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Writing Against Convention: Kate Chopin's Short Fiction in Vogue, 1893-1900

Though most widely known and respected today as the author of the proto-

feminist novel The Awakening, Kate Chopin was also a prolific writer of short stories.

Over the course of her writing career, which spanned from 1889 until 1902, Chopin

published short stories and sketches in over twenty magazines and newspapers, including

the St. Louis Post-Dispatch, Fashion and Fancy, Spectator (St. Louis), New Orleans

Times-Democrat, Century, Youth's Companion, Harper's Young People, Two Tales

(Boston), Mirror (St. Louis), Criterion, St. Louis Life, Atlantic Monthly, Short Stories

(New York), St. Louis Magazine, Wide Awake, Catholic Home Journal, Moods

(Philadelphia), American Jewess, Shreveport Times, Independent (New York), Saturday

Evening Post, and Vogue (Toth, Unveiling Kate Chopin 246-255). The most prestigious

and widely read of these magazines included Century magazine, which also printed Mark

Twain's Adventures of Huckleberry Finn and Henry James's The Bostonians (Koloski 5),

and the Atlantic Monthly. The newspapers and magazines based in St. Louis and New

Orleans, where Chopin lived, published a great number of her stories throughout her life

as well (the New Orleans Times-Democrat published eight, for example).

While Chopin found some success publishing her stories in both large national

magazines like Century and the Atlantic Monthly and smaller local publications, the

magazine that published the greatest number of her stories was Vogue, which published

nineteen of Chopin's stories from 1893 to 1900 (the children's magazine Youth's

Companion published the next greatest number—eighteen). Bonnie James Shaker

observes that Chopin was adept at understanding "where her stories would be well

received and thus fashioned her identity politics into fictional formats that were
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acceptable to a broad range of publications" (83), even calling Chopin a "seasoned

veteran of the periodical marketplace" (88). Because of Chopin's ability to tailor stories

to individual periodicals, her more conventional fiction appeared in magazines such as

the Century and Youth's Companion. However, as Shaker asserts, Chopin "found the

most accepting forum for her bold themes of female autonomy and sexual desire" in

Vogue (84). Emily Toth notes that while "The Atlantic, Harper's, Scribner's, and the

Century consistently rejected her most unconventional tales, Vogue became her vehicle

for escaping the 'charming' label attached to her work" (Kate Chopin 279). The content

of the fiction published in Vogue is thus significant, for many of these stories hold some

of Chopin's most subversive and risque moments and characters that depart from the

more conventional themes and characters of some of her earlier fiction. Chopin found in

Vogue "her own showcase, and she used it to experiment with a more radical realism and

a less traditional—and less happy—view of the world" (Toth, Kate Chopin 279). Unlike

other more prestigious or well-known magazines of the 1890s, Vogue "did not expect her

to write for 'the young person' about domesticity and womanly self-sacrifice" (Toth,

Kate Chopin 281). Instead, Chopin's Vogue stories allowed her to explore themes that

would come to fruition in her masterpiece, The Awakening. As Toth states, "Vogue

moved with her; other magazines refused" (Kate Chopin 281).

Vogue was a fashion and society magazine published by The Fashion Company in

New York, putting out its first issue on December 17, 1892. It was a new kind of

magazine, attempting to inform women about what to wear and what was going on in

high society. Early on, Vogue tried to distinguish itself from other women's magazines

of its time, claiming that it was different and unique. In the January 14, 1893, issue, the
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editors state that "Vogue is different in motive from any other periodical, that it

endeavors to rival or emulate none of its contemporaries, that it has no quarrel to pick

with anyone, that it is clean and pleasant, we do know" (iii). As a "clean and pleasant"

periodical for women, Vogue informed its readers of the activities of high-society

women, of the fashions of the day, and of the world of women in general at the close of

the nineteenth century.

As Vogue appeared in the 1890s, it became a part of the magazine revolution

taking place at the close of the century. Ellen Gruber Garvey points to the large change

in magazine economics that occurred in 1893 when "three monthlies—Munsey's,

McClure's, and the Cosmopolitan—dropped their prices to ten cents, shifted the basis of

their enterprise from sales to advertising, and began to achieve circulations in the

hundreds of thousands" (9). Frank Luther Mott describes this print-media phenomenon,

stating that "newspapers flourished, books at low prices multiplied, the platform was

active," and above all, magazines experienced a dramatic increase in number, circulation,

and effectiveness (2). Before 1885, a general magazine was often sold for around thirty-

five cents a copy, an expensive price for the time; however, toward the end of the

century, the price of magazines dropped to fifteen or ten cents a copy (Mott 2). This

made magazines like Vogue available to more readers, not solely the rich or the well-

educated. Because of this dramatic price decrease, fiction, criticism, illustrations, art, and

much more became easily available to the everyday citizen.

The early issues of Vogue had sixteen quarto pages (Mott 756), and they

contained a variety of illustrations, advertisements, and columns. As a part of the

magazine revolution of the day, Vogue was published weekly and sold for ten cents an
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issue, or four dollars for a year's subscription. Mott notes that "the price of ten cents

indicates the design to tempt persons of slender means to buy the periodical in order to

find out what Society was doing" (756). Vogue's editors claimed to aim their magazine

primarily at high-society women in New York City. In its fifth published issue, the

editors described their readers as "people who are accustomed to luxurious surroundings,

who use costly things, who know the difference between common goods and fine, who

not only merely like but absolutely need a periodical which treats Fashion and Society as

a substantial fact of daily life" (iii). While all of Vogue's readers could not have fit into

this category, most of the women reading Vogue may have imagined themselves as such.

Vogue in its early days included columns about women's fashion, jokes and

written skits that poked fun at the conventions and traditions of society life, cartoons with

witty captions often depicting women and men in the home or out on the town, fiction

and poetry, advertisements, a column about New York society as seen through the eyes of

a man, reviews of literature and the theatre—and the "Vogue Society Supplement,"

which contained columns and information about upcoming events and parties, the

sailings of prominent people, descriptions of the fashion plates and drawings within the

magazine, and letters written by correspondents in London and Paris detailing the state of

society and fashion overseas.

The readership of the early issues of Vogue was not enormous. Chronicling its

own beginnings and comparing its early sales to that of Life magazine (a "smart

magazine" that preceded the famous photo magazine), Vogue's editors stated in the

January 14, 1893, issue that "Vogue was an instantaneous success and it is an astounding

success still. Of the first issue of 25,000 copies the news company took 10,000, and
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twice called for more and then could not supply the demand" (iii). The editors claimed

that by the fifth published issue, 25,000 copies a week was not enough, and that "it has

become fashionable to have Vogue in the drawing-room" (iii). However, Mott states that

the magazine's circulation remained below ten thousand for most of the 1890s and broke

the ten thousand mark only after the turn of the century (758). Regardless of how many

women were reading Vogue in its early days, it is true that the magazine had a loyal

readership that was growing throughout the 1890s. The magazine was establishing itself

as a respected and interesting society and fashion periodical which did well enough

initially to become successful in the future.

The editor of the early Vogue was Josephine Redding, who was known as "a

violent little woman, square and dark, who, in an era when everyone wore corsets, didn't"

(Mott 758). Vogue's founders were men: Arthur B. Turnure, a young clubman who

served as publisher for the magazine until his death in 1907, and Harry McVickar, the art

director for the magazine. For its first two years, Vogue was published by The Fashion

Company; however, after two years, many of the original stockholders sold out, leaving

the rest to create the Vogue Company (Mott 758). This reorganization in 1894 instituted

Vogue as primarily a "fashion journal," and it began to include more and more fashion

plates, columns about fashion, and advice for women and men regarding proper clothing

and accessories than ever before.

Mott strangely claims that "fiction found no permanent place in the periodical"

(756), citing only the magazine's first issue as containing a short story by Thomas A.

Janvier. However, the early issues of Vogue from the 1890s through 1900 are filled with

short stories, sketches, and poetry by a variety of authors. Bonnie James Shaker
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comments that "Vogue—a ladies' fashion magazine—was not known for its fiction.

Outside of New York circles, it attracted a relatively small readership, so it was not a

direct route to literary acclaim; and as an added disincentive, it paid relatively little for its

fiction" (85). Shaker is correct in stating that Vogue paid little for its fiction. Chopin

received anywhere from five to twenty five dollars for her Vogue stories; in contrast, for

stories in the Century she received from 50 to 100 dollars (Toth and Seyersted 137-142).

Although Vogue's fiction did not provide writers like Chopin large sums of money, it did

play a key role in establishing the early readership and foundations of the magazine.

Maureen Honey notes that it was the fiction published in magazines like Vogue in the late

nineteenth and early twentieth centuries that "most spoke to masses of women locating

themselves within the new century" (87).

Overall, Vogue was a fairly progressive magazine in its treatment of women and

the issues surrounding them. At the same time, Vogue was also characterized by

traditional values and conventional representations of women. In this tension between

progressive and traditional values, Vogue was able to address women's desires and needs

during a period of social change. Even as Vogue encouraged women to find self-

fulfillment within a culture that often restricted the roles women could inhabit in daily

life, parts of the magazine reverted to more traditional roles for women. For example,

Vogue did not advocate membership in women's rights groups or suffragist movements.

In fact, Mott states that the magazine was "strongly antisuffragist" in nature, not

encouraging its readers to become involved in politics beyond the support of their

husbands and family members (758).
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The advertisements found in the pages of 1890s Vogue illustrate the conventional

representations of women found throughout the magazine. Vogue, along with other

similar weekly periodicals, became an excellent place to advertise during the magazine

revolution. In the December 6, 1894, issue, Vogue's editors themselves chronicled the

rise of advertising in Vogue:

The high-class weekly is the coming advertising field of the future. Cheap
magazines have seriously depreciated the monthly, except the very best, for
advertising purposes. The weekly is the thing, and it will be not without interest
to the reader to note the kind of articles advertised in Vogue, the honorable
reputation of the merchants who use it and the effective manner in which their
announcements are put. (358)

The advertisements in early issues of the magazine point to what kind of women were

reading Vogue, and speak to how advertisers and society in general were attempting to

reflect and to shape the women of the late nineteenth century. Vogue's first issue,

published on December 17, 1892, contained fifteen pages of advertisements. The

products ranged from hair tonic, champagne, and porous plaster to oriental rugs and

carpets, illustrated books by authors such as Henry James and George William Curtis,

and fur capes and outerwear. Two years later, in the December 6, 1894, issue, there are

eighteen pages of advertisements for items such as soaps, corsets, music boxes, silks,

bicycles, and perfumes (for an example of these types of advertisements from the

December 6, 1894, issue, see Figure 1). By the April 19, 1900, issue of Vogue, there are

noticeably more ads than in earlier issues: twenty-six pages, an increase of over 66

percent from the December 1892 issue. The advertisements in the April 1900 issue

include similar items to those in the 1892 and 1894 issues such as wedding boxes, ladies'

hats, railroad tours, boots, and dress silk.
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All the products advertised in Vogue are items for refined and luxurious living,

aimed at the high-society women reading the magazine. Most have to do with fashion

and clothing, such as fancy outer garments, silks, and the latest corsets and women's

lingerie. The foods advertised are luxury foods, including chocolate, champagne,

cheeses, and liquors. Even in its advertising, Vogue strove to construct an image of the

high-society woman, and Vogue's editors themselves claimed in the January 14, 1893,

issue that "no more attractive, picturesque, and effective advertisements have ever

appeared" (iii). With these types of advertisements for fine products, Vogue constructed

its readers primarily as consumers. Through encouraging women to buy new products in

order to achieve an ideal of a high-society woman, Vogue sent the message that such

unnecessary consumption was not only acceptable, but required for women. Thorstein

Veblen comments on this type of "vicarious consumption of goods" in his famous 1899

book The Theory of the Leisure Class. In the chapter entitled "Conspicuous

Consumption," Veblen states that "conspicuous consumption of valuable goods is a

means of reputability" in society; thus magazines like Vogue sought to cultivate in their

readers a lifestyle of leisure and consumption so that readers could appear reputable

(191). Veblen also points to the fact that society required women to consume goods more

than it did men: "decency still requires the wife to consume some goods conspicuously

for the reputability of the household and its head" (195). Veblen's theories about

excessive consumption and the reasons for it are demonstrated clearly in the pages of

Vogue. The advertisements there encourage readers to consume as many material goods

as possible in order to act like or become members of a leisure class.
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As well as pushing its readers to consume goods in order to appear reputable and

decent members of society, Vogue also encouraged women to buy products for its own

monetary gain. Ellen Gruber Garvey notices that "the proliferation of nationally

distributed brand-named goods in the 1880s and 1890s coincided with, and fed the

growth of, the ad-dependent magazines; many magazine ads were for household goods,

and ad-dependent magazines therefore had an interest in encouraging consumership"

(136). Thus magazines like Vogue pushed their readers to consume products in order to

convince women they needed luxury items and the newest household goods. Exhorting

readers to consume products brought in more money to advertisers when people bought

their products, causing them to want to advertise more often and again in Vogue, which

increased Vogue's revenue.

While parts of Vogue, including many of its advertisements, fostered a traditional

view of women and their role in society, the magazine took a more progressive stance

through many other illustrations and columns. The cover of the January 14, 1893, issue,

for example, shows three high-society women strolling down the street in their walking

dresses and hats (Figure 2). The illustration is titled "Nineteenth Century Sentiment,"

and details a conversation between two of the women, Gladys and Mertie, as they go

about their walk: "Gladys: 'How do you like a man to propose?' Mertie: 'By mail.'

Gladys: Tut that is so prosaic.' Mertie: 'Prose goes further than poetry in a breach of

promise suit.'" As illustrated through this caption, Vogue used controversial issues of the

day, like divorce and breach of promise suits, as material for witticism and jokes. Vogue

did not attempt to avoid topics such as divorce, new and unconventional fashions, or
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Figure 2—Cover of the January 14, 1893, issue of Vogue
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women entering the working world. Instead, it often treated such issues as sources for

humor and light-heartedness.

However, along with laughing at women's struggles to find a self-fulfilling role

within late nineteenth-century society, Vogue often addressed women's issues more

seriously in columns such as "Society in Novels" (December 17, 1892), "The Unmarried

Woman as a Social Factor" (January 28, 1893), and others dealing with subjects such as

the definition of the quality of "womanliness" (July 30, 1896, 66), reviews of daring

novels of the day such as Stephen Crane's Maggie: A Girl of the Streets (July 16, 1896,

34), and discussions of women attending universities (Sept 3, 1896, v). Speaking of

Stephen Crane's Maggie, the 1896 column comments that "any agency which tends to

develop in the average woman a spirit of charity toward those who have fallen out of the

ranks, and which helps her to a realization of the complex and appalling problem that is

crying for solution at her very door, is to be welcomed" (34). Thus, when most society

women "shrink from and despise" street women like Crane's Maggie, Vogue encourages

its readers to read the novel and realize the problem (34).

Along with columns addressing social issues, Vogue also included fashion advice

and information for women about clothing and accessories. Most noticeably, the fashion

advice illustrates the tension in Vogue between its simultaneous conventional and

progressive stances. The fashion drawings and columns instructed women (and

sometimes men) about the rules for acceptable fashions in the home, out on the town, or

in the streets, and told them specifically what they should and should not be wearing. For

example, in Vogue's January 14, 1893, issue, a column entitled "Bonnets and Hats"

advises women that "for evening and reception wear full rein is given to the fancy in the
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matter of bonnets and hats. There is no rule laid down" (68). Through encouraging

freedoms in small issues such as hat wearing, Vogue subtly exhorted women to assert

their individuality in a society where most of the power belonged to men. The magazine

sought to give women knowledge not only of fashions and clothing, but also encouraged

them to be informed about and think through social issues such as education for women

and the treatment of animals. Vogue also sought to cultivate literate habits and critical

thinking skills in their readers through columns such as "What They Read," which gave

briefs reviews of and raised questions about novels, books, and poetry. Vogue wanted its

readers to be concerned with more than just fashion. It challenged women to read, think,

and be informed about important issues along with being knowledgeable about clothing

and fashion.

Although many of the advertisements in Vogue suggested that women should be

primarily consumers of luxury goods, other ads in the magazine's pages moved beyond

that construction and sent more progressive messages. Some ads pointed to the increase

in female mobility that characterized the late nineteenth century, especially as the bicycle

exploded onto the advertising scene in the mid-1890s. Women riding bicycles in the late

nineteenth century was a controversial issue in itself, as Gruber Garvey notes: "both

defense and attack took medicalized form, with pro-bicyclers asserting that bicycling

would strengthen women's bodies for motherhood, and anti-bicyclers claiming that riding

would not only masculinize women, but would ruin their sexual health by promoting

masturbation" (7). Despite this debate, bicycle ads constituted ten percent of national

advertising in the 1890s, with many of the ads placed in women's magazines (Gruber

Garvey 7).
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Vogue, along with other women's magazines, included advertisements for

bicycles, along with ads for street gowns, traveling wear, hats, walking boots, and

railroads. These ads all point to the fact that women were becoming more mobile in

society, able to move about the cities and towns with greater ease. The availability of the

bicycle and other forms of transportation, like the train, to the middle class and to women

opened "kinds of travel that had previously been available only to those wealthy enough

to keep a horse" (Gruber Garvey 107). These new kinds of transportation offered women

"freer movement in new spheres, outside the family and home—heady new freedoms,

which feminists celebrated" (Gruber Garvey 112). The advertisements for the bicycle,

for train rides, and for traveling and walking clothing in Vogue encouraged readers to

move about alone within their cities and even throughout the country. Through these

advertisements, Vogue did not advocate for traditional wives and women who stayed at

home to care for their husbands and families; instead, Vogue's women were on the move.

Just as Vogue took a progressive stance in its attitudes toward women and their

roles, the magazine was often held in check by the rules of society and the expectations

of family, tradition, and men. While there was no specific rule for hat-wearing in

"Bonnets and Hats," there were many rules for other types of clothing and behaviors

which women were encouraged and exhorted to follow. This tension between the old and

the new, the traditional and the progressive, enlivened Vogue for its original readers and

continues to do so for readers today. The magazine as a whole offered women glimpses

of challenging the conventions of society, at the same time affirming rules, tradition, and

convention in their lives.
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This is the Vogue in which Kate Chopin published many of her early sketches and

short stories in the 1890s. Forty years before Vogue published its first issue, a young girl

was born in St. Louis who would have a great impact on Vogue's content and readership.

Kate Chopin was born Katherine O'Flaherty in St. Louis, Missouri, on February 8, 1850,

entering a world in which the opportunities for women were opening up more and more

everyday. Destined to become known as "the preeminent feminist in American fiction"

(Bender 197), Chopin is widely read and studied by scholars, critics, and students today.

Alice Hall Petry observes that "it has come to be almost de rigueur to include at least one

Kate Chopin story in anthologies devoted to American literature, the short story,

Southern fiction, or women's literature" (1), and Lynda S. Boren claims that Chopin

clearly belongs "to that tradition of women writers, including Emily Dickinson, who

transcended through their wit and irony any inducement to propagandize" (2). Chopin is

known for her feminist explorations of women's identity and consciousness, but also for

what Boren labels "the multifaceted nature" of her art: "its lucid reflection of Louisiana

life, language, and spirit; provocative subtexts and structural brilliance; obvious incursion

into the themes and techniques of naturalism, realism, and modernism" (1). As Violet

Harrington Bryan states, Chopin is a writer whose interest is "always primarily the

internal world of her women characters as they search for a voice and space for

themselves" (55). Today, she is most often studied because of what A. Robert Lee labels

her "sexual frankness and different depictions of women" (152).

Much of Chopin's fiction written in the 1890s and after the turn of the century

focuses on women and their struggle to exist in a world where it was difficult and strange

to be self-fulfilled as a female, very similar to the reality for the women living in late
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nineteenth-century America. Petry describes Chopin's fiction as "beautifully crafted,

ironic tales [that] reflect the brilliance of a woman drawing upon her own life, as well as

upon her era's interest in realism, naturalism, and issues of selfhood, to probe timeless

questions about identity and morality in the human space" (2). Chopin's written works,

including her short fiction published in Vogue magazine, are filled with messages that

question the nature of identity and fulfilled existence, especially for women at the end of

the nineteenth century in America.

Kate O'Flaherty was raised and educated mostly by women, attending the

Academy of the Sacred Heart from 1855 until she graduated in 1868. She also learned

from her maternal great-grandmother, Madame Victoria Verdon Charleville, who taught

her to speak and read French and to play the piano (Walker 31). As a result of her

education at the Academy of the Sacred Heart and the more informal education of

Madame Charleville, Kate O'Flaherty was ready to be presented to society as a "belle" in

1868 as was customary for women of her social class to do. On New Year's Eve of 1868,

Kate wrote in her commonplace book that "parties, operas, concerts, skating and

amusements ad infinitum have so taken up all my time that my dear reading and writing

that I love so well have suffered much neglect" (Toth and Seyersted 64). Along with

attending these kinds of social functions, Kate O'Flaherty was eligible to receive

proposals of marriage from young men. Shortly after she became a young belle in St.

Louis, O'Flaherty became engaged to Oscar Chopin, the son of a plantation owner in

Louisiana. The couple married on June 9, 1870, taking a three-month honeymoon in

Europe. Kate and Oscar returned to New Orleans to make their home, and Kate had her

first son the following May. During the nine years the Chopins lived in New Orleans,
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Kate had five sons, and Oscar established himself as a successful cotton factor.

However, by 1879, poor cotton crops and increasing debts forced the Chopins to move to

Oscar's plantation in Natchitoces Parish in rural Louisiana.

Kate Chopin's days in Natchitoces Parish would become for her the basis of many

of her most famous stories and sketches. Although she only lived in the town of

Cloutierville for five years, Chopin would be changed forever by this small town in rural

Louisiana. The people there—Acadians, Cajuns, African Americans, American Indians,

and Creoles—would become the models for some of her most vivid characters in her

novels and short stories. She gave birth to her sixth child and only daughter, Lelia, in

Cloutierville. Chopin's life took the most dramatic turn, however, with the death of

Oscar in 1882 from swamp fever. Chopin was now the owner of a plantation and a

general store, which she kept up and supervised for the next two years. But in 1884, as a

result of pressure from her mother to return to St. Louis and her own desire to return to

the city, Chopin packed up her six children and moved back to the city in which she was

born.

When Kate Chopin left Cloutierville and returned to live in St. Louis, she began

her life as an author and member of literary society. Though still a Catholic, Chopin no

longer attended mass regularly (Walker 54), and she began to associate with some of St.

Louis's literary intellectuals, people like Dr. Frederick Kolbenheyer, who encouraged

Kate to begin writing fiction, and Charles Deyo, a local journalist and critic (Walker 55).

She began to write short stories and poems, submitting them to St. Louis newspapers and

magazines, a fact which Walker claims "made her a local celebrity and widened her

intellectual circle within the city" (55). In January of 1889, Chopin became a published
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writer when her poem "If It Might Be" appeared in the Chicago magazine America. She

followed this poem with her first published story, "A Point at Issue!" which was printed

in the St. Louis Post-Dispatch in October of 1889. Nancy Walker notes that Chopin used

her early fiction "to work out her ideas about the differences between social conventions

and the individual's need for freedom and self-development" (57). Many of Chopin's

early stories, like "A Point at Issue!" deal with characters who struggle with expressing

emotional, intellectual, or artistic freedom within the constraints of conventional society.

In 1890, Chopin finished her first novel, At Fault, and she published it at her own

expense, paying to have one thousand copies printed. The novel addresses the issues of

alcoholism and divorce, and it compares life in the city of St. Louis to life in rural

Louisiana, as the characters move back and forth between city and plantation life. A

review in the St. Louis Post-Dispatch comments that while "many of its allusions are

local...altogether Mrs. Chopin has produced a novel which St. Louis can be proud of

("A St. Louis Novelist" 37, 39). Walker suggests that much of At Fault is modeled after

the form of the popular romance novel of the nineteenth century, with would-be lovers

overcoming significant obstacles in order to be together in the end (62). While At Fault

is not the masterpiece that The Awakening would become, the novel was successful and

raised some important issues and themes that Chopin would continue to work out in other

works of fiction. The book's main character, Therese LaFirme, is interesting in her

struggle to do what she believes is right and yet still live a self-fulfilled and free

existence. Therese's lover, David Hosmer, also deals with reconciling the standards of

society to his own expression of freedom and fulfillment in his life.
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After the mild success of At Fault, Chopin continued to write short stories and to

submit them to both local and national magazines for publication. As the magazine

revolution took hold of America, Chopin's opportunity for publication in periodicals also

increased. More people than ever before were reading magazines at the time when Kate

Chopin was writing and publishing her stories. New magazines like Vogue were

developing at an astounding rate, and this enabled Chopin to publish nineteen of the

twenty-three stories from her first collection of short fiction, Bayou Folk, in periodicals

between 1891 and 1894. Bayou Folk was received positively by the public, but many

critics viewed it merely as a work of local-color fiction. The New Orleans Daily

Picayune, for example, stated that "this charming work contains some twenty-three little

sketches, delightful pictures, every one of Creole life and character...the tales are

delightful in themselves, [even] if they had no meaning but what they carry on their face"

("[From 'The New Books']" 42). Other reviews likewise established Chopin's reputation

as the creator of stories "full of the flavor of quaint and picturesque life among the creole

folk of the Louisiana bayous" ("[From 'Book Reviews']" 45), virtually ignoring the

progressive and at times subversive nature of many of her early stories.

Chopin published her second collection of stories in 1897: A Night in Acadie.

This collection was received in a similar manner to Bayou Folk, and Chopin was

acclaimed for writing local-color fiction in which "a breath of warm summer air, the hum

of insects and the scent of flowers seem to hover round the reader, and the pleasant, low-

toned Vadian patois lingers in his ear" (J.L.G. 50). In 1899, Chopin published The

Awakening, her most famous work of fiction, about the emotional, spiritual, and sexual

awakening of Edna Pontellier, a woman discontented with her role as wife and mother.
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The themes of sex and suicide in the novel offended many reviewers. One such reviewer

from The Outlook stated that "the story was not really worth telling, and its disagreeable

glimpses of sensuality are repellent" (Culley 166). Another reviewer from The

Congregationalist claimed that "it is a languorous, passionate story of New Orleans and

vicinity, hinging on the gradual yielding of a wife to the attractions of other men than her

husband. It is a brilliant piece of writing, but unwholesome in its influence. We cannot

commend it" (Culley 173). Because of the negative response it initially received from

reviewers, The Awakening was neglected by scholars and readers for half a century until

its rediscovery in the 1950s.

The Awakening contains Chopin's most mature characters and writing and some

of the boldest statements she makes about women's search for identity and self-

fulfillment. These statements, which came to fruition in The Awakening, had their

beginnings in much of Chopin's short fiction published earlier in the decade in Vogue

magazine. The themes Chopin's The Awakening is famous for—women's need for

freedom, authentic identity, and self-fulfillment—are expressed in many of her Vogue

stories. Just as many of the themes and female characters in Chopin's Vogue stories

reveal the subversive nature of her fiction, the stories are at times characterized by the

same tension between the traditional and the progressive that pervaded Vogue magazine

itself. Charles Harmon goes so far to say that "it is strange to think of Chopin's stories

finding a home in Vogue, and the silence of critics on this issue suggests that this detail

might be a little embarrassing to those who would like to transform her into an

unambiguously feminist precursor." That Vogue was characterized by the pull between

the old and the new—why Harmon thinks it could be "a little embarrassing" for critics to
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recognize that Chopin published much fiction there—is the very reason why Chopin

found such a lasting home in its pages.

Chopin's women characters in her Vogue stories were the readers of Vogue

magazine itself: women living their lives in happy but conventional marriages, women

feeling attraction to other men besides those whom they should be attracted to, women

sometimes on a whim spending money on frivolous items, or even women dying lonely

deaths with no one to mourn them but a few family members. Harmon states that "what

Vogue and Chopin had in common might therefore be called a similar rhythm of

ambivalence toward the cult of feminine beauty." Chopin, like other "middlebrow"

writers of her day, operated in what Honey labels "a narrative landscape of archetypal

characters representing old and new ways of being, as well as traditional and modern

conceptions of woman's place in the developing industrial order" (87). This "narrative

landscape" would allow women in coming decades to "draw more clearly the battlelines

in a gender war over how women were to fit into the modern world of new technologies,

educational opportunities, and changing cultural values" (Honey 87). Thus Kate

Chopin's 1890s short fiction, often filled with tensions between the traditional and the

progressive but consistently pushing the boundaries of the old ways, fit well into the

world of 1890s Vogue, where female self-fulfillment and realization were elusive and

difficult to achieve.

While both Vogue and Chopin's fiction are characterized by the tension between

the traditional and the progressive and function well alongside one another, Chopin often

took a more progressive stance with her unconventional women characters in her Vogue

stories than Vogue magazine as a whole ever dared to take. Chopin's stories highlighted
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women's difficult search for self-fulfillment in nineteenth-century society, a theme that

the columns, advertisements, and illustrations in Vogue use simply for laughs or ignore

all together. Where Vogue often stayed within the traditional, Chopin almost always took

her representations of women further, allowing them to do and say things that expanded

the readers' of Vogue conceptions of what could and could not be said and done by a

woman in nineteenth-century America. Six of Chopin's Vogue stories, "The Father of

Desiree's Baby," "A Respectable Woman," "The Dream of an Hour," "Her Letters," "A

Pair of Silk Stockings," and "An Egyptian Cigarette," illustrate in different ways this

progressive tendency that goes beyond that of Vogue more generally. In setting, theme,

and character, these six stories move past the subtle progressivism of Vogue and subvert

traditional notions of a fulfilled existence for women in late nineteenth-century society.

At times, Chopin raises themes in these six stories that have no mention at all in

other pages of Vogue and radically subvert the magazine's other material. Chopin is not

afraid to deal with issues of race, miscegenation, poverty, unhappiness, sex, or the failure

of idealized love, themes that are virtually ignored in all of Vogue's columns,

illustrations, and advertisements. Reading these six stories within Vogue's pages reveals

how Chopin extended the magazine's subtle progressive messages. Reading her stories

against Vogue and noticing the themes Chopin's stories raise that Vogue ignores or

dismisses also brings new meaning to the short fiction of Chopin for readers today.

When read in their original context in Vogue, these six stories affirm Kate Chopin not

only as a master of the short story genre, but as a woman who consistently used her

fiction to fight for greater freedom and fulfillment for women in their social, sexual, and

spiritual roles.
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Chapter One—Complicating Relationships: Miscegenation and Adultery in "The Father

of Desiree's Baby" and "A Respectable Woman"

Following its launch on December 17, 1892, each issue of Vogue included at least

one short story by a variety of authors, including Thomas A. Janvier, E. Cavazza, Isa

Carrington Cabell, and Geraldine Bonner, all long forgotten. Vogue's fifth issue,

published on January 14, 1893, included two short stories by Kate Chopin, "The Father

of Desiree's Baby" and "The Lover of Mentine." "The Lover of Mentine," known today

by the title "A Visit to Avoyelles," is a slight story that reveals Chopin's characteristic

challenge to social and literary convention. In the story, Doudouce mourns his ex-lover,

Mentine, as he hears about her poverty-stricken married life in the town of Avoyelles.

She has four children and is very poor, and the narrator states that she "was

changed...they seldom went to church and never anywhere upon a visit" (74). Because

of all he hears of Mentine, Doudouce decides to make a visit to Avoyelles to see her, but

the visit only results in his further disillusionment. As he leaves Mentine's house, loving

her "fiercely," Mentine stands at the gate, "her face turned away from him. She was

gazing after her husband who went in the direction of the field" (75). This story is

conventionally sentimental, as Mentine chooses love for her husband over material goods

and a life with Doudouce. As a story published in Vogue, however, "The Lover of

Mentine" challenges the materialistic values of the magazine's readers, as the heroine is

satisfied with poverty. Perfectly content in her dirt-poor marriage, she hugs her children

to her chest and stares off after her husband, ignoring her former lover as he rides away.
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"The Father of Desiree's Baby," later known as simply "Desiree's Baby," was to

become one of Chopin's most famous works of short fiction, still widely anthologized

today as one of Chopin's earliest stories to deal with the issue of miscegenation. On

December 6, 1894, two years after the story's publication in Vogue, the editors of the

magazine state about Chopin's work:

Mrs. Kate Chopin—A beautiful woman, whose portrait fails to convey a tithe of
the charm of her expressively lovely face, has been an honored contributor to
Vogue almost from its first number. Calin [sic], Desire's Baby [sic], A Lady of
Bayou St. John, Dr. Chevalier's Lie, A Respectable Woman, and La Belle
Zoraide are among the powerful stories from her pen first presented in these
columns. Recently some of these, with others, were published in book form and
received most favorable mention. The critics were nearly unanimous in singling
out Desire's Baby [sic], one of the Vogue series, as the most original and the
strongest story of the collection which, as a whole, they enthusiastically praised.
Mrs. Chopin is daring in her choice of themes, but exquisitely refined in the
treatment of them, and her literary style is a model of terse and finished diction.
(380)

Chopin's tendency to be "daring in her choice of themes" is illustrated through "The

Father of Desiree's Baby," unique among the stories published in the first issues of

Vogue both in its setting and themes. The story is set in the plantation South, and the

characters speak French as well as English. Stories in previous issues of Vogue are set in

Paris ("Le Bon Oncle D'Amerique," Dec. 17, 1892) and in generic places that could be

any city in America ("The Incident of Rataplan," Dec. 31, 1892, and "Old Bare," Jan. 7,

1893). Many other stories found in Vogue around this same time are set in the city and

deal with characters who are high-society men and women themselves, attending parties,

looking for potential husbands or wives, or traveling abroad to Paris and London—

settings and activities with which Vogue's readers were very comfortable and familiar.

Chopin's unfamiliar setting does not allow Vogue's readers the comfort and familiarity
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they usually had in reading other fiction, but pushes them to experience new places and

characters.

The main character in "The Father of Desiree's Baby" is Desiree, an orphan girl

deserted one day at the gates of Valmonde plantation. She is raised by Madame and

Monsieur Valmonde, and when she is eighteen, Desiree marries Armand Aubigny, owner

of L'Abri, a plantation he inherited from his father. In the story, Aubigny has an

"imperious and exacting nature" and a strict rule with the Negroes of the plantation (70).

Desiree loves her husband dearly in spite of his rough and harsh ways. The narrator

states that "when he frowned she trembled, but loved him. When he smiled, she asked no

greater blessing of God" (70-71). Robert D. Amer suggests that "the story makes clear

that Armand does not really love Desiree; he thinks of her as a possession, a rich prize to

display to his friends and to flatter his vanity" (141). The one-sided marriage of Armand

and Desiree sets the stage for many representations of unfulfilling and loveless marriages

in Chopin's future stories, some to be published in Vogue.

For the readers of Vogue, the world of Desiree and Armand Aubigny was very

different from their own, an example of the local-color style for which Chopin originally

became known. The world of the plantation South before the Civil War in "The Father of

Desiree's Baby" was a far cry from city life in the 1890s. Most Vogue readers lived and

made their home in the city, and in 1890s America, plantation life had become more a

bittersweet memory than a reality. Thus the world of Desiree and Armand was in many

ways exotic and new to the readers of Vogue. While these differences between Chopin's

characters and Vogue's readers are obvious, the two groups also have many similarities

that enabled Chopin to evoke sympathy and empathy in her readers. Desiree and Armand
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come from the same social class many of Vogue's readers occupied or aspired to—they

have money and are the masters of a plantation, owning countless slaves to do the work

and attend to Desiree and her child. In fact, the kinds of clothing that Desiree owns and

wears resemble the clothing and gowns worn by many high-society women as recorded

in Vogue. Desiree's trunk of clothing includes "silk gowns, and velvet and satin ones

added to these; laces too, and embroideries; bonnets and gloves" (74). A column entitled

"Society" in the supplement section of the same issue in which the story appeared

describes Miss Cora Randolph as wearing "a gown of opalescent satin with the balloon-

like sleeves" (1), while Mrs. Reginald Henshaw Ward wore "the most striking gown of

the ball, of a satin more brilliant in its red coloring that the Cardinal's robe, combined

with white velvet and numerous diamond ornaments" (1). Desiree's silks and velvets are

similar to the types of clothing seen and described in the pages of Vogue; thus Chopin

offered her readers a setting with which they may not have been familiar, but the ability

to relate to and understand the motivations and emotions of her characters.

Having created a world familiar to her readers despite its exoticism, Chopin's

"The Father of Desiree's Baby" centers on themes that were not commonly discussed in

the pages of women's magazines: race, miscegenation, and what Cynthia Griffin Wolff

labels the "many hues of skin that were deemed to comprise the 'negro' population" (37).

Each character in the story discovers, one by one, that the child Desiree has given birth to

is not a completely white child, but part black. When Desiree herself finally notices this,

she cries out to her husband to "look at our child. What does it mean? Tell me" (71). He

responds by saying that "it means...that the child is not white; it means that you are not

white" (71). As this accusation seeps deeper into Desiree's consciousness, she realizes



27

that Armand will not accept her or the child because he believes them to be tainted by

black blood. Many of the readers of Vogue would have sympathized with Desiree

because she is an upper-class woman like them, but also with Armand, because African

Americans were still considered in many ways to be inferior beings in the 1890s.

Throughout the final years of the nineteenth century, race riots such as the Willmington

riot that inspired Charles Chesnutt's The Marrow of Tradition broke out all across the

South. In spite of the Emancipation Proclamation that declared former slaves free, race

relations were still abroil throughout the late 1800s and 1900s. Because of the

controversial nature of racial issues, perhaps miscegenation above all, Chopin's choice to

place those themes at the center of her story is all the more daring and provocative.

That Chopin's story centers on and discusses race and miscegenation while the

rest of Vogue virtually ignores the same themes can be illustrated by examining the

contents of the January 14, 1893, issue in which "The Father of Desiree's Baby" was

published. The issue begins with a column discussing the debate over wearing hats in the

theatre—a debate that, when compared to "The Father of Desiree's Baby's" commentary

on race—is strikingly superficial. The issue continues with a page of jokes, cartoons, and

skits centering on society relationships. One such joke, "Severe," details the

conversation between two members of high society: "Miss Gush: 'Why do they always

say 'a crop of debutantes'?' Mr. Sear: 'Because they are all so fresh and green, you

know!'" (66). The rest of the issue keeps up the light-hearted feel set forth in the

magazine's introductory pages, including columns entitled "Bonnets and Hats," "As Seen

By Him," "Songs in Season," and the Vogue Supplement section, which details coming

events and sailings, gives a description of fashion plates, and discusses men wearing
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spurs on boots. Aside from in "The Father of Desiree's Baby," neither race nor any

comparably serious subject is mentioned in any of the issue's pages.

When Vogue does mention race in other issues around this time, it is only in the

format of extremely racist jokes and cartoons. The February 4 and 11, 1893, issues

contain cartoons that parody life in "the warm and sunny South" of Aiken, South

Carolina (Figures 3-5). The cartoons contain caricatures of African Americans, wearing

simple country clothing and performing tasks such as pushing and riding mules and

trying to stay warm in the cold temperatures. The drawings of the African American

people are almost beast-like, and their chins and mouths protrude from their faces in an

ape-like fashion. Most of the African Americans in the drawings have only blank white

circles for eyes, and they are placed in silly, humorous situations. Their Southern dialect

is also parodied in the captions below the cartoons: one drawing shows an African

American with a mattress wrapped around his body while a woman looks on, the caption

stating, "What yo got on? Dats a mattress yo Nigger." The third cartoon page also

displays a drawing of a "Southern Gentleman," who stands out as obviously superior to

the animal-like African Americans around him. He sits high on a horse, wears a cowboy

hat, suit, and tie, and puffs on a cigarette. The African Americans, in contrast, hunch

over on their mules and try to push and pull them into obedience. This representation of

race illustrates the stance that Vogue typically took on the issues Kate Chopin wrote

about in "The Father of Desiree's Baby." Not only did Vogue not address race or

miscegenation in any part of the magazine besides these cartoons, but the cartoons

themselves communicate a very racist and conventional view of African Americans and

their lives.
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Figure 4—"The Warm and Sunny South," Vogue, February 11, 1893
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Figure 5—"Southern Studies," Vogue, February 11, 1893
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With Vogue's racist caricatures of African Americans in mind, Chopin's "The

Father of Desiree's Baby" is a revolutionary and progressive story in its representations

of race and its commentary on the absurdity of racial construction. When Desiree

realizes that Armand has rejected both her and their child, Madame Valmonde invites

Desiree and the child back to her home to live. Madame Valmonde's unconditional

acceptance of her part-black child and grandchild is a bold step for a Southern woman to

make. But instead of accepting her mother's offer, Desiree takes the child and

"disappeared among the reeds and willows that grew thick along the banks of the deep

sluggish bayou; and she did not come back again" (74). For Desiree, this killing of

herself and her son is the inevitable result of the utter despair she feels, knowing her

husband will never accept her or the child because of the drop of black blood in their

veins. Her husband, along with the society in which they live, will not accept her or her

son because of their supposed racial identity, and Desiree's hopeless view of the life in

front of her drives her into the bayou. Through allowing Desiree to walk into the bayou,

Chopin comments on the cruel and unfair nature of the fate of Desiree and her son—a

fate brought on by the cruelty and unfairness of the racial categorization and stereotypes

she saw in the society around her.

Some critics have accused Chopin of being "a product of her society [with]

interiorized common Southern white attitudes toward race," or even "politically

conservative and—to a modern sensibility—deeply racist" (Koloski 44-45). "The Father

of Desiree's Baby," however, proves that Chopin had a more complicated position on

race than some critics recognize, and reading the story in the context of Vogue sharpens

that view. As Bernard Koloski points out, stories like "The Father of Desiree's Baby"
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capture "the pain and desperateness but also the richness and complexity of the lives of

individual African Americans forcefully, eloquently, beautifully" (Koloski 47),

presenting readers with a sobering commentary on society's cruelty and hypocrisy in

dealing with matters of race.

The ending of "The Father of Desiree's Baby" is perhaps its grandest moment. If

the story's readers felt sympathy for Desiree as she chooses death over a life of shame

with her mother and rejection from her husband, they got their satisfaction through the

events at the story's close. Chopin stories often end with a witticism or an ironic twist,

and the ending of this story is famous for what it reveals. After Desiree takes her fateful

walk into the bayou, Armand reads a note written by his mother to his father, which states

that his mother "belongs to the race that is cursed with the brand of slavery" (74). With

this revelation, readers are left with the irony that it was Armand who had a black

ancestor and not Desiree. Margaret D. Bauer suggests that Armand knew all along it was

he who had a black ancestor, allowing Desiree to commit suicide and murder to enable

himself to continue passing for white. Bauer's reading of the ending provides the reader

not with an ironic twist at the story's finish, but instead with "a confirmation of ugly

racial realities underpinning both the text and southern society at large" (161). The

story's ending comments on the ugly, cruel, and absurd nature of these racial realities in

southern society and the slippery nature of racial distinctions, where "there is no absolute

distinction between white and black, but rather an imaginary line drawn by white men

and crossed at their own choosing" (Amer 140). This message that "The Father of

Desiree's Baby" so clearly sends to readers is in dramatic contrast to the Aiken, South

Carolina, cartoons and the rest of Vogue as a whole. Where the cartoons and the
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magazine emphasize, perpetuate, or refuse to discuss racial stereotypes, Chopin's story

seeks to illustrate honestly the cruelty and absurdity of racial realities in the nineteenth

century. Bernard Koloski labels "The Father of Desiree's Baby" one of "the most

powerful condemnations of racism in American literature" (26). The story boldly claims

that racial constructions and definitions are false, a message that is missing from the

surrounding pages of Vogue.

Between the January 14, 1893, issue of Vogue that contained "The Father of

Desiree's Baby" and "The Lover of Mentine" and the February 15, 1894, issue that

contained the story "A Respectable Woman," Kate Chopin published five other short

stories in Vogue. These stories include "Caline" (May 20, 1893), "Ripe Figs" (August

19, 1893), "A Lady of Bayou St. John" (September 21, 1893), "Dr. Chevalier's Lie"

(October 5, 1893), and "La Belle Zoraide" (January 4, 1894). As illustrated by the

frequency of the publication of her stories, Chopin quickly found a comfortable home in

Vogue. The stories published in the magazine's first year are noticeably unique in setting

and continue to be set in pre-Civil War rural Louisiana, as were many of the stories

Chopin published elsewhere early in her career. While these stories paint brilliant

pictures of life in the South, they also continue to deal with themes like race and the role

of women in society that set Chopin's fiction apart from other local-color tales.

In "Caline," the title character awakes from a nap only to come into contact with

city folk from the north who "could not understand the French patois with which she

answered them" (325). Caline then follows them to the city to pursue a lover. "Ripe

Figs" is a short sketch that explores the themes of aging and the passage of time as
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Maman-Nainaine and her god-daughter Babette wait for the figs to ripen in order to visit

relatives on the Bayou-Boeuf, "where the sugar cane grows" (90). "A Lady of Bayou St.

John" comments on the role of wife, as Madame Deslisle has an innocent love affair

while her husband is away fighting in the Civil War but remains true to his memory after

she learns of his death, living out her life alone in the bayou. "Dr. Chevalier's Lie" is a

brief yet shocking sketch about a young girl from the country who comes to the city to

live, only to work as a prostitute and finally end her own life. Dr. Chevalier identifies her

body and recognizes her, sending word to her family and covering up the facts of her

profession and death. As society learns what Dr. Chevalier has done, "shoulders were

shrugged. Society thought of cutting him. Society did not, for some reason or other, so

the affair blew over" (175). "La Belle Zoraide" deals once again with race relations and

slavery, as Zoraide, a servant with "soft, smooth skin...the color of café-au-lait" (2), is

barred from marrying Mezor because he is a lowly slave. As the story continues, Zoraide

has a child with Mezor, but Zoraide's mistress takes the child from her, telling her it has

died. Zoraide ends her days clasping a rag bundle to her breast, insane, believing the

bundle to be her lost child.

These five stories are characterized by both the conventional and the progressive

in their dealings with race and the roles of women in society. Most noticeably, these

stories fall into the local-color category, giving glimpses into life in the pre-Civil War

plantation South. However, Chopin's focus on the role of women and race allows these

stories to move beyond simple categorization as local color and at times to subvert

traditional notions of gender and race definition.
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Along with Chopin's stories, Vogue magazine itself also sought at times to send

more progressive messages about women and their roles. The cover of the October 5,

1893, issue that contained "Dr. Chevalier's Lie" illustrates Vogue's progressive view on

the roles of women in society, with a drawing of a society woman standing next to a harp,

surrounded by a garland and sheets of music (Figure 6). At the top of the drawing, the

word "FAME" is encircled with rays like the sun, and on each side of the garland is a

heart-shaped frame containing a drawing of a man. The first man is "Husband No. 1";

the second is "Husband No. 2." The caption reads: "The same old lies. I am wedded

solely to my Art." This cover of Vogue sends the message that a woman's art should and

does take precedence over her husband(s), and that the acceptable role for a wife as

subservient to her husband is really "the same old lies." Chopin's next published story in

Vogue, "A Respectable Woman," carried this commentary on the traditional and expected

role of a wife even further.

Chopin published "A Respectable Woman" in the February 15, 1894, issue of

Vogue. Once again set in the plantation South, the story presents Mrs. and Mr. Baroda as

rich, elite owners of a plantation. The Barodas entertain "a good deal during the winter,"

and pass much time in New Orleans (68). Just as Desiree was of a similar social class as

the readers of Vogue, Mrs. Baroda is also a society woman, much like many of Vogue's

readers. Through crafting the Barodas as rich society people, Chopin once again creates

a connection with her readers by allowing them to relate to her characters. Because of

the similarities between Mrs. Baroda and the high-society women represented in Vogue's

pages, "A Respectable Woman" fit in well with the overall tone of Vogue itself. Like the
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Figure 6	 Cover of the October 5, 1893, issue of Vogue
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magazine, the story seeks to define what a respectable woman in society is, and Mrs.

Baroda strives to be "respectable" despite the obstacle in her way.

Vogue as a fashion magazine articulated standards, rules, and norms for the ideal

society woman to follow. In essence, through its columns, fashion plates, and advice,

Vogue commented on the ideal respectable woman as does Chopin's story. For example,

page 67 of the issue displays a photograph of Mrs. Burke Roche, a society woman of the

day. The photograph is taken from behind and is a profile of the woman's face. She

wears pearls around her neck and a lavish, expensive off-the-shoulder gown. This image

of Mrs. Roche confirms the ideal of respectability cultivated in Vogue. According to the

magazine, the ideal respectable woman is Mrs. Roche in every way: beautiful, rich,

dressed to impress in finery. Vogue's advertisements add to the idea that in order to be

respectable, women must have fine things. The products advertised in the February 15

issue range from chocolate and corsets to wedding silver, opera cloaks and wraps, and

luncheon handbags, all items unessential for existence but essential in order to be a

respectable society woman.

This cultivated ideal laid out in the pages of Vogue is the backdrop for "A

Respectable Woman." The story begins as Mr. Baroda invites his friend Gouvernail to

spend a few weeks at the plantation, much to the annoyance of Mrs. Baroda, who was

looking forward to "a period of unbroken rest, now, and undisturbed tete-a-tete with her

husband" (68). Instead, she is forced to make ready the plantation for Gouvernail's

arrival. As soon as he arrives, Mrs. Baroda notes his puzzling nature. Instead of talking

and socializing, as Mrs. Baroda expects, Gouvernail likes to "sit upon the wide portico in

the shade of one of the big Corinthian pillars, smoking his cigar lazily and listening
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attentively to Gaston's experience as a sugar planter" (68). Despite his odd ways, Mrs.

Baroda "rather liked him when he first presented himself," and she "imposed her society

upon him," accompanying him on walks (68).

As Mrs. Baroda begins to realize that her puzzlement and agitation over

Gouvernail is due to her sexual and romantic attraction to him, she decides she must go to

New Orleans to have her spring gowns fitted in order to get away from a dangerous

situation. The night before she leaves, however, she sits on a bench with Gouvernail in

the dark and listens as he quotes what Robert C. Evans labels "the most erotic portions"

of Walt Whitman's "Song of Myself' (246). He "talked freely and intimately in a low,

hesitating drawl that was not unpleasant to hear" (72). As she listens to Gouvernail

speak, she is physically aroused by his presence, wanting "to reach out her hand in the

darkness and touch him with the sensitive tips of her fingers upon the face or the lips.

She wanted to draw close to him and whisper against his cheek—she did not care what—

as she might have done if she had not been a respectable woman" (72). Clearly, in Mrs.

Baroda's world, to act upon such impulses would be outside the realm of respectability

for a married woman. Her desire for Gouvernail is surely outside of this realm, as she

confirms when she decides not to tell her husband of her attraction to his friend. Indeed,

Mrs. Baroda is not only a respectable woman but also "a very sensible one; and she knew

there are some battles in life which a human being must fight alone" (72). Instead of

telling her husband all that has transpired, Mrs. Baroda leaves the next morning for New

Orleans.

Staying faithful to her husband and not even entertaining thoughts of infidelity

keep Mrs. Baroda within the realm of respectability in her society. However, the story
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ends with Mrs. Baroda's proposal the following summer to have Gouvernail out to visit

the plantation again, stating, "I have overcome everything! You will see. This time I

shall be very nice to him" (72). Her assertion that she will be "very nice" to Gouvernail

upon his return alludes to more than a simple relationship between hostess and guest, as

Chopin often uses the last lines of her stories to shock or surprise. "A Respectable

Woman" allows Chopin to deal "indirectly with topics she might not otherwise have been

able to discuss," topics like "the erotic yearnings of respectable white women" (Evans

247). Clearly, Mrs. Baroda has intentions for Gouvernail's second visit, intentions she is

not sharing with her husband and that are not within society's definition of respectability

for married women.

The issue of Vogue in which "A Respectable Woman" was published came out

near the beginning of the Lenten season, a time when women and men alike were

expected to cast off lavishness and indulgence for more spiritual concerns. The third

page of the February 15 issue shows a woman wearing a "smart gown to a slow whist

club," a gown that is more conservative than usual and labeled "a Lenten Sacrifice" (65).

The cover of the issue shows a woman gazing off into the distance with the caption,

"Adieu to the World, the Flesh, and the Devil. (To herself) I will meet them later, but it

must be sub rosa" (Figure 7). This parallels "A Respectable Woman" perfectly, as both

Mrs. Baroda and the woman on the cover decide to do what isn't respectable in secret

while maintaining the appearance of respectability. Clearly, the issue's cover sets out for

the readers of Vogue that a respectable woman must cast off desires of the world, the

flesh, and the devil for Lent, but mocks this respectability at the same time, admitting that

the casting off of desire is only for appearances. Through drawings and representations
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Figure 7—Cover of the February 15, 1894, issue of Vogue
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such as these, Vogue informs its readers of what is expected and what is respectable

during the Lenten season, yet simultaneously subverts this same respectability.

Like the cover of the February 15 issue of Vogue, many of the other drawings in

the same issue also send the message that sometimes society women break the rules and

aren't completely "respectable." For example, on page 68 of the issue—the same page

"A Respectable Woman" begins on—there are two cartoon drawings accompanied by

long captions (Figure 8). The first drawing is of an angry husband pointing a gun at his

wife, who is throwing her body over another man to protect him from the shot. Part of

the caption reads, "The clean, polished barrel of the pistol was pointed full at

Batiscombe. Leonora saw that, and saw that Marcantonio's eyes were fixed on her lover

and not on herself...Leonora threw her strong, lithe body upon Julius...without a sound,

without a cry, she fell upon her lover's breast. There she fell, there she died" (68). In

this melodramatic, comic scene, Leonora's act of saving her lover from the wrath of her

husband is given a mock-heroic and tragicomic quality. Through including drawings like

this, Vogue puts a melodramatic spin on the message that not all women are perfectly

respectable at all times. This cartoon even suggests that it may be praiseworthy to

sacrifice one's life for a lover, or at least the situation is worth a good chuckle. As

Leonora's fate suggests, Vogue states that there are often consequences for the woman

who treads too far across the borders of respectability.

In light of drawings like this one, Mrs. Baroda's decision to invite Gouvernail to

stay once again and to be "very nice" to him can be seen as taking a more progressive

stance in regard to women's respectability. While Vogue addresses respectability with a

melodramatic and tragicomic cartoon, Chopin allows Mrs. Baroda to calmly and quietly
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BOOK NOTES
	 A TWO-EDGED SWORD

" There stood her husband, not ten paces from her, with an expression in
his face that would have frozen the marrow in the bones of a wild beast.

" The clean, polished barrel of the pistol was pointed full at Batiscombe.
Lessors saw that, and saw that Alarcantonio's eyes were fixed on her lover
and not on herself, Batiscombe saw it all as well as she, one second later.
But that one second was enough.

" With a spring and a clutching turn, as a tigress will cover her young with
herself and turn Oaring on her pursuers, Leonora threw her strong, lithe
body upon Julius, forcing him back to his seat, and she turned and looked
Xlarcantonio in the face. The.- eyes met for one moment. But it was too
late, the finger had pulled the trigger and the ball sped true.

" Without a sound, without a cry, she fell upon her lover's breast. There
she fell, there she died."

Rs. Baroda was a little provoked to learn that her
husband expected his friend, Gouvernail, up to
spend a week or two on the plantation.

They had entertained a good deal during the winter ;
much of the time had also been passed in New Orleans in
various forms of mild dissipation. She was looking for-
ward to a period of unbroken rest, now, and undisturbed
tCte-a-tae with her husband, ,lien lie informed her that
Gouvernail was coming up to stay a week or two.

This was a man she had heard much of but never
seen. He had been her husband's college friend ; was now
a journalist, and in no sense a Society man or 4. a man

..about town," which were; perhaps, some of the reasons
she had never met hint. But site had unconscit usly formed
an image of him in her mind. She pictured him tall, slim,
cynical ; with eye-glasses, and his hands in his pockets ;
and site did not like him. Gouvernail was slim enough,
but lie wasn't very tall nor very cynical ; neither did he
wear eye-glasses nor carry his hands in his pockets. And
she rather liked hint When he first presented himself.

But why she liked him she could not explain satisfacto-
rily to herself when site partly attempted to do so. She
could discover in him none of those brilliant and promising
traits which Gaston, her husband, had often assured her
that he possessed. On the contrary, he sat rather mute and
receptive before her chatty eagerness to make him feel at
home, and in face of Gaston's frank and wordy hospitality.
His manner was as courteous toward her as the most exact-
ing woman could require ; but he made no direct appeal to
her approval or even esteem.

Once settled at the plantation he seemed to like to sit
upon the wide portico in the shade of one of the big
Corinthian pillars, smoking his cigar lazily and listening
attentively to Gaston's experience as a sugar planter.

‘4This is what I call, living," he would utter, with deep
satisfaction,- as the air that swept across the sugar field
caressed him with its warrn and scented velvety touch. It
pleased him also to get on familiar terms with the big dogs
t hat came about him, rubbing themselves sociably against his
legs. He did not care to fish, and displayed no eagerness
to go out and kill grosbecs when Gaston proposed doing so.

Gouvernail's personality puzzled Mrs. Baroda, but she
liked him. Indeed, he, was a lovable, inoffensive fellow,
After a few days, when she could understand him no bet-
ter than at first, site gave over being puzzled and remained
piqued. In this mood she left her husband and her guest,
for the most part, alone together. Then finding that Gou-
vernail took no manner of exception to her action, she

'imposed her society upon him, accompinyloeltiMAn
idle- strolls to the mill and Walks 'alone thi---hitture. She

=persistently sought to penetrate in,whichhe had
unconsciously enveloped- himself.' '

" When is he going—your friend ?" she one day asked
her husband. " For my part, he tires me frightfully."

" Not for a week yet, dear. I can't understand ; he
gives you no trouble."

" No. I should like him better if he did ; if he were
more like others, and I had to plan somewhat for his com-
fort and enjoyment."

Gaston took his wife's pretty face between his hands and
looked tenderly and laughingly into her troubled eyes.
They were making a bit of toilet sociably together in Mrs.
Baroda's dainty dressing-room.

" That was a very good poem of yours in the Sunday
s a id the editor to the salaried man." It shouldpaper,	 a	 .

he counted to your credit.-
" Well,- said the salaried man, " I would rather it were

credited to iny account."

A RESPECTABLE WOMAN

(Aikzestin) ayear

" I know it's .-it's a monstrous unpleasant piece of—I mean it's an awkward
thing to do hut I hope you /me me, lady Cicely, eh a little

Her head hung down, and a very scalding tear oozed out and trickled down
her chrek.

A faint—a very faint sound issued from her lips—'twas " Yes." Oh, poor
La Iv Cecilia'

Ten Thousand a Year,
Samuel Warren.

GS

Figure 8—"A Respectable Woman," Vogue, February 15, 1894



44

decide to commit adultery with Gouvernail without her husband's knowledge. In fact,

Chopin's story states that being respectable according to society is important mainly for

appearances and may be impossible when romantic and sexual attraction are involved.

Where Vogue limits adulterous women to tragicomic death, Chopin gives Mrs. Baroda

the power to do as she wishes, free from punishment or chastisement, even if her choices

aren't what society deems "respectable." Instead of making adulterous women into the

butt of jokes, as Vogue does, Chopin allows Mrs. Baroda to be daring, fulfilled, and free,

virtually setting out a new kind of respectable woman who goes after her own desires.

With "A Respectable Woman," Chopin turns Vogue's melodrama into a nonjudgmental

assertion of sexual independence.
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Chapter Two—Longing for Passion: Loveless Marriage in "The Dream of an Hour" and

"Her Letters"

On December 6, 1894, just ten months after "A Respectable Woman," Chopin

published the story "The Dream of an Hour" in Vogue. This brief sketch that details one

hour in the life of Louise Mallard as she hears of her husband's supposed death in a

railroad disaster is widely known today under the title "The Story of an Hour." It is

distinctive from other stories like "The Father of Desiree's Baby" and "A Respectable

Woman" in that it is not set in rural Louisiana, but in the city. It also more overtly

explores the previously subtle themes of female freedom and self-fulfillment within

marriage that are suggested in earlier stories such as "The Father of Desiree's Baby," "A

Lady of Bayou St. John," and "A Respectable Woman." In this story, Chopin "for the

first time openly confronts the problems of marriage" and shows that "a loveless or

oppressive marriage is unethical" (Evans 274), choices that mark a noticeable departure

from her earlier, more conventional or subtle tales.

Because of the story's focus on marriage combined with an urban setting, Mrs.

Mallard is perhaps more like the readers of Vogue than any of Chopin's female characters

in her previous stories within the magazine. Emily Toth suggests that Chopin used "The

Dream of an Hour" to retell the story of her mother Eliza O'Flaherty, whose husband

(Chopin's father) Thomas O'Flaherty was killed in a railroad accident in 1855 (Kate

Chopin Thinks Back 21). If Toth is correct, Mrs. Mallard was a lot like the readers of

Vogue: a married but discontented woman of some means living in the city with her

husband and family. Because of these similarities, Vogue's readers most likely felt even
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more of a connection to and an empathy with Mrs. Mallard than they did with other

women characters such as Desiree and Mrs. Baroda.

While "The Dream of an Hour" does not give many specifics to identify Mrs.

Mallard as a society woman like the readers of Vogue, it is clear that she and her husband

own their own home. She has her own room to which she retreats, and in it a

"comfortable, roomy arm-chair" with a cushion (360). Also, her husband easily affords

traveling by train. The same issue of Vogue that contains "The Dream of an Hour" also

displays advertisements for railroad travel, informing Vogue readers that "you can leave

Grand Central Station, the very centre of the city, for Chicago, St. Louis, and Cincinnati,

in a magnificently equipped train, via the New York Central, The Great Four-track Trunk

Line" (xi). Advertisements like these suggest that Vogue's readers and their husbands

traveled by train, just as Mr. Mallard does in the story. The Mallards clearly are in a

similar economic and social situation as many of the readers of Vogue.

The story begins as Mrs. Mallard hears of her husband's death from her sister

Josephine and her husband's friend Richards. She "wept at once, with sudden, wild

abandonment, in her sister's arms" (360). However, after this expected initial response,

Louise retires to her room, finding that "there was something coming to her and she was

waiting for it, fearfully. What was it? She did not know; it was too subtle and elusive to

name" (360). As she sits in her armchair contemplating the "new spring life" that is

teeming outside her open window, she begins to realize that this something she sees

coming to her is the freedom of her life without her husband. She envisions "a long

procession of years to come that would belong to her absolutely," and she opens her arms

in welcome to the idea of her single life (360). She also realizes with joy that, without
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her husband, "there would be no powerful will bending hers in that blind persistence with

which men and women believe they have a right to impose a private will upon a fellow.

creature" (360). Louise realizes that she did love her husband, but she also knows that

love counts for nothing "in face of this possession of self-assertion which she suddenly

recognized as the strongest impulse of her being" (360). It is likely that Mrs. Mallard

lives within the kind of marriage that many of the readers of Vogue lived within:

marriages filled with love, but also with powerful male wills bending and shaping the

desires and actions of wives, stealing away their freedom and any chance for complete

self-fulfillment. In the moment of this realization of freedom, Louise comes face to face

with an opportunity not many women had in late-nineteenth-century America. She is free

to live for herself and to fulfill her own needs, wants, and desires with no husband or

family to worry about first.

In light of the general tone of Vogue magazine, "The Dream of an Hour" is

perhaps one of Chopin's most progressive and subversive stories. Even though Vogue at

times sends a progressive message to its readers about the opportunities and

responsibilities of women in society, it consistently reverts to upholding traditional

expectations for women. Instead of encouraging its readers to find true happiness and

self-fulfillment in life, Vogue exhorts women always to present themselves to the world

as proper ladies and society women, a more traditional exhortation than Chopin gives

through stories like "The Dream of an Hour." For example, the December 6, 1894, issue

contains a column entitled "How To Be Beautiful," which gives women tips for "making

up" the face with rouge and powders. The columnist is careful to warn that 'making

up,' except when it is done in a very discreet and thoroughly artistic fashion, stamps the
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most honest woman at least as 'fast,' and this ought certainly to be sufficient to deter the

fair sex from indulgence in so unladylike a practice" (370). This column encourages

Vogue's readers to fit themselves into an expected mold of respectability for women.

They must follow society's rules and "make up" their faces, but not in excess, to prevent

being considered "fast" by society.

The advertisements throughout the December 6 issue are for the same types of

products advertised in other issues of Vogue: facial and toilet soaps, corsets, fine china,

solid silver household items, books, and handkerchiefs. Like the information in "How To

Be Beautiful" that teaches women how to "make up" a face properly, all of the

advertisements for these items encourage women to fit themselves, their images, and their

lifestyles within a predetermined mold for a society woman, wife, and mother. Mrs.

Mallard's sensation that she is "free! Body and soul free!" without her husband is

nowhere to be found in the surrounding pages of Vogue; in fact, much of Vogue sends the

opposite message: that to be complete, women must conform to what society expects of

the feminine.

One of the themes in the December 6, 1894, issue of Vogue is the praiseworthy

nature of "smart women": women who act and dress smartly in all aspects and stages of

their lives. In a column entitled "Smart Women of England and America," the author (a

"traveled American woman") delineates the differences between smart women in

England and those in America. She notes that an English smart woman has a "respect for

her own individuality" and also a "commendable pride in any especial talent she may

possess," but that American smart women "give themselves up to the aims of fashion and

pleasure, and are satisfied to resemble one another as closely as peas in a pod" (364).
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Mrs. Mallard perhaps would have fit in better with the smart women of England who

value individuality and take pride in their unique talents. However, Louise lives in

America, where social routine for women "is to them an adored treadmill, which they

enter in youth and reluctantly depart from in old age" (365). Clearly, the writer of this

column saw a deficiency in the tendencies of American society women to automatically

conform to what was considered acceptable, as she comments negatively on the

"conservative uniform limitations these women force upon themselves" (365). Through

pointing out the negative effects of conformity in American society women and

championing the English women who value individual talents and personalities, this

column supports the notion that tradition often suffocates women's need for freedom and

self-fulfillment. Chopin pushes this critique of conformity significantly further in "The

Dream of an Hour." Whereas the writer of "Smart Women in England and America"

jokingly mocks American society women for their tendency to conform, Chopin suggests

that true female selfhood and true freedom might be possible only apart from husbands.

Vogue's mildly progressive stance in this column becomes genuinely radical through

Chopin's story.

The ending of "The Dream of an Hour" most clearly demonstrates Chopin's

overtly subversive commentary on the suppressive nature of marriage in late nineteenth-

century society. As Mrs. Mallard rises out of the chair and opens the door to her sister,

there is a "feverish triumph in her eyes, and she carried herself unwittingly like a goddess

of Victory" (360). Louise's sense of triumph is a result of the liberation from the will of

her husband she anticipates in her future. However, as she descends the staircase, her

husband opens the front door and enters the house, oblivious to the train accident and the
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reports of his death. Because Mrs. Mallard is "afflicted with a heart trouble," Richards

attempts to shield Mr. Mallard from her view, but the story ends with the statement that

"Richards was too late. When the doctors came they said she had died of heart disease—

of joy that kills" (360). Mrs. Mallard's heart fails in the end, of course, not because of

her overwhelming happiness at seeing her husband alive, as the doctors suggest, but,

ironically, from the squelching of the joy and freedom she felt in the knowledge of his

death in the preceding hour. Mary E. Papke suggests that "what murdered her was,

indeed, a monstrous joy, the birth of individual self, and the erasure of that joy when her

husband and, necessarily, her old self returned" (134). Louise cannot continue to live,

having experienced a new selfhood and tasted life without the drudgery of living for and

serving her husband above herself. Through Louise's death, Chopin makes the daring

statement that both marriage and conforming to society's expectations are restrictive and

damaging. While a hint of women's need for independence can be drawn from the

surrounding pages of Vogue, Chopin takes the magazine's subtly progressive stance in

regard to the freedom of wives and women and makes a bolder, more subversive

statement with "The Dream of an Hour."

One month after the publication of "The Dream of an Hour," on January 17, 1895,

Chopin published her next story in Vogue, "The Kiss," a brief sketch detailing the

courtship of young Nathalie and Brantain. In the story, Nathalie wants to marry Brantain

because he is "enormously rich; and she liked and required the entourage which wealth

could give her" (37). However, just as Brantain is coming close to proposing, Harvy

enters Nathalie's home and plants a kiss on her lips, not knowing that Brantain is sitting
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in the shadows, watching. Luckily for Nathalie, she is able to convince Brantain that she

and Harvy are only close, intimate friends. At the couple's wedding, Harvy refuses to

kiss Nathalie, stating that "I've stopped kissing women; it's dangerous" (37). The story

closes as Nathalie realizes that she "had Brantain and his million left. A person can't

have everything in this world; and it was a little unreasonable of her to expect it" (37).

This story continues to bring to the forefront themes of female happiness and self-

fulfillment in life and in marriage. Nathalie is clearly the orchestrator of her own destiny

and happiness; she is a "chess player who, by the clever handling of his pieces, sees the

game taking the course intended" (37). However, in the end, she cannot have both

passionate love and unlimited riches in her marriage; she must choose between the two, a

choice some readers of Vogue may have been faced with, as well.

Following "The Kiss," Chopin published the story "Her Letters" in two

installments in the April 11 and 18 issues of Vogue. This story focuses on an unnamed

high-society man and woman living in the city; it opens as the woman sits at her writing

desk in front of a fire in her "luxurious apartment" (228). Buried within her desk is a

packet of love letters exchanged years ago with a lover, and she contemplates whether to

burn them in the fire or to preserve them to read again in the future. "Her Letters" is

Chopin's first story "to deal explicitly with unfaithfulness, and it is her first to present an

unapologetic adulteress" (Evans 121). For this unfaithful woman, the letters are her only

link to a time in her life that was filled with true happiness and "untempered passion"

(228). Her sexual longing is palpable as she places one of the letters in her mouth and

tears off the corner with her teeth. These letters "had sustained her, she believed, and

kept her spirit from perishing utterly" (228). The reality of the woman's life is that she is
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married to a man who loves her deeply: "every line of his face—no longer young—spoke

loyalty and honesty, and his eyes were as faithful as a dog's and as loving" (229).

However, the woman looks on her husband only as "one, above all, who was near to her,

and whose tenderness and years of devotion had made him, in a manner, dear to her"

(228). She does not feel the passion for her husband that she once did for the lover of her

letters, and she remembers the time when she penned the letters as an "intoxicating dream

of the days when she felt she had lived" (229). The marriage of the wife in "Her Letters"

is similar to that of Louise Mallard in "The Dream of an Hour" and perhaps to that of

many readers of Vogue as well—a marriage where man loves woman, but woman feels

her passion, will, and freedom stifled.

One way in which the freedom of women was being encouraged instead of stifled

in late nineteenth-century America was through the availability and acceptance of the

bicycle as a mode of transportation for women. The April 11 issue of Vogue in which

part of "Her Letters" appears contains a noticeable number of advertisements for the

bicycle and bicycle attire. The third page of the issue displays a large ad for Victoria

Bicycles, claiming that "beauty is but skin deep, but when combined with strength and

lightness in a Victoria Bicycle it is certainly worthy of consideration" (iv) (Figure 9).

Victoria Bicycles also offer women a "Tilting Saddle [that] makes mounting as easy for

women as for men" (iv). Two pages later, two more bicycle ads are displayed, one for

Crescent Bicycles and the other for the Luey Cycle Habit, which "suits the wheel and

becomes the rider" at the same time (vi) (Figure 10). Toward the end of the issue, the

Duplex Bicycle Skirt is advertised as "not a divided skirt, but a perfect combination of

skirt and trousers, forming the acme of comfort, grace, safety, and modesty; it hangs like
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Figure 9—Advertisement for Victoria Bicycles, Vogue, April 11, 1895
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an ordinary skirt and there is nothing in its appearance to excite either curiosity or

comment" (ix). The same page also reveals an ad for Rambler Bicycles, which advertises

tandem as well as one-person bicycles (ix). What is noticeable about these ads for

bicycles and bicycle uniforms is what they say to Vogue's readers about women,

freedom, and mobility. Through the magazine's advertisements, the bicycle is seen as an

attractive and necessary possession for society women that provides them freedom and

movement which was not so readily available in decades past. However, advertisements

for riding wear such as the Duplex Bicycle Skirt send the message that even though

society allowed women freedom to move about with a bicycle, they still had to maintain

the modest and graceful image of femininity that Vogue and society required, once again

bringing the conflict between the traditional and the progressive to the forefront of

Vogue's pages.

In contrast to the tension between freedom and respectability found in much of

Vogue, "Her Letters" boldly comments on the difficult place in which women had to

exist, balancing their personal needs and desires for freedom with what society expected

and demanded of them. Robert C. Evans paraphrases Barbara Ewell, commenting that in

this story "inner personality is hidden or warped by social pressures...the story shows the

costs of lacking freedom" (122). Like many of Chopin's other stories, "Her Letters"

explores the female desire for freedom at a deeper, more intimate level than Vogue

typically went. It is this authentic freedom that the woman in "Her Letters" lacks that

Chopin encourages the readers of Vogue to find and hold on to.

At the end of the first section of "Her Letters," the woman decides not to destroy

the letters, but to leave them in her writing desk with the message: "I leave this package
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to the care of my husband. With perfect faith in his loyalty and his love, I ask him to

destroy it unopened" (229). Section two of the story then shifts the focus from the view

of the wife to that of the husband, beginning as he finds the packet of letters one year

later in his wife's desk after she has passed away. The man debates with himself whether

to abide by his wife's request or to open the letters, remembering her as "cold and

passionless, but true, and watchful of his comfort and happiness" (229). His wife gave

him no indication throughout her life that she was unhappy or discontented in her

marriage. The first installment of the story ends midway through section two, just as the

husband decides to take the packet of letters, tie it to a heavy bronze paperweight, and go

out to the river. The editors cut the story off just as the man reaches the river, and readers

do not know what will happen there.

Chopin's dark story strongly contrasts with the light tone of much of the April 11

issue of Vogue. The issue begins with one page detailing what was happening in society:

engagements, weddings, dinners, dances, and charitable entertainments. On the same

page, the editors answer some letters from correspondents, including one giving advice

for what is appropriate at a June wedding. The issue's opening column discusses the

struggle that women with newly acquired money, or the "nouveaux riches," go through to

fit in with the established social order. The column also claims that this particular issue

of Vogue is "almost wholly devoted to fashions—fashions, however, that in their

admirable presentation and varied subject, are intensely interesting in themselves and

particularly to Vogue's readers" (226). The editors boast that "more than one hundred

available designs are given in this number" (226). This issue in particular reflects the
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change in orientation that Vogue began to go through a few years after it began. More

and more, Vogue focused mainly on fashion and clothing.

Of the issue's 35 pages (fifteen of which are advertisements), thirteen contain

some type of fashion drawing or fashion plate (Figure 11). Even on the same pages as

the magazine's regular columns, "Views By Her," "As Seen By Him," and "What She

Wears," there are fashion drawings and captions woven throughout the text. Chopin's

story, too, is accompanied by drawings of women in petticoats "preparing for the ball"

(229) and by drawings of women's feet and legs displaying "fashionable foot covering—

hosiery, slippers, and ties" (230) (Figures 12-13). The inter-weaving of fashion drawings

with fiction and other columns sends a conflicting message to readers, especially

alongside a story like "Her Letters." As women read about the wife and her passionate

yet forbidden love affair, they are face-to-face with fashion drawings of women dressing

and putting on hosiery, conforming to society's requirements. Chopin's theme of the

ability of women to experience true freedom and happiness seems to be in conflict with

the overall theme of Vogue, especially in this particular issue. "Her Letters" addresses

the serious consequences of marriages that repress freedom, love, and fulfillment for

women, but the surrounding pages of the magazine present a happy-go-lucky portrait of

women as concerned only with shopping and the latest fashions.

As "Her Letters" picks up again in the April 18 issue, readers are given no

summary of the first half of the story, but are simply dropped into the action exactly

where the editors left off a week before. Standing at the river, the man proceeds to throw

the packet of letters into the water in front of him, never knowing what secrets their

contents hold. This act prevents the man from returning to his normal life; he is driven
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bundle in a thick sheet of white polished pa-
per. Then she wrote in ink upon the back
of it, in large, firm characters.:

" I leave this package to the care of my
husband. With perfect faith in his loyalty
and his love, I ask him to destroy it un-
opened."

It was not sealed only a bit of string held
the wrapper, which she could remove and re-
place at will whesennzAwknortmearambadsen

,AitelValfnviitfiNIRtfelvshooltact-diverir-,

If he had come upon that bundle of letters
in the first flush of his poignant sorrov?there
would not have been an instant's hesitancy.

VOGUE
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This man had changed the water in her To destroy it promptly and
veins to wine, whose taste had brought deliriunt without question would have
to both of them. It was all one and past now,
save for these letters that she held encircled in
her arms. She stayed breathing softly and
contentedly, with the hectic cheek resting up-
on them.	 •

She was thinking ; thinking of a way to
keep them without possible ultimate injury to
that other one whom they would stab more
cruelly than keen knife blades.

At last she found the way. It was a way
that frightened and bewildered her to think of
at first, but she had reached it by deduction
too sure to admit of doubt. She meant, of
course, to destroy them herself before the end
came. But how does the end come and when?
Who may trell ? She would guard against the
possibility of accident by leaving them in
charge of the very one who, above all, should
be spared a knowledge of their contents.

She roused herself from the stupor of
thought and gathered the scattered letters
once more together, binding them again with
the rough ts4inc. She wrapped the compact

seemed a welcome expression
of devotion—a way of reach-
ing her, of cryingouthisiove
so-her-while the--'wood'ii-ar
stiff Idled widvilte illittrizin "Of '
Iret-Wielfee,-- But months
had passed since that spring
day when they had found
her stretched upon the. floor,
clutching the key of her writ-
ing desk, which she appeared
to have been attempting to
reach when death overtook
her.

The day was much like
that day a year ago when the
leaves were falling and the
rain pouring steadily from a
leaden sky which held no
gleam, no promise. He had
happened accidentally upon
the package in that remote 4
nook of her desk. And just
as the herself had done
year ago, Ise •earried it to the
table and, laid it down there,
standing, staring with puzzled
eyes at the Message which
confronted him

" I leave this package to
the care  of my husband.
With perfect faith in his loy-
alty and his love, I ask him
to destroy it unopened."

She, had made no mistake ;
vneyerrvdinit.iiit

--'4e6ge*-760"r-1-wPoke4oritY°
nenitAaone4y„NniAkier,tey.w.
45,sWaan4444:41n,wenledoep

sassislotrimk .He was a tall, powerful.
man, standing there in the firelight, with

'shoulders that stooped a little, and hair that
was growing somewhat thin and gray, and a
face that was distinguished, and must have
been handsome when he smiled. But lie was
slow. "Destroy it unopened,' he re-read,
half aloud, "hut why unopened ?"

He took the package again in his hands,
and turning it about and feeling it, discovered
that it was composed of many letters tightly
packed together.

So here were -letters which she svgs asking
hint to destroy unopened. She had never
seemed in her lifetime to have had a secret
from him. littAtgjwfthaveAvecn:.cold,
and,passinnlessAnstArde7ntitrfaitchfill'Orlii-S-`

,petrenfostornalohivisappinctsz,,,Might he not be
holding in his hands the secret of sonic other
one, which had been confided to her and which
4k had promised to guard ? But, no, she
would have indicated the fact by some ad-
ditional word or line. The secret was her
own, something contained in these letters,
and she wanted it to die with her.

If he could have thought of her as on some
distant shadowy shore waiting for him
throughout the years with -outstretched hands
to come and join her again, he would not
have hesitated. With hopeful confidence he
would have thought ," in that blessed meeting-
time, soul to soul, she will tell me- all till
then I . can wait and trust." But he could not
think of her in any far-off - - paradise awaiting
him. He felt that there was no smallest part
of her anywhere in the universe, more than
there had been before she was born into the
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world. But she had embodied herself with
terrible significance in an intangible wish,
uttered when life still coursed through her
veins ; knowing that it would reach him when
the annihilation of death was between them,
but uttered with all confidence in its power
and potency. He was moved by the splendid
daring, the magnificence of the act,-which at
the same time exalted him and lifted him
above the head' of common mortals 	 .

What secret save- one could a woman
choose to have die with her ? 'As quickly as
the suggestion came to his mind, so swiftly did

sitgp„.int*-0'
nieces cramp ' about the Jack-

age in his hands, and Ile sank WO a chair he,
side the table. The agonizing suspicion that
perhaps another had shared with him her
thoughts, her affections, her life, deprived him
for a swift instant of honor and reason, : He
thrust the end of his strong thumb beneath the
string which, with a single turn would,;have
yielded—" with perfect faith -in your loyalty
and your love." It was not the written chat1:-
asters addressing themselves to the eye ; it was
like a voice speaking to his Stmt. With
tremor of anguish he bowed his head down
upon the letters.

He had once seen a clairvoyant hold a.
ter to his forehead and purport in so "doing to
discover its contents. He wondered for.awild
moment if such a gift, for force of wishing it,
might' not come to him. But he was:pnlr;
conscious of the smooth surface of the paper,•
cold against his brow;
Bler$1/4,
*own: s.ilke.Ak

Figure 12—Text of "Her Letters" with "Preparing for the Ball" drawings, Vogue, April

11, 1895



A half-hour
passed before he

-lifted his head.
An unspeakable
conflict had raged
within hin t„ but
iiitEViiitiOiallii.

,10i,e, ,--trad,-,t-oif,••-•
.Tuered. His face
was pale and
deep-tined with
suffering, but
there teas no more
hesitancy to he
seen there.

He did not for

	

a moment think	 •,ce page qi..

of casting the
thick package into the Names to be licked
by die fiery tongues, and charred and half-re-
vealed to his eyes. That was not what she
meant. lie arose, and taking a heavy bronze
paper-weight from the table, bound it securely
o the package, lie walked tit the window
11.1 looked out lots, the street below. Dark-

ness had COMC, and it was still raining. He
could - hear the rain dashing against the win-
door-FMCS, and could see it falling through
the dull yellow rim of light cast by the
lighted street lamp.

Ile prepared himself to go nut, and when
quite ready to leave the house thrust the
weighted package into the deep pocket of his
top-coat.

He did not hurry along flit street as most
people were doing at that hour, but walked
with a- long, slow, deliberate step, not seeming
to mind the penetrating chill and rain driving
into his face despite the shelter of his umbrella.

His dwelling seas not far removed from the
business section of the city . ; and it was not a
great while before he found himself at the en-
trance of the bridge that spanned the river—
the deep, broad, swift, black river dividing
two States. He walked on and out to the very
Centre of the structure. The wind was blow-
ing fiercely and keenly. The darkness where
he stood sets impenetrable. The thousands
of lights in the city lie had left scented like all
the stars of heaven massed together, sinking
into some distant mysterious Itoritan, leaving
him alone in a black, boundless universe.

4	 IT,. b.- conclu4r4 in Vogne.4 is April
4

VOCU'i

o -' VIEWS BI HER r
(.40":	 4.2

THIS BEING PRE-ENIINENTLY A CLOTHES I,k,VE
OE VOGUE, " HER CONTRIBUTES A STORNI
NOTE ON TtiE SUBJECT-L A FEMININE SIR
RALEIGH.

Ost conventions of seamen come around
sooner or later to a discussion of vehm

veessedireiwornen. • Various  semi-masculine and 
Wholly disfiguring garments are front time to

"time exploited, but so far little progress has
apparently been made in Inducing women to
adopt a storm uniform. The streets; cars,
and shops of the metropolis continue to present -
tile same procession of bedraggled figures as -
of old.
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I have set`t . c-if upon i
costume which beside being storm proof has
the added merit of becomingness. I brave all
kinds id— weather in it, and have found the
costume equal to all city emergencies.

tl1e women of the middle and lower
classes I do not take a shabby gown, all frayed
as to binding and facing, for rainy-day wear.
I buy a gown , for the-purpose: brown or blue
storm serge is an excellent investment.

At present I have a brown serge Skirt,
made plain, and moderately full, but without
either haircloth lining or steels. It is lined
throughout and faced with stiff cloth to
the depth of four inches. There is velve-
teen binding on the edge. With this I
wear a fancy silk bodice, because just at
present they are fashidnable. At other sea-
sons, I have had the bodice made of-the serge,
but it invariably opens over a fancy ,silk
vest.. I-ft particulat to have a bit of gay
color aboaNhe bodice. Rainy days are un-
becoining enough without adding to their
ugly effect on us by appearing in unrelieved,

FASHIONABLE FOOT COVERING—SOSEERY, SLIPPER,: MID TIEt,

pm,- lit.:

‘• grubby" colors. To return to the costume
a In-oath:huh double cape in brown, reaching
to the waiv, lined, with changeable red silk
and• trimmed with three rows of narrow black
moire ribhiln,,makes a pretty and becoming
ivrae, and Ond'which has so far 'successfully
witlAtotid: the rain heats and snow flakes of
thren 'seasonS,a‘nd which bids fair to last for
sfvfal,yearS •Ionter. • A small hat—not bon-
iS4t-iitiintmed r;:v.iith, ribbon and :stiff' wings

il.idnyefiree • ostrich feathers corn-
eOutside cosame.

t -importaflt item is the petticoat.
at to be generously exhibited, it ought

always)rilhe best of order. Mine
quality of black satin, sti-ipeilq

ylvprtof bands of light gray at intervals
it • "two gathered ruffles finish

the. ticdto. -Thede ruffles should not be full.
lined, but faced with stiff

el/St10.0' tq'jl'eliWsuf 'feint- inches. The bind-
ing is of -1.,�1.-tehri. The skirt clears the •
ground by two Arid pun-half inches. When
walking throne; mddely.streets I gather the
serge skirt in one hand and bring it up several
inches above the ruffle* of . the petticoat. -It -
thus escapes all contact With the dirty. streets.

, Personally I detest 'Mackintoshes, and the
costume here described-has -for five years
served my purpose most admirably these travel-

sac

Figure 13—Text of "Her Letters" with "Fashionable Foot Covering" drawings, Vogue,

April 11, 1895
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insane by the knowledge that his wife had a secret she wished him not to know,

speculating that she was having an affair. He questions his friends—both male and

female—trying in vain to unearth any clue to his wife's secret. He discovers that "one

had admired her intellect; another her accomplishments; a third had thought her beautiful

before disease claimed her" (248). Despite his efforts, his search for knowledge of her

lover is fruitless. "Her Letters" illustrates "the self-destructiveness of the male impulse to

own women" as it moves toward its bleak climax (Evans 121). As the story ends, the

husband returns to the river and jumps into the rushing water to "seek her, and to join her

and her secret thought in the immeasurable rest" (248). Like Desiree, Mrs. Mallard, and

Edna Pontellier in The Awakening, the man in "Her Letters" finds the reality of life too

daunting to remain among the living. One critic suggests that the husband's suicide

"results not from regret for having treated her badly but from having lost his sense of her

as his possession" (Evans 121). Ironically, just as his wife could no longer live in their

restrictive and loveless marriage, the husband can no longer live in a world where his

wife's existence seems to be beyond his grasp.

In stark contrast to the bleak and sobering ending of "Her Letters" is the other

work of short fiction included in the April 18 issue of Vogue. Entitled "A Chaperon at

West Point" and written by Anna Pierpont Siviter, the story recounts the memories of

Mrs. Defrees, an older woman, from her days as a chaperon of a young girl visiting West

Point. The story focuses on Mrs. Defrees's humorous inability to comprehend the

distinct language of the young men at the school. When the students tell her that a fellow

student was "busted last week, and skinned the week before," Mrs. Defrees wonders what

in the world they could mean (249). She soon learns, however, that "he was 'busted,' in
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cadet language, when he lost his sergeant's chevrons for some violation of the rules. He

had been 'skinned,' but the skinning was not so painful a process as the name implies, for

it simply meant that he had received a demerit" (249). The tone of the story is light-

hearted and humorous, and Mrs. Defrees relates other tales of life at West Point to her

friends.

"A Chaperon at West Point" is a very different story from Chopin's "Her Letters."

Not only does "Her Letters" comment seriously about loveless marriage and the tendency

for husbands to need to control their wives, it enables Vogue's readers to relate to the

characters and perhaps trace themes from the story into their own lives. "A Chaperon at

West Point," in contrast, serves only to entertain readers with caricatures of Mrs. Defrees

and the students at West Point and their struggles to understand one another. It is a

playful and harmless story, and thus its placement alongside "Her Letters" highlights how

Chopin's magazine fiction transcended the conventions of the form.
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Chapter Three—Glimpsing Despair: Women's Unfulfillment in "A Pair of Silk

Stockings" and "An Egyptian Cigarette"

After "Her Letters," Chopin published two more stories in Vogue in 1895, "Two

Summers and Two Souls" (August 8, 1895) and "The Unexpected" (September 9, 1895).

In 1896, Chopin published only one Vogue story, "The Recovery," in the May 21, 1896,

issue. Eighteen-ninety-seven saw the publication of three more of her stories in Vogue:

"The Blind Man" (May 13, 1897), "A Pair of Silk Stockings" (September 16, 1897), and

"Suzette" (October 21, 1897). Of these stories published between 1895 and 1897, all but

one would appear in Chopin's third collection of stories, A Vocation and a Voice, which

remained unpublished until 1991. Way and Williams publishing company originally

accepted A Vocation and a Voice for publication along with The Awakening.

Unfortunately, Way and Williams went out of business shortly after accepting Chopin's

two books, and its publishing contracts were transferred to Herbert S. Stone & Company

in Chicago (Walker 117). Herbert S. Stone published The Awakening in 1899, but in

February of 1900, the company informed Chopin that it would not be publishing A

Vocation and a Voice after all.

Critics and scholars speculate as to Stone's reason for canceling the publication of

A Vocation and a Voice. Chopin gives no clue in her manuscript account books, simply

noting the transfer of the collection to H.S. Stone in November of 1898, then marking an

"R—" in February of 1900 for "returned" (Toth and Seyersted 138). Nancy Walker

suggests that "the negative publicity that The Awakening attracted within a few months of

its publication could have made a publisher wary of offering to the public another volume
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by its author, especially a collection that included some of Chopin's most daring stories

to date" (117). The subversive nature of most of the stories in A Vocation and a Voice,

along with their subtle feminist commentary and representations of women who

challenged the norms of society, may have been too progressive for the time, especially

in the wake of the negative response to The Awakening. Emily Toth suggests that

Herbert S. Stone & Company "was cutting back on its list, and not necessarily making a

judgment on Kate Chopin's writing" (Kate Chopin 373). Whatever the reason for A

Vocation and a Voice's cancellation, Chopin did not try to find another publisher for the

collection, although she did continue to send some of the stories to various periodicals for

publication. Walker notes that "the editors at Vogue continued to be receptive to her

work," with ten of the stories from A Vocation and a Voice published in Vogue overall

(139).

It is interesting that the stories in A Vocation and a Voice that were too subversive

or shocking for their publication elsewhere found a place in Vogue magazine. Sara

deSaussure Davis claims that "it seems unlikely that Chopin could have written The

Awakening without first having written the majority of the Vocation stories," which

brought to readers' attention the themes of authentic identity and meaningful selfhood in

the female experience (199). The stories for A Vocation and a Voice were departures

from the local-color sketches in Bayou Folk and A Night in Acadie, and Walker notices

that they "tend to be removed from such social contexts. Ideas take precedence over

character and place, and because the stories could be set anywhere, they take on a

universality that accords with their philosophical messages" (146). DeSaussure Davis

concurs with Walker that Chopin's new stories had a more universal application not so
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obvious in her earlier fiction, offering "a new sense of the direction of Chopin's writing

style as she began to shift from Bayou myth toward a more universal one" (199). Emily

Toth notes how in many of her later Vogue stories "Chopin was taking a much somberer

view of life. Youth was prey to illusions, she suggested, and love did not last if health

and beauty were gone" (Kate Chopin 281). The stories published between 1895 and

1897 in Vogue are good examples of the way Chopin's focus shifted from character and

setting to the themes Toth points to: women's search for happiness, meaningful identity,

true love, and self-fulfillment.

"Two Summers and Two Souls," one of the Vocation stories to be published in

Vogue, is the tale of two young lovers. The girl in the story longs for a love that "meant

something different—powerful, overwhelming" (84) and does not feel that kind of love

for the boy who is after her heart. Because of this, she sends him away to the city, only

to write to him a year later, telling him that she does indeed love him. Receiving this

letter, the boy thinks of her "without emotion and without regret," but he returns to her

side anyway, "as he would have gone unflinchingly to meet the business obligation that

he knew would leave him bankrupt" (84). The ending of "Two Summers and Two

Souls" illustrates a bleak view of love, suggesting that often true love does not exist for

men or women.

"The Unexpected" is a similar tale of young love between the characters Randall

and Dorothea. In the story, Randall becomes ill and returns to his lover Dorothea

weakened, withered, and dying. Dorothea's love crumbles when she sees Randall

transformed: "at the sight and the touch of him something within her seemed to be

shuddering, shrinking, shriveling together, losing all semblance of what had been. She
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felt as if it was her heart; but it was only her love" (180). Dorothea's love in "The

Unexpected" is limited to love of the physical and of appearances, and she refuses to

marry Randall in his sickly state. Interestingly enough, Dorothea flees from the dying

Randall on a bicycle: "Dorothea had changed her house gown, had mounted her 'wheel,'

and was fleeing as if Death himself pursued her" (180-1). She rides the bicycle into the

country, eventually crying out: "not for all his thousands! Never, never! not for millions"

(181). As Gruber Garvey points out, "bicycling allows Dorothea to escape duty and self-

sacrifice, as well as strictly material considerations...it allows a woman not only the

right...but also the wordless power to move beyond duty and affirm her physicality"

(130). Chopin cleverly uses the bicycle to comment on Dorothea's ability to escape, and

perhaps find happiness and fulfillment. Both "The Unexpected" and "Two Summers and

Two Souls" challenge traditional notions of sentimental love and romance and paint

fairly progressive pictures of women.

"The Recovery" and "The Blind Man" both include characters who are blind, and

"The Recovery" again comments on the falseness of idealized love. The woman in the

story, Jane, lost her sight fifteen years earlier. Now, as the story begins, she opens her

eyes for the first time with her sight miraculously restored. Shocked by her aged

appearance in the mirror, she cannot bring herself to rejoice in her sight or to finally

agree to marry her fiancé who has patiently waited by her side for years. She thinks to

herself that "the blessed light had given her back the world, life, love; but it had robbed

her of her illusions; it had stolen away her youth" (355). For yet another Chopin heroine,

the promise of love falls short in the search for happiness and fulfillment.
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"The Blind Man" is a short sketch about one afternoon in the life of a blind man

as he wanders through the city, attempting to sell lead pencils to make his living.

Chopin's character is a "stupid" man, often getting in the way of the wealthy people

around him. The story ends with a twist, as a man the reader thinks could be the blind

man is hit and killed by an electric car on the road. Surprisingly, the blind man walks by

unnoticed, continuing his pointless attempts to sell pencils. This story comments on the

futility of life for some of the world's citizens and even critiques high society for its

brutal treatment of the helpless blind man, once again offering a bleak commentary on

the purpose of life and love. These four stories, part of the collection A Vocation and a

Voice, illustrate the sobering themes of Chopin's later works of short fiction.

On September 16, 1897, Vogue published "A Pair of Silk Stockings," a story that

returns to the theme of female happiness and self-fulfillment. The story begins as "little

Mrs. Sommers one day found herself the unexpected possessor of fifteen dollars" (191).

For Mrs. Sommers, this is quite a large and unusual sum of money to have at her

disposal. She is a widow with many children, and "the needs of the present absorbed her

every faculty. A vision of the future like some dim, gaunt monster sometimes appalled

her, but luckily tomorrow never comes" (191). Her time is consumed by domestic tasks,

and she is appalled by the thought of her entire life spent only in caring for her children.

Poor instead of rich, Mrs. Sommers is nonetheless like many of Vogue's readers, for

whom the duties of raising a family sometimes conflicted with personal wants and

desires.

Mrs. Sommers was richer earlier in her life than she is in the story: "the neighbors

sometimes talked of certain 'better days' that little Mrs. Sommers had known before she
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had even thought of being Mrs. Sommers" (191). Thus she is a character similar to the

middle-class readers of Vogue who bought the magazine in order to peek into what high

society was doing and wearing. Emily Toth suggests that "A Pair of Silk Stockings" also

sends a "message to Vogue readers about how the other half lives" (Kate Chopin 281).

Mrs. Sommers is now a member of this "other half"—a woman "who knew the value of

bargains" and is excellent at shopping for the best items at the lowest prices. She often

places the needs of her children above her own: "between getting the children fed and the

place righted, and preparing herself for the shopping bout, she had actually forgotten to

eat any luncheon at all!" (191). Domestic duties fill the days and thoughts of Mrs.

Sommers, and she has virtually no time to focus on her own needs and desires.

The September 16, 1897, issue of Vogue in which "A Pair of Silk Stockings" is

published speaks to the themes of domestic work and the role of woman as homemaker

and mother in society. In a column entitled "Haphazard Jottings," the author addresses a

letter written to Vogue in which a reader accuses the magazine of not being "sufficiently

appreciative of the elevating and refining possibilities of house work" (180). In response

to this accusation, the writer of the column suggests that "domestic work is sure to

become more and more cooperate," and that the "tendency of enterprise is ever to lighten

the drudgery of housework" (180). For Vogue's upper-class readers, housework was

likely a drudgery that was to be avoided whenever possible, evidenced by the cooks and

chambermaids hired to perform household and domestic chores. Thus the life of Mrs.

Sommers—feeding the children, cleaning the home, and also caring for herself—would

not have been the exact experience of the society women reading Vogue. However, many

women who did care for their own households were also reading Vogue, and would have
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understood Mrs. Sommers's desire to indulge and escape her domestic duties for one

afternoon. Another column, "What She Wears," delineates what Vogue expected a

woman's role in the home to be. It claims that women should be "capless, wigless,

wrinkleless, straight, agile, and progressive" (190). In this way, she is "better fitted to

cater to man's likes and dislikes and to occupy a position she has earned" (190). The

tension between the traditional and the progressive is once again visible in statements like

these, as the author of the column simultaneously exhorts readers to be progressive but

also to cater to man's likes and dislikes above all.

Also included in the September 16 issue is a drawing of a woman and two

children walking along the beach (181) (Figure 14). It is entitled "Sea Beach Toilers,"

and it displays the woman hand-in-hand with her children. She is wearing a long-sleeved

gown and carrying a parasol in one hand, and the children are dressed in summer wear

and gaze sweetly at the woman. The expression on the woman's face is one of gentle

contentment. This drawing sends an idealized message about the relationships between

women and their children, and also idealizes their daily activities. This woman's "toil" is

to take a leisurely stroll down the beach with her angelic-looking children. Mrs.

Sommers, and other women like her, would rarely be found on the beach on an ordinary

day. The difficult reality of domestic life for poor women with children is not shown in

this illustration. Through drawings like these, Vogue perpetuates stereotypes and

unrealistic ideals, while Chopin's "A Pair of Silk Stockings" boldly makes a statement

about the conditions of life and the resulting disillusionment often experienced by wives

and mothers.
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Figure 14—"Sea Beach Toilers," Vogue, September 16, 1897
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"A Pair of Silk Stockings" continues as Mrs. Sommers goes out into the market to

spend her fifteen dollars. In one of the stores, she accidentally places her hand upon

"something very soothing, very pleasant to touch" (191). It turns out to be a pair of silk

stockings—"soft, sheeny luxurious things"—which she purchases for one dollar and

ninety-eight cents and immediately puts on (191). As she does so, "she was not thinking

at all. She seemed for the time to be taking a rest from that laborious and fatiguing

function and to have abandoned herself to some mechanical impulse that directed her

actions and freed her of responsibility" (192), an impulse which Barbara C. Ewell links to

the behavior of Edna Pontellier in The Awakening (142). Through purchasing the

stockings, Mrs. Sommers is able to put away thought and responsibility for a moment and

indulge her own desires. This purchase of the stockings starts a snowball effect,

however, and she continues shopping by purchasing not needed items for the children,

but instead some pointed-tipped boots, luxurious gloves, two glossy magazines, an

expensive luncheon at a classy restaurant, and an afternoon matinee at the theatre. The

items she purchases "had given her a feeling of assurance, a sense of belonging to the

well-dressed multitude," and as the waiter at the restaurant serves her, she feels like a

"princess of royal blood" (192). At the theatre, she finds herself among "brilliantly

dressed women who had gone there to kill time and eat candy and display their gaudy

attire" (192). The world that Mrs. Sommers has entered for the day is the world of luxury

and high-class society—the world of Vogue—from which her place as a poor widow and

mother excludes her.

"A Pair of Silk Stockings" fits interestingly within Vogue magazine as a whole.

Through its advertisements, Vogue seeks to construct its readers as consumers of luxury
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items. One item advertised and discussed over and over in Vogue is silk itself, an

expensive clothing material and marker of wealth that only women of high society could

purchase. The September 16, 1897, issue contains a description of women's wedding

costumes as "of the most beautiful silks in delicate colors and trimmed with lace and

embroidery" (191). Advertisements for silk abound in Vogue, such as the one in the

December 6, 1894, issue that boasts, "A New Silk...it is strictly new, and its structure

marks an epoch in silk weaving. We have now a fabric, beyond comparison the best for

Silk Waists. Those who have seen it pronounce it very remarkable" (371). The April 19,

1900, issue advertises "fancy silk waist coats" for men and "Corticelli Spool Silk: Too

strong to break" (287) (Figure 15). An advertisement in the same issue for "Brown's

High-grade Black Dress Silk" claims that silk "does away with the objectionable 'rustle'

so annoying to refined women" (xxiv). In light of the many advertisements for silk in

Vogue, Mrs. Sommers's choice to purchase silk stockings is striking. Through the

purchase of silk, Mrs. Sommers reaches up toward the upper-class society of which she is

not a part, joining the "well-dressed multitude" of rich society women that Vogue

cultivates through its advertisements. The other items Mrs. Sommers purchases—boots,

gloves, magazines, fine foods, and a trip to the theatre—are also advertised in the pages

of Vogue, and the magazines she purchases are society periodicals like Vogue itself. For

Mrs. Sommers, the shopping spree she takes is exactly what the editors and companies

advertising in Vogue would have her do: purchase items that enable her to present herself

as a put-together, rich society woman, though her reality is nothing like high-society.

Mrs. Sommers's afternoon, filled with leisure and free from domestic and

motherly worries, comes to an end as she realizes she must return home. She rides the
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cable car back to her family, realizing what Vogue's advertisements fail to convey to their

readers: that happiness brought by material goods and purchases is not lasting, especially

for a poor mother like Mrs. Sommers. She feels a "poignant wish, a powerful longing

that the cable car would never stop anywhere, but go on and on with her forever" (192).

She does not desire to return to the reality of her life, but wishes that the freedom,

happiness, and leisure she felt on the day of her shopping spree could continue into the

future. This, however, is an impossibility, and Mrs. Sommers is required to return to her

unfulfilling life and expected social role. This ending to "A Pair of Silk Stockings"

highlights the division between social classes in Chopin's day. Ewell states that Mrs.

Sommers's temporary "presence in this essentially materialistic society is as gratuitous

and evanescent as the matinee or her fifteen dollars" (142), and the luxury items she buys

do not, in fact, elevate her to the social level of a princess or of the gaudy, spoiled women

in the theatre. Rather, these items seem to ridicule her as she rides the cable car back to

her simple home and family. For women who could not afford to buy luxury items, the

advertisements in Vogue for the same kinds of products that Mrs. Sommers purchases

blatantly mock their poverty and social position. "A Pair of Silk Stockings" critiques this

cruel class division that is emphasized in Vogue, suggesting there is more to happiness

than class distinction and material possessions.

In the same issue as "A Pair of Silk Stockings" stands another work of short

fiction entitled "Long Eliza: An Old-Fashioned Love Story" by J.H. Chadwick. Once

again, Chopin's story stands out from other works of fiction in Vogue in tone and theme.

"Long Eliza" is the story of two orphaned sisters, Madge and Meta, who live with their

cranky Aunt Frederica. At the opening of the story, Madge breaks one of Aunt Fred's
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"Long Eliza" teacups, a gift from her long-lost son and very difficult to find or replace.

Louis, Madge's suitor, searches the entire city of New York in vain to replace the broken

Long Eliza. Finally, Louis and Meta locate one of the teacups in the possession of a

delirious sailor living in the slums. Meta recognizes him as Alec, Aunt Fred's long-lost

son, and she nurses him back to health. The story ends with Madge asking Louis if

"Meta will be as happy with Alec—as you and I?" (188). "Long Eliza" is a sentimental

and somewhat predictable love story in which one coincidence brings both of the sisters

true love and Aunt Fred a reconciliation with her long-lost son. If "Long Eliza" is

compared to "A Pair of Silk Stockings," it becomes obvious that Chopin used her fiction

to do more than simply entertain readers, which is the primary function of "Long Eliza."

As Chopin's "A Pair of Silk Stockings" comments on women's contentment and self-

fulfillment in their domestic roles, "Long Eliza" fails to bring any important issues to

light. It is merely a sentimental romance, as even the author admits with the subtitle "An

Old-Fashioned Love Story."

Clearly, "A Pair of Silk Stockings" once again takes the subtly progressive stance

of Vogue and pushes it further. While Vogue encourages its readers to assert themselves

through purchasing luxury items, "A Pair of Silk Stockings" comments on the fleeting

pleasures material goods can bring and the cruelty of class divisions which the purchase

of these products emphasize. As Vogue encourages its readers to be progressive and

flawless, but at the same time look after the desires of men above all, Chopin brings to

attention the unfulfilling nature of female lives lived in such a manner. Other fiction in

Vogue, like "Long Eliza," stays within the bounds of the expected, but "A Pair of Silk

Stockings" ends with the subversive realization that Mrs. Sommers is indeed unfulfilled
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in her life as a mother—something that Vogue never alludes to or states. With "A Pair of

Silk Stockings," Chopin, as always, takes the subtle progressivism of Vogue to another

level.

After the publication of "A Pair of Silk Stockings" in September 1897, Chopin

published "Suzette" in the October 21, 1897, issue of Vogue. "Suzette" is once again set

in rural Louisiana, as evidenced by the French patois of the characters and their French

names. However, just as Chopin's other Louisiana stories often go beyond mere local

color with the boldness of their themes, so "Suzette" addresses the falsity of idealized

love. At the story's opening, Suzette learns of the death of Michel Jardeau, a young man

whom she once loved. But Suzette does not cry upon hearing this news; instead, her eyes

"gleamed, but not with tears" (262). She awaits the time when the young cattle herder

she now loves will ride by her window "to say good-by and she would give him the

carnations as a remembrance to keep till he came back" (263). However, when the cattle

herd stampedes by, the young man pays no attention to Suzette and rides off, oblivious to

her sorrow. In response, Suzette "flung herself upon the bed and there she cried and

moaned with wrenching sobs between" (266). Once again, no sentimental or idealized

love can be found in Chopin's fiction. Suzette does not find the happiness she seeks in

her lover, and she is left to mourn her own loneliness.

After "Suzette," Chopin did not publish another story in Vogue until April 19,

1900, when "An Egyptian Cigarette" appeared. This three-year gap in publication is

most likely due to the fact that Chopin worked on The Awakening during those years.

After the novel's publication in 1899 and the cancellation of A Vocation and a Voice, she
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resumed submitting stories to various periodicals, including Vogue. "An Egyptian

Cigarette" is unique among all of Chopin's Vogue stories in that it is written in the first

person. Sara deSaussure Davis suggests that "An Egyptian Cigarette" resembles The

Awakening "in both tone and technique (not to mention its similar use of the bird,

serpent, and water symbolism)" (202), and other critics concur that the story is "a

condensed version of The Awakening in imagery, events, characters, and themes" (Evans

92). The similarities between the two works are not surprising, given that Chopin wrote

"An Egyptian Cigarette" in April of 1897, right before she began work on The

Awakening (Toth, Unveiling Kate Chopin 252). The story begins as the narrator's

architect friend gives her a box of cigarettes he acquired "in Cairo by a species of fakir"

(252). The narrator retires to the smoking room in order to try one of the cigarettes, a

welcome respite from "the incessant chatter of the women" that were also at the house

(252). As the woman begins to smoke one of the cigarettes, a "subtle, disturbing current

passed through my whole body and went to my head like the fumes of disturbing wine"

(252, 254). This disturbing current brings the narrator into a visionary, drug-induced

state of mind.

The country of Egypt is mentioned in Vogue's pages a few times before Chopin's

"An Egyptian Cigarette" appeared. In the September 16, 1897, issue, there is a column

entitled "High-class Marriage at Cairo" (191), which gives details about an exotic

Egyptian wedding: "as the guests entered three dancing women were amusing the

company. The invited ones made a great circle, some in chairs, the rest cross-legged or

squatting on the floor, leaving an open space for the dancers. At the foot of the room

were the tom-tom beaters" (191). The air at this wedding was also very smoke-filled, for
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"three or four little Negro girls were busy passing cigarettes and coffee. The cigarettes

were held in silver baskets, handles of which were twined with orange buds. The most

exacting duty of an attendant was to hold the match properly while a woman got her

cigarette under way" (191). As represented in Vogue, the smoking of cigarettes by

women was an acceptable practice in Egyptian culture. The column detailing the

wedding also presents Egyptian culture as attractively exotic, filled with strange new

flowers, dances, clothing, foods, and traditions (191).

In his influential book Orientalism, Edward Said comments on the way Western

cultures seek to falsely define Eastern nations, including China, Japan, India, and Egypt.

He states that Americans and Europeans have "a way of coming to terms with the Orient

that is based on the Orient's special place in European Western experience. The Orient is

not only adjacent to Europe; it is also the place of Europe's greatest and richest and oldest

colonies, the source of its civilizations and languages, its cultural contestant, and one of

its deepest and most recurring images of the Other" (1). Said claims that this

"orientalizing" of Eastern culture can be seen in the writings of "poets, novelists,

philosophers, political theorists, economists, and imperial administrators" (2). Chopin's

"An Egyptian Cigarette" seems a perfect example of writing that reflected and

contributed to the false orientalizing of eastern culture. In the story, Egyptian culture is

represented as Other, filled with strange and beautiful sights and exotic and terrific

horrors. Chopin, however, ultimately rejects the exotic Orient as a solution to her

narrator's despair.

The narrator's dream in "An Egyptian Cigarette" begins as she finds herself in an

Egyptian desert, collapsed in the sand, mumbling, "The sand has blistered my cheek! I
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have lain here all day with my face in the sand" (254). Face down in the abrasive sand,

the woman laments a lost lover, Bardja, who "will never come back. He turned upon his

camel as he rode away. He turned and looked at me crouching here and laughed,

showing his gleaming white teeth" (254). The woman remembers that Bardja has gone

away before but always returned to her. Here in the desert, however, he has left her for

good, for the "great city where men swarm like bees" (254). The woman lies in the sand,

"feeding upon despair. Despair is bitter and it nourishes resolve" (254). The vision ends

as the woman drags herself to the water and finds a "sweet rapture of rest" (254). She

hears music and Bardja returns, and they enter a King's garden to "look at the blue lily"

(254).

The final section of "An Egyptian Cigarette" returns the reader to the smoking

room as the narrator finishes the cigarette. She thinks to herself, "I had tasted the depths

of human despair," and she wonders what would happen if she smoked the other

cigarettes in the box. Would she have more visions, perhaps of "celestial peace; a dream

of hopes fulfilled; a taste of rapture, such as had not entered into my mind to conceive"?

(254). The narrator knows, however, that the cigarettes would bring no visions of such

happiness, and she crushes the remaining cigarettes in her hand, letting the breeze take

their remnants away. As the architect returns, he comments on how pale the narrator

looks, asking if she is feeling well. She responds, "A little worse for a dream" (254).

The subject of the smoking of cigarettes by women was a slightly controversial

one, even for readers of Vogue. It was not unusual for men to smoke cigarettes, even

exotic Egyptian or Turkish cigarettes, as stated in the story. In the December 6, 1894,

issue of Vogue, a column entitled "The Well-Groomed Man" details the activities of a
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high-society gentleman before he retires to sleep for an evening. After he washes and

grooms himself, he picks up an Italian novel to read and lights "an Egyptian cigarette and

began muttering a paragraph of a dozen lines or so half aloud. In six or seven minutes he

had gone through it several times, his cigarette was nearly done, and he was blinking like

an owl" (367). As illustrated in this column, smoking an Egyptian cigarette was a mark

of the culture of a well-groomed gentlemen. A woman smoking the same cigarette often

carried different and even negative connotations. For example, the cover of the May 21,

1896, issue of Vogue displays a young woman leaning back casually in a chair (Figure

16). She wears a smart-looking dress over a button-up shirt and bowtie that resemble a

man's tuxedo, along with a flower pinned to the lapel. She wears a plain hat on her head

that looks like a man's riding hat and has a lit cigarette in her mouth, and an alcoholic

beverage in a martini glass sits on the table in front of her. The caption for this cover

reads, "The Young Woman Has 'Arrived.'" A mocking tone is evidenced in the fact that

Vogue's editors placed the word arrived in quotation marks. However, the woman is not

presented in an utterly negative light, as she is well put-together and seems to be

contented and rich. The cover makes it clear that the smoking of cigarettes was most

often associated with younger women, perhaps even the more progressive women in

society like Kate Chopin herself. Emily Toth notes that "hallucinogenic cigarettes and

sensual Oriental luxury were associated with decadent Europeans, such as Algernon

Swinburne, Oscar Wilde, and Aubrey Beardsley—not with middlewestern wives and

mothers" (Kate Chopin 262). Thus Chopin's "An Egyptian Cigarette" brought decadence

and progressivism, often associated with Europe, to the women reading Vogue.
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Figure 16	 Cover of the May 21, 1896, issue of Vogue
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According to the introductory column on the "quality of womanliness in woman"

in the July 30, 1896, issue of Vogue, "there is no standard of human qualities and human

conduct that is more variable than this one as to what constitutes true womanliness" (66).

As examples of this slippery and often indefinable notion of womanliness, the column

discusses bicycle riding, smoking, and preaching done by women, and how these

activities are at times acceptable for women. The author of the column states that "seven

years ago it was unwomanly to the verge of scandal for woman to ride a bicycle...it is

now womanly to bicycle. Women have not changed and the bicycle has not changed;

merely man's point of view has altered" (66). Just as it was becoming acceptable in the

eyes of men for women to bicycle, so it was sometimes acceptable for women to smoke

cigarettes: "the question of women smoking is another test of womanliness. It is

permitted in the drawing-room circle here and abroad, and it is not considered to impair

the beautiful feminine attribute under discussion, but to the world below-stairs the

woman who smokes even a tiny cigarette is a brazen creature" (66). Thus upper-class

women were permitted to smoke in drawing or smoking rooms, such as the one the

narrator retreats to in "An Egyptian Cigarette." Lower-class women like maids and

servants, however, were considered "brazen" if they smoked, revealing once again the

gulf between social classes in the 1890s. The fact that Chopin's narrator is the sort of

woman who would smoke a cigarette in public without reserve illustrates the progressive

viewpoint of both Chopin and her characters.

The April 19, 1900, issue of Vogue in which "An Egyptian Cigarette" appeared

keeps its focus on fashion above all. The editors state that "April is the best month of the

Spring for general survey of the season's fashions. The pages of this number contain



83

more and smarter fashions than can be had in any other periodical" (245). Indeed, out of

the issue's 71 pages, 26 are advertisements, and 25 are illustrated "fashion plate" pages.

These fashion plates often include drawings of four or five women, wearing fashionable

gowns, arranged on the page to display the front, back, and sides of the clothing, and

adorned with garlands, flowers, and ornate backgrounds (Figure 17). At the bottom of

these pages, a small caption informs the reader what type of clothing the women are

wearing (anything from "Pretty and Seasonable gowns" to "New Corset Models"), along

with the name of a company where the clothing can be purchased. The function of these

fashion pages is not primarily to advertise, as the names of the companies are written in

very small letters at the bottom of the page. The drawings' function is to show off the

style of the clothing.

Reading "An Egyptian Cigarette" in this issue of Vogue, with its focus primarily

on the many different styles of gowns, dresses, and lingerie available to the cultured

woman, reveals again the way Chopin's stories challenge the more cautionary

progressive stance of Vogue. While Chopin's narrator in "An Egyptian Cigarette" is a

modern, cigarette-smoking woman, she has a vision of a lost love and visits "the depths

of human despair" as a result, a theme that goes hand-in-hand with many of Chopin's

other Vogue stories that comment on the futility and unfulfilling nature of love itself. The

exotic cigarette is a mark of chic culture and high society to the readers of Vogue, but this

cigarette brings the narrator a visionary glimpse of despair. One critic claims that "the

cigarettes, wrapped in yellow paper like the walls of Charlotte Perkins Gilman's famous

story, allow a brief escape from the mundane constraints of typical female life, but even

the dream shows the limits of a woman's freedom, especially since the woman in the
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dream is denied self-expression" (Evans 93). The narrator's dream "reflects the

hopelessness of most women's lives—a hopelessness reinforced by lack of freedom"

(Evans 92). This glimpse of hopelessness and despair is what prompts Chopin's narrator

to crush the rest of the cigarettes in her hand. She does so not for show or from a desire

to restrain herself, but in an effort to avoid seeing the other unhappy, dissatisfying, and

limiting visions she knows the remaining cigarettes will induce. This acknowledgement

of despair, unhappiness, and hopelessness in women's lives in "An Egyptian Cigarette" is

missing from the surrounding pages of Vogue. While Vogue orients itself more toward

physical appearances and fashion, Chopin continues to offer unconventional female

characters and raise important questions about women and their satisfaction.

Chopin finished her publishing career in Vogue with the story "The White Eagle"

in the July 12, 1900, issue. It is a story of a lonely woman who spends her life sewing

inside her apartment with only the statue of a large, white eagle for a companion. For

her, "the years went by, slowly, swiftly, haltingly as they marked off the uneven progress

of her life" (22). When the woman passes away, a sentimental relative places the eagle

on her grave. As the grave sinks unkept, the white eagle remains and "gazes across the

plain with an expression which in a human being would pass for wisdom" (22). "The

White Eagle" is a story of human loneliness. The woman in the story makes no large

impact on those around her; she merely lives and dies. Sobering and wistful, "The White

Eagle" is significant in that it is Chopin's last story published in Vogue. Perhaps Chopin,

feeling the pain of the unpopularity of The Awakening and the rejection of A Vocation

and a Voice, felt a little like the woman in "The White Eagle" at the end of her career.
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Conclusion

Kate Chopin's fiction formed a unique part of Vogue magazine from 1893 to

1900. Not only did her stories stand out among other stories in Vogue in both setting and

themes, but they also addressed questions regarding relationships between men and

women, race and miscegenation, and women's ability to achieve authentic identity, a

self-fulfilled existence, and true and meaningful love in a society that often forced

women into more traditional roles in the home. While Vogue often portrayed women and

their role in society in a progressive light through its columns, stories, drawings,

cartoons, and advertisements, Chopin's fiction challenges Vogue's values and pushes its

progressivism to a more radical and subversive position. Where Vogue simply laughs or

pokes fun at women's discontentment in marriage, Chopin paints sobering pictures of the

reality of women living in loveless, unsatisfying relationships. Whereas Vogue often

presents women as sentimental, traditional, or consistently characterized by a concern for

fashion and "conspicuous consumption" of material goods, Chopin challenges

sentimentalism, tradition, and materialism. "The Father of Desiree's Baby," "A

Respectable Woman," "The Dream of an Hour," "Her Letters," "A Pair of Silk

Stockings," and "An Egyptian Cigarette," along with Chopin's other stories published in

Vogue throughout the 1890s, when read in their original context, illustrate the subversive

nature of Chopin's fiction. These stories rise above the magazine's conventional fare and

address issues that were controversial in Chopin's day, pushing Vogue's readers to

explore their own values, identities, and social roles.

Looking at Kate Chopin's short stories within the context of their original

publication in Vogue carries important implications for scholars, critics, and students of
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American literature today. Examining Vogue alongside Chopin's stories enables readers

to come to an understanding of the cultural and historical context the stories were written

in, one where the themes found in Chopin's fiction carry specific importance for women

and their ability to attain social freedoms. Looking at Chopin's stories within their Vogue

context also allows readers today to understand the subversive nature of the themes of

Chopin's writing in comparison to other material published at the same time. While

often lumped into the category of local-color fiction, Chopin's short stories, especially

her Vogue stories, far surpass this simple category. Through comparing her work to the

rest of the contents of Vogue in the 1890s, it is evident that Chopin was indeed a writer,

as A. Robert Lee suggests, whose stories "go beyond the conventions of both the fiction

and the society of her day" (162). Through her short fiction, Chopin was not only able to

address themes that would come to their most powerful statement in The Awakening, but

also to comment on the ability of women to enlarge the social roles available to them in

late nineteenth-century society. Chopin's fiction in Vogue, always attempting to subvert

the traditional and restrictive society in which it was written, serves as an important and

invaluable piece of American literature from the nineteenth century. Chopin's stories set

the stage for women writers after her who more overtly challenged and subverted

traditional notions of femininity and roles of the woman; her fiction enabled the readers

of Vogue and women in general to find a place where their struggles, desires, and

disappointments could be given a voice.



88

Works Cited

Amer, Robert D. "Pride and Prejudice: Kate "Chopin's 'Desiree's Baby'." Critical

Essays on Kate Chopin. Alice Hall Petry, ed. New York: G.K. Hall, 1996. 139-

146.

Bauer, Margaret D. "Armand Aubigny, Still Passing After All These Years: The

Narrative Voice and Historical Context of 'Desiree's Baby'." Critical Essays on

Kate Chopin. Alice Hall Petry, ed. New York: G.K. Hall, 1996. 161-183.

Bender, Bert. The Descent of Love: Darwin and the Theory of Sexual Selection in

American Fiction 1871-1926. Philadelphia: University of Pennsylvania Press,

1996.

Boren, Lynda S. "Introduction." Kate Chopin Reconsidered: Beyond the Bayou. Lynda

S. Boren and Sara deSaussure Davis, eds. Baton Rouge: Louisiana State

University Press, 1992. 1-11.

Bryan, Violet Harrington. The Myth of New Orleans in Literature: Dialogues of Race

and Gender. Knoxville: University of Tennessee Press, 1993.

Chopin, Kate. "The Blind Man." Vogue 13 May 1897: 303.

"Caline." Vogue 20 May 1893: 324-325.

---. "Dr. Chevalier's Lie." Vogue 5 Oct. 1893: 174+.

---. "The Dream of an Hour." Vogue 6 Dec. 1894: 360.

---. "An Egyptian Cigarette." Vogue 19 Apr. 1900: 252-254.

---. "The Father of Desiree's Baby." Vogue 14 Jan. 1893: 70+.

---. "Her Letters." Vogue 11 and 18 Apr. 1895: 228+.

---. "The Kiss." Vogue 17 Jan. 1895: 37.



89

---. "La Belle Zoraide." Vogue 4 Jan. 1894: 2+.

---. "A Lady of Bayou St. John." Vogue 21 Sept. 1893: 154+.

---. "The Lover of Mentine." Vogue 14 Jan. 1893: 74-75.

---. "A Pair of Silk Stockings." Vogue 16 Sept. 1897: 191-192.

---. "The Recovery." Vogue 21 May 1896: 354-355.

---. "A Respectable Woman." Vogue 15 Feb. 1894: 68+.

---. "Ripe Figs." Vogue 19 Aug. 1893: 90.

---. "Suzette." Vogue 21 Oct. 1897: 262-263.

---. "Two Summers and Two Souls." Vogue 8 Aug. 1895: 84.

---. "The Unexpected." Vogue 9 Sept. 1895: 180-181.

---. "The White Eagle." Vogue 12 July 1900: 20+.

Culley, Margo, ed. The Awakening: An Authoritative Text, Biographical and Historical

Contexts, Criticism. 2nd ed. New York: W.W. Norton & Company, 1994.

DeSaussure Davis, Sara. "Chopin's Movement Toward Universal Myth." Kate Chopin

Reconsidered: Beyond the Bayou. Lynda S. Boren and Sara deSaussure Davis,

eds. Baton Rouge: Louisiana State University Press, 1992. 199-206.

Evans, Robert C., ed. Kate Chopin's Short Fiction: A Critical Companion. West

Cornwall, CT: Locust Hill Press, 2001.

Ewell, Barbara C. "Barbara C. Ewell on 'A Pair of Silk Stockings' and `Neg Creor."

Kate Chopin: A Study of the Short Fiction. Bernard Koloski, ed. New York:

Twayne, 1996. 141-144.

"[From 'Book Reviews'] Bayou Folk." Critical Essays on Kate Chopin. Alice Hall

Petry, ed. New York: G.K. Hall, 1996. 45.



90

"[From 'The New Books']." Critical Essays on Kate Chopin. Alice Hall Petry, ed. New

York: G.K. Hall, 1996. 42.

Gruber Garvey, Ellen. The Adman in the Parlor: Magazines and the Gendering of

Consumer Culture, 1880s to 1910s. New York: Oxford UP, 1996.

Harmon, Charles. "'Abysses of Solitude': Acting Naturally in Vogue and The

Awakening." College Literature 25.3 (Fall 1998): 52-66.

Honey, Maureen. "Feminist New Woman Fiction in Periodicals of the 1920s."

Middlebrow Moderns: Popular Women Writers of the 1920s. Lisa Botshon and

Meredith Goldsmith, eds. Boston: Northeastern University Press, 2003. 87-109.

J.L.G. (Jeannette L. Gilder). "Mrs. Chopin's 'Night in Acadie'. `J.L.G.' [Jeannette L.

Gilder]." Critical Essays on Kate Chopin. Alice Hall Petry, ed. New York: G.K.

Hall, 1996. 50.

Koloski, Bernard. Kate Chopin: A Study of the Short Fiction. New York: Twayne, 1996.

Lee, A. Robert, ed. The Nineteenth-Century American Short Story. London: Vision and

Barnes and Noble, 1985.

Mott, Frank Luther. A History of American Magazines 1885-1905. Cambridge, Mass:

Harvard University Press, 1957.

Papke, Mary E. "Mary E. Papke on 'The Story of an Hour'." Kate Chopin: A Study of

the Short Fiction. Bernard Koloski, ed. New York: Twayne, 1996. 132-134.

Petry, Alice Hall, ed. Critical Essays on Kate Chopin. New York: G.K. Hall, 1996.

Said, Edward. Orientalism. New York: Vintage Books, 1979.

Shaker, Bonnie James. "Kate Chopin and the Periodical: Revisiting the Re-Vision."

"The Only Efficient Instrument": American Women Writers and the Periodical,



91

1837-1916. Aleta Feinsod Cane and Susan Alves, eds. Iowa City: University of

Iowa Press, 2001. 78-91.

"A St. Louis Novelist. At Fault, Mrs. Kate Chopin's New Novel." Critical Essays on

Kate Chopin. Alice Hall Petry, ed. New York: G.K. Hall, 1996. 37-39.

Toth, Emily. Kate Chopin. New York: William Morrow and Company, 1990.

---. "Kate Chopin Thinks Back Through Her Mothers: Three Stories by Kate Chopin."

Kate Chopin Reconsidered: Beyond the Bayou. Lynda S. Boren and Sara

deSaussure Davis, eds. Baton Rouge: Louisiana State University Press, 1992.

15-25.

---. Unveiling Kate Chopin. Jackson: University Press of Mississippi, 1999.

Toth, Emily, and Per Seyersted, eds. Kate Chopin's Private Papers. Bloomington:

Indiana University Press, 1998.

Veblen, Thorstein. "'Conspicuous Consumption' (1899)." The Consumer Society

Reader. Juliet B. Schor and Douglas B. Holt, eds. New York: The New Press,

2000. 187-204.

Walker, Nancy A. Kate Chopin: A Literary Life. New York: Palgrave, 2001.

Wolff, Cynthia Griffin. "The Fiction of Limits: 'D6siree's Baby'." Kate Chopin. Harold

Bloom, ed. New York: Chelsea House, 1987. 35-42.


	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70
	Page 71
	Page 72
	Page 73
	Page 74
	Page 75
	Page 76
	Page 77
	Page 78
	Page 79
	Page 80
	Page 81
	Page 82
	Page 83
	Page 84
	Page 85
	Page 86
	Page 87
	Page 88
	Page 89
	Page 90
	Page 91
	Page 92
	Page 93
	Page 94
	Page 95
	Page 96
	Page 97
	Page 98

