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. . ABSTRACT . v

.The4Aesthetic§ of Perceptian:
Fine Arts in the Fiction of Henry James

: ] " Angela M. Gawel

-,Henfy James's interest in the visual arts influenced
;o

the style, SUbject mafter, themes, and languuge of his
fictional work and of his critical writing throughout his
»cmneeé: The fo;ndation for his d;velopmegt of an sesthetic
of\fiétion wag his interest in nineteepth-century ;rt— -

critical writing with its basis in travel journalism and

—

critical-historical art surveys. )

Bl '

While James's ideas concerning the roles of art and the .
artist—dwhethér"viaual or literary--are ;xpressed in his
critical writings, they are also inherent to and developed
through his tales and novels. The two connected themes éf
af{ist and traveller ;mahate from the tradition of‘the Grand
Tour with its emphasis 06 the educetione})bgnefits.of*bbser—
vation, & tradition James appropriated for the epistemology
of his fiction. Hence, the primary mode of knawing in
Jemes's fiction is picioria}; it is an intellqctuali

13

excursion involving the acc¢retion of ﬁnowledge through per-

' . §
0

~.ception and the exercise of imagination through vision.

—————S S ———.

In'his early travel éésaya, Transétlantic Sketches

¢

' iii

i n—— e ———— A s . . - 4 e gy




(1875) and Portrajts of’PLacea.(iéB}), Jaqé;:began to- -

.

explore the,ﬁature of'percébtion,and the thepefﬁﬁ'knoqledéa:~

through vigion. James pursued .this theﬁe'in-his'hovdls by‘

*
~

emﬁloying visual art-dqvibeé. Through ‘the close analyais‘

of pictorial passages in three novpla:'Roderick Hgdeon : -

(1875), The Portrait ‘of @ Lady’ (1881), and The Ambaaaadon

(1903) the develoﬁment of James 8 aesthetic theory may be |

» -

traced from ite source in’ the nineteenth century apt~

i

~ ~ [
’ -
critical tradition. . .
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3method to thls SubJect is the’ close analy31s of p1ctor131 . o

.

-

O™

- ‘ ; _ . . . . ~1  S
o )’" ©wweoucTron | T Lyt o T -
- 6 - ‘,

The aubJect of this thesis is’ the reiatzon between . . ¢
Henpy James 8 fxcthn &nd the visual arts.:jﬁﬁg hypothqsiﬁ'. .
1slthat James s interest in thevv;sual arts had ;_qiréct in- . [
FLue;ce on’?he style,.subject‘;ettdf,ltheﬁ;s, and lenguége ’ :; :',~
of *his }ibtién. Nh;lst @mes 8 1deas céncernlng the roles ‘

4
B R

of art end the artxst—-whether vxsual or lLterary‘-are ex- o
. f‘» v . c
pr?ésed in his critical writings; they'ere inhenent to and Ll

developed through hzs novela. Ihe most approprlate cr1t1c91 - -k

pasaages in- three novels' Roderick Hudaon (1875) The

- . “
) »

. Portrgit of a ' gx (&881) and The;Ambagggdors (19030» By ’ ' .

examining novela from early, mdi and'laté points.in-Jamesfs

" » r

career the deyelopment of, his ' aesthetic'theories may be.
S y ) o N

\ ’

trraced. My close analys1a Hlll concentrate on the role of ~ .

. ¢ .
1, « o ‘ v v -

:perception,and the bunposea of. viaudl art devices, in these"

N \ . N -

three novels. - S : S ~ . S
. * N . ' i bl . N

Though much has been wrxtten about the connectlons be- 2

- tween Henry James and the Fwench Impressr0n1st palntersf - oo

b2 . -, ,
Impressxonlsm is only one aapect of James - concepn with the

. visual arts and certainly not a seminal one. Dut;ng the .

1870's art crxtlcs 3uch as Rusk;n and Pater had & greater .

\ . \ C o
influence on the young novelist than the ;mpceakégpiat C e oo
painters whose, doctrines, in 1B76, James found "incompat- N
-7 .- ; .
. ) 1 Y X ‘ .

¥l Ty



. T ible, ,iMan actist's mind, with first-rate talent."l

7:Cleariz, a study oF,Jemes‘s‘fiction fhrougﬁ its connections

to the 9isual arts begins prior _to the INpr685ioniqt move- - /
. .o ment, .and, while James dfd develaop some'wfifing teéhniques :

-

" comparable to, methods oF Impresalonlst paxntlng, his etyle
. in the late novels does not depend solely ocn an apprecxatlon
— . of'Impresskonxsm. ' o . ot

' James's themes of artist and traveller have been ) '
P . ) L

studied and considered at length, though they have not; I
"o ‘f think, been satiéféctorily reconciled.’ This apparent
Y o thematic, split in Jémeé’q novels aétuaLiy emanates from a ) -

) j singf? tﬁematicndoncern in James's fiction: ‘that of being "’ .
. an 6b§e;ver'énq having a critical eye. This concern 'is )
‘h . neither a pufély artistic npr geographic. ope, rather it is - -
' . , ‘ . : *
A ;". - lan’inteljfctual e}buréjon involving ‘the accretion of Know~

» N . - ! ™
~ . - ~- v 4 . LY

ledge through pérception and the exercise of imagination’

-

through vision. Thaﬁsourceg of James's +dipterests in art and

. . , 0 , ,
travel are to be found in his.critical+s experience, and they s~
BV . , T L -

“may be traced thraugh the evolution of art criticism to the

. N -
\

nineteenth-century traedition of tresvel writing. James ' -
v ' - ) * . - .

. followed this tfpdifién b} writing Trangafldntic Sketdhés v

(1875) wnd Poriraita‘of Places (1883). Through his stydies

N - C . of the tiagil arts in these travel essays James began to

. 'éxplore ‘the nature of perceptlon, an interest wh1ch led to
ot . ) . ) oo

i

1Henry James, The Painter's Eye: NoteS\and Esspys on .
the Pictorial Arts, ed. with .an Introduction by John L Sweeney
(London: Rypert Hart- Dav1s, 1956), pp. 114- 115. C
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- " -

the theme of knowledge throuéh vision in his novels. It was

e

through his early critical experience that James'f theeries
of litersture evolved. James's place inathe tradition of
trayel writing and his connections to the art critics and
travel writers of the nineteenth century will form éhé first
ghapter of this thesis, for it is ouf of tgese tgaditions
that theme, imaéerx, language, and style-evoive in James's
novels. . , o - .

James's early novel Roderick Hudson is directly con-

cerned with the arts. The title character is an Ameritan

4

artist who goes to Europe 'to work and to refine his talent.

In this novel James cigeted art%sts who espouse diverse
aesthetic ideologies'to construct a discussion of aes-
thetics. The author gave thé perceptions of the characters
a roie secoHd;ry to thaﬁ of‘the nﬁvel's action. James's own
ideas concernimg art are reflected both in the characters'..:

endeavours and their .eventual successes and failures.
» »

Artistically, James-remained distant from his subject; there “
'3 \ iy

is nd evidence from the handling of tHe language that James

favoured any one of the aesthetic theories outlined by the |,

arfist characters in his novel. The develophent of James's
aown theory had bequn, but he had not achieved "the artistic
"sophigtication necessary to express his idess on art without

-

esfayistic ingggﬁudea.

- James's Portrait of s _lady suggests by its title that

the suthor bad begun to act as an artist in his portrayal

]

@

b bt e e ey o e o e e soe—— e, b o °




> . -
of character and his approach to language. James's use of
figurative language, which is most complete in The Golden
A} N » “'

Bowl (1904), is first evident in this n velb The géﬁezib |

>
.

an¢i§ts of Roderick Hudson .give Qay to the author-sas-artist, s 4

. L4 7 . . R ) .
and the characters, consequently, need not be literal s
artists for James to expresé his artistic concerns. The-

. . " f .
only character in The Portrait of 8 Lady who does have art- ) ~
. . \

istic pretentions is a mere dilettante, a hoarder, and ) : \

oy

.eataloguer of art rather than a.creative artist. The role

N o

of .appearance is also -important to the novel's structure,

. .
but it is the Cha#acters' perceptions of appedremces which .
make it so. /

-

James's role as an artist is completely Tntegraﬁed with'

structure agd form 4in The Ambassadors. In this novel the . N

visual arts are not present in the form of an‘ertist char—
acter. Insgead, the visual arts, particuiarly peigtiqg, are
suffused thfough the novel to éorm a major theme and to give
the novel its structure. The artist here.is Henry Jaﬁesf
" but tHe principal character, Lambert Strethé}, gainsﬁani ’ ) s
artist's poini of view througﬂ‘his,perceptions in the‘novel.
While my study.ib, to some extent, inter-disciplinary,
th® approach to literatyre through the visugl arts--an inter-

-~

textual method of analysis--is neither &4 new nor an unprece-

dented mode of literary criticism. Its“origin is, perhaps,

the very conception of western art, For in the Poetics

Aristotle makes a comparison of literature to painting by

‘
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)

N
,0

¢

(o

v ) N “

. . [} \ ’
suggesting that the poet, like a painter, ig concerned with

~

" creating & likeness.2 If all literature--whether diegetic
: :

/

o ?

) - A . C 4 1
. or\represeptational——is mimetic, then the threads of inter-
textuality are evident in Aiistbtie[g canceﬁt of literary 2

”~

» . I3 ‘ 0] i 5 3 [ I3
Mmimesis. Allusion, quotation, and dppropriation are

abundant in literary texts; but while the phenotext, to use

v

Juliifkristeva's terms,may be discursive, the genotext need
be.

not Images appropriasted from the visual arts or dis-

» &

courses imitative of yisual art sfyles and stechniques may
. J ;

-~

be incorporated into é litgrary text. Woven together,
) . ¥
$visual arts and‘ﬁiterature may vbe said to produce in James's

fi?fiQn an intertextual "téxt-sf@l%." oland Barthes's 5/7

“is a cqntemporar; example of the JAmesian text-style, éor
EﬁEI£ Barthes interrupts his discourse by shiff?ng fro$ the :
i%itation of reality, to the deslruction of nmarration with

5

analysis, -to the abandonment of sequential structure in

&, L
“

favour of & self-referential text. The initial interruption
K
in'Bartheé's text &s, of course, a painting. Anne-Louis

a -

Girodet{s Endymion (1793), which is reproduced‘in S/, is o
in turn the implied likeness or pertrait at the core of .
T o o ¢
. Bulzac's "Sarrasine." That Jameg$ had learned "The Lesson

\"\ N .

of Balzac" mekes BartHes’évstud%Iall the more:gé;mane: it
is at once a critgéal Bﬁérbach to visual arts in literature,

yet it belongs to that intertektual tradition of art and

KT * . a A
X T ~ 8,
2Aris‘totle','Poetics 25: 1-15; Aristotle's, Poetics,
trans. with an IMtroduction by Gerald F. Else ™Ann Arbor:

U of Michigan P, 1967), p. 67. .
s L p
. i :

e \
&
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literature gs well." -
$td3ies of James's fiction have traditionally focused

on his digcursive methods, in particular on his diegetic
[

“moﬁé: the manipulation of narratives through impersahal

° -~

narratigh, on one hand and tﬁrough restricted point of view

‘or unreliability on the other. Percy Lubbock's. Craft of

Fictiog, (1921) and Wayne'TC. Booth's Rhetoric of Fiction,

\v
(1961) have defined, James's narrative methods and explored

-

their implfcations'and influence; both studies are indispen-

]

' sable’  But, prior to 1970, little attention was paid to the
. . ' 9

role of*the visual sarts iﬁside James's fictions. Violay

. -
HopkinssWinner's Henry James and the Visual Agts (1970) was

the first--and is still the most comprehensive--study of the

BN < N .

topic. Winner supplies extensive historical and biograph-

icel background to the visual'arts in Jemes's work; however,

her distlussion relies ptimarily on the comparison of

~

‘literary and visual art objects, rather than on an ana&ysis ’

e

of their relation. More.recently, Peter H. Stowell's

Literary Impregsionism: James and Chekhov (1980) and Jamesl
PP - -y

Joseph Kirschke's Henry 3ameg;and‘1mprgssionism (1981) have_

N

‘ -~ ~ '
examined Henry James and the visual %rts, but.*hese discus-

—-

sions are restricted to Impressiogism and are extremely
limited. Stowell does not consider the sources of James's

Impressioniqm, for example, while Kirschketgimply makes com- -

»

pafisons without analyses. These books réitenahe rather’

than complement the deficiencies of Winner's study. Adeline

a ™

-~

\

L]
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R. Tintner has produced many articles on James and the

visual arts’ that suggest sources for arf\prks in James's °

' \ fiction. Although Tintner's studies provide backgrouﬁds to
- {
historical sources for images, they ignore the significance

of “the }nterte;tuel duotatkons made by James in-his traps- \
- lations of image to téxt.
My thesis will take a broader view of the subject than
these studies by initially péoviQing 8 context for James's

writing in the nineteenth century'a}ftcniticel tradition.

" .
,/’T v Since my discussion will then focus on the influence of the
arts in the evolhtion of games's literary method and the sig-
N ’ Aificance of the visual arts to James's style, I will:not

4 } R

‘ confine the discussions of art to a particular movement but

’ ' -  will examine the shifting role of the arts inside James's

P

novels from subject in Roderick Hudson to writing'method'ih

L3

*

The Ambagsadors. It is my\?ﬁrérest in.the arts as an aspect

»

of James's own literary concerns and aesthetic theory, not

simply aq\i point of comparison or biographical detail;
* . . L3 .
which distinguishes my study from existing criticism.

)

T P i e ]



‘ CHAPTER I: S
THE PLEASURE OF THE MATTER ~

*We qgo to Italy to gaze upon certain of the
highest achievements of human power,-—achieve—'
ments, moreover, which, from their visible and

“tangible nature, are particularly well edapted to
represent to the imagination the maximum of man's
creative force. )

The evolution of Henry James's aesthetic the:>}&§\out

v

of nineteenth-century art criticsl traditions, a process
. that both underlies and is reflected in his fictional -
practice, must itself be pleced in the context of an under-

stand}né of art history as a mode of discourse and its rep-

-r

' %iesentation:in travel and criticel writing. During the nine-
' teenth cenfury the study of art history evolved from three
diverse critical ‘attitudes towards art: the scientific, the

. . - » 3 ) .
intuitive, and a view which combined aspects of observation

"

and intuition.

>

This critical diversity was neither arbi--

trery hor unaccountable: gll three paths of discourse origin-
~ated somewhere on the road to Rome, for the tradition of the

3

grand toufr 'lbd to the establishment of the art-critical

. § ,
tradition, and that, in turn, led to the study of art’
history. 4 . )

R - 8
From Elizabethan times the grand tour had been consid-’

ered an excursion essential to the completion of & young

L}
L

AHenry Jemes, "Howells's ltelian_Journeys" (1868), in
Litersry Reviews and Essays. by Henry James on American,
English, and French Literature, edited by Albert Mordell

(New Haven: College and University Press, 1957), pp. 199-200.

»e
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6 A 9
gentleman's education. 0Originally & means for gathering in-
formation about other countries, the graéd tour also eduip—
ped a young man with first-hand knowledge of foreign lands
éu{table to a future career in diplomééy. While such tours
might include France, the Low Countries, Smitzerland, and
Germany: the grand tour climaxed 1in Italy.2 Thisuehphasis
on Italy originated iq the eighteenth century when western
Europe became preoccupied wit; its cultural origins in
“classicael entiqui£y. The developmént of neoclassicael archi-
tecture and "heroic" subject pasintings featuring scenes from
classical'mythoLogy indicate, én part; the extent of that
preoccupation. The idea of tBe grand tour és essential to
a complete eduéation persisted through the nineteenth
century: In literature it produced a plethora of travel

guides, phrase books, and albums of "picturesque" views such.

as Gilpin's Scaleby Castle (Plate 1-1). Of grester signi-

ficance, however, was the travel diary. In its incipient

form the travel diary was a book of monetary rather, than

personal accounts. Records of such mundanities as exgend-,
jtures for food and lodging, and mastgkg', tailors', and wig-
makers" fees comprised its prigcipal contents; but, a
gazetteer of places visited might also, be included by the

., more ambitious Qiarist. Unlike 'the travel guides which
recommended places of interegt to the tourist, the diary was

v 1
'

2christopher Hibbert, The Grand Tour (Toronto: Spring
Books, 1969), p-.10. ]
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a personal record of a tour. In time, the list of interest-
& , . 4 . -
ing places cited in the gazetteer took precedence over the

lists of ‘expendityres, becoming the diary's 'subject. Travel

diarists wrote about theaﬁlaées they saw, and although their

»

accounts arg often anecdotal when nof descriptive, the

educatioﬁal‘benefiﬁg of travel were most apbarent to those

Biarisﬁs who recorded their résgonses to new sights in the
coq;se of their journeys.f Foreign cultures being their main
source of interest, diarists péidearticular attention to
antique .art treesurés. Thisg comSination of recprd, descrip-
tion, and personal response or'interpretation was appli%d
to artworks, for the seke of diaries, thereby establishing

uthe gquidelines for art criticism. In these critical
criteria we see, aé Qell, the nucleus of James's f;ctionafﬂ\

-

Loe . method: observation and intérpretation.

k ' : e
* ’ , . In 1786 Goethe embarked on e trip to Italy. His ,

' letters and diary became his Italian Journey, 1786-1788.

While Goethe.did consider his journey a flight from Weimar
into Italy, he did nat consider it;an escape. As with most
tour}sfs, and in the .tradition of the grand tour, Goethe cog-
sidered His excursion an-educational one. Early,ip the
-account of his érip he comments that, "My purpose in making,

this wonderful journey jis not to delude myself but to.dis-
: ‘ o

cover myself in the objects I-éee."B It is significant that

3Johann Wolfgang von Goethe, ltalian Journey, 1786-1788,
‘vtranslated by W.H. Auden and Elizabeth Meyer (New York:
. _ Schocken Books, 1968), p. 40.

B ¥
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“long list of essential foreign oddities, but rather, the

fed
benefits of travel--partxcularly as it relates ta the~

L N Y
the travel diarist has gone sbroad not simply to avoid

-

respongibilities at home or to cross off curiosities on a

3 -~ 3

1

travel diarist has fled home with the desire to undgrstanp
better; not*" the Forelgners, but hiﬁself » Goethe's

"discovery" requqred the appllcatlon of his eyes and intel-

lect. To discover himself in obJects hg became "preoccupied
‘ ' ' L . v . 9

with senge-impressions": f) - )

s — : [§3

~ The truth is Yhat, in putting my powers of obser- Y
vation to the test, I have found a new interest ’

in life. How far wiNl my scientific and general
knowledge take me? Cun I learn to look at things
with clear fresh eyes? ™ How much can [ teke in at
a 31ngle glance? C the grooves of old menjal
"habits be efﬂgﬂgé This is what T am trying to~
discovef .4 - ’ ' .

Essentially, Goethe was interested in his own pérceptions

and their, reletion to knowledge. As his accounts of the

journey continue, Goethe pursues,his';ntereét in perception
. = _ : - '
and comments that he had a tendency to "laok at the world

W

}hrough the eygs -of a palnter,' 1ndlcet1ng ‘a. fresh vision
or & new way of seeing. That the poet had spec1f1b éxpect-
ations from the,artwerks he sew is inddcaﬁed»by hls
asserfion that "one would Feel crushed oneself if‘éub}imé
works of art did not elways elevate the BpINt. n5

However, for ell Goethe '8 1nterest in the educatlonal

-

exerci#e of looking at artworka--h;s personal responses to
!

‘*coethe, p. 2. . o ) o s
Iblu., pp- 79 80-‘ '\ N W . ' ‘\
! \ LI .. Q.\ ' "
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paintings remain those of an_ interested observer; an shateur

o rether then a professional critic. Goethe relies more often
. LI o (%.»w..
on deacrlptions of subject matter and narrative content tham—""
onr any technical observat 8 about painting. His comments
i S N g
are expresgsive of an inter s;/tn!and an enjoyment of paint-
ing rather than any techni knowledge of it. ‘It is slgnlf-

1cent that trayelling produced in him a pelnter 8 eye that

'emgnpted from his 1nterest in lpoylng, and Goethe s Journey

3

is interspersed with his pen sketches of the Italian land-
scape. Goethe's comment that looking "is the samé in art-

‘ ) 1 .
as in life,"6 anticipates James's attempt to iintegrate liﬁe,

‘and art through his interest in realism;%it is also a pre-

”

. .cursor to James's comment that, "one perceives . . . that

-~

’

the province of art is all life, all feeling, wll _obser-.
vation, all vision."7\ ' )
The author most directly reéponsible for theldeQelop—

mertt of art criticism through the ’ travel diary was Anha Jame-
2 “,

. . 80N. Accordlng to Adele M. Holcomb, Jamegson's Diary of an ‘

- LR S

Ennuyée (1826) ) o - \ o

; . hasg one of the most art - hlstorlcally
/ * " inclined hgroines 'of its period, & young woman who
is not at all bored in front of the paintings, .
sculptures and monuments she encounters in [taly.
; She displays an unusual reflective and critical
faculty while puzzling over the subject of
Titian's Sacred and Profane Love, in analysing the -
elements of style in painting, and in her explan-

® - .

"61bid., p. 96. ,
7Henry James,'"The Art of Flctxon,' in The House of"’
, fiction: Essays on the Novel, ed. with an Intreddctian by
N, ’ Leon Edel (London: Rupert Hart Davis, 1957), pp.38-39. «

P

"~




.t \

- . . ~ ~ |

\ S | * :
. . | - G X!
- . - S 8 \
. - ~ation of the character of the Aeglna marbles by ' '
1 ‘referring them "to a period when sculpture was con-

flned tp the exact imitation of natural forms."8

In dgscu551ng Jameson's career, Holcomb comments:that the .

o .

incunabula of Victorian art criticism are ‘to belfopnd in
the,realm of travel literature."? Anna Jameson's career L

illustrates the ﬁbint "Féllowing the: 1ary she abandoned

. the novel form and her fictionalized tourist along with it;

. o ‘  instead, 'upon a visit to Germany in 1833, she published two

.

informative art guides for tourists'there,10 then, turning

{%ﬁi “: o . her attention further away from the travelﬂer, sh% wtote
P i

>

three books of art criticism specializing in the 'lond:

/// ‘ " negleécted arem of iconography.il Jameson's books were both
A -] " R ‘

+
L

original apd.influéntial; Elizabeth Gilmore Molt suggests

8 tonnection between Jameson's work and the Symbolist move-

¢

ment in art and literature: . T

“ ‘ ] .
Mrs. Jameson's rediscovery of the symbolic meaning
of. objects in painting and-sculpture . . . .
precede[d] by a few years the time when painters ) .
and poets, turning away from obJectlve scientific ‘
realism, "attempted to formulate a new symbolic
language.

. 8Adele M. Holcomb, "Anna -Jameson: The First Professional
o Engllsh Art Hlatorlan," Art History 6 (June 1983): 175 176.
: J1bid. , P- 172. :
OA Companior to Private. Gellerxes @nd A Handbook to_ the’
Publlc Galleries.
! lAnna Jameson's three books on iconography are conce ned
thh Pre Renaissanc® art and thé Acta Sanctorum and the Book
of Golden Legends. They are: The Poetry of Sacred and
.®tegendary Art (1848), Legends of the Monastxc Orders (1850),
o .«' and Legends of the Madonna (1852). -
A 14glizabeth Gilmore ‘Holt, From the Classicists to the
S Impressionists: Art and Architecturs in the Nineteenth
‘ Lentury, vol. 3 of A Documentary History of Art (Garden ’
" City, N.Y.: Doubleday, 19%66), p. 141.
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By 1B6B, Mrs. Jameson was one of the few English art

.

critics whom Henry James consxdered both literary and

innovative, since she advanced the study of art cr1t1c1sm

)

yet remained a dxstxnct vp1ce, separate from the disciples

-

of Ruskin. In his. assessments of these critics Jemes

already dxsplays 8 full awareness of the 1ntegrat10n of the

\

arts 1nvolved in their endeavours, and he addresses this -

issue himself.by - bon31der1ng the 1nterrelat10ns between

'

critic and artist, spectacle and spectator, and v1sion‘qu
knédledge:

The"examine pictures (or such, at least, is their
theory) with equal regard to the standpoint of the
painter and that of the spectator, whom the
painter must always be supposed to address--with
an equal regard, in other words, to the material

~. used and the use made of it. As writers who
really know how to write, however, will always of
necessity belong rather to the class of spectators
than to that of painters, it may Be conceded that
the profit of their criticism will accrue rather
to those who look at plctures than to those who-
make them.

Tﬁat art critics are at once literary artists concerned with

. visual arts, and critics engaged in analysis and elucid%tion

i's of interest to James, but in the course of his consider-

" .ations the young author draws a cléar--although not emphatic

or,final—-d}stinction between the role of the painter and

that of the writer: critics must fall in-with the writers

‘}athér than the arti%ts. The implication-of these remarks

. . 3

«. 13Henry James, "An English Critic” (1868), in The
Painter's Eye: Notes and Essays on the Pictorial Arts,
edited with an Introduction by John L. Sweeney (London:
Rupert Hart-Davis, 1956), p. 35. .

@ -
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.problem in his fictien. The difficulty erises for James's gﬁ

~ _ ‘ 16

'S
4

‘is thet. James considered the arjp of writing more e positq"gry
thannartistic, or i‘ht he considered the pgiﬂiﬁy/ﬁ:re.of an

artist than the writer.. No doubt qamesg;;s speaking

specifically about writers of criticism here, but his associ-
ationof criticism with spectdtorship, and, therefore, with

perception rathef;phan creation, is 8 crucial assumption in
Ay N *
'S

his early art cr;ﬁibism and it becomes a major artistic

e

N )

A
characters when they try to create while lacking perception:

Rowland Mallet's attempt to create an artistic gemius by

moulding Roderick Hudson, Isabel Archer's attempt to make

~

her life a work of art, and Lambert Strether's attempt to

&

portray Chad Newsome as a Titian painting are all failures

"because they are based on false romantic assumptions, nat

on careful gbservations: Once James's cheracters‘deveIOp
their critical faculties of observation ahd apply their
intelligence to give those observaii&ns cig@r expression,
they become the "fine central int@lligences“ James intend-
ed. The need fo create, then, remains with the author; how-.
ever, the arftist's eye should belong to every critic just
as it belongs to the.cenéfe of consciousness in James's
novels.
- ~

Earlier in the same year that he conSiéered the nature
of art qritic;sm in "An English Critic".§1%g§ considered the

- R ! '
nature of the travel diary in a.review of Howells's«]Italian

'Journezs. While James seems to have been somewhat

-

€2
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to print” she does go on to say that:

12
M/ ) . h

17

suspicious saf the travel diary form in ékich "letters and

S

‘diaries are simply strung into succession and transferred

If the writer is a clever person, an observeﬁg an
explorer, an intelligent devotee of the picturesque,
his work will qiubgless furnish a considaegable
amount of entertsining reading; but there will yet

be something essentially common in its character.
The book will be diffuse, overgrown, shapeless; it

«will not belong to literature. Mr. Howells's two

books on Ita%y_. . . belong to literature and to

"the centre and core of it,--the region where men

think and feel, and one may almost say breathe, in

g : (..»,.,

According to James, then, the literary value of travel
diaries derived from the intelligence of the author who must
be both "an observer" and a good writer. James values the

same quality in the travel diary .that he valued in the works

- -

. . . ‘\‘\ . N ! .
of art criticism: observation is to no purpose without an

-
’

intelligence to give it clear expgessioﬁ& The ability -nat

only to see but ta qnd?rstgnd--wigh every nuance and subtle-
' t; of iméort-—just'whet is seen became James's expectation
of the, travel diarist or obggrver. It is not cointidental
that his characters go travelling. 1n order to develop the
perceptive faculties, the Jamesian‘ceﬁtre of consciousness
ls.senf on an excursion: the conscioys object oflthe grand

tour being, as Mrs. Touchett might say, that of "seeing for

e

l4james, "Howells's," pp. 198-199.
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one's self."1>- .

. )

Ed

In his own travel writing end criticism, James concen-

: - .
trated on two essential qualities when discussing art works:

the impressioqﬁmade by the objebt on the observer and the

s , . M N .
expression inatilled in‘the art by its creator. The impres-

e *
sidn received by a viewer of art is the same'sort of impres- ,

sion he expectéd from a travel diarist: a viewer of life.
His assessment®of the ‘travel diery as being good so far as

the authar is an intelligent observer- is perhaps a seminal

1

version of his comment in "The Art of Fiction" (1884) that
"the deepest quality of a work of art will always be the - .

quality of the mind of the producer.”16 This comment at .

a %
once combines James's two essential qualities of artworks:

”

the'impression made on the viewer and the expression shaped
A
by the artist. GSpectator and artist are suddenly one. By

conteding that some travel diaries are in fact literary.be- |

, ‘ ~a
cause of the quality of their prose, James is conceding that

) 3
the travel diary is an artistic endeavour. Like books of ’
art criticism which have subverted narrative to analysis, lva)

v
3

a book tﬁét remains a narrptive--whether or not itrcontains “*x\

critical Llements——may be considered literature if.it eman- ‘}

N l > .
X . ‘ y
v n /
15Henry James, The Portrait of a Lady (lBBl;.Lond&h: Mac—
millen, 1883) chap.3, 27. Chapter and page references per-

tain to this edition and will appear in parentheses in the [

text, if necessary with the abbreviation PL. James's
revisions for the New York tEditions of his works nake those
volumes unsuitable for a study of his aesthetic development,
therefore, James's works cited in this thesis dre editions
based .on the earliest available texts.
16james, "Fiction," p.44.
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ages from the mind of a.perceptive observer. While James

was clearly seeking a definition of litératune by 1868, his
. !
N ,J
criteria were based on analyses of works of histfricel non-
|

fiction. This basis is not insignificant eitherﬂ as it be-

i

comes an integral part of James's understending of fiction.
. .

_James's definition of the relation bet{ween history and story

[

“ is evident in his insistence that "the novel ,is history" and

e

that its subject matter "must speak with assurance."l7

In addition to Howells and Jameson, Nathaniel Hawthorne

! -

also travelled, wrote a diary, and subsequently produced e

‘novel. 9f these three novelists, Hawthorne had by far the

greatest influence on Henry James. Hawthorne's French and

v

Italian Notebooks recount his family's travelsa in Europe

~

“""during 1858-60. . A considerable portion,of the work is de-

v d totltalyl Hawthorne's Notebook is written -in the
aéarly tradition of the travel diary. The work relies

heaQil on narrative: Hewthorne tells us who did what, when,
andL of the weather was at the time. However, Hawthorne did
put eside‘his misgiy}ng§ about Italian winters long enough‘

and bﬁten'enough‘to consider manylofqthe artworké he saw

there. While Hawthorne's Protestant sensibilities prevented

Hih from a thorough‘enjo»ment of .I1talian art--because of its.

intrinsically sensuous and often religious nature--they did

1
. »

notcpﬁ?élude Sensitivé observations on rpeligious art and .

\

patholicsgm. In his entry of June 8, 1858, Hawthorne

171bid., p. 25.

- - . b ema—————————————— s} ot Sl [ PR . e m e . =
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each impression iﬁkrecorded end its source described. Haw-

20

’ ~

remerks\that he "was sensible of a certain degree of emotion

in looking at an.old bicture," which led him to "deem it @ ////
pity that Protestantism shouid'have entirely laid agﬂﬁe*this
mode Céheapiqtorial] of appealing to the)rgl;gious.senti-

menﬁ:"lat That is perhaps the most expressive of Hawthorne's

‘ -
comments ‘on art: Like Goethe, Hawthorne wrote about what

\

pleased or disturbed him in tﬁe art that he saw. 0Often hfé
cqmme?ts are déécriptive of subject matter, or, more ‘inter-
estingly, they are translations of physicel impregsioné into
proge. The impression he recefvss from the f;reign tongue{'

on shop signg, the bizarre frivolity of the Roman c%rnival;

and the interior of a basilica may be equally "outlandish";

thorne's role in his Notebooks remasins that of an observer--

and a foreign one: his diary tells us less about Rome than

- about., Hawthorne. George Parsons Lathrop in his "Introduct=-

s

il

ory Note" to an 1883 edition!of the Nétebooks comments that
Hawthsrne reviewed painting and sculﬁture "precisely as they
presented themselves to him at the gime."l9 S0, lbke
Goethe, Hawthorne was concerned with iﬁpreSsions and the

powers of observation. However, unlike other travel

diarists, Hawthorne had no-.aspirations in the direction of v

18Nathaniel Hawthorne, French and Italisn Notebooks, with
an Introductory Note By George Parsons Lathrop, vol. 10 is .~
The Complete Works of Nathaniel Hawthorne, (1871; Boston and

New York: Houghton, Mifflin, 1883), p. 287.
19George Parsons Lathrop, "Introductory Note" to Haw- .
thorne's French and Italian Notebooks, 1883, p. 5. |

. )
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guierooks; his Nutebookslretain t?efconfesaional subjective

"voice of a personal diary.

a ’ ' ; :
The Marble-Faun (1860); a novel set in Rome and the

#

Italien countryside that Hawthorne.had visited, resulted

'

- from 'his travels in Italy. The idea for the novel, recorded
in.his Notebook on April 22 snd 30, 1858,2C wes suggested.

to: Hewthorne when he saw ‘Praxiteles's Faun whlle v131t1ng

s

the sculpture gallerles of the Capitol in Rome. Katharlne

Lee Bates comments that The Marble Faun was an essentlal

1

plECE of baggage for the Amerlcen tourlst in Rome,‘"No -g ;

'Amerlcen tourlst Vlslts Rome w1th0ut it.n2l Illustrated
- \

"with photographs of many of the places mentioned,. the 1902
'edir}onvcould have-been useu as a traveller's guide t; |

. Rome. ‘Labelied‘piqtureu of the Praxiteles's Faun, Trevi

‘fountain, Piazza del Popolo, and-St. Peter's Basilica punct-
uate the narrutive, présumably to enhance the re§qer's grasp
of scene. :And scene comprises a great deal orxrhe novel:
with all the regularity of people on a guided tour éxuur—
sion, Hawthorne s characters move into and out of partlcular
Roman places, yet they experience llttle of the life seen

in these locations, for guided tourists--being guided--are
lexpqued to look w1thout muoh reflection. The artists' prom-

7 “w,

enade, which begins*in Chapter Fifteen and culminates with

[y

- 20Hawthorne, Notebooks, pp..172-173, 182. ' -
2lgkatharine Lee Bates, "Introduction® to The . Marble Faun

(1860; New York: Kelmscott 5001ety, 1902), p. iX.
17 X .

|
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the novel's first climex three chapters later, is inter-
spersed with,direction%;for reaching the Tretj/fountbin, the
femple of Minerva, the Temple of Peace, t e\Coliseum, the .
Arch of Con;taﬁtlne, the Palace of the Ca sérs, the Arch .of

Titds, and the Forum. Yet throughout the walk the descrip-

tive passages offered are those of Hawthorne, not his charac-

‘ters. Excerpted from higmown Notebooks, the Roman place de-

°

scriptiong§ remain a backgrohhd ta the ections and words of

«the cheracters ang--because they are Hawthorne's impressions

"--they rarely provide any commentary on or insight into the

B . '

char;cters, as they did when Hawthorne presented himself
ihrough his travel .diary. Hawthorne's impression of &
basilica interior becomes Hilda's description of the inter-
ior of'ﬁi. Peter's, while his description of stained glass
windows is transfe}red to Kenyon, along with his contemp-

lation of the nature of divine light. 22_ Héwtﬁorne's charac-

ters suffer from his lack of delineation through descrlp-’

et

tion, since no descriptions emanate from their minds. They

¥
simply becomg Nathaniel Hawthorne themselves whenever de—-k

scriptive passages intervene in the narrative. It is per-

.

“haps significant, ‘tﬁéugh that it is often impregsions of

ob!ect that Hawthorne transfers to his characters; however,

.

these impressions are static: they may function symbolical—

ly, but are neither, indicative of\chéracter nor of character

3

22Hawthorne, Nptebooks, bp. 52, 278-279; Merble faun,
vol.2, pp. 109 110, 70-71. i
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development--as they eventually will be for Jamesian

.characters. In spite of Hawthorne's recognition that "there

is reason to suspect that a people are waning to decay and
ruin the moment that their life becomes fascinating either.
in the poet's imagination or the painter's eye,”23 his novel

and his notebooks pay little attention to these people or

to the nature of their decay. Their life, while it may have

been fascinating to him, was not Hawthorne's subject; he

chooses two Americans, an exotic, partly Italian or English
Jewess, and one shallow--although developing--ftalfan as his

cast. James commented on Hawthorne's distance from reality .

in the Notebooks in his review of Howells's Jtaelian Journey:

Hawthorne, . . . was only half descriptive. ‘He
kept an eye on an unseen world, and his points of
contact with this actual sphere were few and slight.za

fle later elaborated this view in his bdok'oq Hawthqpne:
", . . his contact with the life of the country, its people

and its manners, was simply that of the ordinary tourist--

+

which amounts to sa&ing that it was extremely guperficial."

o +

Jamés had “the impression that Hawthorne'wasia good deal

bored by the importunity of Italian art,"-but perhaps his
&
greatest dissatisfaction with The Marble. Faun derived from

Hawthorne's failure "to broject himself into an atmosphere

in which he has not a transmitted and inherited property."25

v -

7

& ,

23Hawth0rng, Marble Faun, vol.2, p.62.

243ames, "Howells's," p. 201.

25Henry James, Hawthorne (1879; Ithaca: Cornell U P,
1963), pp. 125-127, 131. k-
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Certainiy James's characters are also mainly Americans in
Europe, but they are immersed in their Efuropean surroundings
far more deeply than the characters of Hawthorne. The inte-
-ératién of action with setting in James's novels hay be
evidence oé his having learned the value of locetion From -
Hawthorne, but in the application o% this deviée‘James is
much spgtler.26 while Hawthorne's travél disries areé those

N } .

of the traditional tourist who makes a temporary visit,

James's traveipwriting, particulerly in Portraits of Places,

[

réyeals his undeniable sense of being in a place. His
pleasure in Venice, for example, comes not from cataloguing

its sights, but from immersing himself in them:
FNS

Almost all the pleasures of the place are simple;
« « « There is no simpler pleasure than looking at
a fine Titian--unless it be looking at a fine
Tintoret, or strolling fnto St. Mark's . . . and
resting one's light-wearied eyes ugon the windowless
gloom; or than in floating in a gondola, or hanging
over a8 halcony, or taking one's coffee at
Florian's. It is of these superficial pastimes that
a Venetian day is composed, and the pleasure of the
méttgr is in the emotions to which they minister .27

This sense of place, along with the necessity of clear ofgser-
vation, was one he passed on to his characters, but without

the awkward device of transforming His own impressions di-

rectly into their experience. We never see Strether in

265ee viola Hopkins Winner, Henry Jemes and the Visual
-Arts (Charlottesville: U P of virginia, 1970), p.79. .
Henry James, "Venice" (1882), in Portraits of Places,
(1883; reprint edition, New York: Books for Libraries Press,
1972) pp. 4-5. + All subsequent citations refer to this
edition and will appear in parentheses in the text, if
necessary with the abbreviation PP. '
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Venice,' but his experiencké of Paris as s&en from its

'

gardens, balconies, and cafés parallels that of James in

Venice. Both are engaged in forming impressions for them-

o

3

One traveller who had little difficulty with immersion
while abroad was the English art critic John Ruskin. Ruskin
wrote his influential work The Stones of Venice between 185l

1

and 1853 after many visits to Venice over a seventeen yeaf

period. His essays on its art and architecture, then, were
not direct responses to new sights% but controlled and con-
sidered interpretations of the history and architecture of

the city. In many respects The Stones of Venice is as much

about art and the nature of art in nineteenth century Eng-

land as it is an introduction to that of Venice. Because

Ruskin's essays are more interpretive then narrative, the
\ y P ’ y

mark a considerable change in the direction of travel
/

L oy -

literature. Like Anna Jameson's travelling diarist, Ruskin
was concerned with the art that he saw on his travels, but
his ogservations are not embedded iq a fictional jburna}.
That The Stones is directed towards other travellers,
though, is one of Ruskin's assumptions. He provides, .as he
éays, "chiefly for the travel}er's benefit,"28 appendices
and/}iiiisgltb buildings and paintings the traveller will

find in Venice. While The Stones is ostensibly a t{g:i?

'
[ . i

K

2830hn Ruskin, The Stones of Venice, vol. 2, (New York:
E. P. Dutton & Co., 1907), p. 109.

N



guide, it is really an art.quide. ~Apna Jameson was the
\«y

' Rogers s poem Ital! 31 oF, whxch Ruskln, commentlng on -the -
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first important ﬁnglish art histbrign, but Ruskin the
most popular and influential. Among his early devotees was

c . .
the young Henry Jamesz9 whose own travel writing was forever -’

"Ruskin-haunted," whether the older critic's ideas were em-

braced with enthusiasm or, increasingly, rejected.30 \
. 1 > £ ) L
Ruskin was not interested only in the historical '
\ , $- . . o
particulars of Venice. Richard Stein notes that in-1832

RUSklﬂ was profoundly moved by a gift edltlon of . Samuel

Venetxaﬂ sectlon, sald "There is more true expre581on of -

the splrlt of Venice 1n the pﬂssage devoted ‘tb her ‘in that
poem, then in all else that has been written of her.""32 That'
Ruskin found ”true ekpresélon of ‘the' sp;rxt“ in a poem on:

Venlce lndlcates his 1nterest in the expresslvé nature of

- \

'the arts aslwell a§ in th91r hlstprlcal value.qug comments

= 1. 293ames had read Modern Painters by 1858, becémingﬂa Rus-
kinite at an early age; see Leon Edel, Hénry James: The"
Untr1ed Years, 1843-1870 (London: Rupert He'rt-Davis, 1953),

. whenever he returned there. See Henry James Letters, vol.

pp. 2= 3

.147. James continued reading Ruskin 1nclud1ng The Stones

s of Venice, which he read  in 1B69 during hig first visit to.

Veénice and re—read—-w1th an 1ncrea81ngly ritical attitude--"

1: 1843-1875, ed. Leon Edel (London: Macmillan, 1974), - -’
p. 140; also James's-"Venice" '(1882) in Portralta of Plages

}UHenry James, Transatlantxc Sketches (LB?S' reprint ed.k

‘New York: Books for Libraries Press, . +291. All-
subgequent-references pertain to thlB e tlon ‘and will -

appear in parenthesgs 1n the text - if‘'neécessary with the -
abbreviation TIS. - .

lRiehard L. Steln, The thual of\Interpretatlon: The
Fine Arts as Literature in Ruskin, Rossetti,-and Pater

(Cambrldge- Harvard Unmiversity Pressw 1975) p. 70. . ¢
J2Ruskin, vol l, p.- 8. . ' ’
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on the poem illustrate the nature of Ruskin's work in

' N

N

‘ ggnerbi, for he straddled two divergent traditions in art:,

-the interest in literalism tﬁrouéhxclose‘obséEVation and

' ’ \ E

that of emotionakism through evocative effectd.. Robert L.
P Peters cpmmepts that Ruskin was bne;of those critics who
. . . ! T ¥ ’ p : .
k . ) "fused the elements" .of the two traditions in which "one

v

group maintained that a faciencé‘}of criticism and art could- .

’
»

’

be based on-methods of mathematicé‘and literal observation,"

while, "another segment of writers and psainters attempted"

!

to counter this‘obeervhnt literaliam by adopting a more in-

\ _ tpitive~énd emotional apprpabh."33 In his fiction, Henry
~ . B N EY . ’ ’ Jn‘--‘,,%.

" "James maintained this connection between litérali m and

i i

. ¢
emotionalism. On one hand, his centres of consciousness are

observers of‘life, but'on the qther, they experience sudden -

]

moments ‘of insight which lead to an intuitive and_acc@rate

perceptioen. 'One could say that James's centres of conscious-

.ness personify the Ruskinian réconciliation.

. -

Ruskin’develpppd the idea that Chris;ian;ty ;nd fidgL;
" S, i£y‘to.nature w@revesééﬁgiaf to the.artisf's'producti;n of

. good or noble art. Xét Ruskin believed that artists should
. S not presume to éhéllenge God's bréati;n, for‘"fhé first

o

cause of the fall .of the ppté‘in Europe:was a relentless re-

quirement of perfection,” and "the demand for perfebti?n is

[

0y

. , < 33Robert L. Peters, "introductory Notes" to Victorians
. . on Literature and Art (Englewood Cliffs, New Jersey:
o -Prentice-Hall, 1971), pp. 1-2.

7
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always g§sihn of "8 misunderstanding of the ends of art."34
' s - ~ N s !

Having dispensed with perfectio?& Ruskin felt that ‘the cre-

‘ation of "good" art had two essentiah requiremeﬁts, the body

and-soul:
All art is great, and good, and true, only so far
as it is distinctively the work of manhood in .its
entire and highest sense; that ig to say, not the
work of limbs and fingers, but of the soul, aided,
. « « by the inferior powers.

".In his insistence on the combined application of body and

soul iﬁ the manufacture of art, Ruskin veered away from
those critics, advancing a science of beauty, such as David
Ramsay Hay, for example, who,K sought to map the geomefry of

flowers w;th'an angleometer,36 and towards a subjecéive, in-

vterpretative art criticism. In spite of--and, ironically be-

cause of--Ruskin's inclusion of Christianity in art, his in-

te}pretétive'method anticipates the fin de sgikcle aesthetic,

movement. By examining art and architecture without Hay's

»

"angleometer" but with emphasis on his own concept of the
° ‘
"inner part of the man . . . which has light in itself"--

man's intellect or soul, not simply his mechanical aﬁility

to imitateﬁ—RuékzF allowed his criticism to transcend

mathematical or historical survey and begin to be art for

- Al

art's sake. -

N

In his defense of the Pre-Raphaelites (1851) Ruskin

38Ryskin, vol. 2, pp. 157,156.

35Ibid.,wol. 3, p. 156. :

36pavid Ramsay Hay, The Science of Beauty, a&s Developed
in Nature and Applied in Art (1856).

P - v ———




made a strong case in defense of. artistic vision and
A ’ subjectivity:

. I wish it to be understood how every great man

o paints what he sees or did see,»Hks greatness being
indeed little else than his intense sepse of fact
.« + . . 8ll . . . who ever were great became so by -
painting the truths around them as they appeared to
each man's own mind, not as he had been taught to
see them, except by the God who made both him and
them. .

While he connects such vision to the mind, the "inner part”
or "light" in Ruskin's vocabulary, it is this spiritualism
( the éanctity of the ar ist's vision) which most pointedly

©
for art's sake, having no motivation

o

implies the ides of art

othér than vision. By suggesting that art represents the
truth as it appeared to the artist's mind, Ruskin removed

art and art criticism from the factual context of journalist-

ic reports and descriptions prevalent in the personal nar-

ratives of travel diarists, yet he retained the single point
of view of the travel diarist by ditusting art end arf crit-
icism in the realm of perception and interpretation. Alwyn

Berland, in discussing Ruskin's concept of the "entire" man-

-

hood, suggests that:

Qne consequence of Ruskin's theory of the single .
sensgibility was. that it forced him to place morality:
in art, a procedure which enabled him to exalt art
as a religion without _destroying ethical sanctions.
further, his convictigh that good art is produced '

. only by good men (a thesis adopted by James ...),

J

37Ruskin, "Pre-Raphaelitism," in Victorisns on Art and.
Literature, ed. Robert L. Peters, p. 49, italics are mine.
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replacesreligiousorderswiththepriesthoodofapt.38
Berland refers, of course, to James's stétegg;ngn the cor-

30

-

relation between the quality of art and /that of the mind of
"for James, Ruskin's

its proddcer in "The Art of Fiction."39
" meaning of “high

"gbod" heaning ;mﬁéai" has become "goo
quality." Thi;;idea,becomes'entrench d in James's novels

ability to perceivie--that ig, to‘éggg;:

al sense. 'Ag Mrs.

as his characters'

sten&glincreasingly relies on their m
Agssinghegm of The Golden Bowl remarks,. "stupidity push%? to
Just so what is

a certain point is, you know, immorality.
morality but high intelligence?"40 “While the door on the

temple of taste has yellowed by the time Strether comes
knoEking,-the sensibility that prompts him to seek the
temple and to find instead the truth and beauty of his sit-
vation exemplifies Rﬁskin‘s‘“single sensibility" at,wory in
the experiences of James's characters. Strether's ethical

it is formed by an ability to

position is irreproachablef’but rather then being reinforced

«

by an understanding of God,

' understand what is seen.
: While John -Ruskin wielded consideraple'influence over
. . . (
both the developméht of art criticism and f?mhézigggtiCS af

the young Henry James, Walter Pater's The Renaiés e: A

L

BBAlwyn Berland, "Henry James and the Aesthetic

ribner's, 1904;

Tradition," Journal of the History of Idess 23 {(July-Sept.

T 1962): 410.

? " 39James, "Fiction," 44 .
- 40Henry James, The Golden Bowl (Sc
Harmondsworth: Penguin, 1966), p. 87.

N

A



31

Studies in Art and Poetry (1873) may have been ultimately

more influential.” By 1873 when The Renaissance was publish-

ed, art criticism had severed its ties to the travel diary.
Pater used neither fictional tourists nor referehces to.

authentic ones in preseniing his essays. That thgﬂauthor

had toured Italy is a tacit assumption; that The Renaissance
is concerned with the art of the Renaissance and the defini-

L] .
tion of beauty in art is of far more importance*than whether

or not tourists will take the book touring along with The

Merble Faun. Pater moves out of the travel and personal

narrat}ve context by beginning with "Two Early French
Stories,"” episodes tied to intellectual rather. than travel
exﬁerience. That Pater chose to beggn with "Two Eanly‘
french Stories" "berause théy help the unity of my seriep"Ql,

L3

indicates the operation of point of view. The "unity! of

A

which he speaks is the consciousness which composes the

n

Studies. The critic here is an artist as wellf he chooses

the most pleasing form for his work--a choice based on per-

sonal perceptibns. Items are no longer ‘included "chiefly

3

for the travellér's benefit."

However much Pater's work differed from g traQel.diary,

his interest, like that of Ruskin, Hawthorne, Howells, and

Goethe, lay in Jtaly. While¢ Henry James travélled to Italy

¢

A c

4lyglter Pater, "Préfage" to The Renaﬁssance: Studies in

Art and Poetry, ed. with notes by Donald L. Hill. An

edition of the’ 1893 text. (Bgrjeley: U of Celifornia P,
1980), p. xxiii. e . .

4 3
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. ./ . . s
to view the "maximum of man's creative force," Pater viewed

\Italy as evidence of a more important‘pést. One trevelled

to the Renaigbance through Italy-
But it is in Italy, . . . " that the Lnterest of the
Renaissance mainljp lies,-—in that solemn fifteenth
. century qplch can hardly be studied tog much, not
"' merely for its positive results in the thlngs of the
intellect and the 1maglnat10n, itssconcrete works
of art, Jits special and prominent personalltles,.
% g with their profound eesthetic charm, but for its
general spirit and character, for the .ethical qual-
1tles of which it is a COnsummate type.42 |

The Italy of Pater's Renalssance mlght stlll‘be'visible {in

s

the gu188 of art obJects) through the brown patlna of four

dark centurles, but 1t is only acce331b1e through llter-

~

. ature. That Pateq.focused on Italy fdr his stwdy—of the Ren-

aissance is sngm}flcent but of greater significance is his

- ~
-

understanding of Italy as an 1ntellectual experlence rather
oy

than a physical one. (We'll never know his views on Italian-
winters.) To Pater experience was a series of felt Y

"impressions" which he described as follows:
A sudden light transfigures some trivial thing, a
weather-vane, a windmill, a winnowing-fan, the dust
in the barn door. A moment--and the thing has van-

., ished, because it was pure effect; but it leaves a
relish behind it, a longing tha¥® the accident may
happen again.Q} o .

b
While Ruskin tempered his view of art with Christian
'philosophy, Pater, too, included & stﬁong spiritual compo-

. nent in his view of the arts. The spiritualism expressed

by Pater diffeTs from Ruskin's "in its connqction,'not to

421bid. : e
431bid., p. 140. »
e . r
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Christianity directly, but to exertion of the intellect.
s .
The "hard, ggm-like flame"44 which Pater desired to’ see burn-

ing is éomparable to the inner "light" Ruskin -insisted the

~ \

artist exert in making a}t, and both correspond to the light

<

of ¥ntellectual illumination by which James'ss characters
§
.will see. While Ruskin had a soyl in mind, Pater had a mindj ’

in mind. For both critics, the artist has an inner quality:
, /\' “
of understanding ar transcendance or 9T g larger knowledge

°

caontained within the self which must be tepped in the pro-
8 . .

duction of art. For Ruskin the resulting artwork is an ex-

ample of man's subservience to his God, but for Pater the
. o +

. nesbltwisypart of an individual process of self-creationm.

Gerald Monsman defines Pater's criticism as "a form of crea-
tive self-portraiture" or an

act q¢ autoblography [whichl begins wlgh a qUESthH
about jhis subjective or personal response to
artlstlc presentation . . . . On the one hand,
., Pater nature is "modified" by the-influence of the
aespyetic vbject he contemplates; on the other, by
”interpreting what he feels, Pater modifies His
readers’ conceptlons of Ehe past and creates his pre-
cursors anew in his own image.
, Pl a
This process of self-creation is one employed by James. It

1s not, yet evident in Roderick Hudson because one character

’

attempts to mould another, but in The Portﬁn;t of & Lady

Isabel s attempts to shape her own life manifest the notion

of an act of "self-portraiture.” Isabel, as we .shall see, &
\ *
441hid., p. 189.
. 45Gerald Monsman, Walter Pater's Art of Autobioqn;phy ’
(London and New Haven: Yale U P, 1980), pp. 14, 13.
. 3
. ,?
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is,largely'unsucceasful since she shapes her life-around pre-

2 <
conceived  romantigc ideas; ‘but Strether, when he allows pure
observation to e'voke Pater's seff—creating responses,, does

-

succeed remarkably weM. . ) ,

Pater believed that experience consisted of
"impréssiqns"'that are‘peréeived and understood by the _ ’
. ! ’ e o Tov e /—7

dind. Accordingly, experience is:differegt for each person,

[}

and the impressgions which gorm the experience differ with »

each personelity.. How one perceives will' depend on the in-

.
- - a

tellectual source of peréeption) and likewise the experience

that emanates }rom the seen impressign will depend on the

) brightness of inner light that "illuminates the'impression

. art, but in the understanding of reality:
¢ ! -l

[NV SOV S SR

itself. The implicat"ns of“Pater's theories about art are
evident in his discussion of,ihpiessions. In the following
passagé he pursues the cqﬁcept of ‘subjectivity--not only in

°

Experience, already. reduced to a group of impres-
sions, is ringed round for each one of us by that
thick wall of personality through which no real Ve
voice has ever pierced on its way to us, or from us :
to that which we can only conjecture to be without.
Every one of those impressions is the impression of
the individual in his isolation, -each mind keeping
®s a8 solitary prisoner its own dream of a world.
«+++ +,Analysis . . . @assures us that those impres:'
sions of the individual mind to whjch, for each .one’
gf us, experieénce dwindles down, are in perpetual
flight; that eyfh of them is infinitely divisible
also; all that is actusl in it being e single’
moment, gone while we try to apprehend it . . . to
a single sharp impression, with a sense in it, .

. of such moments gone by, what is real in our life
files-itself down . ... It is this movement, with
the passage and diss&&ution of impressions, images,

sensations, that analysis leaves off+-that contin- v
ual vanishing and unweaving of ourselves . . . Every

\

. - ! \ ’ ' .
X “
N »

o v, - ]
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sidered inferior or even equivalent in value to the paint
i

‘able in art historical terms end certainly enticipated in

. SN : ' . - 35
moment .some form grbws perfect {n hand or face; some
tone on the hills or the sea is choicer than the
rest; someé mood of passion or insight or intellect- .
ual excitement is irresistably real and attractive
to us,--but for that moment -only.%6 : ’

Thus experience is:defined by impressidns and -impressions

4

are defined by personality: paradoxically, personelity?muét

‘be defined by experience. Patet-sees lives as constantly

layered impressions acquired and amplified through time.

,Perhaps the mast interesting eséay in The Renaissance

i5 "The School of Giorgione." " In this essay Pater origin- Ehﬁii

ated the concept that art has an existence other than its

3

surface meaning. The depiction in a painting, . for example, .

is not the painting's gnly existence--the actual material
» . % .
6f the painting is one of its.realities as well:
All art constantly espires towards the condition of
music. That the mere matter.of & poem, for
ifnstance, its subject, namely, -its given ‘incidénts
or situation-- that the mere matter of & picture, 3
the actual circumstances of an event, the actual ‘ &
topography of a landscape--should be nothing without
_the form, the spirit, of the handling, should become
an end in itself, should penetrate every part of "the
matter: this is what all art constantly strives,
after, and achieves in different degrees.“

~

The ides that the scene depicted in a painting could be con-

on the surface of the canves seems completely

unprecedented. Yet the idea, shocking at the time, is trace-
. .

b ¢

i 46pater, pp. 187-188. . - .

- 471pbid., p. 106. ‘ y
—~— ' \ . i - 1
‘ 4



Pater's 1833 eésaysas. That experience is different for
each individual and that ‘the impressian of any given objec(
will be difFEren{ for each viewer is manifest in the very
or%gin of er}.critPcism in the "sense-impressions" of travel

™
v/f*\ §\yriting. That, "All art constantly aspires towards the .con-

dition of music" led Pater to further conjecture that:

[}

Art, then, is thws always striving to be independent
of the mere intelligence, to become & matter of pure
perception, to get rid of its responsibilities to
its subject or material . . . the ideal examples

<§ . .~ being those in which . . . form and matter,

\ : . . . .

~1in their union or identity, present one single
effect to the "imaginative reason," that complex
faculty for which every thought and feeling is twin-
born with its sensible ana{;?ue or symbol.%

So, while art may strive to bé iree of the intelligence
(that is, preconceptions about the seen object), Pater did
expect it to appeal to the imaglnat?ve reeson: That facul-
ty, similsr to Ruskin's "ﬁenetratiQe imagination," subject-
ivelx pérpeives at once'the whole visual pspect of a paint-
ing, regardless of definable representational meanings or

2

symbols, such as the'differentiption between éigure and

ground, or picture‘and paint. If this aspect of art is s
given quality in music, and a discernable one in paﬁntiné,
‘then, by exteﬁsion, we may expect Lo see evidence of this

idea in literature.

// In examining thexﬂevelopment of art criticism through

484 The School of Giorgione" was\>hrst publxshed in the

. : Fortnlqhtly Review of October 1877 and subsequently appeared
“in the 1888 edition of The Renaissance.

49pater, pp. 108-109.

3
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the travel\ diary, one finds "that Anna Jameson's Diary of an

Ennuyée, Ruskin's Stones$pf Venice, and Pater's Renaissance

are not h}stories, rather they are guides to the viewer &f
art, which map aesthetic theories, ﬁot places., The result
of these manifgftos of intengity of vision is two-fold: on
one hghd, through their reliance on close observation of art
’objects rather than vague postulations and romantic charac-
terization of artists, critics advanced the study of serious
art criticism in which tﬁe artwork itself take; precedence
aver romantic speculafion; on the other hand, the point of

-

view of a subjective observer assumes the authority to in-
st}uct an audience. 50, more iqportantly, perhéps,ithan
being maps of aesthetic theories, %h;se works are also maps
of the consciousnesses of obser;ers-—the critic, the
historian, the perceiver become; ultimately, the subjects'
of their works. So engaged in the experience of seeing is
the author, fhat his vision (ths act of seeing) becomes more

important than the,agtdal objects seen. Since the author-

itative observer's comments eventually characterize the

" observer himself, he theq becomes the subject of a fiction.

In the fictions of Henry James the fiectional narretor of
Jameson's Diary is resurrected to become ‘the subject of the
narrative. The narrative which fictionalized a real author
through its subjectivity‘is.now used to define a fictional
character through thet character's self-defining perception
of experience. A

o
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In a sense the nineteenth-century preoccupation with .
a definition of aesthetics and the arts in societi was a
grand tour in its own right: it represents an inteilectual
excuraio% in the pursuit of knowledge. Pater's ideésohave
by now, of course, become very familiar and are essential
to our understanding of the ;}ts, but in 1873 they were in-

v

nbvetive and caontroversial. Henry Jamés's reading of and in-
terest in Pater's work hed & profound effect on his
fiction.20 However, these absorptions and influences wefe
not‘immediate, but graedual, To trace James'svdevelopment
as a critic and artist it is necessary to return to t;e
1860Vs when he began his career as a critic and delved into
the interesting end véried tradition of travel writing.

James travelled to Europe many times, and ?roq an early

age, yet travel's with his parents never took him to Italy.

~

Making a European tour on his own, he firge went there in
1869, and, as his letters home reveel, he was profoundly
affected by what he saw. If lettera, like those that Goethe

sent to Weimar from Italy,.are bart of & travel writer's

50For a detailed discussion of Pater's influence on James
see: James D. Wilson, "Walter Pater's Influence on Modern
Fiction: Henry James and James Joyce," (M.A. thesis, Con-
cordia University, Montréal: 1981), esp. pp. 101-159.
Adeline Tintner's "Henry James's Mona Lisa," Essay$ in
Literature 8 (Spring 1981): 105-108, traces a particular in-
fluence of Pater on James to as early as 1869 when Pater's

essay on lLeonardo first appeared in the, Fortnightly Review.

Tintner's "Another Germ for 'The Author of Beltreffio':
James, Pater esnd Botticelli's Madonnas,"” Journal of Pre-

Rephselite Studies 1, 1 (1980): 14-20, also considers
Pater's influence on James and his increasing admiration for
the critic's work. C éﬁ

v
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diary, then we can consider these the earliest of James's
> 4 '
travel writings. Henry Seidel Canby, 'in his review of The

Eginter‘s Eye, describes the deveIdpment of James the
epistler in the following way:

« « « he becomes a different kind of observer. You
can watch the process besutifully in the letters

from abroad to his family when at first he had for
weeks at g time no ane to talk to but his waiter or
his lanqguage teacher; when wandering on crowded"

gtreets or sitting in the parks of fashionable spas
he gave his time utterly to observing, observing

almost forgetting, it would seem, his own personal-
ity, his own personal life, though intensly aware
of ‘his cr\tical apinions. | ran

These letters written home from abroad exémplify the nature

3

of travel Jriting: experiences are recounted by an observer,
a foreigner-—and perhaps they are given meaning. Like
Goethe, James is an‘observef in his,letters, but jemes was
u“not.nnly aware of his role, he was also aware of {fs

inadequacies. 0On September 25, 1869, he wrote to his

2

brother William:

Jhis Italian tone of things which I Bhen detected,

lies richly on my soul and gathers increasing

weight, but it lies as e cold and foreign mags--

never to be 'absorbed and appropriated. The meaning v
of this superb image is that 1 feel I shall never

look at Italy--at Venice, for instance--but from
without . . . ‘

\
By being isolated from the society he was visiting, James
is never in that society, and, like Hawthorne in Rame, he

remains not only an observer, but a foreign one. The import-

51Henry Seidel Canby, "Henry James and the Observant
Profession," Saturday Review 33 (December ‘2, 1950): 11.
52)ames letters, vol.l, p. 137.
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gnce of James's remark is its recognition of the role of the
wriger as an observer--particularly an observer who wants
to see from within. Unlike Hawthorne's, James's sense of
foreignness in Italy was a source of distress not because } ‘ '
Italy was foreign, but because James was. The immersion of
personality in observation is really the very sort of exper-
ience Walter Pater advocated, for it is through such obser- .
vational experience that peréonality is redefined. This
gathering and understanding of impressions'i;, as we have‘w
seen, the object of the critic, writer,,ar;ﬂst;Aand éventual-

. ] . +
ly the Jamesign centre of consciousness. T

¢

Transatlantic Sketches includes‘James'é accounts of his

'second, third, and fourth visits to Italy. In 1872, begin-
ning in france--as the young gentleman on a grend tour usual-
ly did—-James travelled through that country in constant
anticiption of his destination. Along the way he stopped

to pecdrd.his "impressions." According to Donald Emerson,
James's accounts reflect "with the intensity .of vivid, im-
mediate experience, perceptions and responses to pictures

which James had learned elsewhere. The travels reinforce

.one's inescapable sense of connection in everything James

wrobe."?3 While the reviews of paintingé may have been in-

fluenced by those impressions James had elready formed and

53ponald Emerson, "The Relation:of Henry James's Art
Criticism to His Literary Stamdards,” Irensactions of the
Wisconsin Academy of Sciences, Arts, and Letters 57
(1969): 14. ' i

/
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-

brought with him through‘his esrlier travels and his
reading, so too is his interpretation of scene coloured by
his expectations. In a discussion of the house shared by

Rousseau and Mme. de Warens in "From Chambéry to Milan,"

-

(1872), for éxample, James comments that the "sordid little
house" sgseemed "a hardly deeper shade of reality than the
images you Tontempiate on his (Rousseau’ sl pages," (IS 74).
Then, upon his arrival in Italy in 1872, James commented:
Every object is a reminder . . . .looking ocut on the -
great square, it seemed to me that the scene within
and-withgout was a rough epitome of every pleasure

and every impression | had formerly gathered from
Italy . . . (1S 7 — ; :

James, ha;ing been to Itél; only once before, must havé'
gathered some of .his ;ﬁpressions.from the lit?refture of
Howells; Goethe, and Hawtﬁarne. Such impres§§ona do not .
correspond to Pater's idea of impressions made by‘the'direct
experience of what one sees. While J;mes uses the word
"impression" liheraliy, he uses it in its broad, original
sense. But, if we assume that James‘wené abroad to Italy
with some of lhose intentions he had attributed to tourists
there: to "gaze," at artworks which would "represent to the
imegination the maximum of man's creative force,"?% then
his expectations anticipate Pater's ideg of the appeal to
~the imaginative reason made on us by observing objects and
artworks. In his discusaloqs of artwork, however, ?ames's

“
% between the puzzlement of Goethe, the

G ' ‘
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narrations of Hawthorne, and the interpretations of Ruskin.

«In Transatlantic Sketches Jemes generally analyses paintings

by describing their appeérances, registering his "impres-
sions" of the works, and recording the "expressions" of the
works. In his di;éhﬁégons of Vandyck, Tintoretto, and Fra
Angelico (IS 76-77, 92-93, 296-297), for examplé, he de-
scribes the artworks' agpearances in narrative terms as

" Goethe would have doné; like H;wthorne, he registers his
impressiéns of the'works' subject, handling, apd colour;

. and, on the basis of these qualities he. records what he
éhlls thé expressions of the pesintings, meaning the over-all
. tone of the pajnting given to it by ité creator such as the
politeness of Vandyck (IS 76777). On the bagis of thezg
criteria, James decides whether or not the painting is a
worthwhile object, and in doing so he attempts to construct
an objective analysis rather then a. subjective response.

In the 1860's and eariy‘7d's, then, James's approach to art

was obviously rather simplistic in spite of its rigour.

|
According to Carl Maves, Itely, for James, "effects
that combinat}on of feeling and intellect, of perception and
passion, with&ut which a great novelist is impossible--and
italy unfathomable."5? Surely these combined qualities--

which remind us of Ruskin's literalism and emotionalismzfare

James's iméginetive intellect, that ability to observe and

55Carl Maves, Sensuous Pessimism: Itaely in the Nor& of
Henry James (Bloomington: Indiena U P, 1973), p, 18.,

.
Al
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. e
analyse, however foreign the young Henry James felt amidst
Italien sensuality. James's discussiops of artworks aUring
his travels in Italy are not.unlike his art reviews. He
brings to them his critical faculties, which. are held in
check by his conservative tastes on one hand, and by his
Ruskinian ideas about art on the otﬁé£.56 In his discussion
of Jemes's art critis; Donald Emerson notes that James

displays "a concern for reality," 'searches for "justness of

characterization,"”" exhibits 8 "fondness for the narrastive

4

or literary aspects of & canvas," and "exercises a demand

for morality and taste."?7 These strictures are largely
LI 3N

sttributable to Ruskin's influence. In his early admiration

<

of Tintoretto, fory example, James refers to him as an artist
whose hand "never drew a line that was not, as one may say,
a moral line" (IS 91),°8 and in his discussion of the Milan
"gifficulties annulled, resocurces combined, labor, courage,

and patience," then marvels that, "there are people who tell

us thaet art has nothing to do with morality!" (IS 78).

_26W. R. Martin, "'The Eye of Mr. Ruskin': James's Views
on Venetian Artists,” Henry Jameg Review 5, 2 (Winter 1984):
107-116. Martin traces Ruskin's influence over James's in-
terest in the Venetians and suggests that not until 1892.was
James a truly "confident and independent critic," p. 111.
Emerson, p. 1ll.

58w. R. Martin also pointsg out that in 1872 James
emulated Ruskin's "innocuaus effectation” of calling Tintor-

etto "Tintoret." However, in his letters during his first
visit to Itaely in 1869 James did refer to the artist as
"Tintoretto," indicating, perhaps, that Jemes's early visits
to Italy further reinforced his agreement with Ruskin's views.

[y
|
|
|
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.James's comments clearly echo ﬁuskin’s on the god-praiéing
atiributes of the Gothic stone carvers in "The Nature of
Qothic." The connection to Ruskin is reinforced by James's
assertion that "a great building is the greateét conceivable

. work of art," (IS 78). - |

ﬂowever, Ruskin's hola over Jaﬁes’s opinions on art was
not permanent, and soon diminisbéd as James's own criticsl
faculties develaoped. Though James does not, as W. R. Martin

points out, differ in taste from the dictates of Ruskin,* he

does begin to disagree with the art critic by expressing his

own favoureble opinion of artists such as Titian whaose work

Ruskin initially disliked. Martin attributes these diverg-
ences to James's battle "for his independenie from Rus-

kin,">9 but Martin's comments surely underestimate the inter-

est and knowledge James had:acquired about the arts from
other 'sources, and his c;iticai and an;lytical faculty it-
self. That James felt, in 1872, that Ruskin was "pushing
matters too far" in talling Veronese "a painter of deep
spiritdal intentions" (IS5 91) reflects his rejection of Rus-
kin's overtly Christian sttitude. But his interest in the
mbral line of Tintoretto recognizes that inherent morality

" Ruskin instilled in fhe arts through his Chfistian stance.

That James does move away from Ruskin is inevitable, but the

manner in which Ruskin influenced him is also significant.

o

In Dctober 1873, James made his fourth trip to Italy,

, 59 . R. Martin, p. 111.
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staying there till June 1B74. Either just before or during

this trip, James read the first edition of Walter *Pater's

Renaissance.60 Having learned from Ruskin the moral. compo-
nent in art, and, as a result, the spiritual component as
well,vJames was by then forming his ‘own concept of aesthe- -

, v,

tics: Pater must have had some immediate-influence, but g

James's only.comment on The Renaissance at thajfytime was

~

that Pater was eroqﬁggz-in his discussion of Botticelli, if

\ 14
inconclusive, (1§ 299). However, that James could speak of

Boﬁ;icelli's Coronation of Uu%Virqin as one of the "“supreme-

.

ix beautiful prodbcgibns of‘the human mind" (IS 300),
indicatesia shift in his approach "to art towards a cérebral
and subjective view. Moreover, in His comdén{s that pne’s
responsé to paintings "depends vastly upon ong's mood--as

a traveller's impressions do, generally" (IS 290), and his
’ . . 4 ,
increasing tendency to regard paintings "more as an ehter-

téinment and less as a solemnity" (IS 290), James found him-
x4

self relishing perception rafther than system in understand-
4 : '
ing art. Further evidence of James's concern with the

imagination and the subjectivity of art i &vident in his

assertion that his imagination projected a sympathetic gld@

which was itself half the substance of-his "genial impres—\

A t

60James epparentl; bought a copy of The Renaissance in
Florence on May 31, 1873, just prior to hIs leaving Jtaly

for the third time (see Letters, vol. 1,pp. 390-9%91) and )
later refers to Pater's "Studies on [sic] the History of the
Renaissance," in Part IV of his “Florentine Notes,'" dated
Februery-April, 1874, Transetlentic Sketches, p. 299.

'
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sions" (IS 291). James was, therefore, aware that every-.

"thing he saw was seen tHrough that ring of personality that

Ve

Pate},ponsidered the detgrminer.of the impression received.
énd this ring of personality--the glow that emanates: from

the imagination--has been fuelled by the reading'and the -
knowledge of the observer.“Like‘a painting, an impression-
is the product.of vision. Whether these ideas gepreséqt.the.
difect influence of Pater is’difficult ta assess, but

Jaméé's increasipg reliance on the word "impression" in con-
nectioniwith the arts must be partially due to Pater’é
emphasis on and defini?ion*of the word. GS5till, "Tq; School
of Giorgione," that essay in which Pater so,étrongly d*—
scribes his concept of the impression ;nd th; importancé of
the éurface appearance rather than the meaning of art, ié
aﬂticipated by Jamfs in 1874. 'Unlike Ruskin, who disdafned&:
a;t for art's sake by depldring the Victorian ﬁaééinétibn
with;the decormglpn of useless objects, James in what might
be aslrevolutioﬁary a manner as Pater, suggests that.géauty

[

is itself a worthwh@le end. In the following passage about

"Vincigliata Castle, which he calls "a triumph of aesthetic

culture," James, in defense of this description, clearly

N

makes a break with Ruskin's rigid morality of art which

"would label blasphemous any attempt by thHe hands of men to

create beauty and perfection:

. There are~m0€ds in which one feels the impulse to
enter s tacit protest against too generous a patron-.
age of pure aesthetics, . . . One turns half away,

musingly, from certain beautiful useless things.

- -



N . .’ O ~ ’. " :\J 47
But the hfalthier state of mind, surely, is to lay
.no tax on any really intelligent manifestation of
the curipus ‘and exquisité . . . This elaborate piece
of imitation ‘has no superficial use; but, even if
it were less complete, less 'successful, less brit-
liant, I should feel a reflective kindness for it.
So handsome a piece of werk is.its own just-
iffcation; it belongs to the heroics of culture. (IS
287-288) ' , "
Critics qf James's-art criticism, in spite of their aware-
, . E
ness of James's importapnce as a literary critic, have often

ignored the connection between these two endeavours.

Emerson calls His art criticisnm "ameteur";él E. Lane" Faison

-

claims James's limitations as an art critic "were grave

: t
f indeed";62 and Robert L. Gale comments that James's travels

~
t

in Italy though productive of some’ "charming" sketches were
only useful by providing a éachexof colorful sceneg.fnd
figures tg p;undef in the concoction of descriptiéns.63 We .

may agree that James was not a brillient ert critic; how-
" 1

ever, we must admit- that he was an acutely conscious .one.
; . k ,

-

‘His criticism, with its emphasis on the search for "impres-

sions," represents the growth of consciousness through

. 13 v - 13 3 . M ’

vision which becomes essential to the experience of James's
3 ' »

chéracters. In his "Foreword" to Carl Maves's Sensuoug

a

Pesgimism, Ian Watt comments that James's novels "are writ-
h : ;

ten in the mood, not of the territorial imperativej but of

thé ecological subjunctive,” of Italy whose history, for

.
61Emerson, p. 9.

62¢, Lane Faison, Jr., "The Novelist as *Art Critic,"
Saturday Review 40 (June 1, 1957): 28.

63Robert L. Gale, "Henry James and Italy," Nineteenth

Century Fiction 14 (September 1959): 163, 167.
. %

o




N 48

James, did not merely provide local colouyr, but provided
. \ 4 ‘
"reminders of intractable realities which lie in wait fgr v

vagrants who stay too long."64% And Carl Maves, in his study

of Jemes's fascination with Italy;, pays considerable ‘atten-

{

tion to James's travel writing and the relation between the

enre and James's use of it in his fiction. These critics
g 3 ) . .

begin to suggest a direct extension of "the author's mind. in-

//'

to that bf his characters. / . i
That the collecting-of, impressions was for.James both K

a manner of personal growth and a way of seeing is fundament-

al to his development as a writer. It accounts also:for

James's shiffing,interest away from travel writing or critic-

al journalism towards fiction. Like the-narrator of a
» ’ - .
journey, @ tale, or a quest-romance, Jdames becomes subject-

’

of the history cﬁ‘yisttrevels abroad g Thig histary itself

is as "real"™ as any fiction by its translation from experi-
4 ' '\
ence into literature. ,As his interest in impressions N
; s
s " » . » LY.
1ncreases,-33}es's narrative becomes increasingly an account ..
of his ideas and thoughts rather than.s narrative of events
or actions. The most striking example of James's transla-
4
4 . .
éion of narrative description into an intellectual impres- *
A

n

s%on occurs in his account of a walk in Genoca in 1877:

. N

There was no one within sight but & young man, who
/ was slowly trudging upward, with his coat slung over
is shpulder and his hat upon his ear, like a cava- &
3 - Ner in an opera. Like an operatic performer, too, ’
v ri ‘
éal i S . Lo ¥ )
// \yl\Watt, "Foreword" to Sensucus Pessimism by Carl
Maves, pp\ ix, xi. i .
' .
A )‘ i .
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' . ! . .
he was singing as he came; the spectacle, ‘generally,
-was operatic, and 48 his vocel flourishes reached
my ear I said to myself that in Itsly accident was
always picturesque, and thatfgsuch a figure had been
exactly what was wanted to s of f the landscape
* « . . . the young man overtook me, and . . . asked
me if I could favour him with a match to light the
hoarded remnant of a cigar. This request led, as
I walked back to the inn, to my havjing some conversa-
tion with him. . .. . But the point of my anecdote’
is that he presently proved to be a brooding young
radical and communist, filled with hatred . . . . He
was an unhappy, underfed, unemployed young man, who
took a hard grim view of everything, and was opera-
tic only quite in spite of himself. This made it
very absurd of me to have looked at.him' gimply as
4 graceful ornmament to the prospect, an harmonious
little faigure in the middle distance. . . . Yet, but
for the accident of my having a little talk with
- him, ‘1 should have made him do service, in memory, .
as an example of sensuous optimism! (PP 52-53)

»

"Jameés's anecdote simul\aneously exposeé the romantic view
as misleading end illugtrates'the need to sge'beyond.the sur-
face image. The younglmpn'is “picturesque® oniy as long és
he is part of the.landscapé} seen on his own, he is hardiy

7 - ' -y
v gn operamtic cavalier.

2

That James ceaséd regular writing of art criticism by
.
the ;ate.IBSO s" 1ndlcates; 1 thlnk “not as Emerson
suggestsb? that he was simply an intel}iggnt dbserver, but
that é§ an intelligenf observer the rqvg(of art critic was
. a limitihglone. More to the point is the observatlon that

at the time h!% art notices decreese, his major period as

a novelist begins. James's art reviews and travel writings.

only cease to be elements of non-fiction--they sre in‘reqp-

ingly imtegrated into his fiction. Alwyn Berland might be'

65Emerson, p. 10. . .
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describing the youﬁg, travelling James wh&n he describes the
\ . ’
nature of a Jamesian protagonist:
Most often he has scquired hise-thirst [for culture] Y
from an early taste of Europe, and augmented it by
ambitious taestes in reading or in art, as has

Rowland Mallet ... as as well as Isabel Archer and
Lambert 'Strether.66

The interest in James's travel writings and art criticism,
then, lies not in any particular originalgty or novelty of
description, but in their place in the develobmeht of

James's fictional method and aestﬁetic theories.

G




s
CHAPTER 11: .
THE PICTURESQUE HEART | ;

I speak of the painter in general and of his
relation to the old picture, the work of his hand,
that has been lost to sight and that, when found
again, is put back on the easel for measure of
what time and the weather may, in the interval,
have done to it. . . . It helps him to live back
into a forgotten staté . . . and the old motives
fall together once more, snd a lesson and & moral
and a consecrating final light are somehow disengaged.

.

In 1875 James published both his Transatlanti¢ Sketches

and his fairst successful novel, Roderick Hudson. Roderick

Hudson is the story of & philanthropic Pygmalion who

attempts to have a hand in the development of artistic

genius. James presents the story as a grend tour of Europe-;’

particularly Itely--by two young men, but on an underlying

level the novel is an intellectual tour as well. Roderick

Hudson is James's first assertion of himself as a literary

i . R

realist and the novel marks bhis-ascent from aspirant to .

srtist. In a fundamental way, Roderick Hudson's subject. is

Jemes's development of an artistic method in the novel.

Throughout the novel James literally struggles with

‘mesthetic theories as he is forced in his writing to reject

and adopt certein aspects of,tHe very aesthetic theories his

‘v

lHenry James, "Prefacé”" to the 1909 New York Edition of
Roderick Hudson, reprinted in the Penguin edition (Penguin
Books: Harmondsworth, 1969), pp. 15-16. Subsequent refers
ences pertain to this edition, which is based on the 1878
text, snd will appear in perentheses in the text, if
necessary with the abbreviation RH.

51
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characters debate. Each aesthetic creed is given a voice
through an arti;t character ;0 Mhet the novel's developments
and outcome are at least bartial%y indicative of James's
aesthetic developments. A study of the artis£ and his
cherpctefs reveals. James's passionate interest .in the ‘import-
ance of having an artistdc purpbse and ‘philosophy. Roderickr
. Hudson is not the answer to James's aesthetic‘qugtions: it
is merely a starting point for a definition“of aesthetics
wgich interested James in'all his fiction. James deJéloped
his theories through his writing of each successive novel,

ﬁntil, in "The Art of Fiction," he made his declaration of

purpose; and in its application in The Ambassadors the

concept of a way of seeing was an integral part of the
nove&;§,comgosition, rather than an imposition--either .,
allegorical or authorial.

Confusion between the roles of observer and object in

Roderick Hudson -has long impeded its criticism. The novel's
title may be its most misleading element, but the present-

ation of Rowland Mallet through his view of a young man ruin-

ed by unrequited love for 4 woman has, no doubt, further ob-
scured the novel's f%;l gsubject., Even Viola Hopkins Winner,

after emphatically asserting Rowland's centrality to the

text ("the novel 'hangs together' to the degree that it does
'

because the subject is presented, not as Roderick's exper-

iences, but as Rowland's consciousness of thm#') bases her

i

main discussion of Roderick Hudson on the mechanics of Rod;

’

[P pE— - -
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erick's artistic experiences. She suggests that, "it may
be assumed that Rowland expresses Jam;;;s own art views,"

~

and concludes tﬁat "James subjectslﬁﬁe romantic genius of
Roderick to the test af experience,ladd he fails."? Win-
ner, having mentioneﬁ Rowland's conscigusness in Eonnection
with James's presentation.of the subject, fails also—-h; the

critics of this novel have almost inevitably failed--to re-

cognize that the subject of the novel is Rowland's experi-

‘

ence of consciousness and that Roderick's experiences are

the mere spectacle upon which this consciousness must feed.
More precisely:mconscioﬁsness is the novel's subject, exper- .
‘ience the subject of that consciousness. While my view sug-
yests a horrible consumption of one character by another,
this horror seems to me to bevone of the dangers of romantic-
ism exposed by this novel anq further explored in subsequent
fictions through James's art connoisseurs. Peter J. Conn's

"Roderick Hudson: The Role of the Observer," is an important

exception to the critiques which emphasize Roderick's
excesses at the expense of understanding Rowland's control
over the narrative. In his reading Conn claims that readers

have been led astray because "they have asccepted Rowland's:
’

testimony without questioning his reliability, a reliability
which the entire novel indicts."3 However, the strength of

Conn's argument relies considerably on its basis in the New

=7 *l ‘ r 4
2Wwinper, pp. 65, 102, 107. . .
3peter 3. Conn, "Roderick Hudson: The Role of the

Observer," Nineteenth-Century Fiction 26, 1 (1971): 75.

¥
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York edition of Roderiék Hudson. This reliance reinforces

Conn's. contentions but tends more to illustrate James's

retrospective understanding of Roderick Hudson than to ex-

plore the ségnificance of Rowland's observations to the
development of James's aesthetic. James had to write

Roderick Hudson to solve some of his, own artistic dilemmas;

it is not, theréfore, coincidental that thirty-four years

¥

later he found himself esséntially in agreement with the

novel's aesthetic--he did i1nclude 1t 1n the New York
) t
edition--but at the same time felt that he was "literally

re-seeing”" it, as F.O.(Matthiessen@saysa, and, I would add,
by’the bright light of hds mature "aesthetic illuminat&on."
The choice q% text is crucial here because those very
"abstraections" of apprenticeship Matthiessen cites in the
original edition are evidence of James's sesthetic winnows,
ing. The vagueness of James's early abstractions could only
be clarified years later, after those first tégtative~ﬁsser-
tions had been tested and proveﬁ in James's fictional

o

method.

While James may not have expressed his intentions clear-
ly at the time he wrote the novel, in his Preface he states
explicitly that his

. . subject, all blissfully, in the face of

difficulties had defined itself--and this in spite

of the title of the book--as not directly, in the
least, my young sculptor's adventure. This it had

. FA
4r.q. Matthiessen, "James and the Plestic Arts," Kenyon
Review 5 (Autumn 1943): 538.
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been but indirectly, being all the while in
essence and in final effect another man's, his
friend's and patron's, view and experience of him
. % . The centre of interest throughout "Roderick™
is in Rowland Mallet's consciousness, and the
drama is the very drama of that consciousness

. « . what happened to him was above all to feel
certain things happening to others, to Roderick,
to Christina, to Mary Garland, to Mrs. Hudson, ta
the Caveliere, to the Prince, so the beauty of the .
constructional game was to preserve in everything
its especial value for him. (19-20)

James acknowledges the temptation to read the novel as the
story of Roderikk's decline and death, and the consciousness
of genius in decline. Yet he asserts that the novel is 'the
story of Rowlqnd'g mind and that Roderick is important, aé
are the other characters, only for .the role he plays in the

.

development of that consciousness. Clearly Roderick, the
Idealist, is meant to fail. This is, after all, & novel

v . o,
about a great failure. But if we grant that Rowland's con-

sciousness is the novel's subject then which failure 18 the

novel really about? The great tragedy of Roderick Hudson’

is hot the trite story of the failore qf artistic genius,
rather it is the tragedy of failed vision: Rowland is a
romantic, and in spite of all his experiences in the real
world, in spite of all his feelings , or lack of them as
Conn suggests,5 concerning the things that happen to the

,
athers, Rowland remsins a romantic.

A number of early observatf?ﬁs.ov comments foreshadow

the novel's outcome and give the reader insight into aqi3>s

5Conn, p. 68,
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own questions about art and the natgre of Réwland Mallet as
subject as weil. for example, Rdéwland plearly comprehends
an arfiét‘s reliance on and dugy to his visual faculties.

He defends Roderick against Mr,. Striker's charge of laziness

in thé lew of fice as an education of the young man's percep-

~
x

tive faculties:
. ". . . to a sculptor who Toves his work there

is no time lost. Everything he looks at teaches

or suggests something." ‘ .
"That's a tempting doctrine to young men with

a taste for sitting by the hour with the page un-

turned,/watching the flies buzz, or the frost melt

on the window pane. Our yound friend in this way

must -have laid up stores of information which L

never suspected!” o
"It is very possible,"” said Rowland with an

unresentful smile, "that he will prove some day

the completer artist for some of those lazy

reveries." (60-51). \‘

Pater's idea that vision is infofmative and formative tb the
l

artist is implied in Rowland's defense, yet Rowland too
suffers from partial 'vision and an unwillingness to uﬁdbr—
stand what is seen.

Rowland's mispefceptions occur through his ‘persistently
romantic view of the world and the other cheracters. While
still in Northampton, Rowland romanticizes stene. That the.
frame of his vision is his imagination gether than his obser-
v;tlon of objects signalsba canflict betweeh romance ahd
reality. Rowlend is prepared to.sée\only what he imegines--
‘whether it or sdmething altogether different eppears before
his eyes. He calls the hemlocks by the Hudson household

"melancholy," for example, and notes the "moss-coated
;e

gy




. - ¢ - 57
‘bricks" of the garden pévement and the "air of antiquated
dignity" about the house which "hed ‘seen its Eest days"‘
(45). On the basis of this vision Rowland is "sure," having
never met the woman, that "Mrs. Hudson . . . might be seen

in the garden of a morping, in a white apron End a pair of

old‘gloves, engaged in frugsl horticulture" (45).- Clearly
everything Rowland sees suggests something romantic to his / ‘.
imaginationi however, these suggestfons are not accurate

perceptions.
. »

In a short passage during the Northa?pton section of

* -

the novel, ROwl?nd tells of having, ., ’ 7

", . . read in a book the other day that great
-talent in action--in fact the book said genius--is
a kind of somnambulism. The artist performs great
feats in a dream. We must not wake him up lest

he should lose his balance." (39)

"

Rowland, of course, ignores this advice, first by flattering.

Roderick's eqgo, then by wrenchina\him out of his productive-

-

siumbers in Northampton, and finally by taking hiT off to
kuroﬁe where Roderick loses his balance jn theuAlés. Row-
;qnq, howe;er, is even more deeply asleep than_Roderic;, for -
his rb@antic dreams about Italy and‘H;s ro&ant;c apétheoéis
of”Roderickﬂare made thfough the elevation of Rbderick“g _'.
wasted énd tragic life to the stuff of_roﬁéﬁtic heroism.n

In Row{and's.retrqspéc{ive‘view'the sailow‘patina 6f time
'impaéts to the story’a polisﬁed golden glbw. Rowland ‘*N

slumbers and dreams_@is way out of Nonthaﬁpton to Italy and

back again withﬁég ever wakind to any realizations of the
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_hideousness ' of the tragedy he has brought upon his most

.

ihtimate friend. At the moment of his "ecstatic vision,"

‘d,xiéognition of .doam rather than being jolted by it\-as
& . : c o
. _James's characters subsequently are--into awareness. His
" o . L .

e vision of the devil--eVil incarnate--at the Franciscan con-

\“yehf garden seems to be a moment of self-revelation as he
L. was "literally beside himsgelf" (216), implying that the

: . ; devil Rowland sees -‘is himself. But, rather than accept his

L. vision as "a moment of self-recognitiwn, and the source af - '

a life taken iR hand,"6 Rowldnd retreats from it, thus re=
’ fusing to cross the "bridge™ from romance to realfty. Row-

. . R . . - '
- . land's thoughts prior to his vision of evil are concentrdted

v

. .. upon. Roderick's impending doom and include, allegorically,

ﬂ

-

- Rouland s desxrg to push Roderlck over the brink in his

LS
b

R T image of fuellng the fires for a man being burnt -at the
“w - " ‘steke.f While Mary Garlend 1n1hlally appears to be that
, . "somethiﬁg"fdf ‘reversionary 1ntarest"‘wh1ch "the victim was
b hd « v * * -
- to leave”behind him," on closer 1nspect10n 1t LS clearly the
- YT .
afflrmatlon of Rowlend's romantxc vision and a Fulfxlment “
. ' ' of hfs-desire for uncompromisingly romantic Experienbe»that
eoe e . Rodefick'é death will impartuto:Rowlend--uhich is of course
. &épcrs&ly what happens. “Heving admired tthe grace and bgauty
N - e
- T e Ie - qf Roderlck s fatal plunge, it is 'no wonder Rowland thinks
ST 6Robert K. Martin, "James and the 'Ecstatic Vision',
. ’ Modern Lonqpaqe Studies 13, 4 (Fall 1983): 37.
K REE R o - c - ot
» o_: T " Ta - "’ . < - ‘
- J_:av - B!'. . - ’5»_-‘- ’ : ., ’ - ’ - - - tLT -
-~ @ v - T N e——e " - - e Sl

PR or most gpiritual experience, Rowland succumbs to a romantic

8!

"
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tunity to understand the - harm he hes done Roderick through

59

ﬁé has seén a devil. Perhaps it ;s significant that Rowland
can imagine these'shings after having "pulled’his hat over
his eyes," but sees the devii, 6:e can’presume, oﬁfy'after )
his hat "had rolled away" (217-21B). When the eyes are
clos;d one‘cannop‘observe, and so one cannot interpret or
understand, for the moment of consciousne;s is precipated
by an unabstrucﬁed y{éion. What Rowland has “resiéted;—and‘
conquered" (218) is not evil but, unfortunately, the opporl‘
. .
his own inherent evil. Rowland's retrieval of his hat in-
dicagesghis desire, once again, to shield.himself from real-
ity; for, as deftly as he recovers his ‘hat, Rewland covers
up his '‘conscipusness, é;akes of f his vision, and_resumes his
romantic q;est. ‘

A e
Roderick Hudsdn commences with an image of thirst in

the form of Roderick's sculpture, and it is Rowland, not

.

" Roderick, who is parched at the outset. He is "tired," and

Y

"mot happy," has "no errand," cannot "feel ardent," con-

siders himself "half finished," because his "genius"_and

~

A

"faculty of expression” have been 1éft out (26). He is &

{

character wanting experience. Yet Rowland does not inftial-
ly view his proposed grand tour as a means of bersonar ful-

+

filment; instead, he calls it "a sort of idealized form of
. .

.

loafing." T& Rowland, the tour is not necessarily an
educational experience; it is an'indulgent one through which -

he may succumb to a romantic state of melancholic ennui.

~

v e o onl

Fod
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60.

s

Rowland maintains the traditional .association of the fine”
o/ A - '

arts with the grand tour, but the reverie féatuning himself

as the rescuer of an exquisite Italian Renaissance drawing

illustrates Royland's romantic attitudés towards art and mamn
[l "‘ .

(26). - That Rowland feelébnothjng for the imeginary host's

Vj "reduced circunistances," that he can dismigs sympathy and

interest in a man in favour/ of the joint satisfactions of

N -

2
investment #nd possession suggest that Rowland is the proto-

“ type of the ;amésiqn connoisseur. He lies somewhere between
Ralph Touchett and Gilbert Osmond and might be Adam Verver

!

who settles on a human prize.

in his youth, for Rowland is a man in search of a collection
Unlike Dsmond, though; Rowland is nof "a deliberately
-ruthless collector: his desire for possession is tempered

by ‘his overwhelming sefse of té%.romantic./rlﬁ this respect,

"Rowland is far closer in temperament to Isabel Archer than

_to Gilbert Osmond.’ In Roderick'Hudson, thr&ggh the experi-

A

encé of ‘Rowland, we see ?he early stages pf James's devotion
‘to realism., The'roﬁantic temperametﬁy}as been transferred

“ from the narrative structure and distilled intd one charac-
ter, throuéh éhat character's point of vie@. James attempts

v

a ~ ‘ ‘
to introduce the romantic to reality: elements of plot and .
. . .

setting that were once fixtures of romantic art and writihg

often appear as objects seen by Rowland. The Eygmal{on

3

> o ZConn, howtver, sees'waland as always "self-interested"
yet devoid of a%l "conscious malice"” (p. 68), which 'is, of
~ course, my point: Rowland is unconsciously malicious.

- - - —— et

a_.
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struc%ure of Roderick Hudson, for instance, seems an overtly

‘

i

romahﬁic feature of the nbvel‘wﬁ&ch probably reflects th////
L 1

influehce of Mérimée's "Vénus d'Ille" which' James had trans-

1

lated i 1860.  Yet the whole idea of Pygmalionh is not one

w

\ ' - .
imposed .on the novel by Jemes, put a derivatiye of Rowland's
\‘ la L}

' - ‘ , i N B
desire to express his own "genius" thro@gh<ﬂwderick¢ Row=

\

\ .
land tells\ Cecilia, "I am holding myself ready for inspir-

v

ation. I Am waiting till somethiﬁg takes my fancy irresist-

»

C

ibly" and later sa;s, "1 told you the other day, you know,l

tirat I longed to have sBmething on my hands. 'When it first

« [y

ccurred té me that I might start our young frieﬁd_onifhe

bath to glory, 1 felt as if I hadnan.unimpqechébie'insgrr—

ation" (25, 5é-5}, italics mine). .Rowland, then, ﬁas

.~

adopted the language of sculpture and imagines himself ‘a .

-

Pygmalion figure. Not®only.are we told that "sométﬁing con-’

. ou “r

Coh

éiderable might be mfade of Roderick" we are aisq‘ianrmed

o -

N

these are Rowland's reflections (52). fhé'Rygmalion‘aheme

isxclearly Rowland's view of his own role; it does not

[

emanate from an authbria}gimposition through symboliém‘?

except perhaps’ in Rowland's surname. 5o, although James was

undeniably interested in the conventions of romance, and pen-

haps incapable at the time of writing a novel without them,

Q

a, romantic temperament operating inside the novel rather

3

than governing it externally.

' their manifestations in Roderick Hudson-arersymptomatic of '

5

<.

" Italy repregents for Rowland a chance for "moral h

§
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, ) A
N Y
misery" as one/ﬁimbles-"among the ruins of the Palatinke" and.

%
P -

rides "in the shadow of crumbling aqueducts," (27). ;n‘this

. . . .
attitude he is not too far removed from the young Henry

" James. James's letter to his brother William, upon érriving\g

in Rome (October 30, 1869), shows him succumbing tolg very
. - » - * o
romantic vision of the city. Rome 'was the only place ihat

-

sent ‘the young James's usually restrained and conV%qlled en-
M “ \‘ 2l ! -

thusiadms bursting intw an unprecedented paroxysm of exclam-

atory punctuation. James tells his brother he "went reeling

and moaning thro' the streets, in g fever of enjoyment. . .

-

traversed almost‘the whole of Rome 'and got 8 glimpse .of
everything--:". . all the Piazzas and ruins and monuments.
The effect is something indescribable: For the first tlme
I know what the gic{uresquevis.”e It seems tﬁat upon his
. arrival in Rome, James finaliy'fel} he was truly in Italy.
But‘it,ié also clear that' .James saw what he é;pected,to\

see. Carl Maves compares James's account to an "ecstetirc
;- .

conversion."? James's interest in "Piazzas and ruins and
monuments" is paralleled by Rowland's, and the author's en-

thusiasm seems to constitute that "peculiar refinement of

bliss" which Rowland attributes to a winter.in Rome (26). "

.
-

It would be naive, though, to aligm Rowland's rdmanticism

too'closely with Jamﬁs's,Afof Rowland's romanticism 1s ‘con-
- : . .

sistently viewed through a veil of irony. Adeline Tintner

. . N
[Y S

P

8james Letters, p. 160. ’ ,
9Maves, p. 4. .

-
‘\g\;,..a-...,
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~3trece$“thq romantic inheritance 1n .Roderick Hudson through

<

mo fewer fhan nine lines of. descent in her "Roderick Hudson:

' N'C§ntennlh£ Reading:?lo While Tintner's éxglorat1on of

‘romantic aspects of the novel is certainly extensive, 1t

» N “

stresses James's place within the romentic traditions with-

*out consideration of how James modified this Iiterary

iégéC). Since Jswes had %ad'hxs own romantic visioen PP 52-

.

53; of Italy's seductive picturesque heart (R4 11l1., he

could convincingly portrey 1ts lure for the értist. James' s,
. \ ‘ -~
. - . ;"
Gse of Rowland's romanticism to satirize the ;Neracter's e£Qgo- -
4‘ ° pes .
tism indicates that James .di1d not remain 1nsensitive to

v
.

what, by 1873, he recognized .as the "]literelly hideous" com-
ponent -of the pictutegque .15 12, thet :s,‘ 1ts p'h_»szc& . .
, —_ -

’

S requirements of\fhe shabhby, ugly, and d;rty. But James - alsa

- “ . 5
failed to see that the most hideous aspect of the pictur-

esque is surel) the viewer's ability to regerd aither life
L N . N - ® . N «
or art without aeny 1ntrusipn of morelity. Hgs owrn constious-

. . Fr v, - .

\ o

ly roment:~ view 1n “The &utumn in Florenceé®

«

perhxt%,%xm to .

destribe graphicelly Yheo“ugl{nesé”.;f a tloréentine sglum,

6fo'r'e-xamp‘ie, while enjoying 1ts "picturesque” arrangements
3 - ‘

\

withoyt compunction: '
\ e R N

Anything more battered end pefouled, more cracked * -
7 aﬂdldlsJointed; dirtier, dreerier, shabbier, it
+ . would be impossible to conceive. They look as if,
fifty years ego, the-muddy, river hed risen . . &
,-and left them toated forever with its unsightly

slime. And yet, forspoth, . . . these misereble
» , - .

10; e i : ' \ ‘ !
Adeline F. Tintner, "Foderick. Hudson: Centennial Read-

Ing,” Henry Jemes Review.2, 3 iSpring 1981 .: 177-188.
J - -
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dwellings . . . bloom and glow all slong the line
inaperfect felicity of picturesqueness. (15272-273)

’

The i1mage evoked b"eames 1s comparable to the illustrations

of popular nineteenth-century travel books. Samuel Prout's

f
Verona (Plate 2-1) from George Baxter's The Pictorial Album,

or Cabinet of Paintings (London, 1837), for example, is a
"typical . . . romantic image of a foreign city."ll Never-
theless, 1f we agfée that James took up the romantic tra-

gitions left him by Hawthorne and Goethe, among others, we

must alst grant that.in doing sdof James gradually exposed

"these traditions through rigz:ous scrutiny of ‘romanticism's

n

flaws 1n 1ts operatian 1n the lives of his characters.
Rowland's primaig and unspoken 1nterest in his grand

tour 1s not the "liberal education” James sought off his ‘own
. +
gqrand t0ur,12Nbut the acquisition of Europgan art--a pecu-

S

liar ambition, one might think, for a man who wants tolopen'
an American museum. 'Nevertheless, Rowland, like many nine-
teenth-century Americans, a;sociates the highest artistic

. »

Culture with ]tely.l} But Rowland's anterest in,Chirlandaio

llygle Center for British Art, Selected Paintings
Drawings & Books with a foreword by Paul Mellon (New Haven:

Yale, 1977), p. 99. . .
12 james Letters, p. 1l61. .
See: James's William Wetmore Story and His friends:
From Letters, Diaries, and Recollections (Boston, 1903; re-
print ed. New York: Kennedy Galleries, 1969), concerning the

Amerjcan artist colony in Rome during the mid-nineteenth
century; also Regina Soriae, Dictionary af Nineteenth-Century

s

Americen artists in Italy 1760-1914 (Rutherford: Fairleigh

Dickenson U P,,1982){ and E£.P. Richardson, Travelers in
Arcedis : Americen Artists in ltaly 1830-1875, (Detroit:

Detroit Institute of Arts, 1951). i
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andVBbtticel;i {(26) is not a reflection of ‘the conventional
mid-ninetéenth-cenéury American tas;e for the classical and

. ¢
the neo-classical. Rather, it indicates a considerable know-
ledge of gart and entitipates the interest aroused in the

Italien Renaiséence by Walter Pater following his public-

ation of The Renaxésancé in 1873. As we have seen, James's

£ .

own interests in ert had been influenced by,Ruskxn'through
the lQGO's and 70's, but his increasing interest in Floren-
tine painters.;ather ﬁhan Ruskin{; Qenetians was probably
due to hié ;eading of Pater, who populerized‘Bptticel{i and
praxseq Ghirlandaio.

Rowland's ambition to impose visions of the ltalian
Rena-issance on nineteenth-century AMCFL;B carresponds to his

desire to 1mpose his own view of the warld on others, with«

) pl
'

out regerd for their desires or points of view. The great-

est error possible for any character in & James novel is to

impose one's expectations on one's vision at the expense of
© ” .
t

seeing whole and thus also at-the expense of .understanding.

.

An incomplete poin{ of view will always preclude revelation

and knowledge. This error, however, is also the error of

the failed artist. To be a8 good artist ane must not only

develop a way of seeing but one must also be true to that
~ o . . o
vigion in the creation of art, otherwise the mede objects

lose their huthenticity end the artist his means of trans-
lating life into art. Rowland,)ihoﬂgh, exhibits severe

myopis in his imposition of romance on reaiity, Perversely,

- =

254

r-
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Rowland may be regarded as a successful romantic artist

since he never wavers from his romantic view.

Rowland may lack an artist®s genius, but he lacks
neither the sculptor's desire to mould nor the taste of an

aesthete. Roderjck 1s first described by Rowland in terms

of colour and form suitable to a dehsr:ption of a8 work of
d
art:

The features were admirably chiselled and finished

. +» The fault of the young men's whole structure
wes an excessive want of breadth s . . the result
was an air of insufficient physical substance

. . 8 generous dark grey eye . . . gave at times
to Hudson's -harmonious face an altogether extra-
ordinary beauty . . . He was clad from head to
foot in 8 white linen Buit, . . . wore a bright
red crevat, . .~ . 8 pair of yellow kid gloves .
‘. . ..-and . . . one of those slouched sombreros
which are the traditional praperty of the
virginian or Carolinian of romance. When his hat
was on he was very picturesque (37-38).

Rbdermck, with his beagty, harmony, and romantic aspect, be-
-comes Rowland's flyst acquisition when the artist's talent
is lLterafly purchgsed in trust. Roderick provides ROWIAnd
- with an element of the picturesque. Initially, then, o
- Roderick guenches Rowland's {h}rst'for romgntic experience.
Tied to the image of thirst are the tales of two |
arg;sté 1n £he novel. Both are failures. Roderick tells
ﬁowlgnd of the Richnond'portraitist‘whoi?gsed to drin? raw
brandy aﬁd béet his wife," (49). Later, in Rome, Madame
‘

Grandqni tells of Herr Scﬁaafgans;_the-German'artist who

"

never painted anything sp profene as a man taking a

drxnk,;:,(97). _Herr thaa?gens, though, in spite of being
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a "'votary of sapiritual art'," haed béen ruined, "'his wife
+used to beat him and hebhad'taken to drinking.'; These
teles‘éré at once comic versions and tragic figurations of
Roderick's fate. The story of Schaafgans's ruination
througﬁ his love for a pbrfidious woman parodies the.Foman-
tic theme of the artist who drinks more than his share of
the heady wine ©bf artistic f;eedom, gets’drunk'on exper- |

ience, and eventually, addicted® to pain, dies penurious.

while it may be trite and hackneyed, this story dues Leveas

? »

a danger that James himself must have sensed and-and at

least partly resolved by writing the novel. Ihaf the ‘8

-must live life fully.is accepted by the charscter
‘novel, but that he should drown his muse in the very wine

- ’
of experience for which he thirsts 1s the cruelest of
ironies. It indicates that the very experiences that feed

.artistic vitality may enervate the artist. Jemes illus-
° .
trates 1n these two fables the discrepancy between artistig

ideals and real life.

-~

<

In Roderick Hudson the illustration of this distance

between the ideal and the real is handled more subtly than
L .

“in "The Madonna of the Ffuture," (1873), although the story

makes a useful comparison to Roderick Hudson since it con-

cerns the same dilemma. In that story Theobsld, the ideal-

-+

ist, is @& “deluded ;‘. . victim of uhbridled asbiratipn"lA

a

who strives frJ;{iessly 9ftér the. ideal. This commitment

lawinner, p. 97. . .
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to "aesthetic idealism . . . ruins both artisté [Roderick
Hudson and Theobsld] for the same reasan: beginning as a
theory, it_proceeds to impose itself on every facet of‘their

experience until it totally usurps the place of reality."1>

Critics have tended to read "The Madonna of the Futureﬁias
James's admissioh.that one must compromise the ideal In
order to produce art, but this reading of the story tends

to ignore the t;pe of work produced by the cat and moﬁkey
artist. While Theobald is thistically paralysed by hfs in-
ebility'to coméromise his ideal vision, so tﬁo is'the
producer 6f vulgar ca}a and monkeys paralysed py his
‘complete compromise o} the aesthetic to the commercial:
neither one is a producer‘of fine art. "The Madonna of the

- 2 /
Future" is not simply a fable abaut a necessary compromise,

but is, more importantly, an exploration of how the impos-

.

ition of preconceptions--whethér ideal ‘or vulgar--will pre-
vent the produétion of art objects. .‘ .

Roderick is an idealist, but unlike Theobald he is able
to compromise ana still‘manage to produce éood art.. Since.

Cioriani's sculptures "were gxtremely elegant" (89), we cah-

.not place him in Oppositieh to Roderick as a champion of the

Vulgar, The difference between these two is that Gloriani

has already maede and reconciled himseif to the fecessary .com-

. ¢ . :
promigse when we first meet him, but Roderick does not - take

"his turn" until he has been to Baden-Baden (112-113). The

15Maves, p. 49.
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0 .
\ cheracter who most resembles Theobald is Rowland, for he is
unable td compromise his romantic vision. Thathowlana

resents Roderick's behaving "as if his consciousnegs were

'

a common blank, to be overlaid with coarse sensations” (107

implies that Rowland resents, as does Thepbald, the revel”'. .

[} - . "

ation of imperfection in his subject. Rowland,‘too, would

-

rather have his-canvas blank than blackened. Jhaﬁ Rowland
L"not only lacks the genius of expression but is -yncom- .
promisidg in his romantic vision indicates & combination af
the two flaws of "The Madonna of the Future" artists. Thus i
Rowland lecks the two qualfties that Maurice Beebe has ident;
ified as éssent;al for the artist in James's }ictlon, ”the .

~ .
artist as dreamer and the artist as craftsman: . . . the

true artist must be both.n16 .Roderick, Gloriani, and Single-
toh all meet Beebe's criteria, while Rowland most definltély
does not. Even in these terms Schaafgans is a parod;,hfor

h; toé compromises hié idealism but go se great an ex?ent -
that he becomes a éroduper of yuigar quectg whxch-—yat%er
irbh;cally in this cont&xt--he sells to tourxsts.;
Herr Schaafgans, since he is named as a student of Over- .

beck'sy belgﬁgs to the Eprman Nazsrene school (Plate 2-2).

The Nazarenes professed to'be followers of Germen Gothic
peinting; however, they left Germany for Rome in 1809‘gnd,

embracing Catholicism, settled 1n.en Italian monastery.

16Mayrice L. Beebe, Ivory Towers and Sacred fFounts: The
Artist as Hero in Fiction from Cocethe to Joyce. (New York:
New York U P, 1964), p. 202. ., c

&
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Fritz Novotny cbmments that though the Nazarenes had llﬂMﬁ“

’d‘fb,a <» ‘n . - .

) to ctassxc;gm through thEIP 1nterest 1n Raphael dxdactic—"

ism, and relxglous SubJeCt matter,. . "on the uhole, they must

L oxd

be‘con91dered as bélongLng~td romantxcxsm due to their con-
centratlonjﬁn the'"splrltuad content of relxglous narrative
plctures ul? Schaafgansos Faxlure imglxes that James reject-
ed the Nazatenes work. The assumptlon is not unlxkely
James s 1ncreasing 1nterest in reallsm in art probably pre-‘

- " vented his accéptance of art that reducas characters fo

s . o
: "geometrical" fxgures. © Such 'a’ reduction denles the )
o [ ’ W -
-, . * consciousness of a charecter AV fevour of appearance only

Schaafgans is a votary of splrltusl art but -serLtual"
here is the aFFectatxon .of a relxglous espect. The'
1nadEQUaCy of romantic spfrltuallsm is evident 1inm what =~

Novotny calls the"@ostentatiays and:deri%gtive"la quality

- - R *

N . . % . .
of Nazarene paintings of which James was obviously aware.

Theré is'Ho‘indiéatioh for rﬁstadce, fhat Schaafgans'hag

.- - o

- had any of the artlstlc splrltual experlence that Pater dé-
scrlbes as part of the artxsts vLsxon:‘1nstead‘5chaafgans
relies on a sham relfgiosity in thé form of talk about

"gilded aureoles and beatlflc v131on“" to supply the

§ . o . <72

" .

i -.artistic vision that he Iec&s. ﬂ'fidal dahnatlon‘of
Schaafgans is, hlS xnabxllty to 1nclude anythxng "vulgar" ano
R 17Fr1tz Novotny, Palnthg “and Sculpture 1N Eunope.°l780-
'“‘\ S 1880, trans. R.H. Boothroyd.: (Harmondsworth Penguin, LT
- " Pelican History of Art, 1Q7§l, “113. - -
. 7 .. 1BIbid., p. 114. - T e :
. P ' N N - r -
) - | - - :J‘ - \M"
e e T e S,
. - ' ) .
; . . ! '
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his wo;k--an‘;fflictioﬁ shared by Gilbert Osmond. “
Nhile the implications of the dqnger of too much fhirst
Epe painfully obvibus to Roderick, who takes the éale uf
Schaafgans good. humouredly, Rowland only recognizes the'
danger to Rodefick, not .to himself. QRowland, though; in a
'very_insidious way 138 as éuscéptible to the danger as any
of the artxsté are. In fact, once Rodérick has
"perempéoflly'taken_poskessiAn of his mind" (64), he'is like
a'maﬁ drunk on Roderick. Roderick represents the rd;
mafériél for Rawland's mallet:, an intellect not’yét educated
and an-unrefﬁned genius just waiting. to be moulded by Row-
land's vision of beauty. Roderick is like clay; he is that
"something" Rowland ionged to havé on'his hands (52). But
Roderick is géry much a man, a clay idol, whose apotﬁeosis
‘cah occur anly through.éow;énd'é meﬁogy. Bo&e;ibk, in hisg
tragedy, iL the hero of an ﬁrtistic romance . He beggﬁes;
by the novel;s end--and no doubt is portrafed dJring thosé
‘1ater_Northampt6n visigé (349-350)--a beatifié vision |

shrouded in the gilded aureole of the'Roman air.

»
A

If we'aﬁe’fq c6651qer~Roderlck Hudson the novel through
which James began his sesthetic development and established

fhehfunqémeﬁth;s of. h1s aestheétic method as an author, then '
] ! - o - . .

'.it is: wdr}h‘copsidering the rple 0F_aes£het1cs in tﬁe
' inb@gl. . James uses‘fbur artiét‘chqracter; to givé:gxpressiop‘
"to gpeciﬁic,ninbteenth-cenkugy sesthetic ﬁodes;"~The ‘.

division may"epbear to be a"é&mﬁlistic allegorical dEVLCe{’

\ @ . . ‘ "
. . .
- ’ ‘ LA ’ -~



i£ ddEs; h0wévef, Jivi&é,the aesthetic t&eorieé»of fhe time’
intoizonc;se‘c&tegofiés over which Jémés, and his readers,
ma§~haVe"a;com$lete view. James may hzg{\qei these

°

Y

‘svaesthetic thegries out speclflcally .80 hat he might more

g

clearly understand them hlmself--not ihat each character

represents Ruskin, say, or Pa%en, but that each ;haracter
’ is a personlflcatlon of a typeaor nanteen h- century art

In 1874 the young Henry James was still pxlotlng his _‘

aesthetic craft in shallow waters, and.to strike.out for the

Open ssa he had to establish-a particular course. He must '

e -

have struggled with certain a€sthetic theories more thane

N "

wﬁth others,/;nd in.spite of his own' expectatlons andmln- -

s ® T

tentiongy the experlence of wrltlng Roderick Hudson and ‘his

subsequent+novels led him in aesthetic directions from ‘which

he might initially have tarned.

P

Chapter Six of Roderick Hudson is principally a\diacus— -

.. gion, similar in form to a Platonic~dialo§ue, but in essente

-

‘it represents the characterlzatlon of an lntellect¥gl debate

within the self which, less obvxbusly,,pervades the novel s

3
. B . L mt
s ‘ T -~

whole narrative structure ‘through ftsg qqnégqnt~qtfuggle to

pull away fraom the dlﬁbst ovéfwhelmémg7r6manticism'oF“RowJ

land's point of view.” Uames s four. artlsts, Blanlanl, Sam

.
- 3 P

Singleton, Augusta Blanchard and Roderick ‘fludson, debate

their phxlosophles ‘of art. Samgs'énuse of the'mimétic mode

o is crucial here as we are assured that the artlsts are ex-

-

-
[

preasing themselves rather thap belng 1nterpreted by the

<



~

° \ \d

of argument was a device .that James nevgr rebeated.' The

major flaw in this allegdr{cel employment of point of view

~

£ ¢
is its-universality: the characters lose their character-

t

1 . [}
. istjcs when reduced to personifications %f art standards,

o

but the one character whose portrayal is ephanced by the

conventions of his view is Rowland Mallet. As a visiocnary

Y : . / ‘e . i
or artist he is the most three-dimensicnal of the char-

2
.

- ' ‘ / .
acters. - Rowl%nd repfesents an irresponsibly romantic view"
\

’

of the world, nothing'swerves himvf}om his,view, and the

otbep charecters bask in the glow cast by Rowland's con-
. * .

sciousness, though none of them is, upon examination, a

"

romantic. Rowland's'view colours the whéle novel anduthe'

'-otheréchBiBCEers in a way that no other character in the

[ L . 2 .
novel can. The F@ason is, of course, his centrality in the
1 - ‘ < . Y o -
text in his role.as its central,éonsciousness; and, because

- (

of hig centrality to it, Rowland's story is his creatiof: -

the rgél,artwork‘at the center of the debate is the novel
: Wy Yy ‘;?‘” :

itself, .

The best example bf Rowland's centrality is his act of

freaming at .the end of Chapter Six. This scene is the first

-

.of & part&cular:§)pe that may be called tableaux due &o ®

-

their presedtation as a sort of tableau vivant, %; living "

¥
. p . . he .2
picture. In 'these scenes James's centres of consciousness

] N ° | u o

~

\ . \/k 75-

centre of consciousness. This use,o%‘character faor the' sake

B

~

/

perceive 6bjects'as if they were depitted in paintings. The?

result is a tableau composed by th@ centre of consq}ods-

. &

I

-
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‘meking-uﬁ a8 picture, whereas the tableau, while 1t may be

\#

. ‘ . 76
hess’. . This éechniqua,differs significantly from the psinter-
ly scenes--such as~Rowland's description of the Hudsonghome

and garden in which his:. imagination supplied an 1mage of

dpmeéstic felicity--for those scenes show the imaginbktion

-

,equally static, is 8 picture seen by thet centre of 'conscious-

ness. Hence, it is an image embedded in a verbal context

’ . »
for the reader which is apprehended by the novel's centre

as if it’ were a work of art. Its importence is, of course,
the very manner of its apprehension, for 1t 1s from such,

tableaux that the centre of consciousness--like the travel T ‘ .
- . . - \ -

diarist looking at paintings--takeg an impression. And, as
T 3

in & travel diesry, the duallty of that impression gelies on’

n

the’observational abilities of the novel's centre. The

intriguing aspect of these tablesux is that their precedent

is not to be found in any of the traditional narrative modes

e

of fictional writing but 1s set in the non-fictional narra-
tives of travel journalism and, in turn, in art criticism.
The gasining of. knowledge through the perception of objects

becomes for James's characters an indispensible activity, -

for éithout these tableaux theu{nstantaneou% impressions

°

could not occur., An ironic aspect ofupbe tableau is its ap- ..
pearance as.an artwork. While<it appears specificaelly as

a painting, the tableau is obviously a mode of discourse.

. h
The artwork, despite its appesrance to the centre of con-

s . & ; )
sciousness, is for dames and his readers a verbal tour de
¢ .

v’
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force. tor, what appears as picture 15 vertbpl 1meqgers, what

-

gppedars 85 static antxénar\ftlve due fo its srrest of actian

18 reglly en uynfamilisr form of nerration: 1n short, what
L

\]

~ b : 'S N

appears tu the mind's eye 85 & pa.nted picture appears to
. 4+

the eve :n tlark, and white 1nk as a poge of text. The art
;orking here .s that of artxfxce: ]empslthe author creates
the xll;sxoy of visual afts'thr0ugh %13 ski1ll w.tto the
vertal surt.

The first signel of the tablesu is tne bppesrance of

s

a "frame" 17 the ndrrat . In the Poder.ck Hudson scene

» .
a8 doorway provides the es of Powland's vision:

] Coming back ta the dr¥wing-room, he pgaused outside
the open door; he was struck by the gqroup formed
by the three men. They were standing before ,
Rodetick's statue of Eve, and the youny sculptor
had lifted up the lamp and was showing different

parts of it to his cohwpanions. He was talking
ardently--the lamplight covered his head and
. face. Powleand stood looking on, for the group

struck him with its picturesque symbolism. Rod~
\ erick, bearing the lamp and glowing in itskradianf
- circle, seemed the beautiful image bf & genius
which combined sincerity with power. Gloriani,
with his head on one side, pulling his long
moustache and looking keenly from half-closed eyes
at the lighted marble;’gggresented art with a .
worldly motive,  skill “Unleavened by faith, the
. mere base maximum of cleverness. Poor little
Singleton, on the other side, with his hands
behind him, his head thrown back and his eyes
following devoutly the course of Roderick's
explanations, might pass for an embodiment of
aspiring candour afflicted with feebleness of
wing. In all this, Roderick's was certainly the
beau role. (98-99)

While Winner.aécurately notes Rowland's reading in this

+

scene gs being "in conformity with his own taste and roman-

tic idealism," she concludes that it simply "symbolizes Row-

B




imposes definitions and fixed roles,

"seemed," [loriani "represented,'

78
land's relation to the active'life."l9 Peter J. Conn also

recognizes that in_ this scene "the Observer [Rowland

-

then suggests that "it

ts not the 'romantic symbolism' but the possibilities for

{ . -
alleqgary thet attract Rowland."20 Both Winner and Conn fail

tu examine edequately the 1mplication of these romantic im-

. ' |
positions, for Rowland's symbolizing or allegorizing of

reletlionships here seems to be an gspect of his ramantic
imposition rather than its source. Because Rowland lacks
the necessary "penetrative 1magination” wor "imaginative

o

| .
reason,'" the quslity of the mind PF the observer here is
| ' A v

poor; hence, his observations too are lacking in intell1-

gence and are not insightful. That Rowland imposes his ro-
mantic expectations upon the scene by deciding what Roderick
)

and S1ngleton "might pass

for" indicates that he cannot take a passive "sense impres-

- vl

\\4
si1on." Instead, Rowland makes what may justifiably be call-

ed an aggressive apprehension. Perhaps James's female
characters make ‘better ossawvers ar centres'For this very
reason: the act of passive obéervation through receptivity
accords with tr%ditional femaie roles.

The allegorical aspects of character are not an unim-
portant feature of this novel and ao bear some scrutiny.

[ ]
Augusta Blenchard, for example, is a representation of the

[
-]

.

19inner, p. 72.
20conn, p. 73. -
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neo-clasdical movement in nineteenth-century art. A curious
sbixt exlsti'between Miss Blenchard's ex}stence'as an
example . of the neo-classical and her‘productloﬁé as a
paintem As an allegorical object, Miss Blanchard 1s

thoroughly characteristic. Her two names evoke the Caesars

and the whiteness of marble ststuary. Her appearance is man-

>

1festly neo-classical: she 1s "slendér; pale and elegant,"

and has "brilliant auburn hair, . . . braided with .classic
simplicity" (91): and ghe is aften seen in profile: Rnwland
would "find hér working . . . profiled against the deep blue

Roman sky" (91). That Miss Blenchard's‘likenessﬁls rejected
b¥ Mr, Leavenwortp ;s a model for a sculpture of- "Culture"
may imply thet she 1s too classical for his vision. He
desires to patronize ﬂlndigen0us" American talent which

takes an American viéw. Miss Blanchard's form, assisted by

8. scro}ll, is perhaps far too Roman for Leavenworth's

tastes. He later expresses regret that "American artists

should not boldly cast off that extinct nomenclature" of
"pagan" mythology (207). While Leavenworth's Christian view
of the world will not allow him to be reconciled to Ciassic-
ism, it makes no issue of reducing art to its investment:
value (leavenipg its worth), nor does it preclude his lavish
indulgence of poor taste. Miss Biench%ig's person, as a neo-

Classical art object--rather than as a model for Roderick's

Christian American sculpture--is a we}Fome part of Leaven-
~

worth's collection. Madame Grandoni accurately describes

L
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e
It was a matter of course; perhaps, that Mr.
Leavenworth, who seems to be going about Europe
with the sole view of picking up furniture for his
"home", as he calls it, should think Miss
Blenchard & very handsame morceay; but it was not
a matter of course . . . that she should be :

willing to pecome a sort of superior taeble
ornament. {248 .

their relationship:

3

In the same evening Rowland epprehends "Miss Blanchard's
classic contour,”" as "hardly more than an effigy stamped

upon a coin of low value" (251), aend e liftle later

b L]

Christina Light remarks, "There 1s Miss Blancharg sitgliny
as usual 1n profile eéainst a dark object. She is-like 8

head on a postage stamp" (254). These descriptions of

‘o

Augusta Blanchard in profile liken her to a cameo or a plece

of Wedgwood porcelain: a white silhouette against a blue
: }
groind, while the ori1ginal description of Augusta-with her
s e .

‘:

auburn braids evokes an image like-.that of David's Mme. ”

N
-

/ B .
Ré%amler (Plate 2-3) or Canova's Pauline Borghese as _Venus

(Plate 2-4) which Novotny calls Mme. Récamier's "sculptural

,counterp;rt."él lHe feel, along with Rowland, that Miss
Blancharg has recengly been purchaseda.yet we also see the’
irénic similarity of her situation to Roderick's.

The dismissal of ‘the splendidl}.neo-classical Augusta

Blanchard through her sale to Mr. Leavenworth reflects

. .
James's attitude towerds neo-classicism. As early as 1868,

3 -

James expressed dissatisfaction with the neo-classicalhﬁé—

2lNovotny, p.'380. . - o
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cause, asec he comments in & discussion of Ingres, 1t "looked
at natural objects in e partial, incompiete manner." This

. A

i'ncompleteness may account for Augusta's constant appearance

‘ﬁ?l Lam

in profile. James felt the neo-classicists lacked an
"impartial and comprehensive" vision which .would "see
objects in their integrity, and reject nothing."22

The only account we have of Augusta Blanchard's work
dismisses 1t as :t describes:
. . she was not above selling her pictures.
These represented generally a bunch of. dew,
sprinkled roses, with dew-drops very highly finish-
ed, or else 8 wayside shrine and a peasant woman
with her back turned kneeling before it. 5he did
backs very wellﬂ but she was a little weak in
faces. Flowers however were her speciality, and
though her: touch- was a little old-~fashioned and
finica], she painted them with remarkable skill..
Her pictures were chiefly bought by the English.(90-91)

Mis; élanchard is a painter of two subjects: floral still
I'ifes and pseudo-religious, sentimental genre paintings.
That Miss Blancpard is "weak 1n faces" may\symbolize her in-
ability to -understand other éhefacters or to s®e them clear-
}y. Her "uncertainty in her opinion of Roderick's genius"
(ial), for example,.may be a manifestation of her weakness.
We are told ghat Roderick "had never likedbher” (140), and
that his dislike stemmed from an objection to the thorn of
morality asppended to her roses. The "moral" that pricks.

<3

Roderick denies him sensual enjoyment of her paintings: the

flowers' beauty may not be enjoyed without sensing pain.

.

22Jemes,m”An English,Critic,” Painter's Eve, p. 38-39.

35
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A

B4
It seems t%at Miés 6lanch5}d'a "reéarkab{e skill” renders-
her flowers natural, since fidelity to nature rejects
nothing; thus, the flowers are seeniin'fheiy integrlty; In
pursuit of the "mo?al" Miss Blanchard is, perhaps, 8 follow-

er of Ruskin. The moral however, must surely be an aettitudi-

nal ome on the part of the artist] for her paintings of

L] ~

women at shrines and moral roses relates her aesthetic to

T - ’
the "spiritual ar{l\of Herr Schuafgans, whose story also
carries, as Roderick points out, a "moral" (97).

While Mi1ss Blanchard's art is undeniably simple, 1t

vdraws our attention to an aspect of the visual arts that all

the characters in this novel appear to ignore: the -epistem-

ological aspect of art--and more broadly of all vision--

which is necessary for the growth of any character. ' -

Roderick Hudson, 4in his rejection of Miss Blanchaerd's art

on "moral" rather than on technical grounds, characteristic-.
. .

ally denies himself an opportunity for vision.

. - . N
If we consider each artist in Roderick Hudson the

t

representative of a pearticular movement in art, then Sam

Singleton surely represents the school of Tomantic landscape

painting. That he is a water-colourist indicates his tech-

-nical ties to traditional English peinting and perhaps to

the French Barbizon schoBl as well. The luminosity of water-

.colour paintimgs, though, associates Singleton with the

o> ~ L}

American landscape painters of the Hudson River School such

A

as Thomas Cole (Plate 2-5). While Roderick Hudson is

-
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gssociated ;ith this school through his name and becaqse of
his fresh view 0} Americe at the novel's outset (43), it is
Singleton,” trough his techniques, subjects, and national-
: )

ity, w«ho is the true affiliate of the Hudson River School.
With his luminous Jﬁpdscape§. anglgton.agpears to fit in@o
thg nineteenth-century Amg;ican éradltion of ”Lumlplsm,“ yet
'hisAlawdscgpés are not of, America. Singleton's. name 1s an
wiﬁdic;tion of his iﬁsignlfxcance and limited range; f.or he
gaé but s 516918 tone. The epitﬁe; "little", which is, so
c?nsiétently applied to his person ang his work, indicates
a smallness of stature and talént. ’SingletoA is a plodde;

lacking in génius; moreover, the sbale, 1f ﬁqt the subjects,

of Singleton's works separate them from the sublime and awe-
. v

Jinsptring productions of Germarn raomantic painters such as
‘e

Caspar David friedrich (Plate 2-6). Viola Hopkins Winner -
points out that by making Singlefcn q'water-colourist,

JJames 1’8085 intrinsic limitations on his ecﬁieveaents.”23

singleton's siiuation is ironic. His works:Fall inlé

a specifically American schgci of painting, but his‘subject,
fItaly and ghe Alps, disfances him from the Amerigaﬁ n;tiohal-
i;m of the Hudsonh River School.' The same irony clouds Roa-
erick's de;ire to "do" America yhiieﬂthriving 06 Roman life
(95), and Rowiand's Qési;e to endow an "American Sity" with

culture through a collection o% "valuableASpeciﬁens of the .

Dutch and Italian schools" (ié); These ‘ironies all point

23yinner, p. 105. -
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that consciousness as a

.pitched.n24

'River School was on the wane.

‘to'a oertain culpability James may have felt goncefning his

qwn,ar&isticufife in Europe. James felt-censciously Amer-

[~ ' o

ican, and in recalling William Wetmore Stbry, he described

"prop®trty he tarried about with him

.
‘ . .0 ~ ' n
as the Mohampedan pilgrim catrries his carpet for prayer, and

the carpet, as I may say, was .spread wherever 't e.cahp was’

James wrote almost exclusively of Americans yet

. . . . 3 ,:‘:
must have felt an inadequacy in Americen culture which led
# !

¢ P -

him, like his creations, to drink at the fount of experience

in Italy instead of remaining on the shores of the Can-

necticut River or in Buffalo.2 Buffalo*ls undoubtedly o

)
~

where Singleton will falter. When the little land§capist

returns to his fresh America, whose freshness so captivated. ‘

. . v

the Hudson River artists, he intends to ignore the°plece.{ o /

He tells Rowland, "I shall live in my portfolio"” (279).

Such an intention is a dangerous o for any argist?ﬂit‘inf
. . B

3

dicates an unwillingness to live in the world and to see the

rather than returning to America
o

w1th fresh eyes, will be returnlng with closed eyes.

world cléarly. Singleton,

By the

mid 186Q's; the time of the action of this novel

i

,. the Huaspn_

The European Romantic move-

3

ment was also falrly‘well exhausted. 5So, while James seéms
243ames, William Wetmore Story, 28. oy
5The same ironic conflict of in erest affected the S

_Nazarenes who came to Italy and embraced Catholicism all the’

while attempting to follow ancient German palntlngJ James
may. Have had this dilemma 1n mind in the story of Herr e
Schaafgans. ' v ‘ - . \ R
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to have hoped initially for a sﬁyong contrast betweezﬁfthe

: 3
plodding, diligent,succeases‘of\Singleton ‘and the quick,

soaring, fated genius of Boderick, t%e contrast is unsuccess-

ful. As an ideal artjist, Singleioﬁ is neither an appealing

.

nor convincing alternative to Roderick. By the novel's end
- .

James déstroys ‘any lingering illusions that Singleton is a
"colodsal figure" (321), and reduces Sing eton to a "moral"

that pricks Roderick's pained conscience (322) Llike the

thorns of Miss Blanchard's roses.
Like Augusta Blanchard, Singletonh appears to have a
Ruskinian lineage. He is compar@able to the Gothic stone

carvers whose diligence is, by Ruskin's definition, the

greatest attribute of the artist. In the eventual diminu-

¢ -

- tion of Singleton's stature, we also see James's rejection
&% s

of the Ruskinian view of the artist as a humble technician

in the service of God; Singleton, however, id . never

described as particularly Christian or spiritual in his

' aesthetic avocations. So, while the humble craftsman ele-

ment of- Ruskin's defimition of the artist is rejected by

James through his depict}on of Singleton,‘tﬁe gpiritual
aspect' of that definition--which developed fﬁr Ruskia
bhrougg one's sgervice to God;-has not been repfessed.
Towards the hovel's end, Singleton‘begins to emerge as a
moral exemplar For'Roderiék. Ultimatgly, theﬁ, Singleton’
embodies some of the moral*integrity of'the artist which

-

James sought for his own definition.



. : _ 90

Of all the artists in Roderick Hudson Glorieni appears

to be the least serious and certainly the least studied

character. Unlike Roderick and Singleton he’ appears to have
none of the "necesseary in}égrity of the true artist, for his

work is described as "very corrupt;" "ﬁositively indecent,”
. ~ i
“"florid and meretricious" (B8-8%). That Glorieni endured

in Jeme%'s imagination and emerged again .in both The . -
a \ —

t

v
Ahbass)ﬁors (1903) ang "The Velvet Glove" (1909) should not

be surprising. Althouyh Ruwland declines to purchase any

-

of Glorieni's works, James does not pass judgement on

Gloriani's realistic aesthetié, which combines both beauty

.

and ugliness. Apart from emphasizing the difference between

Rowland's romanticism--which can find "no charm™ in

1S
Gloriani’s art--and James's own growing devotion to realism,
Rowland's reluctance poi/nts to an element of unrellability

“in his conscipusness. If Rowland is wrong about the inten-
3 { g .
sity of Rodegick's talent, the growghﬁyf Singleton's

stature, end the ultimatg'value of Gloriani's work, how re-
. [ " ‘
iieble are any of his judgements, and, by extension, how re-’

liable is his s&o%y,qf Roderick Hudson? Any elements of un-
feli;bilit; in owland's view -all point back té his romantic
\.Jioutlook: Roderﬁg "is a hero of romance, so his telent must
be .éxt'ranrdinary and tfnamous;i Singleton paints luminous "
roﬁdntiE’landscapes{ 80 he—looma colossal on thé horizonil
but since Gloriani's statues fdrge the viewer ?0 confront’
both ugliness and beauty without the veil of romanticism,

L} - N
’ \ I L]

Iy
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they have no appeal for Rowland. The rationale for
® 4 ) R
Rowland's insistence that Roderick must work and his

constant defen?e of his ﬁrdtégé's romantic.i%ealism\are

+

evidence that Rowland has no interest .in realistic produc-

tions. His real fear is not that Roderick will die (which

we have seen Rowland gpnsider a beautiful conclusion to a

romantic adveﬁlure) but that Roderick will eventually move

v

“from idealism to realfsm,and thereby cease to proddce the

sort of statues Rowland wants to own. For Rowland will pur-
chase qply those objecis which fill his romantic langings:
Roderick, Roderick's sculptures, and Singleton's land-
scapes. It would seem, then, that ahy s@o;y told‘from RowT“

lend's point of view ‘would include only those people and

L]

events suited to a tale of romance.

!

But, while it is .Rowland Mallet who declines to pur-

chase Glpriani's work, one still has the _impression that

1

James "was hardly in sympathy with Gloriani's theory and

v ’

practice."26 Carl Maves points out that the bald "pictur-

‘esque” Gloriani with his "sgmall bright eye," "broken nose,"

'
’

and "moustache with waxed ends," (89) is something of a cari-~-

)

cature. According to Maves, "James eventually saw a new
significaence in 'art with a worldly motive, skill unleavened

by faithy the mere base maximum of cleverness'," and, "came

- °

to respect Gloriani's Italian praématiam, his humane cynic-
. N

‘ism, as a valid or st léﬁst potential élternative to

.

‘26Winner, p. 102.

"



92

N

Roderick's impadsioned romanticism." As Maves points out,

James "recast” Gloriani in the New York edition of Roderick

Hudson,--certainly the Gloriani of The Ambassedors is a dig-¢:

nified master rether than a caricature-~but "his theories
of art . . ., remain the same."27 While Maves's assessmént
of Gloriani's role in Heéry James's deﬁeidpment of an’
aesthetic seéms correct; his compment thet Gloriani's in{tiel
incarnation is an alternative to Roderick's impassioned
romanticism is not wholly accurate. It is waland‘who is
really the impaessioned romantic here./ Idi@ially Roderick

is essentially an Idealist; there can be no tairft of the’
baseness of nature in his art, for Roderick's concern is |,
with absolute beauty. Gloriani makes the commént that
Roderick, to continue, must resort to "violence, to contor-
tioqs}'to romanticism" (96). Nevertheless, aft;r the Baden-

4
Baden episode, Roderick's art becomes more "practical," a

+

development that eppeals_fo Gloriani but, Rowland when asked

"'Don't\you see it yourself, man?'" can only tell Gloriani,
"'1 don't particularly like this new statue,'™ (112-113).

¢ {
The implication of their exchange is, oance agdin, that Row-

land is blinded by his own "purist" or romantic point of .

2

view. This view allows Rowland to see Roman slums, justfas
James saw Florence, throdgh a softening golden patina of
time. For Rowland the "unclean historic" .Tiber washes the

"dusky, reeking walls," making them "crumbling apd shabby |

[]
\

27Maves, pp. 53-54.

—
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and melancholy,”" in their "delightful" picturesqueness
$(83). Rowland, like the Italy portrayed in Singleton's

«

sketches (111), possesses a picturesque heart which is ex-
'  trémely susceptible to the romance of Roaerick's tragedy.
Again it is Row&and's experience of Roderick that is a roman-
tic egpbrience,’and that rémantic experiénce is the novel's

sUbject.._Edwérd Engelberg has identified the conflict

between Rowland's romantic expectations and Roderick's pro-~

ductivity: ’
] L3
For all his knowledge of the arts and his immer- <
¢ -sion in the "antique" world, Rowland's conception N

of the artist--which is central to the shaping of

Roderick's fate--is a "strong conviction that the
,artist ig better for leading a quiet life"

« « « « The somewhat gudden decline of Roderick's

> ) creadtive productivity, James shows very cleerly,
) is not due to a lack of work--as Rowland repeated-
< . ly thinks.. : ’

Th#& chronology of the.story is here very impor-
tant. Despite Rowland's repeated insinuations
that it was Christina Light whose fatal charms
.. ) paralyzed Rodericks's genius, events do not bear
- . this out . . . . The dissipation of Roderick's
powers begins almost immediately after his great
Success and befaore he meets~ChristinaLightagain.28

Hhili he may seek perfection in his aft, Roderiek,uas.Enge}—
berg implfea, is not as devéted to the romantic as Rowland

.is. Roderick's move towards realism in his art through the
Rroduction of excellent portfait busts rather than idealized
figqrea corresponds to-his experience of suffering & hope- -

f

+ less and peinful love for Christina Light, and the

28fdward Engelberg. "James and Arnold: Conscience and .
Consciousness in a Victorjian’'Kinstlerroman'," Criticism 10
(Spring 1968): 99-100. .
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disappointments of his mother, Mary Garland, and R;wland.
‘He Has, Ralph Touchett would surely agree, suffered. Ggw—i
evér, he is no? the novel"s centre of conscious&ess, nor
. does he have enough self-consciousness to léarn from his
pain. 0On the other Hand, Rowland attempts to imprison Rod-
erick in his Pwn»romaﬁEiCrexpectafioqg\bF the ertis}ic
life: while Roaerick, unlike Theobalqjin "The Madoéna of
the Future,”" is .capable of Eompromising pérfeotion}in order
to create -his successful pogirait busts, Rowlana isia;ssati
isfied with anything legs that the mﬁnumental "Adah" and.
"Eve" or tHe,perfect statue of "Thirst." |

What sort of artist is Roderick Hudgdn? ‘Criﬁicslﬁgve
spent long hours searching the‘chlpﬁure‘éallerieé of,It;ly
and Aﬁerica_fo% clues to a ;eelﬂlife original for Roderick
Hudson. However, they‘haye dane édffruitleesly. Viola Hap-
kins Wiﬁner comments that, "i£ has gegn aésamed that in his
portrayal of Roderigk James had in mindl[yilliam wetméreJ

i

Story" (1819-1895), but 'she

’

factory and suggests that aiong with Antoine-Louis Barye

finds this assumption unsatis="

\ - , . — .
(1796-1875) and his followers Story’was a source for q .

quriahi. Winner proposes William Morris Hunt. (1824-1879),

with whom“James hed studied, as a likely supplier of ‘Roder=-

+
-

ick's "personal characteristics," while she considers the
- sculptures of Hiram Powers (1805-1873) and Paul Duybois (1829-

1905) comparable to the desc;iptioﬁs of Roderick's.29 Ropert

v

-~

o !

29yinner, p. 100-102. o .

s
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¢ 3 éw‘ ) )
L. Gale argues for Thomas CrawfArd (1@11 or 1813-1857) as

the model for Roderick brim&r ly beéauae Crawford lived/in

i

Rome and produced aculpturea corresponding to Roderlck's pro-
\

"ductions and proposed subjecta. But as Gale admits, Craw—‘

f
ford bed'nb'monopoly on‘peo-claasical sub jects during*the

1

ninete%nth‘centdry;30; However, the. emphasis on neozclassic—‘
iam in n1netenth-century Amerxcan sculpture is lagéely .
attrlbutable to Antonlo Canova (1757- 1822), who. whs emulated

/ 4

by many sculptors including Crawford. For exgmqlé? Thomas

. ‘ /
Ridgeway Gould (1818-1881), ancther American if Italy, sculp-

ted a West Wind (Plate 2-7) which was a virtugl--and as a

Do ‘ A -
result notorious--copy of a Canova.3l The West Wind is

another of Roderick's proposed works (95).’/Ihatihoderick,

too, works after Canova is eéiﬁent'in Roulénd's description

I

of his Lady Lxsteninq as bearxng a reaeﬂplance to. "the naoble

~statue of Agrippina.in the Capltol" (lLO), which wes alsg

the model for one of, Canova' 8 most famuus works, the statue
f‘

of Napoleon's mother, Letitia'Bonapgtte (Plate 2-8).72
/

Finally, Adeline Tintner draws s lq%g and unconvincing peral- -
. - 7 N

. lelibetween Roderick.and the Hudéén River School painter

/

30Robert L- Gale, "Rodericz/ggdson and Thomas Crawford "
American Quarterly l), 4 (1961 499.

Stephen Eiden, ”Thomas/Ridgeway Gould," An Amerxcan Per-

spective: Nineteenth- Century /Art from the collectlon of

Joann & Julien ‘Ganz, Jr. National Gallery of Art (Wwash-

2In the New York Ed on James reinforced Roderick's

1ngton- U P of New Englangv,l981), pp. 134-135.
\ i

connnection to the artists who emulated Canova by having him

gaily tell Gloriari "Ah, think 1 could have shawn Canova
how." (New York: Sqribnﬁr's"l907; re-issued, New York:
Augustus M. Kelley, 1971), p. 118.

/- S
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Thomas®Cole (1801-1848) bag¥d on a white hat depicted in

Aéher B. Duraend's Kindrea Spirits (PLate.%:9).33 'Consfgeweﬂ

2

collectively thesé’pugbeptions'prove only one thing: the

question has no definitive answer. diearly James had in

mind the experiences of various American sculptors in dine-

-

teenthccentury Rome; Roderick is a type rether than a
-y ; . *

fictionalized historical person. By searching for a non--

fictional identity for Roderick (as if the ‘novel were a

roman & clef) critics forget that between Roderick and the:

" reader James has intérposed Rowland Mallet. Once again, the

true!model for Roderick's identity will never be found in

L

art directories because he exists only in the romantic pre-

°

. conceptions of Rowland Mallet.

If an examination of Roderick's artworks leads‘only to
Ro?land, then perhaps we'must look elgeyhere??or intimstions
of James' s gesthetic point ofwview‘in this novel. éy
elimination we may narrow the field: Rowland's purist

romanticism is not James's; it is also apperent that at the

time he wrote Roderick Hudson James did not. fully endorse

) leton, ag we have seen, displays

admirable perseve

-

s yet his potential greatness is con-
sistently undermined by his inconsequence; and Augusta
.Blanchard"s aesthetic ig rendered obsolete when she surrend-
ers her,muse to Leavenworth's museum. We are 1eF§ ;itﬁ’Rod-

erick. If his artworks do not answer, perhaps in some way

»

337intner, "Centennial Reading," pp. 179-180.
s P
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his sesthetics will.

Roderick wants to create beauty ?n "the large ideal )

way" (94), and he aspires to evoke, "in the human breast-- .

.
-

- a gind.of rel%gious‘awe in the presence of a marble image,%
as did the artists of the Italian Renaissance (95).
Roderick's idea of "religious awe" suggests the ecstatic
vision that becames the means to understending and correct
vision-for all James's cHaracters, 4 yet here it can be seen
as an aspect of misguided aestheticism. The difference
between the "religious awe" thﬁf Roderick desires to evoke !
in the hearts of his viewers And the Ecstatic visions James
leventually grenﬁs his chaeracters lies in their sources. qu-
erick expects awe to emanate from ; vision of perfection and
he does not succeéd, bec?use.no §uch‘berfection exists. The
major'flawrih'hoderick's aestheti'c coincides with that of

\\Rgﬁiand‘s aﬁq both exemplify Ruskin's contention that the
"first cause of the fall of the arts in Eui;pe wagra relent-
less‘ygq;irement of perfecffon."35 "

In his discussion of aesthetics in~Chepte; Six

] Roderiék, employing Arnoldian aesthetic terminology, pro-

cla;ms himself a Hellenist as opposed to a Hebraist. How-

ever, Roderick's ambition to create perfect beauty is nsf

in keeping with‘Arnold};_concepts that culture has "its

%

origin in the love‘of‘perﬁg%tion; it is & study of perfec-

—

% . a

34Robert K. Martin, pp. 32-33.
5Ruskin, Stones, vol. 2, p. 157.

e
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tion,"36 while Roderick's,ingiination is to study the per-

fect beauty of Christina Light, he is discontent.to remain

, q
a student of perfection: the requirement of h%; aesthetic

is the cré;tian of pegfect beauty. White Ruskin deplored
the art of the Renaissance for this blasphemdué ambition,
Arnold, with greater eéuanimify, suggests that hwe are to -
join Hebraism .’: . tpgethef with Hellenism, incLlcateiboth,

.

and rehearse the pgaises of both."?7 Arnold defines

Hebraism as "the tendency to cultivate str}cfness of com- «

science" while Hellenism is a cultivation of "spontaneity
A

of constiousness.”" [If "what we seem to be confronted with

+

in Rowland is rather a rampant case -of 'conscience'"38, then

4 Pal

perhaps in Roderick we are bnfronteq with a rampant case

éf consciousnesg. Rodetick, in his pursuit of the
Hellenistic,,misinterprets Arnold's Qefinition of "the
Greeks." . In his assertion éhat "}he Greeks.never-made any-
<hing ugly" (94), Roderick implies that the Greeks ignored .
all ugliness and imperfection; however, Arnold states
explicitiy that Greek a;f and beauty "havé their root in the
same impulse to see things as they reéliy are, inasmuch as

‘

- ‘)
Greek art and bgauty rest on fidelity to nature--the best

0 .
natyre—-and on a delicate discrimination of what this bestn

nature is."2? .That Roderick rejects thesg Hebraic attitudes
Y
LN 3

36Matthew Arnold, Culture and Anarchy, (1869; reprint
ed. London: John Murray, 1920), p.-6.

37arnold, p. 107.

38Conn, p. 67.. )

3%Arnold, pp. 106-107. L
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and lives his life almost in defisnce of them is indisput-

able, but his espousal of the Hellenistic attitdde is mis-
. { AN "

\‘“\ » . r . -
leading becaus%yhe is selective in his em?rpce and 1nsen-

Y
sitive in his'discrimination of "the best."

( ' -
nature altogether in favour of concept. Edward Engelberg

] .
suggest’s that: ’ — .

He ignores

What i}ﬂzlly frustrated Roderick was not only Row~
land he Puritan Hebraist (his alter-conscience),
but hlS «illusory helief that the artist's consci-

ence can go slumming and then return to its rare-

fied Heaven. Clearlv once the artist has had true
intercourse with life he has fallen and no return

to innocence'is posgible. Td see the object as

ft is requires, at “least Toq the artist, a seeking
out, a process of "doing." Thus, whether or not

' he intended it, James's' novel is a critique Tof f/‘

Arhold's distinctions, for implicitly James
insists that the artist cannot survive them.ég

Engelberg's suggestion that James did not intend to critize
Arnold is probably correct, for it indicates that James'g
aesthetiqs.were‘sfill not firmly estab¥ished. That in

. &
writing Roderick Hudson he attempted to clarify sesthetic

theories through their opefations ingide the novel is

‘/ -~

apparent, but at the novel's end James's readers are still
[ Y% ' '
left without a définite aesthetic of fiction. .

Roderick's comments on "religious awe," for example,.

may well eMahaQe from James's -re%ding o} Pater in .1873; how-

w * ’ !

ever, Roderick intends his sculptures to evoke such awe,

whereas Pater felt that it should be matter of pure per-

¢

L .
)l -

*40gdward Engelférg, ?ﬁe Unknown Distance: From Conscious-

ness to Conscience, Goethe to Camus (Lambridge, Mass.:

Harvard U P, 1972), pp. 168-169.

-~ .



L - . , - 103

o

~ception transfiguring "some trivial t:hing."“l There is no

instéﬂge of such a transfigquration in Roderick Hudson, al-

. . 'JT
though these expﬁrfences beeome essential for "seeing whole"
. - s
in James's subsequen{ novels. It seems to me that James - had *
. &

-

noff;et formed specific thoughts about Pater's ideas.
‘ﬁa%" James's gradual movement away from Ruskin's theories, which

- +

is evident in t?%yfailure of the‘rbligfous spiritualisﬁ of

. . Y
’ Schaafganf and Blanchard in Roderick Hudson, corresponds to

\ 8 receptiveness»pon. James's part towards other pesthetic

theories, -perticularly, now that he was irrevocgbly pledged

to the art of the novelist, to those theories which épuld-

be employed by tﬁe literary artist. g \
. LA . ] -
' James's interest in the artist novel diminished after .

Roderiok Hudson,42 but his interest in the observer (the

artist of criticism) intghsified, Tbis intensification in=-
- ’ . ™ b
W, . dicates at leest that James's interest .no longer lay in the

]

romantic traiigjon of the Kinstlerroman. But®critics guch

as Maves, Winner, and Engelﬁerg who persist in reading tNe
- -

novel as the story of Roderick-HudBon foster Dupee's view
n c, .’ ® - v P
., that, "James was being romantic about'romanticism,"43 and
A ' . . X LI
, did not "see through," in Eliot's words, his charadter.“t» ,

-

-

»

41Pater,'p.\ll&O. ' . :
424is only other artist novel is:The Tragic Muse, written
\\ in 1890. o ' ~
‘ 43pupee, F.W., Henry James, The American Men of Lettdrs
Series (Taronto: George J. MclLeod, 1951) p. 88.
441.5. Eliot, "On Henry James," The Question of Henry
James: A Collection of Criticel Essays, ed. F.W. Dupee
(945; New York: Octagon Books, 1973), p."117.

v
»

~
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The novel can only be construed as a romance about roman-
ticism if we confuse Bowland's view with that of tﬁilautﬁor.
Rp#land‘is the ceﬁter of consciousness, not a hero of |

romance, but Rowland's perverse triumph is in hid nostalgic

preservation of Roderick as the tragic hero of a romance. *

o ; ¢
In this he succeeds quite sp{endidly: the whole novel is

Rowland's ode to the "sacred fire" that was Roderick

N

’ Hudéon. Rowland and at least two other people in North-

dampton still worship at the altar of that flame 1Bna after

{pﬁ“Extinctionu* The tragedy of the novel is neither Jemes's
”inability to detect Rowland--which he clearly does--,
Roderick's inability te sycceed, nor the labyrinthine un- -

requited love stbries--the,tragedy df Roderick Hudson is the

) .
failure of Rowland Mallet's eyes. Having had the experience
' . . N

of all these things, Rowland's perceptive Tacultiés‘age too

weak to make accoq@pdationé: he remains uriflaggingly

-~

romantic to the bitter and relatively contented end. The

tragedy is that a Jamesian character, faced with innumerable
" . ~— ' -

opportunities to see, takes no impression from what he sees
‘and is content to satisfy. his thirst for experience on a

perfumed draught of romance. ‘Q&

" [y
- . ' . . .
B 1l
. f

[
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'CHAPTER IIl:
THE SUBSTANCE OF BEAUTY AND TRUTH

N

-

The house of Ffiction has in short naot one
window, but & millioh . . . . at each of them
stands a figure with a pair of eyes, or at least
with a field-glass, which forms agsin and again,
for observetion, a unique instrument, insuring to

» the persaon making u%e of it an impression distigct
from any othqr.l :

v

If the cornerstones of James's house of fiction are

first set down in Roderick Hudson, then in Ihe Portrait of - -

8 Lady t;e,frame of the house itself appears within the
novel's pa@estarching gracefully--one might say-~-as it spans
the space betyééA the small province of romance and the
large db@aiﬁ 6f "all life, all feeling, all observatioqz all
vision."? We may read the Portrait simply as the portrayal

of a-girl whose perceptions grow--allowing her to know her

i*

".own mind--as she becomes a lady, but we may also read }hﬁ\

o>
novel as a‘process of "aesthetic illumination' for the

avthor, who comes to know his own intentions. Perhaps these

two views are sep?rate, yet their operation in the novel is

I

.always through the character of -Isabel. Thé intent -of this .

chapter is to survey the operstion of Isebel's consciocusness
in the context of James's emerqging sesthetics of fictian.

What purposes are served By the references to art, the many

ljames,” Preface to the New York Edition of The Portrait
of Lady, in JThe Art of the Novél: Criticel Prefaces with
an Introduction by Richard -P. Blackmur (New York: '
Scribner's, 1962), p. 46.

James, "Fiction," p. 39. . . .
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tableaux, and the action of traenslative vision;(that is,

.vision which permits life to become art or art life) on the

N «

part of characters as well as of the author? Who in this

.

novel is painter, Spectafor,'subject?B' These are questions

James's novel answers, not in the essayistic fashion of Rod-

erick Hudson's artists' party, but through its narrative

structure. For the subject of The Portrait of a Lady-is, . .

to a great extent, the natire of art and its relation'to

life. 0On one hand, vision in The Portrait of .a L ady serves
,'an anti-narrative purposé by ailowipg,chayeétera'to under-
stand without being told: events need not be related in a
traditional narrative sequence in order to be pnderstood
with all their import and implicatiﬁnl On the other hand,
- the mgnifé;tation of that vision as a passage of words in

a lafger collectioa of words (thet.ié; an image embedded in
a verbal context or a tableau) beﬁresenta ‘an emerging prose

style: & manner of composition with which Jemes sought to

i }Although, as Dorothy Van Ghent has so neatly put it,
"qrchitectural images,, and metaphors whose vehicle (like
doors and windows) is associated with architecture, subtend
the most various and cofplex of the book's meanings," The
English Novel: form:'and Function (New York: Holt, Rinehart
and Winston, 1953), p. 226' this chapter will not be con-
cerned with -architectural metaphors. The primary reason for
this ExdTLsion is my interest in the struc¢tural signifi-
cation of picterisl, passages rather than in the symbolic
value of ‘architectural imagery. These two areas may be
separated to a—certain extent: the former is a function of
the asesthetic experiences of the characters while the latter’
operates 'to a ‘greater degree in the reader's apprehqnéion

of the text. A second reason for excluding architecture is
simply a lack of necessary space to caver this.topic ade-
quately. . -

.
i .
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mimic thought processes.

When, in inventing Is;pel Archer, James asked himself '
"'What will she "do"?'" and then answé}ed with the ..
suggestion that she would "come to Europe"»he sureiy Bad in
mind the traditional educational benefits of the grand
tour. . However, when he continued answering»himself&by
find%ng'in Isabél's perceptions an innovative substitute for
the tradit16n51 perils and adventures of the romantic

heroine--in short, a new sort of adventure altogethér--ﬁhe

author quite cleverly proposed the very adventure of finding,

"

for his heroine her own personal point of yiew.“-1n con-

verting Isabel's."sense" of her adventures, "her sense for
9 ; jor

them," as James says, into the "drama" and "gtory" of the

novel, he not only created scenes of "rare chemistry" but
also concocted the Trare .chemistry of a developing one's own
point of view, becoming, in other words, the conscious,'in-

telligent obsefver, That Isabel thinks "she has a

.

is an indication of her naiveté (chap. 7, 66). It indicates’
{

that this is a young woman engaged in seeing the world, yet

unwilling to live in it, as Strether or any observer must

-~ .

be in a particular place. Mrs, Touchett;s:response to her
niece's declaration seems to coincide with James's own ideas
about developing a point 'of view:-

", . . there are as many points of view in the .

V
¥ .

>
4James, Prefece to The Portrait of & Lady, p. 56.

3
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world as there are people of sense . . .. My o
point of view, thank God, is personall"

Isabel thought this a better answer than she
admitted; . . . but it would not have sounded well
for her to say so. O0On the lips of a person less
advanced in life, and less enlightened by exper-
ience than Mrs. Touchett, such & declaration
would sevour of immodesty, even of arrpgance. She
risked i¥ nevertheless, in talking with Ralph,
.« . . (chap:+7, 66) : ’

For James, a point of view is necessary to the process of
sel?—cfeation, and the degree to which a character's point

of view is a perceptive one indicetes the degree of moraiity
. ¢ . -
or of moral understanding of its owner. The dwellers in the

"house of fiction" should each take an "impression distinct:

from any other,"® yet, lsabel does not initielly have her
own point of view. Ironically, she shifts frdm'thevAméri—'

canism of Henrietta }p the personal view of her aunt in

order to redefine herself. No one else in thialnoyel would

~
s

have such errogance.

In considering the place of The Portrait in the develop-~

ment of James's aesthetics of fiction, it is perhaps

Rowland Mallet in Northampton and taken up by lsabel Archer

in Albany. To compare these two .chaeracters is to discern

a number of similarities not only between their surfadce:

actions--both ﬁo off.tbeuropeh;but also between their out-
‘ L4 .

i

.looks and perceptions of the world. If there is any. - -

-ambiguity sbout the source of romanticism in Roderick

v

N . « o

3 13

- )
5]bid, p. 46. '
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*simplest to take up‘the ‘thread of noménticism left off by . “vu‘

L
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Hudaon, The Portrait of a Lad! leaves no doubts, as to the

authar 8 point of v1ew, fqr in this novel es's realaam

sharply dellneates Isabel 8 often pa1nfu1 romantléiam.

K2
. / * We have seen the develbpment of James 8 Flctional aes-

/
/

l//thetxcs taking shape through his critical writing and seen

as well his struggles to retoncxle an intellectual interest

in reallsm to 8 youthful romantxclsm. Roderlck Hudson

M 2
b

.8ugceeds in Eeing @nti-;omuntic notlglcause the'projectep
. ' . . \b / X N

hero of the rvinance falls to ,ia\::ath, but because the
‘centre, of the novel, Rowland, never:\gees the blindness of

his own.romaentic visions, and he is & dismal failure in his

own artistic genius--for Ro@?ﬁ%ﬁvga‘afxer all an artist. T

He has created the myth of Roderic§ Hudson, failed artist

. and Hero of romance. James's approach to the problems of

pomanbe 4n"The Portrait of 5 Lady is more diréct than in’Rod-

-erick’ Hudson. R0ﬁ$and Mallet, since he was unable to dis-

& e

~
tinguis between romantlc fantasy and-real1ty 1tae1f

» y \
nevgr ab%é to\recognlze his own perceptual probléms. in this

-.. way the outcome of Roderick Hudson fq a perverge-tridmph’of

romanticism--not for James, but for Rowland. Rpwlan&,uas

. the last chapter of Roderick-Hudson,illu%trhtés, has his -

‘romanticism reinforced-by the tragedy that-his own will to t

dominate has precipitated; ‘The ending of Roderick Hddson,.

perhaps because there is a lack of the féeling of any
\ . .
compunction .on the part of Rowland, seems to fail in the ‘ex-
' A\ " 4 ' . N ;
hortation against romanticism:'and thereby leave itself open

s - . - - 4

e

(%4
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to Dupee's charge of being romantic about romanticism. ]t
is in fact Rowland, not Jaﬁes, @ho is soj consequently; the
viewers of Rdwland's‘crgation are forced to regard his
ﬁarrat%ve thrSugh that cioud of romangéi and, unfortunately,
if.we fail to_perceive it, the significance of .its v;ry

L4

presence is lost to us. The authorial irony of Roderick

~

Hudson is not strong enough to rescue the novel's vision

fully from Rowland's romantic perceptions, perhaps because

James himself was not yet capable of the total surrender of

1

his own romanticiam. Roderick Hudsaon then,'remains
v .

nosté%gic and romantic in tone due to Rowland's unpene-
trating vieg, and the danéérs of this viéw are not c%mblete-
ly exposed because James, dne,suspects,‘harboured a strong
sympathy for Rowland's romentic view of life and parti-
cularly that of the.artist. A‘\

However, James must have realized that 'the . veil of

irony in Roderick Hudson was too transparent to separaég/his

own suspicipons of romantic fiction from Rowland's opaquely

romantic view--at least to the reade} unused to the device

3

\ -
of an unrelisble narrator. For in The Portrei§ he reverts

* .

‘to more traditional mod€d bf narration and makes his auth-

oriasl irony overtly evident through comments which situate

an almost fully omniscient narrator outside the novel's

actjon.. According to Marths Codlins "James did not maeke his

character the single center of consciousness, as he had done .

in Roderick Hudson;" instead "he conceived of a balance" in

N

i

gl
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y which information could now be "filtered through the minds

of a few‘characters“ (or 'satellites') and supplied by a

'

narrator who "es}pblishes himself in the role’of hist- ;
+ N {'
orian."6 Collins argues convincingly for Isabel's gradual

assumptiod of her role as the novel's centre, "displacing

both the narrator and the satellites” as the novel's author-
itative voice,7 but does ﬁot address the reasons for James's
introduction of a multiple perapective;(pérticularly in the

novel's first six chapters) nor the source of his impulse

to give higgglﬁ away, as it were, by becoming I?abelkg bigl’

grapher. The obvious reason for using multiple perspectives

in this novel is simply that of Hrawlﬁg attention to the ¢
presence of internal perspectives in fiction. Sinée, to

this*dey, readers persist in their opinion that Rowland

A\ . 3
Mallet is somehow Henry James in. disguise, then clearly

James's use of point of view in Roderick Hudson, while un-

¥

deniably rigdrous in its application, was not altogether a

success. (Ironicslly, of course, its very rigour is the
source of its "failure.") One way to separate author from

character is to introduce meny points of view in the novel;

¥

npné can then be sssigned easily to the autpor. And, lest

the ' sympathetic Ralph be cited as James's fictive .guise--
’ N Aq}r . 1
for as Collins points out, "the narrator stands very close

6Martha Collins, "The Narrator, the Satellites, and °*
Isabel Archer: Point of view in The Portrait of & Ledy,"
Studies in the Novel 8 (Sept. 1976): 142-144,
TIbid., p. 156. ‘

> 1
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to Ralph"8_--James must have felt obliged to.teke ohe step
backwards into a Victorian narrative frame and out of the
novel's intellectual action by producing his biographical

historian.

This "biographer" persona is of considerable interest

in light of James's comment three years later that an author

betrays "a sacred office" in admitting that novels are
fiction.? To avoid such admissions James studiously calls

himself a "biographer" and writes as if he were recording’

. actual events, thereby laying the grounds for his contention

that "the novel is history."' Yet James makes his readers
his'confidant® and co-conspirators by repeatedly intruding

with the authorial first person, both singular and plural,

,

by referring to lsabel as "our heroine," and by telling us

e;r;y.on that she is intended "to awaken on the reader's
pa}t an impﬁlse more tender and more purel; expectant"” than
"scientific criticism“ (chap.'6;'57), a statement which
reminds_ué that this ié a fiction not a document and tells
us that its Euthdr ‘is in control énd quite prepar?d to make
qemendg on his feaagrs' sensibilities’and to manipulate

their sympathies; Other reflexive comments throughéut the

~
"

novel suchlas Isabel's exclamation that tea at Gardencgurt

is "'just like a novell!!" (chap. 2, 15), Warburton's obser-

vaetion that his love was formed "'at first sight, as the

-~

o

BIbid., p. 148.
93ames, "Fiction,”" pp. 25-26.

. ‘
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novels Say'" (chap. 12, 119)‘rHénrietta's insistence/ﬁijj/// ¥
she is "'not talking about imaginary Eharacters,i[T‘T s '

1
Isabel is intensely real'" (chap. 13, 136), and her-charge
that Isabel once speaks "'like the heroine of an immoral
novel'" (chap. 17, 191), all conspire to undermine our ac-

’ ,’L'§~
ceptance of The Portrait @s history by remindi®g us that it

e

is not. What purpose, thén, is served by such ‘seditious

authorial sabotage? While it is true that in 1881 "The Art .

of Fiction” had not yet been written, the discrepancy be-

-

o

tween the overt authorial and refléxive intrusions of The

Portrait of a Lady and the arguments against them #sn that

essay seems far too wide a gulf to cross in three yearss

But when we recall that Roderick Hudson cﬁntained no such *

intrusions, we are forced to re-examine their inclusion in mfj ,

The Portrait; their presence does not likely indiqate a case

. s ‘
of fmmatur%:stylistic indecisiveness, but rgther 8 delib-

erate and necessary regression to elucidate “the technique

of the earlier--and subsequent--novels. The Portrait, after

all, does increasingly rely sylely on Isabel's'poiﬁt of
; 4
view. It is as if in the course of a single novel James Ye-

moved his craft from the Victoriasn straits of authoriel in-
treesions, set it adrift in the stream of consciousness in

4 !
Chapter 42, and finally launched it into the deep "fathom-
. * ° . ’“‘1
less waters" (chap. 55, 223) of a central intelligedg%. In
this context James's seditious authorial sabotage has an

additional important function: the undermining of "history"

~

//,




.attraction to romgnce clouded Rowland's vision it clouds

¢ n

in “The Portrait of a Lady also weakens its place in the

traditians of the marriege fiction. By using the conven-
~, .

-~
tions of omniscierit and intrusive narrator James turns thig

technique against itself when Isabel's irreproachable life
. et

' hS v
leads her not, gentle reader, to a happy end but to chronic

N

misery through her own moral rectitude.l0 The Portrait of

-

a Lady's open ending with *ts lack of é tidy epilogue com-
ments more profoundly on Isabel's life thagn could ‘any imag- .
inable suthorial excrescence. James's very abandonment of ‘ﬁ:L*
the conventional form poifts tg'its acute inédéquacies; thus
its Qsevin the navel ;5 its own indictméntm

Through Isabel Archgr;s experiences, the reaslistic
dangers)of romanticism (tHat‘is,\gﬁe sorrow of a suﬂ{ocating' .

marrisege rather than a dfamatic, but unlikely, p{unge fram
, y ~

'a” mountain <«top) "are evident. .Isabel is never tempted to

hurl herself from the top of a chturesque'Alp, but just as
2. t . 5

¢

. Isabel's and le;ds her to unhappiness. For James, devotion

to romance stifled the muse just as Rowland stifled Rod-
3

'Bricky, While it seems that, James has shifted focus in The

Portrait of s Lady by choosing to write about a manipulated

rather than manipulating character, the shift is not as sig-

nificant as the similarity between these novels: in baoth

/ ;

10see Annette Niemtzow's "Marriage and the New Woman in
The Portrait of 8 Lady," American Literature 47, 3 (Nov.
1975): 382-383, for a detailed discussion of Isabel's eptrap-
ment in her own moral Values. ! ‘

L ¢ ‘
4
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novels the centre of consciousness is the romantic. Isabel

Archer resembles Roderick only in that she i§'whisked\off

to Europe by a kindly benefactor--her resemblance to Rowland

is more striking. Neither sets off on the.grahd tour with

. 4
the object of education: Rowland intends Roderick to.learn

)

but seems to have no inclination to édubate himself.

Presumably, he considers his own education’complete or at
o - .

&%

least sufficient. Isabel, likewise, hes no intention of 1

learhing on her joJrney. The trip with Mrs. Touchett is un-

dertaken as a romantic adventure. It is Ralph who first dis-
M L& 'xb
cerris Isabel's motives in travelling, and he slone is. aware ,
o

N

of the dangers of Isabel's intentidns. Ralph apd Isabel
might be discussing Rowland &nd Roderick when they mention

A
.

the you?g men who travel to see the wotld:

Vs
"If one,is two-sided, it is enough," said Isabel.
. "Youy are the most charming of polygons!'" Ralph R |

companion broke out, with § laugh. At a glance
from his. companion, however, he became grave, and
to prove it he went on--"You want to see life, as
the young men say.'" K

"I don't think I want to see it as the young.
men want to {see it; but I do want to look about

v

me." - ‘

"You wanﬂ’ko drain the cup of experience.

"No, I doh't wish to 'touch the cup.of experi-
ence. It s a'poisoned drink! 1 only want to see
for myself. -

"You want to see, but not to feel," said Ralph.
(chap 15, 173). :

. b

Of course, Isabel does not realize that in James's novels,

Y

drinking from the cup of _experience is a requisite of seeing

for one's self. Isabel's difficulty throughout  this novel =

stems from her lack of und%fétahding of the relationship be-

2

et i o b R Yt 0 - ' . - A P~
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tween visMon and reality. Isabel is unaware that to see one.
. -
must first feel--or to “see ghosts, o:? must first have. suf- ’

fered. Before she can combat or ever attempt to understand

-~

+

-romanticism, Isabel must learn that to live is to sde. Once . .

b
Isabel begins to understand the reliance of seeing on exper-

.ience, her understanding will allow her to see for herself.’
- . L4 : - -
Isabel outstrips Rowland Mallet in her understandings: if

Rowland was unable to discern the relation between romance

and reality, Isabel eventueldly not only makes these distinc-
”» : »

[ -

tions bu oses between them as well. Rowland's is not.

-

. 2 . . ‘ .
a choice of rpmance over reslism, because he is unable to

s

make any disfinction between the two. He maf go to Italy,

Il

buf the worlid is never all before him as it'is for 1433i1—4(;
E ! . ) T
Archer’. Thaf\Milto

nic echo at The Portrait's end implies

-

- . ) . .
that Isabel's paradise is behimd her; the absence of such

;ntimationé.ZﬁyRoderick Hudson augéest that Rowland never

encounter#$ tH% tree of knowledge. Isabel, then{ﬂwhen faced
with the Peéeﬁsi ¥ of'experignce for perceptive vis;on is
.foqced'to make\ chaice tth is\far more sophisticated than
that ?acéd\by Rowland. - If she recognizes reality b§
sléarning go see/clearly, she must surqender her romanticism:
her choice then is between a balted in;but blind romantic

ideal or the terrors of a vital outward-looking realism.

' s

Once the giperience of an "unexpebtgd recognition" forces
Isgbel in to' fa "labyrinth" of "ugly possibilities" she can

nezer return to. her p:Eceful ignorance, and must submit to
- ‘ . J
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centre of consciousness and the painter aé,dn essentially

.

having "her spul . . haunted with terrors” (chap. 42, 27-

. v .
28). .lsabel's real freedom of ‘action is that based on know-

ledge or tonsciousness of life, but that very knowledge is

precipitated "Wy, the fecognitipn of her dfundamental
limitations."1l
Isabel's character and its development through the

course of the°noVel constitute the novel's structure.

v o

Isabel's conscfousness, her undErstandihg of the events of

her tifp and subseguent life in Europe, provides the

° [y

reader's exberience of the novel. This process is compar-"
able to the experience of the viewer of a paimting. Once
the artist's visidn is distilled on a camvas, we have only

to look at it to see, momentarily,.through that artist's
-, . .

eyesl Viola Hopkins Winner defines the analogy between the

subjectifying action. That is, one in which both the.vision

N
-

is subjectivé and the subject is vision:

The center of consciousness chafacter: . .
resembles the painter in relation to his subject
and the painting's viewers: like the painter, he .
s provides & "frame" which organizes and brings, into
focus the otherwise inchoate external world. By
transforming it with the imasgination, or to use
Susanne Langer's phrase, by "subjectifying
nature,"”
effect (even taking into account all of the
variations and pefmutations of this method of,
narration in James's later ficﬁionf, it is as if
James placed a painter in the novel so that the
reader has a view 'of the action or the life
depicted in the novel both clarified through the
formal unity provided by the individual

- s ?

11 o
Robert K. Martin, pp. 36-37.

—_ 8 e -
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he makes it available to the reader. In a
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perspectxve and enriched, for the center of
consciousnéss is almost 1nev1tably endowed with

" thé "penetrative 1maglqat10n " as Ruskin called-

_it, of the artist. As one on whom "nothing is !
lost," he sees or comes to see beyond the surface
to the meaning at the heapt of things.12

While Winner's definitioh of the role of the centre of con-

" sciousness as.analogous to the role of the artist seems to

be absolutely accurate, her account lacks an elaboration of

this connection to its actual operation 1n James's novels:
L
- ¢

RS

how, in other words, the centre of consciousness is ldke.;;j
* L~
3

author. And how, as a result, the centres of consciousness

4qndeigo shifts and developments'in fhéir éesthetic educa-
ﬁions‘which parallel tﬁose of James throughoui his career.
By this I mean tHatqin her ahniyéis Winner places her

, K g ' .
“émphasis on the foLe‘of‘the-centre of consciousneés in.
general; which.is fine except that-the conclusioast being’
based on Jaﬁes's work~iﬁ gener;l; are appliceble Fs‘sucﬁ but
not in éértibulﬁr. Winner ignores the fact thatlshe pbints
to tﬁat they are "almost inevitably endowed with the 'pene-
trative ,imagination'" 1ndicates that somegtimes thé{ are
_not. ~For the Jamesian centre of coésciousness iE is the
very acquisition of the penetrative 1magrnat10n——not only
of Rus‘&n, but of Pater as well--that determxnes the degree
of the centre's consciousnesg. James's novels are essen- ;

tially about the education of v151on and . the development of

an artist's, or more eccunately, a critic's, pdint of view.

1
A

2

12yinner, p.65.
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rks individually, then one dis-

oy

If-one-examines James's

"covers not only that thescentre of consciousness is like an

artist, but also the manner in which that artist's vision

v

moulds the product. This is not to imply that The Po:traif
of @ Lady 1s a self-portrait; James has deliberately chosen

a third person narretion, but the centres of consciousness

ES
'

give each novel its character--both its central character

‘and 1ts distinguishing features. Rowland Mallet's vision,
. [N ' e

for éxample, which is inevitably clouded by the gilded

o

aureole of his imagination is the source af romanticism in

Roderick Hudson. O0Of course, Rowland Mallet is one of those

centres who is unendowed with the necessary "penetrative im-
agination”; conseqguently, we could say that he is one on
whom everything is lost.

Clearly, b} the time“he finished that novel, James
realized that Rowland's romanticism was an impractical

EY .
choice of vision for any artist in the 1870's. His travel

k)

essays in Portraits of Plsces, unlike those of Transatlantic -

A , .
Sketches, rely less on his picturesque descriptions and more
-, .

on his personal experiences in the countries he visited.

While James continued to reggﬁd his impressions, they are
- 4

no lenger so heéavily influenced by the "falsetto key" and

"Draconic legislation" of Ruskin.13 His_impressions tod
. ¢ 4

have changed; no lopger desd?}ptions or "sketches" of

l}Henry James. '"Italy Revisited," Portraits of Places,
p. 68-69. By 1877, the time of this essay, James séems to
have lost his once considerable faith in Ruskin's views.

3
(]

T NN _
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"pickuregqug surfaces"l4 ig lffe and art, they incregaingly
record James's responses to and impress}ons of paintings and
places. The titular designations "sketches" and "portraits".
are distinct:‘the former denotes superficial desgriﬁtion
yhiie the latter carries the connotetion of a Paterian "im-

pression”" or intellectual inculcation productive of under-

standipg. The romantic imagination has given way in James's .

‘criticism to the power of the penetrative imagination or im-

3

Bg{naF;ve reason; it has given way not only to thg spirityal
experience of v;sion, but to the personél'a;d secular aspect
of , vision in a society inhabited by real and complex charac-
tgfé comprising both good and evil, rather than a popu- .

lation of devout stone mesoms. This operation of the imagi- .

nation in social rather than cultural situations is ex-

plored in the Portrait of a Lady as the actians of the .

characters ‘are determined by the rituals of their social

¢

. - L
intercourse. Isabel's eventual emergence from romance into:

reality, for example, is necessitated by her situation im

@
& A B

8 particular society; it is also an emergence into deeJer

understanding of that society and not into the allegorical

studio settings of Roderick Hudson where art may be used to .-

perpetuate romance. Isabel's conflicts arise from her
attempts to live a_life of romafce in a real and restrictive

© | -
gsociety where art is 5§cpgnlzed as illusory or representa-

tienal, but not accepted as a substitute for existente.

—)

Myinner, p. 195.
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Henrietta quite accurately assesses 'the dangers of Isabel's

L]

inheritance in this respect when she warns Isabel that:

The peril for you is that you live too much in the
world of your own dreams--You are not enough in
contact with reality--with the toiling, striving, -
suffering, I may even say sinning, world that
surrounds you. ' You are too fastidious; you have
too many graceful illusions. . . . you think that
you can lead a romantic life . . . . You will find
+ _you are mistaken. Whatever life you lead, you

. must put your soul into it--to make any sort of
succesgs of it; and from the moment you do that it
ceases to be romance, . . . it becomes reality!
(chap. 20, 13-14) :

Althougﬁ James's 1interest in realism may have dictated hio
focel shift from the consciously aesthetic vision of Rowland
to that of a "ppesumptuous(girl," he did not make the shift

- at the expense of his interest in art; for, despite its
NS ’ -

shortagd of actual artists, The Portrait of a Lady is as

much about art as is Roderick Hudson. Apart from illustra- "
bing the irreconcilability of real life and romantic expect-

ation, The Portrait also exposes the mercenary and de-hwuman-

izing aspects of highly refined aestheticism. While

¢ v

Roderick Hudson partially examined the role of the connois-

seur, its situation in the traeditionally romant;c settings
of art studios, Roman ruins, and sublime laﬁdgcapes under-
mines their exposure. By having Isabel "affront" her
destiny with her romantic intentions James affrontsg her
romanticism: the province of art.is "life", after all. If

.

in Roderick Hudson Rowland's attempts to make Roderick's

life a work of art 'had almost overpowered James's represent-

’

ation of Rogwland's consciocusness, then the risk of art en-
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cfoaching on life is finklly exorcised in .Ihe Portrait of
~e~tad!, for the later novel "does meet James's ﬁovelistic . .

raison d'dtre: "the bnly reason .for the existence of\a novel'

is thet it does attempt to represent lee "15 And in rep—“‘

regentlng life, The Portrait placea art in its various re-

LI v

2

lat'ions to everyday experience.

Neveriheless, in.writing The Portrait of a Lady, James
once again faced the task of exposing the fétality'ofnthe -

romantic imagination. 'Like Roderick Hudson, The Portrait AR

:oF a Lady has a fa%ry-talé quality that situates it in the. & -
kinédom of roménce. Each aovel is the story of a tr1p .
abroad th;t "'is'like something in a falry tale,'" as M?ry
Carland remarks (RH 63). - While Tsabel Archer does not set

6ut to do the grand tour in the way that Rowland.and

Roderick do, like Roderick, (she too i3}carried off to Eufope
"'1n a golden cloud'" (RH 61& by an unanticipated inter- .
loper, for Mrs. Touchett is gbmparablg to a fglry god-

mother .16 . When we first see Isabel she is in the Garden-

court garden: an enchanted'plaée popﬁleted by a kindly oldh

inva;id uqcle, e young gentleman cousin who is, in.the best

romantic tradition, beirig consumed by illness, and a "hero

~

153ames, 'j&ﬂibggbA;L ‘ ; , - x
16Jullet McMe observes that Mrs. Touchett's "name is
significant, for there is something of the wand-waving fairy S
godmother about her," and elso points out that "Maxwell \\\\\
Geismar [Henry Jemes and the Jacobites (Bostan 1962), P. .
42.] notes the association w1th sorcery and énchantment in
Madame Serena Merle's name. "The Portrait of Isabel
Archer," American Literature 45 (March 1973): 58.
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A .
has, for the most part, withdrawn from the action. An

of romance" in the form of Lord Warburton. Mrs. Touchett \;\/‘

account of Issbel's acquaintarice with her aunt follows the

" first two Gardencourt chapters, but the method of Isabel's

transport from the bolted room in Albany is omitted from the

narrative sequence. Isebei‘wgs in Albany, Mrs. Tauchett

arrived, and.Isebel is now in Gardencourt. While the method -

of travel was no doubt a ship, she might as well have tra-

¢

velled by pumpkin coach. . The significance of the transition
from New York to Euf&pe is that it is not there at all-
Isabel's understamding of her Jjourney does not exist either:

to this heroine quest and consequence: have no value. Part

]

of what Isabel must learn is the significance of passages.
At the novel's outset Isabel |is takén gebroad by her aunt in
the first of a sequence of events in which Isabel will con-

tinue to be taken, both inte‘lectuplly and physically, by
w ' n ‘ I
her fellow characters. But her final journeys to England

0y

and back to Rome are the most self-conscious actions the

young woman who\has longed for "freedom" is capable of
making. While the thails of these trips are as nebulous
as her passage to ELurope, their origins are not. The de-
cisions”to go to Ralph and then to return'to\Rome bre.the
results of her own deliberations rather than of tﬁ‘~touch
of a mégic wand. By the novel's end_Isabel makes journéys

because she leads her own life.

The two novels differ most in the quality of the minds

>
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of their centres of consciousness. While lsabel may be a

¥

"mere slim shade of an intelligent but presumptuous girl,"l7

her perceptual development exceeds that of Rowland Mallet. .

\d

The same romantic impulse that prompts Rowland to mould Rod-
. erick seems to prompt Isabel's moulding of hpfself. - But

- while this impulse produced a 'static figure of “the romantic

hero in Roderick. Hudson, in The Portrait of a Lady multiple

images Qf Isabel are presented which cumulatively form our

s , final perceptions of her chafacter as they paraliel her auto-

genous development. Rowldnd lacks the ability to produce
a perceptive portrait, but Isébel, aided by the novel's éup-
plementél points of view, develops the psyéholugical pene-
tration necessary for the pFoduction of good “portraits. T
novel's técit suggestion'that‘art is as good as the quéli y

of the mind of its producer is of particuler sidnificance

K

-to portraiture since the production of & true likeness re-

lies heavily on the artist's ability--not simply to copy

lines--but to perceive and express the character beneath the
8 B ,

lines. ¢tarly in the novel we are informed thédt Isabel:

. . « had a certain nobleness of imegination which
rendered her a good many services '‘and played her
a great many tricks. . . . Her life should always
be in harmony with the most pleasing impression
she should produce; she would be what she ap-

. peared, and she would appear what she was.
(chap. 6, 55-56) ' '

Scenes in which Isabel producés a pleasing ‘harmony must be

4

-~

- l7James, Préface to The Portrait of & Lady, p. 48.

L o 124 .
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viewed with her:imeginative tricks in mind, fof Isabel is
constantly engeged in making an impfession. Pictoriasl pas-

-sages, then, hay gsignal the mas?ing of’character as well as
its revelation.

There are five portreits of Isabel in the novel which
all indicate her character either through dirett depiction
or caovert implication. JIsabel's first appearance in the
60vel takes the shape of a formal portrait: she appears
stanaing noiselessly "in the ample doorway-for ‘some moments
before he [Ralph] pefceived her." Isabel picks Qp Ralph's
terrier Bunghie and he is able “t6 see that Bunchie's newl
friend was s tail girl in alblack dress, who sat first\sight
looked pretty. She was bare-headed” (chap. 2, 14). Ralph's

paint of. view, then, supplies our first image of Isabel.

This image bears a purely coincidental correspondence &o

. John Singer Sargent's Beatrice Townsend. (Plate 3-1)18 and
fits perfectly well into the conventions of Formql portrai-,
ture with Bunchié.included. Our next pictorial vision of

Isabel is ohe which she contrives. Having strolled .and

) ~

walked about the park with Bumchie, Isabel:

. . . seated herself on a garden-bench, within

1

18a1though the date of this painting is not exact, the
. portrait did not exist in 1879 whén James began The Portrait
© of a Lady and was not completed until after the novel's
appearance in 1880. James first made Sargent's acquaintance
in 188%, but according’to Adeline R. Tintner, he did not
appropriate Sargent's images until 1887. See: Tintner, .
"Sargent in the Fiction Bf Henry James" Apollo (Aug. 1975),
pp. 128-132, for details-of James's literary appropriations
of Sargent. . .
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.shows her in a landscapeland derives its beauty,

sight of the house, beneath a spreading beech,

ribbons, she formed among the flickering shadow

borough's work did, from the "fleeting effects of \shadow and
texture."19 IsaBel's image, particularly upon her

of Caspar's:letter, is comparable to Gainsborough's Mrs.
) _

John Douglas (Plate 3-2). But the dominance of character

by image in this description of Isabel does reseal something

of her character, for that her appearance is of greater

conseguence tﬁén her personality or thoughts implies

vapidity: Isabel has liétle to offer here apart from her

graceful appearance. J ‘
The central image of Isabel is of structural signifi-

cance tolthe novel and of symbolic imgbrtance to her de;elop—

ment. Isabel, now in "deepér mourning" following her

uncle's death, strikes her aunt and Madamé Merle as "pale

angxgrave" and "as solemn . . . as a Cimabﬂg Madonnat"

(chap. Zb,‘S; Plate 3-3). Isabel's gravity emanates ;?)&iz

from her emotional loss but mainly from the shock of her

Ly

where, in a white dress ornamented with black y\\&g '
H

\

material gain. The iconic association reiterates the sighi—( \

ficance of Isabel's gain: her life is transformed and she

[

7 . .
.19Ellis Waterhouse, Painting in Britain 1530-1790 (Har-
mondsworth: Penguin, Pelican History of Art, 1978), p. 245.

e - - - [T



~
.
& .
|
’
.
“
-
.
-
.
N -
.
.
.
.
- .
0
v
é
.
‘
- B .
~
.

: : \ v
3-2. Thomas Ga’insborqugh? Mrs. John-Douglas, 1784 -
. o , . ) e \ ‘ , : .. ’
- . ‘ ' A WY ) ) e ‘\ ) ..

- * “ 0
. N B . 5
. :
a v 9
ey - - . .
» -~ .
s , < ' ® -
- . ; - .
an e - '
s = t - v



o ) “ " )
.

Ta mw

a o p

—~— o .
3 . RR
v L iLe
4 *
l | e
.
. . . @
- ,- » O . |
. @
“ .
L . .
' -
\‘ .
P
. N
. + * . ?

[AF'3

%
«‘ -
.M .
&
P R .
’ Al
* »
' +4 V( ‘
- X ‘ |
. . o
k] 1 ’ | |
v .o ) | |
. .
& ’ .-" ’
v,‘ . |
. » ‘ "}J ) . o ‘ . 1‘ \
| ' N . " R ' ‘ | .. ~ |
AN | \ |
L ) - . 3-3. Cimabuei*Madonna Enthroned with . [
; | | | -Angels tand Prgphets, c. 1280-90 .~ - - . Ny .
| v O L
LT R ' .o, } . | ' | ]
| }‘3‘ ' | h " ’ . . ' ~ ~
(' B | | i o N ‘ " |
| | | , ‘:.
. ) » . « | | - | | | |
v. ~ i ~ . . ] N : - | | |
| | | . | ' Y ) “,' -
| \“ | : s - . |
‘ | | | B ~ . * ‘ v
. . OO0 e | } |
.t - I Cor, , | | L
o . [ . . ' | | | .
. " Tos o - i’ “ - N . , )
P— . . - - o -~ . ‘ . ‘ |
0 5 . ‘ ’ N A"" N s . . . ' | “.
B N . + .: ‘- . : | | D | |
-, - A - ] ' : N " . ' . ! . e o @ . iy : . |
L , . . . 5" - . ." (Y "' N . . . . . - .
Lty B B e L . ,-, s . V N | '
“ . ,4" ) t:) A .o, v - :""*‘* ) N S . A
LY e f"‘ o ~..'-‘ . ‘e - :‘ ., l ‘
@+ ) - ,h r




. Y . - !
a

¥, o . e l130

is transfigured. The golden background of the Cimabu€ signi-

fies ,the "gilded aureole" of romance which still clouds
g B
3
x 'IseQel's imagination and symbolizes as well the gold of her

~—— . wealth which destroys the former. The;jjherent thlity of

gLthe madonna is also transferred to Isabfel; 'she is both an

- . . '
' innocent rejoicer and a sorrowing mourner on the edge of ex- j

perience. This duelity looks at once backward to an unre-

% . s ' ' g
trievable but happy past and forward to the future antici- A
! L

¥

';pating'inevitéble sorrow. The dual perspective seems to,acf
' ’ )
as a mirror in the novel, for the two subsequent portraits

of Isabel reflect the two antecedent images.

In [sabel's first re-appearance in the nowvel after her

£
marriiage she is once again observed in a frame as she
emerges "out of the deep doorway" in the Palazzo,Roccanera.
. s In this scene'ROj}er supplies a description:. . -
. \ d '

A Sheé was dressed in black velvet; she looked o
brilliant and noble . ... . framed in the gilded '
\\\' ' . doorway, sh2\§txuck our young man as the picture
of a ggacipgs lady. (chap. 37, 191)

A

Tiat Isabel's appearance here gratifies Rosier's eye for
i + » u

"decofetive character" and fhat he detects the loss of her

~

///youthful "quick eagerness" implies a new, formality in
Isebel's character. The casual youthful "confidence"

(chap. 2, 14) of Isabel's initial appearaﬁce has beén trans-
N o . . . &
formed into a hauteur which is enhan%§§%%g the decorative
N , Ay &2 "‘

richness of this picture; Isabel wears  Black velvet and her
N .

.frame is now a gilded one. The decorative but somber

quality of this image is evident in & portrait such as

¥ o &
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. Sargent's Isabella Stewart Gardner with its formal linear Lo

[

composition 'and icom-like gilded b%ckground. Rasier's per-
ceptioﬁs are reinforced by Ralph's description of Isabel as:

+ Slender still; but lovelier than before, she had
gained no great maturity of aspect; but there was v
a kind of amplitude and brilliapcy in her personal
arrangements which gave a touch of insolence to-
her, beauty. Poor human-hearted Isabel, what per-
vefsiity had bitten her? Her light stép drew a >
mass of drapery behind it; her 'itelligent head = -

.sustained a majesty of ornament, The ‘free, keen °

. girl had become quite another person; what he saw
‘ was the fine lady who . . . . represented Gilbert
Osmond. (chap..39, 221) ' .

Isabel is perceived by both these cannoisseurs as an object

' in Osmond's collection; she is a fine example of a. lady, im
short & portrait of .a lady. Ffor Rosier she is a "picture,"
> - A

for Ralph a reprfsentatign. But for adl her hauteur Isabel

P

. is\only g_ledy,ﬁaq anonymous albéf% dignified, example of
type.. Finally, Isabel projeéts an-image of herself as she

sits on thef"historécab" bench in the park at Gardencourt:

) I3 [

at this moment she was the’image of a victim of -
idleness. Her attitude had,a singular absence of

“ purpose; her hands, hanging at their sides, lost

themselves in the.folds of her black dress; her
"eyes gazed vaguely before her. (chap. 55, 218)

. This lastip%Ftrait, set in twilight at & moment of great
"agitation," recalls Isabel's vigil in Chapter 42 With it's
) play of light and darkness within and su{roundinb tﬁé

Isabel.?0 n that chapter gﬂé peintérly device James
4 . .

L]

20For a detailed discussion see: John T. Frederick, .

' "Patterns of Imegery in Chapter XLII of Henry James's The ./
Portrait of a Lagg," Arizona Quartﬁrly 25 (Summer 19697 : ¥
' 150-156. . .
1 v » . N 4 .
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appropriated for His prose is'what André le Vot calls "l

clair-obscéur d'une conscience gui se cherche et cherche le

sens du monde."21 The importance of the image resides not ' .

in its relisnce on evocative effects, however, but in the
figure of Isabel herself; her attitude, her h;nds, her eyes

s

--the most important features of a po}trait——are those of?

; .
a8 victim. Isabel has become that Titian Ralph wanted for

14

" the wall (Plate 3-4); she is essentially ornamental. -, '

These five piétorial scenes are arranged symmetrically: !

portrait/portrait, icon, ﬁortrait/portreit. In the }irst‘ .

"

pair lsabel appears béré-headed and then in daylight; follow-

ing her inheritsnce an%ymarriege Isabel is burdened by
i/ 4

-

;ornament and then seen in fading fi1ght. . Her arrangements

‘increase in formality as they increase in ornament. The
A

4
A

symbolism is obvipus and somehow made morge poignant by being

3
set on either side of the solemn yef golden madonna. v .
Clearly, by her final portrait portrait apgeérqnce, Isabel
has begun to make some sense of the Lorld, for in the very ’
\

leas? she ;ecognizes that her harmonious image has made her
not & heroine of romance but its victim. '

* “ Isabel's susceptibility fo romantic delusion a;d her | ®
reluctaﬁce to live in the world are established by the
éuthof at the ndvelﬂs outset. One can almost imagin;J for

. ®

example, that ROfland and Isabel grew up in the same ~ $

. Sp

2lAndré le vot, "Le critique comme roménéier," Le Monde

"(Paris) 27 (March 7, 1970): iv.

~,
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'-Jamesian neighbourhood:\Rowland's Dutch gréndmother might

have been at home in the "Dutch" house across the street
from that of Isabel's grandmother in Albany. However,
Isabel's memory of those houses and her childhood thoughts

about them are evidence of her romanticism and of her lack
L 3 ]

of education ang- experience in society: .
. . even as 8 child she ¢t ght her grand-
mother's dwelling picturesqu®. . . . On the other

side, opposite, across the street, was an old
house that was called the Dutch House--a peculiar
structure, dating from the earliest colonial time
« « « « It was .occupied by a primary school for
children’. . . . [Isabell had been offered the
opportunity of laying a foundation of knowledge

+* jin this establishment; but having spent a single
day in it, she expressed a great disgust with the' .
place, and hed been allowed to stay.at home,
where, if the September days, when the windows of
the Dutch House were open, she used togshear the
hum of childish voices repeating the multipli-
cation table--an incident in which the elation of
liberty and the pain of exclusion were indistin-
guishably mingled. The foundation of her know-
ledge was really laid in the idleness.of her grand-
mother's house, where, . . . she had uncontrolled

L use of a library full of books with frontispieces,

which she used to climb upon a chair to take

down. When she had found one to her taste--ghe

was gquided in the selection chiefly by the frontis- ;

piece~~she carried it into a mysterious apartment

which lay beyond the library . . . (chap. 3, 24)
One suspects that [sabel, having rejected the society of the
Dutch House in favour of bookish isolation, chase as her
model the young Jane Eyre: a heroine of romance. She too

chéée books according to their pictorial content and re-

trested with them to her "double retirement."22 Ag Juliet

22Charlotte Bronté. Jene Eyre, (New York: Signet, 1960),
pp. 9-10. .
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McMaster has observed, Isabel "sees he? life primarily in
literary terms: she intends "to compose it as a romance,
possibly as a tragedy."23 |ike Jane Eyre in her window
seat, Isabel is willing to imagine that beyond her bolted
room there is "a regjon of delight or of terror" (chap.3,
25). It is quite possible that James had Bront&'s navel in .
mind when describing the young PIsabel.24 .The echoes of

.Bronté reinforce the anti-romantic outcome of The Portrait

of a’'tady by showing just how ill-equipped a picE&rial edu-
cation lesves the heroine of a reelistic novel. While Jane ~

Eyre's region of terrors turns out to be the reality of ex-
istence in the world of gothic romance, terrors for Isaﬂél

Archer are pot sublime aspects of nature but the malicious

.

sides of her fellow characters. In other words, the sublime
- 4

"Arctic Zone" of Jane Eyre becomes the cool Madame Merle of

a

~The Portrait of a lLady. Aspects of romance have been trans-

‘v

lated i1nto aspects of real experience. ‘It is only in her o
Immatuisw}mtginatiqn that Isabel cen safely choose her books

by their frontispieces; her mistake, we shall see, is thst

of continuing to Jjudge--not only books but other characters

23McMaster, p. 59.
4see Alice Hall Petry's "Jamesian Parody, Jane Eyre, and

'"The Turn of the Screw,'" Modern lanquaqe Studies 13, 4
(Fall.1983): 61-78, for an account of James's femiliarity
with Jane Fyre and its "sentimentalized vision." If Petry's

parody suggestion is correct, then James's echoing of Jane
Eyre in The Portrait of a Lasdy as part of Isabel's self-
imege as a heroine of romance--alt ough not as extensive as
‘that of the governess in "The Turn of the Screw"--seems
entirely plausible. It may, in fact, be the germ of the
ides for the 1898 novella. :

¢

e e — - .-
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as well--on their pictorial appeal.

Isabel, of course, cannot know that by following Mrs.
Toychett out to Europe she is making the first move to un—'

bolt her own romantic imaginstion. What Isabel finds,

though, unlike Jane Eyre and Rowland Mallet, is not the sat-
isfaction of the sublime landséape with its picturesque

heart, but the inadequacy of romance itself, for the pictur-

esque heart is always a cold and empty one. Fhat Isabel must

[
w

rely on her ownh eyes tg\supply a clear picture of herself
arid of 'the reallty of her existence, indicates thet the sub-

lime qualities of nature, or of god-in-nature, have been re-

-

,’jécted by James himself. While the romantic experience of

sudden understanding as a moment of vision is retained by

i

5amesﬁ'the sougce‘of:{his experience has shifted.25 wWhen ~
Rowland Mallet  comes closest &o a moment of vision, hg
believgs'he has éeen“the devil; the evil he sees is in him-
sglfl 1sabel's moment of vision is even, lépa tra%}tionally
romantic as if‘does not rely on sighting a superHatural

apparition; incfeasingly,'evil in what Graham Greene calls

James's "visible universe,”" is not gn invasdve exorcisable

devil, but an insidious human dort of malevolence, "the

tfeachery of.fr&ends, the meanest kind of lies."26 The evil

Isaﬁei_sees is that embodied by Madame Merle end Gilbert

)

25R0bert K. Martin, pp. 32-33. , «
26Graham, Greene, "Henry Jemes: The Private Universe," in

The Lost Childhpod ant™Uther Essays (New York: Viking,
1951), p. 28. .

. ]

€

<.

r;kv



137
Gsmond; yet, tempered by compassion, Isabel's understanding
of Madaﬁe Merle is not one of evil incarnate but of suffer-
ing hopelessness (chap.51, 169).27 Already it is clear that
Isdbel's vision is of a far more naturalistic sort than that
of Rowland.  Even Madame Merle has her moments of conscious-
nes528: "Have I been so vile all for nothing?" (chap. 49,
148) is a question that Rowland Mallet is never prompted to

"

ask himself. . ”

¢

Isabel, while closeted in the "office" in her grand-
mother's house, has no desire to discover the world of ex-

]
perience, whether romantic or real. The bolts on the door

which are so often considered figures of sexual rebréssion
or frigidity seem far more likely to symbolize an intellec-
tual ‘isolation Isabef imposes on hersel%. Isabel's sexual
nature seems to be really of little consequence in this

novel, as James virtually excludes it. While its exclusion

from the novel -seems more likely indicative of James's own

discomfort with the subject than of a particular kink in

27Greene identifies thig  ability "to pity the most
shabby, the most corrupt" of characters as a unique feature
of James's fjiction and the source of his greatness as a

~///ﬁ’ovelist. Ibid., p. 30. . .
28).71. Laird. "Cracks in Precious Objects: Aestheticism

end Hymanity in The Portrait of a Lady," American Literature
52, 4 (Jan. 1981): 643-48. Laird makes a valiant attempt

to redeem for Madame Merle "the human and moral virtues of
sincerity, comnpession, and conscience," then contradicts
this argument by quoting Madame Merle's'comments on her
"dried up soul." Laird misses the point, it seems--that
Madame Merle igs flawed and yet remains a precious object.
She is neither reformed nor redeemed, nor can she be.
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Isabel's libido, critics tend to regard it in that way.
McMaster agserts that Isabel marries Osmond because she re-
cognizés that he "will cause her the paia and sufferigg,that
she perversely desires"zg; Viola Hopking Winner suggests
that Isabel's "choice of an older man for a husband after
her ;ejection of likelier suitors and other indication§ of
sexual coldness suggest sexual-psychological determinism at

- wo;k"BO; and, teking the opposite view, Annette Niemtzow
argues that Igabel "feels her sexuality . .. strongly" and
"possesses an élméét obscene . . . imagination, filled with
disturbing sexusl fantasie;" but " manages througdgh respect qf
her marriege~vow-to "res;st'her sexuality."31l This combin-
ation of masochism,'frigfbity, and riymphomania seems as un-
likely as it is uéfortunate. Iasbel's asexual or repressed
s?xual nature is important to the novel ko the same extent
as any other repression in her character. ’The-importance
of }he matter is that Isabel denies experience altogegher--
whether sexual or social. In this respéct, the boits on the
door in the house in Albany do not simply symbolize Isabel's
sexual nature in the image of~a resistant vagina; instead,

’ their dominance of the symbolism in the novel indicatés thaet

o they are far more important as representative of Isabel'sA

whole outlook, or rather her lack of one. Isabel's

assertion that the «cup of experience is a "poisoned drink"

29McMaster, p. 53.
Owinner, p. 142. y ‘
INiemtzow, pp. 386-387.
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P R
reveals her attitude towards experience in general. To see

-

but not to feel, as Ralph suggests, is Isabel's strongest
desire. The stimulation that Isabel ‘requires is not sexuel, .
but intellectual. In ordeéy that Isabel develop her "pene-
trative imagination,” she st first penetraté, and be pene-
trated by, life itself. ’

The bolt image is one recognizéd by Rowland Mallet sas

well. He comments to Cecilia, in describing himself as

lacking the genius of expression, that he spends his days

‘"groping at the latch of a closed door" (ﬁﬂ'272. While

Cecilia¥interprets that comment as an édmission\of sexual
disse&isfaétion, "'"What an immense number of words, . . . to
say you want to fall in love!'" (RH 27), it is adain an in-
dicator of a closed mind, one incapasble of taking impfes—
sions. When Rowland retreats to Northampton at the end of
his story, tﬁose bolts havé remained unﬁouched; whereas when
Isabel returnskto Rome at the énd of her étony, it is ﬁre-
cisely becaugse the "slender little girl" h;s-grown up- and
acquired the strength to slide the bolts open revealing "the
world all be%ér? her . " Iéebel does step into a region of
terrors; however,‘in doing so she learns to confront the
terrors of experience itself, .s confrontaiign from which Row- ,

-

land Mallet successfully retreats. Neither character, when

last seen; haes been living a life of ease, but Isabel hagy
equipped hetself to "Livel!". GShe has, it seems, learne:?‘

that genius of expression that Rowland Mallet will always
A




AN

. " 140
. . )
lack and that Lambert Strether will, finally, put to use.
The integration of the visual art devices in this novel

and their relation to those of Roderick Hudson also demand

attention. Visual.art devices in The Poytrait of a Lady
essentially menifest the idea, of romanticism and the moral
probleh ?F art as possession:,lln her discussion of "Art
Devices and Parallels in the Fiction fof Henry James]" ‘

* Winner makes the,following comments abput James's debt to

Hawthorne and his own employment of the visual arts in his

o
novels:

Roderick Hudson marks a further advance in this
direction. Unlike Hawthorne's The Marble Faun,

it would make a poor guidebook to Italy; the de-
scriptions of places, and art objects are too well
integrated with the action. The scene in St.
Peter's, for example, in Which Christina is seen
kissing the bronze toe of the holy statue is not
only a touch ef local color but & sign of her
capriciousness and flair for the dramatic. She
has given no signs earlier of being devout. By
the time of The Portrait of a Lady, James has be-
come expert in conveying a greet deal in a single
stroke: when the again-rejected Lord Warburton
bids Isabel goodby in Rome, the scene takes place
in the gallery of the Capitol with the "lion of
the collection"--The Dying Gladiator-+~in the back-
ground . . . . [James] soon learned to practice

8 wise economy in fusing much of what is normally
called background with action and characteri-
zation. The art object is an especially important
means of achieving this desired fusion, for it may
be used simultaneously as a symbol of a culture,
superficially as 8 plot device, and more profound-
ly as a means of reveasling character of reinfor-
cing & theme. When the.allusion is to specific
paintings’'by actual artists or to an artist's
style or to that of a particular period, James's
ideal of economical richness is most fully realized.32

32NLnner, p. 79;

e
B
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Winner's assessment is once again accurate; however, her
analysis of the roles of the visual arts remains concerned
mainly with thematic aspects of the novels. Whi%f it is
true that Jemes's use of the arts is far morelsgphiéticated
than that of Hawthorne, it is also true that -James's own use

developed during his career. Roderick Hudson could cer-

. fainly not be used as a guidebook, aend clesrly the art in
that novel is most strangly used as a device of character-
ization. Gloriani's sculptures are bold; Singleton's water-
colours are literally superficial; and Roderick's sculptures
‘are rare but sensational. Christina's action in St. Peter's
is not merely a'moment of colourful melodrama like Haw-
thorne's bleeding corpse in the cathedral--as Winner says,
some aspect of Christine's character is revegled througR her
action. S5till, these ogservations hardly elevate James's
use of the visual arts beyond those of Hawthorne. They
simply point out that artwork is one more aspect of setting
or background which contrives to characterize. Madame Merle
would no doubt consider thisda noble function for art:
things are to some extent part of éhat "whole envelope of
circumsgances" which constitute the self (chap. 19, 233).
But this assignation points to a pareadox: for all James's
characters who display a '"great respect for things'" are
lacking .in any respect for people. Surely we ought to re-"
examine any assessment which incriminates Jameémthrough his

own moral procedures. 0One may argque, of course, an exemp-

———
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fion for the novelist as a producer of fictions who must

’

(necessariiy invent the cHaracters and their charaéteriétic
things; yet James's interest in the consciousness of his
characters suggeéts'that it iS/ﬁﬁt thé things ‘which are of
importance, but the characters' attitudes towards those

things. Much has been made of the fact that while Madame

Merle and Gilbert Oswond revere theirs, Ned Rosier is pg;;i

fectly willing to relinduish E}E/ﬁbjets d'art in order to

win Pansy. As Rosier's #ntention is really to substitute

_one form of wealth for another in order to impress his be-

/.

: . oo
~.loved's father and thereby win his beloved, his acg%on is

not necessarily, as most critics have assumed, motivated by

a"nobler emotion than the basic greed of Merle and Osmond.

3

While it mgy be argued that Rosier's greed 1is essentially

Y

a humanitarian rather than mercenar¥ one, his view of Pansy

.as a "Dresden china shepherdess" (chak.” 36, 179) seems‘,
eerily clo;e'in its aesﬁhetic appr;ciation of "compositiqn"
‘over characte;'to Osmond's view of Ispbel as =a "silvgr ’
plate* (ghap. 35,7171). Even though Rosier's love Fér Pans§

is for herself, "not for the use to which . . . [Sﬂf] may

be put to increase his p:estige,"33 "tender thbugh it seems,

[bis love] is ‘saturated with thé acquisitive ,spiri‘l:.‘J4 How-.

o

ever, all the loves in this ,novel are, to a :great eTtent,

selfish lpves. [

331bid., p. 137,
J4Njemtzow, p. 392. . /

v

1
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In James's terms, tHe importance of objects lfes not

-~ in the implicétion that a cracked cup stands for Madame

‘Merle, nor thagﬂgpenlsh lacé‘represents Rosﬁer- yather, it

?

V
lies in the values his characters assign their posse331ons
N t

Like her cub;'Madgmg,Megle is cracked and chidped from usej . .~

3

. , -shqﬂhas been left empty on a shelf w?%h nothing to shgg{for
« having drdined the cup of experience; but her:innate selfish-

ness is evidenf in her attitugé towards something that was
once, but surely in *its present COhdlthﬂ can no longer be, - .

\

“one of the "delicate spe01mens. "P&ease be very careful

¥

vt of that precious object," is an utterance she never makles
3 N H

“on behalf of anyone else (chep. 4%, 146), yet her desire,f
, Y

21

having provided for Osmond, to have Pansy marry well ine

dicates. her desire. to protect heér child. Can we really:

. . ‘ . o
determine, for instance, whelher Rosier's desire to marr
’

Pansy is anpy md;éQrespectle of her integrity than Madame
~ 4 F
Merle's desire to marry he?nbff? Neither one is disinte{% : .

eéted. Joseph 2J. Firebaugh defends Rosier by contending\‘ ' )
that his "conéeption of beauty.T; not absolute, but relative

toﬂhuman life,"35 but wha® could be more relative to human

life than Mademe Merle's knowledge of the world and her

desire to save her daughter from the chips and cracks that

. " result from living "in the world"?

The important precious objects in The Portrait are its
, ‘ ~

u

35Joseph 1. Firebaugh, "The Relativism of Henry James," .
Journal gf Aesthetics and Art Criticism 12 (Dec. 1953): 239.

o
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charaéters; for likJ,gaeir objets d'art people are apprai-
spd,.boﬂght, and sold throughout the novel. The Inhe?ent
evil is passession by the ‘spirit of-acquisition. OBeginning N
with Mrs. Touﬁhett's "adoption™ (chap. 1, 12) of Isabel in

_Albany and only ending when Isébe} prevénts Taspar Goadwood . “,4?’fﬂ
- - . ° ] , .

9 -

) B - B } - . ]
from fulfilling his act of possession, everyone in this

. -
novel is either possessed by the spirit or simply possessed.

by anoﬁher character--for even Isabel has,purchased her hus- -

"band. These Eharacters all have "the evil eye" (chap~ h2,
28),Lfof the eye of the connoisseuwt reduces art to qurren;/

by-assigping pecuniary values to aEstHetic,properties. In

otHer wg}ds, they regard the propertles of people and’ thlngs_ ‘.

as possessions not qual-ltles. This v1olat10n of' pe;’nal o _ e
inﬁggrity'islan aésthetic'dilemma Jamesqreco?sidered in "The -

Real Thing* (1893). 1In that story the ethics of" the

‘ . ¢ :
artgst's use of people for the production of his art are ex-

- ew

plored. The narrator, a brofessional artist interested in

t ) ,
® f -

¢ portraiture, digmisses #n aristocratic but money-less

couple, the Monarchs, because as models they fail to meet

"the requirements of his art. This example of the ertist's

o

"inhuman end Hehumanizing'use of people" is according. to
k o -
Lyell H. Powers "the chief sin" for any Jamesian

Character,36 But the story does not end with the artist's -

"fdeal" visions defeating an example ,of "the real thing."

%éLyall H. Powers, "Henry James and the Ethics of the
Artist: 'The Real Thing' and 'The Liar'," Texas Studies in
Lanquage and Literature 3 (Autumn 1961): 360. %

[V I T ——
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'Insteed, the Monarchs return, forcing the artist to choose
\ -

a vision of the."actual" over both the "ideal"»and the

"real." Vicle Hopkins Winner notes that "the 'actual' is
not literal fact transcribed bﬂt what the arrist'pérceive;ﬁ
’ .

WVE fact stimulates him to sde."37 \While Winner has

> N . . - ! . >
Ui mind the artist's perception of his-subject, this percep-
o > + » .o , . N

tion stimulated by the facts 14 one of deeper understanding

’

which discerns art'iﬁ‘the Lontext of life.//Tﬁe narralfor of

3

"The Real Thing," having scorned the drlé{ocrats as
Coe
"amusing" irritants and patronized his talented models,

feels '@ pang of compassion when told by a fellow artist that

- . N t
the Monarchs make "stupid" models and ought to be shown the

door. But the artist's most perceptive vision is'stimulated
. / ST

., by the re-appearance of these unsatisfactory models and the

"eloquence" of their unbidde& assistance; the nature of that

\

perception is a moral one. Earle Labor comments that ¢
"though .such [emotional) invplvement may have blurred his
esthetic perspective, it has sharpened his moral insight

.« e [Fhe] narretor emerges with a finer understédnding

.

of the human situation and with a new awareness of what con-

[

stitutes 'the real thing' in human relationships."38 The

essence of this artist's vision is a recognition of human

’

integrity, for the people he has subverted to his art prove

“

fFar mofMe valuable objects than his illustrations, so much

a

37winner, p. 109. “ -
38farle Labor, "James's 'The Real -Thing': Three Levels’
of Meaning," College English 23 (Feb 1962) 378. .

-~
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so, that the artist is "content" at the Q‘ory's end iolhave

P
compromised some of his expertise for the sake of his moral

. gain. Such insights as this sre never imparted to the con-

nolsseurs” of The Portrait of g Lady. Their inability to ex-
tract knowledge from the seen life is an indication of the

o

failure of their moral sense.

Throughout']he Rontreit of a Lady artworks are either
%pjech‘that replacg money and represent greedf or objec@s
that acéommode?e penetrative visian. 0One behaves as a spec-
tator when faced with art ot jects, and as & spegtatér, one

is forced to be & critic because, as James implied in his’

discussion of Howells's Italiasn Journeys, observation is to

no purpose without i1ntelligence to give it clear expres-
: ¥

si1on. Isabel gilves her observations clear expression by .the’

'nbfef'g end--peginning durlng:her Qll-night vigil in Chapter

Vv . . .
f82. Osmond's observations, however, 'lack all expression:

5 . L
he merely collects thihgs in an effort to 'express himself.

’

To create that envelope 6f the self he makgs‘hfs life 8 work

a

of art. Osmond's definition of life is unfortunately of the
) ' ) .

frontispiece sort: one chooses 8 cover and ignores the con-

-~

tent. 'He quite i{plxcitly tells Isabel his idea with a

candour about the artificial that would certainlky shotk

°

. Strether: .

. "You know my opinions-~] have trested you

to encugh of them. Don't you remember my telling
you that one ought to make one's life & work of
art? You looked shocked at first; but thenm ] told
you that it was exactly what you seemed to, me to
be trying to do with-your own." (chap. 29, 121)

\-—“‘
- : 1
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Juliet McMaster agrees with Osmond when she claims that
"what James hes shaown in Isabel, and increasingly as the
novel progresses, is 1life straining towards the conditiém
of ayg."39 However, McMgste; does not pursue the implica-
i

tion of her Paterian eché.ao Why should Ilsabel's life

aspire to art? O0n one hand her overwhelming aesthetic sen-

"sibility--that desire to produce an harmonious image--

compels her to comply "with the critical .requirements of the
CONND1SSBUTS ofllife who surround her,"4l but on the other
handethe observation of ért with a painter's eye is a means .
of better undérstanding life itself, as James demonstrates
in-"The Reaf Thing." That artlénd life Secome indistin-
guishable 1s dangerous (Temembe; Rowland Mallet), but that
art enB‘Ilfe become inseparable is an ideal condition for v
growth in the Jamesian centre of consciocusness.

Isabel's "romantic views" and her consequent lack qf

"contact with reality" motivate her sometimes puzzling

actions. In her essay on The Pbrtrait of a Ledy, Mary Maxse
asserts that "the author's description of Gilbert Dsmoga‘s
outward appearancé entirely fails to justify Isabel's
choice," and equ with relief that "Qe are spared the

trouble of trying to understand what Isabel saw in him."4Z2

-

39McMester, p. 63.
40np1] art constantly aspires towards the condition of

music." Pater, p. 106. -

lMcMaster, p. 57.
2Mary Maxse, '"Henry James: A Master of his Art,"

National Review 113 (Dec. 1939): f75.

8
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Howevef,.this is the essence of 'their relationship, for

Isabel sees nothing in Osmond. She falls in love with his

.envelope on,frontispfece only to discover that the envelope

is'empty and the book blankg A.K. Chanda adroitly observes
that Osmond's "art consists of projecting in & cunningly
3jncere way a romanticized image of himself which will
appeal to Isabel."43 vyet the idea that Isabel'g choice-is
a mystery persists: Martha Collins nggests that "we“see too
little of her positive response fo appreciate fully‘uhy she
marties him K644 and McMaster, Hinner; and NiemtzZow, as we °
have seen, have produced ingenious but not altogether con- .
vincing arguments for masochism, frigidity, and nymbhomania
respectively. Chanda's contention is the most prabable and
the most supportable of these arguments, for Isabel is
élwqys'susceptible to the sesthetic appeals of romanticism.
The first chepter of the novel, for example, is presented
as a "peculiarly English pict&re" which the guthor has
"attempted to sketch" (chap. 1, I). The tea scene at

Gardencourt 1s comparable to a conversation piece;45“appro-'

[

) 4374.k. Chanda, "Art and Artists in Ihe Portrait of a
Lady,"” Indian Journal 'of English Studies 10 (1969): 113.

84Ccoilins, p. 149. ‘
Conversation pieces were popular during the eighteenth

end nineteenth centuries.” The Yale Center for British Art
describes them as "small scale pesintings of real people
engaged in everyday informal or_ domestic activities. With
its snapshot quelity of arrested motion and meticulous N
attention to details of costume szsessions, and surround-
ings, the conversation piece infroduced an intimate mood
into' . . . British portraiture." Yale Center for British
Art, Selected Paintings Drawings & Books, with 8 Foreword
by Paul Mellon (New Haven: Yale, 1977), p. l4.
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priately, the main action in the scene is "desultory talk."

Y
When Isabel steps out of the doorway and into the this scene
4 > .

she is undoubtedly "s}raining towards the Eonditidn of art";

however the numerous impressions (chap. 2, 17) made by the

scene do not impert to her knowledge or understanding. In-

stead, this scene sets the precedeht for Isabel's aesthetic
t
responses throughout most of the novel: she finds the house

" "enchanting," the scene "delightful" and the general aspect,

as we have seen, "just like a novell" But Isabel takes nn

intellectual, impression from what she sees. She would make

a very poor travel diarist, for the enchantment of art
always obsfucates meaning for Isabel.

Isabel chooses Osmand simply because his appearance

coincides with J®r romantic expectations. Consider Caspar

Goodwood. Isabel's only apparent objection to Casgpar is .

\

that he is not romanticslly handsome; his remerkablE%

eyes, for example, have less "charm" than "resqlution" for
Isabel {(chap. 4, 38). Nevertheless, the "charming”" Lord
Warburton presents himself as e romantic alternative. War-
burton makes the strategii%pistake of revealing his
emotiogal vulnerability. Nhenﬁlsabél suspects that he 1is

"suddenly turning romantic," sh€ receives "en appreciable

shock” for the intensity of his felt emotion; the abrupt

"hitterness" she incites (chap. 9, 91) is a sip of the

"poisoned drink" of experience. Dnce lsabel has experienced

this "fear" of involvement in the world, Lord Warburton's
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reputation as & "hero of romance" ‘diminishes. The more un-
- h;ppingssﬂwarburton displays at Isabel{s~refusals%therless
‘atiractive he appears to her until, no longer nggic, he
sits before her “unceremoniouély, doggedly, like a man in
trouble" (chap. i&; 150). Gilbert Osmond is thQ oﬁly‘truly

énéhanting man amongst Isebel's suitors. Unlike Warburton,

v

" gsmond is unperturbed by Isabel's initiel refuisal and

‘maeintains hist"tone of almost impersonal discretion"

<

(chep. 29, 123). As Juliét McHister notes *it is one of
‘dsmnnd's shrewd'mbv&s.in'his courtship ghat he doés ‘not play
the melancholy lovexé““6‘a pose-which would quickly disen-
chant Isabel ;ith its Qmotiﬁnaluresponsibilities. The

obvious irony is t?at trdée enchantment will cause Isabel the

<

most pain. The underlying irony is tHat both Isabel and Os-

mond, ia attempting to satisfy their aesthetic tastes, are

forced to drink the cup of experience.-

Isabel+,<like Rowland, seeks'romantic experience, and ,
’ B > - ~ . L ,( -

shehrggaraslkgrlé and Dsmond as the purveyors of romance. -

Like frontispikces, these two figures look.intereating, and

S Isabel\"nakes the mistake of assuming that an_interesting ob-

. /4

i F\ ject is 8 worthwhile one.. Just aa‘ﬂgngurtqn strikes Isabel

woon

as "a hero of romance"s Madame Merlé”strrkes Fsabel as a

T
-~

v

work of art. Despite her detéction of @& "secretive dis+

L

position", Isabel finds Madame Merle "charming," "delight-

ful,"” and "graceful" (chap. 18, 199-204). Madame Merle is

R

&6McMaster, p. S1.

PP U PSR AP A
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described by Isabel in sculptural terms; she, is "tall,
fair," "round and replete" and her f;atures have a ''grace-
ful harmo%y among them." With her "thick: fair hair,
arranged with‘picturesque simplicity," Madame Merle is com-
parable to a neo-claégicel'bust——a connection James re-
inforced in the New York Cdition by having Isabel thinkg
Madame Merle like "a Bust . . . a Juno or a Niobe." Hiram
Powers's Proserpine (Plate 3-5) is a comparable‘image. Like-
wise, isgbel's first impression OF’B;lbert Osmond jis tﬁat .

"he was not handsome, but he was fine, as fine as one of the

drawings in the long gallery above 'the bridge, at the
. . 5

"~ Uffizi” (chap. 23, 50). O0Osmond has the fine quality of a,

3

portrait. sketch, but that he is a sketch, not a complete
painted portrait, implies a deficiency in his character.
Osmond -is the insubstantial outline of good form. That
Dsmond'é po%é is calculated to produce a fine image is
suggested by his first appearance in the novel:

He had a thin, delicate, sherply-cht face, of

which the only fault was that it looked too

pointed; an appearance to which the shape of his

beard contributed not a little. This beard, cut

in the manner of the portraits of the sixteenth

century, and surmounted by a fair moustache, of

which the ends had & picturesque upward flourish,

. . . suggested that he was a gentleman who

studied style. (chap. 22, 27)
Oshond is also connected to coins through his work as éi%opy-
ist (chap. 51, 159). His artistic activities indicate that

Osmond is not an original artist: he copies a depiction of

an antique coin that was, in turn, an ectype pressed from




»
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. a cast of an original. The. association of Osmond with coin-

age connotes the avarice of his aestheéicism. His connois-
seurship is somewhat like that of Mr. Leavenworth in re-
lation to Auqusta Blanchard. The imege of &8 coin alss
suggests Osmodnd's dazzling‘face value, which has as much
appeal for lsabel as her sterling quality has for him.
Catherine Lord has delineated three stages of aesthetic
experience which octur as one views paintings, listen; to

music, or reads poetry and -novels; these stages are clearly

operable inside The Portrait of a Lady.47 According to

Lord, at the first stege a viewer of art seeks "focus or
order" -as "the imagination functions ectypally" and moves
from part to whole."%® For the first thirty—nine-chapters
of the novel [sabel's imagi%ation functions in this manner.
She perceives, but her impressiong gare reflections; hér mind
reproduces e'BUrFace‘imaée without graéping the substance '
of the seen object, as in‘her de}}ght in the initial scene
at GCardencourt. In these termr Osmond's association with
coins, or aciual ectypes rather tQGn archetypes or
origigfls,r-such as in Ralph's perception of I;abel as a
"bas-ggéief" (chap. 7, 70)—-3ignéls a primary butﬂliteral}y

auperficial form of aesthetic experience. "The recognition

47catherine Lord, "Aesthetic Unity," Journal of Phil-
osphy 58 (1961): 321-527. .Lotd mentions a  number of art-
waorks but focuses on JThe Portrait of & Lady, Mondrian's
-"Broadway Boogie," Donne's "Canonization," and Marvell's "To
His Coy Mistress." '

481big., p. 321.
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of the interrelationship of the work of art marks the second

stage of the aesthetic experience."49 In The Portrait of e

Lady this second stage is precipated by the novel's central
tableau in chapter 40. 1If Rowland Mallet had been unable
to see the meaning of his picturé, as Isabel enters her,
drawing room there can be no doubt that she recognizes the
"figures . . . seen in their interrelationship":

Just beyond the threshold of "the drewing-room she

stopped short, the reason for her doing so being

that she had recelved an impression . .

Madame Merle was standlng on the rug, a lxttle,way

from the fire; Osmond was in a deep chair, learing

back and looking at her. . . . the thing made an

*image, lasting only a moment, like a sudden

flicker of light. Their relative position, their

absorbed mutual gaze, struck her as something de-

tected. (chap. 40, 9-10)
This moment of apprehension, like the tabieau aof Roderick
Hudson, 1s presented in much the same way as the novel's
first scene: Isabel steps'through a doorway\gnd intoc a con-
versation piece. However, the conversation is no longer
desultory, having lapsed instead into silence. While the
depth of the relation between Madame Merle and Gilbert
Osmond has been intimated to Isabel by their placement, she
does not yet grasp their relationship in context. In Lord's
third stage "the parts of the work of art are enjoyed in
terms of the whole" but with this stage of experience comes

a sacrifice for one "cannot return to the naive state of

awareness that charatterizes the first stage.">0 when

491hid., p. 322.
501bid., p. 326.

‘i
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3

I'sabel finally sees the world "open out, all round her" her

moment(bf aesthétic unity is at haﬁd, but it is Caspar Good-
wood's infamous catalytic kiss that imuhéking her see her- 7
self as a victim of pﬁssession imparts to her, finally, a
vigw‘of herself and everyone else in terms of the whole.

Unée Isabel recognizes her part in the world, she rejects

her place in its network of possession. The path is very

vstréight fﬁr Isabel because t;ét "process of grqying aware-
ness" which constitutéé‘sesthetic expetience has culminated
"in the unity of the imagination and ttie undersL;;ding."51‘ .

. R )
Isabel's desire to see for herself has ultimately been

‘ b
gatisfied by a taste of the "poisoned cup" of experience.
y ! p 2

N . \

o 3

Aarw

511bid., p. 327. - ' ‘ '
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CHAPTER IV: 4
THE - AMBASSADORS OngfRCEPTION

One's work shauld have composition, because
composition alone is positive beauty.l
\ o~

.

2

Le'on Edel hes called The Ambassadors James's "mdét
‘ . 1

pictorial" ﬁovel;2~and ce;kath&? this novel explores and in-

corporates more areas of the visual arts than any of James's

earlier works. Howevers "pictoriai" is a term tuvo limited, °

. % r ,
to indicate the extent to which the visual arts suffuse the

novel . No doubt much of the novel's besuty and originality
emanates from James's skill with pictorialism in his use of
the embedded tsbleau and the pictorial apprehension of the

observer withrs critical eye, but subtending this pictori-
. e~ .

. \ ’ .
alism is an interest in symbolism which both augments the’

"novel's pictoriselism and moves away from it toward a more

purely textual intérest in metaphor through the figurative

‘language of imagery. In short, the esrly stages of James's

symbolism corncide in The Ambassadors with the "most ,l

pictorial" example of his novelistic méthods. The irory of

y

lHe:lw}'ry James, Preface to The Ambassadors in The Art of N

the Novel, p. 319. . ‘
Leon Edel, Introduction to IThe Ambassadors by Henry
James (Boston: Houghton Mifflin, 1960), p. xiii. Subsequent
references to The Ambassadors will not refer to tHis edition
which reprints the text of the 1907-1909 New York Edition
but will refer instead to R.W. Stallman's Signet Classic
edition (New York: New American Library, 1960) which is set
from the first bound edition (Methuen, 1903) and cites
variants prior to the New York Edition. Page number

.references to this* edition will appear in parentheses in the

text.

4
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the coincidence is- the root of James's plctorldllsm in his

L]

reellsm——thet "attempt to rqpresent life" he expounded in

«1884.3 -

» '

1]

The Ambaésgddrs danqd&bstriotly béltermed a Realist
novel due to‘its abundaqt.03e of metaphors and figd}ative
. language, yet‘its metaphoricql component is ﬁ%t‘suffi~
ciently developed to dgiyne‘the novel As a Symbolist work;
it has, hoyever, been‘gonveniently labelled by 15.0.

”

Matthiessen aﬂ"lmpressjonist novel.4 The developments in

James's work are comparalle to the Histony of French paint—

ing. Accordiné to Lionello Venturi "ih [French] painting

there was an interval of a few,yéars between Realistand-Syﬁ;.

< ¢ e .

bolism during which there was neither Realis& nor Symbolism,

but Impressxonxsm "5 Tﬂe aesthetﬂc of James s wrltlng can
»

be easily discussed in these terms. His early flctlon and

travel writing with-its emph831s on the plcturesque 19\

%

'eSsentlally romantlc. With Roderick Hudson James broke away
f i

a,

. . ! . f .
From romanticism and worked towards greater realism which
' A

v

comes to fruition in The Portrait of a Lad d corresbnnds

to his }eali§t aeéthetic iﬁ‘"The Art of Fiction.) While the
. ; ]
architecture of The Portrait of¥ a lady is the first exten-

sive use of.symbolism in James's fictiaqn, it is only through

3James, "Art of Fiction, —25,
4F‘O Matthiessen, Henry James: The
York: Oxford, 1944), p.34.

leonello Venturl, e Aesthetlc ‘Idea of ‘

.

Phase (New »

Impressionism," Journal of Aesthetics and Art Criticism-'1l
(Spring 1?41): 38. .
j - . - -
' 1 ) - LN ~&h;_\_\ ' - .
. \ Va
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the figurative language of  his late work, Ihe Golden Bowl,

that symbolism becomes the dominartt aesthetic. As in French

painting, James's development from realist to symbolist is

not direct: The Ambassadors, not JThe Portrait of a Lady,:-

marks the transition to symbolism-in Japés's novéls. The

Ambassadors.is no doubt a "direct impression of life;"6 but

’

the "impression" is neither thf objective observation of the

realist nor the subjective intellectualization of the sym- L

1bolist. Just ds Impressionism was an interval between

N e gy e b e —p—

Realism and Symbolism in the history of french painting, so
it is in the development of James's aesthetic.

4
§

If we examine FThe Ambassadors in search of visual art

devices we quite literally find mobe than meets the eye, for

perception--particularly the aesthetic of percepfiop——is

3

c

,this novel's true subject. Both the symbokist and the im-

pressionist elements of pictorialism afe:apparent; but they

. - ‘ . R fJ
function as aspects of pgrceptionwfor the reader as well as

fe&® the central character. My emphasis will ‘remain on‘the

~

epistemological function of pictorialism 'in The Ambassadors
\ I '

and its connections to Impressionist painting and literary

'Impressionism. The greatest emphasis, however, will be

placed on the relation of these compositional elements to
’ : ” ° ] Lo ) +
the perceiver inside the novel, for, as g»e novel's central

1

‘infelligence, and.ghence its physical "centre,"7 Lambert

- 6James, "Art of Fiction," p. 29.
7James, Art of the Novel, p. 317.

¥

' .

- -

.
e — e —— T DUV W SO
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Strether--the tourist in Europe--is the key to the novel's

-
composition.

13

Before discussing Impressjionism as an element of’

"James's pictorialism in The Ambagsadors it is useful to have

a sketch of the Impressionist movement in painting. Thé
1S “ :

Impressionist movement occurred in france roughly between

. \ - .
1870 and the mid 1880's. The group refered to as
Impressionists were painters whdlreJected the traditional

gcademic mode of painting.in favour of (8 s$yle ‘of paintinng

derived from realism and influenced by the landscapes of the

Barbi'zon School such as those of Camille Eorot pr Charles .

3

Daubigny (Plate 4-1). The result is an art depicting common
) t

people which codcernsditself with capturing particulsr - v

Y

"atmospheric moments and light conditions from a specific

viewpoint through pure colour.8

It would be simplistic to suggest that the Impression-

istic pictorialism of The Ambassadors derives solely from
. ha) s .

theﬂinfluence of these painters on the author; yet this wview
has tended to prevail in James criticism particularly 1m .
N - ]

connection with James's admiration of Sargent's aaxntings.g.

N\ . : .
Henry James's 1876 review. of the second Impressiopist

IS

exhibition clearly shows his leck of apprecistion for the’

4 [

s
BVennuri gives a. good short syndpsis of the.lmpression-

ists' aims ang methods while,John Rewsald's Thé History of
Impressionism; (1946; 4th rev. ed., New York: Museum of-

Modern Art, 1973) is perhaps the most comprehensive study
of the movement. .
9See for instance: James Joseph Kirshke, Henry James angd

Impressionism (Troy, New York: Whatson, 1981), esp. pp. 1-42.

e 1
. ) /
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style:

I have found it decidedly interesting. But the
effect of it was to make me think better than ever
of all the good old rules, which decree that beauty
is beauty and uglinesswggliness . . . . None of
its members show signs of possessing first-rate
talent, and indeed the 'Impressionist' doctrines
strike me as incompatible, %n. an artist's mind,
with the existence of first-rate telent.l1l0

The Ambassadors was published twénty-seven years after lJames

made these comments,” so they hardly represent his opinion

AN

of the Impressionists in 1903. Still, the comments are

relevant to the novel since tﬁpy indicate thet James did not

- immediately embrace the sesthetics of7lm;fe531onlsm and then

»

set out to make a corresponding movemggt 1n literature.

~

While the presence of the Impressionist asesthetic is

pervasive 1in The Ambassadors,‘lts ihportance lies not Snlﬁ

»

in James's intentian,but in Lambert Strether's vigion.
4

The word "impression" as James employed it hed more to
do with‘Pater's'use of the word to mean an apprehension--
vision that brings with it underst;ndlng--rather than with
the almost accidental appellation of et he FrengH art
movement.1l However, as Venturi points out, the
"impression" of the Impressionists and that of Walter Pater.

are not unrelated:

) [The Impressionists'] lack of subject matter was

lOJames, "Impressionists," Painter's Eye, pp. 114-115.

llThe ori?in of the term "Impressionist" was, dof coursg,
the satiricel label sffixed to the group by a french
journalist in the Cherivari of April 25, 1874, based on
Monet's Impression, Soleil Levant. The title of the review
article was "The Exhibition of the Impressionists.”

{
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. :%S‘an opportunity for creating motifs instesd

of representing subjects. . '

Walter Pater discovered in Giorgione a new
creative impulse because he did .not use Christian
or pagan subjects .drawn from the Bible, mythology,
‘orf history ss did his coantemporary florentine
painters, but invented his own motifs, and sub-

" ordinated them to his form and colouring. JBefore
walter Pater's disclosure, the artistic value of
Giorgione was discovered by Manet w¥%en Giorgione's
Concert Champltre in the Louvre inspired him to
paint Le Déjeuner Syr 1'Herbe.l2

Rewald notes that prior to 1874 "the wofq impressiosi was
frEQuepgly heard 1n the discugssions of the - [Impressionist]
pa;nter§” and haé been uséd by Manet '‘as a technical term
since 1860.13 Perhaps his interest in Peter partly accounts?
for Jemes's.ultxmate‘admxretlon of the lmpressioﬁists, for

in 1965°James spoke 1n glowing terms .of some "wondrous
~exsm§lef'lﬂ'Impresszonist peintings by Meﬁet, Degsas, Méneth
and Wh:stier.r“ But, as we have seen), James's earliest
trave} writings emphasized the observer's impregsﬂons of

life anﬁ art. Jares's eventual appreciation of Impres-
sionlist paxntfﬁg does not 1ndicate his adoption of its
‘dactrxnea; rether 1t reveels his recognition of gn‘aesthetié
sympatﬁy betnéen gﬁe ért of the lnpfessionxsts and his own’
lzte}ary Impresslon15m} Ag agn aésthetic term "i1mpression"

* . . » .
wes being used f.requently in“the late nineteenth century.

. o
Perhaps under the influence of Waelter Pater the sesthetes

,
°

12venturi, p. a&l.

JRewald, p. 212. .
193anes, "New England:” An Autumn Impression,” 1n lhe .
A

American Scene, with an ;ntrodqctldn by lrving Howe {(New
York: Horizon Press, 1967), pp. 45-46. :
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had adopted the word. Oscar Wi;de's poems "Impression du
Matin" (1881) and "I%pression de Voyage"'(lBBI)nare twoi
inséances of poetic iméressionism; each poem describgs a

moment of visual experience, or an impression.

But what i1s meant by "literary Impregéionism"? Accord-
ing to Calvin 5. Brown liteqafy Impressipnism:

is characterized by such structural "devices as

fragmentation of form, the breaking up of rhythms, v ~

juxtaposition without subordination, the avoidance '

of big climaxes, and & general preference for . . )

small units . . . . The most striking, linguistic - ¢

‘features of llterary Impressionism lnclude the use

of phrases' . . . and single words as sentences,

8 passion for rare words and neologisms; conver- ' -

sion of the.parts of speech, a predilection for ’

imperBonal verbs and constructions, and a liking ™
+ for abnormal .word order. Synaesthesia.1s common, '

and allusion and suggestion are generally pre-

ferred to overt statement.l> .

While many of these characteristics dosappear in James's )
novels-~the abundant use of synaesthesi&; for example, 18

manifest 1 James's use of pictorialism 'in the embedded
: ' ;

obviously these are devices and features avail-=

, -

tableaux--,

)

able to writers but not to painters.‘ The Connectionubetweenf /;

Impressionist peinting and literary IMpFESSlDﬂlSm A8 not
technical but ideolagical. We can hardly accuse JBmesﬂéf

Yo

_attempting to pass off a canvas as & novei£¥we'may agree,

however, with Winner's contention that IThe Ambassadors 1s

"Informed by the impressionist mode of vision."16 The con=-
.

v

» . . * - PENn

15Calvin S. Brown, "How Useful .is the Concept of ° A
Impressionism?" Yearbook of Comparative and’General '
Literature 17 (1968): 54.

Winner, p. 51. i A N
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* nection is the word "impression." Pater's suggéstion that
'experiencé,is‘e series of impressions each -formed as "a
“sudden light transfigures gome trivial thing"lJ-ds paral-

leled by the Impressionists’ use of "light . . . to inter- .

pret all-of nature."l8 [n both cases the impression made .
Q g . : . )
. 1s “"the discovery of & new beauty where, before, it had noet

. 4
been believed %ﬁﬁt beauty gxisted."19 In The Ambassadors

-

Strether 1s at once the subject of an Impressionis£ work--he

f§~é copmon man exposed to =a single light of the iridescent -

o .- "bright Babyloﬁ", Paris‘(57)i—and he'is the»observer whose =~

—~ .experience grows with the accumulation of his impressions. .

. e
@

3

T ’ Let us first consider Strether ss the subject of an
Impr83510n45f work of art. In this role-he may be said fo -

- @ . -

- “represent “that "lack of subject matter" which allows the -
" B , ? . ,\-4 N
o - creation of motifs 1n Pater's view ,of Giorgione and in all
- P .IWmpressionist canvases. 0One motif that Strether creates is

S "~ that of tht observant Jamesian traveller, the impression-

e githerxﬂé tourist such as Rowland Mallet, Isabel Archer,'and
e - Lot . - - - - i .

-0f . course Jamés himself. . But thenq_are‘qthef less l@teﬁal

motifs charscterized byLStrethé}r and the most. striking bf.y - .
- - - - I - - ‘

L 4 < Ll -“ l--
these is his role as a golour. This role is a metaphorical °

v « “w o

one which evidences James's growing interest in Symbdlismi

for Strether's Exsténguishimg feeture'throughout The =

s

Ambassadars issnot only how He gsees, but how -he 'looks.. He

- -~
, , a

R

. .. " llpgter, p. la0.
L _ 18venturi, p. 36.
: ” 191bid., p. 61.
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functions, in other words, as a colour in a painting, for
he is the artist's medium.- As a repeating colour, he is
also a motif. Although Strether's "“colour" draws our
attention to the novel's pictorialism by emphasizing the
synaesthétic effect of its numerous colour nouns, it is the
prominence given Strether's role as colour mass among other
colour masses that invites close scrutiny and analysis;
Jeames underlined the importance of Strether's colour in his
Preface to the New York Fdition:

He had come [to Paris] with a view that might have
been figured by a clear green liquid, say, in a
neat glass phial; end the liquid, once poured into
the open cup of application, once exposed to the
action of another air, had begun to turn from

green to red . . . and might, for all he knew, be
on itss way to purple, to black, to yellow.20

IS

This figurativegseries is not a random one. The colour
green, for instance, 1is appropriate to Strether's chearacter
as well g8 his view at the novel's outset. He tells Maria

4 °
Gostrey that his name on the cover of the Woollett Review, a

publication distinguished by being "green--of the most lpve- "~

ly shade," is his "one presentable little scrap of identity"

(42).2] However, Strether displays a susceptibility to

L
change: when Mearia Gostrey suggests that he is doing some-

thing he does not think right, her remark "so touched the

’

20)ames, Art of the Novel, p. 3164.

2lalthough there is no "Woollett Réview," its'real-life -

counterpart may be the Atlantic Monthly, see p. 186, below.

Twenty-one of James's storieéd were published in the Atlantic

between 1865-1900, fourteen (ef which appeared betweefi 1865~
1874. See; The Complete Tales of Henry James, 12 vol., ed.

by Leon Edel (London: Rupert Hart-Davis, 1962-64), pp. xi-xv.
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place that -he quite changed colour” (13). The blush of

guilt or embarrassment will plagué Strether; yet it is
associated with knowledge and p;:ception, as ip this
instance. Likewise, in Chapter 4 (43) another "truth" of
Maria's prompts him to blush, .and in Chspter 16 Madame de
Vionnet's.provocativé suggestion that ;}Fether "must be -
bosséssed . . . of a woman" causes him to "colour" and

pause, adding ;truth to trer “supposition® (185). Red then
becomes assoclated with truth or knowl;dge, and, in a coveft
way; with éexgal éwareness,.for thoughts of Mdria }n'compar- \ ’
}son .to Mrs. Newsome make Strether turn red (239). Never-
theless, g;éen is the colour initially essociated'w;th
Strether. The treditional connotptions of the cool colour
gréen are: hope, inexperience, growth, envy, and, no doubt

iﬁ Woollett, money. In the novel's second b;}agraph

Strether feels'”hgad10ng hope' that his adventure will be
"colour[ed] with cool sucdess" (5), a desire which implies
his reluctance to be tainted (or perhaps tinted) by the warm:
hues of knowledge. And, while Strether is not ;UYOUhg man,
his ébservation of "marked stfepks of gray" in Cﬂad‘s»hair |
elicits the thought that Chad‘may make him "feel young"
(88-89). The contrast implicit in this response is thaf of .
innocence éonérontlng the "aged and hoary siﬁner" of experi- ' /)}

tad

ence. These inverse proportions of youth and age recall the

.curious hydraulics of The Sacred Fount, but there is an

ironic foreshadowing of the whole structure of The
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Ambagsadors, with its central role feyersal, in this

apprehen51bdﬁ Strefher, who has recently srrived ffom the
' \

'new world,' is an old man made to feel young by meeting a

young man grown old in the ‘old world.' Strether's meta-

phoric youth and his lack of experience in the 'old world'
characterize him';s green, a greenhorn, perhéps. Youth end“
inexperience precipitate grow h:.anothe£ shade of gregn.
Envy, while it is not i1mmediately apparent in Strether's
WOollett—fr;uh form, emerges in Chapter 11 when Strether
tells Little Bilham that he is "hatefully young" (135)
having wistfully elaborated the lost opﬁurtuﬁgtes)af his own
§ogth.‘ Finally, the_greeness of d;llars is the base element
~
in Strether's identity. When the novel begins, it is Mrs.
‘Newsome's money which produces thé Review for Strether to
edit, Mrs. Newsome's commercial empire of ;ulgar objects
which necessitates Chad'é return and, 8s a consequence,

Strether's sojourn, in Paris. Strether's interest is tied

to the new sum of the Newsome's fortune.
-

WiiLiam Veeder cites Strether’s first "use [of] French
Eo describe a Frenmch situation® {135) as a'signal of
Strether's "progress toward new épeech and new vuiicm."z2
- Certainly Strether'g French utferancés indicate changes in ’
his point of view: he no IAnger speaks only‘as an American

from Woollett. When Strether dses French words and phrases,

)zzwilliam Veeder, "Strether and the Transcendence of
Language,"” Modern Philology 69 (Nov. 1971): 120.
bd
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they should be understood not merely as conveyors of meaning

but as part of a compositional pattern in which French

_becomes an important part of the French texture of the

text. Strether's progress is not signalled by language

alone, for James extends his colour metaphor through the

novel mek1ng Strether change 8s he 1s exposed to new light,l
or enlightened. For example, a curious thing happené to
Strether's "one preséntabfe little scrap of identity": it

is supplanted 1n Strether's consctiolsness by its salmon-
Coloured fFrench coynterpart. By Chepter 13 the Woollett
Review is nowhere 1n s1ight but "the great Revue," "a touch
of Chad's own hand," is a‘"femiliar»faze" in Madame de
Vionnet's drawing—rooﬁ (151). In Chapter 24 Strether visits
the ‘Pococks' rooms and discovers there "the‘last.number of

the salmon-coloured Revue" (263), This displacement of the

lovely-green Woollett Review by the pink-orenge Revue des

deux Mondes is a physical menifestation of the inner.changes

-

which Strether-experiences as he "turn[s] from green to

‘red."23 While the names of both paperns, review or“revué,

suggest the action of re-seeing, the Revue des deux Mondes

summarizes Strether's achievement in the novel for he comes

23 jke Strether's, James's change from English to French
is also cannected to the Revue des Deux Mondes. The. first
five French translations of his tales appeared in the Revue--
a journal James had read in his youth--between November 1875
and December 1878. S5ee: Robert K. Martin, "Henry James and '
the Harvaerd _College Library," American Literature 641, 1
(March 1969):)97; and Leon Edel and Dan H. Laurence, A
Bibliography of Henry James {(London: Rupert Hart-DavVis,

1961): E29-E£33. ) i

y

P . o e - - [P —
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to re-see both the old world and the new. Of course these

two papers also indicate Strether's linguistic conversion.

from Woollett [nglish‘to Parisian fFrench. O0On one hand the
suppression of the Woollett Review indicates that Mrs.
Newsome's fortune no loﬁger c%ﬂépols Strether's, on the

other hand,. 1t reflects thdt blushing dawn of knowledge

*

which will turn Strether "red" and even "redderﬂ sfill unti1l .

feeling "that he was showlng'much .. l He bffered‘up his
redness™ (239). James's use of red and g%een'in describing
Stregher is an intentjonally graphié illusiration of a
radical change. Since these two‘c010urs are complimentary,
or absolute opposites, on the artist's palette, the, change

in Strether from green to red represents a complete reversal

in vhis viewpoint.
-

u

While'Strether may -not coider himself e clear green
liquid, he is at least aware of the symbolic associations
of néd and green, for both Meria Gostrey and M;rie de
Vionnet are linked to these colours. Strether's dinner with
Maria Goétrey in London 1s suffused‘wlth the "pink lights!
of candles with "rose-colour€d shades" thet mingle with

Marie's sdftness in theirr appeal to his senses.  Strether

[
notices that Maria’ wears "round her throat a broad red -

velvet band with an anfxque jewel" (32-33?. Daniel 3.

-

Scheeider -suggests thet Marie's red collar represents

"sensuality, blood, life, and, especlally, the lust of the

S i b e  p——— 4 e s B [
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eyes."24 According to Tony Tanner, "Strether is ledrning

t

the attraction of things thaet appeal 'to the senses"25; .-Maria

Gostrey, along with Paris, 1s one of those, things. Marie

1

. de Vionnet also wears a collar, and, while we may expect ,

. 0
hers to be red also, it is instead misleadingly green: "a

collar ofﬁlarge old emeralds, the green note ofvwhich was

more dimly repeated, at other poxn%F of her apparel" (166).

¢

We may, as Schneider cauilons, migsinterpret those notes of

green as hints of "nature, the garden, life, artlessness"26,

3

and so conclude, as Strgther dqes, that Madame de Vionnet

i's "half mytgo}ogicai," "a goddess," "ur a sea nymhh." But

[

as we lack Strether's strong desire tolthink Madame de

Vionnet "good" we are not so likely to be misled by her

/

eapparent greeness: She shows her true colours--shades of

-

. . s S’ MY ‘-L
‘the "dyll winecolour" that gleams through her bGlack dr¥ss ~(;;

in Notre Dame (182)--when she caomes into view with her pink
parasol toward the novel's end (333). For Strethgr} the

pink pérasol simultaneﬁgsly,signifies the acqu1sitf0n of
. i)

sensya}:knowledge and of sexual awareness that he has laéked

N ’ LRI - ¢

all along.

Since Strether himself turns from green to red in}thé

4

'couréph&ﬁ The Ambassadors, his contemplation of "lemon-

s

zaDanlel J. Schneider, "The Ironic Imagery and Symbolism

of James's 'The Ambassadors'," Criticism, .9 ?Sprlng 1967): 188.
Iony Tanner, "The Watcher ‘from the Baslcony: Henry -

James's The Ambassadors, Crltlcal‘guarterly B (Sprlng

1966): 43-

25Schne1der, p. 188.
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"coloured" volumes seems.a tertiary tint in his complexion.

Yet the eluséée lemon-coloured volumes hover .in Strether's

consciousness thraugh "the great desert of the ye¥rs" (56)
-

as symbols oF knowledge and aesthetlc asplratlons "

N L4

They represented ndw the mere sallow paint on the
door of the temple of taste: -{hat he had dreamed
of raising up--a structure that he had practical-
ly never carried further. Strether's present
highest flights were perhaps those 1n which this

.. particular lapse figured to him as a symbal, a
symbol of his long grind and his want of odd
momerits . . . of positive dignity. (55)

-

That yellow is the last colour oh James's list of chromatic

\\

consciousness suggests that complete self-knowledge is
- / . R

characterized by that shade; therefore, it is appropriate:

o o+

that Strether's lang-dormant sesthetic valumes are lemoti-

coloured. In tololr theory, the insubstantiality of

brilliant yellow causes the colour to "rise," hence, it is
considered to be "more celestial than worldly."27 But these
lemon-coloured volumes also allude to the journal of the

%

aesthetic movement, JThe Yellow Book, to which James con-

~ . ' v
LI

“tributed three stories.28 fEben Bass has observed that "the
fiction that James contributed to this short—li&%d Jjournal

is an effective commentary on Strether's’youthful ideal" for

-

"just as1these [volumes] represent the greatest art to

Strether on his first wvisit to Paris, so each ybudg~disciple

, 27Faber Blrren, Color Psychology and Color Theragx (New
York..Unlver51ty Books, 1961), p. 171.

28 James's "The Deathgof the Lion" and "The CoxonIFund“
were published in The Yellow Book in 18%4,-and "The Next
Time" appeared there in 1895. See: EQpl)JComplete Tales,

p. xiii. : V .

Sy, - . : ¢
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in the Yellow Book tales sees in his mp§¢er's work\thé
4 epitome of art."29 It is significant then that the
) ' N , -
lemon-coloured volumes are available to Strether only
. ¥ . : ) <o, .

towards the novel's end Strether is the green Woollett

o ! vty
S ’//. A @Ev1ew,and develops & “femiliarity with the sslmon-eoloured
» v ! Revue des deux Mondes, bht~it is only after having seen a
I
oo o - " "half ayncut" lemon-cololred novel that has "been pushed e

' =
] withdin the soft circle" of. the lampliﬁht" in Ched's room

3 ) Ty

. i
- that "Strether found éhmself in possession as he never yet
: | - : ' f

had been. Unfortunately, Strether is in possession not of
knowledg@, but of a $pang” for "the youth he had long ago

missed" (303-304). . Strether&s reluctance to abandon the

F

X Je e ‘ .
ftyz‘ . romanticism of thet‘gesthetic'ideal prevents him from

- Ce
gathering deepel impressions. The importance of the lemon-

@

- . poloured,voiumes lies if thelr contrxbutlon to the synaes-

(:‘ - . ‘thesia of JThe Ambassadors Unllke the bowl. and the pagoda

*

a o R ’gf The Golden Bowl, their metaphorical existence as symbols

in the novel is sybordinate @E their value as a colour. The

dominant "mode of knowingh\ih The Ambassadors is pictorial

'(of din Austinm Warren's terms "mythic" as opposed to "dial-

-t o

" ef{ib"); however, .it 'is essentially the pictorialism of
- . e , ‘ ,~~' -

"emblemetic perception” ;:}ber than that of the "extended
\ “ . ' : 4

s -
B . ) EY . \ . > N
P conceit."30 . L . "
. . ~ * Y. - bl
f - - b g S ) -

‘ 29Eben Bass, "lLemon-Colored Volumes and ﬁenry James,
StUde§ in Short Fiction.l (Winter 1964): 113-115. " .
e 3 2UAustin Warren, "Henry James: Symbollc Imagery in the-
.Late Novels," in Rage for Order: Essays in Crificism
- . (Chicago: U of Chicago P, 1948), p. l48.

.. . » } ’ - .

- -
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o L]

Warren's terms provide useful labels for the epistemo-
logical aspects of the novel: the twou modes of knowing he
1dentifies are the "dialectic" and the "'mythic." Warren

. P 6; defines the former as an almost stichomythic form of

dialogue used to prisent "the consdiovus mind .working hard
“emd eriticelly scrutinizing all.availatle facts, [end] exam-
. A ‘

ining semantically the 1mport of words."31 -while 1t 1s used

” . for comic 1rony ss well .85 for 1ts epistemologicel value,-
. ’ . v
IS 4 v .

'‘Strether's attempt to understand Chad's "yood relations”
) .
with Madame de Vionnet 1s one example of the dislectic mode:-

¢ ' . ' MAnd what are your good relations?"
- " con ' "That's exactly what you'll make out 1f you'll
only go, as I'm supplicating you, to see her."
Strether stared at him with & little of the
wanness, no doubt, that the vision of more to
"make out" could scarce help producing. "But' how
R _ good are they?" .
. s \% Vo "Oh, wawfully good."
bl R . Again Strether had faltered, but 1t was brief.
' It was all very well’, but there was nothing now
[ hé wouldn't risk. "Excuse me, but I must really--
as | began by telling you-~know where I am. Is’
‘ she bad?" .
“Vﬁp' "'Bad'?"--Chad echoed 1%, but without a shock.
v - "Is that what's implied?" '
. "When relations are good?" Strether felt a
lrttle s1lly . . . . What 1ndeed was he talking.
v about? . . . he st1ll didn't know quite how to
teen it. The two or three ways he thought of, and
.one of them in particular, .were, even with '
. C . scrup%eé dismissed, too ugly. He none the less '
- at last ¥found something. "Is her life without
reproach?" -
~ « « . . The young-men spoke so immensely to the
point that the effect was practicelly of positive
blandness. "Absolutely without refiroach. A
beautiful life. Allez donc voir!"# (147-148")

.

Obvioésiy the dialectic mode is not always informative. . The
., 5 ) ;

V'

P
3l11bid.; p. 145.. .

—
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-lectually, or analytically but personally,,lntuitivély,

‘drawn through a passage of text=-perhaps through the whole

8 type of "intuition . . . 10 the form of an 1mage."” Th1is

. 'y

!
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second mode of knowing, the "mythic," 1s described by Warren

as "the kind of truth to be arrived gt not soc1all&, intel-

\‘\'t

-

’1magina§1Wely—-thr0ugh images and symbols'.“}2 Warren sub-

divides the mythic mode into the “two modes of figuration”
mentioned gbove: extended conceit and émblematic per-

1

ception. In an extended conceit a figure of metaphor 1s

novel--functioning a5 a cohgsive device. Warren compares
these qonceits to those of metap ical poetry and notes
that James "resurrected” them wh revising his work for the

Vew York Edition. The emblematic pR#rception, however, 1s

i
}

-

latter faguration seems to me by far the more important mode

of "myth" in The Ambasssdors. Fairst, James's emplificetion

.

¢

of the. extqQ:ed concelits 1n 1907-1909 suggests that his late
ymbolism promptéd him to revise his ltexts in

interest 1n
<

. b
this fashion, that is, by developing their symbolic content s

£ : -
in accordance with his increasing interest in symbolism.

In this respect, the extended conceit is a linguistic rather

than imagistic device, for 1t is formed primarily of meta-

N

phor not imegery. Second, the extended conceit is a feature
which appears most often in the late work. Unlike the em-

blematic perception,  which appears in the earliest works

because it derives, I think, from Jemes's critical essays

- ¢

%

32fbid., p. 147.
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and non-fictional ﬂBFPBthES,uthE extended conceit, and par-
ticularly James's awareness of 1t as a lxtqrar)‘device,
should be proPérly con51de}qd as part of his late technique.

The emblematic perception is, of course, the impression
which hes 1ts precedent in James's travel urxtlné and art
criticism, The experience of looking at peintings and

forming both an 1impression of the wurk and recording 4 ‘&

response to 1t s paralleled by the appearsnce and 1mport

of the g;ctorlal passages 1n the novels. Warren sugygests

~

that the connection 1S & mnemonic one: , , ’
Recollected 1mages become métaphors. for years )
James had traveled diligently 1n France and It¥ly,
writtea conscientlous commentaries on cathedrals,
chéteaux, and galleries. Now people remind him
of art, become indeed wourks of art. His heroines,
almost wnthout exception, are thus translated.33 .

Yet the relation of James's travel writings to his novels
seems more vomplex than a simple translation. If Hawthorne

7oA
’

. had lent his own travel perceptions to his characters, James

lent his characters experiences but gave them perceptions

a f ., M
ot theif own. In/ other words, James shared with his
] T ) ‘ s

characters his experience of 1ooying and taking impressions,

.but the actual objects seen and impressions gained by James

E
are completely different from those of his characters. The

" reason they differ j3 that the impression, by Pater's

-

definition, defines pergonelity. Since the apprehensions

of his characters are elements of characterization, they can-

4

. v .
. 33Ibid., p. 149.
-



" ceptions of the Hudsons in their Northampton garden, his

- 176.
not resemble Jemes's unless the work 1is autobidjrapﬁléal.
Pictorial paéseges 1n James's novels evolve from his experi-
ences 0( looking at Qrt, but it is his characters, not
James, {ﬁo make the t}anslatlons through their own impres-
s10ns. ' N |

The 1mpression is alwsays pyctofxal, ap;earing el1ther
as an xmagé or ds a t;bleau embedded i; the text. The ’
difference between these twprférms of impresslon 18 srigﬁt
Sut dlsklnctz }hé former ﬁéJpresgnt in any fma;;s'that
evoke or 1dentify artworks. Tg?'descriptlon of Roderick as

a portrait, Miss Blanchard as a neo-clessical figure, Madame

Merle as-a buyst, Gilbert Osmond as a fine drawing, and
( .

.

Isabel Archer as various painted ﬁbrtreits are all examples
of the emblematic perception that is an image. Likewise,

theprecurrent scenes of meditation in gafdens fall iqto ;he
category of emblematic percéption for they~signel a charac-

ter's attempts to apprehend something. Rowland's misper-

t

- -

brush with evil in the Franciséan convent ‘garden, and his

loss of Roderick in the wilderness of the albs all indicaté
attempts to reconcile romantic vision with real experience.
Isabel Archer;é initial 1elight in the park at Gardencourt,

her talks with &alph in his London and Florentine gardens,
. ’ 4

and her final "escape from the park at Gardencourt majk her

romantic views awd trace her gradual‘understéndiqg of

reality. Lambert Strether's meditatibns in the Tuileries,

K .
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Gloriani's garden, and the'riv;féidg:garden'io,the country

represent his attempts to grasp life. Edach of tgésé sceneg~
“is pictorial, evocative of some type of picture; however,
those scenes which are tableaux differ 1n their semantic :
signals from the direct romantic/realistic 1magery of thesg

episodes. - ///

The tableau 1s flagged by certain words and actions.

In Roderick Hudson Rowland stops short of his drawing-room .
N . o’
doerway which then acts as.as frrame for the tableau which

confronts him. In The Portrait of a Lady Isabel steps

\

through her drawing-room doorway which then acts as a frame

for her tableau. In the Ambassadors Strether steps through

the gilt frame of a Lambinet painting and into his tableau.
‘ -~

With each subsequent novel the centre of consciousness} in.
-1

‘apprehending a tableau, foves further 1nto the world of artf

[y

and becomes 3ncreasingly active 1n the compasition of the

tableau.34 The tableau appears only once in each novel, and

is always an impression made on the novel's centre of

consciousness. While Rowland's apprehengion of the tableau
L N ~

34Although James used the word "drawing-room" 1in its
correct sense (i.e. withdrawing-room, a room to withdrew to,
0ED), it 1s strangely appropriete to the intellectual action
precipitated by the tableau. The drawing-room tableaux
allow the centres to draw conclusions, and the centres'
eapprehensions of subjegts, composition, picture, and frame
prompt them to compose their tebleaux as an - artist draws =

picture and thereby arrives at a truth by literally drawing'
things together. gtrether, of course, does not step into

a drawing-room in the French countryside. He does recall,

however, the Boston dealer's "inner shrine," which is & room
for drawingsy or, as &n artist's studio is_a room for :
drawing, & drawing room, tos ‘ : e l
; .
.
- e »
< R oo &

%,
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1n Roderick Hudsdon does not impart k@ONIedge, Isabel's,

apprehension of Madame Merle and Gflbert Osmond in the

drawing-room does. Isabel's Impressian is that there is a

« -

closeyirelatlopshlp between her. husband and her friend than

she had realized, but this 1s not a complete ébpfehqn%jbn;
Isubel sti1ll requirey a ficelle, her sister-in-law Countess

Gemini, to inform her of the nature and depth of the

Telationship. When Lambert Strether is confronted with his

g

tableau, there is no need of a fFicelle. ' As Rowland does,

Strether sees that the scene makes & painting, but he

accepts it passively without the aggressive apgrehe%sigﬁ
(that is, the imposition of meaning) which Rowland appiies.a
And, {1kg Isabel, Strether 1s aware that Be has see;'somer
thing in his picture .of two people together, but, unlike

*

Isabel, Strether immedietely understands all the impli-
‘gations of the tebleau and thus the reél relationship
between the two people is revealed. It is notvépincidental
that thefe tableaux appear later in the sequence of each
subsequent Harrative; gince edch tableaﬁ“iqgigft;s a greater
degree of insight, fts position corresponds t® an appro-
‘priate moment in the sequence of the centre's experience.

Pictorialism, then, is the main epistemologicsl mode in

James's novels; in The Ambassadors, James's '"most pictorial"
i ' g

novel; pictorial elements function as the ambassadors of
¢ '3
perception. g

As if to emphasize ;nqir function as impressions, the

"
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pictorial passedes in The Ambassadors evoke images of Imp-’
‘ressionist caﬁvases. ’Noi only aoeé James employ the style'
of literary Impressionism in his prose, but the p%gtorial
imagery seems dgliberately mimetic. It is as if each new
degree of development‘in'Strether'snconsciousness weEre rep-
resented by an Impréssionlst painting. The frequency of
these passages and the extension of their duration with the
proyress of the navel‘suggest that Strether is gradually
acquiring.an artist's point of view as his educaﬁiﬁn of the
senses advénces. The first major recognition scene in the
novel occurs in Chapter 7 when Stret;gr realizes .that the
stranger in the theatfe box is Chad, (85-89). The theatre
was a frequent subject 0% the impressiodist pa?nters, par- _

ticularly Edger Degas. His Ballet of "Robert le Diable"

'(Plate QQZ) is one of many possible examples. Such
paintings depict, frﬁm a specific ﬁoxnt of view not confined
go the.f;éme of the stage; the whole spectacle: audience,.
musiciens, and performers. This viewpoint is Eheracter:
istic of Strether's ﬁositiod'in the theatre:.he is periphef—
ally awsre o% the performance and acutely aware of his box-

. R
mates,“pa&jiculerly Chad. James does ﬁ?t describe the scene

. through colour and form; it relies on viewpoint and setting

. + ; - -
for its Impressionism. The implication of this indirect
Impressionism is that Strether has not yet entered the realm
of the artist buk remains in the audience attempting to

frame his subject. This depiction of Strether‘s consclious-
. ‘ \

9

e



4-2. .Edgar Degas: The Ballet of Robert le Diable, 1872
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ness parallels his respoﬁse to 8 -painting in the louvre
(78). Strether's description of the young man in the
painting by Titian (Plate 4;3) could be a description of
Chad. The '"overwhelming portra{\" seems to h?ver aPove
Strether as Chadwick Newsome loomé in his mind.  Strether

is a passive viewer of art,'nof an artist, so his under-
'standing of Chad is a response to an outward appearance--
ygsy hair and so on--which cunﬁrises the surface of CGad or
"tge you?g man with thirstrangely shaped glove and the

blue-gray eyes." The theatre, Like the Louvre, is a place
of art; therefore, it is an’'appropriate place for Strether
’ ' N

to develop "new vision".(86). Strether believes "the remark-

able truth" that Chad is not Chad; this is a false

observation. Chad, as -we later find out, is very much him-

self. The.remarkable aépect'of this episode is Strether's

. 1
detection of his own ability to see things from a new point

of view:
g ' .

The fiact was that his perception of the young
man's identity--so absolutely 'checked for a.
minute--had been quite one of the sensations that
count in life; . . . . He was in presence of a
fect that occupied his whole mind . . . . The
phenomenon that had suddenly sat down there with T
him was a phenomenon of change soc complete that
his imagination . . . felt itself . . . without Lo
margin or allowance. (85-86)

While Strether's belief in Ched's change illustrates a

i *
N

romantic view not unlike that of Rowland or the young

M [

Isebel, his sensitivity to his own imagination marks the be-

ginning of his new understanding of the world. This ability

4

. g .' . "
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4-3.  Titian: Man with the Glave, 1519,
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to accommudate conceptual adjustments is rooted in.the "con-
sciousness of persongl freedom” reelized by Strether in his

first "draught of Europe" (5-6). The "truth" which Strether

} -derives from his vision- (that Chad has been: "made over") is
i . . L4
an artificial one; that Strether has abruptly altered "not

¥ -,

=
h N

only his moral’, but also, as 1t were, his aesthetic sense"

(92) is the actual "sharp rupture of an identity" (86) which

A
0

occurs at the theatre.

The second major recognition scene occurs 1n Glorian:'s
o garden at the .climax of the first half of the novel. The
i - " . "

!
artist's gsrden was another subject popular with the

# Impressionist painters; Manet's The Artist's Garden 1n
Versailles (Plate 4-4) is & pe{tlcuiquy appropriate’
\example. Strether's appearance 1n Just such,a garden of art
‘,indlcétes tHat his perception 1s progressively more impres-
sionistic. At the theatré and the Louvre Strether remained
. a spectator: looking at paintings, seeing the stage, and
\ watching Chad 1n the:theatre box. Strether's ewaregess of
imagination and perception at the theatre marks his entry
’ into & place of new vision, while hais laqk of active pafticiﬂ
pastion in the scene--apart from & "streined smile and,"
° appropriately, "an uncomfortable flush" (86)--reinforces hié

o

role as an outsider looking in. In Glorieni's garden, .

though, Stréther becomes part of the spectacle. In his

Preface to the New York Edition of The Ambassadors James

> comments that "the dear man in the -Paris garden was then

’

—



4-4.

Edouard Manet: The Artist's Garden

in Versailles, 1881
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v ) ' .
admirably‘hnd unmistakeably in°one--which was no smal

gained."35 This time, faced with a moment of percept

>

Strether 'is inside the scene in Gloriani's "queer old
E
.

garden":

It was in the garden, & spacious, cherished rem-
nant, out to which a dozen persons had glready
pessed, that:. . . [Gloriani] met them; while th
tall, bird-haunted trees, all of a twitter with
the spring and the weather, and the high party-
walls . . . 'spoke of survival, transmission, ’
association, ‘a strong, indifferent, persistent
order. The day was so soft that the little part
hed practically adjourned to the open air . . .
. Strether had presently.the sense of 1 . . @&
whole range of expression all about him, too thi
for prompt discriminatiog. (120-121) .,

The dominance Bf green in Manet's painting makes it a

able place for Slrether. .The intense glimmeﬁs of red
draw the eye into the centre pprallei the blushes of"
'Strether's self—copseioushess, the glimmers of, t;uth,
féwere.A The bench in the peinting has significand® for
Strether as well. According to Tanner the garden b;n
ﬁinéeait is a place of meditation, is comparable to t

«~

balcony as.a place for the extension of the consciqQus
o

\¢) " through sitting and watching.36 land, Isabelfland

Strether all linger on gardery benches at moments of
Y
heightened consciousness.

1

The brilliance of Manet's sun-drenched colours a

. e

does justice to Strether's exuberant'speecq i he ga

. Strether's exuberance is really the climax of the fir
- 55\

-

3339me3, Art of the Novel, p. 313« , »
¢ 36Tanner, p€;43. . T
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. of the novel; however, the "truth" precipit
» \

' .
vclimax of impressions. is false,.and it iron

shadows the new truths Strether Will have e
\ " v

novel's end. In the course of his exhortat

.

you can" Strether tells Little Bilhpm that:

ated by this

icall fore;

)
stablished by the

ion to "liye.all

a

these impressions--. .. . have had their abundant

! message for me . . . ] see it now . .

© " I'mold . . . . It's too late. And it
train hed fairly waited at the station
ouf my having hed the gumption to know

's as if the
for me with-
it was

.-=-and Fow

there. Now I hear its faint receding whistle .
. miles and miles down the line . . . . Still,l one

has the illusion.of ‘freedom; therefor
like me, without the memory of that'il
. + 4+ . the right time ndw is yours ,
make my mistake . . . . Live! (134-135

[}

context of this thesis }3 its source. 0On O

James recofded the donnée for The Ambassado

don'tlbe,

lusion
« « . don't
)

Perhaps the greatest irony of Strether's speech in the

ctober :31, 1895,

rs in his

, ) /
Notebook. . The story told him by Jonathan S

having recently met William 'Dean Howells in

in responsg to a remark of Sturges's, utter

. of Strether's exg?aiant épeegh.?7 James ap

. s
Howells's occupdtion, his scarce early visi

well as his place of Srigin (Howells was ed

PN
895tonqbasedUAtlantic Monthly) for the char

“Strether. Tﬁe irony here--though perhaps 1

irony than a felicitous circularity--is the

of the travelling novelists whose~exémb1e J

v
a

-

turges wesfof his

>

Paris. Howells,

ed the ofiginal
propriated
ts.to Paris, as
itor of“the'_‘
acter of

t is less an

t Howglls, one

ames followed,

375ee; Henry James, Notebogoks, ed. F. 0. Matthiessen and

Kenneth B. Mudrock (1947; New York: Oxford,

22847

.1961), pp. 225-
P ~
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LY

should acknowledge late in life that he had actually missed .
the abundant imﬁressions of his youthful tour. -Although .

James wrote in 1868 of Howells's having produced "liter-
-
rd
ature" in’'his Jtalian Journeys through his observations and

‘good prose, Howells himself could retrospéétimelf see the
~ ) A _ Y}
myopia of those observations.>8 But sor Strether, the irony

'

) . / . .

theatre, the sights in the garden are false per=-

of the spepch 4ig that he claims to see. Like the Chad he
Sees ,‘in th;

1

‘ceptions clouded by e romant’ic notion of youth. Strether

haes gained an awareness of-the possibilities of growth avail-

ablé to him,tand he promptly assumes that these possibil-

ities are thé_?errit&fy of the young. 'Yet it is'Strether,

not Chad or Bilham, who has'the urge to "Livel". Simply by

being abie to imagine an éxpanéion of h&s scope Strether is
rgady'for it. Unbeknownst to Strether, ﬁhe t?ain is stif}
waiting for him'it the station. The train "selected almoét .o
at random™ (326)yin Chspter 30 }s‘the veﬂz train‘which‘leads
Strether te the regl climSQ‘af the novel in itsltgbieéu:
That train will also lead ;; a spontaneocus grasp of fmeedoq
as illuso}y--Mfdama &e,x%onnet and Chad are he%}ng an
affair, yet’ they age Bétnd by social convention to return
o ieris wit'h Stragw@r-m-and will simultaneously relegate

that illusjon to the prbv&ncéﬁof memorny. Ffurther.irony
A ' -

‘appearsvin anham’s respongse--or lack af one--to the intend-

ed tone of "innocent gaiety." Bilham's solemnity-is

o

4

38James, "Howélds*s," pp. 198-199.
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.. the older man's outburst.

. Qlttersweet ettxtude,
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ambiguous' he may be bdred by the aententlousneas, attendlng

ko the grave cogtents of the speech, surprxsqd at Strether 8
‘ A

y

or politely hiding his amusement at

The last and most profound \

wntruth Strether‘arrives'at-in the garden occurs with 'the
» .

"clzck 6f a spring" 1n which aTl“vagueness vanlshes (136)

leavgng the knowledge that 1t is Jéanne de Vlonnet to whem ! o

Chad,ﬁs attached. Qadame de Vionnet consequently agsumes
' o bei /

the role of a8 virtuous aftachme%t;,her function beiﬁé deter- Y.

~

mined by Bilhem's broad interpretation of the constituents

Lﬁ I K W\ ‘ ' B
of virtue (172)-and Chagd's definition of an "awfully gdod" '
»

! »

woman (147). o - "
As in the first half‘qf the no‘p}\ ther% lare twé

recognition scenes innthé second half. Once aga;n they .

occur on a balcony aﬁd in a garden The f1 st of theme Tl

occurg in Chapter 24 when Strether goes to see Sally Pocock

but meets Mamie 1nstead. It is as if Strether,has stepped .

into Adolf von Menzel's Room w1th 8 Balcog139 (Plete #*5)
he suddenly had a dresh errest Both the windows
of the room stood dpen to the balcony, but it was
only now that, in the glass of the leaf of one jof ) .
them, folded back, he caught e reflection quickly’ v,
. .recognized as the colour of.a lady's dress. Sgme- ’
“body  had been then, all the while on .the balcony,
and the person whoever it. mlght be, was so - .
placeg, between windows, as to be hidden from - ~

ad

’ v .
T £
.- . ’
'

. 39Menzel a German painter, has no adsociation/ with the
“French Impre531unlst movement, ‘although his work is, remark- -
ably, similar in style,.pallette, and content. ’ Fri¥z Novotny
does speak of Menzel as an Impresslonlst, however , Menzel's
work pre-dates that of the French painters by a few
decades. See: Novotny, pp. 277 287 .

‘ 'n ') ' '
, - /
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him. (264)- : . )

There is a sharp contrast between Str;ther's apprehension
“aof the impenetrable aﬁffece of Titian's Man With the Glove,
ana hHis impression in the Pocgcks' room. This time "the

. touch Q}.e sprinq" (265) makes things fall into correct
order and thed"bland,"l"bridal," "funny," "wondeffulﬁ Mamie
(267) reveals ihe‘possibility of some new reletiopship. It
transbires khai Mamie, after all, recognizes the changes in
Strether. Hgén_stiether jpins Mamie on Lhe balcony he

\ .

resembles the figure in Gustave Caillebotte's Man on

Balcony, boulevard Haussman (Plate 4-6). Strether, like the

man in the painting, is et once in the room and able to look
. . ‘ R
out. The high perspective of a view from a balcony is im-

-

portant for Strether who, upon his arrlval in Paris, could
only look up at Chad's balcony from the street below (63).

Strether has by this time experienced a literal alteration

“in point of «view: his position on the balcony is the figurg

- : * -‘ﬁ
ative ‘counterpart to this change. Strether's vision is

v

still not complete, for elthough he sees from a highef

plene, he seems to see little beyond the street below. When

', in Chapter 28 Strether repeats his action of walking oyt

onto a baléony-- in this case Chad's--after having observed

the ."lemon- coloured” novel in the circle of light, his new,

<

broader angle of vision is relnfdrceds

The night was hot and heavy, and fhe 81ngle lamp
. , sufficient; the great flare of the lighted city,

rising h1gh spending itgelf afar, played up from

the Boulevard and, through the vague vista of the
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out at the city.

‘sees further,

192
successive rboms; brought ob;ects into view and ‘
added to their dignity. (303 i

. . //
His view has expanded to take in all of Paris and its o

B . /.
inhabitants but sti}l'looks3inward to the rooms rativer thqh

The sadness evoked by the scene is not/
/4

!

simply Stretﬁér'a regret for his losft youth. He has a . J

dawning recognition that pérhapé he haas grown to like Ethe

LN

"vast bright Babylon" "too much" (57), and’an inklin%/tﬁgi

it is not his youth that is illusory but the notion ér' y

“freedom. Just as_ the view from Mamie's balcony la9&s depth,

this view is obacured by darkness. Both aeotions’ /ndlcate

-~

Strether's broadened vision and his awareness that he now
. / K

but neither one.is a cSmplete apg&ehenaioﬁ.
) /

Strether needs to teke the impression uf something to get
at the t}uth of things. ' ' /

The key’scene %n the novel occurs iq QKaBtbrs 30 an&‘
31 when St;éther makes an‘impromptu visit?éo the eountry-
side. Th%é scene is the most extensive #;e of the tableau

/
in James's fiction and also the most

Impressionistiec, in
Strether is "freely walking

/ .

Accordlng to Vlola Hopkina Ninner;/ .

both senses of the word. In it,

Emile Lambinet, a student of/ Daubigny.and Corot,
was a,  minor naneteenth-centpry landscapist
»389001ated with the Barbizon school, the general
- gquality of which is ah unheroic, intimate, quiet,
gomewhat idealized treatment of nature:
slow-moving rivers, lumifous skies, tangled
willows, light filterin through ‘the treea--these
’ ' ‘ /

y - 7
/
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' > ’ e , ¢
are the features of Lambinet's art.40

s

During the 1860's the Barbizon school was a major influence

on the'yo&ng Impréasionisf painters' perceptions of’lgnd-,

9

pcepe.“l Just as Daubigny and Corot }nfluenaedfﬁgnet, so the

Lambi?et imege influences Strether. His pércgptiommof

I3

nature is painterly; it is described as if a Barbizon land-.
scape were opening out into three dimensiens before him:

The oblong gilt frame disposed its enclosging ,
lines; the poplars and willows, the reeds and
river--ag river of which he didn't know, and didn't
want to know, the name--fell into & composition,
full of felicity, within them; the sky was silver
and turquoise and varnish; the village on the left
was white and the church on the right was gray;
it was ell there, in short--it was what he wanted:
it was Tremont Street, it was france, it was
Lambinet. Moreover he was freely walking about

* in it. He did this last, for an hour, to his
‘heart's content, . . . boring so deep into his
impression . . . (327)

.
T

" This description corresponds to the sylvan river, large
.expanse of 'sky, tall trees, reedy banks, and distant pale!

< - .
village which Lambine® painted in Fishing on_the Banks of

the Seine (Plate 4-7). James's choiye qf Lambinet as the
-artist whom SFrether iemembers may have been meant, as
Winner su;gests; to evoke the general the of the B;rbiZOn
wiFhQut interference from partichar images agsociated with

prominent! Barbizan painters.42 Tony Tanner has suggested
‘ 4

that the choice of Lambinet is appropriate since the

40viola Hopkins Winner, "The American Pictofial Vision:
Objects and Ideas in Hawthorne, James, and Hemingway," .
Studies in American Fiction 5, 1 (Spring 1977): 152.

4lRewald, p..93. » ' o

42Winner, Visual Arts, pp. 76-77.

”
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. # o
painter's name echoes Strether's Lambert.43 Both ‘

observations arg relevant since Strether iquorming his own

- Barbizon "composition." _The ‘importance of the scene,

.

though, l}eé not in *the identity of a psrticular artist,”put

in Strether's actions. He has developed an artist's eye,
1

and his senses have received such an education that thew

country-side may be taken in as a "senge-impression."

Strether's awarenessg of the’'scene is acute because it is .

part of his self-awareness. Like Goethe as he gathered

O impressions in ltaly, Strether is discovering himself in the
. objects he sees. Another important festure of this passage

is its time. The pictotrialism is sustained by James through

two chapters; however, Strether's sense of the pictorial has

.

an uhbrégedented dyration of several hours, ‘the climax ,of

- s .
£ - ~ N
~which is the sctual &tsbleaqu of Chapter'3®. N& oth®er
. V4 ! . . .
’ impression in James's fiction_ is so‘enduring.' The extended:

~ .
time of Strether's walk in the Lambinet seem*to draw the

reader into the picture as well. As we follow Stréther, we

¥y

'follow him inside the painting, not simply a3 he looks at

. it, or as he stands in it looking out. We bore deep into
. his impression with him.
_ _.There is & reflexjve quality in this” scene that

<

emanates from James's depiction of & canvas in a novel: the

synaesthesia draws our afteqtion to James's.literary

N . " o . g
Impressionism. The contents of a novel must be considered
4

-~

- ¢ > '
) . »"

43Tanner, p. 49. .
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in. the samé way t?et a painted landscape is understood to
- - /'

be. a specific¢ efXp&rience filtered thrgugh the artist. In
K

~

The ‘Ambassadors there are two such filters: James and

Strethg@, for despite tAe appsrent authorial absence, James

. is present in his prose. No doubt the ideal literary

Impressionism calls for. the "banishing of the author;" but,

#¢s Suzanne Ferguson points out, the theory that the author
is not l:

Al
esent in a third-person Impressionist narrative.is

false.d4 While James's presence in The Portrait of a Lady

gggan by being overt in the characterization of g bio-

grapher, it gradually withdrew from the narration allowing
e % .

Isabel's consciousneds to assume the whole narrative

Surden. VYet the withdrawal of the author is an illusion,

one which James stressed through his intqﬁsiops in The .
. ) . —

Portra;tﬁ - In The Ambassadors the burden of narration falls

‘

. to Strether, yet James does intrudé. James's apparent with=

. R ..
drawal from the text drew our attention-to Isabel'g role as

8’ centre of consciousness in The Portrait, but his intru-
. ) -

siens in The Ambassadotrs draw our attention to his presence

in the novel. The insistence on an authorial presente is,

according to Ferguson, “the only apparent function" of
James's intrusions.f;// I’% purpose, theny ?s to alfgw "the

reader to see into t

e characters' consciousness and, at the

. +
d 4 .
-

445,zanne Ferquson, "The face in the Mirror:lAuthorial
Pregsence in the Multiple Vision of Third-Person '
Imprgssiqniqt Narrative’" Coiticism 21 (1979): 230-23Y.
451bid., p. 239 . 4

-

)
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same time to see “beyond th to produce, in.other words, ..

4

%
a multiple perspectﬁve 46  Through his intrusions James )
4

v

‘makes us aware that the whole novel, not simply the French

L 2

countrysiﬂﬁ, is a fiction. James, like a palnter (Ferguson

suggests Monet as he 1ntervenes between what we recognize
»
as the painting of & haystack and the *aystack itself), con-
. . ! N .

o

'jures the words which form Strether's mind and the.images

- ¢ I3 l
which compose .that coansciousness: As Strether reconstructs

the gallery 1n Tremont Street, James constructs -Strether,

-revealing bothMauthor and subject, for James~is the artist

°

painting the Lambinet in Strether's mind¥ In making us se€

¢

"that Strether sees with the artist's eye, James illustrates

v "

his own aesthetic af fiction by revealing its 0peretton.

-

‘The events ‘in- the country constitute an "inward exercise"

.

(328) for both character and author. ‘ N
Strether's expectations of the countryside correspond
to the sights he sees and to the‘artwprk he remembers. gjhe

special green vision . . . the poplars, ¢the willaows, the
. .

- i
rushes, the river, the sunny, silvery sky, the shady, woody

horizon" (327) are all there. Strether imagines himself

"touching bottom" (329) during this sequence and it is as

¢

. . . . L
if the idyllic "green" landscape is his own inner core. His
perceppfons are clear. and accerate; he has at last caught

the train. If Strether's perced&gons are initially charac-

+

‘terized by a Barblzon landscape, then a8 change in the nature

]

461bid., p. 231.

® -~ y ‘ )
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.perceptibns. The shlft From‘the somewhet 1dylllc Barblzon [

~.of this image sugéests a change in his pprcgptians: As : , .

< , L~ . . . )
Winner notes, a change does occir; Strether's vision is T e

transformed into an Impressionist painting: » o

° & ' ", ’
The picturé in.whieh he has been moving chandes

" from a Lambinet with its low-keyed idyllic vision

to an Impressionist canvas with its pleasure '
themes, fresh, vibrant .color, and concern-only for i
things as seen in an instant rather than as o .
dlstllled or generallzed 47 . ) ¢ e ‘.

- . ) N

rh,the same way thafkthe'lmpre331onism drew from, and - ' ;

explored further eéme techniques of Barbizon landscape < -

"

. painting, Strether's mew vision is an exten31on of hls past

K

ﬂ

mood to the ocular realism of Impres$1onlsm also 5uq9ests

Eall

.that the 1ast vestige of Strether' B romanticism has.

d1331pated. o . ‘ B . . S .

°

. Winner comperes the passage descrlblng the water-51de
scehe to paintings by Ren01r and by Monet of La Grenouillere ' -

(F:late 4-8): . . e
a small -and primitive pavilion, that, at the ‘ oo
.garden's edge, almost,K overhung the water, - e
testifying, in its goumewhat battered state, to
. much fond frequentation. Jt consisted of little o
more than a platforg, slightly raised, with a
couple of benches and a table, a projecting rail
and a projegting roof; but &t raked the full
gray blue stream, whlch taking a turn a short i
dlstance‘above, passed out of sight to reappear T
much higher up . . . . Strether sat there and PR .
. . . felt at peace; the confidence that had so °
gathered for shim deepened with the lap of ,the
water, the ripple of the surface, the rustle of"
the reeds an, the opposjte bank, the faint diffused . -
coolness and the slight rock of a couple of small :
boats sttached to a rough landing-place hard by. «

v

47winner, "Pictorial Vision," p. 153. S
£ At

%o
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The valley on the further side was all copper-
green level and glazed pearly sky, a sky hatched
acros$é_with screens of trimmed trees, which looked
* flat, 1i espaliers; and, though the .rest of 'the
village Ktreggled' away in»the near quarter, the-
view vhad an emptiness that made one of the boats
stggestive.” Such a river set one . aflost almost
fore one could take up the ocars--the idle play
<of which would be, moreover, the aid to. the full
impreswion. This perception went so far as to
bring §im to his feet . . . (333) "
This is enother.case of Strether 8 apperéeptxve vision:
Strether becqus aware, bEFQre the scene changes, that it

is incomplete. Hey is like an artist in h&s taci}Ad?slre to
s , . §
“rid the sceme of the "emptiness" which flaws 'what’/a/ppears

to be a flat surface. When Strether's frame of mind aﬁd the

surraunding scene co1hclde and fuse, the one mlss1ng plebe
L .
1s the obvious gap-between the world:as it appears and the

world as &t is. ‘Through his new vVision as an artist,

Strether is able to anticiphtetthe‘action ﬁf the novel: a
’ e * L4
boat does sai}éjﬁ and w1th it bring the m1331ng infor-
c

mation. In an ipating the novel s action as an atithor

¢

would, and_completing the image in gpe'same wdy that an

artist mlght balance a painting by 1ntroduc1ng a boat_(or
- »
!some such element of form) to solve & cbmpo¢1t10nel problem
8 ? -
Strether affirms the eddcation of his'senseg. But the real®

-~

artwork‘in this scene is Strether's consciousness which has

S

at last become whol;. The "what" in "what he saw was
~
¢

tly the right thing" (333) mayfrefer to both the

1Y

suitability of the boat and to Strether's perceptions: he

is £}nai}y seeing the whole spectacle, and see{pg the thing -

3
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.correctly. \ )
If Ihe Ambassadors is a novel which traces the *a,’

cultiva}ion of an artist's pding of view in the mind of a

. character, what is the author's intentioﬁ, and what is his
8 N .

echrievement at the novel's end? ".Tony Tanner thinks, that thﬂ

prdgression of Strether's recgg%itions from theatre: to

Y
garden to countryside represents 8 movement away from pure

. artifice to naturalism which culminates in’'a merging of art

>

'
~

angd nature when Strether's expédtationé of naturk mstch the

/\ 4 N . ) . ] .
Lambinet image. 8 . Tanner argues that "it is impossible to
regard.the real erld as one would a painted canvas" due to

Q. .

the intrusion of human conduct. This statement may be true,

but it ignores the fact that Henry James purposely makes

»

Strether regard thé world as a work of art.: The direction

Ao .o

" ) ,
one which delib-

in this navel--in all James's fiction--is

eratley increases in artifice: Strether cannot engage him-

“gelf with the thegtre or the painting in thé‘tﬁﬂﬁre, but he

does begin to "see" in-Gloriani's garden, and Finally walks
throqgh the countryside as 'if ingside an actusl painting.

The problem here is not the intrusion of human donauct so

’

much as the inadequecy of a view rooted in social coﬁ{iztion

which depends solély»bn vision ;nd lacks the penetrativy

imagination or the imaginative reason hecessary to take an

.

impreésion. Knowl%dge, of the self. and of gthers, is gained

.

o

through penetrative‘vision; it éombiqes»the eye ‘of the,

~

- - .
48Tanner,.pp. 49-50. ' . s

[
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critic .who takes the impression of Qhat is seén and the eye

of the artist who d?aws togefher what is seen. ..Tg be an
artist one must' have.imagination ﬁccompanying one’s vision’

-s0 as to produce, hot éimply a superficial copy, K of .the image

L&)

.before onels eyes, but-all the inherent compositional possi- .

bilities of light and @ark,\beaut and ugliness, colour and

form which support this vision. Yo be a critic one must

‘have the sensitivity‘to apprehend the artist's vision. Just

as the quality of a work of art relieg on the "intelligencge"

of its creator,ag’so the quality of en impression relies on

mind of the,observe@l. for James, the act of seeing and of

: Lot .
creating had a ﬂ%ﬁal component, for truth end beauty can

w

only be be digscerned by eyes trained to observe and by &

-

I

mind cgpable of understanding. ’ .

% | .
The Ambassadors are both moral and aesthetic, and they
o . » ’

originate in Ruskin's ingistence that good art 'is the .

‘

. N

praduct of the entire manhood, the work of the body aided -

by the soul.50 However, Pater's philosophy‘of art is also

.gwidént in, the pictorialism of The Ambasgsadors, for

N . .
Strether's growth af consciousness through\hisnexqerience
of vision is the main action of the novel. By the novel's

end, Strether has developed the single sensibility which

allows him to see at once the truth and the beautf of his

-~

493James, "Art of Fiction," p. %4.
50ORuskin, Stones, vol. 3, p: 156.

The issues raised by James's use of the visual arts in .

e
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situation and of the those around him.. It is hfs moral‘com-d>-

prehension that allows Strether to understand that'Madame

\

- de Vionnetais both a victim and a user, for e;ample} and it

is his mesthetic sense--that "hand, gem-like flame,"21 which

permits him to appreciate her still- !

In his Preface to The Ambassadors James says:that "art

deals with what we 'see, . . . it plucks its material other- .
wise expressed, in the garden of life."%2 It is inter- !

. esting, in light of Jemes's late comments on art, that

almost thirty years after writing Roderick 'Hudsan the
sculptor Gloriani should resurface .at a crtical ‘point in The

Ambassadors. Gloriani had maintained that &there is.no

;essential<diffe}ence between beauty and nglinesé" (RH 89) 7

R

whxle Jamee never. made such a bold declaratlon, by the early

1900 s he clearly recognized that both beauty and ugllness L ;

are components of art as well as part of llfe. Nhlle

H

Strether may be mu51ng in a garden of art in Chapter ll the ' .
garden he flnds hlmself sitting in 1n Chapter 30 is life o
itself, The truth Strether arrives at there is that the
6bservet with a fine intelligenee‘cannat,pqreeive beauty

-

w1thout recognxzxng dgllness as well. It is apparent that

‘James s belng in "a'll- the good old rules [of art] which

decree that beauty is beauty-qnd ugliness ugliness"53 has
. [ \/ ' ’ . t N . ) . .
been destroyed by his own experience as an artist.,

a 5lpater,. p. 189
© 52])ames, Art of the Novel, -p. 312. ,
. 53James, "Impre891on13ts," p. 114. - . B

.
o ’y

9
L. v A
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The draught of Europe, the cup of experlence, and the_

thxrst for life are all at once the pleasure of "straw-
coloured Chhblis” sipped on a warm spring day‘(lBS) and the

taste of a “poispned CUp": James pushes his charadte;s fur-

ther into ért so that they begin tB éée as'an artist would.

.They travel abroad perhaps to "gaze upon certain (ertworké]

« «» . which . . . represent to the’ 1meglnat10n the maximum .

@,

of man's creative force"34 but ih doing so they are fbr?ed
to develop new ways of Beeing, to see, as Goethe did,
"through the eyes of & pelnter n35 The-importanée of the

palntér s eye ‘is explaxned by James's perceptxon of the

functlonvof the artist.. The artist's purpose is neither to’

¢

' render a partiaf portrait in the name of ideal beauty at the.

expense of truth or complete vision, nor is. it to make

imitative,reproductionsrof what the optic nerves perceive;

’lnstead the artist must be an intelligent observer who

"gees" with a ‘very wlde angle of vision in order to take ‘

‘

impressions from life’and'cOmmjt them to art. The Jamesian
centre of consciousness must do the same; for by taking-

imbressioné‘from life, the observer discovers the selﬂ. :

a

54Jaﬁes, “Howellb‘s,“ipp. 199%9-2006.
55Goethe, pp. 79-80. - .

. h . ‘e
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