Verteilung des Lichtes, von dem tiefen Schlagschatten 
der Bässe, vom verschwimmenden Horizonte der begleitenden Stimmen, vom 
durchsichtigen Helldunkel der Mittelpartien, von den gewagten Konturen des 
Schlußsatzes und dergleichen die Rede sei, so daß man durchaus die Rezension 
eines Bildes zu lesen glaube58 

 
[Thus I had recently read the review of a symphony in which there was talk 
only of the warmth of the colouring, distribution of the light, of the deep 
shadow of the basses, of the hazy horizons of the accompanying voices, of the 
transparent light and shade of the middle parts, of the daring contours of the 
concluding movement and the like, so that one would really think that one was 
reading a review of a picture]. 
 

                                                
58 Gottfried Keller, Der grüne Heinrich, in Sämtliche Werke in drei Bänden (Munich: Carl Hanser Verlag, 
n.d.), p. 814. 
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This is a lighter descriptive passage than Hoffmann’s and Richardson’s descriptions of 

music, but it illustrates Keller’s appreciation of more than one branch of the arts. 

Pascal refers to Keller’s “caustic humour with which he satirises the shortcomings 

of his fellow-countrymen”59 but stresses that the basis of Keller’s criticism is “his belief 

that the aberrations he describes can be corrected”.60 Despite the criticism, often 

tempered by humour, his work is informed by a very positive attitude to life and 

society. The first person narration allows of the projection of the author’s personal 

experiences and subjective views onto the novel. This is in strong contrast to 

Richardson’s deliberately objective style. Nonetheless the life Heinrich accepts at the 

end of the later version of Der grüne Heinrich – a life of unassuming service – is very 

similar to that which Madeleine offers Maurice more than once before she leaves 

Leipzig, but which he is unable to accept. 

Another significant feature of both Keller’s and Richardson’s works is their use of 

dreams, though this is not restricted to these writers’ works alone. Novalis’s Heinrich 

von Ofterdingen begins with Heinrich’s dream of the blue flower and the novel was to 

end with all reality dissolving into a dream-world. Hoffmann’s many fantastic tales 

reflect the character of dreams. In Keller’s and Richardson’s novels their use of dreams 

is more realistic, in keeping with the style of their works. In Der grüne Heinrich a 

series of vividly imaginative dreams marks the turning point in Heinrich’s life when he 

decides to abandon his failed life in Munich and return home to his mother. He has 

been made aware of her need of him and is overcome with a homesickness 
das mich bisher nur im Schlafe besuchte. Seit ich nämlich die Phantasie und 
ihr angewöhntes Gestaltungsvermögen nicht mehr am Tage beschäftigte, 
regten sich ihre Werkleute während des Schlafes mit selbständigem Gebaren 
und schufen mit anscheinender Vernunft und Folgerichtigkeit ein 
Traumgetümmel in den glühendsten Farben und buntesten Formen61 
 
[which up till then had visited me only in sleep. Since I no longer employed 
imagination and its accustomed creative power in the daytime, its workers 
stirred during my sleep and, acting independently, created with apparent reason 
and logical consistency a turmoil of dreams in the most glowing colours and 
brightest forms]. 
 

The dreams continue until events force him to leave his long-time lodgings, and he sets 

about planning his return. His realistically illogical dreams also force him to confront, 

unwillingly, certain facts about himself. He attributes his dreams to his imagination and 

                                                
59 Pascal, p. 50. 
60 Pascal, p. 51. 
61 Keller, p. 985. 
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recognises that they spring from the activities of his own mind. As the informative 

horse he is riding in one dream reminds him: 

Übrigens erinnere dich, daß ich nur ein von dir geträumtes Pferd bin und also 
unser ganzes Gespräch eine Ausgeburt und Grübelei deines eigenen Gehirnes 
ist62 
 
[Remember, by the way, that I am only a horse you are dreaming about, and so 
our whole conversation is a monstrous invention and the product of brooding 
in your own brain]. 
 

By contrast, Richardson’s use of dreams in Maurice Guest, written in the early 

twentieth century, is consciously Freudian, with clear allusions to subconscious motifs. 

In each case Maurice’s dreams serve to underscore his personal uncertainties – his fears 

of being swallowed up by the task ahead of him in Leipzig, and his confused 

relationships with three women. 

The use of dreams in these novels is specifically related to psychological issues, 

and it is clear that the authors of both narratives are deeply interested in the 

psychological reactions of their characters. Pascal rates Der grüne Heinrich as 

“psychologically as profound and revealing as the great autobiographies of Rousseau or 

K. P. Moritz”,63 the latter being the author of Anton Reiser, ein psychologischer Roman 

[Anton Reiser, a Psychological Novel] (1785-90). Robertson describes this work as: 
an unpretentious story … an autobiography; yet before Wilhelm Meister no 
book of the eighteenth century depicted with such convincing truth a young 
man’s initiation into life. The whole theory of the modern psychological novel 
is implied in a few words of the preface with which the book opens.64 
 

Richardson writes of her interest in psychological matters when she states to Solanges 

that in her view the whole business of the imaginative writer is 

to interpret the influence of character on character, to divine motives of 
actions, to interest the reader in the fates of vital beings, showing, if he can, 
something of the beauty & colour of life as well, & “with death & eternity as 
background.”—That is my creed.65 
 

Four days earlier she had written to H. G. Wells that: 

everything in “Maurice” was done consciously, & after careful consideration 
of the artistic means & end. It is … the subconscious self & the actual springs 
of human conduct that interest me most. They also seem as real to me as any 
concrete realities … Is there not room in [the novel] for the psychological 
analysis of a great passion—for an attempt to get at the truth of what passion 
really is?66 
 

                                                
62 Keller, p. 995. 
63 Pascal, p. 38. 
64 Robertson, History, p. 294. 
65 Letters, I, p. 152. 
66 Letters, I, pp. 150-51. 
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These are very clear indications of her aims in 1911, when she was already embarking 

on her third major work. 

Finally it should be noted that Keller also wrote a story, Hadlaub, in his Züricher 

Novellen (1878), about the poet of the Minnesang period Johannes Hadlaub of Zurich, 

thus continuing the thread of interest in mediaeval poets and the theme of courtly ideals 

through German-language literature. Hadlaub was writing in the late 1300s and early 

1400s and was closely associated with the Manesse family – Rüdiger and his son 

Johannes – by whom much poetry of the Minnesang period was collected and preserved 

for posterity in the beautifully illustrated “Manesse Manuscript”. 

Robertson sums up his estimate of the importance of Keller’s great novel when he 

writes: 
The last of the great “Bildungsromane”, it stands in what might be called the 
royal line of German national fiction. The form of the novel which, beginning 
with Agathon and Wilhelm Meister, passed through the hands of Tieck, 
Novalis, Eichendorff, Mörike—from Franz Sternbald to Maler Nolten—
reaches its close, and one might add perhaps its culmination, in Der grüne 
Heinrich.67 
 

The novel is also, as shown, a Künstlerroman. Robertson’s comment was first written 

at the beginning of the twentieth century and does not take fully into account another 

great German writer, a contemporary of Richardson’s, who also deals again and again 

with the theme of the artist. 

Thomas Mann (1875-1955), born just five years later than Richardson, was very 

much a contemporary and influenced by the same literary and intellectual personae and 

movements as Richardson. Schopenhauer, Wagner, Nietzsche, Goethe and Freud are all 

evident in his novels and Novellen. Mann’s work, like Richardson’s, was initially 

influenced by Jacobsen’s Naturalism.68 Robertson also points out the strongly 

autobiographical element in a number of these early works and states that his family 

background 

provided him with the theme that is central to all his works—the problem of 
the relationship of the bourgeois and the artist. The tension between the two 
forms of life and the values they represent, between the ordered life of the 
Bürger and the individualism of the artist, between practical life and the claims 
of the imagination, recurs constantly in his works; sometimes the tension takes 
place within the life of one person, sometimes it is a tension between people.69 
 

In his early novel Buddenbrooks (1901), the story of the decline over four generations 

of a prosperous merchant family in Lübeck, the emergence of artistic leanings in the 
                                                
67 Robertson, History, p. 484. 
68 Axel Clark comments: “The influence of Jacobsen’s novels and poetry is reflected in the work of many 
other writers such as Thomas Mann and the Russian symbolist poets”, p. 215. 
69 Robertson, History, pp. 551-52. 
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younger generations leads to pessimism, world-weariness and finally the very 

premature death of the youngest Buddenbrook, a gifted musician. 

Three of Mann’s Novellen – Tristan (1902), Tonio Kröger (1903), and Der Tod in 

Venedig [Death in Venice] (1911) – deal particularly with the problems of the artist, 

and in all of them the artist is presented as isolated within society, more than usually 

sensitive, weak, psychologically unhealthy, and even decadent. The problem of the 

artist is certainly the main theme of Tonio Kröger. Tonio is torn, even as a youth who 

writes poetry, between the desire to be part of the bourgeois society around him and his 

inward enjoyment of the knowledge that he is set apart and the sense of superiority this 

gives him. He wants to be accepted, respects the values of his society, would like to be 

an uncomplicated, ordinary person, but is always isolated. In this case the tension 

resides within Tonio himself. In a very long conversation with an artist friend he 

expresses many thoughts about the division he feels in his nature: she responds by 

telling him that he is 

ein Bürger auf Irrwegen … ein verirrter Bürger 70 

[a bourgeois on the wrong path … a bourgeois who has lost his way]. 

Tonio also has doubts about how much he has achieved as a writer. Thus, despite 

having made a name for himself in the world of literature and gained a reputation for 

producing work of uncommonly high quality, he expresses his doubts and 

dissatisfactions to his artist friend: 

Was ich getan habe, ist nichts, nicht viel, so gut wie nichts. Ich werde Besseres 
machen, Lisaweta, – dies ist ein Versprechen71 
 
[What I have done is nothing, not much, as good as nothing. I will do 
something better, Lisaweta, – this is a promise]. 
 

Richardson likewise addresses the problem of the person with artistic leanings who 

is uncertain of his aptitude and his calling, in the character of Maurice, but in his case 

other concerns take over and there is not, as in Tonio Kröger, any clear resolution of 

this issue. In the character of Schilsky, on the other hand, she depicts someone who is 

commonly regarded by the others as a musical genius, but he is not an appealing 

person. His unattractiveness lies in his total lack of concern or respect for others and his 

careless disregard for society. Mann shows a similar distrust of the genius, although for 

                                                
70 Thomas Mann, “Tonio Kröger” in Sämtliche Erzählungen (Frankfurt am Main: S. Fischer Verlag, 
1963), p. 240. 
71 Mann, p. 265. 
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him, as Farrell remarks: “genius has frequently something to do with disease”.72 In 

some cases his artist figure displays unhealthy tendencies or forms of decadence. 

Illness and death are certainly associated with the gifted musician in Tristan and the 

eminent writer in Der Tod in Venedig. The talented amateur pianist, Gabriele 

Klöterjahn, is in a sanatorium and, against doctors’ orders, is persuaded by another 

inmate, the reclusive writer Herr Spinell, to perform for him. She plays a Chopin 

nocturne and then Wagner’s prelude to Tristan and Isolde and the Liebestod [Love 

Death]. Physically and emotionally exhausted, she dies shortly afterwards. The works 

she plays are, in fact, works that Krafft plays to Maurice on two different occasions 

(MG, pp. 194, 206).73 The coincidence is interesting but does not prove that there is a 

conscious connection between these works. Wagner, and the emotive power of his 

music, especially Tristan and Isolde and the Liebestod, are major motifs in both works 

and fitting symbols of an undeclared love in each case. The courtly love of the 

Minnesang period is also evoked by this music and Maurice’s chivalrous attitude 

towards Louise is replicated in Spinell’s approach to Gabriele, ironically emphasised by 

several repetitions: 
Er näherte sich ihr mit einer ungeheuren Behutsamkeit und Ehrerbietung und 
sprach zu ihr nicht anders als mit sorgfältig gedämpfter Stimme … Er trat auf 
den Spitzen seiner großen Füße … blieb in einer Entfernung von zwei 
Schritten stehen … den Oberkörper vorgebeugt …74 
 
[He approached her with immense care and deference and spoke to her only in 
a carefully lowered voice … He walked on the tips of his big feet … stopped at 
a distance of two paces … the upper part of his body bent forward …]. 
 

He speaks to her 

mit ehrfürchtig gedämpfter Stimme ... wie als höbe er sie in scheuer Andacht 
sanft und hoch empor und bettete sie auf Wolkenpfühle, woselbst kein schriller 
Laut und keine irdische Berührung sie erreichen solle … 75 
 
[in a reverently lowered voice … as though he were timidly and devotedly 
raising her up gently and laying her on a downy bed of clouds, where no shrill 
sound and no earthly touch should reach her … ]. 
 

Der Tod in Venedig [Death in Venice] deals with the disintegration of the life of an 

ageing, strongly self-disciplined writer when he goes to Venice on holiday and becomes 

obsessed with a young Polish boy staying at his hotel, a boy of great physical beauty 

and charm. At the same time the city becomes infected and cholera – the symbol of the 

                                                
72 Farrell, p.12. 
73 This is noted by Probyn and Steele, see MG, p. 765, fn. 17. The writer’s name is Spinell, not Spinelli, 
as given in the note. This point is specifically made in Mann’s story. 
74 Mann, pp. 178-79. 
75 Mann, p. 186. 
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collapse of the writer’s will-power, moral code, and controlled life-style – affects the 

local population. The writer stays on, despite the danger, and dies. Farrell describes this 

Novelle as dealing with another aspect of the nature of the artist – his “impulse towards 

chaos and death”.76 

Like Keller and Richardson, Mann is deeply interested in psychology. Farrell 

considers that Mann 

combines the gift of creating concrete situations and characters with an 
amazing wealth of psychological knowledge and penetration … his vision of 
the artist has been overwhelmingly that of a decadent with a tendency to the 
abyss or, at least, of a being carrying the germs of decadence within him.77 
 

He claims that Mann “has given a more comprehensive picture of the artist than any 

other writer,”78 and it is clear that Mann takes his study of the artist figure even to the 

point where he questions whether the character is really an artist at all – particularly in 

Tristan, for example, where the writer Spinell appears to have doubtful claims to that 

title. Mann extends his psychological analysis beyond the decadent figure, however, to 

the would-be artist, or the person of heightened sensibility who nevertheless does not 

possess the necessary talent. In this respect there are similarities to Richardson’s 

treatment of Maurice Guest, who dreams of being an artist but has only an unspecified 

degree of musical talent. 

Although parallels and similarities exist between the various works discussed here, 

this does not mean that the works themselves are similar. In Mann’s works the narrative 

voice is always clearly in evidence: its tone is often mocking, even heavily ironic. 

Richardson, on the other hand, maintains a carefully impersonal narrative style. She 

presents artist figures but with less intensity than Mann: the artist and the question of 

genius are significant themes in Maurice Guest but they do not have the same central 

role as they have in Mann’s works. Richardson could not have been unfamiliar with 

Mann’s work, as his work was published while Richardson was still living in Germany, 

and, more particularly, much of his early work first appeared in the Neue Deutsche 

Rundschau,79 which Richardson read regularly, and was also published in book form by 

Richardson’s preferred publisher, S. Fischer Verlag. Given their many common 

interests, it is remarkable that Richardson makes no reference to his work in her letters 

or in other public statements. 

                                                
76 Farrell, p. 13. 
77 Farrell, p. 12. 
78 Farrell, p. 16. 
79 See Mann, pp. 761-64. 



 205 
It is evident that the German artist novel tradition has a long history and adds to the 

rich cultural heritage of the national literature. The works discussed here are part of a 

literary web in which works are interrelated and authors respond and react to the works 

of others. In the established tradition of intertextuality there are parallels, but similar 

themes receive very different treatments. It should be borne in mind that Maurice Guest 

was written against the background of this great wealth of German literature which 

focuses very seriously on artist figures, and, to be more fully appreciated, it is against 

this background that the novel should be read. 
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CHAPTER NINE 
 

The Presentation of the Milieu and its Role in the Novel 
 
 

The setting of Maurice Guest is an obviously German element in the novel, which 

plays an important role in this study of the doomed passion of a young Englishman for 

an Australian girl. While Germany may seem an unusual place for such a story, it is 

much more than just an exotic backdrop. Richardson’s claim that her first intentions 

when she began writing Maurice Guest were to pin the experience of her own “happy 

Leipzig days to paper”,1 is justified by the impression the reader gains from the opening 

chapters. The setting of the novel – the Leipzig milieu and the life of the music students 

at the Conservatorium – is described in great detail and, in quite natural fashion, the 

scene is presented mainly through the eyes of the newly arrived English student, 

Maurice Guest. The freshness and novelty of the impressions of this experience are 

enhanced by the pervasive sense of the burgeoning of nature in the early spring. This is 

also the time when the new academic year begins at the Conservatorium. Nevertheless, 

it is clear that Richardson’s evocation of the place and its people, and of the hustle and 

bustle of student life there, does not represent simply the first impressions of a foreigner 

who has just arrived in some strange and exotic environment. The descriptions also rang 

true for very many of those who knew Leipzig well, as is evident from the numerous 

favourable comments made by the German reviewers. 

It is interesting to note that the German reviewers’ responsiveness to the 

descriptions of the milieu becomes much more marked in the reviews of the translation. 

Two of the six reviews of the English language version make brief but favourable 

allusions to the presentation of the milieu, but at least twelve reviews of the German 

version allude to some facet of Richardson’s evocation of Leipzig: some commentators 

write about it at considerable length. The reviewer for the Leipziger Neueste 

Nachrichten writes, with evident feeling: 
Ganze Schwärme von englischen, amerikanischen, polnischen, österreichischen 
und deutschen Musikbeflissenen ziehen vorüber, reizende Mädchenköpfe 
tauchen darin auf, auch zweifelhafte und anrüchtige, aber immer interessantere 
Gestalten mischen sich dazwischen und alle sind sie von ehrgeizigen 
Zukunftshoffnungen erfüllt, sporen [sic] einander an oder intrigieren wider 
einander, verlieben und paaren sich, veranstalten Konzerte und Ballfeste, und 
trinken jenen berauschenden Wein kunstfroher Jugend, in dessen Taumelkelch 
die schlimmsten und die süßesten Gaben undurchdringbar vermischt liegen. 
Und auch die Professoren rücken vor, mit ihrem mächtigen Kunsternst und 
ihrer beglückend anspornenden Kraft, doch auch mit ihrer kleinlichen 

                                                
1 “Notes”, p. 9. 
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Eifersüchtelei, boshaften Nebenbuhlerschaft und traurigen Verärgertheit. Dies 
alles gibt einen reichen, bunten bewegten Hintergrund ab, von der sich die Glut 
und Tragik jenes Einzelschicksals wirkungsvoll abhebt2 

 
[Whole swarms of zealous English, American, Polish, Austrian and German 
musicians go past, charming young girls appear in it, also some dubious and 
disreputable ones, but more and more interesting figures are mixed in among 
them, and all are filled with ambitious hopes for the future, encourage one 
another or intrigue against one another, fall in love and pair off, organise 
concerts and balls, and drink that intoxicating wine of youth enjoying art, in 
whose dizzy cup the worst and the sweetest gifts are inscrutably mixed up 
together. And the teachers also step forward, with their tremendous seriousness 
about art and their power to encourage others in a cheering way, yet also with 
their petty jealousies, malicious rivalry and pathetic irritation. All this provides 
a rich, colourful, busy backdrop against which the ardour and tragedy of that 
individual fate stands out very effectively]. 
 

This reviewer’s account emphasises the various aspects of life at the Conservatorium: 

but at the same time he makes it clear that all this forms the background against which 

the main action of the novel takes place. 

It is the reviewer for the Hamburger Nachrichten, however, who provides the most 

detailed analysis with regard to the milieu, highlighting some of the novel’s more subtle 

nuances. These include allusions to the teaching methods, the various cliques that 

formed in the music world, the Bohemianism of the student lifestyle, and the particular 

issues, differences of opinion in the city and its music institutions in the early 1890s. He 

writes: 
Für einen deutschen Leser, der die alte Musikstadt Leipzig und insbesondere 
die Verhältnisse des „Kgl. Konservatoriums der Musik“ nur einigermaßen 
kennt, sind nun die Schilderungen, die der ausgezeichnet eingeweihte, 
augenscheinlich aus eigener Erfahrung schöpfende Verfasser von dem Leben 
und Treiben in den Kreisen um das Konservatorium entwirft, außerordentlich 
fesselnd; und nicht weniger fesseln die Streiflichter, die aus blendend scharf 
eingestellter Beobachtung auf dieses in den Rahmen breiten Leipziger 
Kulturlebens gespannte Stückchen Welt, auf das Musikmilieu, auf das 
Musikanten- und Vituosentum, auf Lehrer und Schüler, auf den 
Musikunterricht, auf das Kliquentum innerhalb und außerhalb des 
Konservatoriums, auf das Bohèmetum der jungen Künstler fallen. Der Roman 
Richardsons spielt etwa Ende der achtziger oder Anfang der neunziger Jahre in 
Leipzig, zu jener kunstpolitisch bewegten Zeit, als der Lisztverein gegründet 
worden war, eine Trutzburg gegen die muffige Rückständigkeit der 
Konservatoriums- und Gewandhaustradition3 
 
[For a German reader with only some knowledge of the old music city of 
Leipzig, and in particular of the circumstances at the “Royal Conservatorium of 
Music,” the descriptions are extraordinarily gripping. The excellently initiated 
author apparently sketches the life and goings-on in the circles around the 
Conservatorium from his own experience. No less gripping is the highlighting 
by dazzlingly keen, focussed observation of this little piece of world set within 

                                                
2 Leipziger Neueste Nachrichten, 11 January 1913. 
3 Hamburger Nachrichten, 13 July 1913. 



 208 

the framework of the broad cultural life of Leipzig, of the musical milieu, of the 
musicianship and virtuosity, of teachers and students, of the musical instruction, 
of the cliquiness inside and outside of the Conservatorium, of the Bohemianism 
of the young artists. Richardson’s novel is set in Leipzig around the end of the 
eighties or the beginning of the nineties, at that time motivated by art politics 
when the Liszt Association had been established, a Trutzburg4 against the stuffy 
backwardness of the tradition of the Conservatorium and the Gewandhaus]. 
 

This reviewer apparently also finds that a number of the characters in the music world 

of Leipzig are easily recognisable, and thus appears to support the notion that the novel 

is in part a roman à clef, previously discussed in Chapter 7. He goes on to write of 

der streberhafte Präsident des Lisztvereins, der dem Konservatorium die besten 
Klavierschüler wegschnappt; die dünkelhaften und unfähigen 
Klavierpädagogen der alten berühmten Bildungsanstalt: das gibt amüsante 
Kontraste. In dieses internationale, von seltsamer Spannung durchquerte, von 
Egoismen aller Art und wunderlichen Reflexen durchsetzte Milieu stellt nun 
der Verfasser seinen jungen klavierspielenden Engländer5 
 
[the pushy president of the Liszt Association, who snatches away the best piano 
students from the Conservatorium, the arrogant and incompetent piano teachers 
at the famous old educational institution: that creates entertaining contrasts. The 
author now sets his young piano-playing Englishman in this international 
milieu, criss-crossed with strange tensions and all kinds of egotisms and 
idiosyncrasies]. 
 

It becomes very clear from this German writer’s comments that Richardson has woven 

many telling details of the place and the period into the fabric of the novel, that she has 

captured the ambience well, and that, in his opinion, as in the view of other German 

commentators, Richardson possessed an intimate knowledge of the city and the 

Conservatorium. 

This is an aspect of her work which received little attention from English-speaking 

critics. They make rather general comments about the vividness and liveliness of the 

description, but generally fail to show an appreciation of the real depth of her 

understanding of the life of the conservatorium, or of the fidelity of the minute but well-

chosen details she includes. These details not only add to the description of the milieu 

but also impinge on Maurice’s life and career at the Conservatorium. His awkward 

relations with his teacher, Schwarz, for example, are explained, in part, by the latter’s 

sensitiveness to any hint of criticism of his teaching at a time when he has lost his best 

student to the new teacher at the Liszt Association and is feeling understandably 

threatened. The absence of attention to this aspect of Richardson’s work may perhaps be 

explained by the (not unreasonable) lack of familiarity with this milieu on the part of 
                                                
4 Trutzburg: a type of protective fortress built in the Middle Ages to assist with an attack on or the siege 
of an opponent’s fortress. Here the term is used metaphorically, to indicate an institution established in an 
attempt to break down another which is particularly resistant. 
5 Hamburger Nachrichten, 13 July 1913. 
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many Anglo-Saxon reviewers. This consideration is illustrated by the reviewer in the 

Court Journal who writes that the novel “deals with an unfamiliar theme – musical life 

in Leipsic” and that the “local colour and atmosphere are most elaborately and 

scrupulously interpreted, but still Leipsic is an unfamiliar milieu with the majority of 

novel readers”.6 Other English-language reviewers appear to be appreciative of the 

handling of the milieu but their comments remain relatively superficial, such as: “the 

book undoubtedly has atmosphere ... it is impossible to withhold admiration from it”;7 

“the picture of musical life in Leipzig is a vivid one”;8 or, more fulsomely, 
it is distinguished ... by a convincing atmosphere ... It shows scene after scene 
of Leipzig student life with ... vivid realism, until the concert-halls, and the 
noisy restaurants, and the conglomeration of musical enthusiasts seem to take 
possession of the external senses. Places described can be seen, and smelt, and 
walked in.9 
 

Newspaper reviews may well be somewhat superficial and limited by the length 

permitted to them, but a few reviewers do manage to convey a greater awareness of the 

quality of Richardson’s work. One writes of 
the persuasive charms of Mr. Richardson’s pen-pictures of Leipsic from dawn 
to dark. These bring the city and its surroundings very near to the reader, and 
are memorable features of a story that all through is vivid and compelling,10 
 

and another writes that 
the book would prove rather wearisome ... were it not for its pictures of the 
routine of a German conservatory of music and its sketches of teachers and 
pupils, its sidelights on the life of musical virtuosi, and its references to great 
names ... his observation ... deserves enthusiastic recognition.11 
 

The overall impression is nonetheless of a general appreciation rather than an 

appreciation based on a knowledge of the specific milieu. 

The difference between the reactions of the German reviewers and the English 

language reviewers to Richardson’s novel is underscored by the former’s repeated 

expressions of astonishment that no German author had chosen to set a novel in that 

very special environment, and that a foreigner was the first to perceive the vibrant and 

colourful possibilities it presented. It is precisely the setting of the novel, the Leipzig 

musical milieu, that strikes them as being a curiously obvious, yet overlooked 

opportunity for a German novelist. No English commentators make the point that 

                                                
6 Court Journal, 12 January 1909. 
7 Daily Mail, 5 September 1908. 
8 Field, 26 September 1908. 
9 The Illustrated London News, 13 March 1909. 
10 Dundee Advertiser, 03 September 1908. 
11 Sunday Times, 20 September 1908. 
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Leipzig has a very strong cultural significance in Germany. The reviewer for the 

Leipziger Neueste Nachrichten, however, writes: 

Hat schon einmal ein deutscher Romancier die Musikstadt Leipzig, speziell das 
internationale Getriebe am Konservatorium, sich zum Vorwurf seiner 
Schilderung und Erdichtung genommen? Nicht, daß ich wüßte. Wir müssen 
also dem Engländer Richardson, im Hinblick auf dieses äußerst dankenswerte 
Thema, nach einiger Beschämung den Vortritt lassen. 
Nicht bloß mit Beschämung, auch mit sehr viel Anerkennung12 

 
[Has a German novelist ever taken the music city of Leipzig, especially the 
international hurly-burly at the Conservatorium, as the theme of his description 
and imaginative work? Not to my knowledge. We must therefore, with some 
embarassment, grant that the Englishman Richardson is the first, with regard to 
this extremely rewarding topic. 
Not only with embarassment, also with very great respect]. 
 

In similar vein the reviewer for the Viennese Der Merker writes: 
Merkwürdig, daß kein deutscher Schriftsteller auf die Idee gekommen ist, das 
Leben an einem Konservatorium zu schildern mit allem Ehrgeiz, allen 
Hoffnungen und Enttäuschungen, all den bunten und abenteuerlustigen 
Existenzen, die sich in diesem Brennpunkt treffen13 
 
[It is strange that no German author has hit on the idea of describing life at a 
conservatorium, with all the ambition, all the hopes and disappointments, all the 
colourful and adventurous characters who meet at this focal point]. 
 

However, Richardson does not utilise the milieu simply as a scene setter, as is 

recognised by several commentators. It functions also at times as a determinant of the 

action. One English reviewer comments: “Maurice Guest and Louise Dufrayer can only 

properly be understood in their relation to their surroundings”.14 Robertson also 

acknowledges the importance of the setting. He writes: 
if its theme is set in the exotic milieu of a foreign city and among musicians and 
would-be musicians, it is only because such a milieu provides conditions not to 
be found, without a straining of probabilities, in conventional society, where the 
protagonists of the book would have stood outside the pale of respectability.15 
 

This point is more often understood, however, by the German reviewers, one writing: 

Die Umgebung, in der sich die Liebesgeschichte abspielte, mußte natürlich 
geschildert werden, denn sie bestimmt ihren Verlauf im einzelnen, wenn die 
Geschichte auch in ihren Grundtatsachen etwas typisch Menschliches, 
unabhängig von Raum und Zeit, hat16 
 
[The surroundings in which the love story was played out naturally had to be 
described, for they determine its course in the details, even though, in its basic 

                                                
12 Leipziger Neueste Nachrichten, 11 January 1913. 
13 Der Merker (Vienna), Heft I (Issue I), n.d. It probably appeared in the earlier part of 1913, as 
Richardson refers to having received it in a letter of 12 March 1913, (Letters I, p. 471). 
14 Morning Post, 17 September 1908. 
15 Robertson in MWY, p.155. 
16 Münchner Neueste Nachrichten, 27 January 1909. 
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facts, there is something typically human about the story, independent of time 
and place]. 
 

Another sees it as a necessary motivating factor for the characters’ behaviour and as the 

only possible environment in which such a situation could develop. He writes of 
ein Liebesroman, der nur in dieser von künstlerischer Empfindlichkeit und 
Nervösität vibrierenden Lust möglich ist. Die internationale Jugend, die da 
zusammenströmt, ist äußerlich fast maniakalisch vom Musikinteresse fasziniert, 
aber ihr dauernder idealischer Erregungszustand macht sie für alle erotischen 
Probleme besonders disponiert17 
 
[a love story which is possible only in this enthusiasm, vibrating with artistic 
sensitivity and nervousness. The international youth which flocks together there 
is outwardly fascinated by musical interests in an almost maniacal way, but 
their perpetual idealistic state of excitement makes them particularly prone to 
all kinds of erotic problems]. 
 

The milieu is seen, in addition, to serve to heighten the atmosphere of the narrative. One 

commentator points out that Richardson uses 
ein dem Autor sehr vertrautes Milieu zur Verstärkung des Eindrucks18 
 
[a milieu with which the author is intimately familiar to strengthen the 
impression]. 
 

The novel begins with descriptions of the physical environs – the city streets and 

buildings – and Richardson describes Maurice’s receptiveness to the sense of tradition 

and history that the city exudes, despite its more mundane aspects. This aspect is 

summed up by the reviewer who writes: 
Voll Leben ist dieses Buch, voller blutwarmer Gestalten und auch die Stadt mit 
ihrer großen Tradition lebt, mit ihrem Gemisch aus überkommener Romantik 
und moderner kommerzieller Nüchternheit19 
 
[This book is full of life, full of life-like figures and the city comes alive too, 
with its great tradition, with its mixture of inherited romanticism and modern, 
commercial soberness]. 
 

This remark could only have been written by a commentator who knew the city well 

and who appreciated the way in which Richardson captures its atmosphere. She also 

conveys the everyday sounds of the streets and houses in which music students practise 

all day long. As one reviewer expresses it, 

Lautes Klavierspiel, ein Gewirr von Etüden und Tonleitern bildet den Hintergrund20 

[Loud piano-playing, a confusion of études and scales forms the background]. 

                                                
17 Dresdner Neueste Nachrichten, 31 October 1913. 
18 Rheinische Musik und Theater-Zeitung, 21 December 1912. 
19 Der Merker, Heft I. 
20 Der Tag, Berlin, 19 March 1913. 
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Richardson also describes the first signs of spring in the parks and woods on the 

outskirts of the town. These descriptions of the beauties of the natural environment 

receive praise from both English and German reviewers, but their reactions differ. One 

English reviewer admires what he perceives as an evocative piece of writing about a 

beautiful phenomenon (although it would be more accurate to describe it as “Saxon” 

rather than “South German”) when he writes: 

it contains a description of the sudden oncoming of the South German spring 
that rivals the wonderful passage in “Resurrection” when the ice begins to 
break up in the river and Easter Eve brings the Russian winter to an end.21 
 

The German reviewers, on the other hand, respond to these descriptive passages with a 

clear sense of recognition and familiarity. One writes: 
Der schüchterne Frühling des Vorstadtwaldes, der Herbst im Hügelland – es 
mußte ein Engländer kommen, um ihn wieder bemerkenswert und schön zu 
finden22 
 
[The shy spring in the suburban woods, autumn in the hills – an Englishman 
had to come along to think it remarkable and beautiful again]. 
 

A Leipzig commentator adds, even naming the locations: 
nie sind die Fluren, Wasser, Wege seelischer erfaßt, nie sind Liebes-Sommer-
Monde auf dem Rochlitzer Berg, im Tal der Mulde, wundersamer geschildert 
worden als hier23 
 
[never have the meadows, waterways, paths been better captured in their 
essence, never have Love’s summer moons on Rochlitz Mountain, in the valley 
of the river Mulde, been more wondrously described than here]. 
 

The reviews contain much comment about Richardson’s descriptions of students 

and student life, but her main focus was, of course, on the international student group, 

the group that she knew best and probably even better than the great majority of her 

reviewers did. One English reviewer comments: “Superficially, the book is a brilliant 

picture of the cosmopolitan crowd of both sexes at the Leipzig Conservatoire”.24 A 

German reviewer refers to  
Seine Beobachtungen, vornehmlich der internationalen Kreise der 
Musikstudierenden Leipzigs, innerhalb deren die ganze Handlung verläuft25  
 
[His observations, principally of the international circles of music students in 
Leipzig within which the whole plot revolves]. 
 

                                                
21 The Illustrated London News, 13 March 1909. The allusion is to Tolstoy’s novel of that name. 
22 Der Tag, Berlin, 19 March 1913. 
23 Leipziger Neueste Nachrichten, 14 August 1913. 
24 Observer, 13 September 1908. 
25 Nord und Süd, Breslau, May 1913. 
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Another also writes that the setting is Leipzig in the 1890s and that Richardson reveals 

many aspects of 

das internationale musikalische Leben der alten Pleißestadt in jener Zeit26 

[the international musical life of the old city on the River Pleisse at that time], 

which are of particular interest to German readers. These comments indicate that the 

novel has something to contribute even to the German reader’s understanding of this 

particular group in his own country. It must be remembered that of all the student 

characters developed in the novel only one, Fürst, is German. The international group 

made up a large component of the total student body at the Leipzig Conservatorium. 

In the German reviews there are also many comments about the variety and 

authenticity of the types of characters portrayed who serve to highlight the contrasts 

between different cultures. In one it is stated: 
Scharf umrissen stehen ein [sic] einzelnen Typen des Konservatoriumvölkleins 
mit ihren individuellen Anschauungen und Interessen vor uns und in ebenso 
treffender wie amüsanter Weise werden gewisse nationale Eigentümlichkeiten 
der englischen und deutschen Gesellschaft charakterisiert27 
 
[(The) individual characters in the Conservatorium crowd, with their individual 
views and interests, stand clear-cut before us and certain national characteristics 
of English and German society are portrayed in a way which is as apt as it is 
amusing]. 
 

Another contains the remark: 
Die Nebenfiguren sind durchweg ungemein lebendige und überzeugende Typen 
aus dem internationalen Kreise der Konservatoristen28 
 
[The secondary figures are without exception uncommonly lively and 
convincing characters from the international circle of the Conservatorium 
students]. 
 

A Leipzig reviewer writes: 
wie kennen wir diese Musikerkreise, wie kennen wir den Geiger Schilsky und 
die zu einem wehen Erbarmen erschütternde Luise Dufrayer29 
 
[how we know these musical circles, how we know the violinist Schilsky, and 
Louise Dufrayer, who jolts one into aching compassion] 
 

The music-saturated environment, the mixture of types, the international flavour, 

and the contrast between the German setting and the Anglo-Saxon students living there, 

are well summed up in the following excerpt: 
Aus einem Chaos ringender Töne tauchen die Gestalten auf – prachtvolle 
Gestalten von unfaßbarer Echtheit. Die respektable amerikanische Familie auf 

                                                
26 Weser Zeitung, Bremen, 8 November 1912. 
27 Weser Zeitung, Bremen, 8 November 1912. 
28 Die Hilfe, 16 January 1913. 
29 Leipziger Neueste Nachrichten, 14 August 1913. 



 214 

der Europatour. Die brave Miß, die ein guter Kamerad ist und eine respektable 
Klavierschule in der englischen Provinz aufmachen wird. Die zigeunerhafte 
Australierin, die hündisch liebt und hündisch grausam ist, wo sie nicht liebt. 
Der polnische Nicht-Gentleman, der zufällig ein Genie ist. Und all dieses 
Fremde mitten im allerdeutschesten Leipzig; und all das Deutsche von Leipzig 
mit fremden Augen gesehen30 
 
[The figures emerge from a chaos of resounding tones – splendid figures of 
unbelievable genuineness. The respectable American family on a tour of 
Europe. The worthy Miss who is a good comrade and who is going to open a 
respectable piano school in the English provinces. The gypsy-like Australian 
girl who loves in dog-like fashion and is cruel, like a dog, when she is not in 
love. The Polish non-gentleman, who just happens to be a genius. And all this 
foreignness in the midst of utterly German Leipzig, and all the Germanness of 
Leipzig seen through foreign eyes]. 
 

For this last German reviewer one of the attractions of the novel is its depiction of the 

foreignness in their midst, the cross-cultural perspective and the light it sheds on the 

way in which other people see German life. By contrast, another English reviewer31 

finds Leipzig a strange and unfamiliar setting for a novel, and this apparently makes it 

less appealing to him. Each side sees the other in an exotic light. 

Richardson appreciated not only the nuances of the places and society she describes: 

she also understood and felt the history of Leipzig and its sense of musical tradition. 

She evokes this in Maurice’s reaction to the city streets on his first day in Leipzig, as he 

conjures up the figures of Bach, Mendelssohn and Wagner, that musical son of Leipzig: 

He wandered leisurely along the narrow, winding streets that ran at all angles 
off the Market Place ... in fancy, he peopled these streets with the renowned 
figures that had once walked them. He looked up at the dark old houses in 
which great musicians had lived, died and had been born, and he saw faces that 
he recognised, lean out of the projecting windows, to watch the life and bustle 
below, to catch the last sunbeam that filtered in; he saw them take their daily 
walk along these very streets, in the antiquated garments of their time. They 
passed him by, shade-like and misanthropic, and seemed to steal down the 
opposite side, to avoid his too pertinent gaze. Bluff, preoccupied, his keen eyes 
lowered, the burly Cantor passed, as he had once done day after day, with the 
disciplined regularity of high genius, of the honest citizen, to his appointed 
work in the shadows of the organ-loft; behind him, one who had pointed to the 
giant with a new burst of ardour, the genial little improviser, whose triumphs 
had been those of this town, whose fascinating gifts and still more fascinating 
personality, had made him the lion of his age. And it was only another step in 
this train of half-conscious thought, that before a large-lettered poster, which 
stood out black and white against the reds and yellows of the circular 
advertisement-column, and bore the word Siegfried, Maurice Guest should not 
merely be filled with anticipation of a world of beauty still unexplored, but that 
the word should stand to him for a symbol, as it were, of the easeful and 
luxurious side of a life dedicated to art—of a world-wide fame, the society of 
princes, kings, the gloss of velvet, the dull glow of gold (MG, p. 13). 
 

                                                
30 Der Tag, Berlin, 19 March 1913. 
31 Court Journal, 12 January 1909. 
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The historical aspect of the Leipzig milieu forms the background to the musical and 

intellectual milieu of the 1890s into which Maurice is plunged on his arrival. The city 

enjoyed great fame as a music centre because of the Gewandhaus Orchestra and the 

Konservatorium, and the celebrated musicians who had, or still, taught there. 

Established in 1843 by Mendelssohn, it was the oldest conservatorium in Germany – 

although the conservatoria in Paris and Vienna were older – and it maintained close 

contact with the much older Gewandhaus orchestra. The city itself was steeped in 

musical tradition and provided an ideal environment for music students. The origins of 

the bourgeois tradition of concert-going in Leipzig lay well back in the past, and had 

developed from two separate sources. The first was the town pipers: employed by the 

city, they were required to perform duties at the Town Hall, in churches and at civic 

receptions and to provide music at banquets and other festivities in the town. The 

second source was the amateur music groups, formed by university students and known 

as Collegia Musica. Around 1700 there were two student orchestras of this kind – one 

founded by Georg Philipp Telemann – and they were invited to play in coffee houses 

and to entertain customers by practising there. Because of the expert guidance they 

received while doing this, it was not uncommon for students to give up their other 

studies and to concentrate entirely on music. The Collegium Musicum established by 

Telemann was led for many years by J. S. Bach and many of his orchestral suites were 

played in these circumstances. His Coffee Cantata is an acknowledgment of the role 

played by the coffee house proprietors in fostering the musical life of the town, and to 

them are owed the first public concerts in Leipzig. 

In 1743 a tradition known as the Großes Konzert (Big Concert) was established. It 

started from a private musical group of sixteen persons consisting equally of donors 

(aristocrats and bourgeois) and players (town musicians and students). These concerts 

grew in popularity, became subscription concerts, and increased in size. By the 1770s 

the orchestra was also competing with musical theatre – both German Singspiel and 

Italian opera – and with other amateur choral and orchestral concerts. The orchestra’s 

concerts had outgrown their venue and, in 1780, the mayor suggested that an empty 

floor of the Gewandhaus (cloth merchants’ building) be converted to a concert hall. The 

city fathers financed the project generously and the result, in 1781, was an attractive, 

well decorated, wood-lined hall, built to the golden measure, and with excellent 

acoustics. The orchestra, then became known as the Gewandhaus orchestra, and had 

thirty musicians, made up of six town musicians, students (who comprised fifty percent 

of the players) and independent musicians. The Großes Konzert came to be called the 
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Gewandhaus concert, and the name Gewandhaus achieved a worldwide fame for the 

quality of its musical performances.32 The orchestra played not only in the Gewandhaus 

but also in the theatre and in the Thomaskirche (St. Thomas’s Church), and this 

tradition has also been maintained. Famous musicians performed and conducted at the 

Gewandhaus: Mozart, conducted and played solo parts in his own works there in 1789. 

In 1835, more than fifty years after the move to the new concert hall in the 

Gewandhaus, Felix Mendelssohn-Bartholdy was appointed as musical director. A new 

era began under his leadership, and in 1843 the Konservatorium was founded. This was 

to provide a more thorough, specialised musical education to train musicians rather than 

music teachers or provide for dilettantes. Mendelssohn was its first Studiendirektor 

[Principal], as well as Musical Director of the Gewandhaus, and strong ties between the 

two institutions were carefully established and maintained. 
Die Konzerte des Orchesters wurden für die Schüler ein unersetzlicher 
Anschauungsunterricht. Und die Dozenten für die Orchesterinstrumente kamen 
(und kommen) fast ausnahmslos vom Gewandhaus33 

 
[The concerts given by the orchestra became an irreplaceable way of learning 
by watching and hearing. And the teachers of orchestral instruments came (and 
come) almost without exception from the Gewandhaus]. 

 
The Konservatorium began with seventeen male and five female students and within 

twenty-five years around fifteen hundred students had studied there, one third of whom 

were foreigners – a very significant proportion, and an indication of the international 

reputation of the institution. Robert Schumann, who taught there briefly in 1843, wrote 
daß es in Deutschland, vielleicht in der Welt keinen besseren Ort für einen 
jungen Musiker gäbe als Leipzig34 
 
[that there was no better place in Germany, perhaps in the world, for a young 
musician than Leipzig]. 
 

The musical director of the Gewandhaus at the time when Richardson was in Leipzig 

was the pianist Carl Reinecke. He had tended to be reactionary in his outlook from the 

beginning and by the 1880s a conservative approach had become the hallmark of the 

Konservatorium. Nevertheless the teaching it provided was very sound and there were 

other musical venues and activities in Leipzig to counteract a certain narrowness of 

curriculum that had developed in the conservatorium itself – the opera at the 

                                                
32 The name was retained even when a new concert building, which had nothing to do with the cloth 
merchants, was built a century later and the concerts are still called Gewandhaus concerts. 
33 Fritz Hennenberg, Das Leipziger Gewandhausorchester (Leipzig: VEB Edn., 1962), p. 25. 
34 Quoted by Hennenberg, p. 26. 
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Stadttheater, and the Lisztverein [Liszt Association], with a particular emphasis on more 

recent works and composers. Richardson certainly took advantage of these. 

There were première performances of a number of famous works, such as 

Mendelssohn’s and Brahms’s violin concertos. By the 1880s and 1890s, however, the 

fare offered by the Gewandhaus was restricted to the classics and rarely included any 

modern or contemporary works. The new “Gewandhaus” was opened in 1884 and 

seated 1700 in the main hall and 650 in a smaller hall designed for chamber music, 

while the new Conservatorium building was completed just two years before 

Richardson’s arrival. They were located close together in a new section of the town 

which became known as the Musikviertel (Music Quarter). Over the years many great 

names had been associated with music in Leipzig, either as residents or visitors – 

Telemann, J. S. Bach, Mozart, Mendelssohn, Weber, Clementi, Robert and Clara 

Schumann, Ferdinand David, Liszt, Berlioz, Wagner, Tchaikovsky, Grieg, Richard 

Strauss, Saint-Saens, Anton Rubenstein, Brahms, Joachim, Sarasate, E. T. A. 

Hoffmann, Mahler, Lortzing, Reinecke – by the time Richardson arrived there.35 

As already mentioned, it was intended from the time of the establishment of the 

Konservatorium that the orchestra’s concerts should form part of the teaching. The role 

of the orchestra as a teaching tool was further developed during Reinecke’s time. He 

arranged for the students of the Konservatorium to be admitted to the public rehearsal 

without charge36 and Richardson became, in her own words, “an indefatigable concert-

goer”37 for whom the “Wednesday rehearsals at the Gewandhaus were ... the peak”.38 

There great soloists and conductors could be seen and heard under optimum conditions. 

The importance of these concerts for her is underlined by her choice of this weekly 

event as the opening scene of Maurice Guest with all the inspiration, hopes and 

ambitions that it aroused in a young music student. 

While the historical aspect of the Leipzig musical tradition serves to support and 

reinforce Maurice’s generally romantic notions, his provincial English upbringing 

leaves him ill-prepared to participate in the more advanced sorts of literary and 

philosophical discussions among European students to which he is exposed. This is well 

illustrated by an early encounter he has with the Viennese student, Krafft, when 

Maurice has just heard him playing Chopin. 
Suddenly … Krafft commenced to speak: at first in a low voice, more to 
himself than to Maurice, as if he were thinking aloud … Names jostled one 

                                                
35 Factual information in this chapter is drawn principally from Hennenberg. 
36 See Ackland, Life, pp. 98-99. 
37 MWY, p. 108. 
38 MWY, p. 108. 
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another on his tongue: he passed from Beethoven and Chopin to Berlioz and 
Wagner, to Liszt and Richard Strauss—and his words were to Maurice like the 
unrolling of a great scroll, on which these names flamed in letters of gold. In 
the same breath, he was with Nietzsche, and Apollonic and Dionysian; and 
from here he went on to Richard Dehmel, to Anatol, and the gentle “Loris” of 
the early verses; to Max Klinger, and the propriety of coloured sculpture; to 
Papa Hamlet and the future of the Lied. Maurice, listening intently, had fleeting 
glimpses into a land of which he knew nothing. He kept as still as a mouse, in 
order not to betray his ignorance; for Krafft was not didactic, and talked as if 
the subjects he touched on were as familiar to Maurice as to himself (MG, p. 
196). 

 
Two things about the names and topics enumerated stand out: firstly, the names are, 

almost without exception, Central European, and many of these are also associated in 

some way with the cultural life of Leipzig; and secondly, no distinction is made 

between the different art forms as Krafft’s monologue moves from one topic to another 

– music, poetry, drama, sculpture and also philosophy are all presented as interrelated. 

Maurice has no knowledge of contemporary Central European ideas and trends in the 

arts, which were very much part of the intellectual milieu, and totally familiar to figures 

such as Schilsky and Krafft. Maurice had learned only about music, and that in a 

haphazard way. What knowledge he had acquired in England, from the old musician, 

emanated mostly from Germany, but from an earlier period. His old friend 
told him of Germany, and the gay, careless years he had spent there working at 
his art, years of inspiriting, untrammelled progress; told him of famous 
musicians he had seen and known, of great theatre performances at which he 
had assisted, of stirring premières long since forgotten … It was here that the 
chief landmarks of music emerged from the mists in which, for Maurice, they 
had hitherto been enveloped; here he learned that Bach and Beethoven were 
giants, and made uncertain efforts at appreciation; learnt that Gluck was a great 
composer, Mozart a genius of many parts, Mendelssohn the direct successor in 
this line of kings (MG, pp. 26-27). 
 

With respect to Central European culture Richardson herself was probably quite as 

much at sea in these matters on her arrival in Leipzig,39 and it seems likely that most of 

her readers in the Anglo-Saxon world would have been, or still are, equally poorly 

informed. This view appears to be borne out by the fact that both Green, and Probyn 

and Steele, give detailed explanations of the names and ideas mentioned in the passage 

quoted above.40 Probyn and Steele also quote Richardson’s own handwritten notes in 

her personal copy of the novel. These appear to indicate that even Richardson realised 

that her allusions were not generally known or appreciated without some explanation. 

                                                
39 See Richardson’s account in MWY of the education she acquired from Elisabeth Morsbach in music and 
contemporary European literature, pp. 104-05. 
40 See Green, pp. 189ff.; MG, pp. 764-65, fns. 12, 13, 14. 
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She describes Dehmel as “one of the foremost German lyric poets of the day”;41 of 

Hugo von Hofmannsthal she writes that he was described as “gentle” because “his early 

verses made the impression of a very fine, gentle, & delicate personality”;42 she writes 

of Arno Holz and Johannes Schlaf, the authors of Papa Hamlet, that they were “usually 

regarded as the beginning of the naturalistic movement in Germany in the early 

nineties”;43 and concerning the German Lied she wondered “whether Richard Strauss 

was destroying it, by putting into it more than it can hold”.44 On the one hand the use of 

these allusions to European ideas reinforces the impression of the fidelity of her 

presentation of the milieu of Leipzig, with its reputation in Germany of being both 

Athens,45 and Paris,46 on the River Pleisse. On the other hand they render the novel 

somewhat less comprehensible to the English-speaking world. 

The musical scene was, of course, dominated by Richard Wagner, and this is 

reflected in the early part of the novel, when the students attend a performance of Die 

Walküre at the New Theatre, and already hinted at by mention of the advertisement for 

Siegfried seen by Maurice on his first day in Leipzig. Wagner also provides an excellent 

illustration of synthesis of art forms, in his case of music and literature, since for all his 

later music dramas he was both librettist and composer, and in them music and 

language are intimately united. At the same time Wagner had close links to both 

Schopenhauer and Nietzsche. He found confirmation of his own ideas in the pessimistic 

philosophy of Schopenhauer, to which he gave expression particularly in Tristan and 

Isolde, and also in the Ring cycle, of which Die Walküre forms a part. In the Phaidon 

Book of the Opera the significance of Wagner’s contribution to music is outlined, with 

emphasis on the composer’s integration of the art forms: 
The Ring of the Nibelung is one of the crowning glories of European culture. 
Both philosophy and music in the second half of the century were stimulated by 
this epic. It is the realization of the ideology of the Wort-Ton-Drama (Word-
Tone-Drama) the Gesamtkunstwerk [total work of art], the theory in which 
words, music and stage action, participating in equal measure, blend into one 
complete work, regardless of conventional structure … an uninterrupted flow of 
musical texture is created, a never-ending melody based on the leit-motifs, 
which guide the listener through the drama … continual modulations erase all 

                                                
41 See MG, p. 764, fn. 13. 
42 See MG, p. 764, fn. 13. 
43 See MG, p. 764, fn. 13. 
44 See MG, p. 764-65, fn. 14. 
45 See Ackland, Life, p. 82. 
46 The most often quoted reference is found in Goethe’s Faust Part I, lines 2171-72, when Frosch 
exclaims: 
… Mein Leipzig lob’ ich mir!   [… I praise my Leipzig! 
Es ist ein klein Paris, und bildet seine Leute.  It is a little Paris, and educates its people]. Goethes 
Faust: Der Tragödie erster und zweiter Teil, Urfaust, kommentiert von Erich Trunz (Hamburg: Christian 
Wegner Verlag, 1963), p. 70. 



 220 

sense of tonality and resolve into a chromaticism which is, in the words of 
Massimo Mila, “very well suited to expressing such Romantic states of mind as 
aspiring towards the unattainable, or hope or regret, always outside present 
reality”.47 
 

Wagner’s effect on both music and drama was revolutionary and was still exciting 

for music students in the 1890s. Richardson depicts Madeleine and Dove preparing 

Maurice for the night at the opera by familiarising him with the music and the leitmotifs 

of Die Walküre and what they represent: 

… Madeleine began to detail to Maurice, the chief motives on which the 
Walküre was built up, and Dove, having hummed, strummed and whistled all 
those he knew by heart, settled down to a discourse on the legitimacy and 
development of the motive, and especially in how far it was to be considered a 
purely intellectual implement (MG, p. 119). 

 
During the performance Madeleine points out to Maurice the “sword motive” (MG, p. 

134), and shortly afterwards Dove draws his attention to “one of the few songs Wagner 

has written” (MG, p. 135), as the love song begins and Maurice starts to respond to the 

music: 
“One of the finest love-scenes that was ever written,” whispered Madeleine in 
her decisive way. And Maurice believed her. From this point on, the music took 
him up and carried him with it; for the first time in his life, he understood music 
as a direct expression of emotion; and, in his present mood, it affected him 
almost painfully (MG, p. 135). 

 
Dove, Madeleine and Krafft are apparently well-versed in Wagner’s music – Dove’s 

signal from the street to Maurice is “the melody of Siegfried’s horn” (MG, p. 32); Krafft 

sings the Liebestod [Love Death], from Tristan and Isolde (MG, p. 43), with undertones 

of both Krafft’s attraction to Maurice, and intimations of dying for love and Krafft’s 

suggestions of suicide to Maurice; at Madeleine’s flat Krafft and Avery Hill play the 

music from Siegfried, leading up to the hero’s awakening of Brünnhilde; and Krafft 

later plays the “sword fanfare” (MG, p. 218) to quieten the crowd before he sings a 

song. Using these characters as mouthpieces, Richardson presents, in a very few lines, 

the main issues associated with Wagner’s music: leitmotifs which function on an 

intellectual and dramatic level; and changes in the use of tonality leading to 

abandonment of earlier melodic forms, such as songs and operatic arias. Intellect and 

emotion are fused in Wagner’s music, and when Maurice hears the music of the love-

scene he experiences for the first time, and feels deeply, the emotional impact of such 

music. Very much the Romantic, and at this stage “aspiring towards the unattainable, or 

hope or regret, always outside present reality”, Maurice is very vulnerable, as he waits 

                                                
47 Phaidon Book of the Opera (Oxford: Phaidon Press Limited, 1979), pp. 274-75. See also Robertson, 
History, p. 498. 
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in expectation of meeting Louise that evening. Wagner’s music thus provides the 

emotional, as well as a musical, backdrop to Maurice’s story. The repeated mentions in 

the early part of the novel of Siegfried, the young hero, ready for love, also coincide 

with Maurice’s hazy aspirations to become a heroic figure. As his relationship with 

Louise develops he becomes more of a Tristan figure: Green suggests, “Tristan without 

Isolde”.48 (Louise’s face may exert a potent force upon Maurice, but she is not bound to 

him by any love potion.) Richardson aptly evokes the Wagner-filled atmosphere in 

which lofty aspirations and confused emotions can develop. 

If the music is confusing to some – Krafft complains ironically to Madeleine about 

“the learned ass who is not yet convinced that the Feuerzauber is music, and who 

groans like a dredge when the last act of Siegfried is mentioned” (MG, p. 106) – the 

story is equally confusing. Maurice is admittedly distracted and inattentive, but he is 

completely lost after the end of the first act: 
This second act had no meaning for him, and he found the various scenes 
intolerably long. What was it all about between Wotan and Fricka? Who was 
Brünnhilde? Was she wife or maid? Why should she interfere as she did with 
the runaway lovers? And why this thunder and confusion at the close? … 
Madeleine’s explanations were insufficient … (MG, p. 141). 
 

Dove, too, had found himself in an embarrassing situation when, in front of Ephie, he 

had had to “explain the first act of the opera to Johanna, without touching on the 

relationship of the lovers” (MG, p. 137). Wagner is undoubtedly a major figure in the 

musical world of the time. 

It is Johanna Cayhill, however, who throws most light on the contemporary German 

literary milieu. She is clearly not impressed by Wagner’s Der Ring des Nibelungen, 

which is a very consciously German epic, drawn from an old Scandinavian mythic 

legend – the Volsungasaga – and the Rheinland legend of Siegfried. Instead she 

introduces Maurice to other nineteenth century writers, including Friedrich Spielhagen, 

with Hammer und Amboss [Hammer and Anvil], In Reih’ und Glied [In Rank and File] 

(1866), and Problematische Naturen [Problematical Natures] (1860-61): Paul Heyse, 

with Kinder der Welt, [Children of the World] (1873): and Gustav Freytag, with Die 

Ahnen [The Ancestors].49 Johanna has intellectual ambitions and has already read and 

studied the classic German writers and philosophers, including Goethe and 

Schopenhauer, and in Leipzig she “was working systematically through Schopenhauer, 

with her teacher of German” (MG, p. 96). She is scathing in response to Maurice’s 

comments on his reading of German literature, undertaken with Madeleine, which 
                                                
48 Green, title of Ch. 4, pp. 160-218. 
49 See also Probyn and Steele, eds. MG, pp. 754-55, Fn. 17, for additional comments on these novels. 
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Johanna apparently considers to be too simplistic. She clearly leans towards more 

modern literature which deals with social issues. She lends Maurice novels of the 1860s 

and early 1870s: Problematische Naturen, according to Robertson, concerns a young 

man 
who begins life as a tutor in the family of a Pomeranian nobleman, and ends it 
fighting on the barricades in 1848—who is drawn opposite ways by democratic 
ideals of state and society, and by the distractions of social life.50 
 

In Reih’ und Glied, Robertson tells us, 
is a novel with a purpose; in the background are schemes for the improvement 
of the working-classes, socialistic dreams, and invectives against capital. The 
story ends tragically; the ideal of a society marching forward “in rank and file” 
is not realised, and the hero, who was modelled on Ferdinand Lassalle, is 
ultimately, like his prototype, killed in a duel.51 
 

Kinder der Welt, set in Berlin, deals with questioning of faith, under the influence of 

David Friedrich Strauss, a pessimistic outlook, and concern about the rise of social 

democracy”.52 Die Ahnen consists of “two novels of German national life in the fourth 

and eighth centuries”,53 and is considered by Robertson to be inferior to Freytag’s 

earlier works. In view of Richardson’s extremely limited representation of social 

conditions in the Leipzig of that politically tumultuous period, her choice of these 

works, as representative of the blue-stocking Johanna’s preferred reading, is an 

interesting one. It is clear that Richardson is familiar with this type of literature, but its 

introduction appears to be purely a feature of characterisation, since the novel is not, in 

general, concerned with social conditions. These novels are, nevertheless, representative 

of the period, along with the nationalistic musical works of Wagner. Maurice is 

introduced to them all. 

The dominant philosophical influences of the time, as presented in the novel, are 

Schopenhauer and Nietzsche, and they permeate music and literature. The pessimism 

and resignation of Schopenhauer, which had influenced Wagner’s earlier music-dramas, 

was succeeded by more affirmative and individualistic beliefs and attitudes. In literature 

an emphasis on the rights of the individual made its way into Germany from 

Scandinavia, and in philosophy the driving force in the latter part of the nineteenth 

century was Friedrich Nietzsche. He was first much influenced by both Schopenhauer 

and Wagner, but later moved away from both and became highly critical of Wagner’s 

later work. 

                                                
50 Robertson, History, p. 481. 
51 Robertson, History, p. 481. 
52 Robertson, History, p. 494. 
53 Robertson, History, p. 480. 
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In Maurice Guest Krafft is the most obvious spokesman for a range of Nietzschean 

or Nietzsche-like ideas, although the name Nietzsche appears only once in the novel. 

Krafft in some ways reflects both the writer and his ideas. Richardson describes his 

appearance when Maurice first meets him, stressing the innocent, childlike impression 

he creates. His face still has “the innocent beauty of … childhood” (MG, p. 41), and 

innocence and childhood are seen by Nietzsche as admirable: in Also sprach 

Zarathustra [Thus Spoke Zarathustra] the child represents the final transformation in 

the progress of “the spirit”. Nietzsche writes: “The child is innocence and forgetting, a 

new beginning, a game, a self-propelled wheel, a first movement, a sacred ‘Yes’”.54 

Krafft’s childlike qualities are emphasised throughout the novel, in references to his 

“rose-pink cheeks and tumbled curly hair” (MG, p. 214), and comments such as: “He is 

allowed to say and do just what he likes. He’s our spoilt child” (MG, p. 108). 

There is a parallel also between Nietzsche’s youthful admiration for Wagner’s 

Tristan and Isolde and Krafft’s playing of this music to Maurice. Tanner writes: 

“Nietzsche had been a fanatical admirer of some of Wagner’s dramas since he 

encountered the score of Tristan and Isolde, which he and some friends had played on 

the piano and quasi-sung when he was 16”,55 and “It seems that at the end, when he 

surveyed his whole range of artistic experience, the work that meant most to him was … 

Tristan and Isolde”.56 Krafft, although he claims that he is not always a Wagnerite, on 

one highly-charged occasion plays this music to Maurice. 
Krafft shook his hair back, and began the prelude to the opera; he played in a 
rapt ecstatic way, putting all his restlessness into the music … At first, he 
played from memory; when this gave out, he set the piano-score up before him, 
then forgot it again, and went on playing by heart. Sometimes he sang the 
different parts in a light, sweet tenor; sometimes recited them, with dramatic 
fervour. Only he never ceased to play … (MG, p. 206). 
 

The similarities between these descriptions are striking. When Krafft first speaks to 

Maurice it is apropos Tristan and Isolde (MG, p. 42), and shortly afterwards he sings 

the first lines of the Liebestod [Love Death] (MG, p. 43). There is a further parallel in a 

conversation between Maurice and Krafft concerning the latter’s harsh treatment of 

Avery Hill. Krafft clearly alludes to a line from Also sprach Zarathustra which runs: 

                                                
54 Quoted by Michael Tanner, Nietzsche (Oxford/New York: Oxford University Press, 1994), p. 52; 
translation taken from Walter Kaufmann. (See The Portable Nietzsche [Harmondsworth: Penguin Books, 
1984], p. 139). 
55 Tanner, p. 7. 
56 Tanner, p. 77. 
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“Are you going to a woman? Do not forget your whip!”57 when he “quoted a saying 

about going to women and not forgetting the whip” (MG, p. 205). 

Krafft’s suggestion, in conversation with Maurice, that “no one who has work to do 

worth doing, can avoid making enemies” and that “only the dolts and the ‘all-too-many’ 

are friends with the whole world” (MG, p. 332) also has strong Nietzschean overtones. 

Probyn and Steele attribute Richardson’s use of the term “all-too-many” to Nietzsche’s 

Also sprach Zarathustra, II, 6, but Nietzsche does not use the word “Allzuviele”, as is 

suggested, in that section, only the term “das Gesindel [the rabble]”. Nietzsche does, 

however, use the terms “viel zu viele” and “die Viel-zu-Vielen” [the much-too-many 

(translated by Walter Kaufmann as “all-too-many”)] in Zarathustra, I, 11, where he 

argues that the world is overpopulated and that the majority of people are superfluous. 

(“Viel zu viele werden geboren: für die Überflüssigen ward der Staat erfunden” 

[Far too many are born: the state was invented for the superfluous] and 

“Dort, wo der Staat aufhört, da beginnt erst der Mensch, der nicht überflüssig ist” 

[Where the state ends, there the person who is not superfluous begins]). 

Richardson notes that Krafft speaks for her on the point of the “all-too-many” (see 

MG, p. 771, fn. 7 to p. 332). In Zarathustra, I, 14, (“Vom Freunde” [On the Friend]), 

there is also a discussion of friends and enemies, and their relationship to one another, 

which can be compared with Krafft’s statement: “And who knows what a friend is, who 

hasn’t an enemy to match him” (MG, p. 332). Coincidentally, many of the illustrations 

given above are also used by Anthony Palmer to establish his argument that Krafft is an 

1890s Decadent.58 Palmer mentions Krafft’s “Nietzschean posturings” but does not 

acknowledge the direct references to Nietzsche. 

In the context of Schilsky’s informal performance of his new composition, 

Zarathustra, it is Krafft who sings the song from Nietzsche’s Also sprach Zarathustra 

(MG, p. 221), referred to by many, including Richardson, as Das trunkene Lied (The 

Drunken Song), although Tanner points out that in the new German Critical Edition it is 

called Das Nachtwandlers-Lied (The Sleep-walker’s Song).59 The latter title appears 

more appropriate. Richardson, however, quotes the song only in German. The 

translations of it provided by Probyn and Steele, and by Tanner (quoting from the 

translation by Walter Kaufmann), are both approximations which endeavour to retain 

effects of rhyme and rhythm but which detract somewhat from the simplicity and 

                                                
57 Kaufmann, p. 179. See also Tanner, p. 58. 
58 See Anthony J. Palmer, “A Link with Late Nineteenth-Century Decadence in Maurice Guest”, 
Australian Literary Studies 5 (1972), pp. 366-73. 
59 See Tanner, p. 49. 
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directness of Nietzsche’s original lines. In her use of these lines, however, Richardson 

appears to be more concerned with the way in which they are set to music than with 

conveying their meaning. It is interesting to note, too, that only a small elite – perhaps 

consisting here of only Schilsky and Krafft – is familiar with Nietzsche’s work: the 

student audience at the performance, sitting through the barely audible introduction, 

“had come only to hear the music; they knew and cared nothing about Zarathustra and 

his spiritual development; and one and all waited impatiently for Schilsky to stop 

speaking” (MG, p. 219). This appears to be a further, significant insight into the 

intellectual milieu of the time. 

All of the above allusions to Nietzsche’s work are taken from Also sprach 

Zarathustra, but there is also an evident parallel to a passage from Götzendämmerung 

[Twilight of the Idols] in an extended exchange between Krafft and Madeleine. Krafft 

responds to a reproach from Madeleine with an attack on English morality (and perhaps 

on Englishwomen): 

Oh, you English, you English!—was there ever a people like you? Don’t talk to 
me of men and women, Mada. Only an Englishwoman would look at the thing 
as you do. How you love to reform and straitlace all us unregenerate youths! 
You’ve done your best for me—in vain!—and now it’s Guest. Mada, you have 
the Puritan’s watery fluid in your veins, and Cain’s mark on your brow: the 
mark of the race that carries its Sundays, its language, its drinks, its dress, and 
its conventions with it, wherever it goes, and is surprised, and mildly shocked, 
if these things are not instantly adopted by the poor, purblind foreigner.—You 
are the missionaries of the world (MG, p. 640). 
 

There is more in a similar vein dealing with individualism, culture and style, which are 

key themes in Nietzsche’s work, also presented in a very Nietzschean mode. Tanner 

speaks of Nietzsche’s Anglophobia when the latter writes of the English: 
They are rid of the Christian God and now believe all the more firmly that they 
must cling to Christian morality. That is an English consistency; we do not wish 
to hold it against little moralistic females à la Eliot. In England one must 
rehabilitate oneself after every little emancipation from theology by showing in 
a veritably awe-inspiring manner what a moral fanatic one is. That is the 
penance they pay there.60 

 
Finally there is the suggestion of an allusion to Nietzsche’s Die fröhliche 

Wissenschaft [The Gay Science] in Krafft’s use of the expression “The one thing 

necessary is …”. In Nietzsche’s work, Aphorism 290 begins: “One thing is needful—To 

give style to one’s character—a great and rare art”.61 Krafft concludes his speech “… 

                                                
60 Quoted by Tanner, p. 33. See also Kaufmann, p. 515. Nietzsche, Werke, ed. Karl Schlechta. (Munich: 
Carl Hanser Verlag, 1954/55), “Götzendämmerung”, Vol. 2, p. 993. 
61 Quoted by Tanner, p. 38. 
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that he be fit for the post. I demand of him that he be a gourmand, a connoisseur in 

beauty” (MG, p. 646). Krafft’s pronouncement has a similarly aphoristic ring to it. 

There are hints, too, of the influence of Schopenhauer on Krafft – as there were on 

Nietzsche – in an exchange with Madeleine, when she reproaches him for no longer 

wanting something once he has it. He replies that 
the best of things is the wishing for them. Once there, and they are nothing—
only another delusion. While the wish, the anticipation, is rich and full of 
vigour. The happiest man is the man whose wishes are never fulfilled. He 
always has the moon to cry for (MG, p. 104).62 
 

Madeleine responds: “There’s no time for philosophising today. Besides you are in a 

pessimistic mood” (MG, p. 104). 

Krafft is certainly given to philosophising, and speaks in aphorisms and paradoxes, 

and like Nietzsche, debates issues such as truth, values and artist-morality, and denies 

that they exist as universal values. On truth and its value Krafft speaks at some length 

and concludes: 
No, there’s no such thing as absolute truth. If there were, the finest subtleties of 
existence would be lost. There is neither positive truth nor positive untruth; … 
the grossest nature can be satisfied with a blunt yes or no. Truth?—it is one of 
the many miserable conventions the human brain has tortured itself with, and its 
first principle is an utter lack of the imaginative faculties. Absolute truth?—dös 
giebts net [there is no such thing], and one day you will know it (MG, p. 333). 
 

This can be compared with Tanner’s comment regarding Nietzsche that 

so far as values are concerned, he demonstrates in his own practice how one can 
take up various attitudes to a particular problem, never arriving at the truth 
concerning it, because that would be to suppose that in the world of values there 
are truths—and thus, also, to give that privileged place to truth that he is keen to 
dispute.63 
 

It is clear that Richardson, at any rate, if not the majority of students, was well-versed in 

such arguments, and in Krafft’s comments she reflects a section of the philosophical 

climate in Leipzig. 

Richardson’s familiarity with Nietzsche’s work is expressed not only through 

Krafft. An echo of his words appears when Maurice watches Louise as she sleeps and 

does not wish to admit to himself that her face is actually not the face that he has 

idealised until this point. Richardson writes: 

... he became conscious of a somewhat different sensation. He had never seen 
her face—except convulsed with weeping—when it was not under full control. 
Was it because he had stared so long at it, or was it really changed in sleep? 
There was something about it, at this moment, which he could not explain: it 

                                                
62 See Welt, Book IV, Section 58, p. 399; see also World, Vol. I, trans. R. B. Haldane & John Kemp, 6th 
edn., p. 411. 
63 Tanner, p. 64. See also Nietzsche, Also sprach Zarathustra, I, 12; Kaufmann, p. 164. 
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almost looked less fine. The mouth was not so proudly reticent as he had 
believed it to be; there was even a want of restraint about it, and the chin had 
fallen. He did not care to see it like this: it made him uneasy (MG, p. 464). 
 

This can be compared with Nietzsche’s 
Sahst du deinen Freund schon schlafen? Erschrakst du nicht, daß dein Freund 
so aussieht?64 
 
[Have you ever seen your friend asleep? Did it not shock you that your friend 
looks the way he does?]. 
 

Richardson appears to have been struck by the image suggested and has developed it 

more fully in a moment of uncomfortable revelation for Maurice. 

A. D. Hope proclaims Krafft “the philosopher, the transvaluer of values”65 and 

states that he “expounds to Madeleine, to Maurice and to anyone who will listen, ideas 

on art and morality which we recognise as coming from Nietzsche’s Beyond Good and 

Evil [Jenseits von Gut und Böse] and The Genealogy of Morals [Zur Genealogie der 

Moral]”.66 Hope makes rather general statements and the sources of the two or three 

examples he cites from Nietzsche are unfortunately not identified precisely. His 

observations concerning Krafft and Nietzsche’s influence on him, however, appear 

quite accurate. 

There are also a number of similarities between Krafft’s personality and life-story, 

and Nietzsche’s. Krafft is very changeable, subject to depression, and says: “I have too 

many doubts of myself” (MG, p. 200), while Avery tells Maurice “You have no idea 

how changeable he is” (MG, p. 203). Even a suggestion of a reproof from Maurice 

“served to throw Krafft into a state of nervous depression” (MG, p. 203). Tanner 

comments that “Zarathustra is prone to depressions, collapses, coma, and paralysing 

self-doubt, all of which make identification of him with his author irresistible”.67 It is 

also tempting to make the comparison with Krafft. Krafft is twenty-seven, the age 

Nietzsche was when his first book was published; Krafft is a gifted musician, as was 

Nietzsche, according to his professor in Leipzig;68 Krafft had studied medicine for a 

while but found it a “disgusting occupation” (MG, p. 201), and Nietzsche served briefly 

as a medical orderly in 1870, during the Franco-Prussian War; and Krafft initiates a 

friendship with Maurice Guest, while one of Nietzsche’s closest friends and 

companions, Heinrich Köselitz, a musician by training and composer of operas and 

                                                
64 Friedrich Nietzsche, Also sprach Zarathustra, Part I, Vom Freunde, p. 320. See Kaufmann, p. 169. 
65 Hope, p. 255. 
66 Hope, p. 254. 
67 Tanner, p. 59. 
68 See Kaufmann, p. 8. 
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vocal works, was given by Nietzsche the pseudonym “Peter Gast”, “Gast” being 

German for “guest”, while Peter carries the connotation of “rock”.69 

Krafft bears similarities to Nietzsche but is clearly not a representation of him. In 

some ways he represents aspects of Richardson herself, as she intimates to Solanges: 

“What would you say, I wonder, if I told you that there was more of the author in him 

[Krafft] than in all of the rest of the characters put together?” (see MG, p. 771, fn. 8). 

He also has some features in common with Richard Strauss: his age – Strauss was 

twenty-seven in 1891, the time when Richardson was in Leipzig and the approximate 

time of the setting of Maurice Guest. In addition, Krafft has the personal connection 

with Hans von Bülow, with whom he studied and travelled, just as Strauss did. 

By the 1890s Richard Strauss, considered by some – including Hans von Bülow and 

Cosima Wagner – to be the natural musical heir and successor to Wagner, was also 

composing symphonic poems, setting modern lyric poets to music in new ways, and 

was later to start composing operatic works, many to the libretti of Hugo von 

Hofmannnsthal. Strauss studied under Hans von Bülow and followed him to Meiningen, 

at the latter’s instigation, at the age of twenty-one. Early musical influences included 

Wagner, Liszt and Brahms. It can be said that “he epitomises the German musical 

heritage” but also that “no matter whether he is paying homage to Mozart, Liszt, 

Berlioz, Wagner or Brahms, his personal identity is immediately established within the 

space of two bars or in a simple succession of chords”.70 Richardson admits to having 

modelled Schilsky on Strauss with regard to his physical appearance, but insists that 

Strauss served as a model only in this regard. In 1929 she writes to Mary Kernot: 

“Schilsky’s personal appearance was borrowed from Richard Strauss, the composer 

and conductor, of whom at this time I thought the world” (MG, p. 740, fn. 8). In 1912 

she wrote to Solanges, concerning Strauss: “I hold him far out & away the greatest 

genius alive at the present time—in music or anything besides”.71 A much later writer 

draws a more measured, if a little cynical, portrait of Strauss, which, curiously, seems to 

contain echoes of Schilsky: 
The bold bad man of music at the turn of the century, innovator in form, 
modern and audacious in concept, brilliant in execution, not immune to 
vulgarity, and a barometer of his native weather, was Richard Strauss. His 
every new work, usually conducted at its premiere by himself, crammed the 
concert halls with a public eager to be excited and music critics eager to whip 
their rapiers through the hot air of their profession. In the ten years from 1889 

                                                
69 The similarity of the names is noted also by Green, p. 195. 
70 The Larousse Encyclopedia of Music, ed. Geoffrey Hindley (London/New York/Sydney/Toronto: 
Hamlyn Publishing, 1971), p. 362. 
71 Letters, I, p. 286. 
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to 1899, when he was between twenty-five and thirty-five, Strauss produced six 
works … which created a new form—or, as the critics said, “formlessness”.72 
 

Richardson depicts the sense of curiosity and excitement felt by the students when 

they go to hear Schilsky’s Zarathustra. Everyone wants to be there, everyone expects to 

hear something new and different. Fürst’s mother tells Maurice on his arrival: “You will 

hear something good to-night, Herr Guest … This is not the usual pupils’ work. It has 

form, and it has ideas, and it is new and daring” (MG, p. 212). After Schilsky’s 

performance, when 
at last, he crashed to a close and wiped his face in exhaustion, there was a 
deafening uproar of applause. Loud cries were uttered and exclamations of 
enthusiasm; people rose from their seats and crowded round the piano to 
congratulate him (MG, p. 222). 
 

At the end of the novel Schilsky is a Konzertmeister [leader of the orchestra] in a large 

city, but “it was rather as a composer that his name had begun to burn on people’s 

tongues. His new symphonic poem, Über die letzten Dinge, had drawn down on his 

head that mixture of extravagant laudation and abusive derision, which constitutes 

fame” (MG, p. 726). The title of his new work again suggests the work of a philosopher 

as its inspiration, this time by Otto Weininger rather than Nietzsche. Green draws 

parallels between Strauss’s and Schilsky’s careers.73 Aspects of Strauss the musician 

and composer seem, in fact, to have been incorporated into Schilsky quite as much as 

his physical appearance. 

Wagner and Strauss are the dominant figures in the world of music in Leipzig, but 

Richardson also introduces allusions to many other figures of interest and renown in the 

local musical scene. These are identified in Probyn and Steele’s notes in the Academy 

Edition, but they are incidental and lack the thematic significance in the novel of 

Wagner and Strauss. 

One aspect of life in Leipzig which is not developed in the depiction of the 

contemporary milieu is that of social conditions in the city and the rumblings of the rise 

of social democracy. This may well be because Richardson writes from the viewpoint of 

the international, primarily Anglo-Saxon, community – this aspect clearly did not 

impinge on the lives of those who made up this relatively sheltered group.74 The only 

German student in Maurice Guest whom Richardson develops to some degree, Franz 

Fürst, however, provides some insights into the lives of the less privileged citizens of 
                                                
72 Barbara Tuchmann, The Proud Tower: A portrait of the world before the war 1890-1914 (New York: 
Macmillan, 1966, rpt. New York: Papermac, 1980), p. 291. 
73 Green, p. 204-05. 
74 Ackland has also pointed out the lack of attention in the novel to political and social issues in Leipzig. 
See Life, pp. 87-91. 
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Leipzig. He lives in in a crowded quarter of what is apparently a more recently 

developed part of the city. Maurice takes weekly music lessons with him and so, 

for the rest of the summer, Maurice climbed the steep, winding stair of the 
house in the Brandvorwerkstrasse where Fürst lived with his mother. It was so 
dark on this stair that, in dull weather, ill-trimmed lamps burnt all day long on 
the different landings. To its convolutions, in its unaired corners, clung what 
seemed to be the stale, accumulated smells of years; and these were continually 
reinforced; since every day, at dinner-time , the various kitchen-windows, all of 
which gave on the stair, were opened to let the piercing odours of cooking 
escape. The house, like the majority of its kind in this relatively new street, was 
divided into countless small lodgings; two families, with three rooms apiece, 
lived on each storey, and on the fifth floor, at the top of the house, the same 
number of rooms was let out singly. Part of the third storey was occupied by a 
bird-fancier; and between him and the Fürsts above waged perpetual war, one 
of those petty, unending wars that can only arise and be kept up when, as here, 
such heterogeneous elements are forced to live side by side, under one roof 
(MG, p. 73). 
 

In this, for Richardson, unusually emotive passage she depicts not only the physical 

living conditions but also the psychological pressures that develop in such situations. 

The Fürsts are dependent on Franz, the eldest son, for their financial support and he 

provides this by giving piano lessons, which he fits in together with his own music 

studies. The whole family is dedicated to music and for them it was “quite in the order 

of things that they were poor” (MG, p. 75). The nature of their poverty is underlined by 

the description of Maurice’s visits to the Fürsts, when he 

went to visit Frau Fürst and had his supper with the family. He was a welcome 
guest, for he not only paid for all the beer that was drunk, but also brought such 
a generous portion of Wurst [cold sausage] for his own supper, that it supplied 
one or other of the little girls as well (MG, p. 189). 
 

Maurice is also a good listener, but it appears to be his thoughtfulness about their 

financial situation which helps to make him welcome. Evidence of his kind 

consideration for the family is repeated on Christmas Eve when he buys a Torte for 

them as a gift for the season (MG, p. 356). 

The Christmas period brings another brief mention of poverty, when Maurice 

“passed the last tree-market, where poor buyers were bargaining for the poor trees that 

were left” (MG, p. 356). Another indication of a less happy side of life in Leipzig is the 

reference to a second corpse at the mortuary where Avery’s body lies, which is “the 

body of a working-man, found that morning on the outskirts of the town, with an empty 

bottle that had contained carbolic acid, by its side” (MG, p. 667). Richardson provides a 

detailed description of the appearance of the dead man, “in truth an ugly sight” (MG, p. 

669). The reason for the man’s suicide may or may not have been poverty and 
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desperation – unemployment was an increasing problem in Leipzig at that time75 – but 

these are possible motives which could be further indications of the social environment. 

There is certainly no suggestion of any political activity among the students or the 

general populace. 

It is indeed revealing to compare Richardson’s lack of description in Maurice Guest 

of prevailing social conditions with Martin’s much more detailed and emotive account 

in An Australian Girl of the social and political scene in Berlin. Both writers were in 

Germany in 1899 and some or all of 1890, and for both it was their first visit to that 

country. It is in fact difficult to believe from these novels that they are writing of the 

same country at the same time. Berlin and Leipzig were both centres of social 

democratic activism. Leipzig was one of the bases of Wilhelm Liebknecht’s and August 

Bebel’s liberal democratic movement and the Verband deutscher Arbeitervereine 

[League of German Workers’ Associations]. The city was Bebel’s home from 1860 on, 

and Liebknecht’s home also after his banishment from Prussia in 1865. Leipzig had 

been one of the cities placed under a state of siege, under the Socialist Law, in June 

1881, in an attempt to control the rise of social democracy there. Leipzig was a 

considerable industrial centre, and noted in particular for its printing of books and music 

scores, but this also goes unmentioned. Richardson cannot have remained unaware of 

the social and class tensions in Leipzig at that time, so it can only be as the result of 

deliberate choice that she gives no indication of this aspect of the local milieu. As 

already noted, however, this side of life probably made little or no impact on the 

international student community. The excitement of the musical life in the city and the 

beauties of nature in and around it are the dominant features of Maurice Guest. 

                                                
75 See Ackland, Life, p. 90. 
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CHAPTER TEN 
 

Integration of German Social Customs and Language into the Text 
 
 

Throughout Maurice Guest Richardson makes unobtrusive allusions to German 

customs in daily life, and introduces German words and expressions in the text of the 

novel. She handles these allusions to German customs discreetly. Where German words 

and expressions are included in the text they add to the atmosphere and authenticity of 

the novel, but for some readers their inclusion may at the same time lead to a less 

nuanced appreciation of the work. Richardson’s use of English also shows the influence 

of the German language on Richardson’s use of English. The effect of the interference 

can at times become intrusive when it leads to clumsy sentence constructions or the 

misuse of English words where they are direct translations of German ones. Such 

linguistic idiosyncrasies must sometimes prove an impediment to English-speakers’ 

understanding of the text if they do not also know German. 

In this novel Richardson introduces many typical, yet telling, details of daily life 

which are instantly recognisable to the Anglo-Saxon reader who has lived for a time in 

Germany and which illustrate differences in social customs. While many of the customs 

and habits alluded to may seem picturesque, or simply different, or even at times 

irritating and unnecessary, it is also important to recognise that ignorance or neglect of 

these customs may cause offence or lead to misunderstandings. At the same time, some 

of these customs are adopted by expatriates living in Germany and become integrated 

into their own lifestyle, as well as being observed when interacting with the German 

people among whom they are living. The manner in which Richardson introduces these 

details is admirable: it is done unobtrusively and it is possible they are barely noticed by 

the reader who is unfamiliar with these differences. They are simply woven into the 

fabric of the novel without the reader’s attention being directed to the fact that they 

actually represent differences in social customs. 

An early example concerns Maurice’s paying for his meal in a restaurant on his first 

day in Leipzig. Richardson writes: “Beckoning the waiter, he went through the business 

of paying his bill …” (MG, p. 14). Maurice apparently already knows that in Germany 

one does not pay a cashier at a desk but instead one pays the waiter who gives one the 

bill and puts the money into a purse that he wears. “The business of paying” the bill, 

however, also includes knowing that a tip is still to be added to the cost of the meal and 

of knowing how to indicate whether one wishes to pay the standard tip, or whether one 

wishes to give more. This method of paying for one’s meal seems a little more 
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cumbersome to the newly arrived Anglo-Saxon than the method to which he is 

accustomed. By using the phrase “he went through the business of paying his bill” 

Richardson alludes to the unfamiliarity of the procedure for the newly arrived Maurice 

and the things he had to keep in mind when going through it. Nevertheless, in her brief 

description Richardson has modified the procedure, possibly in order to make it more 

comprehensible to the Anglo-Saxon reader. This is shown by Otto Neustätter’s 

translation in which the line removes all sense of unfamiliarity with the procedure, and 

corrects the small modification Richardson has made. The line in the translation reads: 

Er rief den Kellner und machte das Zahlen seiner Rechnung ab1 

[He called the waiter and settled the payment of his bill]. 

In Germany the person serving is normally called, not beckoned to, and in this version 

the making of the payment is no longer a “business”. In the German version the 

description is that of a familiar procedure, and there is no indication of awkwardness on 

Maurice’s part. The German version of the passage continues with the words 

als der Kellner, der das Geld einstecken wollte …2 

[when the waiter, who was about to put the money away …] 

and the verb used in German indicates putting it into the purse he wears. Richardson, 

however, had written “when the man, in gathering up the money …” (MG, p.14), which 

suggests that Maurice had placed the money on the table rather than giving it directly to 

the waiter in the usual way. Perhaps the English account of the procedure is again 

altered slightly to make it more comprehensible. It also, however, underlines Maurice’s 

sense of discomfiture in the circumstances – knowing, as well, that Madeleine was 

watching him – and his fear of making mistakes in the foreign environment. 

After leaving the restaurant Maurice later encounters “a line of gaudy-capped, 

thickset students” (MG, p. 17) in the street and, although no more is said, it is clear that 

they are members of a university Studentenverbindung [student fraternity], recognisable 

by the brightly coloured caps which identify the particular fraternity to which the wearer 

belongs. Students wearing the cap, and at times a coloured sash, worn diagonally across 

the chest, were usually seen together in groups as they made their way along the streets 

or sat around in favoured drinking places. At that time they were a familiar sight in 

university towns, and remained so until well into the second half of the twentieth 

century. Later, reference is made to “the student with the gashed face and red cap”3 who 

had a dog which “answered to the name of Tasso” (MG, pp. 515-16). The “gashed face” 

                                                
1 Neustätter, p. 16. 
2 Neustätter, p. 16. 
3 Neustätter, p. 578. He renders “gashed” as “voller Schmissen” [covered in duelling scars]. 
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and the “red cap” immediately identify him as a member of a student fraternity, and it 

was considered a badge of honour for a student to bear a cut on one cheek received in 

the course of a sword duel – which naturally left a permanent scar. The custom of 

duelling between students, known in Germany as Mensurfechten was later made illegal 

– perhaps after the time that Richardson was in Germany. The name of this student’s 

dog is presumably an allusion to Goethe’s drama, Torquato Tasso, and is the sort of 

name that might be chosen by a student or educated person. 

Richardson’s awareness of the discomfort the expatriate can feel in being 

surrounded by different customs is revealed in her ironic description of the Cayhill’s at-

home. A rare authorial comment claims that in such circles these foreigners to the 

country “vie with one another both in bringing out home customs and national habits, 

and in carrying on a mild war against those of the country they are resident in” (MG, p. 

874). Maurice discovered that several of his German acquaintances were also welcome 

there, but to be invited 

it was necessary for them to have a smattering of English; they had also to be 
flint against any open or covert fun that might be made of them or of their 
country; and, above all, to be skilled in the art of looking amiable while these 
visitors from other lands heatedly readjusted, to their own satisfaction, all that 
did not please them in the life and laws of this country that was temporarily 
their home (MG, p. 87). 
 

Sometimes, however, the discomfort is felt not just by the expatriates. During the at-

home the young Germans find themselves having to cope with Anglo-Saxon customs, 

and feel inadequate. This is illustrated when “Maurice found more than one of his 

German friends awkwardly balancing his cup on his knee” (MG, p. 87). Their difficulty 

arises from the fact that in German society a cup of tea or coffee is always served to the 

guest seated at a table, and so the German visitors have had no practice in managing a 

cup and saucer without a table to put it on. It would appear that in the Cayhills’ 

apartment the furniture is arranged in the English style – an example of visitors to 

Germany “bringing out home customs and national habits” (MG, p. 87). 

It is at the same at-home that Fürst, the only German visitor named, breaks Anglo-

Saxon etiquette for such occasions when he refers, albeit very indirectly, to the subject 

of procreation. It is probably made worse by the fact that his allusion is couched, in the 

minds of the English listeners, in “blunt, broken English,” even though what he says is 

quite inoffensive. However, the effect is to bring all conversation to a halt. “A pause 

ensued. Dove flicked dust off his trouser-leg; and the American men present were 

suddenly fascinated by the bottoms of their cups” (MG, p. 95). The fact that Effie is the 
                                                
4 This passage was omitted in the 1908 edition of Maurice Guest. 
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first to recover from the effect of Fürst’s comment is more an indication of her sixteen-

year-old naivety than a suggestion of social poise. Her subsequent behaviour bears out 

this impression. 

The visit to the theatre to attend a performance of Die Walküre introduces other 

German customs, particularly that of promenading formally around the foyer during the 

intervals. At the end of the first act Maurice and Madeleine 

went downstairs to the first floor of the building, and entered a long, broad, 
brilliantly lighted corridor. Here the majority of the audience was walking 
round and round, in a procession of twos and threes; … Madeleine and Maurice 
joined the perambulating throng, Madeleine bowing and smiling to her 
acquaintances, Maurice eagerly scanning the faces that came towards him on 
the opposite side (MG, p. 136). 
 

Again, after the second act they 
descended to a lower floor, and there, through a little half-moon window that 
gave on the foyer below, they watched the living stream which, underneath, was 
going round as before. At first, as they looked, the people were always 
different, but when they had stood for some time, the same faces began to 
appear again. All were lively and vivacious, with varying expressions and 
moving lips (MG, p. 141).5 
 

At the end of the first act, also, Maurice “found himself standing applauding vigorously 

with the rest” (MG, p. 135). This does not indicate a standing ovation for a particularly 

fine performance – it was simply normal at that time to stand to applaud in a theatre in 

Germany. In fact, the mention of standing was cut from the 1908 edition. During the 

evening at the opera, Madeleine is greeted by a German gentleman who bows to 

Maurice and says “Lohse” (MG, p. 136)6. It may not be apparent to the Anglo-Saxon 

reader that he is introducing himself to Maurice in the standard German way, by saying 

his name clearly and bowing, as here, or shaking Maurice’s hand. There is no German 

equivalent of “How do you do?” 

Christmas is another occasion in the year when German customs become very 

apparent. It is 
the season of gift-making, and glittering Christmas trees, of Bowle, Stollen and 
Baumkuchen. For days beforehand, the animation of the town was heightened: 
the open squares and places were set out with fir-trees of all sizes, and their 
pungent fragrance met one at every turn; the shops were ablaze till late evening, 
crowded with anxiously seeking purchasers; the streets were impassible for the 
masses of country people that thronged them. As the time drew near, 
subordinates and officials—even those in high positions—grew noticeably 
polite; the very house-porter touched his cap at your approach. Everyone 
carried brown-paper parcels, and was in a hurry. Bakers’ shops were piled high 
with Weihnachtsstollen, which were a special mark of the festival: cakes shaped 
like torpedoes, whose sugared, almonded coats brisked brown and tempting. 

                                                
5 The last two sentences of this quotation were cut from the 1908 edition. 
6 Neustätter changed the name to “Löhse”, p. 167. 
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But the spicy scent of the firs was the motive that recurred most persistently: it 
clung even to the stairways of the houses (MG, p. 355-56). 
 

The reference to “gift-making” is significant, because in German families there was a 

strong tradition of people – especially children – making gifts for one another rather 

than buying them. The gifts which were made in secret – with parental assistance where 

necessary – during the weeks of Advent thus had a very personal touch when they 

appeared on Christmas Eve. It is therefore interesting to note that Neustätter renders 

“gift-making” as “Geschenkegebens”7 [gift-giving]. The “glittering Christmas trees” are 

very much a feature in towns and cities in Germany, being erected, covered in lights, in 

public areas and on public buildings, as well as in private homes, where they may be 

displayed, lit up, in windows. On Christmas Eve Maurice and Louise are making their 

way through the town and “In many windows, the golden glory of the Christbaum was 

visible; the steep blackness of the houses was splashed with patches of light” (MG, p. 

361). They appear during Advent and remain in place until Epiphany (6 January, the 

Feast of the Magi). Richardson makes it clear that they, and their fragrance, permeate 

every aspect of life in the city and are harbingers which manage to create greater 

goodwill towards mankind. 

The Christmas period also brings special culinary treats, such as the Bowle, a 

generic term for a wide range of drinks of the punch variety. The Bowle may be 

alcoholic or non-alcoholic, served hot or cold, and contain different ingredients 

depending on the recipe. The Bowle at Christmas time would be served hot, would 

probably be based on wine and a spirit such as rum, or kirsch [cherry] or beer, and a 

combination of fruit pieces or juices, to which are added sugar, and spices, such as 

cinnamon and cloves – a very warming drink in cold weather. 

Stollen is a bread-like cake – shaped indeed like a flattish loaf of bread – which is 

made from yeast, water and flour; dried fruits, such as citrus peel, sultanas, currants, and 

candied cherries; almonds; and spices, such as cinnamon and cardamom; and sometimes 

marzipan. It is not particularly sweet. The whole cake is covered in a fairly thick layer 

of icing sugar. Although it is a fruit-cake it is not nearly so rich or moist as an English-

style fruit-cake. Traditionally it is baked and eaten during the Christmas season, which 

includes Advent, and has a long history, having been first made in Dresden, in Saxony, 

around 1450. The Dresdner Stollen is still sold at the Christmas market in Dresden. The 

shape of the Stollen, with its coating of white icing sugar, was at first intended to 

                                                
7 Neustätter, p. 406. 
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represent the infant Jesus as he was wrapped in swaddling clothes – hence its 

association with Christmas.8 

Baumkuchen [Tree Cake], sometimes called the “King of Cakes”, is a cake cooked 

on a spit to produce many rings of a golden colour, similar to the rings found in a tree 

trunk. Making it is an intricate and time-consuming process, so it tends to be reserved 

for special occasions. In the original 1908 edition, after Richardson’s editing of the 

novel, Honigkuchen [Honey Cake] is substituted for Baumkuchen. Honey cake includes 

almonds, candied citrus fruits, and a variety of spices – cinnamon, cloves and nutmeg. 

Mention of these Christmas delicacies evokes special associations in the minds of the 

readers who are familiar with them. 

In addition to traditional modes of behaviour, Richardson also makes reference to 

typical features of the physical landscape. These are found in descriptions of the 

buildings, streets, and horse-drawn vehicles. As Maurice explores the city on his first 

day in Leipzig he is 

sensible … in face of the picturesque houses that clustered together in the 
centre of the town, of the spiritual Gemütlichkeit, the absence of any pomp or 
pride in their romantic past, which characterises the old buildings of a German 
town. These quaint and stately houses, wedged one into the other, with their 
innumerable storeys, their steeply sloping roofs, and eyelike roof-windows, 
were still in sympathetic touch with the trivial life of the day, which swarmed in 
and about them (MG, pp. 12-13). 
 

He goes along the narrow, cobbled streets and past “the gabled Rathaus [Town Hall], 

with its ground-floor row of busy little shops” (MG, p. 13). These architectural details 

add to the picture of the old city centre, and the German way of life. He also sees 

another typical feature of German streets, the Litfaßsäule [advertisement column], in 

this case bearing an advertisement for an up-coming performance of Siegfried. These 

wide cylindrical structures, situated along the footpaths, display a variety of 

advertisements and public notices and blend more comfortably into the streetscape than 

the larger billboards found in many other countries. 

Later in the novel Richardson describes in some detail the structure of the building 

in which the Fürst family has an apartment, with its dark, poorly ventilated, central 

stairwell onto which the front-doors and the kitchen windows of the different 

apartments open. There are other mentions of a “central stairwell”, which seems to have 

been a common feature of the residential buildings in Leipzig at that time. Richardson 

also gives details of the various rooms which are rented by several of the main 

                                                
8 The ingredients and taste of the Stollen has changed greatly since 1450, and although it was originally 
baked to be eaten during a period of fasting prior to Christmas, restrictions on the use of certain 
ingredients have been relaxed over time, thus allowing a much more tasty Stollen to be produced. 
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characters. A generally unsympathetic picture is drawn of the average landlady who 

rents out the room, and of the relationship between the landlady and the student – 

particularly in the cases of Maurice, Krafft, and Louise. Inside the rooms there are 

features which are unfamiliar to many Anglo-Saxon readers. One of these is the tiled 

stove (Kachelofen) used for heating the room. This can be not unlike an English open 

fireplace in shape, except that it has no opening and the whole surface is covered with 

ceramic tiles. The tiles are warm but not too hot to touch. When Madeleine goes to visit 

Louise during her illness, she finds “Louise … standing at the high tiled stove behind 

the door. Both her arms were upraised and held to it, and she leant her forehead against 

the tiles” (MG, p. 261)9. Louise is leaning against it to find greater warmth, because of 

her illness. When Madeleine speaks to her, “Louise moved her head, so that another 

spot of forehead came in contact with the tiles” (MG, p. 262), as the stove emits a 

comforting, low-level warmth which is very different from that of an open fire. 

The continental quilt is a typical feature of a German bedroom. Richardson 

introduces it when Maurice attempts to comfort Louise after her disastrous encounter 

with Ephie. When Louise had cried herself to sleep “he took an eider-down quilt from 

the bed, and wrapped it round her where she lay; then slipped noiselessly from the 

room” (MG, p. 311)10. At the end of a particularly stormy scene with Louise during 

which Maurice beats her, he finds she is shivering and “lying outside the bedclothes. He 

pulled out an eiderdown-quilt, and, spread it over her” (MG, p. 681)11. While eiderdown 

quilts are also familiar items in English-speaking society, these differ in form from the 

rounded, pillow-shaped Federbett and the stitched Steppdecke found in Germany. 

A noticeable feature of the way in which the furniture is arranged in the lounge 

room, or best room, of a home in Germany, and in a student’s rented room, is the 

prominent position which the table, with comfortable chairs and often a sofa ranged 

close round it, occupies in the centre of the room. Visitors are thus invited to sit at a 

table. Hence, when Maurice went to visit Louise on Christmas Eve they “sat on 

opposite sides of the table” (MG, p. 359) and when Dove went to visit Maurice at 

Madeleine’s behest, after Dove was seated, Maurice “sat down, at the opposite side of 

the table” (MG, p. 623). When Louise called on Madeleine, and Maurice and Dove rose 

to their feet, she “entered, and came forward to the table at which they had been sitting” 

(MG, p. 120) which would be the natural thing for her to do. The closeness of the 
                                                
9 Neustätter renders “at the high tiled stove” simply as “an dem hohen Ofen” [at the tall stove], since the 
type of stove would have been self-evident to German readers, particularly as there is a subsequent 
reference to tiles [Kacheln]. 
10 Neustätter (p. 358) renders “eiderdown-quilt” here as “Steppdecke” [quilted cover]. 
11 In this case Neustätter (p. 751) renders “eiderdown-quilt” as “Federdecke” [down cover]. 
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armchairs to the table is emphasised when Maurice, during a visit to Madeleine, “rose 

from his seat with such force that the table tilted” (MG, p. 69). 

Richardson refers more than once to the “centre table” in a room. It is mentioned 

specifically in Madeleine’s room (MG, p. 102), Louise’s room (MG, pp. 265, 441), 

Maurice’s room (MG, p. 688), and a table plays a significant role in Schilsky’s room 

(MG, p. 127) and Krafft’s room (MG, p. 191). This common arrangement of the 

furniture explains the frequency with which a number of the characters sit down and 

lean their arms on the table, usually in an attitude of weariness, or despair. For example, 

Krafft, exhausted from playing Tristan, “stopped short, like a run-down clock, and, 

falling into a chair before the table, buried his face in his arms” (MG, p. 207). Louise, 

on her return from a solitary walk which has added to her depression, “dropped on a 

chair, put her arms on the table, and hid her face in them” (MG, p. 375). Maurice 

repeats this action throughout the novel, constantly underlining his growing uncertainty 

and increasing despair. Suffering from the after-effects of a late night of drinking, and 

waiting next day for Madeleine in her room, he “put his arms on the table, his head on 

his arms, and, in spite of his anxiety, fell into a sound sleep” (MG, p. 254). After a 

fierce berating from Louise in her room, he “sat down at the table, and buried his face in 

his hands” (MG, p. 564), and after a later similar incident he “sat down on the sofa, put 

his arms on the table, and his head on his arms. He was too crushed and humiliated even 

to think over what she had said” (MG, p. 660). When, shortly afterwards Louise tells 

him that what Krafft had written to him about her was true, he “sat down at the table, 

and buried his face in his arms” (MG, p. 679). 

The table is very often covered by a decorative cover or cloth which is left on the 

table most of the time. On several occasions Richardson depicts her characters 

examining the pattern on a table-cloth. In a distracted mood Maurice started to read in 

his room but “forgot to turn the page; and sat staring over the book at the pattern of the 

table-cloth” (MG, p. 351). When Maurice enters Louise’s room, it is lit by a lamp which 

“stood on the oval table before the sofa” (MG, p. 272), and sitting on the sofa “Louise 

stared at the pattern of the plush tablecloth” (MG, p. 273). This cloth also has a 

decorative edging, for when Maurice visited Louise on Christmas Eve she “pulled at the 

fringe of the table-cloth” (MG, p. 360). When Maurice is admitted to speak with 

Schwarz at his home he finds him “sitting at the table … tracing the pattern in the 

coloured cloth with the blade of his knife” (MG, p. 550). Another familiar feature of 

German interiors is the hanging shelf for books and similar items, which Madeleine has 
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in her room. She takes down “a book from the hanging shelf” (MG. p. 104)12 and offers 

it to Krafft. 

The typical German, or at least continental, breakfast also receives mention. 

Maurice awakens after a night out with Krafft, and finds the “untouched coffee and 

rolls” (MG, p. 253) for his breakfast on the table. Later, on the first morning in Rochlitz 

with Louise, the waitress brings Maurice “the coffee and the crisp brown rolls” (MG, p. 

466) while he waits downstairs for Louise to wake up, and, when Maurice and Louise 

are setting out on a subsequent excursion out of Leipzig, they leave early in the morning 

when “only the bakers’ shops gave signs of life; an overpowering smell of newly-baked 

rolls issued from them” (MG, p. 568). It is interesting to note that Richardson’s account 

in Myself When Young of her arrival in Germany, at the border town of Emmerich, 

contains allusions to the Kachelofen [tiled stove], the bedding, and the breakfast. 
We were thankful to reach Emmerich, and to be ushered into a room with a 
huge Kachelofen, which in no time was flaming and crackling, and thawing our 
numbed limbs. To undress by a fire was an unknown luxury, and, well content, 
we climbed into beds heaped high with strange coverings, most of which, since 
we didn’t know how to manage them, had slid to the floor by morning. Before 
we were properly awake the stove was relit, and on the heels of the fire came 
breakfast. And what a breakfast! Even to think of it, in the war-stricken period 
in which I write, makes one’s mouth water. Coffee such as we had never tasted, 
stacks of crisp brown rolls and twists, unlimited pats of creamy butter and jars 
of golden honey. To me it seemed a feast fit for the gods.13 
 

Even the words “crisp brown rolls” of the quotation concerning the breakfast in 

Rochlitz are repeated exactly, many years later. The vividness of the description in her 

autobiography, written in the last few years of her life, is indicative of the strength of 

the impressions these things made on her as a nineteen-year-old, and each of them, with 

the pleasurable sensations they evoke for her, is woven into her first novel. 

Two other customs concerning social interaction in Germany have clearly been 

adopted by some of the expatriates there: the custom of taking flowers when visiting, 

and that of assisting one another when putting on and taking off coats. The giving of 

flowers when visiting in Germany is a standard courtesy. Germans are well attuned to 

the fine distinctions implied by the number of flowers given, and the varieties and the 

colours chosen, according to the particular occasion. Maurice frequently follows the 

German custom, buying flowers to take to Madeleine, to Louise and even to Miss 

Jensen on Christmas Eve. Louise takes roses to Schilsky (MG, pp. 125), and also buys 

them for Maurice on a special occasion (MG, p. 532). Maurice seems to choose the 

                                                
12 Neustätter (p. 128) renders “hanging shelf” as “Büchergestell” [book shelf], without reference to it 
hanging on the wall. 
13 MWY, p. 96. 
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flowers he gives to suit the person, and his relationship to them: for Louise he buys 

roses and lilac: for Madeleine, daffodils – bright, cheerful flowers (although Richardson 

changed these to carnations in the first published 1908 version) – perhaps she felt that 

daffodils did not bloom at the right time for this chapter of the novel, or that carnations 

were in some other way more appropriate. For Miss Jensen he selects an azalea, a 

showy flower, but one which seems a neutral choice. 

Louise’s preference for roses is emphasised from her first appearance, when she 

wears a yellow rose at her waist at her lesson with Schwarz. For Maurice the rose 

symbolises both Louise herself and his love for her. Nevertheless, their early encounters 

are pervaded by/with the warm fragrance of lilac – during the interval at the theatre 

patrons went outside where the air was “heavy with the scent of lilac” (MG, p. 138), 

before the student group walks home together and Maurice has his first conversation 

alone with Louise. The following summer, on a hot day in June, 
the perfume of the lilac, now in fullest bloom, lay over squares and gardens like 
a suspended wave … Maurice had gone to her [Louise] that afternoon with 
some wonderful sprays of white lilac he had seen in a flower-shop, and which, 
in a burst of extravagance, he had purchased, vase and ribbons and all (MG, p. 
438). 
 

It is on that evening that Maurice first openly declares his love for her. Louise later 

emphasises the significance of the scent of lilac for her in the early stages of their 

relationship when she says: 
… lilac, Maurice, great sprays and bunches of lilac—white and purple—like 
you brought me one day last summer—you know, don’t you, who will always 
be associated with lilac for me? Do you remember some of those evenings at 
the theatre, on the balcony between the acts? The gallery was so hot, and out 
there it seemed as if the whole town were smothered in lilac. Or walking 
home—those glorious nights—when some one was so silent … so moody—do 
you remember?  
(MG, pp. 533-34). 

Maurice experiences a sudden feeling of contentment when she reminds him of this 

memory they share associated with the scent of the lilac. Richardson uses the heavy 

perfume of the lilac as a leitmotif for Maurice’s suppressed sexual passion. This is 

underlined by Maurice’s early dream, with obvious Freudian overtones, which clearly 

spells out where he stands in his relationships with three women: 

He dreamt that he was in a garden, where nothing but lilac grew—grew with a 
luxuriance he could not have believed possible, and on fantastic bushes: there 
were bushes like steeples and bushes smaller than himself, big and little, broad 
and slender, but all were of lilac and in flower—an extravagant profusion of 
white and purple blossoms. He gazed round him in delight, and took an eager 
step forward, but, before he could reach the nearest bush, he saw that it had 
been an illusion: the bush was stripped and bare, and the rest were bare as well. 
“You’re too late. It has all been gathered,” he heard a voice say, and, at this 
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moment, he saw Ephie at the end of a long alley of bushes, coming towards 
him, her arms full of lilac. She smiled and nodded to him over it, and he heard 
her laugh, but when she was half-way down the path, he discovered his 
mistake: it was not Ephie but Louise. And now she came slowly forwards, her 
laden arms outstretched, and he would have given his life to be able to advance 
and to take what she offered him, but he could not stir, could not lift hand or 
foot, and his tongue clove to the roof of his mouth. Her steps grew more 
hesitating, she seemed hardly to move; and then, just as she reached the spot 
where he stood, he found that it was not she, after all, but Madeleine, who 
laughed at his disappointment and said: “I’m not offended, remember!” But the 
revulsion of feeling was too great; he turned hastily away, without taking the 
flowers she held out to him—and awoke (MG, p. 116).14 
 

The roses are a more open avowal of admiration and love, and it is with roses that 

Maurice spontaneously renews the acquaintanceship on Christmas Eve. When Louise 

receives violets, on the other hand, this signals the presence of a rival. 

The German custom of even total strangers assisting one when one is donning or 

removing a coat is also evident in the expatriate community. On his first day in Leipzig 

Maurice rushes to help Madeleine with her cloak at the restaurant where they first meet: 

“Getting the better of the waiter, who stood by … he helped her into the unbecoming 

cloak” (MG, p. 16). When Louise visits Madeleine at her room, the latter “helped her to 

take off her jacket” (MG, p. 110). At the conclusion of the “Bachelor’s Ball” a weary 

Louise “received on her shoulders the cloak Maurice stood holding” (MG, p. 400). 

However, when Maurice argues with Louise about her going to the ball with Herries 

and she is about to leave, she “began to struggle with a heavy cloak. He did not offer to 

help her” (MG, p. 631), which he would clearly have done if he had not been angry with 

her. 

These well-integrated elements of German culture and society add much to the 

depiction of daily life in Leipzig. They also serve to indicate the characters’ moods or 

the terms of their relationships. Norbert Platz notes too that “the way in which the 

characters think and feel … make the text read like a German novel in English”.15 Also 

of importance, however, is the influence that German culture and language exerts on 

Richardson’s actual wording of the text. It can be seen that this is considerable, and for 

some readers may even create an impediment to enjoyment and understanding of the 

novel. More than one Richardson scholar has commented on the quality of her English 

in Maurice Guest. Dorothy Green goes so far as to say: “It is possible to wish, at times, 

that Richardson’s ear, when she began to write, had been less attuned to the movement 
                                                
14 See Elizabeth Loder for a discussion of the Freudian interpretation of this dream in “Maurice Guest: 
Some Nineteenth-Century Progenitors”, Southerly 26 (1966), pp. 96-97. 
15 Norbert H. Platz, “Influence or Choice? Henry Handel Richardson’s Maurice Guest and its relation to 
German Culture”, Anglistentag 1988 Göttingen: Vorträge, ed. Heinz-Joachim Müllenbrock and Renate 
Noll-Wiemann (Tübingen: Niemeyer, 1989), p. 115. 
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of German prose, or that her grammar had been flawless”.16 Norbert Platz remarks: “its 

language is shot through with German words, and at times clumsy attempts are made to 

imitate even German word-formation in coinages such as “submergedness”, 

“unfinishedness”.17 

In Maurice Guest Richardson uses numerous German words and expressions 

without translating them. The reviewer for the English Western Evening News notes 

that: “The general reader will find it difficult to get through the book without the 

assistance of a German dictionary”,18 while the reviewer for Truth, comments, more 

positively, “I have picked up bits of German from this book”.19 Frank Harris, on the 

other hand, writing in Vanity Fair, shows that he does have a knowledge of the German 

language, stating that Maurice “visits her [Louise], does little things for her, takes care 

of her; ‘carries her on his hands,’ as the Germans say”.20 He is alluding to the German 

expression “jemanden auf Händen tragen”, meaning “to cherish someone,” but, like 

Richardson in many instances, he does not explain the idiom explicitly. 

All these comments from reviewers suggest that the German language is a 

significant element in the text. Probyn and Steele, in the Academy Edition of 1998, have 

provided the first translations and explanatory notes for the majority of the German 

words and expressions used in Maurice Guest – some ninety years after the novel’s first 

publication. The average reader, however, does not usually wish to have to consult 

endnotes in order to understand a novel. Words and expressions selected in the 

following segment are chosen to provide examples of the way in which these German 

elements are used and to illustrate where and how meaning may be lost for the reader 

who does not understand them. In some instances, also, it has been necessary to supply 

further clarification and corrections to the notes in the Academy Edition. 

Some of the German words Richardson uses do not cause too much confusion, since 

key words, such as Gewandhaus, which is really just a name, become meaningful from 

the contexts in which they are used. She gives many place names in Leipzig in German, 

such as names of streets, squares and so on, which usually become clear from the 

context, although it would probably be easier for the reader if he or she knew what part 

of the name meant. Examples of this are found in names ending in -strasse (street), -weg 

                                                
16 Dorothy Green, “The Nostalgia of Permanence and the Fiend of Motion” in Henry Handel Richardson: 
Papers presented at a Centenary Seminar (Canberra: National Library of Australia, 1972), p. 48. 
17 Platz, p. 115. The examples chosen here do not appear in the Academy Edn.; they have apparently been 
edited out, but other examples can certainly be found. 
18 Western Evening News, 11.11.1908. 
19 Truth, 28.10.1908. 
20 Vanity Fair, 09.09.1908. 
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(path, way, road), -platz (square), -tal (valley), -teich (pond, pool), -kirche (church), -

halle (hall), -burg (castle, stronghold), -berg (mountain), -wald (forest), -holz (a dated 

word for wood, woods) -haus (building, house), -bad (mineral baths, swimming pool), 

and so on, as for example in Mozartstrasse, Poetenweg, Schleussiger Weg, Rossplatz, 

Rosental, Johannateich, Thomaskirche, Alberthalle, Pleissenburg, Rochlitzer Berg, 

Waldcâfé, Scheibenholz, Gewandhaus, and Germaniabad. She sometimes provides 

some help with a qualifying word, as when she writes of “the winding 

Grimmaischestrasse” (MG, p. 17), and “the spacious Augustusplatz” (MG, p. 18). At 

other times the geographical context helps. Since these names are normally written as 

one word in German, she adheres to this practice by writing the names in full, usually as 

one word. She also writes some names as two words, where this is normal in German, 

such as the Dresdner Bahnhof [Dresden Railway Station], and sächsische Schweiz 

(Saxon Switzerland, located a short distance to the east of Dresden and so named 

because of its spectacular sandstone formations). 

Other words or expressions, used in conversation, provide a German sounding 

flavour to the dialogue, which is indicative of where the action is taking place, but these 

are actually little more than exclamations or throw-away lines which can be ignored by 

the English speaking reader without any real loss of meaning. Examples of this include 

“Auf Wiedersehen” [“Good-bye”, or “Until we meet again”], “Jawohl” [“Yes”, or “Yes, 

indeed”], and “Herein” [“Come in”], and forms of address such as Herr [Mr], Frau 

[Mrs], and Fräulein [Miss]. The form of address, Frau Lehrer [literally Mrs. Teacher], 

is used for the wife of a teacher and the same construction is used with other 

professions, such as doctors, professors, and so on. Other titles refered to are Graf 

[Count] and Baron [Baron], and while the meaning of the latter is self-evident, the 

aristocratic flavour of the former may be lost to the English speaking reader. Then there 

are German words which are very difficult to translate well into English, such as 

Gemütlichkeit, which intimates a feeling of cheerful comfort, cosiness or well-being, 

but which is often left untranslated because of the difficulty of finding a neat and 

appropriate English word. It is also, however, a key word in German culture and 

therefore appropriate to be used in this context. Another word which is often left in 

German, perhaps because it is frequently seen on signs, is Pension, although it can be 

translated as “boarding house”. A similar example is Rathaus [Town Hall, literally 

Council House]. 

Richardson also uses German words which can easily be translated, but which are so 

very much part of the musical scene of Leipzig that they pass into the vocabulary of all 
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the students there and become common currency for students of all nations. In some 

cases, too, the German word is shorter and easier to say than the English word, such as 

Probe rather than “rehearsal”. The term Abendunterhaltung [evening entertainment] is 

also one such word used among music students, but in German it has a slightly more 

specific meaning, since it has acquired the special significance in Leipzig of a concert at 

which students can perform in public, as part of their training, and gain experience – 

something which is not indicated by the English translation. It can also be conveniently 

abbreviated to Abend [evening]. Another word in this group is Prüfung which means 

“test” or “examination”, and Hauptprüfung signifies the main or principal examination 

which, in this situation, is the final examination for students at the end of the course. 

The term Ensemblespiel – half French [together] and half German [playing, 

performance] – is another one in this category and could be rendered as “group playing” 

or “playing in a group”. Richardson made an explanatory note on this in her personal 

copy of Maurice Guest, describing it as “the accompanying of the piano by stringed 

instruments or a class in which pianists had the opportunity of playing with strings” 

(MG, pp. 757-58, fn. 6). It is easy to see why it is simpler to use the German word in 

this instance! 

Other musical terms she uses are Volkslied [folksong], Mottete [motets], and, 

referring to a dance at the Bachelors’ Ball, schottische [Scottish]. The first of these may 

be familiar to English speakers with a background in music; the second might be 

guessed at fairly easily; but the last is probably a less familiar term. All could be 

translated and there appears to be no real reason for leaving them in German. The same 

could be said of titles of musical positions, such as Kapellmeister [Director of Music] 

and Konzertmeister [Leader]. Titles of works, on the other hand, such as Beethoven’s 

Waldstein Sonata, and Johann Strauss’s Wiener Blut [Viennese Blood] are more likely 

to be familiar names to non-German-speakers, simply as titles, although Beethoven’s 

Königskonzert [King’s Concerto] is more recognisable to English speakers as the 

Emperor Concerto. Then there are allusions to the Händelverein [Handel Association] 

and the Lisztverein [Liszt Association] which could also be translated. 

Richardson gives titles, literary quotations and references in German, often without 

any mention of the author. She names literary works, such as Goethe’s reflective 

memoir Dichtung und Wahrheit [Poetry and Truth] and Werther (abbreviation of The 

Sorrows of the Young Werther), Friedrich Schiller’s Die Jungfrau von Orleans [The 

Maid of Orleans], also abbreviated to Jungfrau, Maria Stuart [Mary Stuart], Tell 

(abbreviation of Wilhelm Tell [William Tell]) and Die Räuber [The Robbers], and Jean 
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Paul Richter’s Quintus Fixlein [Quintus Fixlein], all without mentioning the author. The 

books by Spielhagen and Heyse which Johanna lends to Maurice, discussed earlier, are 

likewise alluded to only by the titles. The writers Heine and Lessing are referred to in 

conversation but their names may not be familiar to non-German-readers. Less 

comprehensible to the English-speaking reader are quotations from Schiller, the poet 

Lenau and Goethe. Madeleine quotes from Die Räuber – “Ich kenne dich, Spiegelberg!” 

[I know you, Spiegelberg!] (MG, p. 224). This quotation is incomprehensible in the 

context if the reader is not familiar with that drama. Probyn and Steele provide an 

explanatory note, and add that the allusion 
implies that Schilsky and Krafft are natural intimates, seeing in each other the 
same corrupt values: just as evil is the natural enemy of good, so Maurice’s 
innocent naivete will always unite them against him (MG, p. 768, fn. 20). 
 

Certainly Madeleine is implying that Schilsky and Krafft are boon companions, at the 

least, and that she considers Krafft to be an unsuitable, even damaging, friend for 

Maurice. The final part of Probyn and Steele’s comment appears more questionable, as 

it is not borne out by the subsequent behaviour of these two characters. Although the 

quotation may be apt in the context, it is esoteric, and Richardson’s decision to excise it 

from the edited version of the novel published in 1908 is understandable. The other 

quotation from Schiller is from Die Jungfrau von Orleans:  

Wir waren Herzensbrüder, Waffenfreunde, 
Für eine Sache hoben wir den Arm! (MG, p. 64) 
 
[We were as close as brothers, comrades in arms, 
We fought for a single cause!]. 
 

This quotation, ostensibly identifying the point Madeleine and Maurice had reached in 

their reading of the text, probably also expresses Madeleine’s hopes for their 

relationship and their common interest in music – perhaps even for their starting a 

music school together. However, as Probyn and Steele point out in a note, the speaker 

and his friend become rivals in love, and the translated quotation continues: “Let not the 

love of woman rend this bond/ That has survived each by-gone change of fortune” (MG, 

p. 749, fn. 20). While the lines cited in the novel again fit the situation, Richardson does 

not translate them for the English reader or give any indication of their significance. It is 

a subtlety in the text, but her lack of explanation implies that it is not important to the 

reader’s overall understanding of the novel. 

Three other quotations deal with the Romantic theme of solitude. Krafft’s setting of 

a poem by Lenau, entitled Einsamkeit [Solitude], contains the line “Lieblos und ohne 

Gott auf einer Haide” [Loveless and godless on a heath] (MG, p. 123), (Richardson uses 
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the older spelling “Haide” here, rather than the more modern “Heide”) and the last line 

of the poem reads “die ganze Welt ist zum Verzweifeln traurig” [the whole world is sad 

to the point of desperation] (MG, p. 123). For Maurice, the outsider, the theme of 

solitude is pertinent, but these lines – the first one sung, and the second one spoken, by 

Madeleine – are thrust upon him at an inopportune moment in his life and jar on him so 

much that he cannot play the difficult accompaniment that Madeleine requests. Louise 

has just left, after deciding to accompany them to the theatre that evening, and Maurice 

is consumed by hope and excitement at this prospect. Madeleine understands his 

feelings and concedes that it is not a time for dismal sentiments, saying “One shouldn’t 

ask you to believe to-day that ‘die ganze Welt ist zum Verzweifeln traurig’ ” (MG, p. 

123), and does not press the point. Once again, however, Richardson does not provide 

any hints for the English reader – she describes the difficulty of the music, in musical 

terms, but does not explain the import of the words, and this is similar to her treatment 

of the Nietzsche poem in a later chapter, which is discussed earlier. Another literary 

subtlety in the text is thus not made available to the non-German-reader. 

The final quotation, “Wer sich der Einsamkeit ergibt, ach, der ist bald allein” (MG, 

p. 335) – taken from Goethe’s Wilhelm Meisters Lehrjahre [Wilhelm Meister’s 

Apprenticeship] (Book II, Chapter 13) – is formed from the first two lines of one of the 

Harper’s songs.21 It reads: 
Wer sich der Einsamkeit ergibt  [He who gives himself up to solitude 
Ach, der ist bald allein   Ah, he is soon alone]. 

 
Richardson has altered the punctuation slightly, and she initially used the older spelling 

“ergiebt”, instead of the more modern “ergibt”, but altered it before publication. She 

also first referred to the source of the quotation as “the old song” but changed this, again 

before publication, to “Goethe’s song”. In this instance Richardson does acknowledge 

the author, in the first published version, and she then gives the gist of the quotation: “If 

he did not go to see his friends, none of them came to him” (MG, p. 335). Here the 

German quotation simply adds to the flavour of the location. 

Presumably for the same reason Richardson occasionally gives whole sentences or 

phrases in German. On Maurice’s first day in Leipzig, when he goes to the restaurant 

where he first meets Madeleine, the waiter addresses him in German but Maurice is 

unable to understand him. Madeleine tells him: “The waiter only said he thought you 
                                                
21 This song is incorrectly identified by Probyn and Steele in MG, pp. 771-72, fn. 1 to page 335, as the 
“first of two poems which appear in Wilhelm Meisters Lehrjahre”. It is actually the third song sung in the 
novel by the Harper and the second of two of his songs in Chapter 13. There are a number of other poems 
in the novel. The songs are also untitled in Goethe’s novel, contrary to what is implied by Probyn and 
Steele’s fn. 
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must be a stranger here” and repeats the words the waiter used: “der Herr ist gewiss 

fremd in Leipzig” [You must be a stranger to Leipzig, sir] (MG, p. 15). Here the use of 

the sentence in German appears quite appropriate and it is clearly explained. On the 

other hand, Ephie, during the interval at the opera, “looked altogether so charming that 

people turned their heads after her and “drew one another’s attention to die reizende 

kleine Engländerin [the charming little English girl] (MG, p. 137). Richardson indicates, 

by the use of the phrase in German, which is indirectly a quotation, firstly that this is a 

comment made by German members of the audience, and secondly that they are 

mistaken about her nationality. The latter point may not be important but it probably 

reflects an aspect of Richardson’s own experiences in Germany. The phrase is not fully 

explained, nor is Dove’s comment about his encounter with a German railway official 

when his luggage disappeared between Flushing and Leipzig: 
He looked me up and down, and said …: “Ich werde telegraphieren und 
Erkündigungen einziehen.” Now do you think, if I said to an English station-
master: “Sir, I saw the luggage with my own eyes,” he would not believe you? 
(MG, p. 216). 
 

This passage reveals more about Dove’s attitudes than it does about the German 

officialdom of which he is complaining, for the official’s verbal response is simply: “I 

will telegraph and make enquiries”. 

In addition to the sentences, phrases and quotations discussed above, Richardson 

also uses many German words and expressions which are so much part and parcel of the 

culture that it seems unnatural to attempt to find equivalents for them in English. These 

include names of occupations and objects, and also typical exclamations and idioms, 

which sometimes have an appealing alliterative or rhyming quality. Hence she uses 

occupational terms such as Schenkmamsell; Büffetdame; Oberlehrer; and Leichenfrau. 

Schenkmamsell, which she changed before publication to “waitress”, actually means 

“drinks waitress”. A Büffetdame is a barmaid, but before publication Richardson altered 

the venue in which the Büffetdame works from a restaurant to a café. This creates an 

apparent incongruity in the situation, since Fürst “chatted with the landlord and 

Büffetdame, with both of whom he was on very friendly terms” (MG, p. 236), but it is 

not usual to refer to the proprietor of a café as the landlord or for a café to have a 

barmaid. 

An Oberlehrer is a senior teacher, and the term sometimes has overtones of a person 

who tends to be self-righteous and domineering. Ephie suggests to Johanna that the 

latter wishes to leave Leipzig because, she says: “You are tired of being here—in spite 

of your Oberlehrer” (MG, p. 294). Probyn and Steele translate this word incorrectly as 
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“head-teacher” and interpret this reference as being to Maurice (see MG, p. 770, fn. 3 to 

page 294). Another possible interpretation of this reference, however, is that it is an 

allusion to Johanna’s German teacher with whom she is studying Schopenhauer (see 

MG, p. 96). Perhaps significantly, both these references were cut from the first 

published versions. Johanna has little personal interest in Maurice – whom she believes 

to be interested in Ephie – and certainly does not consider him to be her teacher– rather 

the opposite. Much later in the novel, after using the word Leichenfrau (literally “corpse 

woman”), Richardson immediately explains that this person is “the public layer-out of 

the dead” (MG, p. 667), and she continues to use the German word. She also uses the 

term Nachtschwärmer [night owl], which is used of a person who is out and about at 

night. The English student Herries, escorting Louise home from a ball, does not 

recognise Maurice when the latter takes Louise by the arm and Herries speaks roughly 

to him in German “believing that he had to deal with an ordinary Nachtschwärmer” 

[literally moth, and by extension “night owl”] (MG, p. 634). Probyn and Steele suggest 

“nocturnal reveller” (MG, p. 783, fn. 7), which appears appropriate in this context. 

Richardson uses German words for items of food and drink, such as Wurst, which 

she altered to “sausage” in the first published versions; Bretzel, called “pretzel” in 

English; Schnitt [a mixed alcoholic drink22]; Berliner Pfannkuchen [jam doughnuts]; 

and Schnaps [schnapps], as well as names of the Christmas specialties discussed earlier. 

The use of the German names for such items, which do or did not exist in other cultures, 

seems justified. Other words which denote objects or concepts which are culturally 

German (or European) are Droschke, Kneipe, Feierabend, Garderobe, Stimmung, 

Dressur and hohe Schule. Richardson does not give the word droschke a capital letter or 

use italics, suggesting that she sees it as an English word – perhaps she means 

‘droshky’. The term is a diminutive of the Russian word for wagon. It is a horse-drawn 

cab or carriage, available for hire at a very moderate cost, and a common form of public 

transport in Leipzig in the early 1890s. 

Richardson uses the word Kneipe [tavern, pub, bar] in a less usual sense, as in this 

context it clearly means a night of drinking, rather than the venue in which it takes place 

– in this case, a “dingy restaurant” (or café)23 (MG, p. 236). Maurice “went into the 

side-room, where the Kneipe was to be held” (MG, p. 237). This less common usage of 

this word refers to an event organised, usually, by members of a Studentenverbindung 

[student fraternity], and their gatherings are normally concentrated on drinking. The 

                                                
22 See also MG, p. 768, fn. 1. 
23 “Café” is given instead of “restaurant” in the 1908 edition. 
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occasion is a send-off for Schilsky, with drinks apparently paid for by someone else. 

Such a farewell party was probably a tradition among the student population in Leipzig 

and the Conservatorium students appear to have adopted this custom as well. 

Feierabend, an expression usually used towards evening, or at the end of the 

evening, signifies, in the context of the skating on the pond, “finishing time,” as the 

workers want to sweep the ice before nightfall: “the sweepers, crying: ‘Feierabend!’ 

drove the skaters before them, with their brooms” (MG, p. 340-41). Garderobe is a 

French word adopted in Germany to denote a general cloakroom with attendants. This is 

an important feature of public buildings such as theatres, particularly in winter. In view 

of the climatic conditions there, it is necessary for patrons or visitors to divest 

themselves of outdoor clothing such as overcoats, hats or caps, gloves, boots, umbrellas 

and the like, and leave them in a designated secure place. The Garderobe by the pond 

caters for the people who go there to skate. Maurice sees Madeleine “on a bench beside 

the Garderobe, having her skates put on by a blue-smocked attendant” (MG, p. 342). 

Probyn and Steele translate Garderobe as “ladies cloakroom”, which gives a misleading 

impression. 

Stimmung is often translated as “atmosphere” or “mood” but a precise definition is 

elusive. Richardson comments in one of her letters to Solanges: “‘Stimmung’ is a very 

elastic word, & mood only gives a little bit of the meaning of it. It means literally ‘in 

tune’, to be keyed up to a perfectly harmonic pitch”.24 

Dressur [dressage]; and hohe Schule [haute école, French, literally “high school”], 

are both terms used in equitation, derived or translated from French, and refer to a very 

high level of training to a performance standard, such as that developed in Vienna at the 

Spanish Riding School. It involves very strict and demanding schooling of the horse in 

deportment and obedience in order for it to perform difficult, controlled movements. 

Krafft suggests to Madeleine that “this Dressur, this hohe Schule Guest is going 

through, might be of service to him in the end” (MG, p. 641), by which he means that 

the emotional suffering to which Maurice is being subjected may be the making of him 

as an artist. Madeleine’s reply that he speaks of him “as if he were a circus horse” (MG, 

p. 641) is a direct response to Krafft’s use of these German expressions. Probyn and 

Steele’s note is again somewhat misleading (see MG, p. 784, fn. 10), for “hohe Schule” 

is not a term used in the education system and Krafft is not comparing him to a 

                                                
24 Letters, I, p. 132. 
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schoolboy, as is suggested.25 Krafft reiterates: “the mill Guest is going through may be 

his salvation—artistically” (MG, p. 641). 

Exclamations used include na [now, well] – an exclamation and often a sentence 

starter; pfui [ugh, yuk, pooh, boo, disgraceful] – an exclamation of disgust or disdain; 

Achtung [attention, watch out] – an exclamation of warning; verdammt! [damn!] – an 

expletive; so ’n Schwein [such a pig]; so ’ne Dummheit [such stupidity]; blasphemous 

exclamations or expletives such as Himmelsakrament! (with reference to the 

sacraments) [Christ Almighty!, damn it!] and Barmherziger Gott! [Merciful God!]; and 

terms of abuse such as infame Schuft! [infamous blackguard, cad!] and Aas [jerk, sod, 

literally “carrion”], a typically Saxon swearword. One writer on the Saxon dialect, Hans 

Reimann, traces the origin of the use of this word back to a 1665 novel by Christian 

Reuter in which the main protagonist, Schelmuffsky, a travelling Saxon, describes a 

horse he does not wish to buy as an Aas. Reimann states: 
Dieses Aas lebt und webt heute noch als Schimpfwort in sächsischen Landen, 
ist keineswegs so fürchterlich, wie es klingt26 
 
[This Aas is still alive and well today as a swearword in Saxon areas, but is not 
nearly so dreadful as it sounds]. 
 

Schilsky flings some of these expletives at Maurice (see MG, p. 246). 

Richardson also uses a number of set expressions for particular social situations. On 

a night out at a café toasts are drunk to both Krafft and Fürst. When Krafft makes a 

particularly gross and witty comment the groups responds: “Krafft hoch, hoch Krafft!” 

[Cheers for Krafft!] (MG, p. 43). Fürst is of the opinion that Schilsky should marry 

Louise, who has money, since he “must have an eye to the practical side of things too—

” (MG, p. 43). Another student there “who was Prussian and of a more ideal cast of 

mind” (MG, p. 43), responds: “Der biedere Sachse hoch!” [Cheers for the worthy 

Saxon!], but the word biedere can be used ironically, for while it can mean “honest” or 

“upright”, it also has the ironic connotation of “worthy” and the connotations, in a 

pejorative sense, of “conservative” and “conventional”. Given the context, and the 

Prussian student’s idealism, his comment appears to be reflecting the ironic, pejorative 

sense. Again there is subtlety in Richardson’s use of German words. 

Another standard expression Richardson includes is “Küss’ die Hand,” a typically 

South German and Austrian greeting or farewell. It is used by Krafft in response to 

                                                
25 Solanges points out that the French equivalents of these words are “Dressage” and “Haute école”. The 
French terms are also used in English-speaking countries. See letter from Solanges, Letters, I, p. 348. 
26 Hans Reimann, Sächsisch, from the series Was nicht im Wörterbuch steht (Leipzig: Otto Regel, n.d., 
Copyright by: R. Piper & Co., Munich, 1931), p. 37. 
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Madeleine’s retort: “You make me ill, Heinz!” (MG, p. 641) when he is speaking of 

Maurice. However, Krafft uses this turn of phrase in its literal sense of “I kiss your 

hand”, a dated courtesy formula. It is an appropriate expression for Krafft, the Viennese, 

to employ, but at this point he is simply ironically acknowledging her exclamation of 

disgust, which he otherwise ignores, before continuing his discussion of Maurice. He 

later greets Louise with the South German and Austrian greeting “Grüss Gott”. Other 

standard expressions are “Wünsche guten Appetit”, said habitually to a person before he 

or she begins to eat [literally, “I wish you good appetite”, hence “Enjoy your meal”]; 

“Ganz nach Belieben” [Just as you please]; “nebenbei gesagt” [by the way]; and “Sieh 

da!” [Look here, or Look at this!]. These are more or less automatic responses to certain 

situations and while it may not be important for the reader to understand them, they do 

contribute to the authenticity of the language used. 

Two rhyming expressions which must have appealed to Richardson are “in Hülle 

und Fülle” [in abundance, galore] – Schilsky claims he has been promised money “in 

Hülle und Fülle” by Ephie when they marry (MG, p. 244) – and living in “Saus und 

Braus” [both words refer to drinking; “like lords”]. Richardson explains this second 

expression within the sentence. Krafft, in a diatribe on the genius and suffering of love, 

says to Madeleine: “You think, no doubt, of two lovers living together in delirious 

pleasure, in Saus und Braus” (MG, p. 644). The use of the German is thus a redundant 

addition which can really only be explained by the appeal to Richardson of the sound of 

it. Richardson also puts a German proverb into Schilsky’s mouth: “Ein Küsschen in 

Ehren” [an honourable little kiss] (MG, p. 82), an abbreviated form of 

Ein Küsschen in Ehren kann niemand verwehren 

[No-one can refuse an honourable little kiss].27 
Once again it is a rhyming expression, as many German proverbs are. Schilsky uses this 

saying in a frivolous attempt to excuse his very bad behaviour with an unknown woman 

in the street. However, if the reader does not know the proverb, Schilsky’s words and 

actions are not clearly explained by the context. 

Richardson occasionally uses colloquial or informal words, such as Kater and 

Kupplerin. She explains her use of Kater in a note to Solanges where she writes that this 

word, which can be used for a “hangover”, is “German students’ slang for the condition 

in which one wakens next day, to find oneself, after excess of any kind” (MG, p. 759, 

fn. 15). Schilsky tells Louise that she has “good reason for the blues” because she wants 

                                                
27 This can be compared with the lines by the poet Hölty, a contemporary of Goethe: 

Einen Kuss in Ehren   [An honourable kiss 
Kann euch niemand wehren.  No-one can refuse you]. 
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“too much of everything. And can’t expect to escape a Kater” (MG, p. 127). Kater is a 

colloquial term, not restricted to use only by students, but Richardson is right to indicate 

that it is also not restricted to indicating the results of alcoholic excesses, as the English 

word “hangover” might suggest. The word Kupplerin is not necessarily used in a 

colloquial sense, although this is maintained in Probyn and Steele’s note (see MG, p. 

756, fn. 11). Krafft’s use of it when he addresses Madeleine as a Kupplerin – as he 

realises that Maurice will be meeting Louise in Madeleine’s room – “Tell me—you 

Kupplerin, you!—” (MG, p. 107), can be taken in its conventional sense of 

“matchmaker”. On the colloquial level, however, it can mean “procuress”, which could 

also have been Krafft’s intention. 

Finally it is useful for the reader to understand the use of the suffix -chen added to a 

name. It is an affectionate diminutive, so that Frau Fürst addresses her son Franz as 

“Fränzchen”, and Krafft adapts Avery’s name to achieve the sound of it when he calls 

her “Evchen” – “he called her by her pet name, Evchen” (MG, p. 208). It is coincidently 

a diminutive of Eve or Eva. Probyn and Steele’s statement that Krafft uses it 

sarcastically does not fit the context, as Krafft is treating Avery with genuine affection 

at this time. The comparison indicated by Probyn and Steele (MG, p. 766, fn. 28) with 

the relationship between Wagner’s Eva and the knight Walther in Die Meistersinger von 

Nürnberg is only partially appropriate, since Eva’s devotion to Walther is reciprocated, 

which cannot most of the time be said of Avery’s devotion to Krafft. 

It is also useful for the reader to understand the significance of the use of the 

familiar, intimate form of address “du”. Krafft asks Maurice: “And will you let me say 

du to you?” to which Maurice responds, with some hesitation: “Certainly—if you like. 

And if you are sure you won’t regret it in the morning” (MG, p. 200). Madeleine reacts 

instantly to Maurice’s use of this word with Krafft, and is clearly upset by the implied 

intimacy between Maurice and Krafft. At Schilsky’s performance of Zarathustra 

Madeleine questions Maurice: “How long have you two been ‘du’ to each other?” and 

“at Maurice’s curt reply, she pushed Krafft from her with asperity” (MG, p. 214) – as 

Krafft has been resting his head on her shoulder – thus displaying the depth of her 

feelings. After the performance she returns to this point, telling Maurice: “you gave me 

a nasty turn to-night … when I heard you say ‘du’ to Heinz” (MG, p. 223) and later 

says: “it disturbed me to-night to see how intimate you and Heinz have got” (MG, p. 

224). The emotional impact of the use of du can easily be lost on the English-speaking-

reader, who is not accustomed to having a choice of words to use for “you”. 
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It should be noted that Richardson’s use of German words and expressions caused 

problems not only for Anglo-Saxon readers but also for Solanges, the French translator 

of Maurice Guest, and requests for explanations and meanings formed an important part 

of the correspondence between them. A typical example of the sorts of questions and 

answers which passed between them is the following, with explanations provided by 

Richardson: 

Probe p. 269   Repetition; rehearsal. 
Pleisse 249    Name of the river that ran through Leipzig 
Johannateich 270   Name of a pond there. A Teich is a pond. 
Frauenzimmer. C’est bien une  Frauenzimmer is a disrespectful word for a  
chambre pour femme?  woman—about equivalent to the English word  
[That must be a room for a   ‘Female’, but not so strong as ‘fille’ [girl]. 
woman?]28 

These are by no means the most difficult words Richardson uses, and it seems that the 

context was not a sufficient guide to their meaning for Solanges. He also asked for 

clarification as to when the familiar, intimate form of address [du] should be used, and 

Richardson replies: 
You ask about the tutoiement of Louise & Schilsky in the German translation. 
They use ‘du’ from the first—never ‘Sie’. I am not in a position to judge the 
French usage; but certainly in German only the ‘du’ would be possible, in the 
very lax intimacy of the couple. They always spoke English together29 
 

Cultural differences make such points very important questions. Solanges had also 

asked about the possibility of putting footnotes to explain German words, to which 

Richardson replied: “Personally I should not (& did not) put them, leaving it to English 

people to make what they could of the few German phrases that occur”.30 Not all 

reviewers have shared her opinion on this matter. 

With regard to the influence the German language exerts on Richardson’s writing, a 

striking feature in this novel is her habit of using words and expressions in English 

which are literal translations of German words and expressions but which are not 

correct standard English usage. At times they sound odd, quaint or picturesque; at others 

they convey a different, incorrect meaning in English. Richardson was aware of her 

tendency to use the English translation of German words in her work. She writes to 

Solanges, apropos the word “far-reaching”, which he found difficult to translate: “My 

expression is, I suppose, really a Germanism or a Danism. Weitreichende. There are 

many such borrowed expressions in M.G.”31  

                                                
28 Letters, I, p. 220. 
29 Letters, I, p. 98. 
30 Letters, I, p. 57. 
31 Letters, I, p. 507. 
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The reviewer for the Observer comments that one of Richardson’s “foibles” is her 

use of unusual or coined words”,32 while the reviewer for the Daily Telegraph suggests 

that “If the title-page did not belie the supposition, we should, at first reading, have 

imagined this book to be a rather wooden translation of a story from the German”.33 

There is more than some truth in both of these observations. In some cases Richardson 

translates a German noun or noun phrase into English literally and thereby produces a 

different meaning. Judging by some of the revisions she made before the first 

publication of the novel she became aware of this inclination to borrow too directly 

from German. For example, “black-board” is the direct translation of “schwarzes Brett” 

which is in fact a “notice board”, so Richardson wrote that Maurice went “to see what 

notices had remained affixed to the black-board” (MG, pp. 483-84). Richardson 

removed one instance of the use of this word and altered the other to “notice board” 

before publication of the novel in 1908. She also uses the expression “second breakfast” 

(from the German “zweites Frühstück”) for “morning tea”, or, in British English, 

“elevenses”. Thus while Maurice and Louise were staying in Rochlitz “by the roadside, 

they would … make their second breakfast off black, luscious cherries” (MG, p. 474)34. 

She uses “pause” (from the German “Pause”) for “break” or “interval”, when she 

writes: “The midday pause was over …” (MG, p. 708), but she is referring to the dinner 

break and people are returning to work after a meal in a restaurant, an interval of time 

which can scarcely be described as a “pause”. She frequently refers to the “house-door” 

(from the German Haustür) rather than the “front door”, or, when it is a larger building, 

“entrance”. While queuing to go to the opera Maurice is studying Madeleine’s “text-

book” (MG, p. 131) based on the German “Buch” [book] which is actually the libretto 

of the opera. Richardson also refers to the prostitute, with whom Maurice spends his last 

night, looking for a “coffee-mill” (MG, p. 718), which is the literal translation of the 

German Kaffeemühle,35 rather than a “coffee grinder”. 

Richardson creates similarly unusual effects with adjectives. She uses the word 

“genial” in the German sense of “pertaining to genius”, thus brilliant or “inspired”, 

when she writes of “the genial Pole”, that is, Schilsky, who “had been storming up the 

steps of the Conservatorium, two at a time, with wild, affrighted eyes, and a halo of 

dishevelled auburn hair. Dove made no doubt that he had been seized with a sudden 

inspiration” (MG, pp. 32-33). However, she also uses the word in the English sense of 

                                                
32 Observer, 13.09.1908. 
33 Daily Telegraph, 16.09.1908. 
34 See Neustätter, p. 538. 
35 See Neustätter, p. 791. 
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“pleasant” when she describes Maurice, feeling cold and sick, drinking “the contents of 

one and then another of the tiny glasses [of cognac]. A genial warmth ran through him 

and his nausea ceased” (MG, p. 237). It should be noted, however, that Richardson uses 

“genial” in the German sense only in conjunction with two characters who represent 

genius: Mendelssohn, the “genial little improviser” (MG, p. 13), and Schilsky, who 

displays “his anger with genial indifference to what others thought of him” (MG, p. 

238) and plays with “the genial slitheriness that is the privilege of composers” (MG, p. 

222).36 The talented pianist Fürst, on the other hand, is capable of “genial bonhomie” 

(MG, p. 213) in the English sense of “cheerful, cordial or pleasant”.37 Using the German 

model of forming the opposite of an adjective by adding the prefix un–, for example 

“schön” – “unschön” [beautiful – unattractive], she creates “unbeautiful”. Maurice finds 

that “the thought of introducing her [Louise] to his unbeautiful, uncongenial home was 

hideous to him” (MG, p. 486).38 

Two related words that Richardson uses in a rather curious fashion are 

“circumstantial” and “circumstantiality”. Dove takes “circumstantial leave of his 

landlady” (MG, p. 187), while Herries takes “circumstantial leave” of Louise after the 

ball (MG, p. 400); when Maurice and Louise leave Rochlitz “circumstantial good-byes 

were said” (MG, p. 479); and Maurice assists Madeleine with her “circumstantial 

shopping” (MG, p. 356) before Christmas. Richardson may be using this word in these 

instances in the sense of “ceremonious” – perhaps with the meaning it has in the 

expression “pomp and circumstance” – but it also appears to contain a sense of being 

fulsome and involved. One commonly used word in German – umständlich – appears to 

fit all these situations, and although it is not normally rendered in English as 

“circumstantial” it is formed from the German word for “circumstances”: Umstände. 

Umständlich is normally translated into English as “involved”, “ponderous”, 

“elaborate”, “complicated”, “long-winded”, “laborious”, “tedious”, or “a lot of fuss and 

bother”. In the instances quoted Richardson appears to have been thinking of 

umständlich and to have converted it, on the basis of its connection with the word 

Umstände [circumstances], into the English word “circumstantial”. In the same way 

Richardson uses “circumstantiality” in the sense of “involvedness” or “difficulty”: 

Ephie wished to send baskets of flowers to Schilsky as a mark of her admiration for his 

playing but shied away from the undertaking when she went to the florist’s shop and 

                                                
36 This is confirmed by Neustätter’s use of genial in each of these cases, see pp. 40, 15, 280 and 212. 
37 In this instance Neustätter uses wohltuend, p. 250, while he uses behaglich when describing the “genial 
warmth” experienced by Maurice, p. 278. 
38 This line is omitted in the 1908 edition. 
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“her scant command of German, and the excessive circumstantiality of the matter, had 

made her feel so uncomfortable …” (MG, p. 159); and Louise, at a crucial moment in 

her relationship with Maurice, finds, when he is cutting rushes for her, that “his 

movements were of an impossible circumstantiality, out of all proportion to the trifling 

service …” (MG, p. 574), but shortly afterwards, when she wishes to end their 

relationship, she shrinks away from “all the circumstantiality of complicated 

explanation” (MG, p. 579). In all these cases the German word Umständlichkeit is 

appropriate whereas the English word she uses sits very awkwardly.39 

Richardson’s use of the word “ignorants” also appears to have been influenced by a 

German use of adjectives. Madeleine gives Maurice her address in England as she is 

leaving Leipzig at the end of her course, saying with asperity: “If ever you should return 

to join us benighted ignorants you might let me know” (MG, p. 694). The German 

adjective ignorant can also be used as a noun, Ignorant, but the latter is normally 

translated as “ignoramus”. It is also possible to use the German adjective in its plural 

form to mean “ignorant ones” or “ignorant people”, and this appears to be what 

Richardson is doing in this case. Normally in English the noun would be used. Another 

feature of German grammar which Richardson adopts throughout the novel is the use of 

the definite article in front of names of streets, squares, and so on, so that she always 

writes of “the Mozartstrasse”, or “the Augustusplatz” – Madeleine had lodgings “in the 

Mozartstrasse” (MG, p. 60), whereas in English it is simply “in Mozart Street”. 

The novel contains many verbal expressions which betray German origins. These 

include, for example, a number of instances of “learned to know” (from German 

kennenlernen) instead of “got to know, “came to know” or “became acquainted with”, 

as in “shortly after they had learned to know each other” (MG, p. 176),40 and “He 

puzzled his brains to imagine how she had learned to know Schilsky” (MG, p. 180).41 

Richardson writes: “were suddenly become” instead of “had suddenly become”, in “all 

visible things were suddenly become either black or grey” (MG, p. 672, but omitted in 

the 1908 edition). In German the verb “to be” is always the auxiliary verb used with the 

verb “to become”. While this construction is occasionally to be found in the English of 

the King James version of the Bible, it is no longer found in modern English. Her use of 

the expression “had your sleep out?” (MG, p. 718), when the prostitute Luise sees that 

                                                
39 This supposition is confirmed by Neustätter, who uses umständlich for “circumstantial” and 
Umständlichkeit for “circumstantiality” in every case. He also uses the word umständlich to translate 
Krafft’s activity when he is paring his nails “in a precise and preoccupied manner” (MG, p.103). 
40 This line is omitted in the 1908 edition. 
41 Neustätter (p. 217) renders this as: “Er zerbrach sich den Kopf, wie sie Schilsky überhaupt kennen 
gelernt … habe”. 
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Maurice is finally awake, appears to be based on the German verb ausschlafen [to have 

a good, or full sleep] and her thought could be expressed as “Have you had a good long 

sleep?” or “Have you finished sleeping?”42 

Two examples involve the verb “to make”. She uses the expression “made the 

Prüfung” [in inverted commas] and, with what appears to be a rare authorial 

interjection, adds “as the current phrase ran” (MG, p. 683), giving the impression that 

the expression is unusual. Neustätter omits these words, which appears to confirm that 

they are not relevant to the German reader.43 The German expression eine Prüfung 

machen is, in fact, a standard way of expressing “to take, do or sit an examination”. The 

verb machen expresses both “to make” and “to do”, and “done (or taken) their Prüfung” 

does not have the quaint ring in German that the phrase she uses has. The second 

example using “make” is Louise’s instruction to Maurice, as they enter their room at the 

inn in Rochlitz: “Don’t make a light” (MG, p. 466). The natural thing to say in English 

in this situation would be “Don’t light the candle”, but again she appears to be 

influenced by the German expression Licht machen [to turn, switch or put on a light, or 

to light a candle, lamp, etc., depending on the type of lighting in question, literally 

“make light”].44 Another example involves the use of the verb “to give”. Richardson 

writes: “Carmen was given that night in the theatre” (MG, p. 430), and again she uses a 

verb which is used in the German construction to convey the idea that “Carmen was on 

at the theatre that night (or evening)” or “They were doing Carmen at the theatre that 

night” [In German: „Carmen“ wurde an jenem Abend im Theater gegeben]. Neustätter 

actually renders it more simply: „An dem Abend wurde ‚Carmen‘ gegeben“.45 

Richardson’s “in the theatre” is also a Germanism in that context. 

Two temporal phrases which also betray German influence are “these last weeks” 

instead of “these last few weeks”, and “still a little longer” instead of “a little longer” or 

“a little longer yet”. She also writes: “black on white” [schwarz auf weiss] rather than 

“in black and white” – Madeleine “understood what his words implied as though it were 

printed black on white before her” (MG, p. 562). 

Madeleine uses the German way of wishing someone luck when she says to Maurice 

just before his Abendunterhaltung performance: “Well, good luck to you! I’ll hold my 

thumbs” (MG, p. 527). [The German expression is Daumen halten, or Daumen 

drücken]. Madeleine has become very accustomed to German society and customs, but 
                                                
42 Neustätter (p. 790) in fact expresses this in the single word question “ausgeschlafen?” [“had a good 
sleep?”]. 
43 See Neustätter, p. 753. 
44 Neustätter, p. 528, renders this as “Mache kein Licht” [literally: “make no light”]. 
45 Neustätter, p. 488. 
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one would expect her to say, as one English speaker to another, “I’ll cross my fingers 

for you”. 

A final German influence to be found in her original text – the one reproduced in the 

Academy Edition – is the way in which musical keys are written. She adopts the 

German convention of giving major keys in upper case letters and minor keys in lower 

case letters This is clearly illustrated in one sentence describing Krafft’s setting of a 

poem by Lenau: “the song … was nominally in c# minor, but it was black with 

accidentals, and passed through many keys before it came to a close in Db major” (MG, 

p. 122). She uses this form of lettering consistently throughout the novel, although some 

later editions have altered it to the English tradition. 

Only quite specific examples have been selected here for discussion, in order to 

illustrate the types of difficulties the text can pose for some readers. Issues of 

punctuation46 and longer sentence constructions which read awkwardly could also be 

shown to be attributable to the influence of the German language, but these are probably 

of lesser importance to the question of their being a possible barrier to a full 

appreciation of the novel. German is not, of course, the only language which exerts an 

influence on Richardson’s writing, in the matter of grammar and syntax, as she also 

uses many French words and turns of phrase. Only German aspects are discussed here, 

however. 

The interweaving of social and cultural elements in the text of Maurice Guest adds 

greatly to the authenticity of the novel. The great accuracy of these elements is 

appreciated by readers who are familiar with Germany and understand its language and 

culture. For other readers these elements may well give it more than a touch of the 

exotic, and enhance its interest. At the same time it should be recognised that there is a 

certain loss of comprehension of some of the subtleties of Richardson’s work for the 

reader who has to “make what he can” of the German words and phrases, and the 

German language has undoubtedly left its mark on Richardson’s prose style in Maurice 

Guest. 

                                                
46 See some useful discussion of Richardson’s punctuation and spelling in the introductory section of MG, 
pp. lxx-lxxi. 
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Conclusion 
 
 

This study is an attempt to demonstrate the close links between Australian literature 

and German thought and culture in Catherine Martin’s An Australian Girl and Henry 

Handel Richardson’s Maurice Guest, and thereby to provide a fuller understanding of 

the sophisticated literary and intellectual purposes of the two works. Such a connection 

is rare in Australian literature both before and after 1914. The two novels were written 

by Australian women around the turn of the twentieth century and are set very close 

together in time, one in the late 1880s and the other in the early 1890s. One is set 

partially in Germany, the other entirely in that country. Each novel achieved critical 

success at the time of publication and the fact that both are still in print is an 

acknowledgement of their literary worth. Furthermore, each has been selected for 

publication in a scholarly Academy Edition, which would suggest that each can be 

considered part of the canon of Australian literature. 

In examining the German elements in each novel, including the contexts from which 

both authors have drawn much material, this study seeks to supplement the scholarly 

explanations provided in the two Academy Editions. In some cases further elaboration 

and contextualisation is supplied; in others connections have been drawn where no 

notes have been given in the Academy Editions; and finally some amendments and 

corrections to the notes have been suggested. Neither book is well-known to the general 

reading public today, and while Maurice Guest has received serious scholarly attention, 

An Australian Girl has been accorded relatively little. Despite their initial critical 

success both appear to have been undervalued over time. This thesis argues that the 

German aspects of these novels might be one of the reasons for this loss of recognition. 

The study begins with a brief historical survey of German migration to Australia in 

order to illustrate the contribution German migrants have made to the intellectual life 

and culture of the evolving nation. This lays some general foundations for the 

subsequent examination of Catherine Martin’s work, which includes biographical 

details, with particular reference to her contact with German culture, and especially to 

the German presence in the Mount Gambier district where she grew up. This is followed 

by a review of the reception of An Australian Girl and an analysis of the form of the 

novel. Some theoretical considerations of the German Bildungsroman and critical 

comment on Goethe’s Wilhelm Meisters Lehrjahre, as the classic example of the 

Bildungsroman, lead to a comparison of An Australian Girl with this seminal work from 

the point of view of form, theme and characterisation. An analysis of German 
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philosophical elements and their role in the novel is then undertaken, and finally an 

assessment is made of Martin’s presentation of social conditions in Germany in 1888-90 

and the rise of Social Democracy, with regard to the accuracy, relevance and effect of 

this material in the novel as a whole. 

The examination of Henry Handel Richardson’s work encompasses biographical 

details, compared and contrasted with those of Catherine Martin, and an account of 

Richardson’s contact with German culture. The genesis of Maurice Guest is then 

considered together with a review of some of its literary sources. The reception of the 

novel in England and Germany, together with German reviews of the German 

translation, are analysed and compared, noting differences between German and English 

attitudes towards the novel. The genre of the novel is considered and weighed against 

the German literary tradition of the Künstlerroman, while parallels are drawn between 

Maurice Guest and Künstlerromane in the German language. An analysis is made of 

Richardson’s description of the physical, historical and intellectual milieu of Leipzig, 

and its role in the novel. Finally a study is made of her integration of German social 

customs and the German language into the text, and the possible effects of these 

elements on the Anglo-Saxon reader. The influence of the German language on 

Richardson’s use of English is also analysed. 

A key argument of this thesis is that the German influence on both form and 

content, in the case of An Australian Girl, and on the style and content, in the case of 

Maurice Guest, is deep and various. An Australian Girl is shown to have the peripatetic, 

digressive and sometimes discursive character of the Bildungsroman. At the same time 

Martin frequently draws on German philosophy, literature and social conditions when 

she explores controversial and even radical ideas as she traces Stella’s personal and 

spiritual development against the background of new and old societies. Maurice Guest 

displays the impersonal realism and detailed description which are to be found in the 

works of Fontane and Thomas Mann, for example, who were writing around the same 

time as Richardson. In a non-judgmental way she presents the life of a group of people, 

in the unfamiliar setting of the Leipzig Conservatorium, as they are, with all their faults 

and weaknesses. These German elements – the setting, customs, as well as the mode of 

presentation – have proved to be an impediment to a full understanding and appreciation 

of these novels for many Anglo-Saxon readers and reviewers. 

An examination of German reviews of Maurice Guest, both in English and in 

translation, has shown that the novel received a more sympathetic response in Germany 

than it did in the Anglo-Saxon world. This would suggest that the German elements 
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have been a significant factor in its reception. This impression is further strengthened by 

the treatment An Australian Girl received at the hands of Bentley when the publishers 

insisted on removing large parts of the German content within twelve months of its 

initial publication. The insistence was on shortening the novel, it is true, but the German 

content was thereby reduced to a very small fraction of the original. All reprints until 

the Academy Edition of 2002 have maintained those cuts, so that readers of the 

abridged version have been unaware of the “novel which celebrated German literature 

and philosophy” (AAG, p. xxxix), as Rosemary Campbell aptly describes it. Whatever 

Bentley’s rationale for the excisions may have been, the nature of those deletions would 

seem to suggest that the German content was deemed either to be too difficult for, or of 

little interest to, the Anglo-Saxon reader. Campbell sums up the deleterious effects of 

the removal of so much material when she states that “the demonstrable significance of 

the deleted passages for the reader’s experience and understanding of the novel 

demands their restoration in a modern edition” (AAG, p. xlv). Much of what she is 

referring to concerns material drawn from Martin’s considerable knowledge of 

Germany and German culture. 

Martin’s early life introduced her to German culture, albeit in rural Australia. Her 

first recorded stay in Germany, in 1888-90, almost certainly for part of the time in 

Berlin, exposed her to the reality of German society in those years. The resulting 

description she gives in An Australian Girl of the social and political situation in the 

German capital provides a detailed, realistic account of the hardships endured by the 

poor, working-class people. This section of the novel has value as a vivid piece of 

contemporary documentation of society in the nation’s capital, but it also in fact forms 

an integral part of the whole narrative, as Stella has always been involved in attempts to 

assist people in need, and disposed to reflect on the causes of poverty and unhappiness. 

As Campbell has observed, this section is also undoubtedly vital to the narrative, since 

Stella’s wintry observations of misery in Berlin coincide with the darkest period of her 

life and illness. 

Richardson’s knowledge of the German language and German culture, like 

Martin’s, was acquired early in life and that knowledge was enriched by her experiences 

in Leipzig and later by her marriage to J. G. Robertson, a notable scholar of German and 

Scandinavian literature. Richardson’s early experiences of life in Germany, in the 

particular situation of an international student at a celebrated conservatorium steeped in 

tradition, and thronged with people filled with enthusiasm and tense with ambition, 

enabled her to document a unique aspect of life in Germany. The milieu is not merely a 
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setting: it is essential to the action, for this musical environment is conducive to the 

development of such passions and provides the freedom and sense of excitement which 

enable the story to unfold. 

Both writers seem to have felt that their first published work was not as successful 

as they had hoped it would be, in spite of many good reviews, second impressions and 

reprints of the works. An Australian Girl sold 518 copies in the first two months, 1,452 

copies over approximately four years, most of these in the first two years, and 869 

copies of the 1894 “Australian Edition” (see AAG, pp. xxxviii, fn. 45; xlvii and xlviii, 

fn. 65). Nevertheless, Bentley’s insistence on the abridgment of the narrative in 1891 

caused considerable damage to it as a novel of ideas. Martin at first “expressed 

reservations about the proposed abridgment” (AAG, p. xlii) and later “responded by 

voicing her disquiet” (AAG, p. xlii) when she was asked to approve the suggested 

excisions and alterations. Interest in Maurice Guest appeared to wane after about a year. 

It sold 1,600 copies in the first two months, but Richardson wrote, in 1940, that “the 

book struggled into a second impression [in March 1909]; but, as far as England went, 

that was temporarily the end of it”.1 She also dubbed the German translation a failure. 

She felt the novel was too European for English tastes, although she makes no specific 

mention of the German elements. 

Each author’s second book, published two years after the first, was of a very 

different nature, and entirely Australian in setting and theme. Martin’s The Silent Sea 

contained no German elements worth the mention, while Richardson’s The Getting of 

Wisdom is now often printed without the carefully chosen epigraphs by Nietzsche which 

head eight of the twenty-five chapters in the original version. Such an omission silently 

lends support to the contention of this thesis that German references are not well 

understood by Anglo-Saxon readers and are seen to be dispensable. However, neither 

writer was discouraged from writing about Germany or German culture again. In 

Martin’s third, little-known work of fiction, The Old Roof-Tree (1906), she again writes 

in praise of German scholarship and the selfless dedication of German professors. In 

passages strongly reminiscent of descriptions in An Australian Girl of Dr Stein, Stella’s 

father’s friend, and the latter’s friend from Berlin, Professor Kellwitz, Martin writes of 

the men that have made the Universities of this country so renowned—who 
make the influence of German research, of German thought and knowledge, so 
deeply felt in every centre of intelligence in the modern world. Living so 

                                                
1 “Notes”, p. 11. 
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obscurely, so simply, as indifferent as Anchorites to the dignities of a good 
position.2  
 

She later adds, 
 
after seeing more of other countries, the impression grows stronger that 
Germany owes much to its Professors. Grave men whose intellectual outlook 
and habits of life insure them against dissipation of time, any restlessness as to 
a more dignified position and anxiety about money beyond the security of a 
modest income. There are so many of them who, apart from their routine duties, 
devote themselves to the spread of those illuminating ideas that gradually help 
to raise the efficiency of a nation.3 
 

The book is presented as a series of letters written by an Australian woman as she 

travels across Europe to Venice, after having lived for some time in England. Almost 

thirty pages are devoted to a description of her experiences in Germany, and in these 

she also alludes to “the spendid army”,4 and issues of government control and social 

justice in that country, as well as domestic details, such as heating stoves, “coffee-

mills”, Christmas festivities, and the German love of music. Such touches are 

reminiscent of Richardson’s work, but in An Australian Girl these are largely lacking in 

the descriptions of Berlin, although they do appear in descriptions of domestic life in 

German homes and villages in South Australia. Martin’s personal feelings about 

Germany appear to be reflected in Ishbel’s comment in one letter: “It is a little odd how, 

the moment my feet touch German ground, it feels like being at home”.5 

Richardson’s last major novel, The Young Cosima (1939), is again based on German 

culture: it deals with the lives and times of Cosima Liszt, Richard Wagner and Hans von 

Bülow. Two stories, entitled Death (later renamed Mary Christina) and The Life and 

Death of Peterle Lüthy, appeared in 1931 in a booklet named Two Studies. The first 

story is based on the death of Richardson’s mother in Munich; the second is set in 

Strasbourg. This booklet was, according to Richardson, well received and earned “high 

praise from … T. E. Lawrence”.6 Two more German stories, The Professor’s 

Experiment, also set in Strasbourg, and Succedaneum, along with the stories in Two 

Studies, appeared in the collection of sketches and short stories published in 1934 

entitled The End of a Childhood.7 

                                                
2 [Anon.] The Old Roof-Tree: Letters of Ishbel to her Half-Brother Mark Latimer (August-January) 
(London, New York and Bombay: Longmans, Green and Co., 1906; hereafter The Old Roof-Tree), p. 231. 
3 The Old Roof-Tree, p. 244. 
4 The Old Roof-Tree, p. 234. 
5 The Old Roof-Tree, p. 228. 
6 Henry Handel Richardson, “Two Studies and The End of a Childhood”, Southerly, 23 (1963), p. 20. 
7 The German elements in these stories, and their reception, are examined in the author’s MA dissertation, 
The Four German Stories of Henry Handel Richardson (Department of English, University of Western 
Australia, 1987). 
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Of the two authors Richardson has remained more constantly in print and is 

probably more to the taste of today’s readers. Maurice Guest belongs to the modern, 

psychological era of the early twentieth-century novel, while Martin’s work remains 

firmly in the tradition of the English nineteenth-century novel, in the style of George 

Eliot, with an emphasis on moral issues and outcomes. Martin was described by John V. 

Byrnes in 1961 as the “lost novelist” (see AAG, p. liii), but with the feminist movement 

of the 1970s and 1980s and the consequent renewed interest in nineteenth-century 

female Australian writers, Martin’s An Australian Girl, The Silent Sea (1892) and her 

last novel, The Incredible Journey (1923), were reprinted (An Australian Girl twice) 

between 1987 and 1999, before the Academy Edition of An Australian Girl, with the 

complete 1890 text, appeared in 2002. 

The link between Australian literature and German literature and culture has not 

been strong, despite the many contributions made by German migrants to Australian 

life, especially in the early days of settlement. It would be interesting to see what a 

study of post-1914 writers – such as Patrick White – might reveal in this regard, and 

whether modern German writers of international fame, such as Günter Grass, have 

made any mark on more recent Australian literature.  

Martin grew up in Mount Gambier during the 1850s and ’60s in the period of great 

multicultural diversity in Australia following the gold rush years. She developed a keen 

interest in social and political issues, and indicates her support for the coming federation 

of the various colonies through the views expressed by Stella and Ted Ritchie in An 

Australian Girl. Richardson grew up in Victoria, also in the aftermath of the gold rush, 

and in England she soon discovered for herself that her Australian identity differed 

markedly from that of her Anglo-Irish forebears. In an old-world European context both 

writers felt very Australian, and this sentiment is confirmed by their later works. Each, 

however, clearly wished to convey in her first novel the knowledge, understanding and 

appreciation of German culture that she had acquired through her own experience. 

As a result of post World War II migration from Europe, and the end of the official 

“White Australia” policy in the early 70s, Australia is once more a multicultural society. 

The arrival of refugees and migrants from Asia, Eastern Europe after Solidarity and the 

fall of the Berlin Wall, South and Central America, the Middle East and Africa, has 

again broadened the spectrum of Australian society, and recent Australian literature 

reflects this change. It seems that it is now often forgotten that Australia was 

multicultural in a much earlier period. In these two novels Martin and Richardson 

provide pointers to Australia’s earlier interaction with the wider world and display a 
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level of sophistication which makes these works worthy of greater recognition than they 

currently appear to enjoy. 
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APPENDIX I 
 

Catherine Martin: Further Biographical Details 
 
 

Catherine Martin, née Catherine Edith Macauley Mackay, was born in Scotland, 

probably in 1847, though there is some uncertainty about this date.1 Her father, Samuel 

Mackay, was allegedly a crofter on the island of Skye, and Catherine was the second 

youngest of his ten children. According to Catherine, forebears of her family had had a 

significant landholding on the island.2 In 1873 Samuel Mackay was described as “late 

of Ben Mohr Estate, Snizzort, Invernesshire, Scotland”.3 These details, of themselves, 

give no clear indication of either the social status of the family or the general level of 

education of its members. Nevertheless it is evident from the subsequent lives and 

careers of the various children that they were intelligent and hardworking, that 

education was valued in the family and that several of the children, at least, were clearly 

well-educated and perhaps even scholarly.4 

A different interpretation of the family’s background can be made from further 

comments in Catherine’s 1911 letter from Skye. She wrote “I was too young when my 

family left – a little more than three years of age (sic) to remember anything distinctly: 

but it is curious to identify some impressions, that were as nebulous as pre-natal 

memories, and as it were to get the clue to others”.5 Allen assumes that Catherine is 

mistaken about her age when she left Skye, and writes “sic” after “age”. However, since 

Catherine also writes in that letter that she has been to the part of Skye where members 

                                                
1 Catherine is listed in the shipping records of the Switzerland as being eight years of age when the family 
arrived in Adelaide on 12 September 1855. See Official passenger lists, mainly of immigrants arriving in 
South Australia under United Kingdom assisted passage schemes, 1847-1886 (State Library of South 
Australia, the Mortlock Library of South Australiana, 1987. Mortlock Library Micrographics, 
Genealogical Source 313), Microfiches nos. 24/132 and 36/132. Family records in The Hatbox Letters, 
the story of the Martin and Clark families, also give her date of birth as 1847 Hatbox, p. 248. 
2 Margaret Allen quotes from a letter by Catherine Martin in which she wrote of going to “a part of the 
Island where our forefathers once held an important porperty.’ [sic]”. Allen, “Catherine Martin: An 
Australian Girl?” in A Bright and Fiery Troop, ed. Debra Adelaide (Ringwood: Penguin Books, 1988), p. 
153. Quoted in a letter from Martin to Edith Hübbe written from Portree, Skye in 1911; the letter is in the 
possession of Mrs M Caw, Adelaide. See also Margaret Allen, Three South Australian Women Writers, 
1854-1923: Matilda Evans, Catherine Spence and Catherine Martin (PhD dissertation, Flinders 
University, 1991), p. 265. 
3 Death notice for the eldest son, John, in the BW of 19 April 1873, p. 2b. 
4 In her autobiography Catherine Helen Spence praises Scottish education and its availability, stating: 
“Education was not free, but it was cheap, and it was general. Scotchmen made their way all over the 
world better than Englishmen mainly because they were better educated”. Catherine Helen Spence, An 
Autobiography (Adelaide: W. K. Thomas & Co., 1910), p. 40. It seems the Mackays shared a general 
Scottish desire for a good education. 
5 Letter from Martin to E. Hübbe, 6 September 1911. Quoted by Allen, Three South Australian Women 
Writers, pp. 281-82, fn. 2. 
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of the family had “held a significant property”, her comment could suggest that her 

immediate family had left that place when she was three, and that the croft had therefore 

been an interim residence until their departure for Australia five years later. Catherine is 

unlikely to have made a mistake of such magnitude about her age, and her recollections 

sound much more appropriate to those of a three-year-old than an eight-year-old. It 

could be argued that her comments suggest a forced removal around 1850 from a better 

home, perhaps because of the difficult economic conditions on Skye at that time caused 

by the Highland clearances and severe famine in the region. A comment Stella makes in 

An Australian Girl to Professor Kellwitz may reflect something of her own past: “If our 

fathers were crowded out of the old world—or left it because they feared their children 

might sink into poverty … ” (AAG, p. 118). Added to this, there is nothing to suggest 

that the language of the home and family was not English, even though family members 

were able to communicate with the crofters in Gaelic. Alec wrote in 1871 that he found 

he “could make but a sorry attempt at the Gaelic” in an encounter with a highland 

woman, although he managed to make himself understood.6 The fact that their first 

language appears to have been English also strongly suggests that they were not of 

crofter origins. All her life Catherine retained the highest respect for her mother and 

regarded her as a lady. 

By the early 1850s the family was suffering economically and the Mackays were 

considered by officials of the Highland and Island Emigration Society to be “a poor 

family but very eligible”.7 In 1855, therefore, assisted by the Society, Samuel and his 

wife Janet migrated to Australia with eight children.8 The year before two other sons, 

John and Peter, then aged 23 and 19 respectively, had migrated to South Australia, 

arriving on the Time and Truth in May 1854.9 During the voyage of the Switzerland to 

Australia, Samuel Mackay, who apparently spoke both English and Gaelic, was 

employed as an assistant teacher for a group of Gaelic-speaking children on board.10 He 

                                                
6 Quoted by Allen, Three South Australian Women Writers, p. 269, fn. 1. 
7 Quoted by Allen, Three South Australian Women Writers, p. 265. 
8 The family is listed in the shipping records of the Switzerland as follows: Samuel (58), Janet (49), 
Donald (22), Roderick (19), Flora (17), Mary (15), Donald (12), Margaret (10), Catherine (8), Alex (6). 
Donald (12) was Donald MacDonald, known in the family as “Dody”. See Allen, “The Brothers up North 
and the Sisters down South: The Mackay Family and the Frontier” in Hecate, Vol. 27, no 2 (2001), p. 28, 
fn. 16.  
9 Peter apparently died before the rest of the family arrived in Australia. See Allen, “The Brothers up 
North and the Sisters down South: The Mackay Family and the Frontier” in Hecate, Vol. 27, no. 2, 2001 
p. 28. 
10 Allen, Three South Australian Women Writers, p. 266. 
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taught them basic reading and some English. This employment indicates that Samuel 

Mackay was better educated than many of his fellow Highlander immigrants.11 

On arrival in Adelaide in September 1855 the Mackay family was moved to Robe in 

the South-East, as the assisted Scottish migrants were expected to provide a labour force 

for the pastoralists and graziers with large landholdings in that area: the newly arrived 

immigrants were not encouraged to attempt to purchase their own land.12 The family 

eventually found work in the Naracoorte13 district where many landowners were also 

from the Scottish Highlands. The district was known at that time as Mosquito Plains and 

the main settlement was Kincraig, situated on the opposite side of Mosquito Creek to 

the government designated township-site of Naracoorte. After the death of Samuel 

Mackay, in 1857,14 the mother and younger children became financially dependent on 

the older children. Mrs Mackay and the younger children then moved into the main 

settlement. 

Little is known of their lives over the next ten or eleven years. It is however known 

that the Mackays were Presbyterian and involved in church activities. Local newspaper 

reports indicate that there was a strong Scottish and Presbyterian presence in the district 

and that the local Presbyterian ministers played an important leadership role there. They 

were clearly well-educated men.15 Some of them were Gaelic-speaking and regularly 

held services in Gaelic. They would have helped to provide a supportive environment 

and role-models for bright, ambitious children such as Catherine and her younger 

brother, Alec. 

Though the family needed financial assistance to come to Australia, the children all 

proved capable of earning a living and contributing to the community, as the subsequent 

careers of most of them demonstrate. The eldest son, John, was, it seems, a teacher in 

Naracoorte for a time, and was teaching in Victoria until the time of his death in 1873. 

                                                
11 For a general picture of the lifestyle and emigration history of Highland Scots see Eric Richards, “The 
Highland Scots of South Australia”, Journal of the Historical Society of South Australia, Vol. 4, 1978, pp. 
33-64. 
12 Samuel Mackay was one of nineteen signatories to a petition made by migrants from the Switzerland to 
the government for the grant of parcels of land appropriate to their needs, such as they were accustomed 
to working on in Scotland, and which would be paid off. The petition was not successful. See Allen, 
Three South Australian Women Writers, p. 266 and Eric Richards, “The Highland Scots of South 
Australia”, pp. 52-53. 
13 Usually spelt “Narracoorte” in the local newspapers of the time. 
14 The date is possibly 1856. The year 1857 is suggested by the fact that Alec wrote in his diary on 5 
August 1871: “There it was that fourteen years ago we stood weeping around a father’s corpse”. See 
Allen, Three South Australian Women Writers, p. 269. 
15 One of the Mount Gambier district newspapers, the BW, prints in full a number of lectures presented by 
local Presbyterian and other clergymen. These give a good indication of their intellectual and educational 
levels. 
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Catherine’s elder sister Mary established a successful girls’ school in Mount Gambier, 

in which Catherine also taught for at least ten years. Her sister Margaret was also a 

teacher and married a teacher. Catherine also pursued her own education, early 

acquiring a knowledge of Latin and Greek as well as of French and German, and a deep 

interest in literature and philosophy. The youngest son, Alec, evidently shared many of 

Catherine’s intellectual interests, as his surviving diaries of the early 1870s attest. He 

became a government surveyor and worked in South Australia and the Northern 

Territory until his early death in 1875. Three of the other boys, Roderick, Donald 

MacDonald (Dody – later elected to the upper house of the Western Australian 

parliament) and Donald, became successful station owners in the north-west of Western 

Australia, where they were also involved in the pearling industry. They were evidently 

intelligent and capable men, whether or not they evinced any interest in cultural or 

academic matters.16 The family atmosphere in which Catherine grew up appears to have 

been sympathetic to her intellectual activity and to have encouraged her studious nature. 

Catherine was apparently educated privately by her brother John, but may also have 

attended his school in Naracoorte for a time.17 Her education there may well have 

included Latin and even Greek, as Alec refers in one of his diaries to learning Latin.18 

She may also have had other tutors, possibly clergymen. However she acquired her 

education, by 1864 she was ready to put it to use. 

On 15 April 1864 the following advertisement appeared in the Border Watch: 
A young lady, capable of Teaching the usual branches of a good English 
education with French, Music and Dancing, is desirous of obtaining a Situation 
as Governess in a respectable family. Apply Miss M.E.C., Post Office, Merino 
[Mosquito Plains].19 
 

The advertisement gives a good indication of the writer’s attainments at that time; 

“French, Music and Dancing” are the accomplishments of a young lady who could 

move easily in respectable and educated social circles. While we cannot be sure that this 

advertisement was placed by Catherine Martin, there is strong evidence to suggest that 

she was the writer. She was by that time seventeen years of age and therefore likely to 

be looking for such a position, given her interests and her subsequent career, and the 

fact that she frequently, in the following years, used variations of her initials as pen-

names. She published many poems under the pseudonym of M. C., but she also at times 

                                                
16 See Allen, “The Brothers up North and the Sisters down South: The Mackay Family and the Frontier” 
in Hecate, Vol. 27, no 2, 2001 pp. 8-10. 
17 See Allen, Three South Australian Women Writers, p. 269. 
18 See Allen, Three South Australian Women Writers, p. 269. 
19 BW, 15.04.1864, p. 3e. 
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used C. M. and possibly used C. E. The outcome of this advertisement, which was 

repeated over the next four weeks, is not known, as there is no record of what she was 

doing between April 1864 and the end of 1865. If, indeed, she worked as a governess, 

the teaching experience she would have gained during this interval would have qualified 

her all the better for the next stage of her career. On 25 November 1865 the following 

advertisement appeared in the Border Watch: 

Wanted a situation as Governess in a Young Family or Assistant in a Lady’s 
School. Good references. Apply by letter, C.M., Border Watch Office.20 
 

It seems very likely that this advertisement was placed by Catherine. By this time 

Catherine’s family situation had changed. In March 1865 her elder brother Roderick, 

apparently a popular and respected man in the district, had left Mosquito Plains for 

Victoria.21 After his departure Mrs Mackay apparently decided to move with the 

younger children to Mount Gambier. On 30 September 1865 a property owned by Mr 

Finlay McKay, (unrelated to Catherine’s family) was advertised as “To Let”.22 The 

Mackays seem to have rented this property shortly before Catherine’s advertisement 

appeared in November. Her advertisement appeared again in the New Year on the same 

days as another advertisement: 
Wanted a Female Teacher to assist in a Licensed School. For particulars 
enquire at the Border Watch Office.23 
 

A few weeks later an advertisement in the Border Watch concerning the National 

School in Mount Gambier included the following statement: 
The Girls Classes are now placed under the supervision of MISS McKAY as 
Assistant Teacher.24 
 

Given the scarcity of advertisements from suitably qualified people for teaching 

positions appearing in the Border Watch, there seems little doubt that the Miss McKay 

                                                
20 BW, 25.11.1865, p. 3c. 
21 Report in the BW: “Mr Roderick McKay, one of our oldest and most respected residents, leaves by mail 
tomorrow [March 4] for Melbourne, en route for Denison’s Plains. It was intended by his friends to have 
given him a supper, but the excitement attendant upon the election prevented this being done in extenso. 
But a large company did meet, and had a parting glass with Mr McKay ... Mr McKay’s loss will be felt by 
many here, for his benevolence and unassuming manners had won him many friends. We wish him every 
success in the country of his adoption”. BW, 11.03.1865, p. 3c. 
22 “To Let, THAT SHOP and Dwelling House of three rooms lately in the occupation of Mr Simmonds, 
Tailor. The Shop is fitted up with Shelving, and there is capital underground Cellarage. Apply to/F. 
McKAY, Blacksmith.” (BW, 30.09.1865, p. 4d.) When this advertisement is compared with the 
advertisement which appeared in the BW in December 1868: “To Let, Those commodious premises in 
Commercial-street lately in the occupation of the Misses McKay. They contain a first-class Shop, three 
rooms, and Cellar. Apply to F. McKAY, Blacksmith, Mount Gambier. Dec, 1. 1868”, it is clear that they 
both refer to the same property. (BW, 02.12.1868, p 3d.) 
23 BW, 13.01.1866, p. 3c. 
24 BW, 10.03.1866, p. 4e. 
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referred to is either Mary or Catherine, and, in view of the earlier advertisement, more 

probably Catherine. 

When the Mackays rented the property, with its shop, in east Commercial Street, 

they may already have had some intention of starting a school. The employment of 

“Miss McKay” at the National School may have provided an additional impetus to this 

idea. Mount Gambier was ready for a separate girls’ school: the National School had 

become too big for one teacher and the schoolmaster, John Holt, was actively promoting 

the establishment of a separate school for girls.25 On 15 September 1866 the Misses 

Mackay advertised their intention of opening a girls’ school in Commercial Street. It 

opened on 1 October 1866,26 grew steadily in numbers and in time became a Licensed 

School.27 Catherine later moved from the National School to her sister Mary’s school 

where she taught for about ten years. Life in Mount Gambier provided her with greater 

educational opportunities, and probably introduced her to German language and 

literature, as discussed in Chapter 2. 

In 1875 Catherine’s youngest brother, Alec, was drowned when the ship in which he 

was returning from surveying work in the Northern Territory was wrecked off the coast 

of Queensland. Catherine had been close to Alec, in interests as well as age, and must 

have suffered deeply from this blow. She cherished his diaries for the rest of her life.28 

Around 1876 she moved to Adelaide. The reasons for her decision to leave Mount 

Gambier are not clear – they may have been related to Alec’s death, or to a desire to 

achieve more with her writing, or simply to a desire to expand her horizons. It is 

recorded that she was in Adelaide for the inauguration of the University in 1876, for it 

was on that occasion that she made the acquaintance of Catherine Helen Spence.29 In 

Adelaide Catherine attempted to support herself as a journalist and writer but was 

                                                
25 The BW reported in August 1866: “Mr Holt has been making an effort to carry out the subdivision of 
his school – separating the boys from the girls. This is a step in the right direction and we trust the public 
will second him in his efforts. In order to get assistance from the Education Board it will be necessary to 
erect entirely distinct premises, as they have already voted as much as they are empowered to do, to the 
present building. Mount Gambier is large enough now to support independent boys’ and girls’ schools”. 
BW, 11.08.1866, p. 2d. 
26 “THE MISSES McKAY beg to announce to the inhabitants of Mount Gambier that they have 
OPENED a DAY SCHOOL exclusively for GIRLS./Instruction given in the usual branches of English 
Education. Also Plain and Fancy Needlework. Terms, One Pound per Quarter./REFERENCES/Rev. Mr 
McCalman, Mosquito Plains/Rev. Mr Caldwell, Mount Gambier/Accommodation for Two Boarders.” 
BW, 03.10.1866, p. 1a. 
27 Certain schools were examined and licensed by the Education Board pursuant to their meeting certain 
conditions, including numbers of pupils attending, distance from other approved schools and teaching 
standards. When licensed they received financial assistance. 
28 See Margaret Allen, “Catherine Martin: An Australian Girl?” in That Bright and Fiery Troop, ed. 
Debra Adelaide (Ringwood: Penguin Books, 1988), p. 156. 
29 See Catherine Helen Spence, An Autobiography, p. 55. 
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forced to find more regular employment and so became a clerk in the Education 

Department in 1877. Nevertheless she “still cultivated literature in her leisure hours”.30 

The serialised publication of “The Moated Grange,” was followed by three short stories 

over the next two years: “A Bohemian Born” (1878), “After Many Years” (1878) and 

“Breaking the Law” (1879). 

In Adelaide she was acquainted with the Martin family. She had known Frederick 

(Fred) Martin since at least 1868,31 and in 1882 they married. It is possible that they 

could have met in Mount Gambier: the firm of Martin and Sach was advertising 

regularly in the Border Watch during several months of 1867 and Fred’s elder brother 

Harry was working there during 1870,32 so the Martin family may have had business 

connections in the town. Catherine and Fred had certainly known each other for some 

14 years before their marriage, though Fred had worked in various places in and out of 

Adelaide in that time. Catherine Helen Spence was a witness at their wedding.33 

The Martins and the Clarks were well-educated families who had migrated from 

England to South Australia in 1851 and 1850 respectively. Both families were also 

members of the Unitarian Church and welcomed the religious tolerance they found in 

South Australia. The two families had much in common and became closely inter-

related through three marriages and one engagement.34 Both families were also well 

connected in England: The Martins were connected, through Mrs Ann Martin, to Josiah 

Wedgwood’s family and thus also to Charles Darwin; Mrs Caroline Clark, née Hill, was 

a sister of Sir Rowland Hill. He and his four brothers all made names for themselves 

and several of them were noted, among other things, for their progressive work in 

education in England. Francis Clark, the father of the family in Australia, was well-

known as a silversmith and pieces with his hallmark became collectors’ items. 

The Martin and Clark families would have provided Catherine (always referred to in 

the family as “Katie” or “‘Kate”) with some congenial and stimulating company. Fred’s 

eldest sister, Lucy, married John Howard Clark, known as Howard. He was the 

proprietor and editor of The South Australian Register (1870-1878) and was reputed to 

be 
                                                
30 Catherine Helen Spence, An Autobiography, p. 55. 
31 It is recorded in The Hatbox Letters that he was corresponding with her in December 1868, with a 
friendly and somewhat playful letter beginning: “My dear Kate”. Margaret Allen, “Fred”, in Hatbox, pp. 
99-100. 
32 It is recorded in The Hatbox Letters that he was corresponding with Annie Martin from Mount Gambier 
in 1870. See David M. Martin, “Harry”, in Hatbox, p. 90. 
33 See Allen, Three South Australian Women Writers, p. 275. 
34 Annie Martin was engaged to Henry Clark who died of tuberculosis on the very day set for their 
wedding. See Anne Hardy, “Annie”, in Hatbox, p. 62. 
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a literary buff and an acknowledged authority on Shakespeare ... instrumental in 
the formation of the State Library which also serviced country areas ... much in 
demand to give lectures in Adelaide and the country towns.35 
 

He was a founding member of the Royal Society (first called the Adelaide Philosophical 

Society) in South Australia; he also liked to write stories and poems for children. 

Catherine shared many interests with Fred’s second sister, Anna Montgomerie 

Martin (Annie). Her activities must surely have influenced Catherine to some extent, as 

Annie was possessed of a love of learning, a great love of English and French literature, 

a passion for Germany and German culture, a love of travel and an interest in serious 

religious and social questions. She was also a member of a women’s suffrage 

organisation.36 She ran a succession of small private schools in Adelaide, employing a 

progressive methodology, for nearly forty years. She learned and taught French, 

German, Italian, Latin and Greek, as well as English literature and history. From 1874 

on, after the establishment of the University of Adelaide, she specialised in preparing 

girls for university entrance, and many of her ex-students had successful careers in 

tertiary education. She herself studied several subjects at the newly-formed university. 

Annie made several trips back to England and Europe, travelling and staying in France 

and Germany. On retirement she returned to Europe, and in 1905 spent the summer 

with Fred and Catherine in Thüringen.37 She finally settled in Italy, at Viterbo, where 

she died at the age of 76. Annie had always been particularly fond of Fred, so Catheirne 

would have seen a lot of her. 

Fred’s elder brother Harry was “an accountant and a businessman, a devoted 

husband and father, a competent draftsman, writer, and even a poet. He could mend a 

clock, shear a sheep, prune a vine, or pan for gold - a man of many parts”.38 As well as 

enjoying writing poetry himself, he was responsible for overseeing the posthumous 

publication of a volume of Charles Harpur’s poetry, Poems (1883), as he was a friend of 

Harpur’s widow’s family. His work in this endeavour has been criticised by Michael 

Ackland for his re-writing and re-shaping of Harpur’s work,39 but this undertaking 

provides evidence of his interest in literature and is a further indication of the supportive 

environment Catherine would have found in her husband’s family. Harry was for many 

                                                
35 See Patricia Rennick, “Lucy”, in Hatbox, p. 37. See also W. G. Buick, “Clark, John Howard (1830-
1878)”, ADB , Vol. 3, pp. 404-406 for more details of his life. 
36 See Allen, Three South Australian Women Writers, p. 275. 
37 See Anne Hardy, “Annie”, in Hatbox, p. 71. 
38 David M Martin, “Harry”, in Hatbox, p. 89. 
39 See Michael Ackland, TSB, p. 194. 
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years the manager, and eventually a joint owner, of the Stonyfell wine company near 

Adelaide. 

Fred was the seventh child of the Martin family. He appears to have been a bright 

child but to have left school at the age of about fifteen. In some ways he was probably 

unfulfilled in his ambitions. Catherine Helen Spence wrote in his obituary in 1909 that 

“his bent was rather towards literature than business, but business was what his father 

set him to”.40 Spence has also described him as “having great facility in acquiring 

conversational command of foreign languages”.41 This must have pleased Catherine. He 

is also recorded as having an interest in social conditions and social reform.42 He wrote 

many articles which were published in the Leader and the Age: “These articles show 

Fred’s fascination with statistics in relation to industrial relations and social policy, but 

they are also evidence of his wide knowledge of these areas”.43 He wrote articles which 

were published in the Age in April 1905 in which he compared “British and German 

Wage Earners” based, at least in part, on the work of the social investigators B. 

Seebohm Rowntree and Charles Booth and made use of a Board of Transport report 

which had appeared shortly before.44 These articles illustrate the breadth of his interests 

and knowledge. Catherine’s own concern with social conditions45 is revealed in long 

sections of Volume 3 of An Australian Girl. The compatibility of their interests is 

reflected in Catherine’s comment to Catherine Helen Spence, towards the end of Fred’s 

life, that they “had been such comrades all the 26 years of their married life”.46 

Fred’s younger sister Effie married Symonds Clark, who worked in the family estate 

agency. He was a keen naturalist with a special interest in ornithology, and was reputed 

to be a leading authority on Australian parrots. A highlight for him of a trip to England 

in 1873 was a visit to John Gould. Catherine’s descriptions of birds and plants in An 

Australian Girl may have owed something to Fred’s brother-in-law, and are indicative 

of another shared interest. 

Catherine would have had common interests with the eldest child of the Clark 

family, Emily. The latter shared her brother Howard’s intellectual and literary interests, 

but also became deeply interested and involved in social concerns. She learned through 

                                                
40 Quoted by Margaret Allen, “Fred”, in Hatbox, p. 99. 
41 Quoted by Margaret Allen, “Fred”, in Hatbox, p. 102. 
42 See Margaret Allen, “Fred”, in Hatbox, pp. 102-03. 
43 Margaret Allen, “Fred”, in Hatbox, p. 102. 
44 See Margaret Allen, “Fred”, in Hatbox, p. 103. 
45 Late in life she described herself, in the draft of a letter in a notebook, as a socialist. See Margaret 
Allen, “Catherine Martin, Writer: Her Life and Ideas”, Australian Literary Studies 13/2 (1987), p.194. 
46 Quoted by Margaret Allen, “Fred”, in Hatbox, p. 104. 
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Annie Martin of the plight of the children in the Destitute Asylum. She was able, with 

the help of Catherine Helen Spence and other prominent citizens, to institute in South 

Australia a system of boarding out the children in private homes, a system practised in 

Scotland, of which she had read. She also worked with Catherine Helen Spence to 

improve the situation in Children’s Courts.47 

Catherine’s friend Catherine Helen Spence was some twenty-two years her senior 

but they maintained close contact, visiting each other when in Europe, and even 

travelling together. Spence writes of their first meeting: “I at first thought her the 

daughter of a wealthy squatter of the south-east, but when I found she was a litterateur 

trying to make a living by her pen ... I drew to her at once”.48 Spence also had a high 

regard for Catherine Martin’s work. When reviewing the difficulties of finding a 

publisher for Australian works, she writes: 
If stories are excessively Australian, they lose the sympathies of the bulk of the 
public. If they are mildly Australian, the work is thought to lack distinctiveness. 
Great genius can overcome these things, but great genius is rare everywhere. 
Except for my friend Miss Mackay (Mrs. F. Martin), I know no Australian 
novelist of genius, and her work is only too rare in fiction.49 
 

In a letter written in 1908, Spence comments that: “Fred and his wife are the only 

democrats in the wide connection”.50 

Another of Martin’s particular friends was Edith Hübbe, née Cook, who had 

attended Annie’s school and 
was in 1877 the first woman student to pass the examination for entrance to the 
new University of Adelaide. After teaching at Model Schools as a very young 
pupil teacher, she went on to become ... head-mistress of the Advanced School, 
a position she continued to hold with distinction as “Mrs Hübbe” ... After the 
untimely death of her husband she continued her teaching career while she ran a 
household, raised five children, and supported them by conducting the well-
loved Mrs Hübbe’s School in Knightsbridge (now Leabrook) for forty years.51 
 

Several of Catherine Martin’s family circle and her close friends developed shared 

interests in political and social justice issues as well as literary ones. In Adealide 

Catherine began to write and publish essays on literary figures. Between 1883 and 1885 

she published essays in the Victorian Review on the Life of Edward Bulwer, Lord Lytton 

(1883), the works of John Ruskin (1884) and George Eliot’s Life by George Cross 

(1885). She was critical of the works of Edward Bulwer but greatly admired those of 

                                                
47 See Rosemary Brown, “Emily Clark 1825-1911”, in Hatbox, p. 193. 
48 Catherine Helen Spence, An Autobiography, p. 55. 
49 Catherine Helen Spence, An Autobiography, p. 64. 
50 Quoted byRosemary Brown, “Pollie”, in Hatbox, p. 83. 
51 Anne Hardy, “Annie”, in Hatbox, p. 67. 
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Ruskin and George Eliot. She found Ruskin’s ideas highly pertinent to a young country 

such as Australia, 

where the paramount concern of life is either to amass wealth or to gain a 
livelihood; where no class has yet grown up with the hereditary privilege of 
leisure and the ardour for ideas, irrespective of their commercial value; where 
those who exercise the influence that is inseparable from riches are, as a rule, 
severely limited by the lack of any true culture.52 
 

It is worth noting that she was expressing such sentiments only four years or less before 

writing The Australian Girl and that they find expression in her presentation of some of 

the characters in it. 

Catherine continued to work in the Education Department office until 1885. From 

1888 to 1890 Fred worked as an accountant at a mine near Waukaringa but Catherine 

did not accompany him, apparently because there was no suitable accommodation there. 

It was at this time that Catherine sailed for Europe to study and write in Germany. She 

returned to South Australia later in 1890 and was then able to join Fred at the Alma 

mine, as by then he had obtained a house there. In that year the story “Mrs Archibald 

Thorndale’s Dog” appeared in the Christmas supplement to the Leader. Catherine’s 

second three volume novel, The Silent Sea, a thriller set in the saltbush country of 

outback South Australia, was based on experiences gained at the Alma mine and was 

published in London in 1892. By that time Catherine and her husband were again in 

Europe where they travelled widely over more than three years. 

Fred returned to Australia before Catherine, who was seeking publication of another 

novel, The Born Egotist (or The Born Optimist53) and may have used the additional time 

there to gather more material, as she published some travel articles entitled Vignettes of 

Travel54 in late-1895 and early-1896. A short story, “Mrs Spender’s Art Education” was 

also published in the Leader in December 1895. On her way home from Europe in 1894 

Catherine apparently visited her brothers at their stations in Western Australia55 and in 

1900 her short novel, “At a Crisis,” set mostly in the north-west of Western Australia, 

appeared in serial form in the Observer.  

After nearly ten years back in South Australia the Martins spent almost three years 

in Europe again. During that trip The Old Roof-Tree was published by Longmans in 

1906. At that time too, Macmillan, who had taken over Richard Bentley & Son, rejected 
                                                
52 Rosemary Foxton, ed. The Silent Sea (Sydney: University of New South Wales Press, 1995), p. xix. 
53 Mentioned by Catherine Helen Spence in a letter; see Allen, Three South Australian Women Writers, p. 
278. 
54 The series comprised: “A Florentine Landlady,” Age, 26 October 1895; “Assisi in November,” Age, 30 
November 1895; “At the Vatican,” Age, 5 January 1986. 
55 See Allen, Three South Australian Women Writers, p. 279. 
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another work, entitled His Mother’s Boy. Again the Martins travelled widely. In Spain 

Catherine became very interested in Spanish literature and read many works in the 

library in Madrid. In 1907 Fred’s health, which had not been good for some time, began 

to fail, so they returned to the Mackays’ original family home in Mount Gambier where 

Catherine cared for him until his death from tuberculosis in 1909. 

During one of several more trips to England and Europe Catherine revisited the Isle 

of Skye, for the first time, in 1911. In 1919 and 1920 she was in Mount Gambier56 and 

in 1923-24, at least, in England. On this trip she was probably arranging for the 

publication by Jonathon Cape in 1923 of The Incredible Journey. This last novel to be 

published was in fact a reworking of the work, then entitled His Mother’s Boy, which 

had been rejected by Macmillan in 1906. It is probably the first Australian novel in 

which an Aboriginal protagonist is presented in a sympathetic light, predating Katharine 

Susannah Prichard’s Coonardoo by several years. It is also the only work she published 

under her own name. Martin published her second novel only two years after her first, 

while her last did not appear until twenty-one years later, that is, at the age of seventy-

six. She also continued to write stories and articles in the intervening years but these 

ceased to appear after 1913. She died in Adelaide, aged approximately 90, in March 

1937. 

                                                
56 See Rosemary Brown, “Pollie”, letter from Pollie to Catherine, in Hatbox, p. 84, and also the short 
article, “The Missing German Books,” BW, 3 February 1920, p. 2. 
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APPENDIX II 

Poems published by Catherine Martin in the Border Watch between 1865 and 1874, 
the year in which her first book, a poetry collection entitled The Explorers and 
Other Poems, was published.1 
 
The dates in brackets indicate the date of publication. M. C. sometimes adds a date 
which presumably indicates the date of completion of the poem. Seven of these titles are 
listed in Martin’s published works as shown in AAG, pp. 656-57. This list includes 
eleven new titles. 
 
Count Cask-o’-Whiskey and His Three Houses.2 (02.09.1865) [Published under C. M.] 

Published under M. C. 

To the Clock. (20.10.1866) 

Faded Flowers. (23.01.1867) 

Only Old Letters. (06.03.1867) 

The Lost Grave. (18.05.1867) 

Over the Border. (An Idyl of Mount Gambier.) (29.01.1870) 

More Light. (02.09.1871) [Published under C. E.3] 

The Shearer’s Dream. An Idyl of the Bush. (15.11.1871) 

In Memoriam. (13.12.1871) 

Dolce Far Niente. (27.01.1872) 

The Minstrel’s Curse. (Translated from the German of Ludwig Uhland) (14.02.1872) 

Evening. (15.05.1872) 

The Mouse Tower. (Adapted from a German Legend.) (03.08.1872) 

Schelm von Bergen. (Translated from the German of Heine.) (01.03.1873) 

The German Damsel. (From the German of Eichendorff.) (30.07.1873) 

The Pilgrim of St. Just. (From the German of Platen.) 04.10.1873) 

Est Est. (From the German of Wilhelm Muller [sic].) (11.10.1873) 

A Prayer. (Dedicated to a Bereaved Mother.)4 (22.10.1873) 

Peter. (From the German of Kinkel.) (15.11.1873) 

Iphigenia in Tauris. First Act, First Scene. (From the German of Goethe) (24.12.1873) 

 
Of the poems listed above, eight are of German origin or are on German themes. Only 
The Minstrel’s Curse is also included in the nine translations of German poems 
included in The Explorers and Other Poems. 

                                                
1 Adam Lindsay Gordon also had a number of poems published in this paper during this period. 
2 Published in the Mount Gambier Total Abstinence Society’s Temperance Column in the BW. 
3 Prefaced by the words: To the Editor of the Border Watch. SIR—The subject of the following lines, was 
suggested to me by reading a life of Goethe the poet, who, it is said, on his death bed, kept continually 
calling for “MORE LIGHT”. The subject suggests Martin is the writer but this is not confirmed. 
4 Written in the year in which the eldest son, John Mackay, died. 
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APPENDIX III 
 

Henry Handel Richardson: Further Biographical Details 
 
 

Ethel Florence Lindesay Richardson was born on 3 January 1870 in Melbourne. She 

was the first of two daughters born to Dr. Walter Richardson and his wife Mary, and 

Ettie, as she became known in her early years, was raised as a very valued and precious 

child. Her only sibling, Lillian, was little more than fifteen months younger. Henry 

Handel Richardson was thus born into a family situation which contrasted markedly 

with that of Catherine Martin, the second youngest of six boys and four girls. 

Richardson’s father died in 1879 and she really remembered little more of him  than a 

man failing in health over several years, sinking into mental illness, and finally 

paralysis, as the result of tertiary syphilis. 

Even before Dr. Richardson’s death his wife, Mary, trained as a post-mistress and 

was appointed to a post in Koroit in rural western Victoria, where her husband finally 

died. She was later transferred to Maldon, on the Victorian goldfields. Ettie retained 

very happy memories of her experiences there, and formed one deep emotional 

attachment there. However, when Ettie was thirteen, she was sent to board at the 

Ladies’ College in Melbourne where she remained until she had completed her 

secondary education. There she achieved good results in academic subjects and music, 

at which she excelled. After teaching piano students at a private college for a few 

months and finding that she did not like teaching, she left with her family for England 

and later Germany. 

Richardson’s few comments about contact in Australia with Germans are in Myself 

When Young, where she mentions a German pastor, C. L. H. Rupp, whom she had 

known in Koroit. There, together with his two children, she took school lessons with his 

wife. Although Richardson makes some negative comments about him in her 

autobiography, the Reverend C. L. H. Rupp, in fact, conducted Walter Richardson’s 

funeral “according to the rites of the Church of England”.1 In Koroit, too, there was a 

Botanic Garden which had been planted with assistance from Baron Ferdinand von 

Mueller, a friend of her father’s.2 She does not mention the garden, let alone her father’s 

friendship with the famous director of the Melbourne Royal Botanic Gardens. Here 

Martin and Richardson have a common connection with the German contribution to 

scientific knowledge in Australia, since Martin also had an indirect connection to von 

                                                
1 Clark, Fiction, p. 111. 
2 See Ackland, Life, p. 50, and also p. 28. 
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Mueller. She was acquainted with his sister and brother-in-law in Mount Gambier, Dr. 

Wehl and his wife. Dr. Wehl was the leading figure in the German community there and 

a great experimenter with new plant types sent to him by von Mueller. 

German was one of the languages taught at PLC but Richardson apparently learned 

only French. Nevertheless it seems that she could not have failed to have been exposed 

to some aspects of German ideas and German culture through articles and translations in 

the school magazine, Patchwork, and to have known that the school motto,3 “Ohne 

Hast, ohne Rast” [Without haste, without rest], had associations with Goethe. She is 

also recorded as having played the accompaniment to one of Mignon’s songs from 

Goethe’s Wilhelm Meister.4 However Ackland is of the opinion that “Patchwork, 

overall, conveyed an antiquated, nostalgic image of Germany as little suited to the 

realities of the Wilhelmine Reich as Goethe’s renowned doctrine of renunciation”.5 It is 

probable that the image of Germany and German culture promulgated at PLC was 

antiquated, selective and nostalgic. This image would also have been fostered and 

preserved in the German clubs, Turnvereine [gymnastic associations] and Liedertafeln 

[singing groups] in Melbourne. 

Nevertheless, quite apart from what Richardson may have learned at PLC, she and 

her family would have acquired some general knowledge of German culture and the 

German community in Victoria. Queen Victoria’s close connections to Germany were 

also respected. Her father’s circle of acquaintances included well-educated German men 

such as Baron von Mueller, and Walter Richardson took over the practice in rural 

Chiltern of Dr. C. W. Rohner, “a cultivated man who had contributed many articles and 

translations from French and German to the Harbinger,”6 the organ of the society of 

spiritualists in Victoria. 

The German community made its presence felt in Melbourne in two areas, in 

particular, during the time that Richardson was growing up there. The first of these was 

music. A number of professional German musicians settled in Melbourne during the 

second half of the century and were influential in the spheres of both performance and 

music education in Victoria. Among these Elsässer, Herz and Zelman stand out. As a 

                                                
3 These words are a modified version of the inscription placed on a birthday gift to Goethe in 1831 – 
“Ohne Hast, aber ohne Rast” [Without haste, but without rest]. The gift of a seal made from beautifully 
worked gold was made by Thomas Carlyle and fourteen other English admirers of Goethe’s work, 
including Scott and Wordsworth. Goethe expressed his appreciation in a short poem addressed to them, 
“Den fünfzehn englischen Freunden” [“To the Fifteen English Friends”], which concludes with the lines: 
„ … Stetig Streben, ohne Hast.“/Und so wollt ihr es besiegelt. [“ … Constant striving, without 
haste.”/And you want it sealed thus]. See Hamburg Edn., Vol. 1, fn. to p. 349, p. 560. 
4 See Ackland, Life, p. 86. 
5 Ackland, Life, pp. 85-86. 
6 Clark, Fiction, p. 77. 
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result of their work, musical tastes and teaching methods and Victoria were influenced 

by the participation of German musicians in the local musical scene. 

Carl Gottlieb Elsässer (1817-1885), born in Württemberg near Stuttgart, migrated to 

Victoria in 1853 where he settled permanently in Melbourne as a music teacher, 

conductor and composer. He was a successful teacher, but did not seek a public musical 

life. As a composer he was very active, though much of his music, like Carl Linger’s, 

was never published. His work Victoria’s Dream, was entered in competition at the 

Melbourne International Exhibition in 1880. 
Elsässer’s impact on music in Australia was probably more generic than 
personal. With many other emigrant musicians, he brought to Victoria the 
characteristics of early nineteenth-century German music and helped to form a 
taste and convention which were perceptibly different from those current in 
England. This German-oriented movement was never as firmly established in 
Victoria as it became in South Australia, but its effects persisted well into the 
twentieth century.7 
 

Julius Herz (1841-1898), born in Mecklenburg-Schwerin, migrated to Victoria in 

1865. In Melbourne he was extremely active in musical societies and helped organise 

musical activities, both in the German-speaking, and in the wider, community. He 

helped to found the Prahran and South Yarra Musical Union and the South Yarra 

Liedertafel which by 1891 had become the Metropolitan Liedertafel, organised the 

Brighton Harmonic Society, was organist for several churches, taught vocal and 

instrumental music, composed and served as an examiner. Between 1870 and 1892 he 

organised inter-city visits by music societies, music festivals and large choral and 

orchestral performances, all of which were very popular and drew large audiences. He 

was involved in many aspects of the business side of presenting and promoting music. 

In this regard he 
is credited with persuading Francis Ormond to give £20,000 for establishing the 
chair of music within the University of Melbourne. He organized the great 
operatic carnival in the Exhibition Building in Melbourne; the profits of £4000 
were devoted to the founding of music scholarships in the university.8 
 

Alberto Zelman (1832-1907) was born in Trieste, in the Austro-Hungarian Empire. 

He worked in northern Italy as an operatic conductor until he travelled to Australia in 

1871. He settled in Melbourne in 1872 where he was a conductor for Lyster’s opera 

seasons, and helped with organising the chorus and orchestra which performed during 

the 1888 Centennial International Exhibition. He conducted the Melbourne Liedertafel 

from 1887-1890 and the Australian Military Band for 25 years. He was an extremely 

                                                
7 Kenneth Hince, “Elsässer, Carl Gottlieb (1817-1885)”, ADB, Vol. 4, pp. 138-39. 
8 Maureen Thérèse Radic, “Herz, Julius (1841-1898)”, ADB, Vol. 4, p. 386. 
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versatile musician and composer who contributed greatly to the musical life of 

Melbourne.9 Given the encouragement Richardson received at PLC to consider making 

a career in music and her success in school concert performances, she must have been 

conscious of the German tradition in music teaching there. Richardson herself played a 

work by Schumann and Chopin’s Valse in A flat at the school’s mid-year concert in 

1886, according to the Age, “with great execution and power”.10 

Another arena in which the German presence was clearly marked in Melbourne was 

at the two great exhibitions held in Melbourne, the International Exhibition in 1880-81 

and the Centenary International Exhibition in 1888. At the first, which Ettie and Lil 

visited in the summer of 1880-81,11 “Germany was represented ... by 1,080 firms in 

Melbourne”.12 In the German section, the 
greatest attraction ... was the German “Kaiserzelt” (Emperor’s Tent) in which 
national propaganda and commercial publicity had been interwoven ... The 
“Kaiserzelt” held old and young in its spell.13 
 

It was finally bought by the government of Victoria and was “left as a permanent 

exhibit in the exhibition building”.14 Germany participated enthusiastically in the 

following Centennial Exhibition and visitors to it were welcomed by a statue of 

“Germania” in the main hall and one of the major features of this exhibition was a 

German Art Gallery “with over 300 pictures and sculptures”.15 
Apart from the art gallery, the main attraction on the 12,000 square metres of 
German exhibition area – the third largest after Victoria and Great Britain – was 
the “Klaviersaal” (piano hall) which became one of the focal points of the 
exhibition. It was well patronized by Australians and German-Australians who 
“listened with pleasure whenever an exhibitor demonstrated a concert grand, 
whenever several pianos played together, or accompanied a choir.16 
 

The exhibition opened in August and ran for six months. Its great popularity is indicated 

by the fact that over two million people visited it in that time. However, as the 

Richardsons sailed from Melbourne on 3 August 1888 it is not likely that they would 

have visited the exhibition, but there would probably have been much advance 

publicity. 

                                                
9 For further details of Zelman’s life and work, see Maureen Thérèse Radic, “Zelman, Alberto (1832-
1907)”, ADB, Vol. 6, p. 461. 
10 Clark, Fiction, pp. 151-52. 
11 Letters, I, pp. 3-4. Also mentioned by Clark, Fiction, p. 127 and Ackland, Life, p. 55. 
12 Voigt, p. 89. 
13 Voigt, p. 89. 
14 Voigt, p. 90. 
15 Voigt, p. 91. 
16 Voigt, p. 91. 
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One matter which is not clear is the purpose of the trip to England. In Myself When 

Young Richardson writes that when they left: “‘Back in a year’ was the promise and the 

slogan with which we parted”.17 Clark is of the opinion that 
Ettie was going abroad in the hope of realising high artistic ambitions, but she 
suspected that her mother saw the trip more as an opportunity to see her 
relatives in England, show her daughters off ... and give them the chance to 
acquire some of the ‘finish’ that travel in the old world was felt to confer.18 

 
Palmer reports: “It was at first designed merely as a tour, though with a little music-

training included; the family was to be away a year at the most”.19 One possible 

explanation for the decision to go to Leipzig may have been Richardson’s evident lack 

of satisfaction with life in England and enjoyment of the time spent there, together with 

the girls’ inability to fit in easily with English relatives. Hence Mary may have decided 

that Ettie needed a more demanding occupation and a more exotic-sounding 

environment in which to develop the “genius” that she had been persuaded to believe 

she possessed. 

The notion of going to Europe to study was not so unusual in 1888, particularly in 

the arts. This is probably not surprising, for while universities were becoming 

established by the 1880s in the older colonies, and there were good teachers, performers 

and practitioners of the arts in Australia, there were few if any institutions which 

provided the sort of education and training offered in the music conservatoria and art 

schools of England and Europe. Hence these were a Mecca for ambitious young 

musicians and artists in Australasia, but the cost of living and studying overseas was a 

factor which added to the difficulty of undertaking such ventures. Richardson was 

aware of the success of the former student at the Ladies’ College, Nellie Mitchell, later 

known as Nellie Melba. Ettie attended the future Melba’s farewell concert in Melbourne 

on 6 March 1886, prior to the latter’s undertaking further study in Europe, and she 

would have heard of Melba’s success in Rigoletto in Brussels in 1887, and her triumphs 

in Paris in 1889. But Melba was not the only precedent. Another talented fellow student 

at PLC, some six years older than Richardson, had already studied for five years at the 

Paris Conservatoire. Violet Teague, two years younger than Richardson, went from 

PLC to successful art studies in Brussels and elsewhere.20 

Richardson chose to study at the Leipzig Conservatorium. Established in 1843 by 

Mendelssohn, it was the oldest conservatorium in Germany – although the conservatoria 
                                                
17 MWY, p. 78. 
18 Clark, Fiction, pp. 165-66. 
19 Nettie Palmer, Henry Handel Richardson: A Study (Sydney & London: Angus & Robertson, 1950), p. 
21. 
20 Mary Alice Lee, “Teague, Violet Helen Evangeline (1872-1951), ADB, Vol. 12, pp. 189-90. 
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in Paris and Vienna were older – and it maintained close contact with the much older 

Gewandhaus orchestra. No-one with a genuine interest in music could have failed to 

appreciate the prospect of following in the footsteps of the great names who had lived 

and worked there. Even the two Pensionen [guest-houses] where the Richardsons stayed 

during their first year in Leipzig were touched by music. At the first, the younger of the 

sisters running it had been a piano student at the Konservatorium and was able to assist 

Richardson in being accepted as a private pupil of “the renowned but formidable 

Johannes Weidenbach, who had been taught by Liszt at Weimar”.21 The Richardsons 

then moved to a more pleasant and convenient Pension where Richardson made the 

acquaintance of a niece of the proprietors, Elisabeth Morsbach, who lived there and was 

already an accomplished concert pianist and music teacher. She spoke English, and had 

studied with Liszt: Richardson enjoyed listening to her recollections of her former 

teacher and appreciated her interest in modern literature such as the works of Ibsen. 

Richardson must have benefited greatly from the companionship of such a person in her 

early months at the conservatorium. What she learned from her must also have proved 

useful to her in her later work as a writer. 

Richardson’s years as a student in Leipzig and her years spent in Munich and 

Strasbourg have been well recorded. She decided against making a career in music and 

began to write – making translations, writing articles and finally works of fiction. Once 

in London Richardson concentrated fully on writing. In 1907 she and George made one 

return trip to Leipzig in order to verify details of locations mentioned in Maurice Guest, 

which appeared in 1908. Other earlier articles published included: “Music Study in 

Leipzig”, “The Schubert Centenary”, “Ibsen in Translation”, “A Danish Poet”, and 

“Georg Brandes”. She was working on at least three of these, and an essay of German 

women writers, during much of 1897, the year in which she really began to work on 

Maurice Guest. 

In 1910 she published The Getting of Wisdom, based on her school experiences in 

Melbourne; between 1917 and 1929 she published the three volumes of the trilogy The 

Fortunes of Richard Mahony, based on her father’s life and diaries; in 1934 a collection 

of short stories entitled The End of a Childhood and Other Stories; in 1939 The Young 

Cosima, an account of the early years of Liszt’s daughter Cosima; and her unfinished 

memoir Myself When Young appeared posthumously in 1948. Of these later works only 

The Young Cosima and four short stories in The End of a Childhood and Other Stories 

have clearly identifiable German settings; the rest have unambiguously Australian 

                                                
21 Clark, Fiction, p. 174. 
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settings. Nevertheless, in The Getting of Wisdom the influence of Nietzsche’s thought is 

spelled out in quotations from his work, in German, without translation, placed as 

epigraphs at the beginning of eight of the twenty-five chapters, although these 

quotations are omitted in many editions. Of the four short stories – almost Novellen – 

two are set in Strasbourg and are clearly based on her Strasbourg experiences, and one 

is very closely based on the story of her mother’s relatively sudden death in Munich. 

The fourth is set in locations which suggest eastern and southern Germany and could 

easily be areas close to Leipzig and Munich. The Young Cosima is set mostly in 

Germany and in the world of the music of Liszt, Hans von Bülow and Richard 

Wagner.22 

Richardson remained a creative writer over a period of almost fifty years, although 

she wrote slowly and painstakingly and so did not publish at frequent intervals. Apart 

from her novels and memoir she published only three articles after 1903, one again 

based on German sources, “The Story of Wagner and von Bülow—and the woman 

behind their music” (1929). She died at her home near Hastings in the south of England 

in March 1946, having outlived Robertson who had died in 1933. 

                                                
22 Maureen Mann’s unpublished PhD thesis deals with sources used in the writing of this novel. See The 
“German” Novels of Henry Handel Richardson: a study of the revision of “Maurice Guest” and the 
sources, notebooks and manuscript of “The Young Cosima”. (PhD Thesis – Monash University, 1979). 
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