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RÉSUMÉS

He would turn on his most favoured fair one the moment she overstepped the bounds with which his vanity entrenched him, saying, 'Am I the stage manager of this theatre or are you, madam?' This outburst would be followed by language unfit for publication, and days of sullen anger, the clouds only departing after the most complete self-humiliation of the offending one. (Farr 1894, 34) I hereby warn mankind to beware of women with large eyes, and crescent eyebrows, and a smile, and a love of miracles and moonshees . . . I declare before creation that you are an idiot, and that there never has been, never can be, is not now, nor in any yet to be discovered fourth dimension of time ever shall be, so desperate and irreclaimable an idiot . . . The (Farr 1909, 16-17) The four rivers that run there, 

From Western to Eastern Paganism

The Vedantists tell us that sound is the elemental correspondence of etheric spaces, the root of measurable things . . . The mystery of sound is made manifest in words and in music . . . We are overwhelmed by the chatter of those who profane it. (Farr 1909, 21) Above me is a stone Below me is a bone, I pass the gate alone -I was a toy;

I am -the world (Johnson 198) 1 Sapientia Sapienti Dono Data, 'Wisdom is a gift given to the Wise', was Farr's chosen motto when sh (...)

A significant number of the Victorian and Edwardian women who fought for women's rights and took part in socialist debates, also converted to alternative and often pagan forms of spirituality, such as Theosophy or the Golden Dawn.

Annie Besant probably was the most famous among them, but so was Florence the subversive angle of the sacred pagan prostitute, calling not just for the legalisation of prostitution, but for it to become a sacred office, as it used to be in pagan times: 'ancient Egyptians, ancient Hindus agreed that the vagaries of nature must be obeyed; and certain women, trained as dancers, were dedicated to the gods and their worshippers. In their temples prostitution was a sacred institution'. She added, expressing an already neo-pagan view of womanhood: 'The Hindu, for instance, considers that woman is part of the Immortal Mother of Life herself and to unite with a woman is to clasp the Universe in your arms and taste the ecstasy of Being . . . ' (Farr 1907, 294). 

Selon

  Caroline Wise, auteur de sa notice dans l'Oxford Dictionary of National Biographies, en Florence Farr : « les courants mystiques, philosophiques et politiques se mêlaient jusqu'à ne former qu'un, durant une vie active de quête pionnière ». Pourtant, Florence Farr a longtemps été étudiée presque uniquement en tant que « Muse » de George Bernard Shaw ou de William Butler Yeats. Il est vrai que tous deux lui écrivirent de grands rôles, mais ce fut elle qui leur commanda puis monta certaines de leurs toutes premières pièces. De plus, Shaw n'avait que mépris pour les recherches occultes menées par Florence Farr en tant que membre important de la Golden Dawn. Yeats, quant à lui, était aussi un initié, et il collabora avec Florence Farr pendant plus de vingt ans. Ensemble, ils explorèrent la « musique des mots », qu'ils considéraient comme l'art oublié de la psalmodie, dont ils ne cachaient en rien les origines païennes et mystiques. Pour Yeats, Florence Farr était moins actrice et compositrice que prêtresse et barde : sa méthode s'inspirait des rituels de la Golden Dawn, durant lesquels elle mêlait déjà la déclamation poétique et le contrepoint musical, selon la théorie de la convergence harmonique. Néanmoins, l'importance des recherches occultes de Florence Farr pour son travail artistique avec Yeats a constamment été minorée. J'ai donc choisi d'explorer le rôle central de Florence Farr dans le renouveau païen de la fin de l'époque victorienne et de l'époque édouardienne, mais de son point de vue : celui d'une femme affranchie et d'une artiste. Mon but est de démontrer à quel point son féminisme, sa créativité et sa quête spirituelle s'enrichissaient mutuellement et eurent une influence considérable sur tous ceux qui la rencontrèrent.ENTRÉES D'INDEXMots-clés : époque victorienne, Farr (Florence), féminisme, Golden Dawn, musique, paganisme, Yeats (William Butler) Keywords: Farr (Florence), feminism, Golden Dawn, music, paganism, Victorian times,Yeats (William Butler) 

  . . has sat with a beautiful stringed instrument upon her knee, her fingers passing over the strings, and has spoken to me some verses from Shelley's Skylark and . . . out of the Morte d'Arthur and some of my own poems. Wherever the rhythm was most delicate, wherever the emotion was most ecstatic, her art was the most beautiful, and yet, although she sometimes spoke to a little tune, it was never singing . . . never anything but speech . . . ; nor was it reciting, for she spoke to a notation as definite as that of song, using the instrument, which murmured sweetly and faintly, under the spoken sounds, to give her the changing notes. (Yeats1) [L]a modulation musicale est un acte qui prétend influencer un être ; et par influence il faut entendre, comme en astrologie ou en sorcellerie, causalité clandestine, manoeuvres illégales et pratiques noires . . . Orphée l'enchanteur est un mage. (Jankélévitch 8) Within the limits of an octave of semitones, I set to work to discover and write down the inherent melody of a number of poems. I reduced everything connected with the art to the simplest possible terms, and used letters to indicate the notes of my scale . . . I then spoke the first line of a poem in the most impressive way that occurred to me, and immediately after sang and wrote down the notes I found I had used as starting points for the spoken word . . . I do not chant . . . or use the singing voice except in refrains . . . I simply speak as I would without music, and having discovered the drift of my voice in the phrase, indicate that on the psaltery.

Farr: '

 ' figures, however, there also was a wish to depart from the Victorian Christian patriarchalism: women of the Golden Dawn were initiated and practiced pagan rituals on an equal basis with men.
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  In 1969, the scholar and poet Kathleen Raine compared the late Victorian pagan revival to the Renaissance: '[s]uch moments of impassioned syncretism have . . . often accompanied vital movements of the arts'(Raine 113).According to Aleister Crowley, whom Farr initiated into the Golden Dawn in 1898, 'All Art is Magick'. TracyTupman, who researched Crowley's 1910 staging of The Rites of Eleusys, said that the Golden Dawn 'was a matching of metaphysical artists and metaphysical artistry'(Tupman 139). Tupman echoes James Frazer's The Golden Bough, first published in 1890, when she explains 'it is spirituality that gives birth to the drama, rather than spirituality evolving from a performative context' (Tupman iii). Farr already was a professional actress, and a number of initiates, including Yeats, John Todhunter and Horniman, developed close links with the theatre while they belonged to the Golden Dawn. As a result: 'the Order in toto can effectively be viewed as a collection of creative works shared across aesthetic movements of the time' 1901-2, Florence Farr staged two 'Egyptian plays', The Beloved of Hathor and The Shrine of the Golden Hawk, co-written with Olivia Shakespear. Farr and Shakespear's plays combined scholarship and artistic creativity, as well as a paradoxical desire to promote pagan occult beliefs. Drawing from The Book of the Dead, The Beloved of Hathor deals with the eternal struggle between human love and spiritual wisdom, and in The Shrine of the Golden Hawk a Seeker becomes a living Talisman, so as to receive the gift of Wisdom. The Beloved of Hathor was first performed as part of the inaugural meeting of the London Egyptian Society, whose President, Marcus Worsley Blackden, also was a member of the Golden Dawn (Tupman 135the ritual parts, while Farr made first use of her psaltery on stage. The instrument had been made especially for her by the musician and instrument-maker Arnold Dolmetsch (1858-1940) to suit her mezzo voice. It was partly paid for by Yeats, who published his essay 'Speaking to the Psaltery' in 1902. It was made of satinwood and had twenty-six strings: thirteen notes with their octaves in juxtaposition, so as to include all the chromatic intervals within the range of the speaking voice (Schuchard 32). 18 Yeats and Farr's artistic collaboration started in 1890, the year both of them joined the Golden Dawn. Yeats had first met Farr when she acted in Dr John Todhunter's A Sicilian Idyll, at the Club Theatre in Bedford Park. Todhunter also was a member of the Golden Dawn and he had cast Farr as Amaryllis, Priestess of Selene. So it was as a pagan priestess that Farr first captivated Yeats's attention (Wise ix). Yeats then wrote in his monthly letter to The Boston Pilot: 'I have never heard verse better spoken than by the lady who takes the part of the shepherdess heroine, Amaryllis . . . she is an almost perfect poetic actress' (Bax 33). He asked Farr to read the first draft of his Irish Mystery Play The Countess Cathleen as early as 1891 (Schuchard 29); and she commissioned The Land of Heart's Desire for her 1894 season at the Avenue Theatre.19 Yeats was fascinated by Farr's 'cantilating' technique, and in 1899 he offered her the part of the bard Aleel in his first production of The Countess Cathleen with the Irish Literary Theatre in Dublin, which Farr also directed. They decided to explore further 'this new art, new in modern life I mean', as Yeats defined it in 'Speaking to the Psaltery'. In this essay, he recalls one of Farr's private recitals: 20 In 1901, Yeats and Farr planned a series of lectures on this 'music of speech', which she illustrated by setting poetry, including Yeats's, to the tune of her psaltery, and they toured England, Scotland and Ireland again several times in 1905-1907. Farr, however, was not dependant on Yeats: in January 1905, she booked the Albert Hall to combine a psaltery recital with a production of her allegorical 'Masque': The Mystery of Time(Greer 307). Two years later, she went to America and Canada on her own, to lecture to University students and to give private recitals to wealthy patrons(Schuchard 33). In between, Farr staged the first English production of Oscar Wilde's Salomé at the Bijou Theatre in London, in which she acted as Herodias(Greer 310). 21 Yeats and Farr made no secret of the pagan and mystic roots of their art. Henry Nevinson reported in the Daily Chronicle that 'the poet's purpose is really to revive the old chanting of ballads and lyrics as it was done by the bards of Ireland and . . . by the Homeric rhapsodists of Greece . . . Admirable examples of the poet's meaning were given by Miss Florence Farr' (Schuchard 31). There is a thinly veiled allusion to the Golden Dawn in 'Speaking to the Psaltery', when Yeats hopes for the creation of 'some Order naming itself from the Golden Violet of the Troubadours or the like, and having among its members none but well-taught and well-mannered speakers who will keep the new art from disrepute' (Yeats 3). 22 Arnold Dolmetsch was at the origin of the Edwardians' rediscovery of Italian and English baroque music, and Yeats and Farr drew some of their inspiration from the Nuove Musiche of Caccini and Monterverdi, especially from Monteverdi's parlacantando in Orfeo. Farr, by then clearly identified as a revivalist of pagan music and rituals, composed the music for the chorus of Professor Gilbert Murray's translation of The Hippolytus of Euripides, produced by Harley Granville Barker at the Lyric in 1903.

28Farr'

  s spiritual references had taken a clear Eastern colouring by the time she published The Music of Speech in 1909. By then, she had become more of a mystic than a magician. In Hinduism but also Buddhism as interpreted by the Theosophists, Farr discovered pagan beliefs that complemented her studies within the Golden Dawn: 29 In 1912, Ramanathan offered Florence Farr the position of Lady Principal of the Girls' College he had just founded in Ceylon. She sold everything she owned to make the move. Farr gave her final solo performance on the psaltery in July 1912 and her last gesture before sailing was to give the instrument to Yeats. At the time, Harold Monro wrote in The Poetry Review: 'We can but regret our loss of so fine an artist, . . . rhapsodist rather than exponent, instrument rather than representative' (Schuchard 33-34). 30 Florence Farr learned Tamil and grew fascinated by the Tamil spirituality. In 1913 she wrote to Yeats enthusiastically about musicians who had performed on the College grounds. She described their traditional instruments at length, and soon experimented with the Vina herself: 'the image of man's subtle body', as she was told by Ramanathan. She also sent to Yeats some Tamil songs, as well as her own translations and original creations, saying: 'the thing one wants to know about a great poet is the sort of sounds his verse made' exploration of Tamil spirituality and music was cut short by illness: she died of breast cancer in Colombo, in April 1917, just a few months after she had sent these lines to Yeats, to whom she had written about the Tamil vision of the soul journey: 32 In 1969, Kathleen Raine asserted, regretfully: 'the First World War swept away, among many other lost illusions, the enchantment out of which had arisen the Order of the Golden Dawn'. However, some more recent studies show that the connection between pagan mysteries and art did not stop with the decline of symbolism and the end of the mystic revival (Lingan, Tupman, Schuchard). Meanwhile, Virginia Crosswhite Hyde concludes her DNB entry on Farr with these lines: 'previously undervalued, Farr is beginning to be acknowledged not only as a strong influence upon the great authors she knew, but as a collaborator with Yeats, an original voice in her own right, and a versatile, dedicated social critic and spiritual seeker'. 33 BIBLIOGRAPHIE Des DOI (Digital Object Identifier) sont automatiquement ajoutés aux références par Bilbo, l'outil d'annotation bibliographique d'OpenEdition. Les utilisateurs des institutions abonnées à l'un des Bilbo a trouvé un DOI.
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