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"A VAST AND TERRIBLE DRAMA":
Frank Norris’s Domestic Violence Fantasy
in McTeague

Mary Beth Werner
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In the 1928 "Foreword" to The Pit: A Story of Chicago in The
Complete Edition of Frank Norris, Juliet Wilbor Tompkins de-
scribed Frank Norris as "so unwaveringly master in his own
house" that, when he "[laid] down the law," his wife did as she
was told.! Tompkins’ commentary is not criticism; in fact,
she believes that any woman would have desired Norris as 2
husband.? This brief biographical sketch highlights one of the
essential themes in Norris’s fiction—the enduring struggle
between the sexes. In McTeague: A Story of San Francisco, per-
haps more clearly than in any of the other works, the male
solution to the war between the sexes is to beat the aberrant

. woman into submission. It is important o note, however, that
McTeague’s solution is not necessarily Norris’s. An examin-
ation of the novel in its historical context shows that while
Norris appears to endorse his depictions of male discipline and
female masochism, McTeague foregrounds and ultimately crit-
iques the easy acceptance of conjugal crime in the late nine-
teenth century.

The idea that submission was the proper demeanor for wom-
en pervaded nineteenth-century thought and was still very
much in place at the end of the century. In her 1841 study,
Treatise on Domestic Economy, Catharine E. Beecher defers to
Alexis De Tocqueville and his eloguent summation of the pre-
vailing ideology regarding the virtue of female humility: "I
never observed, that the women of America considered con-
jugal authority as a fortunate usurpation of their rights or that
they felt themselves degraded by submitting to it. It appears
to me, on the contrary, that they attach a sort of pride to the
voluntary surrender of their own will, and make it their boast
10 bend themselves to the yoke, not to shake it off.”

Nor were women the only sex to have prescribed rules of
conduct. In 1899, Kate Upson Clark’s Bringing Up Boys, A
Study proffered expectations about male behavior: "Each boy
should understand the requirements of duty, the dangers of
laziness, and the fact that the ‘evolution of a strong and
forceful character’ depended in the last analysis upon male

energy, proper manliness, and self-reliance.” Such 2 latent
social philosophy is not unlike Norris’s own beliefs about the
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roles that men and women should play. While Norris never
directly condones violence against women, it nevertheless
remains a recurrent theme in several of his works and 2 prob-
lem he had obviously pondered at length.

Norris also treats the subject of wife-beating in "Fantaisie
Printaniére,” an 1897 short story that appeared in The Wave.
In this story, a precursor to McTeague, Norris employs the
subject of domestic violence as a v icle for humor. The two
bartered women, Trina and Missis Ryer, are friends who are
drawn together by their mutual victimization. However,
when they engage in a macabre competition over Who can
claim the honor of having the most severe bruises and thus
the most brutal husband, they end up hating each other; and
their husbands—who find the whole discussion ludicrous—
become friends for the first time.

As disturbing as this light-hearted treatment of violence is,
it is not unique to the pages of Norris’s fiction. An examinat-
ion of the domestic violence laws in the nineteenth century
demonstrates a distinct reluctance to take the crime of wife-
beating seriously. For example, in 1871, legislation in Ala-
bama and Massachusetts made wife-beating illegal, but the ex-
planation of such a prohibition is revealing: "And the priv-
ilege, ancient though it be, to beat her with a stick, to pull
her hair, choke her, spit in her face, or kick her about the
floor, or to inflict upon her other like indignities, is not now
acknowledged by our law."¢

In 1874, laws in North Carolina stipulated that if no per-
manent injury had been sustained, the courts should look the
other way.” Add to these statutes the laws governing the be-
havior of women in the nineteenth century, and it is not dif-
ficult to see how Norris formed some of his attitudes regard- L
ing women and their social position.

* Several of his biographers have also suggested that the di-
vorce of Norris’s parents helped shape his ideas about relar-
jons berween the sexes. S.N. Verma comments that Norris
believed women "were expected to live usefully for eir
men" and that he probably \
his father’s desertion of his 1
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giant protagonist who fears women. Freud’s disciple, Karen
Horney, believed that this "dread of women" is actually quite
common among men, and, moreover, the way men deal with
the threat to their self respect is disparagement.” In McTeague,
Norris portrays the dentist’s initial fear of Trina Sieppe and his
later depreciation of her through his increasingly brutal acts of
violence.

When Trina and McTeague are left alone for the first time,
the dentist acknowledges to himself that he does not like
young women and has "an intuitive suspicion of all things fem-
inine."? The more time McTeague spends with his patient,
however, the less fearful and the more enchanted he becomes.
McTeague’s desire reaches a crisis point when he kisses the an-
esthetized Trina and the reader learns that the dentist has given
in to the "vices and sins of his father and of his father’s fath-
er."® Since Norris has already mentioned that McTeague’s fa-
ther was 2 drunk and his mother a drudge, it is likely that
within the narrative McTeague is beginning subconsciously to
recreate the dysfunctional sexual dynamic of his parents. Eve
and Carl Buzawa note that witnessing violence in adult relat-
ionships is a "stronger predictor of violence in adulthood than
the direct presence of childhood violence."™ It is here, then,
that the reader receives the first hint that McTeague is not en-
tirely responsible for his bestial behavior and the first clue that

the relationship berween Mac and Trina will be based on force
and submission.

Other indicators that the relationship is doomed to end in
Trina’s utter disparagement are McTeague’s loss of respect for
her when she submits and Trina’s unusual reaction to her sub-
mission. She remembers: "But he had only to take her in his
arms, to crush down her struggle with his enormous strength,
to subdue her, conquer her by sheer brute force, and she gave
up in an instant. . . . Why did she feel the desire, r.h.e necessity
of being conquered by a superior strength? Why did it please
her>"* Trina’s thoughts here foreshadow her masochism later
in the novel. Another suggestion of McTeague’s barely c!orm-
ant brurality is his verbal abuse of the ticket-seller who tries to
" make small” of him.* The dentist’s word choice is significant
because his perception that Trina "makes small” of him ulEi-
mately leads to his abusive behavior. George M. Spangler, in
hismalysisofthpsmmreofthenmd,mthztthem
to McTeague’s masculinity begins with the lottery money
which empowers Trina and is intensified by the loss of the
dental practice which disempowers him.” The shifting balance

ofpowerisintolmzbletosnchaman,wbmbyvirmafhiﬁ_ :
sﬁemdmmgtb,ismedtommmndingamwpi ‘
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the master of his domain. Winifred Farrant Bevilacqua notes
that Trina's increasingly miserly behavior corresponds with
her increasingly cavalier attitude about her physical
appearance and her genteel manners. She ceases to adhere to
the Cult of True Womanhood and becomes not a helpmate
but a "slattern” and a shrew." Once Trina no longer repre-
sents the ideal woman, she become an anomaly, an aberration
whom McTeague feels he must punish.

The first violent incident takes place after McTeague is
forced to walk in the rain because Trina would not give him
money for car fare. He tells her, "You can’t make small of
me always"® and then threatens to thrash her. Interestingly,
Trina’s only response is to wonder where her husband got
the money to buy whiskey.® It is also ironic that before
McTeague’s return, Trina had been telling the novel’s other
battered woman, Maria, that she should leave her husband.?
Later, Maria will become like Missis Ryer from "Fantaisie
Printaniére,” and she and Trina will compete with each other
to see whose husband is more brutal. Each of these women
is portrayed as a victim who is also in some way responsible
for her own downfall. The two drudges are contrasted with
gentle Miss Baker, the representation of True Womanhood
who finds happiness with a kind old gentleman. The notion
is suggested, thus, that women who are capable of threatening
masculine supremacy must be dealt with severely, and women
who adhere 1o the prescribed rules of conduct will be re-
warded. : ;

Further reinforcing the idea of necessary chastisement is
the perverse pleasure that Trina and Maria seem to take in
their submission. Although they both know that their hus-
bands have the power to kill them, they prefer to remain
within the strictures of their ostensibly secure marri
Trina is even willing to forgive McTeague for the loss of her
;i;eiexsf;nd folrd.his desertion, but not—of course—for the

of her gold. When McTeague returns begging for more
of her money and thrmemng&t‘f‘zakeh& "dance," sh s
guilty because he looks "pinched,” and she laments, "I
to have given him something."? Unaware of 1
of guilt, McTeague allows his hatred f
til he fantasizes and dreams about
ally artempts to defend herself n
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points to an important component of the masochistic per-
sonality: the need for recognition. Current arguments re-
garding feminine masochism seek to demonstrate that some

women use masochism as 2 strategy to-maintain identity: -Mi- -

chelle A. Masse writes, "To be ignored . . . is to disappear as
a self. To be beaten is proof of existence, and even of lovable-
ness. . . ."* Masse’s comment certainly describes Trina, who
seems more saddened by Mac’s refusal to say "I love you" than
by his beatings and finger-bitings.” Unfortunately, . as
?Elh-]:an Eisenbud remarks, "Martyrdom is satisfactory uatil
atal.”

Both Maria and Trina are violently murdered by their hus-
bands in the ultimate manifestation of domestic abuse, and the
nature of Norris’s dramatic rendering of their homicides simp-
ly cannot by ignored by those with an interest in determining
his attitude toward what he describes. For, as with the beating
episodes, the two murder scenes contain an element of voyeur-
istic fantasy, and the reader may glimpse the looming specter
of Norris as an author reveling in his abject presentation of the

~ novel’s grisly events. Whether Norris indeed delighted in dis-
gusting his readers thus is uncertain; but even more problem-
atic is the question at hand, whether he was reveling in his
own misogyny-.

As a writer of Naturalistic fiction, Norris took his cues from
Emile Zola; and in this may be found clarification of his inten-
tions and attitude when rendering the debasement and death of
both Trina and Maria. Norris’s description of Naturalism in
"Zola as a Romantic Writer" is revealing: "Terrible things must
happen to the characters of the narturalistic tale. They must be
twisted from the ordinary, wrenched out from the quiet, un-
eventful round of every-day life, and flung into the throes of
a vast and terrible drama that works itself out in unleashed
passions, in blood, and sudden death."® At the top of Norris’s
agenda, then, was not the desire to gratify audiences, and him-
self, with misogynist rhetoric, but to write in the Naturalist
mode as he understood it. At the same time, though, it must
also be noted that Norris’s ideas regarding women are not en-
lightened either. Frank Norris was a product of his time; that
he firmly believed in the strong male and the ideal submissive
female is clear, but no evidence exists to show that Norris beat
his own wife or that he sanctioned such behavior within the

pages of his fiction. :

Rather than merely indicting McTeague for its depictions of
nineteenth-century mores, critics would be better served by
acknowledging the implicit social lessons embedded within
Norris’s narrative. Indeed, upon reading McTeague, a reader
may be left with the notion that Norris upheld domestic vio-
lence as a solution for dealing with women who did not meet
his idealized expectations. One may infer that, because such :

- woman as Trina can "make small” of her husband, she must
 disparaged and beaten "like a piece of meat, 1o make

. Francisco Weekly, 1893 to 1897 (1931; St. Clair Shores,
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der."® Additionally, one may conclude that Maria’s and
Trina’s masochism suggests that they themselves rightdy
approve of their punishment.

_ However, it must be remembered that, as Paula J. Caplaa 1
observes, "society uses the myth of women’s masochism to
blame the women themselves for their misery.”” Axnd there
is good reason to believe that Norris was quite aware of this
mode of abusing women, reacting to it accordingly in Mc-
Teague. Because Trina and Maria are actually not to blame
for their victimizations, their abusers meet horrible fazes:
Maria’s husband drowns, and McTeague is left to die in the
desert. While Norris may appear to endorse domestic vio-
lence, he ultimately undercuts that position by illustrating
what happens to men who use violence against women.
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Frank Norris and the Visual Arts
David Teague

-

Laramie County Commumity College

Almost five years after Frank Norris’s death on 25 October
1902, an article by Denison Hailey Clift appeared in Pacific
Monthly, describing "an old painting of a blind man,” thar had
been left hanging in the office of the Overland Monthly: "The
picture was 2 simple one, not overgood in its technique, repre-
senting the full figure of 2 blind man, erect in the center of the
canvas, clutching blindly and feverishly for an invisible some-
But there was a personality behind the thing that
brought it to mind again and again, long after everything else
abour that room was forgotten. In the big, bold strokes, in the
dramaric pose of the body, in the very strength of the con-
cepuon, there was an element suggestive of the man who was
later destined to give us McTesgue and The Ocropus. For the
painting was signed ‘Norris.”™ He had submitred the canvas to
the magazine as an illustration for one of his short stories
"some ten years earlier.™

As Clift noted, "there are, perhaps few who know that at
one time it was [Norris’s] ambition to become a great artist.”
In fact, information about Norris’s connection with the visual
arts was not at all publicized during his lifetime, nor even men-
tioned in the autobiographical blurbs Norris wrote for editors
and publishers. Further, knowledge of Norris’s work as an art
crizic was restricted to the small, select readership of the San
Francisco Wave, while passages in The Pit and The Octopus
which demonstrated his extensive knowledge of painting and

thin

the arts were simply overlooked. The earliest printed reference .

20 Norris’s art background occurs in the Oakland Enguirer on
the day of his death, 25 October 1902: "He was an art student
in Paris in 1887-9."

Two years earlier, at age fifteen, Norris began drawing il-
lustrations and copying pictures from the Home Book of Art
while recuperating from a broken arm he had sustained playing
football at a private school in Belmont. Gertrude Norris, 2
former actress and admirer of Robert Browning, encouraged
his interest in art. But his father, B.F. Norris, was more
interested in preparing his son for business and enrolled Frank
in the Boy’s High School. Two months later, art prevailed: he
entered San Francisco’s Art Association school in 1886. In the
still-life class, he spent hours drawing onions and stone jugs.
His preference, however, was to work outside the studio, sket-
ching live models, especially dogs and horses.

His work was so promising that his parents decided to
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further his art studies in Europe. In 1887, the family ac-
companied Frank to London, where he worked at the South
Kensington Museum. Perhaps because it specialized in in-
dustrial design and required students to spend hours drawing
from the "antique"—lithographs and plaster casts—the school
proved unsatisfactory; late in 1887 the family moved once
more, this time to Paris where Frank was to spend the next
two years studying art at the Académie Julian, famous for
instruction in anatomical draughting, the hallmark of nine-
teenth-century French academic painting. As a member of
master artist Guillaume Bouguereau’s azelzer, Norris devoted
much of his time drawing from the nude:

No creative project in which the young artist was involved
has taken on greater significance than the enormous "Bartle
of Crécy" canvas that he began in 1889. Frank was living at
the pension of M. Quatremain, a frescoer whose occupation,
of course, involved the production of works encompassing
entire walls. Possibly, art of this scope and size inspired in
Norris the desire to expand the scale of his art-work: "A
great idea came to Frank—he would do something big and
grand, a huge picture of the Battle of Crécy for the Salon.
He brought a huge canvas which completely covered one end
of his room and began to outline his composition with char-
coal.” Apparently, Norris was unable to complete the initial
charcoal drawing, an extremely complex task in which large
numbers of figures must be placed in perspective and massed
harmoniously; he never put a brush to the canvas. That he
tried to initiate such a work, however, says something about
the serious kind of student he was. Since the purpose of this
ambitious undertaking was to create a painting that would
launch his career at the Paris szlon, those writing on Norris’s
Paris sojourn have accepted the conclusion put forth by
Franklin Walker, that the abandonment of this project dram-
atically marked the end of "his desire for an artistic career.”™
This conclusion, however, is problematic. Walker tacitly as-
sumes the point of view that artist and painter are synon-
ymous terms, identifying one who seriously pursued a career
in the "fine arts.” But, in fact, Norris himself ridiculed those
who took this elitist attitude toward art in his satirical por-
trait of "An Art Student™: "Art with him is paint. He con-
descends to no other medium than oil and colored earths.
Bouguereau is his enthusiasm; he can rise no higher than that,
and he looks down with an amused smile upon the illustrat-
ors, the pen-and-ink men, Gibson, Smedley, Remmington
[sicl, and the rest.” After years of painting "stone jugs and
bunches of onions,” the ing artist " oldes s =5
Now, ironically, "he tries to make his ‘art’ pay. . . . Fhe’s
lucky he is taken on a2 newspaper and does the pen-and-ink
work that he once affected to ise." A <)

Norris does not appear to share the art student’s point o
view or Walker’s. For example, he greatly admired the drax
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ing ability of such illustrators as Frederick Remington and
Charles Dana Gibson.® In point of fact, although he did relin-
quish his early aspirations to become a szlon painter, Norris
continued to work as an draughtsman and illustrator, produc-
ing drawings well into, if not throughout, his adult life.

Most of these drawings and illustrations were, it seems,
destroyed in the great San Francisco fire. Fortunately, how-
ever, like the draughtsman who grew older in "An Art Stu-
dent,” Norris "made his art pay" by drawing pen-and-ink il-
lustrations for newspapers as well as magazines and his univer-
sity yearbook. Largely as a consequence of such publications,
reproductions of 2 number of Norris’s pen-and-ink drawings
are available for scrutiny.

All the examples under discussion are in pen and ink, and
they fall into three categories, differing in subject matter,.
method, and purpose: (1) anatomical drawings from live mod-
els in the academic tradition; (2) illustrations for fiction
published in the University of California’s yearbook, The Blue
and Gold, and in the Overland Montbly; and (3) illustrations of
newspaper articles appearing in the San Francisco Chronicle.

In the 1933 article "Romanticist Under the Skin,"” the szlon
painter, muralist, and art illustrator Ernest Perxotto emphasized
the fact that Norris’s "particular interest seemed to center in
the study of animals.” The impression that this type of draw-
ing made upon Peixotto clearly dominated his initial recollect-
ions of Norris’s early art work as evidenced in the first three
sentences of his letter to Charles dated 28 June 1930: "I first
knew Frank Norris at the school of the S.F. Art Association,
where he was studying drawing & painting as I was. He was
very fond of drawing animals—dogs & horses in particular &
I remember—going with him many times to the Presidio,
where we drew horses in the cavalry barracks: studies of legs,
rumps, hoofs, heads. Thada number of these drawings at one
time, particularly of dogs” heads.”

In Peixotto’s estimation, "the drawing of a dog’s head"
reproduced in his article (Figure 1), "shows that [Norris] had
already mastered a fairly good pen and ink technique and
knew his animals well." This profile of the head and upper

“broken contour lines have been sketched out in a series of

e

body selected by Peixotto represents a simple type of pen
and ink drawing made from a live model, rather than from
imagination. The contour line is not continuous. Instead,
discontinuous movements which reflect the sequential
observations that Norris made as he worked with his
model. Also, in the work in question, the initial lines of
Norris’s preliminary sketch are still visible, indicating how
Norris corrected a mistake in judgment in the top of the
nose and the underside of the muzzle; the correct line has
been given emphasis by its greater weight. Good technique

is evident in two areas: the contour line at the bottom of

the ear is left open to indicate lighting, and patches of

white remain in the areas of dark value on the head and

ear to establish an illusion of texture. Norris knew what

he was doing, in short.

Voo

Figure 2
Figure 2, the "drawing of his dog Monk," was reproduc-
ed in Charles Norris’s 1914 promotional tract, Frank Nor-
ris: 1870-1902 ([Garden City, N.Y.: Doubleday, Page &
Co.]). Itreveals considerably more technical sophistication
than Figure 1 and appears more formally and pictorially
complete. The prominent position of the bold signature
upon the page functions in two ways: it indicates that the
work may be viewed as an independent, finished drawing;
and, within the "independent form," the placement of the
signature gives balance to the drawing as a whole. The
cast shadow extending from Monk’s right leg to the under-
side of his belly distinguishes this work from the
head in that it effectively obliterates the twc
ality of the physical medium on which Norris drew,
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Norris’s evident talent, an article published in The Univer-
sity of California’s Chronicle by "a very dear college friend,”
Harry M. Wright, offered the following critique: "Quite fre-
quently [Norris] used to illustrate his own earlier stories; the
Blue and Gold of the different years of his college life and
later the Overland Monthly show some of his work. It was
not very good; his figures were apt to be wooden and the
whole effect rather amateurish.™ Wright’s tone here, differ-
ing dramatically from Peixotto’s, is heard in most subse-
quent commentaries on Norris-as-visual-artist. Wright is
justified, however, given the illustrations he saw. Unfort-
unately, he was remembering only the works in which Nor-
ris’s drawing ability was obfuscated—due to a poor choice
of methodology when composing them.

That is, Norris’s most successful, academic works were
drawn from life and were representations of single figures,
object-entities, executed without attention to the environ-
ments in which they stood (or sat in the case of Figure 2).
Norris apparently had much experience with and excelled in
this type of drawing, and—given Peixotto’s testimony—he
appears to have created numerous works of this kind.

On the other hand, many of his other works which do
survive reveal him employing a different approach that did
not work so well for him. Charles spoke of his brother’s
notebooks and of academic drawings which Norris took
with him to the University of California; and, as an illus-
trator, it is clear that Norris utilized them, rather than live
models, as a source of figurative drawings. Here is where he

made 2 mistake similar to the one literary realists of the
time discovered in romantic fiction that failed to pass the
test of being true-tolife. One finds repeatedly that Norris
falrered when he made the same mistake of not drawing
from life: in the illustrations that Wright evaluated, Norris
assembled picrures from other pictures—or, as Howells put
it, attempted to reproduce prefabricated "grasshoppers” rath-
er than real omes. Byu.singtm:ingpaper,healkog—
obviously "lifted"” 2 figure from his notebook and placed it
in combination with another or others. : .

The quality of the images fabricated thus, especially their
anatomical correctness, depeaded largely upon the extent to

. - which Norris relied upon his imagination (rather than 2
three-dimensional, real-world model) to modify them ap-

: ject-entities in a
the same style.

In Figures 35 we can easily see how this co
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technique was employed. Figuse 3 is an illustration in the
Blue and Gold for "T'wo Pair,” a one-act farce written by
Norris that was performed by Berkeley’s Junior Class on
18 December 1892.° Note how the female silhouette is
not placed on the picture plane in an upright manner, but
is tilted slightly toward her male partner in order to create
the illusion of a relationship between the two figures.
One is hardly convinced by this crude expedient that ei-
ther figure occupies space in reality as we are used to
seeing it.

Although a certain proficiency in the execution of the
male figure’s head, facial features, and upper torso indicates
correspondence to a model, faulty drawing becomes evi-
dent in areas where Norris used his imagination to effect
modifications: (1) "wooden," kneeless, straight legs (whose
only connection to the figure seems to be the bottom of
the overcoat); (2) boots drawn from the wrong point of
view (so that the figure appears to stand on the tips of his
toes); (3) a right hand which is impossibly contorted to ac-
commodate a hat; and (4) a cane, drawn throwgh the thumb
and fore-finger of a relaxed left hand which was not modi-
fied to grasp the object or acknowledge its weight.

In Figure 4, from "Outward and Visible Signs: IL,"
Owerland Monthly, 23 (May 1894) 502-06, Norris "lifts" the
drawing of the dog named Monk (Figure 2) and places it
in a second composition with Norris’s self-portrait (li
by a poorly drawn leash) and a female figure that rests
upon 2 different picture plane. Chaos.

Figure 5 is captioned thus: "IT WOULD PAUSE, SIT BACK
UPON ITS HEELS, OBSERVE THEM LONG AND UNWINKING-
LY." It appeared in "Lauth," Overland Monthly, 21 (March
1893), 241-60; and Lauth—the naked figure on the far left
—epitomizes the error that can result from transposing a
figure drawn from one perspective onto a background

drawn from another perspective at another time. Instead |

of resting on the ground, his lower right leg, from th
In 1895, Norris traveled to South Africa.

R
o

e |
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Figures 6 and 7 are exemplary of such illustrations."

These transcriptions are non-artistic drawings: they neither
possess—and, to be fair, Norris did not expect them to dis-
play—the subjective qualities of individual expression, the
artist’s interpretation, which gives truly creative works of art
their distinctive character and value. And they document an
important development in Norris’s self-conception: they in-
dicate clearly Norris’s loss of interest in pursuing a career in
the realm of visual arts and his turn to the written word as his
medium. While "A Salvation Boom in Matabeleland"* was
written during or shortly after his sojourn in South Africa, and
while its broad comedy invites the presentation of at least car-
toon figures, he made no attempt to illustrate it or many other
Wave short stories of the same kind—so far as can be deter-
mined. In fact, although Norris continued to draw, perhaps up
until the time of his death seven and one-half years later, he
ceased all attempts to combine the visual and verbal arts after
his South African adventure.

To summarize, Norris, despite the predominantly negative
image of him as a visual artist and the notion that art study
was for him an excuse for larking, did demonstrate the fact
that he was a serious art student and a capable draughtsman
when working in 2 manner consistent with the academic tradit-
ion in which he was schooled. His pen-and-ink drawings of
live models make clear his talent and his accomplishments
when working with individual object-entities. Departure from
this method, signalling his declining interest during the Berk-
eley years, caused the quality of his work to decline to the
point that he was drawing from or merely tracing photographs
in South Africa. What merits emphasis, though, is that Norris
had the ability to be, and was trained to become, an empirical
artist, one who draws what he sees as opposed to one who
draws what he does not see. Although the written word came
to dominate his creative activities, what he had learned about
the methodology and theory of academic art were not discard-
ed: his experience with the San Francisco Art Association, at
the Presidio, and in Paris had their long-term effects. They
contributed much to his development as a writer who rarely
displayed weaknesses when picturing object-.entitii:s, arranging
them in a true perspective, achieving th.ree-dlmensxo{ml "depth
of field," and investing his characters and their environments
with vitality.

NOTES : 5
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