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eponymous Celibates novella of 1895, 1 is a woman of many flaws, but as a literary character, she has one great quality: she is very much alive to us. One reason is that the 1895 Celibates version of the story grew out of his romance with the American heiress Pearl Craigie, 2 but there is also something about Mildred which makes us feel that we have already met her somewhere. She is familiar to readers of nineteenth century fiction. Moore being a great admirer and reader of Balzac, she owes something to Sylvie and Denis Rogron, the destructive siblings in Pierrette (1840). 3 She is reminiscent of the failed artist in Ella Hepworth Dixon's Story of a Modern Woman (1894). More crucially, she resembles the heroine of a pessimistic novel with a purpose reflecting the difficulty for a modern woman to adjust to her time. The caricature is so cruel that there seems to be a purpose behind it. Yet, once we have overcome our emotional response to the heroine's repulsive personality, our reaction to the story has much in common with that of Moore's contemporaries: doubt and wonder. 'Mildred Lawson' reads like a novella with a purpose without a purpose.

This difficulty was noted by reviewers as a puzzle. A critic of the New-York Times wrote in 1895:

Here are three queer stories by the author of Esther Waters, the reading of which suggests a number of questions. For instance: Why did the publishers accept these things, which are certainly not nice, and seem to have no serious purpose whatever? Esther Waters was not a pleasing book, but was at least a truthful one, which seemed to have a sound moral purpose underlying it.

It was useful, too, in defining a position for Mr Moore in the literary world. He was exhibited clearly as a stern moralist using the naturalistic novel as his medium of expression. But now Mr Moore seems to have abandoned that position, and he leaves us in a worse state of doubt in regard to his forte than we were before. […] in Celibates we do not know how to take him. It cannot be that these are further essays in the naturalistic style, and that Mr Moore really believes he is telling the honest truth about humanity. If he does, we fear he has made a sad mistake,

In terms of style, it is difficult to tell which school inspired Moore. Some critics, such as that of the Bookman, argued that the tale was a true clinical study in the style of Zola or the Goncourts, 'a book that tortures every sensitive mind, that wounds, and keeps the wounds open for scrutiny'. [START_REF]Celibates[END_REF] Yet, if Moore is indeed 'do [ing] the Zola act' 6 as a critic put it in Harper's Weekly, he has done so in an unobtrusive way. Moore's contemporaries were quick to find in Mildred's coldness and in her fierce belief in chastity a form of frigidity denoting mental degeneracy. Mildred constantly analyses herself and is particularly conscious of what she calls her instincts but clinical terms are almost entirely absent from the novel. The novel takes place in bohemian Paris and many conversations deal with art but it lacks the mannerisms which would justify the word 'aestheticism.' Even though the storyline and themes of 'Mildred Lawson' closely correspond to the formulae of problem novels related to the Marriage Question, no critic called Mildred a 'New Woman' and neither these words nor their companions (womanly, feminine) appear in the story. Many New Woman novels were wordy and almost all of them served a didactic purpose which was fully exposed by the narrator or the heroine in the course of the novel. Moore's story contains such didactic discourse but it is not consistent with the heroine's behaviour. Such ambiguities make the interpretation of the novel problematic; they result in contradictions which constitute a form of subversion of the genre of New Woman novels.

As the novel begins, Mildred is in open rebellion against her brother Harold and her fiancé Alfred. In their conversations the two men appear conservative and life in Sutton appears so dreary that the reader is led to side with Mildred against them. But at the end of the book, Mildred openly admits to herself that her mentor, Mrs Fargus, a recognizable type in such fiction, 'had said enough to make her understand that it were possible to rebel against marriage; and that in proclaiming antipathy to marriage, she would win admiration, and would in a measure distinguish herself.' (ML 103) The meaning of her speech was thus determined not so much by the message it conveyed as by its effect.

Mildred's initial claim was that she would 'like to see more of [her] own sex' (ML 11), have a female companion and go to Girton because women are more stimulating, but when given the choice of a studio in Paris, she chooses the men's studio (despite the fact that the fees are higher) because, as she puts it, 'there are cleverer pupils there than in the ladies' studio.' (ML 31) She desires independence and freedom but she cannot think of going to Paris without a chaperon. She will never overcome her psychological dependence on the admiration and gaze of others. Her financial independence is illusory, for she never manages to complete a single painting, let alone sell one. She is unwilling to marry because 'At Oxford they say that marriage is not the only mission for womenthat is to say, for some women' (ML 8). She is also reluctant to give herself, another feature familiar to readers of New Woman fiction. But while Evadne in Sarah Grand's The Heavenly Twins (1893) did so by instinct to protect herself and her children, Mildred's choice of celibacy and chastity seems to reside in a mental obstacle, as in the case of Thomas Hardy's Sue Bridehead (Jude the Obscure, 1895), with whom she has much in common. Yet, when she looks at herself in the mirror, she perceives herself as 'a dainty morsel', something to be consumed and admired by men [START_REF]examine Jessamine in Emma Frances Brooke's A Superfluous Woman observes that 'She never thought of herself save as a dainty piece of flesh which some great man would buy[END_REF] (ML 40). The image we see in the mirror is that of a woman who is anything but a feminist.

Finally, New Woman novels generally ended badly, either betraying their anti-feminist stance by proving the absurdity of the New Woman's cause, or proving that the social conditions were not yet ready for her advent and the realization of her convictions. Lyndall, the great heroine of the first New Woman novel, The Story of an African Farm (1883), dies in misery as a result of her disastrous theories. We have to wait till 1909 for H. G. Wells's Ann Veronica (1909) to live happily hereafteralbeit in the shelter of a patriarchal marriage. The heartless pessimism of Moore's inconclusive ending, leaving Mildred seemingly reconciled to marriage and suburban life, can best be appreciated in the light of Balzac's commentary on his own ending of Pierrette in the preface to his novel: 'si Rogron se marie, il ne faut pas prendre son mariage comme un dénouement, il reste Rogron, il n'a pas longtemps à vivre, le mariage le tue.' 8 By leaving Mildred's marriage in suspense, Moore erases the distinction between marriage and celibacy. Moore's novel thus demands that we identify its literary conventions and appreciate their subversion.

In his introduction to the fifth volume of the collected stories, Mark Llewellyn writes of 'Henrietta Marr' (In Single Strictness, 1922), the final version of 'Mildred Lawson' later reproduced in Celibate Lives (1927):

Like sketches of a moment rather than minute accounts of a life, Moore's narratives are not really about condemnation or criticism of the individual under the reader's eye; rather, they are about understanding and interpretation. Moore is the teller of the tale but not to the extent that he prescribes our reading of it. [START_REF] Moore | Henrietta Marr[END_REF] This judgement also applies to a reading of 'Mildred Lawson'. The unobtrusive narrator shows the characters in conversations and situations for the reader to judge and the story mainly consists of a mixture of dialogues and internal monologue, with descriptive narratorial passages leading to free indirect style. The reader is never given an omniscient view of the characters. We are not told what to think of them. This effect can be found to a greater degree in 'Henrietta Marr', because the suppression of all the inverted commas in the dialogues has the effect of blurring the points of view further. This narrative organization is extremely close to the stream of consciousness technique, which allows us to feel the contradictions inherent to Mildred's character. How reliable is Mildred? How can we get to know a character who is a liar, who does not know herself and who constantly plays a part? The subtlety of Mildred's characterization results from her dual nature: she is a liar; she has difficulty accounting what she experiences mentally and physically; she achieves more in thoughts and speech than in deeds.

Mildred is the archetypal liar, 10 a fault not often found in New Women, who are known for their outspokenness and sincerity. Herminia, Grant Allen's The Woman Who Did (1895), was a great believer in 'the truth'. [START_REF]I believe in the truth[END_REF] Olive Schreiner's Story of an African Farm (1883) contains an embedded story telling the great allegory of the Bird of Truth. Far from worshipping the truth, Mildred breaks all her promises and engagements, says one thing and does another. Our appreciation of Mildred is made more complex by the fact that she acts her part and never expresses what she thinks, even to herself. When the unobtrusive narrator draws back and moves into free indirect representation of thought, we find that her lack of sincerity even extends to herself. Mildred is often lying to herself. When she cries, she stages a sort of melodrama for nobody to see, and is thus made to lie to the reader:

Then the desire to weep overcame her, and, so as to be able to surrender herself wholly to grief and tears, she took off her gown and released herself of her stays. She put on an old wrapper and threw herself upon the floor. She threw herself over to this side and that; when she got to her feet her pocket-handkerchief was soaked, and she stood perplexed, and a little ashamed of this display of grief. For she was quite conscious of its seeming artificiality. Yet it was all quite real to her, only not quite as real as she would have had it be. She had wept for herself and not for him! But no, it was not so; she had wept for them both. And she had taken off her gown, not because she was afraid of spoiling it, no such thought had crossed her brain; she did not care if she spoilt her dress or fifty dresses like it; no, it was not on account of the dress, but because she felt that she could find a fuller expression of grief in a loose wrapper than in a tight dress. That was the truth, she could not help things if they did seem a little incongruous. It was not her fault; she was quite sincere, though her grief to a third person might seem a little artificial. (ML 110) 12 By the time Mildred has completed her demonstration the reader is wholly unconvinced by it, and in fact the more she defends herself, the guiltier she sounds. From a linguistic perspective, we are dealing with a case where quantity undermines quality. In this long development, the third person omniscient narration gradually shifts into free indirect speech, thus creating a realistic representation of bad faith at work. The argument which Mildred opposes ('not because she was afraid of spoiling it') is more fully developed than the others, and she further betrays herself in her use of the verb 'seem'. Her mind is building up a dialogue with those who observe her. Yet, Mildred being alone, to whom could things 'seem a little incongruous'? Far from finding her attitude incongruous, readers are confirmed in their initial impression that Mildred is playing a part, and thinks of herself as being constantly under the gaze of others. When she meets her brother in Paris, she realizes that the situation 'offer[s] an excellent opportunity for acting' and she 'determin [es] to act up to it', she 'compos[es] her most demure air' (ML 90) and 'improvis[es] the words of her part' (ML 91), and the narrator comments that 'Mildred was only happy when she could get outside herself.' (ML 90) Mildred's taste for poses and acting becomes an opportunity for George Moore to valorize performance.

Our interest in Mildred's narrow life and worries is sustained by the subtle ways her mind works, and in particular by her intuition that her thoughts are not truly hers. We are often given to see that Mildred truly perceives herself as she would like others to see her. When Moore writes: 'But in the morning she was, as she put it herself, better able to see things from a man's point of view' (ML 54), the irony lies in the fact that Mildred has always excelled at seeing herself with a man's eye, but she does not perceive this as a limitation.

Sometimes, thoughts come to her mind unwanted and fail to convince her. [START_REF]But I don't know why every base thought and calculation enter my head[END_REF] Mildred's experience of dissociation extends to the domain of language. Mildred is not only prey to strange thoughts, she carries in her mind words which belong to the world of New Woman novels, which she inhabits. Such is the case with the word 'instinct', a key-word of biosocial discourse. 15 Instincts drive women away from unfit men and towards worthy lovers. Instincts tell a woman to give herself against common prejudice. In Esther Waters, the word 'instinct' was used by the narrative voice, commenting on Esther from a naturalist perspective. In 'Mildred Lawson' almost all thirteen occurences of the word can be attributed to Mildred, who conveniently formulates her motives in terms of instincts which speak to her, [START_REF]An imperative instinct was drawing her back to England, but another instinct equally strong said[END_REF] as appears clearly in the following extract: 'The desire to see her dead lover was an instinct.' (ML 56) Significantly, desire comes first and instinct comes second. The voice which Mildred mistakes for her instinct is sometimes that of respectability, sometimes mere excuses like in the last page: 'Why cannot I live in natural instinct?' (ML 114) Mildred uses the tautological expression 'natural instinct' because the instincts which have governed her life were nothing but half-formulated desires.

The expression 'not fitted for marriage' is another interesting case of the subversion of the expected use of language in the context of New Woman novels. References to fitness are part of the eugenic message frequently found in such fiction. The expression 'not fitted for marriage' was part of the rhetoric of the New Women who evaluated the potential of their mates (Menie Muriel Dowie's 1895 Gallia), or were judged unwomanly, and almost inapt to bear children (Arabella Kenealy's 1893 Dr Janet of Harley Street), but one would hardly expect a New Woman to pass upon herself a diagnosis of unfitness, and yet this is exactly what Mildred does: 'I don't think I shall marry at all. There are other things besides marriage.... I'm not fitted for marriage. I'm not strong. I don't think I could have children. It would kill me.' (ML 14) Such reluctance to marry and have children recalls Sylvie Rogron's panic turned into ridicule in Balzac's Pierrette. Halfway through the novel, Sylvie and her brother both become bent on marrying out of financial interest. Sylvie, who is in her fortysecond year, grows hesitant because she is afraid of dying in childbirth and arranges for a friend of hers called Céleste to see a doctor for her, unaware that Céleste is herself intent on marrying her own brother so that her children can inherit their fortune. Hidden in her friend's private bathroom, she overhears Céleste's manipulative discourse and M. Martener's frightening verdict:

-"(…) Un accouchement heureux est alors un de ces miracles que Dieu se permet, mais rarement.

-Et pourquoi?" dit Céleste Habert. Le médecin répondit par une description pathologique effrayante; il expliqua comment l'élasticité donnée par la nature dans la jeunesse aux muscles, aux os, n'existait plus à un certain âge, surtout chez les femmes que leur profession a rendu sédentaires pendant longtemps, comme Mlle Rogron. (…)

Enfin il résulta de cet entretien, clairement, sérieusement, scientifiquement et raisonnablement, que, passé quarante ans, une fille vertueuse ne devait pas trop se marier. Quand M. Martener fut parti, Mlle Céleste Habert trouva Mlle Rogron verte et jaune, les pupilles dilatées, enfin dans un état effrayant. [START_REF]In such a case, a happy delivery is a miracle, which God sometimes allows, although rarely.' 'And why ?' asked Céleste Habert. The doctor then drew a frightening pathological picture, explaining how the flexibility that nature gives to muscles and bones no longer exists at a mature age, especially in women whose occupation has made them sedentary, like Mlle Rogron. (…) What came out of this interview, in a clear, scientific and reasonable sense, was that a virgin over forty ought not[END_REF] The nastiness of Balzac's characters (with the sole exception of Pierrette and her lover) is only matched by Balzac's own cruelty towards them. Unwilling to write a novel as long as 'that wonderful poem called Clarissa Harlowe', 18 Balzac explains that he has chosen not to depict in every detail the vile calculations of his characters, preferring to insert a commentary on the baseness of the human heart or an ironical sign of authorial presence into his text (like in 'pas trop se marier'). What grows into a small comical episode in Balzac consists in a series of disjointed allusions in Moore's story: Mildred Lawson is thus depicted less cruelly, and in a style which renders a modern woman's mixed feelings towards pregnancy.

Literature provides ample evidence that the story of a fictional heroine's life generally concluded with her marriage and that motherhood was almost sure to interfere with Mildred's creative aims. In her study of Sarah Grand, Olive Schreiner, and Mona Caird, Ann Heilmann writes:

None of the three writers discussed in this study create successful female artist figures who are also mothers. (…) Only in dreams and in allegory, such as 'The Child's Day' (the 'Prelude' to From Man to Man), can Schreiner conjure up the vision of a woman who is both a nurturing mother and a productive artist. [START_REF] Heilmann | New Woman Stategies: Sarah Grand[END_REF] Mildred's reasons are thus perfectly valid, but she moves so fast from one to the other in a disjointed way that she throws doubt on her sincerity. By the time we reach the end of the novel we have learnt to take whatever she says with a distance. As we discover that she excels at self-absorption rather than self-realization, we come to have doubts about her feminist leanings.

Moore's subversion of the traditional ingredients in New Woman fiction is so systematic that the reader may wonder whether 'Mildred Lawson' is not a parody. But, as Mary Pierse has shown, Moore depicted a New Woman with 'much credit and humanity' in the character of Mrs Fargus. [START_REF]Mrs Fargus who is painted in the clichéd garb, coiffure, spectacles and attitude of the ridiculed blue stocking, emerges with much credit and humanity in Moore's tale. (…) This New Woman has the much-mocked external appearance of the stereotypical intellectual woman but her actions reflect the solid virtues that were so lauded by the Victorian age. There is no heralding or trumpeting of this concurrent assault by George Moore on facile labels, gender stereotypes, and class assumptions, but the bases for such attitudes are successfully undermined and the reader is deftly[END_REF] Besides, the energy invested into the process is less playful than aesthetic, less satirical than experimental. Moore has produced a purposeless book pervaded with aimlessness, failure and repetition. Mildred is incapable of producing anything approaching a work of art and she is not a source of inspiration for men but a 'disintegrating influence' (ML 80). George Du Maurier's novel Trilby (1894), which had been a tremendous success the year before 'Mildred Lawson' was written, is also a novel of celibate lives set in bohemian Paris, whose heroine proves a disintegrating influence on the life of the young genius Little Billy. The omniscient narrator is a merry man who constantly injects good humour and energy into the tale. In Moore's novella, the narrative voice is neutral, it neither participates in the characters' failures, in contradistinction to Flaubert, nor distances itself from them, in contradistinction to Balzac. The main positive life-giving element lies in the aestheticization of Mildred's life.

One of the reasons for the dissociation in Mildred's consciousness is that her existence is largely aestheticized. The product of influences, some of which are described as mesmeric, Mildred strives to 'exist beautifully'. [START_REF]Maudle's idea of an ideal profession in George Du Maurier's caricature of Oscar Wilde for[END_REF] Her sensitivity has been warped by artistic works and various influences, some of which are described as mesmeric. [START_REF]Her liking for Morton was quite real; there were even moments when she thought that she would end by marrying. But mysterious occult influences which she could neither explain nor control were drawing her away from him[END_REF] Her aesthetic experiences contribute to the construction of her own persona rather than to the creation of an artistic work. Mildred poses as a New Woman. As a female dandy, her identity is the product of influences, a strategic word of aesthetic discourse which is recurrent in the novella. Some passages read like a downtoned version of The Picture of Dorian Gray (1890), another great novel of celibate lives. Like Dorian, Mildred has built for herself a mask of purity, which she contemplates narcissistically, and like Mildred, Dorian grows 'more and more enamoured of his own beauty, more and more interested in the corruption of [her] own soul.' [START_REF] Wilde | The Picture of Dorian Gray[END_REF] She feels 'quite ill' in a dirty dress. [START_REF]I don't see why, because you're an artist, you should be a slattern. I don't feel comfortable in a dirty dress. It makes me feel quite ill[END_REF] She observes that 'her faults at all times had especially interested her', she is 'delighted' when she discovers that she is 'a cruel woman' (ML 103) and 'thrill[s] at the thought that she could make a man so unhappy' (ML 104). Her former lover's grief becomes an intense source of fascination, like Dorian with Sybil: 'His grief was wonderful to witness, and involuntary remarks had escaped her admirably designed to draw it forth, to exhibit it' (ML 104). 'Lying sleepless in his own delicately-scented chamber', Dorian 'would think of the ruin he had brought upon his soul, with a pity that was all the more poignant because it was purely selfish'. 25 Mildred 'wished to feel, she longed for the long ache of regret which she read of in books, she yearned for tears. Tears were a divine solace, grief was beautiful.' She 'woo[es] sorrow' (ML 47). Like the hero of the fascinating yellow book given by Lord Henry to Dorian, she 'lov[es] for their mere artificiality those renunciations that men have unwisely called virtue (…).' [START_REF] Wilde | The Picture[END_REF] In the words of Norbert Kohl writing about the dandy, she engages in a 'narcissistic flirtation with [her] own depravity'. [START_REF] Kohl | The Works of a Conformist Rebel[END_REF] Mildred, who has been taught by Ralph that the 'artificiality [of trees] is their beauty' (ML 25), becomes a perfect artificial type. Her extreme sophistication in dress, her obsession with her appearance, her relentless efforts to fascinate can easily be attributed to her femininity, but they are also the characteristics of the dandy, many of which she shares: selfish, solipsistic, useless, ornamental and witty, creative yet unproductive, independent and uncommitted, never saying a right thing and never doing a wrong thing, busy with filling up her leisure-time, lacking sincerity and constantly playing a part for men to see. Many critics have noted that the best description of Mildred is the one which she gives herself: 'the soul of a courtesan in the body of a virgin' (ML 47). Significantly, this description is inspired by a painting by Greuze [START_REF] Moore | Ann Heilmann suggests that the painting could be The Broken Pitcher or The Broken Jug. 29 Wilde, The Picture[END_REF] which she has been trying to copy without success. In the Wildean style she has copied art and, failing in art, she has put art into her life.

While avoiding all kinds of mannerism, Moore's style emulates the aesthetic manner. His use of flower motifs around this 'unnatural' woman is evocative and reminiscent of the way Wilde uses them in The Picture of Dorian Gray (1891). The first lines of Moore's novel smack strongly of that novel where conversation, art, dress and the fascination theme also have pride of place:

The studio was filled with the rich odour of roses, and when the light summer wind stirred amidst the trees of the garden, there came through the open door the heavy scent of the lilac, or the more delicate perfume of the pink-flowering thorn. 29 The tall double stocks were breathing heavily in the dark garden; the delicate sweetness of the syringa moved as if on tip-toe towards the windows; but it was the aching smell of lilies that kept Mildred awake. (ML 7)

In the original text of 'Mildred Lawson' published in the Lady's Pictorial in 1888, Mildred already relished tending flowers, 'mourn[ing] for the beautiful Gloire de Dijon that had only lived a day' 30 and the syringa was an aesthetic motif developed at strategic moments in Mildred's life. 31 In her study of dandyism, Ellen Moers makes an interesting connection between the New Woman and the dandy in the section devoted to the decadence of dandyism. Masculinized, the New Woman took on the attributes and cultivated the powers of the dandy: independence, distance, amorality, sophistication and creativeness. Ellen Moers obviously regrets the fact that the New Woman put an end to the dandy's long career and was never able to replace him. The part played by the New Woman is not an honourable one:

A figure which had survived so much succumbed in the fin de siècle to the domination of the New Womannot because she fought against him (she had her own uses for the dandified male) but because she pushed him from the centre of the stage. Without centrality the dandy could only retreat into nostalgia; he languished in the midst of his revival. [START_REF] Moers | The Dandy: Brummell to Beerbohm[END_REF] Moers observes that novels started filling up with the counterpart of the New Woman: the kept man, very willing to marry in order to be protected by woman. [START_REF]For the amusement and gratification of the New Woman, the best-selling novelists created a new kind of masculine foil which combined the aesthete, the decadent and the dandy. The resulting species was disturbingly rather than gracefully effeminate. More playthings than heroes, these gentlemen are actually "kept men[END_REF] This could explain what is probably the most unlikely element in 'Mildred Lawson': the ease with which men, who, as everybody knows, need to be reminded of marriage by their lovers, are willing to marry unpleasant Mildred (Alfred, Ralph and Morton, are all ready to make her their wife or mistress, as she wishes). [START_REF]Henrietta Marr', Mildred brings up that argument herself: 'Besides, you don't want to marry me. If I am as false as you sayyour falsehood being my truth and vise versayou cannot want to marry me. Think what the marriage would be of such an ill-assorted[END_REF] Moore put a lot of efforts into the characterization of Mildred but his male characters are more loosely sketched and not very distinctive, which appears in the close names he gave them (Ralph, Harold and Alfred all sound like variations on a single male figure). Interestingly, such indistinctiveness is instructive: Moore's men are creative, good, passionate and incredibly willing to get married. At the time when Moore was writing, the New Woman figure already constituted a well-defined part which could be impersonated at will [START_REF]Sidney Grundy's play The New Woman exploited the potential of the New Woman figure for drama and comedy[END_REF] and dissociated from her sociopolitical commitments. By espousing the cause of the New Woman, Mildred escapes her middle-class fate and builds up an alternative personality for herself. Moore's interest in drama can once more be felt. His aesthetic achievement lies in bringing out the thematic and structural resemblances between the artificiality of the artistic world he depicts, the duplicity in Mildred's mental life, and the cause of the so-called unnatural woman. Mildred thus remains a complex figure, who, despite her tragic condition, often elicits a smile.

  She then calls herself 'the victim of a wandering thought.' (ML 46) Her inner dialogue reflects a sense of estrangement: 'Few women have inspired such a love as that… If it were known -if'she pushed the thought angrily aside as one might a piece of furniture over which one has stumbled in the dark. It was shocking that thoughts should come uncalled for, and such thoughts! the very opposite of what she really felt. (ML 47) Mildred's consciousness is spatialized, turned into a dark room where she cannot find her way, and where thoughts come wandering. The narrative structure of the novel brings us close to a heroine who does not know herself and has to explore herself. In those conditions, what kind of insight into Mildred can we gain? Mildred finally appears unreliable but this judgment is not imposed upon us, in contradistinction to Balzac's descriptions of the Rogrons. 14 Since Mildred is never judged for what she really is, the part of us which is familiar with unwanted thoughts can even sympathize with the uncongenial Mildred. Her selfishness, cruelty and coldness are damning features, but she is redeemed by her awareness of those faults, and by her realization that her feelings are at odds with what she should be experiencing. Either Mildred is physically sad but pursued by untimely selfish thoughts, or she is mentally sad but her body gives no sign of it. This contradictory state can be observed in the carefully slow passage which follows: 'How sad it all was. But she did feel sorry for him, she really was sorry, though she wasn't overcome with grief.' (ML 47) The use of 'but' and of the superfluous 'did' implies that her sadness is not real. The reinforcing sentence which follows not only confirms that her sorrow is not truly felt, it also suggests that she is fully aware of it. The last clause shows that her thoughts are at odds with her feelings. Her mind is full of sorrow, but her body cannot experience it.