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Abstract ‘ #r

-

Walter Pater's Inflfilence on Modern Fiction: -

Henry James and James Joyce

. James D. Wilson
As a'resuit of various "negative" aspecte of his life
and wgrks. Walter,Patep was a'lergely‘foréotten figure from
* the yeers following his death to the middle of the presenf
century. The revival of interest in Pater which beggn ih the
late 1940s has revealed, among other things, that his influ-
ence goes beyond his role in the. works of,fin-dé-siécle writers,
and méhifests itself in fhe works of ;;ny modern poets and

n3331ists, among them, T.S., Eliot, Ezra Pound, Joseph Conrad,

' Virginia Woolf, Marcel Proust, Henry James, and James, Joyce.

The development of modern fictional technlques was Nighly
influenced by Pater's rare brand of "1mag1nary portralture."
Hls unlque‘mqvement from crlt%c1sm‘to flctlon'was duplicated

,hin his owﬁ century by Henry Jamee, end in the twentieth cen;
tury by James Je&ce. Both Pater's criticism and his fiction
influenced the literary and art cfiticism and -the fictien of:
James and Joyce. In the works of James.and Joyce we encbunter

frequent verbal echoes of Pater s Studles in the History of

the Renalssance. Paterlan stylistic mannerlsms. and a number

of Pater's critical theories and ideas. More 1mportently,

however, the fictional technique in modern works such as James"'

The Ambassadors, and Joyef's %Ebliners and A Portrait of, the
. @
Artist as a Young Man, may traced directly‘'to Pater's methods

and techniques in "The Child in the House" and Marius the Epicurean.
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Introduction

Th‘e.-history of’ ﬁa‘lter Pater cr'iticism, llke his reputat:,on,
has been a rather up and down affair. During his “11 fetime
Pater moved repeatedly in anmd out of favour w1th h1s contem— )
porary scholars and critics, ’although the overall status, of .
his reputation rose, albeit at times almost imperceptibly, ’
over the .course of* his short literary csreer. The lowest

poinlt came early, amid the public outcry.agains‘t‘his "hedon~

istic" aestheticism, wi%}"l‘ahe’ publication of his first volume,

‘Studies in the History of the Renaissance, ip’March 1873; 'th'e

most favourable ¢ritical acclaim he enjoyed came withsthe pub-

1

Lication o.f his on'ly coin eted: ﬁovel Marius .the Eplcurean,

in March 18\85, and, more importantly for his-* reputatlon at

oxford, with the completion of Plato.and Platonism in February

of 1893. A% the time of his sudden and prenaturé death in July

‘1894, Pater, then working on essays on Pascal 'end Dz‘.@]ohnson,

and a number ofafictional works including two0 novels, was at
the helght of his llterary career and was admired and respected
by artists and scholars alike. HlS posthumous reputatlon, how-

ever, declined steadily from the time. of his death until. the -

"middle of the present century, Fortunately, and very impor-

tantly for our understanding of much modern literature, an

4

(48



'society looked upon Pater and his works. -

- ta
)
i ) .

.interest in and appreclatlon of Pater was rev1ved ‘in the latrf‘

1940s and the 19503, largely through the scholarshlp of Graham

Hough and Ialn Fletcher. two of Pater 'S more perceptlve ertlcs.

" Hough's persblcac1ous chapter on Pater in The Last Romantlcs

(1947) and Fletcher s excellent monograph Walter Pater (1959)

have proved to- be seminal works for recent Pater cr1t1c1sm.

]
¢

The reason for the gharp decllne in Pater's popularity
in the years following his death 1s essentlally threefold; ‘
even during his llfetime Pater was mistakenly identified w1th
and ccunted as one “of “the fln-de siécle aesthetes who, from

1)

the publlcatlon of Studles 1n the History of the Renalssance

on, mlsread and mlsunderstood his meanlng when 'he spoke of
"burnlng w1th a hard gem—llke flame"'and cultlvatlng high pass-
ions and a quick, multlplled consdaousness The most famous. of
Pater 8 dlscllples at the tlme of' his death Oscar Wllde, did
perhaﬁs more than any other. to tarnlsh*hls mast@% s 1mage when

he iﬁpllcltly and exp11c1tly 1dent1f1ed Pater ag the source of

_ hls own radlcal doctrinés en art, xncludlng that whlch held

\

“that art had nothlng to do w1th llfe. ‘When Wilde reached the

&
nadlr of hlS career and was’ trled, conv1cted and 1ncarcera;§d

P

* in 1895 for "gross 1ndecen01es" Pater's theory and 1nfluence,

'in ‘the mlnds of most onlookérs, and they were many, were . also &

N

“tried andefound gullty. The homosexuallty of both men also

contributed 1argely to the dlsfavour w1th whlch late Vlctorian .

~ o

1

N
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Secondly, with the exceptlon of Edmund Gosse, who ‘wrote .

a short but appre01at1ve and 1n51ghtful essay on Pater in

the mgnths immediately fo;low1ng his death,i and A.C. Benson,
whose 1906 blography of Pater still stands as one of the most
rellable, though flawed, _the task of documentlng Pater s life
and evaluatlng,hls work fell, in the years after his death,
into hands cufious}y ill-prepared and inadequate ‘for carrying
it out The biographies by Ferris Greenslet (1903) and Edward
Thomas (1913) are sllght and unrewardlng, and Thomas erght s
two volume The Llfe of Walter "Pater (1907) is a travesty of ‘

-the biographer's art; it officiously palnts an enormously d;s—
torted poftrait of Pater tﬁaj may never be totally rectifiéd.
During the first tWoldecades of this century Pater's apparently

uninterested critics and biographérs successfully transferred.

their dispassion to their subject, and Pater slowly fell into

13

the shadows. Few students of literature would have been in-

Tspired by the view off Pater that was offered in the early

criticism.

.

Thlrdly, what was perhaps the greatest 81ngle blow to _ \FJ

Pater's already slipping reputatlon, the blow which almost
apnihilaﬁed Pater . to the modern v1e¥; was delivered by“T.S.
Eliot in his disparaging essay, "The Place of Pater," in 1930.
Attackiﬁg Pater primarily on religious grounds; Eliot refers
to him.as "absurd," gp@ judges him " incapab'ELe of sustaiifléd \

‘1. Pater died on July 30, 1894; Gosse finished hlS essay
in September of the same year. It is. reprlnted in. Critical

© Kit-Kats (London: Heinemamn, 1896)

|
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reasonlng:“"he could not take phllosophy or theology serlously,"
he continues, and "knéw almost nothing” of "the essence of
C&rlstlan faith." Eliot dlalms that "his intellect was not
powerful enough to grasp . . . the .essence of Platonlsm or
Aristotelianism or NeoPlatonism," 0f Pater's novel Eliot
sa&s, "Még;gg itself is incoherent; its method a number of
fresﬁ starts; its content is/é hodge-podge of the learning ‘}
of the ciaésical don, the iméressions gf'thq sensitive holi-
day visitor to I‘taly."2 ,

These three factors taken togethér, Pater's supposed

.allegiance to hedonziiic aestheticism, the distortions and

¢

genéral inadequacy o fhe early biographies and critiéiém,
and Eliot;y adverse  judgment in his 1930 essay, over-
shadowed the few isolated attempts made in the first ﬁpdr
decades of this century to re-establish Pater's reputation
as a profound writer and thinker.

One of the most substantial of‘theée attempts was John

Smith Harrison's study of Pater's treatment of Heinrich Heine's

‘"godsrin—ekile" nyth, "Pater, Heine, and the 0ld Gods of Greece"

(1924). Tyis essay retains its importance for contemporary
Pater scholars; Pater's use of Heine's myth informs a good

deal.of both his criticism and his fiction. One of the few

early books on Pater, ‘A.J. Symonf”A Study of Walter Pater
(1932), is appreciative and occaSLOnally insightful when its

author turns hls attention to the subaect of hls study, but -
3 (\, .

2. "The Place of Pater,” rpt. as "Arnold and Pater," in
Selected Essays 1917-1932 (London:. Faber, 1932), pp.38§-89.
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Symons spends about half of his time discussing his -own views
I ' A o > l
of the artists- and art-works that Pater had treated. For the

most part, Symons' is a self- indulgent and unhelpful study.

Two more studles appeared in 1933, J. Gordon Eaker's Walter

Pater: A Study in Methods and Effectgi‘qu Helen Hawthorne
Young's The Writings of Walter Pater: A Reflection of British

Philosophical Opinyon from 1860-1890. Neither. of these books N
had much effect in'%ostigatihg an interest in Patef's works -
a;thouéh Young:s is én adﬁirable analysis, valdéble in piacing
Pater in the philosophical background of the nineteenth century.
Eaker's study is ovérly appreciative and not very enlightening;

A later work, Ruth C. Chlld 8 The Aesthetlc of Walter Pater

I‘(1940). is also valuable for placing Pater among other nlne-

teenth-century writers and establishing some of the Fronch

and.Gérman influences on his thought. This is also one of the

first works to argue: that Pater's art criticism involVved a

o

good dedl more than a proclamation of art-for-art's-sake

—

aestheticism. W1th Child's hook, Pater began to emerge from
the shadows. v

A new critical light seemed to break upon him in the late

1940s. It was in 1948 that Rlchard Aldlngton edited and intell-
igently introduced what is probably. stlll the :fSt slngle

volume of Pater s selected works. The’ same yea Herbért Read’

)

began his article pn Pater by judging him to %Z "the Vlctorlan

writer most in need of rehabllltatlon,"3 just such a process o
Nrony, . i . -

3. "Walter ‘Pater,” in The Ten&h Muse (London: Routledge and
Kegan,Paul 1957), p.58. N

-
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. ...were partly a coptinuation of and partly an alfernativento
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was then beginning in earnest. John Pick in "Divergeﬁt
Disciples of Walter Paﬁér"(i948) made the long overduye | =
point that the young aesthetes of the 1880s and i8905'who | :
¢laimed Pater as their mentor, for the ﬁost part, had mis- |
interpreted his works and Were-particularly blind to Pater's

»

mature philosophy. We have already noted the importance- of

L]

Graham Hough's‘The Last Romantics, which contains perhaps S

* ‘ \ ' i \
the best general study of Pater in a single essay. Hough,
perhaps in partial response to ¥liot's essay, offers a very ;
perceptive reading of Pater's criticism and some of his

fiction, suggesting that Pater's ideas on art and religion . i
, . ;
!

Ruskin's. Another carefully considered and measured essay

appeared in 1949, C.M. Bowra's.“Walter Pater.” Bowra tries ) ’

2

to establish Pater as an important nineteenth—century thinker

H

and calls for a reconsideration of the significance of his N %
‘ . oé

' i

art critiogem. | ‘ .

The 1950s ushered in the modern era of Pater criticism.. ]

. 0 - I + ! 1

A number of significant articles and a-few books were completed :
» . I

in this decade which further established Pater's importancg.

Geéffrgy Tillotson's Criticism and the Nineteenth Century’

" D 3
i

11951) includes an illuminating essay‘on‘Arnold and Pater . .
which discusses both the high quality and the short-comings
of Pater's critical works. [Not quite as rewarding, but equally ;-

important for Pater criticism ié‘Repé,nglek's chapter -‘on ‘}

Pater in A Higtory of Moderm Criticism 1750-1950: IV The
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Later Nlneteenth Century (1955) . Wellek takes a rather un-

although it does offer some insights into the nature of

~wrote his article.

sympathetlc view of Pater s crltlclsm,rconcludlng that "none
of Pater's’ work has escaped the limitations of 19th-century

aesthetieism."u Lord David Cecil's Walter Pater: The Scholar

Artist (1955) is a rather unflattering and shallow study,

‘Pater's’ rellglous bellefs One of the first spec1allzed

=N
studies of Pater's works Edmund Chandler's %YPater on Style" -

(1958),° includes an analy51s of the style and tgxtual history
r7u

‘of Marius. Its relative rarity in Pater criticism indicates

an area in which more scholarship is immediately required.'
The 19503 also saw: the first studies of a hitherto
neglected area of Pater's works, his flctlon 5 R.V. Osbourn's

seminal study in 1951 of "Marius the Epicurean"'fefutes Eliot's

claim that the nevel is incoherent and its subject-matter a

. hodge-podge, whgle offering the first defense of the novel's

structure. Osbqurn sees in Marius "the skllful handling of

the detail of an ambitious and finely ofrganized structure, .“/

, an 1ntelllgent and complex plan in which the parts are related

-toéluni,ting. total efi‘ect.""6 Eugene J. Brzenk in three articles

which appea}ed in 1958 reveals the*modernism of Pater's
A B .A 4
4. A History of Modern Criticism 1750-1950: IV Thé Later
Nineteenth Century (New Haven: Yale Univ. Press, 1965), p.399.-
ater's fiction received its first modern crltlcism.
however, from Italian critic Mario Praz in his introduction
to a translation of Imaginary Portpaits published in 194k,

R.V. Osbourn had clearly read Praz’ introduction when he

)
6. "Marius the Epicurean," Essays in Criticism, I,. 1v
(October 1951), p.g 2. .

-~




Another of the more perceptlve single essays on Pater gppeared

‘ art»crltlclsm.rThe depths of Pater's rellglous bellefs are

Compromise and Moderh Revolution”(1959), hails Marius as oEe’_/A,
of\Q&e first“"psychological novels" in its emphasis on the ]
depiction of thé inner experience of the protagonist.

| Interest in Pater, instilled by these engdging studies,
continued to grow throughout the 19608. In 1961 Germain
D Hangest published his large and diffuse two-volume critical

-

biography of Pater, Walter Pater: 1'Homme et 1l'Oeuvre, an

1mportant work that has yet to be translated into Engllsh

fhis is perhaps the best study of Pater s life and hlS person-

ality, though 1t too suffers from an overly apprec1at1ve view.
D.Hangest!s analysis of Pater's works, hOWSVer, is rot satis-

fyinglf penetrating. A much shorter work, alsovto appear in ' T
1961, which does offer soﬁe'Penetrating insights, especially

into Pater's limitations as a literary critic, is R.V, Johnson;s

Walter Pater: A Study of hlS Crltlcal Outlook and Achievement.

-

in Solapon Fishman' s The Interpretatlon of Art in 1963. Flshman\ 'J
traces the relation between Ruskln and Pater and offers,aﬁf\\

excellent\dlscu381on of Pater s sources and contrlbutlon to

sounded by DaV1d A. Downes in his study of Hopkins' relation

to Pater 1n Vlctorlan Portraits: Hopklns and Pater (1965),

whlle one of the most important studles of the 1960s, Anthony
Ward's Walter Pater: The Idea in Nature (1966). analyzes

" n
N ' .
{ :
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Pater's philosophical thought and its relation to Hegel's.
A less erudite but valuable work ig Gordon McKenzie's The

Literary Character of Walter Pater (1967), which traces the

relationship between Pater's life and his woxks. David J.

1
eLaura's Hebrew and Hellene in Victorian England: Newman,

Arnold, Pater (1969) is another study of Pater's relation

to his contemporarles. partlcularly in terms of their influ-

ence on him. These larger works were supplemented throughout X

" the 1960s by a number of articles and essays déaling‘with

various aspects of Pater's'life and ¢ritical writings.
Pater's fiction also received a good~de§i of attention

in the 1960s. R.T Lenaghan's "Pattern -in Waiter Pater's Fiction"

(1961) traces Pater's use of the Apollq/Dlonysus duality

throughout almost all of his flctlonal works. ThlS ant1c1pated o

_Gerald C. Monsman's larger study Pater's Portraits: Mythlc

Pattern in the Fiction of Walter Pater,(1967) which is perhaps
the most important critical analysis of Pater's-fictien. Two
more studies appeared in 1962, Billie Andrew Inman's "The

Organlc Structure of Marlus the Epicurean" and Loulse M.

Rosenblatt's "The Genesis of Pater Marius the Ep:cure@n."

The first offers an intelliéeqﬁ(defenée of Phe structure of
thé;novel,'stressing the"imﬁortange‘6f'the-portrayal of Marius'
tempe%aﬁeﬁf. while the second suggesté possible influences
on theinovél in the Wofké of Jules lLemaitre and Ernest Reﬁan:;

Martha Salmon Vogeler's "The Religious Meaniqg of Marius the

fpicurean" (1964) stresses the ﬁsycbology as well as tﬁe

7. ' ) -
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theology of the novel. Eugene J. Brzenk continues his inves- .
tigation into Pater's fictional ﬁechniqoe in his introduction

to an enlarged edition of the "imaginary portraits" (196&) {
Thls edition collects all of the short portralts together’
1nto~a single volume. Pater s technlque of portralture recelve;\\
treatment of Y?rylpg quality in four artlcles by Jan B. Gordon
published in 1568 and 1969, while the feligious and philoso-

phical themes of Marius are discussed by U.C. Knoepflmacher

in Religious Humanism and the Victorian Novel: George Eliot,

Walter Pater, and Samuel Butler (1965); Studies-of single

short portraits are quite rare, the most elaborate Eeing

Catherine Cox's "Pater's 'Apollo in Picardy' and Mann's Death-

e ig Venice" (1968) which is a study of pafallels and not influ-

ences. 0f all Pater's fiction; Marius, guite naturally, has-
received most attention.‘There are a numoer of contemporary
reviews of the novel (most of fhem favourable) and various
articles have been written primarily on its religious and
phllosophical questions at‘regular intervals over the past
tﬁirty years. Pater's fictional technique in Marius and in
the short portraits has received relatively little atiention.

The revival of interest in Pater has contlnued into the

' 1970s. Two new blographles have appeared in the past four

»

‘years, oné an excellent critical biography by Pater's most .
comprehensive critic, Gerald C. Monsman, and the other a

less rewardlng effort by art hlstorﬁgnzmlchael Levey This

5

most recent blOgraphy by Levey (The Case of Walter Pater) 1s

H

o e e ek
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valuable, howeveyr, for actual biographical data. Monsman>
had earlier studied Pater's membership‘in an Oxford literary

society in "0lad

ortality at Oxford" (1970), while another

book-length study of Pater, Richmond Cfinkley's Walter Pater: -

ﬁumanist, also a peared in 1970, as did a long overdue edition
of Pater's letteys, collected.and edited with an introduction

-~

by Lawrence Eﬁan . Evans supplemented this work with an inval-

uable bibliography of critical works on Pater included in

Victorian Prose:

A significant number of articles dealing with all aspects of
Pater's works have appeared throughout the 1970s, and Pater's

works received their| first psychoanalytical interpretations

by Richard L. Stein C"?ﬁe Private Themés of*Eater's Renaissance,"

~.

1970) and Michael Ry ("NarcissusNAutobiography: Marius the

Epicurean,™ 1976). In gther important areas, Donald L. Hill

has recently edited an excellent criticaliedition of The

of influence most associated with him is esirable, nega-

‘tive one. It has been longjthought that he exerted a corrupting

influence upon the young minds of his own day,. and that he and

¢

Guide to Research (1973; ed. David J. Delaura).
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his works had a large role in the Decadence of the 18905.
The new light shedhqn his works, however, ha#% also uncove}ed

a more eignificant. positive influence on médern’literature; y
not‘only in respect to aesthetic theory, but in the themes '
and techniques of a good deal of late nineteenth and early L.
twentieth-century poetry and fiction. |

The first significant study of Pater's literary influence

appeared in 1914 in Ernst Bendz's monograph, The-InfEuence of

Pater and Matthew Arnold in the Prose-Writings of Oscar Wilde.

This: remained the only work in this area until Robert Porter %

4 oA

Sechler undertook an analysis of another 1mportant relation-

ship in George Moore- A Disciple of Walter Pater in 1931. The

first dlsCu551on of Pater s influence on modern literature

Y

appeared in 1948 in M. OSawa s "Woolf and Pater,” and was
soon followed by a number of studies investigating similar-
re%ﬁtlonshlps; among them were William Blissett's "Pater and
Eliot" 11953)w Joseph E. Baker's "Ivory Tower as Laboratory{
Pater .and Proust” (1959), and Betty;Miller's "Proust and '

Patef".(1957). General studies of Pater's influence appeared

N

in 1957 in JamegHafley's seminal artiele, "Walter Pater's
'Marius' and the Technlque of Modern Fiction,” and one year -
later in Ruth Z. Temple g "The Ivory Tower as nghthouse."
jA third important analysis of Patér's pervasive influence
in';arious areas of modern literature; Wendell V.'Harris'’
"Pater as Prophet,‘ appeared in 196uf‘ a
In 1969 Richard Ellmanh continued the investigation of
?a%er‘s influence on Wilde in "Overtures to Wilde's Salome," -

a
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while Pater's role in the works of George Moore, Arthur

Symons, Yeats, and Lionel Johnson was the subject of a

dissertation by Charles Edmund L'Homme in 1965. 'That's’ame "

role in a specific Eliot poem in "'Prufrock’, Pater; and . o

Richard II- Retracing a Denial' of Princeshiﬁ "o

year Dav1d J. DeLaura supplemented Blissett's, study w1th

his artlcle on "Pater and Ellot The Origin of the 'Objective

Correlative'.” In 1966 Robert F. Fleissner discussed Pater's

L -

i ~
\

. A regrettably short study of the strong-echoes of itir_uj/
Renaissance zhd "Sebastlan van Storck" in Conrad's nove

°

was offered in 1968 by John J. Duffy, while Harold Bloom's

%

cpapter on Pater in\?eats,(1970)/discusses some areas of
Pater's pervasive influence on Yeats and the poetry:of thy/

1890s. Bloom supplemented this chaﬁter with an introduction

to his pdition of Selected Writings of Walter Pater (1974) >

in which\he argues .for Pater'é "influence not only of Sfevens
and Yeats, but ¢n Joyce, Eliot, Pound, and many o;her wrlters

of our ce

from {most all of the major Joyce critics‘/$ut Robert M. .

Scotto and Alan D. Perlls have been the/pﬁly crltlcs auntil

now to offer article-length studies on/thelr relatlonshlp .
Scotto's work,"'VLSlons' and 'Eplphanles'z Flctlonal Technique

in Pater's Marius and Joyce's Portralt," 1s the moue substan- ‘ _{., ;
tial of the two, Perlls "Beyond Eplphany ﬁater s Aesthetlc' |

7. Harold.Bloom, "Introductlon," Selected ertlngs of Walter
Pater (New York: New American.Library, 1974), p.1x. ‘ A

; ,
¢ s
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Hero in the-Works of Joyce” (1980), althgugh most suggestive,

-, .

is rather general and inconclusive.

Pater's relation to Virginia WOolf is the subJect of
f recent book by Perry Melsel who traces Patgrﬁs role through
Woolf's criticism into her flctlon. Gerald Monsman, in his
cxitical biography of ‘Pater, includes a chapter opy"Pater
and \the Moderd Temper" in which he briefly discusses,PaFer's
influence on a host of nineteepth and fwentieth—century\poets

and novelists, including James, Cbnrad, Woolf, and Joyce. In

qis most recent study, Walter Pater's Art of Autobiography

-

(1980), Monsman sees "Pater as a figure impressively bridging

o . < : .
+ the gap tween romanticism and postmoderism, between nine-
L ]

teenth-century fictional models and ‘those ultrareflexive
writers whose fictional worlds invariably lead back to the

"3 - .
generative activity of art itself: Borges, Beckett,/ Robbe-

Grillet, Leiris, Nabokov, Fowles, Barth, Barthelmef to name

8 Finally, Pater's relation to another mo

several." rn author,

no oted by any other critic, has been discussed by Robery K.
Martin Yn "The Paterian Mode in Forster's Fiction: The.Lon

.

Journey to Pharos and:Pharillon.”

Péter{s relation to Henry James has been commented upon\
only en passgnt by critics discussing other aspects of the
works of both. Eygene J. Brzenk and Gerald Monsman are the

only two critics to argue that Pater's fictional technique

" had a substéntial effect upon James' method and his development

» oo \ .
8. Walter Pater's Art of Autoblogrgphy (New Haven: Yale Univ.
Press, 1980), p.5. | v -

>
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of the "psychological novel." 3 .
This study wili examine Pater's relation tc; Henry James -
and James Joycgl prlmarlly 1n respect to fictional technlque.
James and Joyce (and Woolf) are cons:Ldered to be gre‘at inno-
vators in fictional form; it is part of my -argume_nt that some
of -the tecﬁgiques“ which they developed and perfecfed had been °
.experimented with previously by Pater in his “imaginary por-
\traits,” particularly in "The Child in the House" (1878) and

arius the Epicureah (1885)

,/ k As Pater's fictional techniquies in these two works
derived largely from his critical theories and techniques‘,“
those aspects of Pater's crit?.dism and aesthetic which are
pelrtinent to his fictional tech'nique will be discussed. An
interesting aspect of .the relation of Pater to James and
hJ’oyt\:e (and, as Méisel has shown)., to Virginia Woolf) is the
parél;Lel literary movement, by each of them, from criticbism
to flctlon Like Pater, James, Joyce, and wOolf first approached
. l%terature from the: critical standpoint; it was only aft\ér
, each had spent a number of years in crltlcal apprentlceshl\'b
{:hat they began to produce great works of fiction, It has
! ‘ : become obv1ous‘ that their early experiences in criticism
h had a large effect on their subsequent fiction. This, certainly,
was the case for Pater, as I will;\'show in the first chapter.
I. will .also argué that it was thé case for ﬁenry James and
'('James Joyce. . ;

-

My dlscussi‘on"‘fhen\wa.ll requlre a brlef examlnatlon

- o

\ | he early crltlcal wrltlngs not only of Pater, but of’ James

e and Joyce. The crltlc:Lsm and aesthetic . .of James and Joyce
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' will be discussed both in terms of Pater's role therein,
~and their effect upon the fiction of these two modern authors.

The first chapter will be devoted to a discussion of Pater's

/
works, both critical and fictional, to establish those aspecty
of his writing which had most effect on the works of James g LR N
‘ ‘ and Joyce. My discussion of hig fiction will center on "The

Child in the House" and Marius, partly because they represent,
respectively, his first experiment in fiction and his only !
completed novel, and in part ‘Eecause they seem to me to be
the works whlch best exempl:,fy the methods and technlques
which Pater bequeathed to moder:n flctlon. In this sense, they,

together with The Renalssance,t are Pater's most influential

works.
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p Walter Pater ‘
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Few writers have had to contend~wi%h a more adverse puplic
image.than Waiter Pater. Both'during his life‘énd after his
éeath Pate%?%ﬁwrltlngs have been viewed, for the most part,
as if behlﬁ&ta/dlstortlng glass or opaque film; his works
come to the modern reader, as it were. through the filter

of his reputatlon. In a letter to Edmund Gosse congratulatlng

him on his commemoratlve study of Pater, Henry James marvelled

at Pater's seeming ability to keeﬁ gseparate his life and hie

works:

)

I- think he has had--will have had--the most exquisite
‘literary fortune: i.e. to have taken it all out, wholly,
exclusively, with the pen (the.style, the genius) and
absolutely not 'at all with the peréon. He is the mask
wi%pout the face and there isn't in his total super-
ficies a tiny point of vantage for the newspaper to
flap his wings on.l *

Strangely, however, Pater has been judged with what is gow
irritating persistency largely by his person and neither wholly
nor exclusively by his pen. Moreover, and stranger still,- the .

private life which Pater meticulously kept so neat was endowed,

‘perhaps as a result of its unfailing privateness, especially

x

ldurlng the early years of his career, with some rather unseemly.

even tainted, characterlstlcs Pater was suspected by his con- .
temporary scholars an@ members of the publlc of persqnal;y
cultivating and indeed thriving upon certain "hedonistic”
passions which had been described, they felt, in his largely

“immoral" book, Studles 1n the History of the Renalssance.

1, The Letters ﬂﬁ f Henry James, 2 vols., ed. Percy Lubbock
(Londons Macmlllan, 1920), vol. I, pp.227-28.
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In addition, he was accused both overtly and by implication
of willfully exefting a corrupting inf}uence dpoh»the minds
of the young men of Oxforg, d in this relation he and his
works were denigrated and éiscouraged. He was denied posi-:
tions.at the university that he might have had had his char-
acter and morals been judged acc taBle, he was prevented
from taking religious orderj¢~gﬂ wég531ngled out to young;
students by many, including‘his one—tlme‘frlend, William .
Sha?p, as a man whose acquaintance‘should be aYoided; he was
distrusted and ridiculed for harbouring certain "disturbed"
and “deﬁénted" preoccupations with physical corruption, dis-
ease, and death, and'"unusual" sexual preferencesi and he was
aeéused‘by T.S;‘Eliot, as late as 1930, of propagating "some

confusion between life and art which is not wholly irrespon-

sible for some untidy live n2 {n' the, 1890s. |
Few of Pater's biograii;::\hé§e noted, as Solomon Fishman
does, the rather obvious "irony . . . in the fact that the era
of abandon should have lent itself to one whose personal life
was so circumspect, so retiring."3 On the contrary, all of the

major biographies (with the exception of Gerald\Monsman's

Walter Pater, which is more concerned with the works than the'

v

man) encourage this view of Pater as an outcast, a gi?tgd but

disturbed mind, a recluse from society and normal relations.

Most unforfunafely, the bibgréphy most guilty. of perpetuating
2. Eliot, p.388.

3. In The I terpretation of Art (Los Angeles- Uan Callfor-
nia Press, {9 %5). p.50. . -

-




« 7. Fishman, p.

this view, after Thomas Wright's forgettable Life, is the A—

- : %
recent work by Michael Levey, The Case of Walter Pater. Despite

his" own judegent. that he is stating "the case for Pater,")'p the

S~

LI N

book never fif ally releases Pater from Levey's first- sentence
summation of bm a&h"a pecullar or unusual person "3 So it is
with all of the bl&graphles-‘ln isolatgd passages they portray
Patef as active, engaging, and exciting, as a great thlnker.

a fastidious writer and critic, an en%husiastié scholar, a

man of warm charm and lively wit. Yet the-image which remains

+

. when the llfe records have closed is 1nsv1tably llke that “

which Henry James beheld even after readlng Gosse s "llvely"

study: "Faint, pale, embarrassed, exqulslte Pater . ., . he

shinés in the uneasy gloom--vaguely, and has a ﬁhesphorescence,- .
not a flame. "6'Even such & fair-minded -and obéerv;nt'critic

as Solomon Fishman talks. rldloulously, of -Pater's "1nab111ty "

after’ chlldhood to experlence an 1nt1mate relatlonship."7 There

I

1s very indication in Pater's letters and in various published~°

rem Aiscences of his frifnds that Pater-experienced a number

of intimate relationships to the moment of his death.

Few writers of the nlneteenth century have been SubJECt K\\m%

to more mistaken judgments than Pater‘has As we noted in the

introduction, Pater's words in Studies in the History of the . N

Renaissance were misinterpreted from the moment they were first

read. When one consﬁﬁers fhe work in its nistorical context,
»
4, The Case of Walter Pater (London: Thames and Hudson. 1978) ,
p.2b T T . , ,
P Toia. ,
6. James, Letters, vol.. I, p 228, T

]
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one can better understand why so many of Pater's readers
misunderstood his suggestive sentences. In his chapter on

Ruskin in The Last Romanticg Graham Hough argues that the .

lmportance of .his early work lies in "openlng the eyes of c
an age by whom the sense of sight was left uncultlvated as
_ it had probably never. been bei‘ore.“8 R skln had opened the A
_— Victorian public's eyes to the power and beauty of aéz-'he
' ¢+ had whetted 1ts appetite for artlst;c beauty, but had not
shown it how to acquire and cultivate a taste, how to bring

"art and beauty to itself, how to pegsonallze it. Partlcularly

3
‘ ), o ¢+ 1in the Preface and "Conclu31on" to0 Studies 1n the History of

\ 1
A 3
)g , . \V the Renaiseance Pater's wprds,'lf taken' literally, embrace
precisely these guestiones "What i$ this song or picture,
"
~ .this engaging personality presented in life or in a book,

. ) to me”“(Renaissaﬁce viii-xix-xx) 9 Pater's stress on "the

L ' - ;,1nd1v1duhl 1n his isolation” and the "thick wall of person-
‘allty through which no real voice has ever pierced"(235;187- 88)
~is an essentlal element of his overall theory of the subjectlve
v o - perceptlon of objects and phenomena. That his written statements
{j_reflect’a philosphica; (and scientifid) theory rather than per-

J '~ sonal preferences was not generally accepted'in 1873 (ngr is it

A ]

v

Ty 8. The Last Romantics (London: Methuen, 1961). P.9.

o .. 9. Parenthetical cltations made within the text are to the

: X 3' lerary Edition of The Works of Walter Pater, 10 vols. (London:

X . : Macmillan, 1910); these citatIons are shortened to only the .

' - page number if they follow a prev1ous reference to the identical .
:work. The second page numberin citations to The Renaissance
» refer to the critical edition edited by Donald L. Hill (Los

. . Angeles: Uan. ‘'of California Presg, 1980) , oo

o
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"

today). The less-quoted sentence -which immediately precedes
that presenting the "thick wall of personality" is essent%al
to a proper understanding of Pater's meaning:

"And if we continue to dwell in thought on this world,
not of objects in the solidity with which language
invests them, but of impressions, unstable, flickering,

o

'inconsistent, which burn and are extinguished with our
consciousness of them, it contracts still further: fhe
whole scope of observation is dwarfed into the narrow
chamber of the individual mind. (235:187)

Pater's emphasis on isolation is based on the ébigntific obser-
vations of thé day, not upon his own pébsonality. As James
Hafley has perceptively pointed out, "the notorious 'Cdnclusion'
to The Renaissance . . . is, as a matter of fact, Einsteinian

L -~
in its scientific relativism, and its famous flame is a scien-

tific, not an‘esthetic, image. Pater's view of the individual
man isolated within the prison of his(imperfect means for
apprehension, . . . the view that determined his fictive tech-
niques--is almost word-for-word that of the new/physicists."lo
Buf selected statements of Pater were taken literally by those
to whom theylsounded daring and a trifle decadent%. In many
ﬁhpressionable and rebellious young men, perhaps dissatisfied
with the moralizing and didacticlsm of Ruskin's later writing%ii ,
Pater's Qonderful words seemed to,étrike,a symbathetic chord.

For them, the literal meaning and value was eﬁough; they»went

no deeper than the surface of Pater's words. A.C. Benson's

10. In "Walter Pater's 'Marius:-and the Technique of Modern
Fiction," Modemn Fiction Studies, III (Summer 1957), p.101.

* s ~
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depiction of ‘the atmosphere of the“times is helpful:

The spirit of artistic-revolt was -in the air. The
writings of Ruskin, the work of the PreRaphaelites may
be taken as two salient instancés in very different
regions of the rising tendency. What underlay ‘the whole
movement was a desire to treat art seriously, and to
give it its place in the economy of human influences.
'Side by side with this was a étrong vein of discontent
with established theofies of religion, of education,
of mental cultlvatlon The younger generatlon was thrilled
with a sense of high aTrtistic p0531b111t1es. R
became aware that it was existing under cramped eonditions{
in a comfortable'barbarismf encompassed by'strict and
respectable traditions, living a bourgeois kind'qf life,
fettered by a certain stupid grossness, a life that
checked the free development of the soul. -

Pater s suggestlve and poetical treatment of medieval art

. fired a train, and tended to llberate an explos1ve revolu-
tlonegy force of artistic feeling which manifested itself
in 1ntemperate extravagances for which he was %ndeed in .,
‘no sense responsible, but which could to a certain extent
be refepred to his principles. Young men with vehement
impulses, with no experience of the world, no idea of the
solid and impenetrable weight of social traditions and
prejudices, found in the principles enunciated by\Pater

with so much recondite - ‘beauty, so much maglcal charm,
11

(o}

a new equation of values.

The misplaced labels of "decadent” and "immoral" were soon

3

. o ~
firmly attached to the unassuming work which Oscar Wilde would

later call "my golden book," and Péter's(reputatibn as a

]
-

11. Walter Pater (London: Macmillan, 1906), pp.51-52.
* L]
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hedonist.12 backed by the professional distrust and dislike
of Kis ideas by his fellow scholars, and finally capped in.
1877 by hlS portrayal as the effete Mr. Rose in W.H. Mallock s

’ The New Republlc, was irrevocably establlshed

e e b

v Though hls publlc image palned Pater very much, his tem-
perament was such. that he dld not.publicly or “vociferously
denounce hls m1s1nterpreters or openly try to explaln his pos-

’ *" 'ition more olearly.-As Bensoh reveals.‘e "consciousness. of

antagonlsm irritated h1m s0 1ntensely, that ‘he often, preferred }

.%o w1thdraw both what he had said and wrltten rather than o

-provoke contradlctlon and argument. »13 Hls pac1fiC‘tempera- .

& e vt A apo b e b o

. ' ‘menf prompted him to suppress the "Conclu81on" 'in %the second . ]

l edltlon of his flrst volume (1ssued in 1878), although- he miéf
have reallzep that a,good deal Of'hlS meaning and 1nterpreta-‘.
tion of art would be lost with it. He alsoichanged.the title’

‘of the work to Thé Renaissance: Studies in Art gnd Poetry,

‘ . . 1argely in response to Mrs. Mark Pattison's criticism that

.

b the orlglnal title was "mlsleadlng" because‘"thé/hlstorlcal

| B element ig preCLSely that which is wanting, and its absence ° )
1k

i

makes the weak place of the whole book."

Desplte a life- long T g

12, Pater once complained to Edmund Gosse; "I wish they
wouldn't call me a 'hedonist,' it produces such a bad effect: |
on the minds of people,who don't know Greek." (Critical Kit-
Kdts, p.258). He clarified his phllosophy and meaning, and
freed hlmself from "the charge of 'hedonism'" in the "New

Krenalclsm" chapter of Mariug, particularly in vol. I, pp.
1ho-152 / : ‘

13, Benson, p.181. .. - ‘ b . 3

: 14. In "Art, " a review of several volumes, "Ancluding The. '
Renaissance, The Westmlnster Review, NS h3 (1873), pp 639-40.

t \
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attempt to réstate, in more subtle terms, his real meanings
and intentions in his subséquent critical and fictional works,lj
and despite the generai acceptance and intelligent appreciation
of @osf of his works, Pater, perhaps because of ;is uﬁéntagon-
istic temperament, did not manage toschange fhe publié image'
which was cast'in the 1870s.” To those who did not know him

he remained as Mr. Rose. As we saw in the introduction, it

is an image that his biographers and critics, with a small

number of recent exceptions, have chosen inexplicably to per-

 petuate rather than rectify.

g ¥
No small contrlbutlon, of course, to the prevailing

shaded view of Pater up untll the new critical light of the

L9ubs and 50s was the unlntentlonally harmful sponsorship of
two ma;or literary flgures at the turn _of -the century, Oscar

W1lde and W.B.'Yeats.16

We have already touched upon Wilde's
role in creating Pater's image; we should allow here that it

was not all negative. Had it not been for Wilde's patronage

. of Pater, he probably would be éven more in the shadows than -
T \ .

he now is. Wilde did succeed in ""popularizing" Pater to some
extent, but, as I have noted, the circumstances of the close
of Wiide‘s career,'when he waé convicted on charges'relafed

to his homosexuality,’were detrimeqtal to Pater also, even

although Pa#er;s homosexuality was infinitely more discreet

"than Wilde's. Even in his deliberate attempts’ to progounce'

»

-

15. In replacing the "Conclusion" in the third edition of
The Renalssance (1888) Pater revealed that he had "dealt more
Tully in Marius the E 1curean ‘with the thoughts suggested by
it" (Renalssance, 233;

16 . Another partlcularly mlsguldbdand even malicious treat-

/
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on Bgfgr's behalf, however, Wilde was of ten miéguided. As
Harold Bloom notes in zggzg; "Wilde had gﬁe-unitary tendency
to reduce Pater to literalism éhenever‘he read him,"17 Bloom's
chapter on "Pater and the Poetry of tﬂe 90s" is a welcgme \
attempt to-free Pater of the misconceptions of his early
readers and critics and see his work, and hié i@fluence,.for,
18

what- it actually was then and is now. In this connection he

discusses Yeats' role in originating and perpetuating some

- myths about Pater’ rks:

Yeats did Pater a notorious disservice when he began
the Oxford Book of Modern Verse by printing in yers
libre the famous purple passage on the Mona Lisa. )
+ + To Yeats this was a vision of the flux, where the
individual was nothing. . . . This seems a paradoxical

reading of Pater, who was interested in the assertion
19

of personality against the flux of'sensationsf
Yeats' reading egitomizes the kind of misunderstandiné
that Pater's early works 1n particular have been subgect to
from the time of their publication to the present day Pater' s
method 8f indirect expression of ideas in an often involuted
and éircumiocuted prose st&Ie allows his less attentive readers

to interpret his words in a number of ways. Most qhgggthhe‘

most obvious, or literal, reading. It is ironic, that although

ment of Pater is offered by Paul Elmer More in The Drift of
Romanticism (New York: Houghton Mifflin, 1913).
17. Yeats (New ¥ork: Oxford Univ. Press, 1970), 32.
18. In th the area of Pater's influence, Bloom's Introductlon
to Selected ertlngs of Walter Pater {New York: New American

‘Library, 1974) 1s highly perceptive and suggestive.

19. Bloom, Yeats, pp.30-31.
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3

Pater Qoulq probably have been less misunderstood had he
presented his 1deas and theories in a less complex, more
incisive prose, hlS indirect, highly quallfled and guarded
style is largely a consequence ‘of the_antagonism that met

the more ‘direct expression of his ideas ae they were presen-
ted in a series of essays he delivered as a member.of the

"0ld Mortality" eociety before hevunderfook most of the esseys
which were to comprise(S}gdies ifsthe History of the Renaissencego
Yeats.'likega good many of ] 's readers, preferred "surface

21

to substance,” and paid more attentlon and adulation to the
poetry of his"prose than to the s1gn1f1cance of his philosoph-
‘1cal ldeas. For Pater's llterary 1mage it was unfortunate that °
-a poe% of Yeats' stature should make so public his own mis- .
guided appreciation and‘interpretation of Pater's words. In

loom's estimation, "That Yeats himself came to misrepresent

Pater has provided part of our difficulty in seeing Pater

pl 'p, for Yeats is perhaps the most eloquent misinterpreter
in/the language."22 | |
Bloom here uncovers the difficul%y that modern Pater
criticism must face, simply,“seeéng Pater plain. It is only
,recentlyaand sporadically that critics have peered ﬂhrough

the distorting film of Pater's image and reputation to view

the man, and much more‘importantly, the works, "as in themselves

20. Pater's membersﬁ&p in this society and some of the essays
- he delivered there are discussed by Gerald Monsman in "01d.
Mortality at Oxford," Studies in Philology, LXVII no. 3%
(July 1970).
21. Lawrence Evans' judgment of Benson's preTerence in
Walter Pater.
22, Bloom, Yeats, 'p.2k.
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they rea£g;\;;;." Until recéntly, Pater was seen much as James

-saw him in the year of his death, "vaguely, in an uneasy gloom."

Before'the recent "reﬁaissance" of Pater criticism,'.to
the modern literary sensibility Pater's works had, for the
most part, died with him. The posthumous image of Pater was
Mallock's languorous Mr. Rose, Wilde's art-for- art s-sake
aesthete, Yeats' decadent pro;e poet, Ellot's 1ntellectual
and religious cripple. In. the company of Ruskln- Newman, "Arnold,

Mill, Carlyle, and other eminent Victorians, Pater was eminently

a

forgettable, and his works were lérgely forgottenr. Recent crit-

U NIAR™ U o e
~

icism and a few modern biogrpahical studies have begun a process

~

of revaluation by which Pater's works have become significant
to the modern literary‘consciousness. General studies like
that‘by‘C.M. Bowra have attempted to repaint the portrait

of Pater more accurately. Notwithstanding the initial hostility

towards Pater's first\volume;:he,maintained a central and vital ~

position in the literary circles of his day:

!

Despit@»ité self-confidence and its self-;aghteousness,
despite its noble devotions and its admirable serious-
ness, the Victorian age had Jost its great creative im-
petus and needed new hope and new vigour. For some men
Pater . . . brought a message of revival and almost of
salvation. . . . Pater answered some urgent need in his
. time. It was “he, and not Jowett or Mark Pattison, whom
clever young men from London, -like Edmund Gosse and
William Rothenstein, visited when they c ame to Oxford;
it was he to whom asplrlng wrlters sent thelr work for
criticism. In a perfod of doubt and anx1ety he seemed
. . 'I ) \\\ N ¢
\
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to have something to %yJ'which was_worth heai‘ing.23
The new image of Pater projected by such blOgraphlcal
studies as those by Iain Fletcher ahd Gerald Monsman has been

v

comg}emented by more obgect1ve~dnd fgkr—mlnded analyses of

s

his works. Pater is emerging_ffom éhese moderq stuaies as a

profound thinker trying to come to- terms with f@e new scien- ?
+« tific "discoveries-and intelléctual questions of his era, and

as an ;nnovatiQe wr}tgr‘of iﬁagiﬁatiye criticism and fiction, Y

unique among his Victorian contemporaries as a harbinger of

twentieth-century attitudes, themes, and techniques.

. .
Ml -
% e I1I - . - .

An in-depth discussion of Pater's critical‘writings is
not germane to the main focus of this thesis, which is prim-

arily concerned with figtional technique. However, those aspects .

P

- '
q&%Pater's'qriticism which affected his fictional techniques,
) and which influenced both the critical and fictional works of
Henry James and James Joyce will be discussed; along with

related fiélds of Pater's criticism. As we noted in the intro--~

P

duction, a movement from criticism to fiction is common to all

three pf‘thesé writers, and a brief discussion of each of their

¢ ’ s o

' critical works is essential to an analysis of their fictional
techniques.

" Preliminary 1o a disGussion of Pater's importance as an
Con e ) . . . . )
influential nineteenth-century writer is a view of him in -

E had

23. C.M. Bowra, "Walter‘Pater," in Insplratlon and Poetry
(London: Macmlllan, 1955),"p.201. ' °
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relation to the other great writers of his day. Part o}'the
failing of a good deal of Pater criticism ii;s in the repeated
téndency to present him as an isolated writer, oﬁt of touch
with the main literary and philosophical movements of his age.
To this end Pater's own statementé regarding the impenefrable
isolation of the individual have, been ruthlessly ana uncritic-
ally applied. On'the other hand, it is no accident that some

of the best studies of Pater's critical works may be found

within larger studiesyof art criticism in the nineteenth centurx. (

The single essays on Pater 'by Graham Hough in The Last‘Roman%ics

and Solomon Fishman in The Interpretation of Art-afé'twooexam-

ples. Both of these work#® include essayé;Bﬁ Ruskin and both
authors expllcltly state their 1ntent10n of tracing the dewvel-

opment of a crltlcal theory of art through Ruskin to Pater,

- and from Pater through wrlters and critics such as Yeats. Clive

Q

. Bell, and Roger Fry.

Fishman's essay offers the most elaborate discussion of
Pater's clos%.felation to Ruskin. Suggesting that “"the tone

of the essays which constitute the body of The Renaissance

oo :
was to some extent determined by Ruskin's presence at Oxford

gs Slade Professor,zu-Fishman argues that "Ruskin was the in-
Voluntafy progenitor of the aesthéticism with which the name
of Pater is associated.ﬁzs While allowing for "a fundamental
disagreement concerning the ethical import of Q}tf" Fishman
maintains that "Pater's visual response fo painting was deter-

24, Fishman, p.48
, 25 Ibld, P. 47 . <
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v
mined by Ruskin. . . . [His} art criticism .is a direct con-
26 i :

tinuation of Ruskin's.”™" Although the fundamental disagree-
ment between Pater .and Ruskin on questionsggf art and morality
is manifested in almost all of Pater s essays on art, Fishman s
observatlons on.- thelr relationshlp are significant: Pater prob-
ably- owed more to Ruskin than is generally conceded.

Monsman too detects in Ruskin s dogmas a negdtive lnfluence

on Pater which had some effect on the composition of The Ren-

aissance: "Whereas Ruskin had celebrated the Middle Ages and

denounced the Renaissance as a 'foul torrent' corrupting pure

Christian faith with pagan sentiments, Pater protests the crit-

icism of art by moral standards and aspires to reverse Ruskin's

condemnation: of the Renaissance as immoral and therefore un-
artistic."?7 . |

Pater's relation to Matthew Arnold has alsb been commented
upon, but as with,his relation so Ruskin, more investigation
into .this area would be conducive to a better understanding
of Pster's\works as they concern fhemselwes with contemporéry
critical issues. The most comprehensive aﬁalysismof Pater's

<

relation to Arnold (and to Newman) may be found in David J.

Delaura's Hebrew and Hellene in Victorian England: Newman,

Arnold, Pater. This excellent study takes up Eliot's purpose

of indicating "a direction from Arnoid, through Pater,.to thg

'‘nineties, with . . . the solitary figure of Newman in the

28

background." It is'invaluable in establishing the pervasive |

¢

26. Flshman. +59.
27 . Monsman, Walter Pater (Boston: Twayne, 1977), p. 51
28. Eliot, p.379.
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1nfluence of Arnold and Newman On Pater; partlcularly in his
chapter on "'wlnckelmann and Pagan Rgilglbus Sentiment" De-
Laura argues that Patgr s treatment of Hellenism (and its
6pppsition to Hebraism) owes a great deal to Arnold's essays
andalectures. ' ’ . . | - s

*

Arnold's effect on the composition of Studies in the

make up The Renai-ssance.j'29 More specifically, Geoffrey Till-

History of the Renaissance has also been noted. Richmond !
Crinkley argues that "it was always with Arnold's ideas in

the background that Pater applied himself to the essays that

otson sees in Afnold'sfobjec%ivity and particularly his dis-
missal of the role of personal impressions in criticism and
appreciation a negative influence on Pater and a stimulus for

his emphasis on subjectiye impressions:

Arnold's phrase "the object as in itgelf it really is" B
was for rescu@ng’the object from the clutches of the '
individual. Pater was for clutching it closer. . . . - -
For Arnold the object lay in the external world sharply

clear for anybody who had not blinded himself with gome

insular or provincial zeal or other. For Pater the ob-

ject as it really is lay in the privacy of the.individ'--,n

ual impression of it,30 " A

Two of Pater's most,éent;al precepts then, seem to have

their. origin in his reactions to the ‘theories of his two

famous contemporaffés;aRuskin's dogmatic moralizing and Arnold's
gtress on objectivity did not go unchallenged by Pater, his
29, In Waltér Pater: Humanist (Lexington: Univ. Press of

Kentucky, 1970), p.14. »
30, In Crltlclsm and the Nlneteenth Century (London* Univ. .

. of London Press, 19517. p.108, .. , ' .

, 0
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own views reflect his response and opposition to theirs.
Clearly, Pater's views on the relation of art and moralit&,
and his theory of personal impressions stemmed primarily not
from his pérsonality, but from his intellectual involvéﬁe&}
in thelart;;tic and philosophical depates of his age’. The™

theories and ideas Pater expresses .in Studies‘ig the History

of the Renaigsance represent his response to such earlier

works as The Stones of Venice (1851, 1853), Modern Painters

(18#3 60), and Culture .and Anarchy (1869).

Pater's more falr-mlnded critics have noted that, far

- from taking the fin-de-siécle view that art is divorced from

life and ﬁorality, his™ultimate concern was ethical, growing
out of his personal predicament with respect to the religious

crisis of his age."31 Graham Hough notes that Pater is "insis-

tent on the glose connection between ethics and aesthetics,"le

while Ruth C. Child suggests that his mature philosophy.re-
flects an attitude directly opposed to .that which he has
repeatedly been accused of adopting and encouraging:

‘Some of Pater's latest utterances seem definitely hostile
to the idea of art for art's sake. . .”. Thougﬁ he may
stlllsbelleve in art for art's sake in a certain sense,
hls view is no longer a one-sgided, narrowly "aesthetic™

w—ohe 1t has become wisely balanced, soundly proportioned.
While he still rightly denies that art "a# such” has any .
'external moral or religious aim, he recognizes also that
it does 1ndeed accompllsh an important ethical: result in i
enlarglng and orlentlng the soul. 33

31, Fishman, p.55. A

32. Hough, p. 161. :
33 In The Aesthetic of Walter Pater (New York: Macmillan,
19 / .

0), pp'Bi.Sﬂ
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Pater's early theories did not arise in defense of
anarchic aesthetic-radicalism or th‘e“%separa-tion of art from
life and morals. Rather they represent his exhortation to‘ a
,cultivate more meaﬁingful values based on relativism, instead
of the absolotist values of Arnold and Ruskin. It is not a
sweeping generalization to say that all of Pater's critical
theories, his fi"f:tion. and even his fictional method, are
baéed upon his early and persistent’ view ofbthe relative
nature of the ur:.xiverse and aktl thiﬁgs in it., In ones of Pater's |
first essays, his paper on Coleridge (1865), he establishes, '
at the very beginning, his sympathy for modem thought:

Modem thought is dlstlngulshed from anc:.ent b§ its !
cultiyation of the ™relative" splrlt in place of the , . '
"abgolute.” /Ancient philosophy sought to arrest every
object in an eternal outline, to fix thought'in a nec-
egsary formula, and the varieties of 1life in a classi-

fication by "kinds,"™ or genera. To the modern spirit , _ 3

nothing is, or can be rightly known, except relatively e )

and under conditions. The philosophical conception of ’ q

the relative has been developed in moderr{”ftirhés'thro'u‘gl} I 3
* the influence of 'the soiences of observation. (Appre- ' - 4

ciations, 66)- o Co -]

As Hough has noted, Patér "quite complacentl:} ider(tifies
himself with modernity. "%‘Hls phJ.lOgophlcal views reflect hls
understandlng of contemporary theorles of sc1ence and phlloso—
phyL his own work. as we have noted, is very much a contmua-
tion and a response £6 the contemporary work of oth&m Patér g
adoptlon of the relat:we spirlt was 1nf\.uenced by his preoccu- .

pation with the perpetual flux of the unl\verse, his knowledge L

34, Hough, p.;j?.' -
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of dreek'philosophy. particularly'Heraclitus. and his reading
o of the Engllsh and German philosophers of the elghteenth and

; nlneteenth centurles, among them, Hume Mill, Hegel, and Swe-

f «\/V
1

f

denborg. Relativism formed the background for all of his crit-

ical and fictional writing. It was not a phenomenon that troubled
. ~ - -

Pater; rather he. found relativism exciting and inspirdtional.

\il - In Hough's view, "he shows considerable willingness tq involve

f 4 .
himgelf in the flux."35 His works exhibit his disapprpval of

-acctepted moral codes; "Pater's. aim is not to defend a threat-
ened set of moral values, but to release the sensibi ities,

. o . \ "36
O td set them free to form new ones.

s

®

't:¥ N ’ Studies in the. History of the Renaissance ig a monument
. - B - to this aim. Here we agaln find a stress on relativism, and
what relativ1sm means for aesthetlc cr1t1c1sms

Beauty, llke all other qualities presented to human-~
experlence, is relative; and the: definition of it

. . ‘ becomes unmeanlng and useless in proportion to its
*aﬁstractness. To define beauty, not in the most.
ébstract but in the most concrete terms possible,

to find not its universal formula,'hgt the formula
which expresses most adequately this or that special.
‘manifestation of it, is the aim of the true student

ot e

[ ' . of¥aesthetics. (Renalssance, v11-v111 xix)

-

Pater 8 next sentence is the onme whlch gstands Arnold's absol-

a# o utist axiom "to see the object as in itself it really is"™ on

~

: its head by introdﬁcing the relative, subjective, personal ' _ .
impression as the more meaningful standard of judgment: "in

aesthetic criticism the first step towards seeing one's object

b s ‘Hough, p.137. \ T -
N ' - u ’ - ., .
. 3. Ibid., p.138. | - <
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as it really is, is to know one‘s'impressign as it really is,
to discriminafe_it. to realise it distinctly" (viiisxix).

In all of his studies of the art and poetry of ghe Reﬁ—‘
aissance Pater maintains his foeus on relative values. The °
estimation of art on strict’moral grounds is, of course,
anathema to Pater's view. Thus Botticelli, gbose “morality
is-all sympathy.""sets for himself the llmits w1thlA which
art, undlsturbed by any moral ambltlon, does its most sin-
cere and surest work" (55-56;43). In the Leonardo essay Pater
makes the following distinction: "Other artists have R
set moral or political ends above the ends of art; but in hlm
this solitary culture of. beauty seems to have’ hung upon a klnd
of self-love, and a carelessness in the work of srt of all but
art itself.”. . . for him, the novel impression conveyed, the
éxquisite effect woven, counted as an end in itself=-a ﬁerfect
end"(117;92) . Twenty years later he desc;ibes Plato as an early
precurgor "of  the modern notion thst art as such has.no end
hut its own pe%fectlon,—e'art for its own: sake'"(Plato,: ).

Though the last paragﬁhph of the essay on "Styl (1888
has been regarded by some critics as a concessxon by a more
matureé Pater, it really does not reverse anything he had sa%gns
before. It merely makes, as Pater had always done, the rather
nl¢é dlstlnctlon that although art can be, for some,,splrlt-
ually or rellglously upllftlng, 1t should not be expressly

- .n

created for these ends:

L d

Given the condltlgnSxI.have tried to explain as con-_.
stituting good art;--then, if it be devoted further

@
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'to the increase of ,men's happiness, to the redemption
of the oppressed, or the enlargement of our sympathies
with each other, or to such presehfment'of new or old
truth about ourselves and our relation to the world as
may ennobte and fortify us in our sojourn here, or imm-
ediately, as with Dante, to the glory of Goa, it will

= also be great art; if, over and above those qualitiesg

I summed up as mind and soul--that colour and mystic
perfume, and that reasonable structure. it has some-
thing of the soul of humanity in it, and finds its
logical, its architectural place, in the great structure
of human life. (Apprec1atlons, 38) ’

Furthermore, while noting Pater's quallfldatlon in the first

2

sentence of the paragraph, "the distinction between great art

and good art depending immediazeizbﬁgg regards literature at

all events, not on its form, but on its matter;(38; italitcs

added), Solomon Fishman argues that the conclusion of "Style"

"is not necessarily to be viewed as concession to his detrac-

Qe

. tors nor as a renunciation of his former views; _since it largely

exempts the non—llterary arts. n37 Pater' s v1ews on the relation

of art to morallty, partlcularly as they are expressed in The

Renaigsance, arise froq his sympathy towards the -relative
spirit of modern thoaght rather than from a decadent aesthet-
icism. § ° R CL

| Reiativism is also the source, as we have seen, of his
theories of subjective percep%ion and personal iﬁpressionsf

In the Preface and, of course, in the‘"Cohclusion" Pater ex-

poundszand develops his. theories on subjectivity and impress-

-

. 37. Fishmah, p.66. ' ' .‘ ‘ o PN
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ions, but throughout the work subjectivity and understanding

La Gioconda, as has been.pointed out, has intrinsically little

to do with the actual painting; it is essentially a verbal

"The School.of Giorgione™ opens with a discussion of. the un-
translatable elements of each art form;

the forms of any other, an order of impressions distinct in

the senses"(Renaissance, 130;102).

of the works of the "Bchool 6f Giorgione" 'is a series of im-

are largely a function of impressions.
' N -

' transcription, in the manner of symboliét poetry, of the im-

‘preséion that is felt (by Pater) -when the painting is beheld.

.kind," and how art addresses "the ‘'imaginative reason' through

-

pressions:, \

/

In sketch or finished picture, in various collections,

we may follow it [the‘influence of musicJ through many

intricate variations-,menkfainting at music; music at
the pool-side while people fish, or mingled with the
gound of the pitcher in the well, or heard across runn-~
ing water, or among the flocks; the tuning of instru-
ments; people w1th intent faces as, 1f listening, like

Bhose descrlbed by Plato in an 1ngpn10us passage of the

Republic, to detect the smallest interval of musical
gound, the smallest undulation in the air, or feeling
for music in the thought on a stringless instrument,
ear and .finger refining themselves, infinitely, inwdite
appetiﬁe for s t sound; a momentary touch of an in-
strument in the twilight, as one passes through some
unfamiliar room, in a chance company. (151;119)

His treatment of Du Bellay's poetry is also rendered in such

impressionistic terms; in "D'un Vanneur de Blé aux Vents"

o

The famous passage on

"untranélatablé into

e s Gk T At M Sbtmerac e < e e et St e G
W

Pater's discussion itself
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One seems to hear the.measured motion of the fans,
with a child's pleasure in coming across the" inci- . N
dent for the first time, in one of -those great barns
fof Du'’ Bellay's own country, La Beauce, the granary
of France. & 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 vanished, because it was pure effect; but it
leaves a relish behind it, a longing, that the: acci-
dent may happen again. (176;140)

It_isf of course, in the "Conclusion" that Pater Ffers

his fullest trqatmeht of pefception;through impressions.
; Beginning with the,sciéhces'of oE;;fvation'he describes how

é ' ' Af first sight experience seen® to bury us under a
B flood bf,e%ternal objects, pressing upon us with a
sharp and importunate reality, calling us out of .
ourselves in a thousand forms of action. Butf@hen
reflexion begins to play upon those objects they
‘are dissipated under its influehce; the cohesive
force seems suspended»like some trick of magict
each opject is loosed into a group of‘impressiéns

e R
.

\“ , ' --colour, odour, texture--in.the mind of the obser- v
ver. (234-35:187) > ’
’ / ,: Through subjective percepfion and reflection, h';t',he narrow ,

3 chamber of the individual mind," experience is "feducedvto

a group of impressions"(235:18?). This rather Eolipsistié

view of reality was not intended by Pater to be taken too
literally; he merely wished to present his view of the rel- '
ativistic werld, and the_conéequences,gf relativism.‘and o

later, how we may deal with‘%he phenomenon and its consequences.
RN ..
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The emphasis placed on the individual mind.add the isolation

of the individual is essentially the' same as that placed on
+ \\
the individual impression in the Preface and on individual

judgmeﬁt in Marius: "the individual is to himself the measure
of all things . . .Ehe*mus?] reiy on the exclusive certainty
fo himself of his ,own impressions” (§J133). '

‘Pater goes on in the "Conclusion” to introduce another
of 'his central precepts,. the "moment" of impression:

Analysis goes a step farther still, and assures us
that those impressions of the individual mind to
which, for each one'of us, experience dwindles down,

"are in perpetual flighty that each of them is limited

.-by time, and that as time is infinitely divisible,

' each gf them is infinitely divisible also; all that
is actual in it being a single moment, ‘gone while we
try to-apprehend it, of which it may ever be more
truly said_ that it has ceased to be than that it is.
(Renaissgnce, 235;188) @

The privileged moment of impression is treated elsewhere by

Pater in more detail. In “The School of Giorgione"” he describes

«

it'as the privileged moment of pércpption. a phenomenon about

‘which a'goo@ deal of his‘cripical and fictional work revolves:

Now it is parf of the ideality of the highest sort of
dramatic poetry, that it presents us with a kind of
profoundly significant and animated instants, a mere
gesture, a look, a smile, perhaps--some brief and wholly
concrete moment--into which, however, all the motives}
all the interegts and effects of a long history, have
condensed themselves, and which seem'to absorb past

and future in an intense consciousness of the present.
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Such ideal instants . . . Earé] exquisite pauses in time,
in which, arrested thus, we seem to be spectators of all
the fulness pf exiétence,‘and which are like some consu-
mmate extracg or quintessence of life. (150;118)

~

These are "perfect moments" in which acute understanding and

' perception are crystalized at once. Et is by discriminating

"every moment some passionate attitu&ei" by *for ever cur-
iously testing new opinions and cqurtiné new impressions"
(237:189) that we may find some pattern of continuity in the
relativistic flﬁx. Success, for Pater, is maintaining the
ecstasy of ever-renewed impressions. As Harold Bloém has
noted, "Pater did not press for finalities in 1life or in art;
hig doctrine implies that all finalities are diéasters."BB
Pater's perception'of the flux and of the imppssibility of

an absdlutist view, and the relative spirit which'this percep-

“tion gave rise to within him are largely responsible for three

of his most central cfitical theorieg: those concerning the
relafion of art to morality, the pe;sonal impression, and the
brivileged moment. His critical preoccupation with the iden-
tification of matter ané form, and hié diligent attention to
sgyle;and form in his own work may also hav; arisen.in part
out of his ?elative‘spirit. As we shall later investigate,

if form and order are not to be discovered in the actual uni-
verse, than they areat least po§sible in the world'of art;

artigtic form and the harmonious blend of form and matter are

desirable effects in-a world so unordered and changing.

38. Bloom, Yeats, p.32. '




At M IS 4 e

42

L

N~ Pater even conﬁects his preferredvliterary form, the
imaginative’ essay, "that characteristic literary type of our
own time," with the relative spirit: "Strictly appropriate
form of our modern philosophic literature, the essay came
into use at what was really the'inveﬁtion of the relative,
or 'modern' spirit, in the Renaissance of the sixteenth cen-
tury” (g;gzg; 174-75). In a breparatory paragraph for his
chapter on "Pafgr and the 'Relative’ Sbirit" Anthon& Ward
sees Pater's temperament and his chosen‘literary form as a
direct manifestation of his preoccupation with'relativisms

The~habit of mind Pater attempts to create in himself -
" in response to the discoveries of the scientists, he

calls the 'relative'spirit'. This is the temperamental
response to the 'perpetual flux'. . . . It is a part of
the fundamental streben (as he would say) in his mind.
The literary forms which gradually evolve in the course
of -the work grow out of a view of consciousness which
is based on evolutionism. They serve to express it as
much as théy serve to shape and control it, or, to use
another characteristic Paterian expression, to 'lay it .

to.rest'.39 1 5

Those aspec'ts qf ?Ater{s aes??etic whicﬁ‘grew out Qf his
re}ativé spirit are largely the aspeéts which influenced modern
literature. His. views bp thelrelation of art to mordlity helped
to form those of many modern critics and novelists alike,‘in-
cluding Henry James and James Joyce;, his préo@%upatioﬁ'with

litérar§ form and the identification of form and matter has

had a parallel in both modern and post—dodern 1ite£aﬁure; and

-

39. In Walter Pater: The Idea in Nature (London: MacGibbon
& Kee, 1966), p.24.
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Wendell V. Harris has suggested that "three closely linked

L

elements of Pater's critical theory--the interests in the
brief moment, in the singularity of individual experience,

and in the unusual experlence-—could almost constitute the
S

theoretical basis for the most mérked lnnovatlons in twen—

tieth-cehtury fictlonu"uo Pater's relative spirit, then, is

important for an understanding not only of his critical
theories, but of his fiction, 'and much of the literature

N

of this century. | ’

L At
Iain Fletcher begins ﬂis monograph on Pater with“a brief
discussion of the "prejudice and fashion" that he feels are
to blame for the significant lapse’ in Pafer studies between
the years following his death and the 1940s:

The modern crltlc is often suspicious of any work which
falls outside fairly strict categories: how can he com-
pare such work with others and 'place’ them with suit-
able conviction? This difficulty~2pplies to Pater with
,péculiar.force. His work seems to lie in a twilight of
categories between criticism and creation; between art
and literary criticism, belles lettres, classical schol-
arship, the journal intime and the philosophicalvnovel.ui

This is an aspect of Pater's writing that has been commented
- @ - . '
upon by a number of critics; it is also one that is "important,

. . as we shall see, for his influence on modern fiction.

[
A I

4o. In "Pater as Prophet," Criticism, 6 (1964). P. 355
41, Walter Pater (London- Longmans, 1959), p




A.C. Benson was the first to note that Pater's work
"indeed is only critical in form, but .essentially creative
in spirit."uz‘Patef must have felt that the rejection of

‘Studies in the History of the Renaissance on.the grounds

. that it fails badly in offering historiqﬁ} or téqppical eri~
tiques and judgments was misdifected,and-shallow,‘especially .
as he had so meticulously defiqed his own views on the duties’
of a critic in his Preface: .

the function of the aesthetic critic is to distinguish,

to analyse, and separate from its adjuncts, the virtue

by which a picture, a landscape, a falr .personality in

life or in a book, produces this special impression of » °
beauty or pleasure, to indicate what the source of that
impression is, and under what condltlons it is experlenced
His end is reached when he has disengaged that virtue,
and noted it, as a chemist notes some natural element,
for himself and others. . . . What is important then,
is not that the critic should possess a correct abstract
definition of beauty for the intellect, but a ceptéin

" "kind of temperament, the power of being deeply moved by
the presence of beautiful objédts.' (Renaissance, ix-x;

o

'xx XXl)

Indeed Nersonal definition of the Renaissance,’"giving

it a much wider'- ope than was intended by those who originally
used it to denote 1 at.revivél of.classical‘antiquity in the

fifteenth century"(xii;xxiiT,“shoulé have beén enough for the .
early reviewers to realise his intent and interests. It is 'the

“general excitement and enlightening of the human mind. . .

i
.

42, Benson, p.66. . ~ R
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The 'outbreak of the human épirit"(xii}xxii). that Pater under-
stands by the Rena}ssance, and he is prepared to note and dis-
‘cuss it wherever and whenever it occurs. In the individu;l

— essays Pdter is more concerned with isolating and discrimina-
ting the central quality or virtue of the artist's wbrk which
makes an impressioﬁ upon him, and with‘relating that impression -
to éhe reader, than with»methodical 6r conventiogal analyses

of hlstorlcal or technical aspects of the art- works ‘As Gerald

Monsman notes whlle dlscu551ng the theme of reblrth in Pater's

work, "Pater s real subject was not the hlstory of the Renai- -
* ’

gsance, but the renascence of history--the:continuous rebirth

mof.cul'l:t,lre."""3 ) . I

- Pater;was a naturally imaginafive and creativé‘writer and
thinkgr} who, like a number of other creative'writers, made pis
literary debut as a critic. With some -early experiments. in verse
he pro;ed to himself that poetry could not be his métier, and
chose instead imégi@ative prose. In an 1888 letter to an aspir-
ing Arthur Symons he offers ;ome’insight into iis thoughté on
this matter: ' / ‘ : 0’ , o

I think the’present age an unfavourable one to poets, L ’
at least in England. The young poet comes into a gen-
‘ eration which has produced a large amount 6f first-
. rate poetry, and an enormous amount of good secéndary

poetry. You know I give a high place to the literature

of prose as a fine art, and therefore pope you won't

think me Brutal in saying that the admirable qualities .

ofsyour verse are those also of imaginative prose; as

43. Monsman, Walter Pater, p.54.

. . .
Ferd T .
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, the essay was, given his relativistic views,. the literary
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I think is the case also with much of Browning's finest
verse.
There is little indication that Pater was ever enthusiagtic
about conventional ficfiomal forms. The only novels he re-

v

viewed throughout his career were Mary Augusta Ward's Robert

Elsmere and Oscar Wilde's The Plcture of Dorian Gray, two

works whose subJect -matter had a speblal s1gn1flcance for

Him. In 18?1 he wrote in a letter to Frank Harrls, "] read

-

"almost no English :f‘:i.c‘t:ion."u'5 The major 'sources of influence

on his work are French griticism and fiction, English poetry,
and German philosophy. By the time Pater began his literary

career in the 18605, the essay had become an important 1it-

- erary form in France, whlle De Qulncey had fathered the modern

English tradltlon We have already noted that bater felt that ’

’

form best suited to his purposes. Imaginative prose in éssay
form, them, became the medium of- his creative expression. His,
subject-matter was determined by his interest in cultural
rebirth; this led him to the Renaissance. ~

His formally critical studies, However, were never meant
to be any%hing butaimaginafiveaand,creative in spirit, as
Benson suggésts. Indeed there is often little to “distinguish

his historical portraits from his imaginary portraits, and

"this is as Pater would have it. In his review ¢f Mary Auggeta

L, Letters of Walter Pater, ed. Lawrence Evans (Oxford:
Clarendon, 1970), pp.79-80. . .
45, Ibid., p.118.
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Ward's translation of Aﬁiel's Journal Intime he speaks of

v
"the best sort of criticism, the imaginative criticism; that

criticism which is itself a kind of construction, or creation, &
as it penetrates, through the giﬁen literary or grtig%ic

product,'into,the*mental and inner constitution of the pro-

ducer, shaping his work"(Essays from 'The Guardian', 29). All o
of Pater's criticism was of this type of imaginative critiéism.
The formal and thematic d;ffgrences between the essay gh Pico,

for example, and "A Prince of Court Painters" are minimal. In

T o EwT TR, S T 4

_both works Pater is very @ucﬁ conégrnéd with the cirdumsténce§
?and conditions which groguced the artist, and with determining

the, central aesthetic éuélities of }he artists' work. The half
_ dramatic and half discursive portraits of the artists reflect °

a similar technique in both works: The close relation of the

historical and imaginary péptraits has been probed most per-
ceptively by Gerald Monsman.in his bovok on“ﬁqter's‘?iction:‘

'ﬁis early apprenticeship at yr;ting The Renaissance..
_proved a fine prelude :to the art of imaginary por-
traiture, and by a ngtural and almost imperceptible
progress Pater moves from a fictionalized criticism
to a critical fiction, from the historical portrait
o o ‘the imaginary portrait. The subject matter and
technique remain essentially identical, for Pater!'s
' concern in the fiction is the same as it was in The
Renaissance--culture, its birth and flowering--end . o
all of'his'Dionysian heroes are represented as bring-
ers of artistic and cultural enlightenment to 'their’ -. i
ages., . . s

1

L6, Patef-s Portraits (Biﬁf@g@ii; Johns Hopkins Press, 1967),"

Monsman netes the frequent Vcr ng of lines in Pater's
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,those who view gaxer as primarily a crltlc,'emong “theém C.M.-

_Early French Stories". and "Tibalt the Albigense," and. "Art
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Just as Pater's ‘Subject-matter in his firstlvolume‘is
- .

the” Renaissance, that is, the rebirth of the human spirit,
his form is a-relatively new kind of prose (at least in Eng- ~

land), an imaginative prose that can admirably express the’

imaginative spirit of the art-works under study. Pater's aim

=

is to ré-create the spirit of the age by verbally refpresen—
ting (as was noted, in the manner of s&mbolist poetry) the
impressions both felt and crpatea by the -artists in their °
work. In this sense the book itself consists largely of a

group of impressione, é judgment which is confirmed by .at

least two of Pater's critics. Richmond Crinkley notes that -
“the essays themselves staﬁd as Pater's body of impressions

gathered from the works of a particular periad;'"}+7 while

Graham Hough ergues that "Pater's critical writing then hust
L3

¥

be regarded mainly as a series of 1mpres51ons """ As we shall

e f
see, this is a tethnical aspect of Pater! s_ilrst two flctlonal

1]3 » .

works also.

Just as Patef's critical works adopt many of the tech- .

niques of imaginative prose, hig fictional work tor;;Be ex

tent, retains some of the aspects of crltlcal writing. For ' . .

ion and crltlclsm. Pater undertaklng the -one because of
terest in the other(172), ahd\reveals specific corr-
‘between "Pico della Mirandola" and "Apollo in
Picardy,™ Plato and‘Platdnlsm and "Emeréigggthwart " "Two ~

Notes in Northern Italy" and. "Gaudioso, the §EQQEE." - . 5
L7, Crinkley, D.5. : . ,
Lg. Hough, p. 160. : B
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Bowra, Pater never really discarded the form and ‘Ehem‘ess‘of
the critical essay: "In Pater the creative artist was ham-
pered by the critic. and the thinker. His characte‘rs and his

situations have a static quality, as If they were wo ks of

' art on which ’he excercises his imagin tive understan ing. w49 . i

Although this offers a perspicaciot}s %1impse of Pate 's fic-

tion, it :makes a negative value judgment and tends to over-
‘i

simpl'ify the complex relation between Pafer's critic l and
fictional werks. - SR L

Some'aspects- .of this relation and Pater’s first |step out o
of criticism into fiction have been ‘taken up by a nunlbe‘r"of

kY

cr}.tlcs. The most s1mtﬁ‘l1stlc -theories suggest that Pater ;

simply outgrew the critical essay as’a means of e'xpressin-g

[

-that after spendlng the five years following "the publication o

Greek studles, a.nd the essays on Roma.ntic1sm and Glorg:.one,

" work, .and to use h}é own

©

a.n ever mcreasm% wealth of imaginative and creatlve ideas.

H:Ls own mnovatlon, the 1mag1nary portralt was the result,

°

accordlng to thJ.s view, of a search for a medlum with more ;

scope and more. form ‘for his creatlve powers. Benson suggests -

of Studies 1n the Hlstory of the Reneissance working on more -
&

critigal works, a.mong them the Wardsworth essay, two of\he - Lo

t

Pater"‘bégan to feel the lmpulse to produce original creatlve

lmpressmns, his experlences his
slie'cula.tio‘ns as material for imaglnative treatment n50 This , o

.’umpulse ‘resulted in "The Bowra

¥

Child in the jHouse"(1878).

Bowra, pP. 212
Benson, p.78
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sees Pater's fiction as the result of a kind of-osmotic pro-

. ‘ ‘ !
cess he underwent while writing The Renaissance: "through his

stu‘ldy of the fine art of other men he discovered many inter-

L Y B A T A
£

- esting things in himself which could not be easily expressed

in the narrow scope of the critical es'say. He felt the need -

—

" to express more freely and on a more generous scale the im;.gin/
; ' ative perceptions and far-ranging thoughts which came to him
_Ahrough his studies."51 Finally, Fishman sees the move frim}
historical to imagin;a.ry' portrai‘t,’as a necessary antidote for -
Pater's too subjective a.nd,autobiographical"cri‘ticism..'spec.—

ifically for its sﬁrrende:;ing "to00 readily the possibility

of objectivity. . . . The essays on Leonardo, Botticelli,

and Michelangelo are primarily studies of personality as
reflected in works of art. It is not Pater's inclination to
locate .the source of the specific aesthetic 'virtue' of the

artist's work in his personality, nor the"féuct that he 1is

‘ " drawn toward certﬁ.in artists by temperamental ai‘fin.?sty, that. -
. is at fault, but his tendehcy to identify himself with his |
.. ' - | . subjects, to view them as extensions of his own personality.

’ Pater did eventually hit u?on a literary form, the imaginary

portrait, which suited his gifts more perfectly than the

critical essay."52 I K _ . ,

" The views offered by these three judgments of the devel-

" opment 6f Pater's fiction suggest that there is really not .

e -

. " 'hueh relation between the fictional and critical works; that, |

.51. Bowra, p.211,
5?. Fishman, PP.5’+-,55. .
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in fact, the-critiééi essay and the imagihary portrait re-
flect two separate aspects of Pater's %emﬁerament, the cri-
tical ;;d.the creative, respectively.’? This, it seems to me,
is not so. From his fifst,efkant essay, "Diappaneité"(l&éu),
Pater was, primarily , a creative writer, though the critical
essay wasvh;s first=prefrerggd literar& form, largely for

cq . ‘ ‘ s L
philosophical reasons. Pater was not radically more creative
4

. in the imaginary pb;traits and Marius than he was in The Reén-

aigsance and Greek Studi@sSu~éPlato and Platonism was-his most

o

purely critical work) , just a little more dramatic. @ater;s
imaginary portraits'and Marius represent a direct continuation
of the theopie% and ideas, and to some degree, the techniques;

of The ‘Renaissance and Pater's other critical essays.

‘The approach taken by Monsman and a few other critics
whichuholds that Pater's fiction is,oamong other things“‘a
restatement in more dramatic terms.of the central precepts of

The Renaissance seems more aﬁpropriaxe. If such a theory is

accepted, it may be supportéd by %he plausible assumption that
Pater's decision to write fictional works was encouraged, if

not induced, by the misreading_and negative reaction to Studies

in the History of the Renaissance. The effect that the hostile

reception of hié first Volume had on Pater has been well doc-

53. Although Benson maintains elsewhere that The Renaissance
"is to be ranked-with creative rather than critical art"(36).
54. Witness the disagreement on the placing of"Hippolytus

Veiled~(1889), Charles L. Shadwell, Pater's life-long friend
and literary executor, and Eugene J. Brzenk feeling that 1t
should be included in Greek Studies, while Gerald Monsman
counts it as an imaginary portrait.

. Yy

L

‘.
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"umented by his biographers and critics. It will suffice here

to say that it was considerable and that it remained with him
for the duration of his life. As we have seen, the negative:
reviews were strong enough to have him incorﬁorate substan-
tial chanées in his carefully constructed work. In his app-

raisal of The Renaissance Benson suggests that it reveals

B -4
"the sincerest emotions of a mind at its freshest and strong-

est. No considerations of prudence or discretion influenced-

. . N
his thought." With,the severe criticism and public outrage

prompted by the book in mind, Benson continues, "yef in his

-

later writings one feels that criticism and even misrepresent-

ation had an effect upon him." Benson does not actually argue’

that the negative reaction to Pater's first,book induced the

-switch to fiction, though he does suggest that Pater realized

“that the frank enunciation of principles evoked impatience

o .

and even suspicion"55 in the English mind. Hough notes what
is perhaps a manifestation of this realization in Pater's prose
style:"There is a sense of constgéint, too, in the more highly

56

There seems little dodbt that

Yo

wrought passages, as of a man determined on sincerity, yet
afraid of sa&ing too much."” iﬁb

Patér.was a‘changed man after the publication of Studies in the

History of the Renaissance. If the public reaction to this work

' did make him afraid of saying too much, then besides adopting a

more cautionary, involuted prose style, he may have found it

. ' I
55. Benson, pp.36-37.
56. Hough, p.172,
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reassuring to mask what he did‘Bay in the relatively safe
“¢onfines of the fictional imaginary portrait, regardless of
how transparent his porfrafts would be.57 One of Pater's
Italian critics, Mario Praz, in an introduction to hls trans-

lation of Imaginary Portraits, places Pater's move to fic-

tion in an historical context and views it as -anet unusual

Victorian practice:

Il broblema artistizb\gge si presentava al Pater era
in un cexto senso alfine a quello che dovette risolvere
il Browning, la cui repressa vena lirica s'effuse in-
monologhi drammat1c1 messi in bocca ai personaggl piu
-vari: il Cllma vittoriano era ostile alle confessioni
dirette, ai denudamente dell'anima. Quella proiezione
~ di ge stesso che in Browning riu501<g un abbagliante
' "fregolismo" di travestimenti, le dramatis personae,

in Pater si adagid nella pill riposata ed elegiaca forma_
del "ritratto immaginario”.

o
o

"In utilizing the mask of fiction Pater ,was mérely reacting %o

a facet of Victorian repression: its distrust of avant-garde

ideas and attitudes.

Graham Hough is one of those critics who adhere to’the

theory that Pater's \fiction continues and restates the phil-

osophy‘of The Renaisgance; in his discussion of "why [Marius]‘

does not die a Christian” he‘exﬁlains that in order to embrace

Christianity ra renunciation is required, and to this Pater

.

57. Certainly the only extant comment of Pater's on the rela-
tion of his fiction to his criticism stems out of the controversy
over the “Concluslon“ to The Renaissance (seé p.2 above)

58. Mario Praz, Ritrattl Immaginari (Napoli: Edizione Scient-
ifiche Italiane,®'196%4), p.2. This expanded edition includes
"The Child in the House" and "Apollo in Picardy."

4

-
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never commits himself; the whole development described in

.Marius after all takes plage within the framework of tHe ethic

of the Renaissance. w59 As we have seen, Monsman, too. subscrlbes
to this theory. He reads "The Child in the House" as a "trans-

itional work between TheeRenalssance and Marius" and argues

that in it "Pater's main aim is to defend the morality of

" aesthetic ecstasy itself by dealing in a semi-autobiographical

60

Another recent

-

critic, Richard L. Stein, concurs. He begins his discussion *of

way with the philosophy of his first yvolume,"

Pater's fiction with the observation that "The problems and .

achievements- of The Renaissaﬁce reverberated through the re-

-Emaining twenty years of Pater's brief.literary career," and

4

maintains, that "his fiction can be read asqahseries of thinly

disguised revisions of his first elegant version of history."

-Arguing that each of the Imaginary Portraits "examines the re-

lation of a.particular civilization and a single figure, as if
to test the proposition that under the right condltlons culture

can produce a harmonlous temperament,” Stein suggests that

"Pater's fiction is the laboratory for the assumptions of The

62

Renaissance.""  More specifically he proposes.that Marius "was

planned as an extended fictional elaboration on the aesthetic

63

principles of The Renaissance.”

59. Hough, p.156.
60. Monsman, Walter Pater, pp.75,80. i
61. In The thual of Interpretatlon (Cambridge: Harvard Univ.
Press, 1975), p.261. ) .
22 Ibid., p. 237 ) ‘ .
. " 281 ,
3 PeeBls o . .

61
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These and othern critics have established that Pater's

fiction takes up and develops the philosophy and themes of

The Renalssance; that Pater's thematlc emphases remaln con-

°

stant throughout hls literary career, and in both of his

chosen genres~ The formal relation betweeQ,Pater's critical
P} ‘.~$~ ;'

essays and some of his imaginary portraits’has aiso been treated,

6l

though less than the thematic relation. _wAs‘was suggestgd above,

Pater's method of portraiture underwent only minor changes in

‘the switch from criticism to fiction; the basic technique is

‘the same in both the historical and imaginary portraits.

One aspect of the relation between the criticism and the

_ “fictién'(perticulariy'betweén The Renaissance and "The Child in

the House" and Marius) which has not received critical attention,
however, is Pater's®technique in both the essay and the portrait
of the expression and development of subject by means of the

pr1v1leged moment of 1mpres91on and revelation. This phllosopb;gal

" concept encountered 1n a number of the essays in The Renalssance'

becomes, in an expert blending of matter and form, a technical

link between Pater's criticism and fiction. Just as The Ren-

aigsance is essentially a series of impressions, so too are

"Phe. Child in the House" and Marius (and to seme extent, some °

.0f the other portraits). At least it is as such that the por-

. traits are developed and conveyed to the reader. Pater mdves

deliberately, though at first a little cautiously, from a dis-

cussion and limited use of moments of impression in his crit-

°

64. The only rewarding study of this relation so far is
Monsman's in Pater's Portraits. '

+ e . itk 14 AT s b g T <o St
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icism, to a further discussion and much more elaborate use
of them in "The Child in the House" and Marius. Monsman has

suggested that in the essays of The Renaissance Pater "found

the materials of fiction; and one may say that the title of
his first slim volume will serve as the metaphor of his fut-
ure thought, for it involves an attifﬁde toward 1life funda-
mental to his art, and each of his portraits will recount

anew the myth of renaissance."65 In the following section

we ‘shall try to establish that this "first slim volume" pro-

vided Pater with not only the subject-matter of his. fiction,
but also with the method of expression and development for at

least his first tﬁo experiments in fictional form.

IV

In his discussion of Pater's modernlty in 1957 James
Hafley noted the total absence of any account of Marius "that
deals with anything but L?S 'ideas'. It has lived [ﬁe contin-
'ued] SR alﬁost.entirely because it can be qg?ted from by
scholérs interested in Pater's ‘'philosophy'. . . . We examine
what.Pater called 'the mere matter', and ignore the form com-

pletely.66 All of the early reviews and criticisms of Marius

(and most of the modern) deal entirely with the .novel's subject-

matter; that ié, its treatment pf religion and Christianity.

The most crucial question which has emanated from most studies

‘ -~
65. Monsman, Pater's Portraits, p. 29.,
66. Hafley. p.102.,
\
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of the novel is whether or not Marius dies a Cﬁristian.67 Inir
deed same of the more obtuse analyses hHardly treat Marius as

2 novel at all, or do so only arbitrarily.‘reading the chap-
ters rathér as a series of essays. Pater's fictionalr techniques
dnd the novelistic form of -the work have been for the most
part uncommented upon, and the critical response that they
have ellclted has been largely negative. The work has been

a

criticized for being plotless and undramatic, its chargcter-

ization unrealistic and“inadequate; also, Pater's inclusion c,
of a number of translAtions from classical literature has -
been ‘singled out as particularly inartistic.

Although the cont :porary reviéws of Marius were almost

68

all fayourabie, twentieth-century criticism of the novel

was, at first, rather harsh. T.S. Eliot was the first modern \
qcri%ic to dismiss both the novel's sﬂbject-matter and form;
his disparagement of the novel's content as "incoherent hodge-

podge" and its method -as "a number of fresh starts" was sig- '

nificant in shaping the general early twentjeth-century est-
imation of Pater's fiction. Another prominent critic, Percy

Lubbock, was hardly more enthusiastic about the novel; dis-

67. As recently as.a few years ago Robert Lee Wolff's
discussion of the novel centered on this question,in Gains and
Losses: Novels of Faith and Doubt in Victorian England (New
York: Garland, 1977). '

68. Pater's blographers have recorded tgg early success of
Mariusg; Benson notes that "the reception of Marius had been
both respectful and enthusiastic"(118), while Michael Levey
adds that "Marius had been a success from the first. The re-
views were long, very friendly and respectful”(168) . Levey
also notés that a second edition of the work was printed
within four months of the first.
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cussing the "scenic presentation" of Henry James' novels in

_The Craft of Fiction, he contrasts it to the "visionary fic-

tion" of Paterf LA

In Marius probably, if it is to0 be called a novel,

the art of drama is renounced as thoroughly as it

has ever occurred to a novelist to dispense with it.

I scarcely thlnk that Marlus ever speaks or is.spoken
to audibly in the whole course of the book; such at
least is the impression that it leaves. The scenes of the
story reach the reader by refraction, as it wére, through
the medium of Pater's harmonious murmur.-9

One recent:critic argues that Mariug "lacks forward movement
and external ineident;"7o another finds "its defect” in that
*Pater found it difficult to fill the larger'canvaé. and hHad
therefore to incorporate a good deal of translated and extra-

neous ?:z%er."7l Most of Pater's fiction has received a sim-

.ilar critical fate; "the lack of. action in the 'portraits'

[érgues anofgfr] is not to be denied and is Pater's failure."’?
Giyerr Pater's own fascination with and treatment of
P ;
artisfic form, and the importance he placed.on "the divina-

tion of . . . new forms of art"(ﬁenaissance, 2;2)} the almost

exclusive emphasis of the early accounts of Marius on "the

" mere matter” of the novel betokens "the vulgarity which is

dead to form" in works of art. It seems to me that, given
Pater's meticulous traftsmanship and the four years which he
69. The Craft of Fiction (1921;rpt. New York: Viking, 1945),~

p.195.
70. Louise M. Rosenblatt, "The Genesis of Pater's Marius the

~ Epicurean,” arative therature. 1b (1962), p.256.
: '3'%5

71 Hough,
72. Catherine Cox, "Pater's 'Apollo in Picardy' and Mann's
Death in Venice," Anglia, 86 (1968), p. 143
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the - structure, imagery, and techniques, of Marlus and the

emphases. They, and others. have revealed that Pater is prim-
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devoted almost exclusively to tﬁe coﬁposition of his novel,J
the form of Marius should be given as much consideration as
its subject—matter; assurédly'Pater‘himself.was as much con-
cerned with the "sensible vehicle" of his expressi;s as‘with
the more ab&tract philosophy expressed. *
- Perhaps in response to Hafley's comments, some moderh
critics, most notably Eugene Brzenk, Billie Inman, and Jean
Sudrann, have given the form of Pater‘s—fiction the intelli-
gent consideration it deserves. These critics have offered
caéable defenses of precisely thbse'qreas of Pater's fiction

that were previously labelled as seriously fliwed. Most im-

portantly, in their analyses of the form, more specifically

short portralts, they have shed new light on Pater s thematlc

arlly interested, as mosgt modern novelists are, in psycholog;
ical action; Pater's fictional works trsce not the forward
movement of action or plot, but the development ¢f character
and conspiousnsss. His decision to call his fictional works
"portraits" is enough to suggest that he is interested.in the ..
depiction of character over story or pIot; Pater himself in-

dicated where his interests lay when in the margin of the .

Gaston de Latour manuscrlpt he wrote. "Imaginary--and por-

1 oeuvre (Paris: Dmdler. 1961). II, p.Gbs5. , .

traits: they present not an action, a story; but a‘character,
. ] ]
personality, revealed especially in outward de’(:ail."'?3

*

73 Quoted in Germain,D'Hangest, Walter Pater: 1' homme et

L4
v

. s
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Arthur Symons was one of the first few critics of«Pater
to realize that his portraits offer "®he stqry of a soul, or

w7l From time to time Symons' “judg-

rather of a consciousness.
ment has been echoed by Pater's more perceptive critics;
Martha Vogeler reflects that "Marius is psychological, not
theological in its investigatibn,"75.whileﬁx.g. Ward concﬁrs‘

76 More

that "Marius's journey is a purely intellectual one."
recently, Richard L. Stein has reiferated that "Marius is not.
so much the story of a life as the story of a cons ipusnese."77

Eugene Brierk and Billie Ihman share this view and examine

some aspects of Rater's fiction in relation to it. Inman :gues
that the translation of the Cupid and_Psyche m&th, the Roman
detail, and the selections from classical iitefature "instead
of being extraneous . . . are 1ntegral to the portrayal of |
Marius's temperament and therefore to the representation of
the modern mlnd."\78 In a number of articles Brzenk étressesl
the; Pater "is nét interested in stirring events or colorful

4

backgrounds for their own sake. [Hé] pasées over such-
potentially 'big' scenes as the games in the ampitheatre, the

effects of the plague, and Aurelius',friumphal processﬁﬁns.

' in order to concentrate upoh the reflections which these scenes

4

‘74, In A Study of Walter Pater (1932; rpt Folcroft, Pa,: Fol-

‘croft Press,, 1969), p.L47.

75, In “The Religious Meanlng of Marius the Epicurean,” Niné>
teenth-Century Fiction, 19 (19 L)y, p.289.
76. Ward, p.117.
. 77. Stein, p.282, v
78. In "The Organlc Struc e of Marius the Eplcurean," Phil-
ological Quarterly, 41 (196 PP. bB?,E95

\-
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arouse in the mind of #is protagonist3"79 Brzenk also‘érg&es

that Pater's nse&:i::s are aimostialways used as an aid in .

characterization;"

¢

at his device of having "his protagonists
take lpng trips . . . provides him with a means of crystalliz-

ing changes in the inner experience of his&leadiﬁg characters;

7

the changes~3n scene which are described objectify the growth

of new attitudes and changes in philosophical outlook;" and

q -

ntha ﬁhe "long sections of t?gnslated.mater}als;hot only de-
lineate the historical personages who appéar. but ser?e also -
as a means for conveying the 'sense of the{intellectpal'an&
philosophical atmosphere of’té% period depicted. Most impor-

" tantly, however, they objectify changes in the outlook of the
principal charactéis."so Jeén Sudrann, in a study of thefimage}y
patterns in Marius, links the work with the modern “psycholog-
iéai novel” having "the- inner experience bf the, protagonist
as its subject-matter, the depictiem of, the apprehending sen-

sibility itself rather than the world which it apprehends as

its‘chief concern."81

These  and some other recent views have succeeded-in pre-

senti arius as a "modern” psychologicag?novel; a novel in_
which %h ocus is not on action or plot, not on events ‘them-
selves, but of the effect of events upon a developing con-

. ' . . & . . '
sciousness. Pater's central concern in Marius is not with any

1

»

79. "The 'Epicureans' of Pater and Moore," Victorian News-
letter, 14 (1958), pp.26-27.
) 0. "The Unique Fictional World of Walter Pater," Nnneteenth-
Century Fiction, XIII (1958-59), pp.221-24.

81. "Victorian Compromise and Modern Revolution," ELH, 26
(1959). p.426.
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_one of the philosbphical or religious schools which his pro-

tagonist confronts; he is not primarily interested in defend-
ing Paganism, ;incureanism, §toicism, or Christianity, nor

is he primarily interested in making Marius a Christian. He |
is not essentially concerned with Marius' actﬁal journey to .
Rome, ’his life there, or the people and places he encounters
onﬂthe way. All of these are only of secondary il;x'(;erest to
Pa;ter. His grimary'ir'xtelrest, and hence, the foremost subject
of the noyel, lies, as the subtitle of the work indicates, in
his protagonist's mind, in his "sensations -and ideas":; Pater's~
concern is with the-revelation and development of Marius’® con-
sciousness. |

[+

‘Pater's pi‘ima.ry concern in 'his novel is not that different,

* then, from his chief concern in his previous work. In Studies

in the History of the Renaissance he had tried, above all, ‘to
" ] . ‘

"'\/ ~

represent ‘the “special and promi\nemzjeféonalities"(Reﬁaissanée‘,
of art. The subjects ‘he \

xiii;xxiii) that produced grea%‘ work
chose to ‘study are primarily actual embodiments of his "ideal

aesfhetic type "?2 the diaphanous hero capable of bringing about

"the regeneration of ‘\the wo;ld'!(Miscellangous Studies, 254).

The Renaissance jtself is not so much an age,as an "outbreak

of the‘-humah spirit” p;:'éeiztible in ‘certa‘in" individuals and

their work from P1co to Winckelmamn. As Monsman has noted, .

Pater's prlmary mterest as a critic had always been the real-—"

ization of the living personality behind the philosgophic idea
82. The special characteristics of this "type" are discussed

by-Derek Stanford in "Pater's Ideal Aesthetic Type," Cambridge
Joumal 7 (1954), pp.488-94,

.
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it dgment “As we have seen, ‘the hero of his novel learns whlle Qg

oung that "the 1nd1v1dual is to himself the measure of £Ii

thlpgst" A ' , " , - .

' Pater, in fact, was the most 11kely candldate among nine-
- teenth-century Engllsh wrlters to be one of the first to ex-

perlment with what has come to be known as the modern psycho-..

/ % .
logical novel. For he was the wrlter most cqncerned among-his ,
. 4 '

contempo;arles with the flux, with the establishment of per-

. sonality, or consciouizyéE}/against an ever-changing uanersed§§§

e
wlth the  subjective personal 1mpress1on as _the only, p0531ble

connectlon with the universe, and with the Equatlon of Expﬁr- <

+

\\\1ence with a- serles of isolated moments of impression. He had
been better prepared by his own experlence and bellefs to

wrlte a péychologlcal" novel than even‘Henry {ames Pater,
»
.. foo, had learned while young that. the ;pleldual was the measure

‘s

" of all things and that one must/’“ly oﬁf§ on hlS own personal

impressions;. we could not ask for more proof of thls than the-

Preface .and “ConcluSLOn" to The Renalssance Heré individual- ;

&

1stlc. subJectlve ‘perception 1s established .as t%e only tfﬁe .

avenue Eo understandzng, and the momentary, personal impression - .

is cited as the only true veﬁ1¢le for perceptloﬂp ) | ‘
In actuallty. then, the developmenm of consolousness is

stlmulated by subaectlve perceptlon arlslng from momeniary

.

. 8§. Monsman, Pater's Portraits, p.37.

Qo \\‘ ' .
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impressions; this is Pater's view of how we experience the

. world. In'fiction, following the same principles, the devel-

opﬁent of consciousness may be conveyed oy the perceptions
and revelatlons afforded by momentary 1mpress1ons. If in hlS
flctlon Pater is to render hls characters expérience of’ the'
world, he may.do so by reconstructing the actual procéss:
consciousness is heightened and’developed fhrough percep}ion

and revelation, which are themselva?\¢he response to impress—
ions. - 0
" When Pater came, amld the alarm and publlc outery occa51oned

by his first volume, to re—present the phllosophy of the "Con—

clusion" in his first fictional piece, “The Child in the House,™

+

.it had'not lost any of‘its”original veracity or import for him;

one still Iived . and 1earned through one's subaectlve perceptlon
of realjky, one stlll percelved through 1mpre531ons made upon
the senses. The 1mportance of ."The Child in the House" in the, .
Pater oeuvre has beenypoted by many cr:.i::.cs,sg+ amoné them
Gerald 'Monsman, whordescr}be; 1t as "Pater's firsf-and‘perhdbs
his finest piece of prose fiction."ss We ﬁave seen that parf

of Pater' 8 intention in "The Chlld" is to offer a defence of

the philosophy of The Renaifsance; part of this defence is”

A

84, Soime critics hhve related it to Marius as well as to
The Renaissance, especially in terms of the early chapters
of the novel. The first of these was Mary Augusta Ward who,
in her 1885 review of Marius, regarded "The Child"” as a pre-
liminary study for the Eater novel. There is indeed a clodse
resefiblance between the young Florian Deleal and the 'young '
Marius.

85. Monsman, Pater s Portralts, p.31.
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the restatement, in a more’ dramatic fashion, of h1s theories

‘of supjective perceptlon and personal 1mpre331ons. Pater wants

llterally to show in his flnst imaginary portrait that "that
‘process of brain-building by which we are, each one of us,

what we are"(Miscellaneous Studies, 173) is activated by a

steédy flow of impressions that lead to perception and revel-
ation; that- the "gradual expansion of the soul”(173) is stim-
ulated by the sensory perception of natural andfaesthetic

objects and phenomena. As Monsman notes, "Pater's portrait

- -consists.almost entirely in.a series of vivid childhood im-

pressions/that shape the facuityuof‘imaginatiop,‘the artistic
v'e.ensibili'ty of the ‘adult ﬁind «86 ) °
The subaect-matter of the portralt what Pater wants to

present, is this shaping process, the gradual expansion of

.the sOul,‘and how ‘certain objects, even@s, and phenomena,each ’

play their pé}t. The poptrqit traces the development of jhe
child's mind, hig-coﬁsciousness, through a .series of sigﬁifi—

cant moments of impression. Understanding ¢omes through per-

ception, perception comes through impressions. Pater, in accor-

dance with his preoccupation with the identification of .matter
and form, tries to oblitergte the distinction in his fiction

between . the subject-matter and his methdd of presenting it.
‘h\ . 4

. The portrait, being about the accumufation of iﬁpressions,

is presented. 1n part at, least as a series of 1mpress1ons.

9

each one revealing somethlng more s1g2?flcant to the child's

expandlng consciousness.
‘ .

' .86. Monsman, Walter Pater, p.75.
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The house itself is described as a group of ;mpressions;&#

upon the child's mind; we see it not objectively, but sub-
Jjectively through the child's eyes.87 The physical aspects
of the house and the e;enté which occur thefevbecome the
“gensible analogueé"‘for the developing traits in Florian's
peréonaliff and consciousness:’

Florian found that he.owedoto the place many tones of
sentiment afterwards ‘customary with him, certain inward
lights unki which things most naturally preéented them-
selves to him. The coming and _going of travellers to the
town dlong the way, the shadow of the streets, the sudden
breath of the neighbouring gardens, the singular bright-
ness of bright weather there, its singular darknesses
which linked themselves in his mind to cerftain engravéd
1llustrat10ns in the big old Bibvle at home, the coolness
of the dark, cavernous shops round the great church, with'
its glddy winding sta;r up to the pigeons and the bells--
a citadel of peace in the heart of the trouble--all this
acted on his childish fancy, so that ever afterwards the
.~ like aspects and incidents never fah%%d to throw himhiqto
a well -recognised imaginative mood, seeming actually o
have become a part of the texture of his mind. (176)

The consciousness of the young Florian’ 1s like" "white paper”
/

and smooth wax," and the 1mpress1ons he recgives are stamped
on it lndellbly

The realities and passioﬁsj the rumours of the greater

world without, steal in upon us, each by its own special
< . \ A
. ' \’ ' ' . ‘ B \ ! l
87. In order to ensure the subjectivity of thif first por-
trait, Pater makes use' ¢f the dream-vision as a framing device.
The return to the world of the child is actually encased within
. the older Florian's recollection of his early youth. Everything
we. see  in the portrait we” see twice through Florian's eyes. We
“will discuss this device further Iatep in the chapter.

0
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little passage-way, through ﬁhe wall of custom about us;
and never afterwards guite detach themselves from this s
or that accident, or trick, in the mode of their first

.
el st ad stk B 1

entrance to us. 9ur=susceptibilities.”thé discovery of :
our powers, manifold experiences--our various experiences ! ’
, of the coming and going of bodily pain, for instance--
belong to this or the other weIl—remempered place in the //
material habitation--that little white room with the
window across which the heavy blossoms'could beat so
qpeev1shly in the wind, with Just that particular catch i
or ‘throb, such a sense of teaSLng in it, on gusty mornlngs-
and the earlynhabitation thus gradually becomes a sork of
material shrine or sanctuary of sentiment; a system of
visible symbolism interweaves itself through all our
thoughts and'bassions; and irresistibly, little shapes,
_voices, accidents--the angle at which the sun in the
morning fell on the pillow--become parts of the-greet’} o
chain wherewith we are bound. (177-78) o )
In tracing the development of Florian's consciousness,
;%hen. Pater 51mply presents the series of significant "acci-

.
dents" of perception. or moments of impressipn, which give

*form and feature" to the smooth wax of his "ingenuous soul"

(177). These impressions are 1ntr1ns1cally subjective and cag\\\\ ' %

sonly be rendered as such; Pater's technique necessarlly is to

«  present the events of theyportrait h;xthey are perceived by

the child. Their significance lies only iA the effect they
have upon ‘his expanding soul, or cdneciousness.

Aféef explaining the process of brain-building, Pater

.. begins to receﬁqt %he\"two‘streams of imﬁressions,tthe sen-

timents of beauty and pain," which "came floating in from
W‘z::j'..

-~

the larger world without"(181) to impfess upon Florian's soul.

\
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He notes first "some of the occasions of his recognition of
-the element of pain in things;" there was "one picture--a

woman sitting with hands bound behind her, the dress, the

cap, the hair, folded with a simplicity which touched him:

r.strangely'. A Queen MarieuAntoinette, on her way to exe-~

cution. . . . The face . . . seemed.now to call on men to
have pity, and forbear; and he took note gf that, as he

closed the book, as a thing to look at again, if he should

.at ahy time find himself-tempted to be cruel." There was "the

appsal in the small sister's face . . . terrified at a spidef
lighted oﬂ her sleeve," to which he could trace "a certain

mercy he conceived always for people in fear." There was "the
cry on the stair," announcing his fakher's death, "gtruck into
his soul forever." There were "the little sorrows of the dumb

.

animals too--of the white angora," suffering at length, and

\

dying "after one wild morning of pain;" of the captured star-

]

ling, released‘after one night during which "its young ones \
could be heard crying after it, and the rsspoqsive cry Sf the
mother-bird towards them." All of these incidents, creating
impressions upon the mind of"Florian,‘séfve to instill and
develop a sense of pity and of remorse within him, the sense

that "he too was become an accomplice in moving, to the limit

of his small power, the springs and handles of <that great

\machgne in things. constructed so ingeniously to.play pain-

fugues ?n the delicate ner&e—work of living creatures"(lBZ-B%).
Parallel with this s;hse of pity is the growth of Floriap's

aesthetic sensibility, also marked by a stream of impressions,
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the most significant of which is the child's vision of the

‘red hawthorn. This central vision offers the best illustra-

tion of Pater's technique of revealing and developing con-
sciousness in his portrait:

.+ I have remarked how, in the proécess of our brain-building,

. « little accidents have their consequence; and thus it
happened that,.as he walked oné evening, a garden gate, usu-
ally closed, stood open; and lo! within, a great red haw-
thorn in full.flower, embossing heavily the bleached and
‘kwisted trunk and branches, so aged that there were but
few green leaves thareon--a plumage of tender, crimson fire
out of tbe heart of the dtry wood. . . . w?gfit some per-
iodic moment in the expansion of soul within him, or mere
trick of heat in the heavily-laden summer air? But the
beauty of the thing struck home to him-fevefishly;nand"in
dreams all night he loitered along a magic roadwéy of crim-

, son flowers, which seemed to open ruddily in thick, fresh
masses about his feet, and fill softly all the little holl-
ows in the banks on either side. Always afterwards, summer’
by summer, as the flowers came on, the blossom of the red
hawthorn still seemed to him absolutely the reddest of all
things; and the goodly crimson, still alive in the works
of old Venetian masters or old Flemish tapestries, called
out always from afar the recollection of the flame in thgse
perishing little petals, as it pulsed gradually out of them,
‘kept long in the drawers of an old cabinet. Also then, for
the first time, he seemed to‘experience a passionateness
in his relation to fair outward objects, an inexplicable
excitement in their presence, which disturbed him, and

, from which he half longed to be free. A touch of regret
or desire mingled all night with the remembered presence

of the red flowers, and their perfume in the darkness about

o a >
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him; ‘and the longing for ‘some undivined, entire possession
of them was the beginning of a revelation to him, growing
ever clearer, .. , of a certain, at times seemingly ex-
clusive, predominance in his interests, of beautiful phy-
sical things, afkind of tyranny of the sensés over him.
(185-86) v , o .

f haye reproduced the episodé at length to examine Pater's
method of expressing,his_subject by tﬁe dramatization ofusingle
moments. of impression. Pater's subject, as we have nbted, is
the development, or ansion, of Floriag's soul, From the
momentary impression the .red hawthorn %..orian develops a
taste for "fair outward objects." This description of a partic-
ular segment of his soul's expénsion, this expression of subject,
is insepa le, is, in faét, almost indistinguishable, from

the depicigz; of the vision of the hawthorn; thefe is no def-
inite foint at which the impression ends and the expansion of
soul begins. Pater carefully describes the development of an
aesthetic sensibility in Florian strictly in terms of the

vision of the hawthorn; his subject ig expressed, in this and

" other episodes, almost exclusively‘througkfthe impressions

- that his protagonist receives.

,ngugene Brzenk has noted the same technidue of desdription
dissolving into the mind of the protagonist in the opening

paragrapﬁ of "Sebastian van Storck"(1886):

ES

‘It was a winter-scene, by Adrian van de Velde, or by
Isaac van Ostade. All the delicate poetry together with -
-all the delicate comfort of the frosty season was in

the leafless branches turned to silver, the furred

* L]
' /
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. dresses of the skaters, the warmth of the red-brick
house fronts under the gauze of the white fog, the
gleams of pale sunlight on the cuirasses of the mounted
soldiers as they receded into the distance. Sebastian
van Storck, confessedly the most graceful performer in
all that skating multitude, moving in endless maze over
the vast surface of the frozen water-meadow, liked best
this season of the year for its expression of a perfect

impassivity, or at least of a perfect repose. (Imaginary
Portraits, 81)

Brzenk comments, "The shafply defined details of the first two
sentences orlent the reader and keep the protagonlst s thoughts

from occurring in a vacuum, but almost 1mpercept1bly the reader

is introduced into the mind of the title character. So subtle

is this transition that it is often difficult to determine

where description leaves off and the thoughts of the protagonists
begin."88 Pater made much use of this technique in a number of
his portraits, including Marius. | |

%  Pater's habit of working on critical essays and 1mag1nary
portralts at the same*?lme often resulted .in a thematic 1nter—
relationship of concurrent works. Immedlately prior to writing

"The Child in the House" Pater had publishéd in the Fortnightly

Review "The School of Giorgione," the essay in which he announ-

ces his famous dictum that "all art constantly aépires towards

the condition of music;" hails music as the highest art because

4]

it "most completely realizes . . .[fh{) perfect identification
of matter and form;" and suggests that "every thought and feel-

88, Brzenk, "The Unique Fictional World of Walter Pater," p.

221, -

| | ' /3 | ) |
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aissance, 135-39;106-09). In Benson's view "The Child in the

House""is “the sweetest and tenderest of Pater's fanc}es, the
wdrk, we may say, where his art.approachgd most nearly to a
kind of music."89 Pater's prosé in, this portrait is at its
most muéical. We have noted Pater's coﬁcern in his.first,poré
trait with the identification of matter and form; impressions
are both the subject andﬂthe technical means by thch the .
subject is expresséd. And Pater's other thedry, th;t évery
thoﬁéht and feeling has a sensible analogue or‘symbol, may

be used as a guide to his fictional technique in a number of

the imaginary pertraits. Certainly the <technique in "The ChildY

‘is based on just such a theory. Every one of Florian's thoughts

and feelings, every personal trait that is illustrated, has its
sensible analogue in one of his sensory impressions. "In later,

years," Florian assigned "very little to the abstract thought,.

and much to its sensible vehicle or occasion"(Miscellaneous

Studies, 186). .

The education of Florian's sensibility continues after :
the.visidn of the hawthorn, always prompted by isolated im-
pressions, His gbstfact horror of death is "fwinfborn" wiﬁpﬁ
the sudden sight of "an open grave for a child"(190), wh%%E}
religious senfiment is translated into "church’'lights, hoi&
days . . . white linen, and holy vessels, and fonts of pure ,

water"(193) . Finally, a slightly oider Florian's realization

89. Benson,-p.79.

»
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that his early youth has gone forever; and the “"agony of
home-sickness" are expressed, with brilliant economy, simply
by Florian's unanticipated return to the empty house of his
early days; they are expressed, above all, by his‘impressions:

as he passed in search of it [a pet biri]~¥rom

" to room, lying so pale, with a look of meekn¢ss in’
their denudation, and at last threugh thdt 1Mtle,
stripped white room, the aspect of the place touched
him like, the face of one dead; and a clinging back
towards it-came over him, so intense that he knew:
it would last long (198) )

. "The Child in the House" 1s a beautifully wrought stream of

such impressions designed to trace rhe development of a mind,

or consciousness, threugh their own
’ j

are the actions of the story and the formal vehicles'by which

effect. The impressions:

the subject is expressed Pater has not changed at all the

philosophical stance assumed in the "Conclusion" to The Ren—

aigsance that experience, when analytically broken down, is

merely a series of subjective impressions. Rather, in moving

" from critical essay to imaginéry portraif?uhe has maintained

his thematic emphasis on the individual and his impressiong,
and, in welding together matter and form, has developed his

technique, used sparingly in The Renaissance, of the éxpression’

of his subject through a series of such impressions themselves.
' When we turn to Marius we note a similar and extended use
of this technique. Underétandably),Marius has received more

critical attention than any of Pater's works except The Ren-

-aisgance, Although most of the critical studies of Marius

% * .

2
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treat ;ts subject-matter artd 1gnore its form, Pater's innova-
tlve method of tracing his protagonlst's development by means
Qf his impressions“has_bgen.noted, if only in passing, by a
number of critics. The first to remark upon the technique, or
an aspect of it,Aw;s Graham Hough. Though not speaking expli-
01tly of Pater s fictional method, Hough notes that "Marius'’
first experience of a christian society 1s felt as a serles

of 1mpresslons."9” Discussing more spec¢ifically the formal

aspecta of Marius, R.V. Osbourn sees the novel "as a record

of the impressions, sensatlions and reflections of a sensitive

7
v

indivi_dual."91 while\Eﬁgene Brzenk offers the following brief

summation of "Pater's characteristic plot patfern"-—"an exper-

ience is rendered impressionistically, followed by reflections

upon that experlence."9 While llstlng Pater's shortcomlngs
as a wrlter of flctlon, Loulse M. Rosenblatt allows’ that he

"creates. a cumulative effect through seemingly ‘disconnected

. and static moments‘ofrinsight;"?3 and while admiring Pater's

"often unrivalled power of suggestion,m U.C. Knoepflmac¢her

notes that "he punctuates his fiction with moments of imggin7

ative vision which unite, albeit for an iq;&ant, the random
'®54 o

90. Ho y P.151.
91. Osbourn, p.401.

92. Brzenk, "The Unl%ué Flctlonal World of Walter Pater," p.225.

93. Rosenblatt p.25
94, In Religlous Humanlsm and the ‘Victorian Novel (Prlncetona

Princeton Univ. Press, 1965), pp.168-69. Knoepflmacher continues, -

"Rendered through an exquisite attunemerit of symbol and tone,

_these moments of vision are highly remlnlscent of the Joycean

'epiphany' ."(169)
l
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More recently, Gerald Monsman has suggested of Marius

°

that "if one looks not fbr a plot line, but for a cumulative

i
pattern of successively ever more 31gn1flcant moments of per-

ception, the novel will not disappoint n95 Perhaps the most -
interesting dlscuss1on of this aspect of Pater's method is
offered by R.T. Lenaghan. Pater s technique, he suggests, is
"something like an art lecture: the lecturer presents his

slides in sequence and develops a general argument by a more

or less running commentary ouﬁtgem." Noting that the privileged

hours of;Pater“s fiction, the hours of impressions and percep-

.

tions, are "dense with sensory imagery," Lenaghan argues that

‘"though the*whole discoursé is' progressive; the movement oceurs

in the abstract argument and is interrupted by the static con- °
chkete iﬁagery.'. « » By virtue of'its,unmis%ekable emphasis on
the essential function of “the imagery, Pater's technigue should
have the happy effect of focuSLng attention on the thematic
significance of that imagery. . . . The imagery is at once the
subject of the discourse and the dlscourse itself. The slides
cannot be relegated to the.secondafy function of illustration;
they are primary vehicles of meaningi"96 That is to say, the
privileged hours of impressions and perceptions are ‘both the

J
subject of the novel and the formal means of expression.

Marius, as we have seen, is a psychological novel concerned

_with the revelation ahd development of conscilousness; and the

95. Monsman, Walter Pater, p. Bk
96. "Pattern in Walter Pater'’ ‘s Fiction," Studles in Phllology,
LVIII, no. 2 (1961), pp.90-91 4. &

o
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development of consciousness is most accurately depicted;'for
Pater, through the perception stimulated.by subjective impress-
ions. Marius{ like "Tﬁe‘Child imr the House," consists of.a
steady stream of impfessions, the personal impressions of the
Lprotagonist. It is through hié impféésions that he perceives,
and through his sensory percgption that his conéciousﬁess de-
velops. Just as éhe.incidents and gvents in "The Child" have’
their real significance in the effect they produce'upon Flor;
ia;'g mind, so the incidents, places, events, chﬁractérs, dis-
courses, and translations in Marfhs have their primary signi-l
ficance in the effect they produce upon Marius' consciousness.

oEVerything in the novel is a function of Marius’ central con-:

" .sciqusness. Pater makes this clear from the very beginning;

describing Marius' childhood and the various cuﬁjoms and rites
““of the religion of Numa, we note Pater moving, as he had, done

in "The Child," from narrat;vedemndption i#to the mind of his
" protagonist:

‘But the dead genii were satisfied with little--a few
violets, a cake dibped in wine, or a morsel of honey-
comb., Dally, from the time when his childlsh footsteps
were still uncertain, had Marius taken them thelr por-
tion of the family meal, at the second course, amidst
the 91lence of the company. They loved them whb brought
them their sustenance. but, deprlved of these serv1ces,
would be heard’ wanderlng through the house, crying sorrow-

-

| “

fully in the stlllness of the nlght. (Marius, I, 10~ 11)

Though" this passage begins with an objective view: of Marius,

it eﬂds élearly with the child's subjectivé.view of what would

’

n\'l
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happen if he did not dellver to the dead thelr sustena39e.

Pater SAPSG of the cdndltlonal in the last sentence suggestg

the .uni tered "1f" in- Marlus mind. Thls mévement 1sigepe ed
throughou Marlus. Pater begins w1th a descrlptlon of outward
events, obJe.ts, or people. then fqouses on thelr effect upon
- Marlus Above’'all, it is hls’protagonlst s 1mpre551on of the
hevents and ‘other eleméhts that 1s important.- . >
One of Marlus first 81gn1flcant 1mpres51ons comes when

]

he suddenly sees-some snakes breeding (I, 23), an inc1dent o
B3 Q

insignificant in itseélf, but revealing of Marius's tempera- - 3

\ ment in hrs reactlon to 1t: "Long afterwards, -when it happened
that}at Eome he saw, a second tlme, a showman w1th hlS serpents
. & .’with a sudden gratitude ... . he reflected how richly

‘~possé§§ed his life had actually heen by beautiful aspects and’
imageries, s dﬂiag‘how greatly what wes‘repugnent to “the mye
disturbed his peace"(I,24).-

Essentlally."the flrst two chapters of Marlus are expos-

ltory. they serve to descrlbe, 1n some detallf\the temperamen 1

S

S
,of the hero With the thdrd chapter Marlus“\ ourney, both'phy C

slcal and. 1ntelle§tu4i begins. The tem le of Aesig;aplus and

all Marlus.w1tne85es there 1mplant within him the seeds of his

-

e
Eplcureanlsm. The flrs of the novel s dlscourses, delivered
\

1
N |
by & young prlest of the teniple, encourages "a drllgent pro—\

e : > .
-motion. of the _capacity of the eye"(I 32) This discourse, lik

all of the o0thers, has 1ts smgniflcghce 1n its effect upon e
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.;Mhrlus, and 1ndeed, it Jproves subst.ntlal Marlus never for-

_ ‘gets these words of the‘Aesculapian”prlestﬁtfor the rest of -
. 4 - . v - ’ v
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‘ his life he places his ‘trust :Ln the power of, the eye, in what
of : he actually sees. Tﬁe ?n'tlre temple of Aesculapius: expgrlence

culminating in.the vision of ?_;sa;'( "Or Rome, was .1tg ) "served'.

‘as he understood afterwards in retrospect, at once to strengthen

. ' R !

and to purify a certainvvein of character in him"(I,40-41) e

¢

o

. ) Throughout Yhe nov‘el Pater places this emphasis on Marlus'
A perceptlon of the world Thus. the death of hls mother has its
. 1mpor'tance in the effect on MarluS\z.t "turned seriousness of \
feellng inth a mat*ger of the 1n'telllgence. it made hlm a quest-
ioner; and by brlnglng into full evidence to hJ.m the force of
» his affectiodns and the probable importance of their plac

‘his fu:bure, developed in him gener;lly the more human an rthly

elén}ents of cha’racter"(I'. 43y . - P ’
, ' 1 i
. ' , The sights and sounds of Pisa add "to the thickly gather-

b Y . . oo . )
4Ang crowd of impressions, Put of which his notion of the world

was then forming”(I,4L-45). Apuleius' myt}?of Cupid and Psyche

"gserved to combine.many lines of meditatior, already familiar

e . . L
to Mariaus, into the ideal of a perfect imaginative love"(I,92).

The Metamorphoses of Apuleius is always recalled by 'Marius as )

ko ) a "glowing impression"(l,élb) . The sudden death of" his friend
' . Flavian, which "came like a final revelation of nothHing less

than the soul's eaxtinction“(I,123)‘. is pivotal in that it leads

Marius to the study of those philosoghefs wHo wroté on the fate

. of the seul after death. In turn he comes to belleve that "the .

‘ 1nd1v1dual is to. hn.mself fhe measure of all things, and [learns]
to .rely on the exclus:Lve certa:.nty to himself of his own im-

1. preseione"(i.lBB) . He learns thé‘“importancey of ‘impressions for
‘ { R G . . - e -
\ .

N ) 3
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L : . accurate gerception: "How reassuring, after so long a debate
' | about the rival criteria of truth, ‘to fall back upon direct’
sensation, to limit one's aspirations after'knowledge to: that!

. how natural the determination to rely 7;;}ustvely upon
' % . 7. the phenomena of the seénses, whlch/certalnly;never decelve us

et . A
Y
©

about themselves, about which’alone we can never decelve our-
Vselves.‘(1,13§—39). Marius' impressions are both the actual :

. o ' Phenomena’ which have' brought him to this level of unders%ghd-
) '

ing, and the technlbal vehlcle of expre351on by which: Pater

1 o has deplcted that development the subJect and ite expression

/are the same . ) )
> - ’ ' .
e From this point on Marius surrenders himself, "a willing

- " subject . .. to the impressions of the road"(I,160), and "the

o motion of" the journey . . .‘{?ringél his thodghts to eystemF

P
atic form"(L,léb). Both his actual and:this intellectual jour- -
. . Hey are presented as a series of 1mpre5810ns, or-moments of

revelatlon. Another of the outward "a001dents" which 31gnals

an igward development is the indhdent of the falling mass of

stone in "On fhe Way": I +; . . o

From the steep slopgﬁg heavy mass of stone was detaohed,‘
... _after some whisperihgs among the trees above his head,
: ‘and rushing down through the stillness fell.to pieces
¢ 1n a cloud of dust across the road Just behind him, so | .
that he felt the touch upon his heel. That was sufficient,
. just then, to rouse out of its hldlng-place his 0ld vague

N e — o ————T e wy b

- fear of ev1l--of one's "enemies"--a dlstress,"so much a *
] matter of constitution with him, that at times it would
f ) . f seem that the best pleasures of life could but be snatched,
' ' \ " as it were hastily;'ih.one moment's forgetfulneee of its

- . . - " ke v 4

f R ‘ Y . [ ' {

e W Y - -
RS it ORI % WA 1a T30 prw Ay <




S

5.

\\_, hill. itself in humble occupation. T&filimpresgion connected .
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dark, besetting influeﬁce A sudden suspicioﬁ of hatred
‘ﬁ-n aga;nst him, of the nearness of "enemies,"” seemed all at
once to alter the visible form of thlngs. as w1th the
- child's hero, when he found the footprlnt on the sand:of
o hlS peaceful, dreamy island. His elaborate philsophy ‘had
not put beneath his feet the terror of mere bodlly evil;
much less of !inexorable. fate, and the noise of greedy.
Acheron."  (I,165-66) -

¢« o

\\ . Marius' journey is a series of observatlons followed by

rumlnatlon and revelatlon. Rome itself is presented 1mpress- o

<

1onlst1cally as it appears to Marius in all of 1ts colour and

form, as he goes "forth with a heat in the town sunshine (llke

°

a mist of fine gold- dust spreai through the air)"(TI,174). :\

-+ notes in Marcus‘Aurellus' "outward form" symbols of his "inward ' 4
. \ . M
religious serenity" and aspects of the empifor's character and

persgnallty

o PR

The nostrils and the moutb seemed capable almost of
peevishness; and Marius noted in them, as in the hands{

dr” and in the spare body generally, what was. new to his

o experlence—-somethlng of asceticism, as we say, - a Y »
bodlly gymnastic, by which, although it told’ ple santlya
in the clear»blue humours of the eye, the flesh hid

N " scarcely been an equal gainer with the splrlt (1)191)

5 re; too, Patﬂé makes it clear that Aurelius' discourse has

ea{ significance not in ‘the ideas themselves. presented, ° ) v

s
-

but in' their effect upon Marlus"deveIOp;?g consciousness:
- "the curious interest of the "discourse lay in.&his, that

Marius, for one, as he listened, seemed to forsee a grass- ‘
. - - P

. ro. ' .
-grown Forum, the broken ways of the Capitol, and the Palatine

s ~
.
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itself with what he had'already noted of an actual change
® , .
even then coming over Italian scenery"(I,200). Later, as

\
Mariuys listens to Cornelius Fronto speaking, we are told that

s general discourse to a general audience had the effect
~ : . ‘

an utterance adroitly designed for him"“(II,6).

"Thé development of Marius' relationship with the Christ-

ian knlght Cornelius is highly dependent upon -the former s

V1sual 1mpre551ons: . 0
And yet it was stlll to the eye, through visible movement
. and aspect, that the character, rpgenius of Cornellus
made itself felt by Marius; even 4s on that afternoon
+ when he, had girt on his a¥mour, among the expressive ’

:lights and shades of the dim old villa at the roadside,

and every object of his knightly arra§ had seemed to be
“but sign or symbolfof some other thing far beyond it. . o
For,'conéistently with his really poetic temper, all L
influence re?ched Marius, even more exclusiveiy'than '
.he was aware, through the mediumodf‘sense. (I,233)

And it is thus that he is influenced by the slaughter in Aur-
elius' ampitheatre, and the emperor's indifference to it. The
depra;ed behavior that Marius is a witness to.effects a further .
change and development in his phllosophlc outlook. The Stoical
outlook which could remain detached and unmoved in the face of

sych- cruel sawagery was-surely inferior to his own, which, if

it could do hothing to halt or prevent the slaughter, at least
'protested that "'This, and this, %s what you may not*look upon""
‘(I 243).

]

Marlus' development ooﬁ¢inues through moments that are

"high- pltched, passlonately coloured, lntent w1th sensation,

s o

. * . .‘ Y
LN \ . - ‘)
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and a klnd,of knowledge which, in its vivid, clearness, was

{

like sensatlon"(II 21-22). "HlS natural [?esthetlé] suscep-

tibility . . . seems-to demand of him an almost exclusive
pre-occupatién with the aspects of things . . . their revel-

ations to the eye and the imagination: not so much because

those aspects of them yield him the largest amount of enjoy- '

ment, as because to be occupied in this way . . . is to be .

in real contact with those elements of his own nature, and

of theirs, which, for him at least, are matter of the most

real kind of apprehension"kII,25-26). | -
' His greatest single privileged hour, when his powers of

apﬁ;ehension are at their height, c:;es when certain aspects

of his surroundlngs become .particularly portentuous for him.

3

iences an hour, of %cute perception and revelathn "with whlch,
as he conceived, fﬁe aspects of the p}ace he was -then yiéiting
had something to do"(II,65). Marius has a vision of an ideal ~
"unfailing compani?n" whic? affects him d?eply and shapes a
good deal of the remaigder of his life and his way‘bf perceiv-
ing and assessing.it. The way in which Pater presents such a

crucial episode in the novel 1is indicative of his dependence

upon the method of thematjic expression which I have been ex-

_amining. Duting the entire episode nothing actually "happens!;

A

. : _ & .
the only action which Pater does include only adds to, the sense
of silence and motionlessnesea:."A bird came and sang among the

wattled hedge-roges: an animal feeding crept’neé%erx the child

' . "
X . '
> ! : »
. LN .
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who kept it was gazing quietly”(II,67). All other movement-
in the episode is purely psychological, spurred by the in-

fluences of the partlcular place reaching Marius through tne -

medium of sense. Action is 1n the form of impressions, per-

ceptions, and revelations successively breaking upon Marius’

P . s S

consciousness:

‘He sat down in an olive gérden\and, all around him and
within still turning to reverie, the course of his own ~
life hitherto seemed to withdraw 1tself into some other
world, dlsparted from thls gpectdcular point where he
&  was now placed to survey it, like that distant road-
below, along which he had travelled this morning across
ithe‘gampagna. Through a dreamy land he could see himself
moving, as if in another life, and like another person,
: h through all. his fortunes and misfortunes, passing from
point to point, weeﬁing, delighted, escaping from var-
i ious dangers. That prospect brought him, firstlof all,
' an impulse of lively gratitﬁde: it was as if he must
.1ook round for gomeone else to share his joy with: for
: ' . gemeone to whom he might tell the thing, for his own
[ relief. Companionship, indeed, familiarity with others,

" gifted in this way zor that, or at leas$ pleasant to hip,'
had been, through one or. another long span of it, the ‘Q
chief delight of the Journey And was 1t only thg resul-

. tant general sense of such familiarity, dlffused through
his memory,  that in a while suggested the. questlon whether

. there had not been--besides Flavian, besides Cornelius even,

J'; o and amid the solitude which in spite of ardent friendship .-
|  he had perhaps loved best of all thlngs--some other com-
» ' Lpanlon, an unfalllng companlon, ever at his side' through-*
) ’ out; doubling his pleasure in the roges by the way, patient
of his ipeevishness or depression, sympathetic above all’
_ oo e with his grateful recognition, onward from his earliest’
* ' . days, of the fact that he was there at all? . . . . . .-

o . . * i
+ . . . v . .
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It is in this fafshion, through a “train of reflections” prompted

e e v st 0t

c.e + s s e s 4 s e s « s s s & s+ o In this pecullar
and pr1v1leged hour, his bodily frame, as he could rec-
ognise, although just then, in the whole sum of its cap-
acities, so entirely possessed by him--Nay! éctuaily his
very self--was yet determined by a far-reaching system
of material forces external to it, a thousand combining

‘currents from earth and sky. Its seemingly adftive pbwers

of apprehension were, in fact, but susceptibilities to
influence. The perfection of its capacity might be said .’
to de;end on its passive surrender, as of a leaf on the
swind, to the motions of the great system of physical
energy without it. . . . « . « ¢ v o o 0 000w

« « + « « + . Himself--his sensations and 1deas-—never

fell again precisely.into focus as on that day, yet he
was the richer by its experience. (II,66-71)

" by sensory perception, more than any other, that Marius pro-

gresses and.develops; "the experience of that fortunate hour,

v

seeming to gathe@ :'Lrn;to one central act of vision all the deeper

impressions his mind had ever received, did not leave him quite

as he had been”(II,75).

All of the great changes in Marius'’ philésophic outlook,

which repreéent the significant movement of ,the novel, .are

stimulated by his various impressions and perceptions. The

successive experiences of "Two Curious Houses" mark “the devel-
A

opmeﬁt from the abstract beliefs of Apuleius to the visually

apprehehsible faith pf Cecilia's house (this is not to con-

cl

B

e, as some have, ‘that Marius is drawn to Christianity by

its“aesthetically pleasing outward form and ceremony97).

97.

v

As Graham Hough hgghpOlnted out, "he had found that as

N
. e

a boy in the religion of Numa;" Marlus was drawn to Christianity, . .

f
Pl
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Christianitylinitially reaches Marius, as all influences-do, -

through the medium of sense. Cecilia herself first appears

3

Half above, half below the level white migt, dividing | |
the light from the darkness, cameé now the mistress of '
this place, the wealthy Roman matron, left early a

widow a few years before, by Ceulm& "Confessor and
Saint."” With a certain antique severity in the gather-

ing of the long white mantle; and with coif or veil

folded decorously below the chin, "gray within gray,"
to the mind of Marius her temperate beauty brought
reminiscences of the serious and virile character of
the best female statuary of Greece. . . . That vision-
ary scené was the close, the fitting close, of the

afternoon's strange experiences. (Ii,lOS)

And like all of Marius' visionary scenes, 1t effects a change

in his character and consc:.ousness: "he suspeéted that, after -
the beholdlng of 1'b he could never again be altcmge‘cher as he
had been before"(II,108). .

°

It is in another "accident," his coming upon the "Divine
Serfice™ of communign in Cecilia's"house. that Mé.r-ius finds

ngll his new impressions set forth"(II,128). Wandering through

the house in search of Cornelius, Marius sees "for the flrst
RN
time the wonderful spectacle--wonderful, especially, in its
!

‘evidential power .over himself, over his 'own thoughts--of those.

who belieye"(II,130). Again Pater stresses "the influente ‘upon .

him"(II,128) of the solemn and beautiful ceremony.

he suggests, "by the sense of a community bound together in
charity.” The Last Romantlcs, p. 151~L

“ . R °‘“
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Given what we have seen as the idehtification of matter

°

and form in Marius, we may take Pater's own estimation of the
matter of the work as a comment also upon its form: "Actually,
as circumstances had determined, all its movement had been in-

ward; movement of observation only, or.even of pure meditation"”

(I1,208-09). The formal movement also is from observation t3.

observation, each followed first by meditation upon the ele-

°

ment observed, then by revelation and tﬁe development of con-
sciousness. In his final chapter Pater also stresses the impor-
tance of "seeing":

Revelation, v151on,1the discovery of a vision, the seeing

of a perfect humanity, in a perfect world--through all his
alterations of mind, by some dominant instinct, determined
by the original necessities of his own naturge and charac-

ter, he had always set that above the having, or even the

doing, oﬁ,anythingi For, such vision, if received with

due attitude on his part, wés, in reality, the being some-
thing. (II,218) g '

‘Formally. as well as thematically. Pater maintains this emphasis

on seeing; the novel itself cons1sts of 'a series of momentary
vismons. It is neither through his hav1ng or d01ng anything
that Marius' story is presented; this is achieved solely by ‘
what he sees. Not much is actuallyegone in the novel, bgt a
good deal is seen, and this, given the thematic emphases of
the above passage. far from belng a defect‘of the novel, rep-
resents a technical achlevement in English’ flction whlch sur-

passes any other of the same -period.
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Form and theme blend once again at the much discussed
conclusign of the novel. It seems to me'that Pater makes it

clear what Marlus phllosophlcal p031t10n and zfilevement
are, and/;elther 1nvoles his becomlné a Chr{étlan. The placing
“\-of the "mystlc bread" between Marius' lips is not the cllmax
of the final chapter; we should not take the final meanlng
of the novel from thls act10n~ partly“éecause it is only an
action, and events are not the most 51gn1flcant or meaningful
- elements of the novel. It is an -action uncontrolled by Marius
(Pater®s sudden switch in%o the paééive voice to describe this
action only, and his hera's "gxtreme pelplessness" stress ’
Marius' -passivity), and more importantly, it is an‘action un- .
» y meditated upon by Mariﬁs We have seen that it is only-in the |
effect of events upon Marius; and his perceptlon of them that
the.meanlng or significance of the novel lles.98 y

The climax of the final chapter comes before the end

while Marius is still conscious (which seems appropriate in
novel of consciousness). Marius' last days are very riph'in¥~}
‘vision and revelation. In the concluding pages of the novel,

|

( a8 in the second half Qf "The ‘Will as Vision," very little
actually-happens, byt there-is a tremendous amount of psycho-

Drarr oy et e e oo g,

’;nlogical movement. ilg_on his death—bed Marius mgvés quickly

RSy

b \

98. Robert K. Martin has noted Pater's ironic treatment of
Marius' communlon, suggesting that his Christianity is estab-
lished only in the minds of/the Christians who bury him; he

Y points to the é&gnlficance, 4n amovel which pays so much
at ntion to point of view, 3¢ .Marius' death being held as
a CRvigtian martyrdom according to thelr generous view in
this matter" (II 224; italics-added). o Coe
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from one vision to another, and here again form and theme

come together, for it is the visions themselves which form

the substance of Marius' thoughts and shape his final per-

ceptions of both lifé and death: . !

v

Ahd yet it was the fact, again, that the vision of men
and things, actually revealed to him on his way through
the world, had developed, with a wonderful largenesé.'
the faculties to which it addressed itself, his general
capacity of vislon; and in that too was é success, . in

" view of certain, very definite, well-considered, undé—
niable possibilities. Throughout that elaborate and
lifelyng education of his receptive powers, he had ever
kept in view the purpose of preparing himself towards
poss;ble further revelation some day--towards some ampler
vision, which should take up into itself and explain this
.world“s delightful shows, as the scattered fragmenté of
a poetry, till then but half-understood, might be taken
up into the text of a lost epic; reéovered at last. At
this moment, his unclouded receptivity of soul, grown
S0 steadilyuthrough all those years, from experience to
experience, was at its height. . . . Surely, the aim of

a true philosophy must lie, not in futile efforts towards
the complete accomodation of a man to the circumstances

‘1n ‘which he chances to find himself, but in the mainte-
nance of a klnd of candid discontent, in the face of the
very h;ghest achievement; the unclouded and receptlve .
soul quitting the world finally, with the same fresh
wonder with which it had .entered the world still un-
impaired, and goiﬁg on its blind way at last with the
conééiousness of some profound enigma in things, as but

. & pledge of something further to come. . (II,219-20)

While allowiﬁg for the importance of the theme of com-

panionship and the significance of Marius' self-sacrifice for

it
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Cornelius, the subject that I have emphasized, that is, the
development of Marius' consciousness (it seems to me that
the former is subsumed in the latter), has its final express-
ion in this paséage. Marius' uncléuded.fec?ptivity of soul

e s

seems to have been the thematic end of Pater's formal means . *

-

~ from the opening paragraph of the novel. General capacity of

i e g

vision is, in Pater's view, synonymous with consciousness, ’ )

AN

Constiousness is receptive povef, and one "receives," or ¥
apprehendé, through vision. Finally, then, the pfivi%sgéd
moment of impression and vision is more than a téchnical~
means for the ewpression of theme; it is part of the theme

itself. Marius' successive visions expand his capacity to

have visions; his high susceptibility to influenc

«

the medium of sense, to. impressions and visionary experiences,

manifests itself in the'deVelopment of a large receptive fac-

i ulty within his consciousness, and this last achievement rep- \\

resents a desired end to a psychological journey.

N, n

o - ' R X

“ o

In moving from critical essay to imaginary portrait

Pater retained his central thquﬁic emphasis on subjective

b

perception through isolated moments of impression and vision.

<
R

N ,"Mhe individual is to himself the measure of all things" may

“._be established as the key-bhrase for The Renaissance, "The
N “ ‘

. b dﬁild in the House," and Marius. The on%y real thematic changes

~

that Pater made in the switch to imaginéry portraiture involved

, - .
» ® ot '
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(and throughout The Rensgissance), the primary focus is on

e —

. erles of Pater's own’lmpress:l,ons of the artlsts and works

of Court Painters™ the journal.form is a variation o!‘ the:

M
.o ,

" \ %
the study of fictional personalities instead of actual ones ’

and .an alteration in focus from art to life, Although life

and experience are certainly discussed in the "Conclusion"

art, whereas in "The Child" arid Marius Pater 6 is more co'ncer:ned‘
w1th the nature of ex1stence. But ,the phenomenon of apprehen-
sion or perception, whether it be of art or of life, isg
central to both Pater' s critical and early fictional work:

the term "in{pression" is central to both his subject-matter
and his, technique in his criticism and“fiction. Studies in

the Hlstory of the Renaigsance is presented, in par’c as a

under discussion. In mov:mg,, from the elssaynto his own inno- ) - ’.
\ \ , , |
vative imaginary portrait, Pater had much more technical lee-

-

+ way. The form of "The.Child" alternate‘s between moments of

impression and expository passages, but the fuhdamental me -

chanics of Pater's method are here establi®hed. Marius rep- . : B
resents the furthest development of this method; it depends J ’; / ;
) ®

almost entirely for t}_)emé.tic‘ expression upon successive - T .-
moments of impression and vision. Pater‘s privileged W
is the technical vehlcle whlch carries the abstract wﬁght
of the novel from the first chapter %o the last.u

- Gerald Monsman has noted e ar@%s of the same techniqﬁe

in gsome of Pater's other i;nagin Y portralts. In "A Prlnce

tech‘hique in its "series of successive present moments.a"99
99. Pater's Portraits, p,100. ot ‘

1

-~
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~While %Xh eplsodes in Marius have their technical counter-

parts i

Gaston de Latpur: Flavian's death is péra%leled by
the. death of Gastoh's;graﬁdmother: "That broken link with
life seemed to end some other things for him.'As one pute
away the toys of childhood, so now h% seemed to discard
what had been the central influence .of his earlier youth,*
what more than anything else had stirred the imagination

and’ brought the consciousness of his own life warm‘%nd full"

(Gaston de Latour, 47); and the episode of the falling -rock

- in "On-the Way" is matched in Gaston by the sudden collapse

of a church: . -

Gaston, ‘the last lingerer, halting to let others -pro-

ceed quietly before him, ‘turned himself about to gaze

upon the deserted ehurch. half tempted to'remain, ere

he too stepped forth lightiy and leisurely, when under

a shower of massy stones from the coulevrines or gfeat

cannon of the besiegers, the entire roof of the place

sank. into the empty space behind him. But it was other- °

wise in. a nelghbourlng church. crushed, in a similar

way, with all 1ts good people, not long afterwards. (46
- Generally, however, -Pater did not maintain the methoq of
"The Child" and Marius in his subsequent fiction. In most of

the portréité written aftef Marius Pater returns to the form

 of "Sebastlan van Storck," the use of a representative figure

&
to epltomlze a period or a place. Portraits such as "Duke Carl

of Rosenmold"“and "Emerald Uthwart" depend more upon narrative

events, while in "Denys L'Auxerrois".and "Apollo ih Picardy"

100. Monsman, Pater's- Portraits, pp.141-42,
. " v v
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. Pater experiments with modernizing old mythic patterns.

92
I ' @

7
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101

Pater clearly wished to experiment with various fictional
fg;mé, and his brief liferarf cafeer énq small output. meant
unfortunately that each form would have ﬁut a.few representa-
tives. Marius stands as Pater's éreates? and last work em-

plo&ing the fictional method that we have examined.

VI

Earlier in our discussion of fictional technique in °
Marius we notea that the novel is psychological and "modern"
+in its treatment of its protagonist as a central. conscious-
ness whose perception and infefpretation of outward evénts
oqtlines and informs the réal core qgathe work, over and
above the events themselves. Everything in the novel, Wg
suggested, is:a function of this cenxrai consclousness; ele-
ments of the no&el are significant only in the effect, they
produce upon the -protagonist's conscilousness. ?he central

14

consciousness, in fact, becomes an interpretive and organiz-

ing agent, lending significance and form to seemingly random. -

and intrinsically meaningless events accurring in the actual

.

world. This aspect of Marius may be reélated, like most others,

to the "Conclusion" of The Renaissance. . .

In Pater's Portraits Gerald Monsman discusses Pater's
.I '»,.\\

‘attempt to deal with the fluxs | o

101. As Rpbert K. Martin has suggested, the mythic hero is
also a “modern" characteristic and is not irrelevant to Joyce.
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That the Conclus}on shduld culminate.in a discussion :
of art is of prime significance, for here, in the d

aesthetic realm, we can find the ideal reality denied
us by the Heracliteén. sciemtific world view which ' .
the Conélusion portrayed iﬁ’its‘opeﬁing/paragraphs.

Art gives to the ideal its-necessary concrete express- -
ion; for. the aesthetic object, anchored in the world ‘
of sensuous perception, within the .fabrid of the veil

of immediate experience, becomes the visible and em-
pirical locus of the Absolute. The presence of the-

"flux" need not .rule out the existence of fixed farm, 102

. i

Despite thé last sentepce.of the ."Conclusion," art ofﬁared‘
moreé to Pater than’ the hiéhesﬁ‘q%ality to moments as they pass.
In -the face of the\flux, while gll me%gs under one's feet, -
artistic form is a finite, stabﬁe, and accessibleyé%enomenon} 5
and together with individual percepfién. offers a meagg of

. ordering a fleetiqélunixefse. Pater's technique in his novel f
of presenfing a changing universe through the stabie medium
of Marius' mind, the central consciousness technique, to C i‘ ;
impose a modern.phrase, offers-a way fo combine individual
.perception with artistic form, aﬁd'to embrace, in art, the :

~ Absolute. X | %

,lEugene Brienk-has noted, more than anybne else, Patetr's :

handling of the central consciousness teﬁhnique. In one dis- ‘ 3
cussion he éuggesté that "Pater's interest#ih the mental pro-
gessés of a, céntrally placed intelligence, his unique use of‘
historiecal méteriais and his ‘impressionistic delineation of

settiné and character do not fit intd the pattern of the

4

s -

102. Pater's Portraits, p.16. .

“
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nineteenth-century historicél nove,l.-"w'3 In another étudy he
‘continueé his discussion: "the central personality always
remains tﬂe focus of all that takes place in the narrative
work, and the ?lose identification between author and central
characte;s creates the impressi%n that eveiything is bteing re-
corded through the consciousness of the protagonist." Brzenk
" hints suggestively at an area of influence that I will look
at in the second chapter when he notes that "Pater'sﬂusé of
a controlied third-person po;nt of'view; which concentrates
upon the thoughts and sensations o a centrélly placed leading
character, anticipates the single point of view which Henry °
James perfected as a result of the same dgsire to give unity
to‘his fiction.10% |
In her discussion of central metaphors in Marius Jean
Sudrann links the work Qith the modern psychologicdl novel
iﬁ the "depiction of the appreh;nding séﬁsibility itself
rather than the world which it apprehénds as its chief con-
cern."105 Louise RBsenblatt,,meanwhile,wnotes "the présgnta—
tion of even the more violent and dramatic events mainly by
- refraction, as it ﬁerF, through%ghe meditative pefsonality
of Mg}ius."¢06 | '

ﬁatgr's technique of relating his story and‘expressing ’

his Ythemes by means of moments of impression, and the cdncept

{ Brzenk, "The 'Epicureans’ of Pater and Moore," p.26.
. Brzenk, "The Unique Fictional World of Walter Pater,"
25, The only other critic to note this relationship is
Jean Sudrann, in suggesting that "Marius has an exquisite
. sensibility worthy of a Jamesian hero"(436).
105. Sudrann, p.425. .
106. Rosenblatt, p.258.
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of the central consciousness are, of course, closely related., . ﬁr‘ g

) ' v
-

The key tgrms in our previous discugsion,, "impression, ""vision,"
"perception,” and "revelation” natuzﬁg;y imply a. cehtrally'

5

placed intelligence, or consclousness. "that is 1mpressed upon;
the "smopth wax" of "The Child," t?e "tablet of the. mind white
and smooth“(II 220) of Marius. But the central intelligences
of the flrst two portraits are more than simply receptlve
mecﬁanlsms pass1yely recording impressions. The central con-

sciousness technique and subjective perception (brought to-

- gether artistically) offered Pater a meaﬁs by which he could

"

"create a flxed and ordered form amid the confu51on of the flux.

‘We nEted earller that "The Child" is doubly subaectlve:

the life bf the Chlld is 1tselflbut the reminiscence or dream

‘of the adult Florian; it is framed by the reaches of his mem-

ory: ' | ' . - 2 ‘ 1
that night \1ike a rewarg‘for his pity, a dream of that

j 'place came to Florlan, a dream which did for him the
offlce of the finer sort of memory,- bringing its object
to mind w1th a great clearness, yet as sometimes happens
in dreams, ralsed'a little above 1tse;f, and above ordin-
ary‘retrospectf\. . + And it happened that this accident

~of his dream was just the thing needed for the beginnigg

of a certain design he then'had in view, the noting,
namely, of some things in the story of his spirit--in
that process of brain-building by which we are, each one
.of us, what w§~are. (Miscellaneous Studies, 172-?3)'

Within this subjective framework the child's own perception
* of reality is a function of his peréonallimeessions of out-

ward objects! evgnts} and phenomena. The actual world is

’




Ii .

refracted first through the adult's memory, then through the . .
child's mind. In his firstlimaginary portrait Pater clearly
wanted to ensure H;at the relation betweeh the cent,r‘al.pe‘r-~

ce1v1ng intelligence and the form of the work ‘was’ complete 'f

-therally nothing happens  in the portrait out51dq of Florlan 8.

visgion; the portralt is his dream—v151on 1‘

i

In Marius Pater, perhaps more confident of his literary

method (that is, the use of impressions as a technical vehicle).

: dlscarded the larger frame of the memory used in "The Child."

'W1sh1ng to retaln the close relation between the central in-

telllgence‘fnd the form of the work, he depended completely
upon hls method of attachlng significance to events only in
their effect upon his protagqnisf‘l’gonscioﬁsness. Marius'

consciousneses is an actiYe contrblling force and'organizing

agent:s it perceives a pattern in a seemingly unordered uni-

~verse, 'and by doing so, and by virtue of its positieﬁwai the

center of the novel, it creates a fixed artistic form. The

B

artistic form of Marius does not reflect a systematic, onto--

logical universe, but an ordered pattern traced by the pro-

tagonist's individual perception. Marius' role as a reflector,

or translator into order, is commented upon }y the agthor p

himselfs. '
Had he not ceme to Rome partly under pBetic_vocation.
to receive all those things, the very impress of life
itself, upon the 'visual, the imaginative organ, as
upon a mirror; to reflect them..to transmute them
into golden words? - (I; 180-81)
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" The last sentences
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The novel itself consists of thié,véry‘tranémutat on bf“a
impressions into golden'words. Marius' visions d pefceptions

have taken on artistic form in Pater's expression of them.

We may see an example of this process in & passage, closely

following the one abOVe. It is a scene descri ing the rellgious

ceremonies of the superstltlous Roman publi¢; in it we find the

-familiar movement in the novel ‘from narrat‘ve descrlptlon to e

»

1nternal perceptlon' Y ) .

In one street Mjrius witnessed an incAdent of the fest-

%val of the patrpn deity of that neighborhood, the way .
being strewn wigh>box, the houses fricked out gaily in o
such poor firnefy as théy possessed/, while the ancient
ssion, arrayed in

! . . Black with the

ense, oftenest 0old and

idol was borne through it in pro
gaudy attire the worse for wear,
perpetual smoke of lamps and i
ugly, perhaps on that account he more llkely to listen
to the desires of the sufferihg--had not those!sacred
effigies sometimés given sern/sible tokens that tﬁey were
aware? The image of the Fortune of Women--Fortuna,

~Muliebris, in 'the Latin Wgy, had spoken (not once'only)'
and declared; Bene me, M tronae. vidistis rlteque dedi--

¢ castis!The Apollo of Cupmae had wept during three whole
nights aﬁd days. The images in the temple of Juno Sosplta

. had been seen to swea . Nay! there was blqod-—divine )
blood--in the hearts/ of some of them: the images in the
Grove of Feronia had sweated blood:! , (I,185—86)' ) -

ict not outward reality, but Marius' |,

imaginatiye percep¥ion of it; fpom first to last, it is his ‘ %/

the novel.

ilec 3
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, consciousness of them, for the intermittent conscious-
- ness of so many generatlons, fleeting 'away one after

- more elaborate and reflned than that in.the first. Marlus role

A
’ i

In what is perhaps the most cruc1al chapter of the novel - .

"The Will as Vision," and durlng Marius' most pr1v1leged hour

of revelation, he contemplates‘the’philqsophlcal idea” whlch .

e

forms the basis for his role as controlling central intelli-

\

gence:

\ Mlght not thls entire material world, the very scene
around hlm.vihe immemorial rocks, the flrm marble, oo

" the olive-gardens, the falling water, be themselves '
but reflections-in, or a creation of that one inde- - o
fectible mind, whereln he too became consc;ous, for .. "
an hour, a day, for so many years? Upon what other . .
hypothesis could he so well understand the persis-
tency of all these things'fOr.his‘own internittent . . ;

another? It was eas1er to concelve of the material
fabric of things as but an element in a world of,
thought--as a thdught in a mind, than of .mind/as-an
‘élement, or.accident, or“passing“condition if'a world %
of 'matter, because.mind was reéliy nearer tof himself; .

. it was an explanatign of what was less known by what
was known better. .(II, 69-70) '

Pa?er:s formal presentation mirrors his thematic) suggestion
that the entire Aaterial world is'but'a'neflec ¥on in his ‘
protégonist's mind: all of the eiements of his novel are,
essentlally. but reflections in Marius' con301ousness Marius,
’1s not. like "The Child," 51mply the dream-vision of 1ts ‘cen-
tral character Pater's method in his second portrait is much
as the controlllng and creative central consclousness is con-

veyed by much more subtle touches throughout the novel. The




'

b

o e R
f

.

i

almost lmperceptlble mékement frOm narratlve descrlptlon ‘of .

Ve

outward elements 1nto the ;nternal reflectlons of. Mariug®

*

as a controlling conscrousness.\Pater s, cléar emphasis on
the 1mportance of events..dlscourses, and translatlons lylng
not 1n themSelves, but ih thelr effect upon Marius,

The technlque of thematlc

ﬁ
is perhaps a, f1nal comment on th
upon Marlus v1s1ons'

control ‘and in effect,‘create the novel 8 eubgect matter‘

I3

and 1ts form

It hardly needs repeatlng, then; that there is a dlrect’

llnk between Pater s crltlcal works (1n partlcular Studles 1n '},‘ B

an

L}

-

it-is these{’abeve'all,

N

ence of hls n0vel

VAP

v

,.

Lok
’

v

ymlnd 1s one of the most effectlve means of establlshzng his .’

1s anotherl B

whlch outllne,

\

the Hr tory of the Renalssance) and hlS early flctlon. the

form and much of the subaect-matter of “The Chlld in the House" ,;e
and Marlus may be dlrectly traced to the theories and tech—-jﬂuf
nlques of Pater s first veLumea In many ‘ways Pater s flctlonal
technlque is a pracelcal appllcatlon of his’ early phllosophlcal
“and aesthetlc theorles.xJust,as the theorles themselves ant1+ '
c1pated much of the aesthet1c1sm and phllosophy of %he twenaf

tleth century, S0 ; Pater s appllcatlon of them to the form .of

t

-
T

{

pre331on through moments of im-

i
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hls own flctlon 1nfluenceﬁ the developmeht of" flotlonal

<

.. technlques 1n the late’ nineteenth and early . twentleth cen—

‘ .
. 1 tur&es. Pater's unlque movement froh cr1t1c1sm to flctlon
;r ',, - i i ‘. , . PR \\
g £ was dupllcated by Henry James 1n hlS Lown century. and by S -
’ u"t. 4 ' A ' ’ .'v
. . James Joyce at- the beglnnlng of the present éentury lee LT SN
L 'Pater. both of- these great nevellsts began their llterary
'+ careers wrltlng crltlcal essays and’ rev1ews. Also llke Pater,' . HOe
g thelr apprentlceshlp-ln cr1t1c1sm had much effect on their
. »
M K} . 4 - N
’ later .more creative fictiom. ThlS 81m11ar movement from. = s
K .. - (] . \ xb,‘
' te cr1t1c1sm to flctlon on the'part of James and’ Joyce, and N o
R o N
U . the effect upon thelr flctlon of the ;nnovatlve technical s ¥ B
roe . {esults of ﬁhe relatlon of Pater s cr1t1c1sm to h1s flctlon-.
. C e . . } ' Lo '\ w
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Though Henry James' place in the front ranks of English - '

literature is due to his long list of great novels.ﬁpartic- -

ularly those of, his "majér phase," The Ambassadors (1901),
The Wings of the Dove (1902), and The Golden Bowl (1904), he

is also the author of a good deal of formidable criticism.

- ¥

The time of his literary apprenticeship was spent writing

reviews and critiques of literature and the arts, and travel -

‘sketches describing{ for the most part, places in Europe. The

essays, reviews, and sketches collected .into Transatlantic

Sketches (1875), Portraits of Places (1883), Partial Portraits

(1888),.gnd The ééinter;g Eye (1956; comprised of essays and

reviews written between 1868 and 1897) form the critical ggm-
Plement to James' more widely known novels and tales. As a
critic of literaturs> and the arts in the latter half of the

nineteenth century James had few famou§,Ame:iéan colleagues,

but he~found himself a contemporary of three, more established, .

Englishmen: Ruskin, Arﬁol;. and Pater. Like most othep young
sfﬁden?s of ;he arts (including Arnold and Pater), James was
deéply affected by Ruskin's éomprehensive works.1 Any aspiring
critic of that time ﬁﬁ; wished to deal with the visual arts .
had first to deal with Ruskin, and James was no exception.

In James' early essays on painting and architecture (especially

Venetién) we\encouﬁter frequent a;lusions to Ruskin's works

. and.fhe repeated revéréd mention of his name, couched often

— - B

1. - James' extensive debt to Ruskin is intelligently discussed
by Viola Hopkins Winner im,her chapter on James' “"Aesthetic
Sources and Assumptions” in Henry James and the'y;sual Arts
(Charlottesville: Univ. Press of Virginia, 1970), particularly

pp.19-22. :

i vam i
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.jerking their heads towards this, rapping their knuckles for

.to Strasburg"(1872). In his discussion of the Cathedral of
_conibined, labour, courage, and patience. And there are people.

PP.78,91. All further quoétations from this work are taken from

this edition: . .
© 3. Portraits of Places (1883:rpt. New York: Books for Lib- /
raries press, 1972). All further quotations from this work

Lo . 103

s

in a readily perceptible Ruskinian style and manner.z. g
e

However highly the young James thought of Ruskin, how-

-

ever, his admiration was tempered, .as he developed intellec-

—

/’X : ' * ’
tually, by @ skepticism and mistrust of some of the great

&

critic's more extreme views. It would seem that sometime be- \,,,

tween 1873 and 1877 James'estimation of Ruskin changed ‘rafiher,

drastically. In "Italy Revisited”(1877) James writes that

Ruskin's pagesbgﬁl’lorence and its artists "seemed invidious

s

and insane"(Poftraits of Pla;:es. 66)? tha/t’ "it is very dry and
pedantic to say that the happy vision f:qf the cigy] depends

upon our e;:quaring our toes with a certain particuldr chalk- : 1
mark"(67) . James facetiously ‘muse.s on thé comicality of "the 1 ' 1
familiar asperity of tile author's style ax{d the pedagogic

fashion in which he pushes and pulls his unhappy pupils about,

\ .

2, James' allusions to Ruskin's worksand his genius, too . : o
numerous to list, may be found in’ almost any of his early . = e
essays on -the visual arts collected into Transatlantic Sketches. ;
Ruskin's influence on James' early theory and sityle may be seen
most clearly in "From Chambéry to Milan"(1872) and "From Venice :

Wa 11w e

Milan James argues that "beauty in great architectire is almost . ¢
a secondary merit, and that the main point is_mass--such mass
as may make it a supreme embodiment of sustained effort.” A

"great building is the greatest conceivable work of art. More
than any other it represents difficulties annulled, resources

Lo T

3
:
!.

who tell us that art.has nothing to do with morality:” Simil-
arly, he suggests of Tintorétto that "the great source of his
impressiveness is that his indefatigable hand never drew a
line that was not, as one may say, a moral line.”fTransatlantic
Sketches (1875;rpt. New York: Books for Libraries Press, 1972),

are taken:from this edition.

3 e
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. . that, sending them td"stand in- corners, and giving them
Scrlpture texts to copy"(é?) He berates Ruskin for his
dogmatlsm his opinionated, uncomprom151ng tone, hls insis- i ;
tence on the mora; respons;bilities of art: ) ﬂ

%
' And as for Mr. Ruskin's’world of art being a place ' H
where we ﬁay'teke life easily, woe to the luckless ' i
-mortal who enters it with apy such dispositidbn. In- f
& ’ - « ~stead of.a garden of de}igh"t. he finds a sort of 4
N assize- epurt in perpetual session. Instead of a’ : [

place in which human respons1b111t1es are llght-
ened - and suspendé& he finds a re%%en governed by
w o a kind of Draconlc legislation. His responsibilities,
\%ndeed are tenfold ihcreased. (68-69)

As an alternative te'Ruskin!s world of art, James offers- 3

h% T

a view that is closer to Pater's: -
L] ! . J
Art is -the one corner of human life in which’we may
take our ease. To justify our présence there the only
thing that is demanded of us'is that we shall have a

‘ passion for representation. In other places our pass- -

- . - ions are conditioned and embarrassed; we are allowed g B
' - to have only so many as are consistent with those of )
our nelghbours, w1th their convenience fnd well-being, ° "L
" with their conv1ct10ns and pre;udlces, their rules
, ) © and regulations. Art means an escape from all this.
; . Lo 'Whu$ever her brllllant standard floats the need for
“ . N apglogles andvexoneratlons is over; there it is enough
' ’ .51mply ‘that we please or that we_are pleased There
- . the tree is Judged only by its fruits. If these are. 4
c sweet 6ne is welcome to pluck.them. (68) ' . .

¢

" Here James 1mp1101tly repeats Pater's empha31s (in whlch he

__'« offers theﬁantlthe31s of Ruskln s view) that"art comes to you -
, /

>
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proposing frankly to givq%nothing but the,highest quality .

to your moments as they pass"(Renaiésance, 239;190).
In James' early essays, those written in the 1870s and
early 1880s, we find an odd mixture bf light travel sketch

and considered criticism, *so that within two or three pages’

of the same essay, "A Chain of Gitiesk:1873), J;N?s offers -

- very practical advice on "just how a week at Peruéia may de

spent"(Iransatlantic Sketches, 222) along with a discrimina-

ting and enlightened discussion of Perugino's paintings.
Perhaps in partlal consequence of thls unusual balance,\James
emphasxs in his cr1t1c1sm is ‘on art .appreciation for 1tS own
sake--one of the dlver51ons a tourist might enjoy while vaca-
tioning in Europe is a plegsant stroll thfough the art galler-
ies. If 1ndeeq ‘art has a function, it is to entertain rather
than to edify or offer moral Judgment HlS main quarrel with

- Ruskln stems from their differing views on the role of art:
"One may read a great many pages of Mr. Ruskln w1thout getiing
a hint . . . of the not unlmportant fact that. art, after all,

ig made for us, and not we for art"(Portralts of Places, 68) .

‘\

James;’crltlcal posltlon, however, is not directly
‘9 ‘ opposed to Ruskin's; it merely t;mpers Ruskin's positlon /x"\\
with'a more subjectivist approach. James! concurs with Pater's
‘argument that though art may»servé a moral Q{ religious pur-
‘pose\for those who seek t§ find one there| it ‘should not be

. . . ) .
created to serve only moral, political, or religious ends;

e

-

thé*question of morality and art depends uponlfﬁe observer;s

o v s 4, DA B W X
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subjective perception. James declares that he regards pic-

torial art "more as'an entertainment and less as a sblemnity"g

" (Transatlantic Sketches, 290), and suggests that "it is the

privilege of art to make us relish the human mind, .and not

to make us batronize itﬁ(290). Emphasizing the s%Pjectivist

3 . 4
approach, hé stresses that the meaning one may or may not

AN

discover in a painting "depends vastly upon one's mood--as
. N ) .
a traveller's impressions do. . . . On some days we ask to

1

be entertalned, on others, Ruskin-haunted,  to be edified"

(290 91).

Such statements coming, as they -do,  in the sprlng of

<

1874 and in the same essay ("Florentine Notes") in which

Ao

James alludes to Studies in the History of -the Renaissance

and reveres Pater as an "éccomplished" and "fastidious" critiec,
must surely have been 1nfluenced by Pater's emphas1s on the

1mportance of subJectlve perceptlons and impressions in aesthetlc

“cr1t1c1sm Indeed the word "impression," or a variant of it

occurs frequently in sections III, IV, and V of "Florentlne

Notes." James repeats his stress on the subjective. perception
) .

. of a paintin or scenet "my ima ination e refused to pro-
. =4 y

ject into the dark old town and upon “the. yellow hllls that
sympathetlc glow which forms half the-substance of our genlal‘

: 4
L, James=read Studies in the History of the Renalissance

within a'few months of its publication; he wrote to his brother
William from Florence on May 31, 1873: "I saw Pater's Studies
.just after getting your letter, in the Engllsh bookselTler's
window: and was inflamed to think of buying it and trying a
notice. But I see it treats of several things I know nothing . |
about." (Hehry James Letters, ed. Leon Edel, (London: Macmillan,
1974), Vol. I, .p.391.) That James could call Pater an accom-
plished and fastidlous critic after having read only his first

rd

-
. ¥, b
)
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impressions"(291). As Viola Hopkins Winner no’ces.5 James'
criticisms of Botticelll (at that time a relatively unknown

painter in England and America) are virtual paraphrages of

Pater's .essay in The Renaissance: "a Ma&onna. chilled with
tragic prescience, laying a pale cheek against that of a
blighted “Infant. Such a melancholy mother as this of Botti-
celli would have strangled her baby in its cradle to rescue
it from the future"(288-89). Both James and Pater linger on
Botticelli's active imagination and his individual 'spirit.
Pater calls him a "visionary painter;" his type of genius

"usurps the data before it as the exponent of ideas, moods,

N

visions of its own; in this interest it plays.fast and loose

With'those data, rejecting some and isoldting-qthers, and

.~ ————

always combining them anew"(Renaissance, 53-54;41-42). James
suggests that "his fanéy was audacious and adventurous. . .

[ﬁé] had a faculty which laoved to play trlcks with the actual
to sport and wander and explore on its own account"(joo)

[, - o ' Pdter talks of "an ;nventlve force" in his work (53;41); he
geems YS James‘fto-possess invention“(BOOf, Even James' s@yle

! o in this secfion of "Florentine Notes" is reminiscent of Pater's:

L ; | "Only add to thls 1111m1table graee of des1gn that his adven-

‘ turous fancy goes a- Maylng. not on wanton errands of its own,
o * but. on those of some mystic superstition which trembles for-

ever in his heart"(300-01). |

book indicates that it must have .had a substantial effect on
, him. Pater was not famous as a ¢ritic before the publication
* \’ of Studies in the History of the Renaissance; the Judgment by
v ' James, 1n Italy, is his own. ‘ .
. 5. Winner, p. 5 . , , - '
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Winner, in discussing James' reaction to aestheticism

notes tﬁat he shared with Pater "basic sipilarities--a.sen-

Y

sitivity to the visible and concrete, a concomitant distaste*

-

_ for the abstract and theoretical, an emphasis on the personal

G ~

impression, a belief in the relativity of beauty, and a con-
centrat}on on style."6 Although James' critical stance in

hié essays andireviews on painting cannot be said to be pre—'
eminently, or even iérgely~"Paterian" (or "Ruskinian"; James
clearly made a conscious and successful effort from “the bé-
ginning to méke his critical approach and its expression
"Jamesian”), his criticisms of the visual arts are“highlighted
from time to time.by distinctly Paterian ideas and expressions.
James' early mention of "a' swarm of fine conflicting impressions"

(Painter's Eye, 57)7 has its obvious source in the Pater canon,

~

. 5
and his sentences on Reynolds' "Nelly O:hrien;"7$fitten in
January of 1873, are clearly modelled on Pater's compelling
passage on La Gioconda: : oy

As she sits there smiling in wholesome archness, a
' toast at old-time heavy suppers we may be sure, his
.model seems to us the immortal image of a perfect temper.

6. W1nner, P. 45 W1nner dlsmlsses James' relation to Pa£§r
almost as soon as she con51ders it. That Pater "did not strike
a deép responsive chord in.James" she attributes "to the 1lack
of energy, robustness, 'manliness' in Pater and to the strength
of Ruskin's moral influence on James."(55) We have seen, how-

.ever, that it may have been that very morality which limited

James' affinity with Ruskin and strengthened his relation to
Pater. ‘ . '

7. In "The Metropolitan-:Museum's '1871 Purchase' g'(June 1872)
in The Painter's Eye, ed. John L. Sweeney (London: Hart-D§v1s,
1956. James apparently read Pater's "Conclusion”" in its original
form as—part of his essay on "Poems by William Morris” published
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She melted many hearts, we conjecture, but she broke
noné; though a downright beauty, she was not a cruel
one, and on her path through life she stirred more
hope than despair. All this we read in the full ripe
countenance she presents to us, slightly flattened
and suffused by the shadow in which she sits. Her
arms are folded in her lap; she bendS'forward:énd
looks up, smilimg, from her book.: (Painter's Eye,70)

. James' discussion of Greek sculpure in February 1873 (in "From

a Roman Note-Book") suggests that he had read.Patef's essay on

Winckelmann when it was first published in the Westminster

. . \,
Review in January 1867. James miggigns Winckelmann in his

article and echoes Pater's claith for the superiority -of Greek

, sculpture: "One sees somefhing every now and then which makes

one declare that the Greek manner, even fér purely romantic
and imaginative effects, surpasses any that has since been

invented"(Transatlantic Sketches, 204). James. agrees with.

<

Pater on the expressive capacity of sculpture: "it is not
for sc&lpture t0. confess to an ihability to produce any emo-
fion that painting cénﬁ(th).'In his article on Sargent in
1893 James recalls Pa?er's preoccupation in his 1888 essay
on "Style" with .the perfgct'identificétion of the "vision

within" and its ‘artistic expression; James says, "Those who -

have appréciated his-workymost up to the ﬁresent time artic-

,ulate no wish for a change, so completely does that work seem

»

N . \
to them , in its kind, the-exact translation of his thought, -

. T ‘ L]
in the Westmlinster Review in June 1868; he must alsc have read.
"Notes on Léonardo da Vinci" as it appeared in the Fortnightly
Review in November 1869. ‘ .

a
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the exact 'fit' of his ﬁftistic temperament”(Painter's Eye,

217)

James' pervasive and often expressed repugnance to the
moralistic anq "Philistine" nature of English painting (not-
ably in "The Royal Academy," 1878, and "The Royal Acad;my
and the Grosvenor Gallery," 1879) -also reflects Pater's
role in his development as a critic of the visual arts.
Lastly, James' long essay on. "The/Letters of Eugdne Delacroix"

(1880) is perhaps partially indebted for its form to the

- essays in The Renaissance? James places a similar emphasis

on the relation of the life to the works; he' traces the sig-

nificant events of Delacroix's life, particularly his travels

' abroad, and suggests how they might have affected his painting:

~its mark upon his mind and his wdrk; it helped to in- y

Delacroix's short visit to England in his youth left :;y/

itiate him still further into the possibilities of the,
"romanticism” which in France was about to become am///
gréat movement. We may doubt whether, without the im-
pressions that he gafhered on English soil, he wou{d
have conceived that admiration for Shakespeare,/5; )
even for another foreign genius, Goethe, whlch’he sub-
sequently expressed with so much plctorlal pywer. e s,
‘He must have returned to the ‘land of class;c art on

the stage and on canvas w1th a rich store "of impress-
ions and intuitions. (192- 93) e

K

/
Here 'again we see James' stress on "impressions," which

may be related (as we shall later distuss) to one of  the cen-

8. Pater's influence in this area may have reached to James'
Partial Portraits, in which the vivid and animated studies
of literary artists are very much like Pater's hlstorlcal
portraits; James may also have been influenced in his choice
of a title for his volume. ‘

:
4
o
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" and the Fortnightly Review. Though James' review-of Italian

‘date of the review of Notes on England Pater had publishe

. 5 : i ® . ‘
h

tral precepts of The Renaissance, that concerning the impor-

tance of subjective perception: "in aesthetic criticism the
first step towards seeing one's object as it really is, is
to know one's impression as it really is." Pater's emphasis

on personal impressions throughout his work from 235,1868
A . .

review of William Morris’ poetry to Plato and Platonism was
one of his most distinctive contributions to nineteenth-cen-
tury aXt crltlclsm, including that of James. Winner, in rec-
ognizin this afflnlty between James and Pater, nates that

"James expllcltly made a point of the importance of individ-

dal observatlon 1n his reviews of Howells's Itallan Journeys

DB68] . and Talne s Notes on England [LS?{} "both

rev1ews %ppearlng Pefore the publication of Pater's Renalssance "9

As’ we have seen, however, James probably read Pater's essays
7

when they were originally published in the Westminster Review

William Morris™ did not appear until June, by the publication

number df-anticles. |
In his study of the literary impressionism of James and

Cheichov,10 H. Peter Stowell analyzes James' impressionistic

technique in the novels The Portrait of a Lady (1881), What

Maisie Knew ‘(1897), The Sacred Fount‘(1901l,5The Ambassadors,

9- Wimer, pl 1800 , ’ v ) .
.10. Literary Impressionism, James and Chekhov (Athens: Univ.
of Georgia Press, 1980). -
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and The Golden Bowl. He suggests that The Portrait "be came \ ;

his first impressionist work,"11 and that "James would cer-
tainly not have thought of* himself as an.impressionist writer

in, say, 1874," although even at that time "the roots [of his
12 Unfortunately, there
) 4]

is 1little discussion in Stowell's book of precisely how James'

impressionism] already had taken hold.”

impressionist roots originally took shape. The development of
James' literarj;impressionism receives little attention; his
pfactice as an impressionist writer, particularly in his late
no&éls, is clearly Stowell's main interest. Consequently,
James' early travel sketches and critical papefs are cpmplefely

ignored in favour of a discussion of his fictional works from

1881 on. e

"Stowell considers the main factors in the formation of

James' impressionism to be his interest (shared with his - ?

brother William) in phenoﬁenological philosophyj;3 his "intim-

ate knowledge of painting and his lafe embrace of impresgion— . C

ist painting:“lh "James’s use of the term impression is usually o

grounded in a visual, painterly sensibility. It\is often equated

11. Stowell, p.7.

12, Ibid., p.172.

13. The question of the influence that’ William James' theories
of philosophy and psychology ‘had on Henry's fiction'is a rather
involved one. Stowell talks of their "major philosophic agree- B
ments réached quite probably without the force of . direct influ- )
ence"(173) . In discussing their intellectual relationship and . RS
its possible effect on Henry's impressionism, Stowell quotes
from William's theodries as they are expressed in Principles of
Psychology. As this work was not published until 1890, 1%
éould have had no bearing on the early development of Henry's
impressionism.

14, The "lateness" of this embrace’ (W1nner notes that James ~ -

»

©




,w1th a plcture ' James had .an '1ntense and’ llfelong ‘rela-,

tlonshlp w1th the visual arts, partlcularly palntlng "15 As

" we have seen, however, James had become acqualnted W1th some 7

+
¢ ¢ v

,examples of crltlcal 1mpre331onlsm as early as the mid 18603
L.

in Pater S, early essays (and, very probably, w1th fictional

1mpre351onlsm.before he wrote The Portrait, in Pater's "The

Child in® the House") If as Stowell suggests, James would

not have cqn31dered hlmself an "1mpress1onlst writer™ in 1874

he was at least a writer w1th a keen interest 1n'1mpres31ons.1'6

“' .

There is 'no doubt that James was 1nterested in impressions -
even before he reaé Pater, but Pater's works and hlS dlsc;sglon
of 1mpre351onS'and suhaectlve perception seem to‘have influ—
enced James immensely. In the last three pagés of the Morris

review (later to becdme‘the "Conclusion" %o The Rena'issance;

the rest of the review was reworked aﬁd published separately

t -~ A

did not fully accept impregsionist palntlng‘untll about 1897)
‘ is significant; his late interest in 1mpre331onlst palntlng
“ ¢ould not have influenced his own early literary 1mpre551onlsm.
' 15. Stowell, p.171. . ,
16. What is also unfortunate about Stowell's otherwmse inter- -~
esting study is the absence of a single mention of Pater's name,’
v or his llterary 1mpressionlsm.bEspe01ally in his discussion of !
James' impressionism, it seems almost an oversight not to have
mentioned Pater's critical or fictional technlque, particularly 5
when Stowell's discu531on of literary 1mpress1onlsm involves ‘ .
so many "Paterisms"; in his chapter on "Literary Impressionism”
Stowell repeatedly uses the term (and actually discusses the
concept) pr1v1leged moment"; he also uses this term to des-
cribe the scene in The Portralt in which Isabel discovers
Madame Merle and Osmond alone together in his house (for a
discussion of +this scene see pp.121- -23 below); he points to
L. the centralLty and importance in impressionist fiction of a
l ) perceiving consciousness, “the actual act of perception,"(9)
i and "the shift from a description of concrete and tangible-
. reality t6 a rendering of apperception"(17); and he notes, as
we noted in chapter one, 1n our dlscu531on of Marius as a

<
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as "Aesthetic Poetry” ih 1889) Pater gives his most eloquent

treatment of his theory of personal impressions. We have seen

S . ’ . . . .
that James, in 18?2. was intrigued by Pater's "swarm of impre-

w17

ssions, in 1880 he'reiterated that "a person whose sole re-
lation to plctures is a disposition to enjoy them can rest

upon his personal lmpre381ons"(Pa1nter s Eye, 183-84). Indeed

in all of James articles and reviews on painting collected

into Transatlantic Sketchéé, Portraits of Places, and The

. Painter's Eye the emphasis is unremittingly placea on the

impression he receivéd while looking at pictures.
\ II

It is an empha31s which James carried over into his

\

. )
7

fiction. His characters' 1mpres31ons, not only of paintings,

,but of anything. were for James of some importance even before

. L,
his "first impressionist work," The Portrait of a Lady. The

narrator of "A Landscape Painter" (1866) is particularly fond
of the term: . ‘;', ' ‘ /”
T&o or three times I looked at Miss Quarterman to see
what impression his sallies/were making upon her. They

seemed to produce none whatsoever. But I know better, .
moi. Not one of them escaped her. But I suppose she said

controlllng central cons01ousness, that "Impre351onlsm does
not simply record the impact of pure, raw sensations on a
pass1ve receptor, . . . It] is the process by which 1mpress-
ions are absorbed by a perceiver and syntheslzed by conscious~

ness into a gestalt that may lead to action or thought"(25).

17. For the second edition of.The Renaissance Pater altered
this phrase to "a group of lmpre551ons "

[
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to herself tﬁ&t her impressions on this point were no°

- -

business of mine.

When the word is used in James' eérly tales it usually beérs,

)
the conventional connotatlon——one s impresgions are simply
oy e ""--I

one's feelings abaﬁt what one percelves. Occas1onally James - 'J
makes a sllghtly énefthodox use of the word, as in "The Story’

of a Masterp1gce"(1868)= "'Go and look [gt xhe palntlng] at
ygurféase. I'll come to-mortow andlhear.ybur-ﬁmpressions.'"19

Traditionally one is more ‘apt to hear “"opinions®" or "judgments";

James' choice of the word here reflects his special interest-

" in 1mpre351ons. If seems, however, that tﬁe term took on aﬁ

o a

even larger .significance for James durlng the years in wh;ch,
as we have seen from out study of James' crltlcal papers, he

must have read Studies in the History of the Renaissance. In

Roderick Hudson, which "was begun -in Florence in the spring

r._.h'»" g = T X ’»‘M‘mﬁmﬁ :; L L Tt

4

of 187’4-,"20 wé encounter, for the first time. in James' fiction, A

Y

the Paterian comnection between swarming impressions ‘and fleet-
ing moments. Early in the novel Roderick remarks upon the higﬁ{

intensity of life in Europe:

What becomes of all our emqtioﬁs. our impressions . .
all the material of thought that life pours into us at
‘such a rate during such a memorable three months as
thése? There are twenty moments a week-—a day, for that

18. The Complete Tales of Henry James, ed. Leon Edel (New
York: J.B. Lippincott, 1961), Vol. I, p.121. All further
quotations from James' ‘tales are taken from this edition.

19. Ibid., Vol. I, p.283.

20, The Art of the Novel ed., Richard P. Blackmur (New York:
Scritner, 19347, pP.3. ALL further quotations from James'
Prefaces to his works are taken from this edition.

#
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matter, some days*that seem supreme, twenty imbressions
that seem ultimate, that appear to form an intellectual
era. But-others come treading on their heels and sweep-
ing them along, and they all melt like.water into water
and settle the question of precedence éqong themselves.

21

»  Later Rowland, growing "intimately, passionatei& fond of all
Roman sights and sensations," fegls "a large, vague, idle,
hélf;profitless emotion, of which perhaps fhe most pertinent
thing that might be said was that it brought with 1t a relaxe®
acceptance ofithe present, the actual, the sensuous--of exist-
ence on the tefms of the moment"(171). It would seem that in
the last pages of Pater's "Conclusion" James found a sympathetic
and expanded treatment of his own.interesf-in pe;Lepﬁfdn‘through
personal impressions. Before he read Pater, James felt that |
personal impressions were as significant and Vvaluable as crit;
ical opinions and judgments; after regding'Pater; he could see
impressions as "moments that appeared to form an intellectual

, era,"”

s

Pater's influence on' Roderick Hudson, most clearly reflected

in the above passages, informs)a good deal of the atmosphere
of the novel. James' characters inhabit a world similar to the

one which Pater ostensibly describes in The Renaissance,

where art and reality exist only in one's subjedtive percep-

tion of them, and only in the "moments as they pass." Pater's

¢

21. Parenthetical citations made within the text are “to ‘the
New York Edition of the works 'of Henry James (New York: Scrib-
- ner, 1907); these citations are shortened tao only the page
number if they follow a previdus reference to the identical
work. Passages quoted from Roderick Hudson, The Portrait of a
Lady, and The Princess Casamassima are identical in the first
editions and the New York Edition. . -- .

\
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eloquent exhortagion to cultivate exquisite and high passions

a9

which yield fruit of a "quickened and multiplied consciousness"ﬁ’j

-
is similar in kind to the:implicit force which fuels the in-

tensity of Roderick's European experience If ohiy erratically'

'and brlefly, Roderick does burn with a hard, gemllke flame .,

The suggestlon in Ro&%rlck Hudson that malntalnlng a Paterlan

ecstasy leads not to success, but to ruin (the same force: ,
which makes Roderick a Paterian hero dereS him to his death)
might 1ndlcate that James. too, misunderstood Pater's "Con-
clusion"; that he took Pater s words too 11terally Oor 1t may
mean merely that he Wlsbed to portray Roderick as an ardent .
young man who, like many actual young men of that time, pursueﬁ

-

passion in art and life too forcefully. o

i

In either case, the philosophy of‘the "Conclusion" is one -

with which the James of the 1880s must have been to some degree

sympqﬁhetic. for he repeatedly has hiﬁ subsequent characters.

echo it, in ‘Wwérd and gesture. Ralph Touchett fits well Pater's

view of all klnd as he expre$ses it in the "Conclusion”:

we are all under sentence of death but with a sort
~of, 1ndef1n1te reprieve . . . we have an 1nterval

and then our place knows us no more. . . , For our

one chance lies in expanding that interval, in getting

as many pulsations as possible into the given

time. (Renaissance,238;190)

Ralph is aware that his reprieve will be shorter than most,
-and tha% he must éxpand his interval as best he can. ﬁg lt
had for Florian Deleal, fqr Ralph “the desire pf physical

>
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beauty mingled itself [w1th]. . » the fear of death"(Misc-
ellaneous Studies, 189): ' -

At present . . . the fragrance of forbldden frult
- Seemed occesionally to float-past him and .remind

him that the finest of pleasures is the rush of
"action'. (Portralt 52~ 53)

'

A close brush w1th death intensifies his carpe dlem phllosophy

M 3 His convalescence was a miracle. but the first use o
'he made of ‘it was %o assure himself that’ such miracles
happen but once. He said to himself that(hls hour was °
mln sight and that it behoved him to keep his eyes upon
it, yet that. lt was also open to him to sﬁend the in-
terval as agreeably as might be consistent w1th such
.‘a preoccupation. Wlth the prospect of 1031ng them the
. * simple use of his faculties became an exqulslte plea-
ysure, it seemed to him the JOyS of contemplatlon had
never been sounded., (53)

[

Ralph's physical 1nf1rm1ty prevents him from d01ng much other
than'watchlng Isabel, but ﬁ% is contented w1th thls His moti-
vatlon in any action: he d0g3etake is the prospect of Seeing

rfwhat Isabel wlll make of herSelf Indeed his 1nteres§&1n his

1c9u51n 1s expressed early in aesthetlc terms.

.

It was very probably this sweet-taetlng.property of the
observed thlng in 1tself that was malnly ‘concerned in

'~Ralph's qulckly—stlrred interest in e advent of, .a
@oung lady who was evidently not indipid (54)

Morally, Ralph is. llke Pater's Bottlcelll, who accepts "that
middle world in which den. take no 51de in great confllcts,

}L arid. decide no great-v causes, and make great refueals"(Rena.J.-

gsance,55;43) . He maintains one key characteristic of an’

sestnete; he makes no- moral jﬁdgménts and remaims :absolutely

”passive*(179). i ‘ - “ ‘ o 7
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. Another condamné in another novel, Hyacinth Robinson |

(The Princess Casamassima, 1886), the young revolutionary
"destined to perish in his flower"(II,125), makes "é dash
at the beautiful horrible world"(II,125) and experiences

its brilliance in éﬁ exuberant rush of passion and sensa-

tions

L 4

A hundred confused reverberations of the recent past
crowded on him and he saw that he had lived more in-
tensely in the previous six months “than in all .the
rest of his time. The succession of events finaliy
straightened itself and he tas%ed over some of those

rarest, strangest moments. (II,126)
~ )

Hyacinth's desperate attempt to experience as much as poss-

-

ible of the .beauty of civilization is réplefe with the imme-
diacy and inyensity of;Paéer's “"Conclusion.t . s
The philosophy of the "Conclusion' found its way also

into The Ambassadors. In his discussion of the novel F.O.

Matthiessen attests that "both Stretﬁer and James could have, ¢
subscribed to much of Pater's famous exhortation for fullness’
of life, particularly to the sentence which ufjss that one's

passion should yield 'this fruit of a quickened, multiplied
22

. 2]
consciousness.'" ". We will return to The Ambassadors later

. ~ . . . . . Ve
to discuss Pater's role in the climactic scene of -Strether's _

own exhortation in Gloriani's garden, and his larger influence ,)
on the novel as a whole. - "
' Adam Verver is another of James' characters who is sub-

L]

Jject, if only slightly, to Pater's imﬁfess; "It was all at

22, In Henry James: The Major Phase (New York: Oxford Univ. .
Press, 19 , P.A1, . . ‘ ]

«
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bottom in him, [we are told] the aesyhetic principle,,ﬁlanted
. / . S )
where it could burn with a cold still flame"(The Golden Bowl,

Y
I1,197). James"transformation of Pater's phrase here is an

ironic comment on Adam s aestheticism--it is actually very

shallow.23
The philosophy of the "Conclusion" clearly had a ‘great

effect on'James; he shared a number of Pater's views,tpartic-

ularly those concerning impressions, and expressed them in
' .

his early criticism and fiction. More importantyy,though,
p . ‘

James' fictional technique, in its early stages 'of develog://ﬁ_—///

ment, was also influenced by Pater's ideas on %mpréssibns,

particularly as they are expressed, and how they are expressed,

in Pater's first imaginary portrait, "The Child in the Houie."

We have seen that James' shared Pater's theories sof the elemental

4etructure of experience and of the potential for revelatien,

knowledge, and understanding within one's momentary 1mpress-

ions. Impress1ons are 1mportant in Roderlck Hudson though

they are not the subject of the novel. Nor are they the sub-
ject of The Portrait of a Lady, yet they are much more close%y

related to this novel'e subject thaﬁ they are to that of

23. James deals, rather satlrlcally. with the mlsdlrected .
fin-de-siécle disciples of Pater in "A Bundle of Letters"(1879)

That is the great thing--to be free, to be frank,

to be naif. Doesn't Matthew Arnold say that some- ;
where--or is it Swinburne, or Pater? ~

When I was with the Johnsons everything was super-

ficial; and, as regards life, everything was brought

down to the question ofl right and wrong. They were R
too didactic; art should never be didactic; and what .
is life but an art? Pater has said that sa well some-
where. Tales, Vol. IV, pp.4ko0-41, N

N \ N . —
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Roderck Hudson. If we may term the development of Isabel

Archer's character and consciousness one of the subjects of

The Porfrait,.&e may assuredly say that her impressions are

-

essehtia; to it.,-And if James' portrait does not consist, as
Pater's does, "almost entirely in a series of vivid impress-

lons," it does have at its heart, as Pater s portrait does.
$

a partlcularly portentuous 1mpres51on ‘which marks the’ great—

est 81ngle development of the protagonlst <} con301ousness

" The scene is, of course, that of Isabel coming upon her

'

husband and Madame Merle alone together~1n a room in her

husband's house. In its unexpectedness and suddenness Isabel's

vision resembles very much Florian's impression of_theAred

? ¢ . M
haythorn. We haver discussed in chapter one Pater's technique
in this episode of expressing the deﬁelopment of his protag-

onist's consciousness strictly in terms of his - impressions.’

.

" In The Portrait James, for the first time,.uses a similar

technique,‘if but once in the novel. The pivotal scene in

which he dogs so, however, is a direct préeludeé to the most

crucial episode in the novel, Isabel's fireside‘vig{z:

_ Isabel passed into the -drawing-room, the one she
herself usually occupied, the°second in order from
the large antechamber which was enteéred from the \
staircase and in which even Gilbert Osmond's ‘rich
devices had not been able to correct a look of .
rather grand nudity. Just beyond the threshold of
the drawing-room she stopped short, the réason for
her doing so being that she had'received an impre-
351on. The impression had, in strlctness, nothlng
unprecedented but she felt it as somethlng new,

-

— 4
—
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and the soundlessness of her step gave her time to téke
in the scene before she interrupted it. Madame Merle
was there in her bonnet, and Gilbert Osmond was” talking
to her; for a minute they were unaware that she had come
in. Isabel had often seen that before, certainly; but
what she had not seen, or at least had not noticed? was - _
that their colloquy had for the moment converted itself-
_into a sort of familiar silence from which she instantly
perceived that her entrance would startle them. Madame
Merle was standing/on the rug, a little way from the fire;
Osmond was in a deep chair, leaning back and looking at
her. Her head was erect, as usual, but her eyes were bent
on his. What struck Isabel first was that he was sitting
while Maddme Merle stood; there was an anomaly in this
that arrested her. Then she perceived that ghey had
arrived at a desultory pause in their exchange of ideas
and were musing, face to face, with the. freedom of old
friepds who sometimes exchange idgas without uttering
them. There was nothing to stock in ‘this; they were old
friends in fact. But the thing made an image, lasting
onlyvavmoment,.like,a sudden flicker of light. Their
relative positions, their absorbed mutual gaze, struck
her as something detected. But it was all over by the
time she had fairly seen it. (II,164-65)

We note throughout the above passage language and sentiments

that clearly récall The Renaissance. Unlike Florian's revela-

tioné;ﬁwhich c;me almost immediately‘qé objects and‘phgnomena

are perceived, Isabel's fgll under;tanding'of'her impressiop

does not come until shortly afterwards, when she has time,

in front of the-fire, to interpret it. The process of braine
A Luilding, or understan&ing, however, ié;the same for both"

" protagonists; nomentary impressions of ‘even familiar objects,

AN
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or people, in slightly altered attitudes, lead to the expan-
sion of soul and a deeper understanding of truth and reality.
As Pater had moved from a discussion(of the moments of im-

pression in Studies in the History of the Renaigsance to a

dramatic presentation of them in "The Child in the House,"
go James moved from a similar disodssion of impressions in

his.criticism, his early tales, and Roderlck Hudson to the

dramatization of an impression and the ensulng revelation in

The Portrait. In The Portrait-too, as in "The Child," the

éignificance of‘the impressions is in the part they.play in
the developmeﬁt of the ppoﬁagonist's character and conscious-
nesg. This was a method of dgveloping ané‘févealing cha¥acter
and conscioﬁsness which would later .become esséntial to James!'
fiction. As we shall see, Pater's role in James’ developmént/
of this method is considerable.

o [

IIT :

-~

‘In her study of James’ eafiy development, Cornelia
Pulsifer Kelley reveals that the young James'. approach to ™

fiction was very different from what it would later become.

g

Of James' crltlcal stance in an 1865 review, Kelley say‘?

Action is the main thing, the "soul" of the novel;

. characters are but puppets secondary to it. James
had failed to grasp the interdependence of charac-
ter and action, the fact that action_may‘illustrate
character, and thus become secondary to it, a means




i o e

\/, o o S 12k

rather than an“end,zLL

Kelley traces the development of James' interest away from

R A A Vi S

action and towards character, a movement which she attributes

to James' reading of Goethe's Wilhelm Meister (in Carlylé'sf
translation in 1865) and especially the novels of George Eliot.
As early as 1871, Kelley suggests, James was as much inter-

ested in the revelation of character as the progression of

J Y PP SPTEN 4

action, and certainly by the time of his first successful

novel, Roderick Hudson, the revelation of character was, much

‘more fhan-actibn, plot, o inlidenf, es' preférred subject.

Roderick Hudson, though, does present a problem of inter-

pretation which finds expression in the question of whose

13

character James is most Interested in revealing and develop- )

ing. For James'hihself, in 1906 at least, the answer is, quite

simply, Rowland Mallet's. In thé Preface to the New York Edition
of the novel James writes: ‘ ’

The centre of interest throughoutx"Roderick" is in - .
Rowland Mallet's consciousness, and the drama is the
very drama of that conséiogsness. . « +.This whole
* was to be the sum of what"happened"to him, or in
other words his total adventure; but as what happ- ‘ /
ened to him was above all to feel certain things '
happening to others, . . . so the beauty of the
cons;fucilonal game was to preserve in everything
its especial. value for him. (Art of the Novel, 16)

Some critics of James, ineluding Joseph Warren Beach and Leon
Edel, have ignored or discredited his later claim for the
central importance of Rowland. Beach cites the "unhappy choice”

24k, In The Early Develqpment of Henry James (Urbana: Uan.
of Illinois Press, 1965)., D.Jl.
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of Rowland as an intefyreter as a "main reason for the fail-
ure ‘of the book to make its point." He goes on fo tell us why:

It may be that., Rowland Mallet regards himself as the
person in whom we are most interested But in that
case he is quite mistaken. He 1s an estlmable gentle-
man, with whom we sympathlze, and whom” we should

like to meet in the flesh-rhe is indeed an immature
forerunner of Lambert Strether--but he cannot divert
our attention from his more vivid and naughty com-
rade. And we naturally resent being cheated of %he
experiénce of Roderick by having it shown us through
the Judlclal optlcs of Rowland.25

‘v

‘Professor Edel has repeatedly offered his view that the centre

- af 1nterest of the novel lS, in fact, Roderlck As recently as
blS 19?7 Introductlon to the Houghton Mifflin edition of "the

novel he reads it as "a KunstlerrOman~-a novel of the artlst--

26

in' the hlgh rgmantlc tradition."”” He here suggests a possible

sub-title, "Portrait of the Artist as a Young American," and *

writes that the "moral of James's story, after Roderick falls

in love with an unattainable beauty, is that a great physical.
pasgion is fétal to arta"27 In bis only significant mention
of Rowland in the Iﬁt;oduction Edel says that he "completes
him [hoderickj because he is his conscience. Roderiék_cannot
live in peace wi?h h;s'cohscience, and Rowland has the diffi-

cult’ job in the novel of acting as a kind of policeman for the
28

tempestuous young sculptor.” ' ‘ RN

-

25. In The Method of H Henry James (1918- Philadelphia: Albert

Saifer, 195L4), p.196.

26. Introductlon. Roderlck Hudson (Boston: Houghton leflln‘
1977), p.vi.

27. Ibid., p.viii.

28, p-ix.
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Although these comments ji?Beach and Edel reflect a

totally inadequate reading of Afhe novel (seeing Roderick

as the primary subject of Roderick Hudson is almost as mis-

guided as seeing Chad Newsome as the primary subjecf of

The Ambassadors), it would be a mistake, I-feel, to assume
the opposite critical stance and, taking James ai his wora
in the 1906 Preface, see Rowland's as the controlling con-
sc1ousness which actually forms the drama and "constructlonal
game" of the novel. It seems to me that there is, in fact,

more than one subject of Roderick Hudsbn,29 but that the most

important subject 1s, as James would later recognize, the

development and revelation of Rowland's character and con-

-sciousness.g, ‘ ’ .

el o , .
The question:for James, in 1875 and throughout his career,

was not his choice of subject, a choice, for example, between
b 4
‘ P

29 Wayne C. Booth, in TheeRhetoric of Fiction (Chicago: Univ.
of Chicago Press, 1961) notes James' own fluctuating view of
his novel's subject:

He often leaves a curious amblgulty in.his own descrip-

tion of the "subject.™ He will begin, as in the Preface

to Roderick Hudson, defining the subject as a partlcular
adventure, in this case the degerieration of Roderick
himself. Soon, however, it defines itself "as not directly,
in the least, my young sculptor's adventure. This it had
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"(p.15). A moment later he is
describing this other-man, Rowland Mallet, not as the
subject, but.again as the "centre" from Wthh "the sub-"
ject has been treated"”; but immediately he describes the
totality of the work as "the sum of. what happened" to
Rowland, "or in other “words his. total adventure; but as
what happened to him was abowe all to feel certain things
happening to others . . . so the beauty of the construc-
tional game was to preservetin everything 1ts especial
value for hlm"( J16) . (345)

/
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"the-deéeneration of a genius"3o or. the development of a

constiousness; the prlmary subJect in all of James maJor

-novels, from Roderick Hudson on, is the development of con-

301ousness. The question, rather, for James, was how to

°

present the development of consciousness. The answer, in
1875, lay in the rather conventional element of plot Roderick
Hudson, in some ways, is a rather_conventlonal Victorian novel.

[y

Its centre of interest lies indeed in Rowland Mallet, but the .
t £

development of his consc1ousness is highly dependent upon the
plot of the novel, which, 1n§turn, is highly dependent upon
the actions of Roderick Hudson. Althodéh James begins with
Rowland (and eventuelly ende with him) and at regular intervals
involves the reader with .the pattern and develfl;nent of his

thoughts, he also spends a good.deal of time in weaving and

unweaving the lives of a handful of fascinating and captivating

characters. Our attention is drawn by these characters and the

Meanwhile Kelley notes, perceptively, that James, in 1906,
recognlzed" aspects of his novel that he had not, at the time
of writing, intended. She allows that "Rowland is the first of
those characters thigugh whose consciousness the situation and
the action are revealed, which were to be James's contribution
t0 the novel. However, [bhe adds] the whole thing was in the

' beginning not quite as intentional as James's later words indi-

cate.”(190) Though most critics, shé argues, have noticed the
result of Rowland's presence (that his consciousness is the
centre of interest of the novel, as pointed out by James), none,
bar herself, had discovered the reason for it in the first place;
"Rowland Mallet's place is the dilrect outgrowth of the use of
a narrator, furthered by James' s 1nterest in the thoughts of
his characters. (190) °

For an illuminating discussion of this questlon of the novel's
subject see Robert K. Martin, "The 'High Fellcity of Comrade-
ship: A New Reading of Roderlck Hudson," American Literary
Realism, IX (Spring 1978), pp.100-108. ‘

0. Beach, p.196: ' .

o
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Plot in which they areuinvolved in spite of our interest in.
the effect they will have on Rowland. (We get the impression
that they attracted James himséif more than he had intended.)
The-problemﬂﬂahéé faced in hinging the development of
his-central consciousness upon other vastly interesting char-
acters and a plot is that these latter elements predohinate'
over the former. Given the method of presentatioﬁ in Roderick

Hudson, it seems to readers (without the benefit of James'

Preface) that the plight of Roderick and Christina Light is

as important to the author as the developmént of Rowland's

character and consciouysness; hence the almost predictable

misreading by normally perceptive critics.

One of the things which Roderick Hudson must have taught

f

James was that it is dangerous to place the centre of interest
in a ébaracter who is.lesé dynamic'and'attraotive‘than others
in the novel.'It probably also triggered his search far a
methpd of presenting the’ development oﬁ conscioushess which

was not so dependent upon plot. James' method in The Portrait

of a Lady bears out these assumptions. Isabel Archer, who is

A 2 ~
to The Portrait what Rowland, not Roderick, should be to

.

Roderick Hudson, is by far the most engaging character of the

novel in which she appears. And although The Portrait, too,

depends to a large degree upoﬁ'plot, the development of Isabel's

consciousness (one of the subjects of The Portrait) is less

31

dependent uponiplot than that of Rowland's had been.

31. Actually, however, in a sense, Isabel is even less of a'
controlling central consciousness than Rowland had been; con-
sider, for example, the number of scenes in the novel which

- Isabel does not witness.
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As we have éeen, the\gingle most importént revelatioh
‘which comes to Isabel is the result of a momentary 1mpress—

ion unllke anything in Roderlck Hudson, but very much like

a moment of vision experienced by the protagonist of Pater's
"The Child in the House." James must have read Pater's por-

trait while he was occupied with his search for a ﬁéthod of

. presenting the development andorevelation of character. Pater's

\

teosnique and his discussion of experigncé~and.the gradual
expansion of the soul ﬁust indeed‘have struck a déep respon-~
sive chordﬂin Jaﬁes: ‘
Beadﬁ‘discussesabames' preoccupation Qith the revelation
of character and consciousness ahdrsuégests that his developed
‘tochniques almost "bring about a revqrsal.of the essential
method of fiction"32 which, he reminds us, had‘beenjnarrative.
Beach argues that James had begun by writing largely conven-
tional novels; novels, that is, which were based upon narra-
tive events. Although even James' early novels had less con-
venfionai aspects, Beach continueé, thoge such as Roderick

<
Hudson and'The American (serialized from June 1876 to M

187?) show traces of the "usual practice” and "procedure of

the earlier English novellsis w33 Beach detects in The Portr it

"a strong tendency towards the author's dlstlnctlve method of

gradual revelatlon."3 Although we believe that James, even 1n

!

f
Roderick Hudson, had been concerned with the gradual revela-f

' tion of Rowland's consciousness, Beach is accurate ‘in tracing

1

32, Beach, p.38. - -
33. Ibld., pp.b1-B2, -
34, " p.bh2.

°
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a movement in James' early fiction from conventional (or

narrative) to unconventional technique. With The Portrait
'Jameé had begun, but had not yet complete& the switch. It

is as if the lesson of Roderick Hudson had convinced him

that another, less conventional method was required, yet
he was not yet ready to break completely with. the traditional
elements of plot, or narrative events. - .

Beach plausibly argues that although The Portrait is'

rather traditional fechnically, in subjécttand intent it is

PRSP

a precursor of James' 1ater novels:

He was still far from hlS technlcal goal. In mechanical
ways the work is still very dlfflrent from that, for
example, of "The Golden Bowl," to which it bears a con-
siderable likeness.in theme."The Portrait"'is a novel
like other novels, taking us through successive stages
in’ the history of its characters. It is the biography
of Isabel Archer, and has the general character of a
chronicle. It covers a number of yea}s, and includes
a number of ‘substantial events.'Nearly the whole first

., volume is taken up with material which would have been
excluded from the more distinctive work of the later
VEATS. v v v v v v e e e e e e e e e e e e e e e
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+ « . But the early ﬁahner is found in points more' ¢ : 3
technical and superficial than essential and organic.
Essentially "The Portrait"-is the development of an

idea by the method of "revelatlon" RIS The adven- O
tures, of Isabel Archer are more splrltual than material. 35

The Portrait offers a bLend of conventlonal and unconventlonal

flctlonaﬂ techniques. For the treatment of hlS subaect James

35. Beach, pp.2(')5,‘208. \
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still depends to a large degree on plot; . he also makes use,

however, for the first time, and to a iimited ex:tent, of a o
metilod of developing and revealing character and censcious- °
ness which is dependent upon the perception or imﬁression > ‘
of isolated incidents or phenomena, rather than a narrat':ive, -
sequence of the ihcidex?ts itself. ‘

”As for the subject for which James so diligen‘é'ly sought
a method to express, his comments in the Preface 1nd1cate
clearly whence it stemmed and where it remalned

Trying to recover here, for recognition. the germ of
my idea, I see that it must have consisted not at.all
in any conceit of a "plot," hefarious name, in any » .
flash, upon the fancy, of a set of relations . )
but altogether in the sense of a singie character, i~
the character and aépect of a particular engaging
young woman, to which all the usual elements of a
sub,]ect " certainly of a setting, were to need to.
be super-added. (Art of the Novel 42)

The dlfflcul‘ty of "orgamzmg an ado about Isabel Archer "
that is, making _}}gr the centre of interest, over and above .
anything else in the novel, was solved by a more intricate .
‘ method of making the other characters and the plot important

L only in their relation to Isabel. Echoing the Preface to -

. . Roderick Hudson, James recalls his‘approacha "*Place ‘the

centre of the subaect in the young woman's own conscmusness,
\' y 5
‘:‘ I said to myself, 'and you get as interestlng and as beautiful

a difficulty as you could wish.""(51). James' 'subae_gt is .once ,

again the development and revelation of consciousness; about |

o s
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tnis there is no question. The question, as ever, is how to ﬂ
} present %he eubject; something must happen, Isabel must "do"
’ ; . something. Jamés recalls the question: "*What will she 'do'?

5 - Wh&, the.fir%t thing she'll do will be to come to Europe; N

. ' . rwhich in fact w1ll form. and all inevitably, no small part

7

ro ', of her pr1n01pal adventure'"(56) But Isabel's adventures

" . are not 31gn1ficant in themselves. what is, important is her

, --"‘ “"sense" of them: "Without her sense of them, her sense. for

-

- them, as one may say, they are next to nothlng at all"(56)

2 i ’,
“- -

"James develops his subject, develops, in gact Isabel's -

o \%oﬁSCLDusness, by showing the "mystic conversion {}f her

5

Al

. ¢ ‘
adventures by thatisense, conversion into the stuff of drama,

\ .
- EIR “ .
Y .
e e v e i
.

ce’ “~Seor, even more -deli tful word still, of 'story'"(56). Not the

'

.o ) .1nc1&ents or plot tﬁQ@, but the protagonist's‘perception or
| . 1mpreSSion of them, "mystically converted" into revelation
and understanding is the 1nstrument by whlch the novel s sub-
o 'Ject is’ expressed ThlS was James' view in 1906 and his idea,
| .at this later date, of "two very good instances . . . of the
“rare chemistry" of oonver31on (56) are the scene we discusseg
T - ea#&ier, of Isabel coming in upon Madame Merle and\Osmond. and
R = . nher ensuing “extraordinary meditative vigil [ty the fireside]

. | on the(000381on that Was to become for her such a 1andmark"(57)
' We have already noted the relation of the first,scene to
a‘similar one in Pater's "The Child in the House"; the Seoond,
'thongh it is formally more elaborate tn;n the meditative epi-

godes in~Pater's short portrait, surely owes something to

.
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Pater's discussion of the potential for revelation in momentafy

-

impressions both in Studies in %herHistory of the Renaissance

¢

and "The Child.” In James' own description, the episode may
be seen as a technical enactment of Pater's emphases in both
his‘early criticism and fiction: ‘
Reduced to its essence, it is but the vigil ‘of searching
criticism; but it throws the action further forward than
twenty ™incidents" might have done. It wi designed to
‘have all the vivacity of incident and all the e§2nomy of
picture. She sits up, by her dying fire, far into the _
night, under the spell of recognitions on which she finds
the last sharpness suddenly wait. It is a representatlon
simply of her motionlessly seeing, and an attempt w1thal
.to make the mere still lucidity of her act as "interest- .
. ing" as the surprise of a caravan or the identificatidn
of a pirate. (57) - : 3

James' emphasis on recognitions, or revelations,'threwing tne
action further forward than incidents c¢an, and on "teeing,"

by'which of course, he means "understandlng," had also been
placed by Pater in "The Chlld." Florian's development depends

almost exclusayely on his series of visions--of outward reality

and, consequently, of his inner"self and the nature of

‘iflng. .The process of braln—bulldlng which he undergqeés depends

not upon a narrative sequence of events. but upon "little acci-

3

. dents" (not unlike Isabel coming upon Madame Merle and Osmouu).

For Both Pater and James the subject is‘exbressed most signif-

icantly and successfully by chance 1mpress1ons and perceptlons

20

and the revelatlons whlch proceed from them.,

0
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Eorj;ames, in 1906, Isabel's\ghance impression and her 
fireside V;gil represent "the best thing in the book"(57).
We can well understand'this‘app;eciation cominglfrom James
‘at this later date, when he had fully developed his method
of subject expr§§$ion, whent plot had become "nefarious" to
his literary sensibility. But this‘sensibility in 1906 waé
not wﬁat it had been in 1881, when James depended largely
,on plot to express his subjéct..In James' Notebooks, which -
o " were cémpiled as his novels and tales ‘were being written,

there(is'no mention of the scene being "the best thing in ’

the. book.” In fact, James' entriesjin his Notebooks concerned

with The Portrait tend to belie some of his’ later sentihents}

they show his 'apprehension about~£i£3§?ting-piot to a posi-
tion of secondary importancé{ "The Wéakness of theywhqie
story is that it is too exclusively psychological--that it
depends too littiepon inqident."36 From James' own judgments
in his Preface .the inevit;blé questions” follow: If Isabél's
- -impréssion and vigil offef "a supreme illustration of the
' general plan" of the novel (57), then why are’%hére~only
"two good inétancéé" of'éugh a. method? If "the best thing -
in the book” is not plot, or plot-related, then whyydoes the
novel, as 4 whole, depend.so largelycupon'plof? The answers
eto tﬁese questions may liefin the following assﬁmptions:lfirst,
that James was not so thdfoughly‘convinced in 1881 as he was

o ‘ . in 1906 that the method of revelation through impressioq was

36, The Notebooks of Henry James, ed. F.O. Matthiessen and

* . ’-~.;.—-/
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the best thing in the book; that, in fadt, he was still rather
$1xncertain of the technique when he wrote the novel; and, sedond,
that the technique had been tried elsewhere (by Pater) only in

a short work. "It is one thing," James may have felt, "to sus-

R

tain such a method throughout a twenty-five ﬁage story, but
quite another to sustain it throughout a six hundged_page

novel.” James was not ready in 1881 to dispense completely

with plot; to prepare for this he would need fifteen' years
of experimentationr:
It seems clear to me that Pater's technlque in "The Chlld

in the House" 1nfluenced James attempt in The Portrait to

express his subJect to represent the development of con-
sciousness, through the unconventlonal m?thod of revelation'”
‘prompted -by chance impressions. James must have been intrigued
by Pater's technique, but Pater had not developed it enough in

"The Child" to encourage James,to;gore than a single experi-

ment with it in The P@rtrait. Later, when James had mastered
A, . j '

the technique, he saw his initial experiment as the most
successful and greatest part of the novel of whlch it was a
part. ‘, ' . . o«

N o'

4

In any ana?ysis of ‘the development of James' fictional

teéhnique his 1 4'essay "The Art of Fiction" proves inval-
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"The only reason for the existence of a novel is that it
does attempt to represent life. w37 The essay seems to un- ‘'
fold from thls statement, as James first attempts to say
what llfe is, and then how it may be represented. James
defines the novelé as "a perseﬁal, a direct impression of

life"(38b), and then, with further echoes from The Renai-

ssance,” in a marvellous passage defines life, or experience,

itself:

Experience is never limited, and it i$ never complete;
it is an immense‘sensibility,<a kind of huge spider-
web of the fineét silken threads suspended in the cham-
ber of consciousness, and cetching‘every airborne par-
ticle in its tissue. It is the very afmosphere of the
mind; and whep the mind is imaginative . -~ . it takes .
to itself the faintest hints of life, it converts the

" very pulses of the air into revelations. .'... . .
T & experience
consists .of impressions, it may be said that impress-
ions are experience; just as (have we not seen it?)
they are the very air we'breethe.38 (588—89)

37. “The Art of Flctlon," in Partial Portralts (London- Mac-
millan, 1894), p.378. o

38. A case could be made, using passages from this essay,
for James' influerice on Pater; Pater's 1888 essay on "Style"
in particular recalls a number of James' emphases and premises
in this essay. Indeed Pater and James seemed to have had a
mutual influence on one another throughout their careers.
(In a letter of November 1878 Pater informs Alexander Mac-
millan that he is reading James' The Europeans "slowly, as
it deserves, with immense enjoyment of 1its delicate beauty.")
That James' statements in "The Art of Fiction™ influenced
Pater's methods and themes in Marius is not possible; Pater

. had finished writing his novel by the time the essay was pub-

lished in September 1884,
Other passages in the essay 1llustrate the ideas and theor-
ies which James and Pater shared: James' belief that "the ana-.

[
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‘We may'éee quite clearly here tﬁat James shared Pater's
view of experience as a "group of impressions,” and of the
possibility of fevél;tign therein. James had de¥fined exper-
ience for himself ip Pater's terms, and he had determined

that his novels should represent experience as it existed

" in his definition. His dilemma, as a novelist, was to. un-

(
/
f

cover the best method of representing experience as a series

of impressions. Traditional fictional methods (that is, narra-

tive Tethods) had, in Roderick Hudson and The Portrait, only
partiélly expresééd his subject--the "atmosphere" of Royland's
and Isabel's minds, and their devélopment. In 1884 he found
himself still without aasatisfactory method of expressingl

his subject without draﬁing atteﬁtion away from it (and
towards the plot andlgthﬁr characters). To an -imaginary

pupll James wrltes: "It goes without saying that you will

not write a good novel unless you possess the sense of reality;
but-4t will be difficult to give you a recipe for calling that

sense into,being"(387). : .

logy between the art of the painter and the art of the novellst“

is . . . complete"(378) has an affinity with Pater's view of
his fictional works as “"portraits"; James-discussion of "a .
noment of impression”"--"The glimpse made a picture; it lasted
only amoment, .but-that moment was experience"(389) recalls
The Renalssance. while his ideas on character and incident--

"What is character but the determination of incident? What is
incident but the illustration of character? What is either a
picture or a novel that is not of character”"(392)——and form
and idea--"in proportion as the work is successful the idea
permeates and penetrates it, informs and animates it, so that
every word and every punctuation point .contribute dlrectly to
the expression. . . . The story and the novel, .the idea and
the form, are the needle and the thread"(#OO)-—are precursory

.of Pater's emphases in his own fiction and in his discussion,

in- "Style," Of the novels of Flaubert. y
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If Pater faced the same dilemma of representing exper-

ience as he had defined_it, we can only assume that the only

J possible solution came more duickly and easily to him than

to James. Quite sim&}y, if experience consists of impress>

ions, is, 'in fact, impressions, and nothing more, and if -

'fiction should represent experience as it is, then the method

of fictional representation must be, as wéll,.a series of
impressions. This method will render experience and call
that sense of reality into being more successfully than
any other. The form and content will blend completely, the
idea and its expression will be one. ‘ '
A.theoretical approach guch as this may have guided
Pater in. his rather unorthodox fictipnal technique in "The

Child in the House," and im his development of his technique

| in Mariug. James must have read Marius with a good deal of

interest, with the novel reaching publication in the middle
of his search for a fictional method of representing exper-

ience as a group of impressions.39 For, as we saw in chapter

one, while restating some of the theories of The Renaissanée.
this is precisely what Pater achieves in his novel. Develop-
ing and expanding the technique of "The Child,"” Pater, in
Marius, produces a full-length novel the centre of interest
of which is plaféd, quite unmistakably, in the hero's con-
sciousness and in his perception, developihg through a series

1

of sighificant impressions, of experience and reality.

39. In his study of Marius R.V. Osbourn tells us that James
"in conversation, commented that the first volume of Marius
was given over to paganism, and a large part of the gsecond

L]
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! ,in Mariué the plot line is faint and often .disconpected,
aggffpect which‘does ﬂot, in the least, affect the success of
the novel, or,its ability to express its subject. All of the
characters aré subordinate to Marius, although theif relation
to him has a large role in the devéiopment{of his conscious-
ness, Neither the plot, nor the other characters détract

attention from Marius; his'is the controlling consciousness.

Most .importantly, for James, the development of Marius' con-

"sciousness, his widening perception of experience, is'expressed,

remarkably, only by ever more significant moments of percep-

tion. Chance impressions, similar to Isabel's of Madame Merle

@

"and Osmopd, and privileged hours of revelatory meditation,

similar tq Miss Archer's fire-side_vigil.iare'what fill the

pages of Marius and develop its subject from the first chapter

to the las*t.u'0 ’ o

I1f Pater's technique in "The Child in the House" had /

prompted James to experiment.withua similar method in The

¥

~ Portrait, but, in its relatively small scope, had left him

with, doubts about the capabilitie® of such a method to sus-
. e ~ N -~ :
tain a full-length novel, then surely Marius would have helped

to dissipate those doubts. Pater's novel would have been con-

..

to an equal admiration of Christianity, and that it was not
possible to admire opposites equally." (398-99) Osbourn does
not reveal exactly when James read Marius, but given his ex-
pressed admiration for Pater, it was probably in 1885." N
40,®The Portrait, in fact, may have had some gnfluence on
Marius, but the fundamental technique of expression through
moments of impression -is not part "of it; this was Pater's
own innovation, used for the first time in "The Child in the
House." )

AN
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sidered by the mature James (thé James of 1906) a stﬁnning
technical achievement. The novel's form, throughout, is a
perféct expression of its subject; fater sustains bis method
of expression thfougﬁout the book's twenty-eight chapters.

It is unimagiﬁable, with our knowledge of James' final ner;s,

’ L
to assume that he did not read Marius with relish and store

- ¢

away the experience for futyre reference. Yet it is also.
understandable that the novels James wrote in the years
after he read Marius can hardly be compared, technically, -

41‘By 1885 James was a serious theorist of

to Pater's noyel.
fietional tecﬁnique, and, as his work from the mid 1880s %o -

1900 shows, he had his own very definite concepts of what

" a novel should be and how it should function. The period

, from 1886 to 1900 saw many experiments by James in novelistic

writing.

'Particularly pressing upon him(dﬁring the late 1880s
and throughout the 1890s was his long-harboured fascination
with the theatre. As F.0. Matthiessen notes, James "had long
wanted fb work for the stage.'Indeéd, in his 'summing-up,'
he had described such - -work as 'the most cherished of all my

L2

‘projects.'" The disastrous outcome of James' flirtation

with the theatre has been well ‘documented; what has also

" "been génerally recognized is that James was able. to use the

L1. I am speaking of the novels written after The Princess
Casamassima (Oct. 1886); this and The Bostoniansg (Feb. 1886)
.were first published serially, and were both presumably fin-
ished before James read Marius.

42, Matthiessen, p.7.
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experience, catastrophic as it was ‘to his ego, to the advan-

tage of his fiction;uj Matthiessen suggests that James him-

self viewed the experience, retrospgctivelf, as cathartic;’

a

that its abrupt terminatieon allowed him to dip his pen "into
the other ink--the sacred fluid .of fiction":

He confronted himself with his play's catastrophic
reception, at the bpening of the new year, in char-
acteristic fashion: 'I take up my old pen again--

the pen{of all my old unforgettable efforts and . -
struggles. To myself—-to-day——i need say no more.

Large and full and‘high the future still opens. It

is now indeed that T may do the work of my life. -

And T will.'" 5
James' experience in theatre writing manifested itself in i
his subsequent fiction'primarily in an emphasis.oﬁ the dra-

matic, or scenic presentation. of action, and a larger depen-

o @

dehce.on dialogﬁe. James early envisioned The Spoils of Poynton

Ly ;

(1897) "in three chapters, like 3 little acts";q6

technically,
it ishis mostAd;amatic novel. What Beach calls James' "tech- ~

nical exercises,” What Maigie Knew (1897), The Awkward Age

(1899), and The Sacred Fount (1901), - offer egperiments in the

dramatic

e 0f The Awkward

"and, especially in the 'ca}

Age, the T O

digdlogué.

L3. See Walter Isle, Experiments in Form: Henry James's
Novels,-1896-1901 (Cambridge, Mass.: Harvard Univ. Press,
1968), particularly chapters one and two. Also Leon Edel,
Henry James, The Middle Years: 1882-1895 (Philadelphia: -
J.B. Lippincott, 1962}, especially pp.279-389.

4L, The Notebooks of Henry James, p.133.

-45, Matthiessen, p.11.

46. The Notebdoks of Henry James, p.198.
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~
All of these efforts, from his theatrical experience
to his experimental novels and tales of the late 1880s and
the 1890s, may plausibly be seen as. part of James' attempt

to find the best method for the expression of his subject.

"All of James' literary experiences (particularly in the

experimental years from 1886 to 1900), including his reading

of Marius and subsequent fictional works by Pater,47 formed
14 .

‘the development of the method which culminatedﬂin the great

novels of the “majbr phase." In Beach's judgment, James'
"was an art that had to be learned":

It is in the first decade of the present century
that we reach the periog of ‘his richest self-
_expression.- Having mastered his technique, having

¢

done with experiments, he launches at last upon °
that series of novels which are but the natural

- and seemingly unstudied application of his methbd,
and the best demonstratlon of its possibllltles

for art. L8

Beach'ssanalysis of'James"method‘ like most other -
gtudies of hlS technlque, focuses primarily on his develop-

ment of the central consclousness technique. The Ambassadors

.ﬂ(alpng with The ‘Wings of the Dove and The Golden Bowl) is

rightly proclaimed By\Be%ch to be James' consummate achieve-

ment ‘in this technique. The Ambassadors, thoggh. is also

L7, After Marius Pater's fictional works were first pub-
lished on the fo IIow1ng dates: "A Prince of Court Painters,"”
Oct. 1885; “"Sebastian van Storck," Mar. 1886; Denys l'Aux-
errois,” Oct. 1886; "Duke Carl of Rosenmold," May 1887;
Gaston de Latour, June to Oct. 1888; "Emerald Uthwarst,” June,
July 1892; "Apollo in'Picardy," Nov. 1893 .

b8 Beach, p.255. .

N
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James' greatest achievement in another method: that of the
¥

ness) not through plot, or action, but ®hrough a series of

significant impressions. The technique that he had tried

with trepidation in The Portrait is- developed and perfected

in The Ambassadors, which in H. Peter Stowell's judgment is

one of James' "+two gieat impressionist novels&.49 Like Marius,

Tﬁz Ambassadors is presented as a series of impress;ons; the
element of pldf;is reduced to its minimum. The actual cifcqm;
stances and incidents of p;ét are important oniy in tbe
visioné and impressions they grodﬁce; the significanﬁ action .
is psychological. As Percy Lubbock notes, "the events take
place in the man's [?trether';]mind;" he'elaborates:

Just as the writer of a play embodies his subject in
Visible action and,audiblq speech, so the novelist,
dealing with a situation like Stretheg's; represents
it vy means of the movemaent that flickers over the
surface of -his mind.50

Lubbock's discussion is primarily one of point of view; he
.does not reyeal precisely hgy James represen%g the movement
that flickers over the'supface of Strether's mind, a question
of éhe mechanics of expression which, as we havé seen, troubled
James greatlj. ;
J Matthiessen ;fférs some\igsight into the mechanics of

expregssion in The Ambaséadors in hig view of the novel's

structure as a "series of small climaxes [ﬁhicﬁl articulate

-

- »

. b9. Stowell, p.197. .
" 50. Lubback, The Craft of Fiction, pp.156-57.

Vo 3 .

expression of his subject (the growth of Strether‘s.conspious— \

-

g A
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51

. ¥ . . .
this hero's successive discoveries." He alludes to one

of Strether's eéfly visions to illustrate his view:

| as he [strethef} stands in the Boulevard Malesherbes
looking up at the balcony of Chad's apartment, he ‘
recognizes ip a -flash, in the essence of Jamesian revel- >
ation,; that the life which goes on in such balanced . =

N
~

_and measured surroundings cannot possibly be the crude
dissipation that Woollett, Massachusetts, believes.

His initiation has reached its crucial gfage.sz

Matthiessen also reminds us that "Strether keeps emphasizing

the importance of seeing,"63vand notes the significance of

the ambassad%r's aésthetic expeq}ence of Paris for the devel-

‘opment of his consciousness. James 'is repeating Pater's em- .

Cmr o w————
.

o
phasis that sight is conducive to insight; Tirst the hero

s

must "see,” he must observe and perceive, then he may "under-

°

stand" as his impreséiohé lead to Fevelations. Matthiessen

v

speaks of James' mastery’ of “'the art of reflection' in both

gsenses- of” that phrase--both as a prOJector of ‘the luminous

; | surfaces~of life, ‘and as an 1nterpreter of their mgnl:t:‘mance."sl'P
r ’ . : .
Such a mastery surely owes something to James® reading of
Pater, and his stresses on "geeing" and "knowing .one's impress-
\ ~
ions" in The Renaissance, Marius, and his other works.

B Certainly, Strether{s.first.vision} or revelation, which
comes in the opening scene of Boqk Second, is prompted by his
sengsory perception of the "new experience" of Europe. Much'as

- . 51. Matthiessen, p.19. ' ‘ S .
. 52, Ibid., p.20. - ,
. ' . ’ 53' . p.30. o ce E *
54 p.35. . .
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1

in bpg;‘gThe Child in the House" and Marius, wherein percep-

.tion is always psychologically associafed, ineradicably, with -

bl

the objects or- phenemena which gave rise to it, Strether's

small but significant revelation, his first understanding,

-

while dining with Maria Gostrey, arises from his impression
of the "lighted candlés « « . and the rose-coloured sﬁades‘
and the small table and the soft-frggrance o% the lady"(I,50),
and especially fr?m "a broad red velvet band with an antique

jgwel"(I,SO) which his ffiend wore round her throat. These

- -

and other observed elements "carry on and complicate . . .

his vision"(I,SO) and give him over to "uncontrolled percep-

tions": \
What was it but an uncontrolled perception that his
friend's velvet band somehow added, in her appgarancé,g
to the value of \every gther item--to that of her smile
and of the way she carried her ‘head, to that of her
complexxon, of her lips, heﬁ teeth, her eyes, her hair?

‘What certainly, hadoa man conscapus of a man's work
in, the world to do with red velvet bands? He wouldn't.
for anything-have so exposed himséIT as'to tell Miss
Gostrey how much’ he liked hers, yet he had none the 1
not only caught himself in the acy—-frlvolous. no doubt,
ldlotlc, and above all unexﬁected—-of liking it: he Had
in. addition taken 1t as a starting point for fresh back-"
ward, fresh forward fresh lateral flights. (I, 50=51)

. Phese flights offer him his first understandlng\of the dlffer-’\'

ences between the shallowness of Woollett -and the depths of

Europe. As he "let his imagination roam"(I,51) in the presence

2

of Miss Gostrey and the sensuous dellghts of their dinner,

N »

b
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"All sorts of things . .

things mainly concerning his own past and "the business he

e

ot e A m——— v,y
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. seemed to come over him'(I,52);

"

had come out on." Strether's first revelation isg not earth- ‘

shaking; it is s1gn1flcant essentially as an 1nd1catlon of

the. larger process of greater and greater revelation igét

is "to follow. It is. important formally; it arises from -

Strether's impressions of his enyironment. His "uncontolled

1

. . 3
perceptions” and impressions are the original source of all

L]

‘

his understanding. They are the exponents of. his expansion

°

of consciousness, and are therefore, technically, the means |

by .which James' subject is convgyed, the mechanical devices

of his expression. ?,

~We have traced James'

|

1nterest in 1mpres51ons from his

early critical appreciations to The Portralt of a Lady, notlng

that it was in this Abvel hls "flrst 1mpress1onlst work,"”

that James. following Pater s lead, flrst approprlated them

for the actual mechanlcs of his method. In The Ambapgsadors

' James' fasc1nation with impressions reaches 1ts peak.’In Jfact,

"impression” is the single most important conceptual word 1n

the novel Even a cursory readlng w111‘::$ea1 the repeate%\\

"reference and discussﬁbn of the characters'. partlcularly

of eourse, Strether's, impreSSLpns.55,And in Strether's case

rumlnaxlon. both of which further hls development.

55. I recall, from ny readihg, meetlng -the word eoneistently,

Q

”they are inevitably .followed if not by revelatlon, then by

n

7

it seemed once, af least, every two or three pages throughout .

" the: novel.

¢
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: On the mornlng after his dlnner with Maria Gostrey, and

after receiving his flrst correspondencg from WOollett

Strether takes a lelsurely walk in "the wonderful Paris
spring"(I1,79). Agéin his sensory perceptions seem to over-

whelm him as the - ‘ e -

prompt Paris morning struck its chéérfulonoteZ/-in a

. soft breeze and a sprinkled smell, in the light flit,

* over 'the garden floor, of bareheaded girls with the .
buckled strap'of oblong boxes, in the type of ancient
thrifty persons basking‘%etimes where terrace-walls
were warm, in thevblue-frocked, brass-labelled offi-
cialism of humble rakers and scfapers, in' the deep
references of a straight-pacing priest or the sharp
ones of a white-gaitered, red-legged soldier. {I,79)

As he watches,the wealth of European hlstory and culture un-

folds before hlm in the images of "the tick of the great~

‘-,Parlg clock"(I,79) apd "nature as a white-capped master—chefﬁ

(i.?9), and "the historic sense in him"(I,79) moves freely_'

into play. ‘In the' Luxembourg Gardenslhe passes,. 1ike Marius

~in"The Will as Vision," "an hour in which the ‘cup of his

impressions seemed truly to overflow"(I,80). Only at this
early pbint Strether has not yet attained the unclouded
receptivity of soul that he, like Marius, eventually does.

ﬂis impressions .of  the brilliance of Paris and Parisian life

oinstigate°ﬁémonstrations within a still guilty conscience:

More than once, during the time, he had regarded himself-
~ ag admonished; but the admonition, this morning was for-
midably sharp. It took as it hadn't done yet the form of -
a question--the question of what he wagydbing with such
an extraordinary sense of escape. (I,80) . “

g o ‘ S ‘ 147 -
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Partly this is due to the letters from. Woollett, but the .

letters arouse gﬁ}lt only because of Strether's impression

" of Paris as a beautiful and brilliant city. Without such an

impression there can be no guilt, and no-subsequent devel-

opment aWaf from guilt.

Strether's next'privileged‘hour comes during the party

in Gloriani’s garden,.which is itself a stream of impressions

and perceﬁtions that swarm over him in ‘trye Paterian fashion:

4 . .
"It was the general sense of them that had overwhelmed him

with its long slow rush”(I,217). James'’ deécpip{ion of the

garden episode begins  with a short phrase suggestive of his

" philosophy that reality‘egisté only in one's iﬁpressions:

"The place itéeif was a great impression"(I,195). That

Strether, by the time df Gloriani's party, has changed and

~develdpeq 80 much that he can exhort little Bilham to "'Live

“all you éan.'"(I.2_17)56 is due largely to his impressions,

as he states himself:

This place and. these impressions--mild as you may:

. find them to wind a man up so; all my.impressions
of Chad and of pecple I've seen at his place--well,
have had their abundant message for me; have dropped
that into my mind. (I,217) | "

"That" is his realization that one must live all one can. Eveﬁ
this early in the novel, Strether's constiousness, having been

affeeted by his impressions, has considerably widened in scope.

I%liﬁ a rapidly continuing p}ocess; immediately after his cele-

-
aQ

‘56, Even Strether's phiiosophy at this point recalls Pater's.
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2

brated speech to little Bilham, Strether is subject £o "absurd- v
ities of the stirred sense, fruits of suggestion ripening on

the instant"(I,219). Each moment brings a new revelation to
Strether's heightened consciousness; in theﬂfprm of Jeanne x

de Vionzet, Strether feels "another impreésioﬁ N §Rper-
im$0sed"(I,220). burigg these privileged moments Strether

feels mofe and more obscurities becoming clear, and what "wasxy
clearest of all indeed was something . . . at ﬁhe.single'strbké

8f which--and wasn't it simply juxtaposition?--all vaguénesg\ ‘
végished. It Waé the click of a sﬁring——he saw the truth“(I,ZZO).\_
Like Marius, Strether moves through various levels of “truth"

with each successive impression. Mariﬁs* moments of revela- t
tion offer him more and more insight intolthe nature .of his
own and all existenée aﬁd develop his "general capacity of
vision." He does not achieve‘uncloude§ receptivity of soul
until his last moment of vision, when he is on his death-bed. :
All of his previous perceptiqﬁs and visions had been preludes
to his final state of heightened and nultiplied consciousnéss:

Similarly, Strether's revelations, though fhey seem to offer

final truths when they occur, actually, as he .slowly .realizes,

offer only partial truéhs. It is as though each impression,
each'fevelation, is only one part of the overall plan, or pic-

ture,'and Strether arrives at his final view only by piecing

‘'each one together with its predecessors. Beach discusses this

2

aspect in James' overall method in his chapter on "Revelation":'

.But in the most distinctive work of James the sSense
of progress, of story, is almost altogether lost.
. . R .
(o
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You have ratherhthe sense of being present at the
gradual ﬁnveiling of a picture, or the gradual un-
covering of a wall-painting which had been white-
washed over and is now being restored to view. .

« + The stages ére merely those by which the ex-
hibitor or the restorer of the picture uncovers

now one, now,andther portion of‘the wall or canvas,
until finally the whole appears in its intelligible
completenéss. Or, once more to vary the figure, it
is as if a landscape were gradually. coming . into view’
by the drawing off.of veilafter veil of mist. You
become aware fi;st.of a cezzsin mountain form loom-
. ing vaguely defined. Little by lit'tle the mountains
“take on more definite shape, and something can be
made out of the conformation of the valleys. And
very slowly, at length, comes out clear one detail"
after another, until in the end you command the
whole prospect, in all its related forms and hues.>?

Though Strether, at Gloriani's party, feels he knows the truth
about Chad's relatlon to Jeanne de Vionnet, he (and the reader

with him) w1ll later realize the error of his Judgment at this

[

~time. It will take a good many more impressions for ‘Strether

to . see the'overall picture in all its forms and hues.

Like Marius' pivétal revelation in "The Will as Vision,"

"+ Strether's reveries often come in privileged hours of solitude;

such a one occufs towards the end of the novel, in Book Eleventh.
part I, when Strether goes alone to Chad's apartment to walt
for his frlend:

Strether spent an hour in waiting for him--an hour
full of strange suggestions, persuasions, recognitions;
one of those that he was to recall, at the énd of his

57. Beach, Pp.39.
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adventure, as thé particular handful that most had
counted, The mellowest lamplight and the easiest chair
had been placed at his disposal by Baptiste, subtlest
of servants; the novel halffuncut. the novel lemon-
coloured ‘and tender, with the iQory knife athwart-it
like the dagger in a contadina's hair, had been pushed
within the soft circle. . . . The night was hot and
heavy and the single lamp sufficient; the great flare
of the lighted city, rising high, spending itself afar,
played up from the Boulevard and, through the Qague
w Yista of the successive rooms, brought ijects into
view and added to their dignity. Strether found him-
self in possession as he never yet had ‘been. '(II.209—10)

151

0

b

In this passage ﬁenencounter the same kind of "peculiar and

priyileged hour" that Marius experiences in the olive-garden.’

Jamés repeats Pater's emphasis on the role that material objects°

anﬁ phenomena hévé to play in the process 6f revelation. For
both, in,such privileged hours more is involved than the idea

_that sensory perception, particularly sight, leads to insight.

. ) . LY )
"+ -In the scene in Chad's apaftment, and particularly- later, in

Stpethér's visit to the Frengh countryside which forms the
prglu&e tékthe recqgnitiqn scene on the rivér, Jameé repeats
Patér'é'éuggestion in "The Child in the ﬁouse",and "The Will
as Vision" that material objects have an activijrole in the
protagonist's revelation. For Marihs "the aspects of the place
he was then visiting had sométhing to do" with his ensuing
vision. In the olive-garden his "seemingly active powers of
apprehension were, in fact, but susceptibilities to influenée."

4

They d%Pend upon his "passive surrender, as of a leaf on the

- - S e W 4 e s g eI
e
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wind, to thenmotions of the great:streem of pi¥sical energy
without.” Similarly, the development of Strether's conscious-
ness depends largely upon the lnfluence of Paris; "the‘great
flare .of the llghted city,” glow1ng around him. Standing on
Chad's balcony and thlnkl?g regretfully of the now lost years
of his youtp. Strether gauges the effec% of Paris upon him:

He could have explained little endugh to-day either
why he had missed it“[@is youth] or why, after years
and years, he should care that he had; the main truth
of the .actual appeal of everything was none the less
that everything represented the substance of his loss,

“put it within reach, within touch, made it, to a degree
it had never been, an affair of the senses.-That was what
1t became for him at thls SLngular time, the youth he
had ‘long ago mlssed-—a queer concrete presence, full

" of mystery, yet full of reallty, which he could-handle,
taste, smell, the deep‘%feathiﬁg of which he could
positively hear. It was in the outside air as well as
within; it was in the long watch, from the balcony, in
the summer night, of the wide late life of Paris, the.
unceasing soft quick rumble, below, Of the little
lighted carriages that, in the press, always suggested
the gamblers he had seen of old 'at Monte Carlo pushing

. up to the tables. (II, 211) , - ‘ C

There is a similar emphasis on Strether's acute awareness

and perception of the natural world in the episode immediately

[

preceeding the recognition.scene on the river. Strether's sen-

suous experience of the delightful countryside, what Stowell
158

calls his "Proustian privileged moment, "”~ reveals his sus-
ceptibility to the influence of the material world. He spends

there further privileged hours of revelation and rumination

58. Stowell, p.215.

a
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and devélOps a sense "of a finer harmony in things"(II,248).
Then he receivés his most porténtous imprgssion, the last
adjustment of the lens, as it were, which brings the w@ole
picture finally into focus. The sudden accidental sight of
Chad and Madam; Vionnet in the boat offefs Strether the
gfeatest‘in a series of revelations by which his consciousness
and understanding develop and deepen.

The incident in itself (that is, their actually being in
the boat togefher), like all of the incidents of plot in the
nével, has no real significance;'it only takes on significance
within Strether's interpretation of it. It is important not
as an action thch adVanpes_plbt but as an impression upon
Strether's consciousness; the actual sudden recognition:itsélf
is described as "the very mément of the impfession"(II,ZSG).‘
Funcfionally, it has theusame role in tﬁe novel.as Maria
Gostrey's bejewelied velvet band: it serves toaadvaﬁce the
growth of Strether's consciousness. Structurally, it 'resembles
in James' o@n work Isabel Archer's discgver& of Madame Merle

and Gilbert Osmona, and in Pater's works Florian Deleal's

. vigion of the red hawthorn, and a number of Marius' experiences.

It is perhaps the best ekample in The Ambassadors of the kind(

of experience by which Strether develops. The novel is, of

‘course, a record of hisg experience more than anyone ‘else's;

more properly, it is a record of his impressions, his inter-

pretations of experience.Both in The Ambassadors and Marius

the reader follows the protagonists through a series of°impress;
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jhfough his interpretation of the impressions and perceptions
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ions and privileged hours of revelation which bring them to

a final state of hightened consciousness and unclouded rec-

eptivity of 'soul. Their visions have increased their recep-
tive powers, their ability to perceive and to "see.” In both

works the conclusion is reached when the protagoniéts have

" attained enlarged capacities of vision. James, like Pater,.

dispenses almostféompletely &ith plot line or narrative events
for the‘egpressiQn and deveiopment\of subject;. if it is tfue;
as Béach argues, that of "'The Ambassadors'nye?may say‘that
there is no story except that a man gbes to Paris on an errand
and returﬁs home without being able to carry it out,;'s9 it is ’
also true that inJMarius the onlywséory %s that the hero, as
a bpy, travels t§ Pisa, to_s%udy, and as a young man travels

to Rome{ returns home briefly.nand dies of‘tpe plague on his

return journey to Rome as a Christian prisoner. Neither of .

these plot linqs expresses anything in itself;'in both novels

.the primary subject, the development of the protagonist's

consciousness while on his journey, is expressed and developed

o

gatﬁered along the way.

"-As we have seen, for James "the only reason for the

existence of a novel is that it does attempt to represent

life," and in his view, life, or experience, "consists of

impressions; impressions are.experience.” In The Ambassadors

James succeeds in represeriting experience simply by recording

59. Beach, p.46. L : o

-
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Strether's' impressions and revelations. This is a method,
moreover, as Beach points out, wg}ch he utilizes in the +

i L other novels of the major phase, The Wings of the Dove and

The Golden Boy}.,lt is the culmination of many’developments‘
andbinfluences from his first critical writings on through
his career. Pater's role in the development of this technique
is significant. His technique in "The Child in the House" and
Marius is, with some modification, Jémes' téchniqﬁe in Igg ‘
Ambassadors. The expression of subject, which for both writers
' is the development of consciousness, through a series of more
and more significantfimpressions and ensuing revelations is _ j

integral to both Pater and the later James,

Another aspect of The Ambassadors (and much of James'
SN later fiction) which may have been influenced by Marius is
the central consciousness technique, what Matthiessenﬂcéhsiders

60

"his principal=contfibgtién to the art of the novel."

'This concept has*been 6opiously commented upon in James v
criticism; I will not‘undertake’a«general digcussion of it 4 ' .

 here. I would only suggest that Jaﬁes' development of the’
'concépf, or technique, may have been affected, to some extent,

by Pater's preoccupation with the "relative spirit” and his
suggestion, explicit in hié cr@tical writings and imp;}cit
in his fiction, that the individual's subjective perception

*

and interpretatien of experience is the only possible ordering

-~

-

. ‘ ‘ .agent upon the flux.

60. Matthiessen, p.22.

e
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In her‘study of consciousn%ss in James' novels Dorothea

. Krook traces a line from his relativism éo the basis for his

concept'of the central cogsciousness; pointing 6ux that James‘ | 3

views reality as a set of appearances..shé discloses "the éle-
ments of James's theory of art": |

That art concerns itself to render the world of
appearances; that these appearances exist only in
the consciousness, indeed are the content of the
congciousness, of human observers; that the world
of art therefore is a beautiful representdtion of
the appéarances present to'é payticular conscious-
~ness under particular conditions, and the artist's
L L ovefriding task is accordingly to exhibit in‘ﬁhe
concrete, with the greatest possible completeness
-~ . ~ and coﬁgistency, as well as vividness and intensity.

the particular world of appearances accessible to p
a particular consciousness under the specific.con-
ditions created for it by the artist.él ;

P LT

¢ . ‘ The development of a particular consciousness under specific -

conditions is, as we have  seen, the subject of The Ambagsadors

and all of James' major novels. James' development of the
central consciousness technique, like Pater's, is related '
3 -~ %o his method of expression through impressions; there must

be, in the novels, a perceiving consciousness that is impressed

ubon. But, as we have seen, the concept goes beyond this; the

central consciousness in James' and Pater's fiction is more
than simply a passive receptive mechanism recording and

ruminating upon impressions. As one James critic argues,

" 61. The Ordeal of Consciousness 1n Henry James (Cambrldge:
' . Cambridge Uan Press. 1962), PD. 399- EOO.

v
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’f?he central intelligence of hislnovels controis; and indeed
greaéés. the very substance and formaoﬁq;he narrative,“ga . %
while another suggests that "In many of James's novels and 3
fales the structure derives not from the external action,

but from the developing awareness gf the central conscious-
ness."63 As has‘béen sufficiéntiy noted, thisy indeed, is

the distinguishing characteristic of James' fiction. In this . g

7 ”' light, Ma?thiessen's'following comment on The Ambassadors ' , 3

‘ ’ is signifiéantz"What Strether sees is the entire content,

2

. -
and thus James perfected a device both for framing and for
interpreting experience."éu Strether's perception of exper- =~
ienqe imposes order upon an unordered external reality, and a

provides form in the novel; the two are achieved at once in -
[] .

. : Strether's consciousness. Novelistic form, provided by the

\

central consciousness, is the only way tﬁat'James, as an
- - ' artist, can impﬁse order uﬁon the flux. ?o if had been for
; - Pater.
i . N ) A we saw in chapﬁer one, Pater had been preoccupied as
‘ much‘if riot more than any othgf nineteenth-century writer
with the -flux and the relative nature of the universe. Like
James he was also pfeeminently interesfed in.artistic form,
and the identification of form and matter in értistic works.
62. Serglo Pgrosa, Henry James and the Experimental Novel C A
(Charlottesville: Univ. Press of Virginia, 1978), p.99.

63. J.A. Ward, The Search for Form: Studies in the Structure
of James' Flctlon 1Chapel Hill: Univ. of North Carolina Press,

1967)3 P. 4z, N ®
\ 64, Matthlessen, p.22. //’“
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~and third, in Pater's most polished fitf¥ion, the central

the flow of action, as in Marius...

expemennﬁXhat is, a record of his impressions, perceptions,

————— ey s o

o ‘ - P ' 1 58
Artistic foym yals for Pa”tér, even more than for James,’ an‘
ordegring agent upon an unordered universe . Patér before
James, .saw a way to a harmonious" pa‘btern in the changing
unlverse, and to form in his flctlon, in the subjeotive
perce_ptlon of a central consciousness. Pater did not use

-

James' terminology, nor did hé publicly express his own view

-0f his fiction; without the benefit of the author's guide

N
to his own work in a preface, however, we may observe that

Florian's and Marius' copsciousness is the centre of interest
in the work of which it is a part. Indeed, we may, without
strain, apply the variocus judgments-of James; central con-
sc:Lousness techn.lque to Pater's work. Flrst as we have seen,
Pater in hlS flrst work defined experience as-the impact, or

impression, that objects and phenomena make upon an intelli-

.gence; -second, in his fiction, Pater is concerned with events

‘only as they make an impdct or impression upon’an intelligence;

J

. . ¥ . ’ < A\
intelligence, or consciousness, actuall§ controls, and creates,

"As we have seen, Pater's novel is a record of his hero's:

.

\
and interpreWBtions. The significant action and events of the

. novel are psychological, they occur within Marius' conscious-"

&
ness. The linear progression and order in the novel is a

reflection of Marius' developing consciousness, not of external

reality or action. Nothing "happens® in the novel outside of
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Mariué' ken, indeed, it is gig perception of what is happening
7;hich informs the. subject-matter of the novel, and whick
creates and controls yhe narratlve. In these aspects we see

the close 31m11ar1ty between Marius and Thé Ambassadors (and

much of James' later. fiction). In his major phase James per-

* fected the techniques that Pater had first experimented- with;

<. 5 ' .
he developed them much further than Pater had. But James clearly

learned a goéd“ééal from his. reading of Pater's fictibn; par-

"

tlcularly in the basic method of the' expression ‘and development

of sub;ect through 1mpre3310ns, and in the use of a controlllng

central conaclousness.
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In his critical'biography of Pater, Qerald Monsman suggests
that "T.S. Eliot was closer to the truth than he probably

had a right to be when in‘a discussion of lesées with Vir-
ginia Woolf he called Joyce 'a purely. literary writer . e s

a

founded upon Walter Pater with a dash of Newman. '"1 We'mey
surmise, given Eliot's above cla;sificetion of Joyce, that

he was implying a stylistic influence of Pater's and Newman's.
Ceftainly,‘those critics of Joyce who mention Pater (among
the most notable, Rlchard ‘Ellmann, Harr vin, William York
Tindall, Rlchard Kain, Robert Scholes, and Marvin Magalaner )
do so, for the most part, in relation to a definite styllstlc
Pater{én influence apparent in Joyce'syearly works of fiction
(that ls; éhbse»ﬂefgre Ulysses), and earlier in his under-

gradﬁate essay on James Clarence Mangan. A Paterian influ-

- ence beyond that of prose s&%yle is suggested by*a number of

Jeyce critics, including-Stuart Gilbert, Richard Cross, and
' ‘ ' (<)

. Frank Kermode, when they briefly relate Joyce's concept:of

" the epiphany fo some of the/theories advanced by Pater in

7 Lt 1

the FConclusion" to The Renaissance. The relation of Joyce's

epiphanies to Pater_g privileged moments 1s discussed in more
de¢ail by quert M. Scotto in "'VlSlonS' and 'Eplphanles 1

Fictional Technlque in Pater 8 Mariug and Joyceé's Portralt".

\

°

1. Monsman,’ Walter Patéi p.184.
2, Almost all of .the major and some of the minor -works on
Joyce devote 4 line or two to Pater's influence. Other critics
who mention him en passant include A. Walton Litz, David Hay-
man, Maurice Beebe, Robert M. Adams,  Stahislaus Joyce, Helene

Clxous, and William M., Schutte.-

-
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I will réturn to the concept of the epiphany later in

v

the chapter; in béginning a/discﬁssion of Pater's-influence
on Joyce we must deallwith prose sfyle, for“thié is its most
obvious aépeci. We cénnot read, for example, the fourth and
fifth chépters of A Portrait of the Artist as a Young Man -
and fail to feel Pater;s.ﬁresence; exactly Mhé@ his presence
means in terms of our understanding and interpretation of
chapte£ four in farticuiari but alsq of the novel as a whole,
is a little:harder to define. This, too; will be ﬁ%scgssed’
in tu;n. |

‘ nAscI have.noted, the first}traces 6f Patef{s‘influence
on Joyce's.prose.étyle can be found in;Joyce's uPdergréduate
éssays, particularly in his paper on Mangan which'hb réead to

the Literary and HiéfdricalaSQCfety at University College of

* Dublin on February 1, 1902, his graduating year, Joyce'é term

at the university was from September 1898 to June 1902. It

would have been inrthé university library during these years

‘.jthat the young Joyceq, like hundré&ds of other undergraduates

in this and other universities, read Pater's works. Although

© 'Pater, during his lifetime and immediately after his death,

was always ‘ery popular with his own and other stugegts,

especially, -1t seemé, with thehﬁrighter,ymore'creative and

o 4

mpré unorthodox students, like Oscar Wilde, W.B. Yeaﬁsp o )

N

Gerard Manley Hopkins, and Arthur Symons. It was partiy
in consideration of these students and %Fpiring'artists,

‘and°others like them, that Pater excluded the "q€nclusion“

3
{ . N . a

]
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from the second edition of The Renaissance, feeling that

"it might possibiy mislead some of those young men into whose

hands it might fall"(Renaissance, 232n;186n).

Pater was aware of the extent of his influence on thé I
young, mlnds of his day. His lectdres on art, literature and
aesthetics drew standlng—room crowds 1nto large audltorlums.‘
Despite the serial publlcation of his works, his books!
written not for the taste of the general public, sold well,

bome, including The Renaissance and Marius,lgoing quickly

1nto second and third edltlons. Whén Joyce was an undergrad-
uate, in the years before the deckiﬂe of Pater s reputation,

Pater was one of the most important flgures of modern liter-.

° ature and aesthetlcs, espec1ally literary aesthetics, Although

University College of Dublin was a strictly Catholic school
and whlle there Joyce studled Engllsh mostly w1th Father
Joseph Darlington and Father George 0! Nelll Ellmann tells

us that during his undergraduate years Joyce *read so widely

" that it is hard to say definitely of anyuiﬁbortant creative

work published in the late nineteenth century that Joyce had

riot read it."? one cannot imagine him not reading The Ren-

_,aissance'dpd Marius at this time.

I P4 .
Ellmann seems quite sure that Joyce, in or before his

eighteenth year, then "eager to find a styie,"u~would<have

read Arthur Symons' The'Symboliét Movement in Literature (1899).

) \) ] * - \ A
. 3. Janes Joyce (New York: Oxford Uan. Press, 1919), P.78.
Lh Ibldc, p 79 o v . '
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Although this is a étpdy of nineteenth-century French fiction
and ﬁoetry, Symons frequently discusses Pater's remarkable
B8tyle and its .similarity to that of the Goncourts an& Gautier.
Whether or not Symons' book iéd Joyce to Pater, as a student
with a keen "interest in esjhetics"s he would certainly have
read Pater's essays .on art and literature whichxhad all been
collected and published in book form by 1895 We suspect that

Joyce might have been partlcularly interested 1n The Renalssance,

AS

Marius, and Appreciations with an Essgy.ggustyle, the 1899

edition of which included Patef’s early essay on "Aesthetic
Poetry". S | o/

'The aesthetic value of Mangan's verse is certaiﬁly one
of the elements that Joyce wishes to assess 1n hlS early ' J
study of that Irish poet. In a prev1ous essay, "Drama and Life"
(1900)k Joyce had touched upon what had- been a major interest

of Pater's, the role of ethics in art. In speaking of the aims

It is in most casés claimed by tﬁé votaries of the
antique .8chool that the drama should have special
ethical claims, to use thelr stock phrase, that it ,
should instruct, elevate, and amuse. Here is yet
another gyve that fthe jailers have bestowed. I do-
not say that drama may not fulfil any or all of ‘
these fﬁnctions.‘ﬁut.l deny that it iénpssgntial
that it should fulfil them. Art, elevated into the
overhigh sphere of religion, generally loses its

5, Ellmafn, p.61.
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true soul in stagnant quietism. (Critical Writings, 43f6“-

Throughout his wrltlngs. from Studies 1n the History of the

<

Renaissance to Plato and Platonlsm, Pater repeatedly denounces

the belief that the aim or function of art is to instruct,
elevate, or té offer moral judgménts. His matare thought on | -
the mattef}'notably expressed in the figal paragraph of "Style,"
involves the distinction that'alphoughnart, for some, may
offer moral instruction or be spiritualiy or religiously.
uplifting,dit should not be created explioitlyofor these ends.
It is precisely this diétinction tﬁat Joyce makes in the pré-
vidusly‘qﬁoted passage from "Drama and Life".

In the Mangan essay Joyee, llke Pater before him, shifts
the empha91s from the morallty of the content to the aesthet-

ics of the form. The music of Mangan's poetry "is tremulous

with all the changing harmonies of Shélley’s.verse;" Mahgan

"is more cunning in hig use of the musical echo than is Poe;”
and in “Kathaléén-Ny—Houlahan“ "+the refrain changes the tro-

chaic scheme abruptly for a line bf'firm, marching iambs"(

(Critical Writings, 79¢80). The -entire essay”is written in
éuch an ornate,xrhythmical,”and romantic style that Eilmann
suggests that "With it Lonce] tries to outdo Pater, summon-
inqbup 'Vittoria Colorna and laura and Beatrice-- even she
upon whose face many lives have cast that shadowy delicacy,

as of one who broods upon distant terrors and riotous dreams,
/

6. -All quotations from Jodce's ‘eritical essays are ‘taken
from The Critical Writings of James Joyce, ed. Ellsworth

' Mason and Richard Ellmann, Tﬁew Yorks Viking, 196#)
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ang that strange stillness before which love is stlent, Mona

'Lisa,'"7 Monsman notes further parallels between Joyce's essay

and Pater's writings:

not only does Joyce, in comparing Mangan's brooding
- -lady to the Mona Lisa . . . utilize Pater's intuitions '
(a figure of "many lives"), words ("presence,"édelicacy,"
‘"lust,""weariness”), and phrases (Joyce:™distant terrors
and:riotous’dre;ms} and that strange stillness," Pater:
"strange thoughts' and fantastic reveries and exquisi¥te
passions"; Joyce: “embodiment of that idea,"™ Pater:
"embodiment of the . . . idea"), but he also explicitly
describes the Irish poet himself as a questing Paterian
heros "he seems to seek in the world . . . 'whaf is there
in no satisfying measure or not at all.'“8 /j

Joyce took this last quotation from Pater's -imaginary portrait
of Watteau, "A ‘Prince of Court Painters".
The form of the essay, in which Joyce purports.to have

discovered Mangan, seems to be based opon the essay form

Pater uses in The Renaissance. The air of introducing the

o

little~-known Mangan is reminiscent particularly of Pater's

essays on Pico, Botticelli, and Winckelmann. The approach }

- Joyce takés to his subject, the tone he adopts in writing,

and the cadences and rhythmic flow of his -sentences are clearly

modelled on Pater's essay on Pico. Joyce ‘begins his essay, as
Pater had, with broader questions of art. He opens on "the

dlspute of the cla881cal and romantic schools“\(Crltlcal

7. Ellmann, p.99. Stuart Gilbert, .in James Joyce's Ulysses,
notes that Joyce did'not go to Paris until a few months after
the publication of the esgay; he had not seen the "Mona Lisa”
when _he wrote on Mangan,

8. Monsman, Walter Pater, pp.183-8L.

>
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Writings, 73)y an analysis, as Haskell M. Block notes,9 that

is very suggestive of Pater's "Postscript" to Appreciations.

Joyge's proposal that the classical and romantic tempers are
"conséant states of mind" (74) had been forwarded much more

explicitly by Patéru “the romantic spirit is, in reality, an
ever-presehf, an enduring principle, in the artistic temper-

ament"lo(Appreciations, 243) . Joyce, too, is concerned with.

temperament; his cHaracterization of the romantic school by

its "impatient temper" probably owes something to Pater's -

- theory that one of the &g tial elements of™he romantic

spirit is "curiosity, a thirst for a curious beauty and
+ + + intellectual excitement, after a long ennui" (250).
Also, Joyce's conclusion that "the highest praise must be

withheld from the romantic school . . . and the cause of

the impatient temper must be sought in the artist and in
his theme" (74-75) may have been prompted by Pater's state-
ment that "Romanticism', . . is in its essential character-
istics rather a Splrlt which shows 1tsel§ at all times, in
various degrees, in individual workmen and their work . . .
~than the peculiarity of a time or a school" (256-57). 4
As I have noted, Pater begins his essay on Pico with a
gimilar discussion of larger issues: "the attemp{'made by.

certain Italian scholaré.of the fifteenth century to recon-

cile Christianity with the religion of ancient Greece" (Ren--

2

9. In "The Critlcal Theory of James Joyce " in,

q fokoert
Portrait: Criticismsand Critiques, ed. Thomas E, olly
P.239.

‘(New York: Appleton, 19

‘10, Compare this also w1th Joyce's "Claissicism is not the .
manner of any fixed age or of any fixed country; it is a
constant state of the artistic mind."(Stephen Hero, 73)

1 Y
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aissance, 30323). After short general discussions by both -

essayists,ﬁtheir focal points change and sharpen to outline
single figures, Marigan and Pico, for whom, it seems, the
broader discussions had been undertaken. For Joyce the dispute

b een the classical and romantic schools had illustrated

the error of "thé“judgment of a man of letters by ‘the supreme

laws of poetry" [(75). Mangan, he will argue, should be Jjudged
not by these, b&t by other laws For Pater, "the counterpart
., « Of that pr&ctlcal truce and reconciliation of the gods

of Greece with the Christian religion . . . is seen in the

art of the time. And it is for his share in this“wofk, and

because his own story is a sort of analogue or visible equiv-
dlent to the expression of this purpose.in his writings, thaf‘
something of a general interest still belongs to the name of

Pico della.Miréndola" (353;27) . Though the areas of discussion

which open the essays are different, the formal movement from

. “ .
general trends to specific artists is the same in both essays.

After the person of Mangan has been introduced as the
subject of his essay, Joyce; following the Paterian model,-
brlefly recpunts some of the circumstances of the poet'

life. Pater had followed this process in all but two of the

essays that make up The»Renaissapce. It is here that‘Joyce'
first borrows Pater's imaginary portrait technique, a tech-
nlque not limited to Pater's fiction. We have noted that

there is often little to distinguish Pater's hlstorlcal %or»

traits from his imaginary portraits. By means of viv1d_p9r—

L 3
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trdyal, a careful handling of detail and the passage of time, -
Pater achieves a dramatig effect in his historical portraits

which lends to them, on occasion, a definite fictional air.

We feel‘that the subjects of The Renaisgsance portraits are,

to varying extents, crééfed. This ishwhat we sense, too,'of ‘
Joyce's portrait of Mangan. There is§, to beéin, a gimilar
handling of visual’;ecrgation. Pater describes Pico as "a
young man fresh }rom a journey, 3of feature and shape seemly
and beauteous . . . his eyes grey,band quipk of‘look, his
teeth white and even, his'haif yéllow and abundant,"and

trimmed with more than .the.usual artifice of the time¥ (37;28).

Joyce says of Mangan, "His manner is such that none can’ say

if it be pride or humility that looks out of that vague fade,

" which seems to live oﬁly because of those light shining eyes

and of the_fair silkgﬁ hair above it, of which he is a little
valn"(??). Pater's allusion to Pico's vanity apparently did

not go unnoticed by Joyce. \
§

Joyce also strives for the dramatic effect in sentences
that bear a recognizably Paterian ring:

Mangan has been a stranger in his country, a rare and
unsympathetic figure in the streets, where he is seen
going forward alone like one who does penance for some

D oancient SIN. v . v b b ke e e e e e e e e e
+ + + + « Something has been written of gn‘affair of.
the heart bétween him and a pupil of his, to whom he ‘
gave lessgns in German, and, it seems, he was an actor
afterwards in a love-comedy of three,‘ﬂut if he is re-
gserved with men, he is shy with women, énd he is too
self-congcious, too critical, knows too little of the

. soft parts of conversation, for a gallant. (76-77)
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The notable presence of the qualifying or modifying word or
phrase in these sentences, and the slightly euphemistic"and
unassuming manner of expressiofi are reminiscent of Pater's
highly guarded and éircumlocutaqywriting style. The balanced

phrasing of the last part of the quotation aléo bears thé

. impress of Pater's style. Compare the passage above e
following from Pater's essay on Leonardos’

We see him in his boyhood fascinating all men by his
beauty, improvising music and songs, buying the caged
‘birds' and setting them free, as he walked. the streets
of Florence, fond of odd bright dresses and spirited
uhorses, (100;79) ‘ ' .

i S

and his study:of Winckelmann:

-

At first he was perplexed with the sense of being a
stranger on what was to him, spiritually, native soil.
"Unhappily,” he cries in French, often selected By
him as the vehicle for strong feeling, "I am one of
those whom the.Greeks call éyiuabeic.--I have come into *°
the world'.and into Italy too late."™. . . Winckelmann's
Roman life was simple, primeval, Greek. His delicate
'constifution permitted him only the use of bread and
~ wine. Condemned by many as a renegade, he~had no de- .
sire for places of honour, but only to see his merits
.acknowledged, and existence assured to him. He was
simple without being niggardly; he desired to be
neither poor nor rich. (189;150-51) °

Joyce's writing style, his manner of presenting his éﬁbject

and his ‘desire for the dramatic or flctlonal element in his

", essay, are all modelled on Pater 8 unique brand of portralture

in The Renaissance studies. | :
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Pater's preoccupation with the identity of fofm and
content in art led him to argue that "tranqegrency in lan-
. - guage . . [1%} the secret of all genuine style"(Apprecia-
' tions, 206-07); that the form should be the perfect express-

ion of the content. In the essay on Pico.there is a simul-

F .t~ e iy

. taneous adaptation of subject to stylé, and style to subject. -

I have suggested that the subjects of Pater's historical por-

g e v

traits are, to vaf&iﬁg degrees, credted, as characters in
fictions are. The style of the Pico essay is romantic and
sympathetic and finally, so is the sqﬁéect. This is precisely
what Joyce attempts in his essay on Mangan. He wants to do

; ) for Mangan what Pater had ddﬁe for Pico: to represent him,’

- iﬁ a sympathetic light, as a grossly oveflooked, yet vastly
‘gifted artist. _

Pater's influence. on Joyce's eérly essays goes beyond
formal or stylistic elements. In his university year;, Joyce's
theory of’aesthetics waé‘in its embryonic stage.‘Hié comments. '
} ) " on art and aesthetics in his early critical writingsitend toi

be a little naivé, and the assured tone of his writing in an

A LA

‘essay llke "Royal Hibernian Academy 'Ecce Homo;;(1899) helps
to dlsgulse the tentatlveness of ﬂak aesthetic system, Stlll
* the rudiments of - the system that culminates in the theLrles "

whlch Stephen*ﬂedalus announgces in Stqphen Hero, A Portrait,

and Ulysses are lnterspersed throughout Joyce's several under-
graduate papers, Slnce.there is no mention yet of the Thom-
igtic influence on his theory of aestheticé, we may fréely

look elsewhere for possible'sources. ' A

¢

w0 TV
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.. In "Royal Hibernian Academy 'Ecce Homo'" Joyce discuﬁeee
A ' . N

the relation of sculpture to painting in terhe of their dra-

matic capacities:

4

It follows naturally from the fact that the sculptor aims
at producing a brenze or stone model of man, that his im-
pulse should leaq/him to the portrayal of an instantaneous
passion. Consequently although he hag the advantage of the

painter, in at first glance deceiving the eye, his capabil-

ity to be a dramatist is less broad than the painter’'s.
His power of moulding can be equalized by the painter's -
backgrounds and skilful disposition of shades . . . the’
oolours, which add another llf/ <help its theme to its ex-
pression in a very much completer and clearer whole, ... .
It is a mistake to limit drama to the stage; a drama can.
be painted as well as surig or acted, and 'Ecge ‘Homo' is a
drama. (Crltlcal Writihgs, 32 33) ‘

That "drama can be’ palnted“ Pater suggeste& clearly and often
»”

in The Renaissance. Of Botticelli he says, "He is before ail,”

A

things a poeticdl painter, b;ending the charm‘ef story and
: \ : ~ -
sentiment, the medium of the art of poetry, with the charm °

of line and colour, the medium of abstract painting“(SZ;uo).

- He says of Giotto, Masaccio and Ghirladajo that “theyoare

dramatic, not visionary painters®(53;42). It is a cﬁarac%er—f

. istic, in fact, of Pater's art Eriticism to seek a story be- ‘

hind the'scene on the canvas; his paragraphs on Botticelli's
rs : .o
Madonnas and La Gioconda offer clear examples of this.

In his essay on‘W1nckelmann Pater had dlscussed Greek

. sculpture and its relation to the other arts:

[Sculpture] renounces the power of expre381on by lower
or heightened tdbnes. . . . it haifno backgrounds' ho sky -

AN
N

@
%
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or atmosphere, to'suggest and interpret a train of
feeling: . . . And it gains more than it loses by
this.limitatién to its own distiguishing motives;

it unveils man in the repose of his unchanglng char- |
acteristics. (212-13;169-70)

Soulpture”cannot command the resources of'painting, *with its

v

_ power of indirect expression, of suborldinate .but significant

P

e

detail, its atmosphere, its foregrounds and backgrounds,"” nor
the resources of poetry. As a‘resuif, "In poetry and painting,

\-./% .
the s&tuation predominafes over the character; in sculpture,

the character over the situation"(Z‘é;l?Z). o
Although Joyce, in "'Ecce Homo',” is illustrating the
greater dramatic capablllty that painting has over sculpture,
while Pater, in "Winckelmann, is admlring the expressive
powers of sculpture despite and ro some.extent because of
its limitations (sculpture is freed from narratioﬁ and realf
ism ). there is a clear parallel 1n the contrasts “they” draw
between the two art forms Witness, too, the similarity in -
terminologya Joyce's “"portrayal of 1nstantaneous passion,”

-4
and Pater 8 "a 81ngle moment of pa851on 3 Joyce 8 “at first

-

glance deceiving the eye," and Pater's "at.firgt sight sculp- .

" ture % . . seems a thing more real"; -Joyce's "the painter's

: . A
backgrounds and skilful disposition of shades,"™ and Pater's

"no backgrounds" in_sculpture, and the "gradations of shédef
in painting. Finally, Joyce's.critical attitude in his'essay
on a paintlng w1th a religlous subaect-matter may owe some-

thing to Pater 8 1rreverent" approach to the religious

e
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is N | 'paintings of Bottice%}i, and more I;Qrti;ﬁulariy‘his Madonnas, .
who are neither for Jehovahvnor for His enemies," a.nd "shrink

~from the pressure of the dlvl'me chlld,, and plead in urunlstak—

] able undertones for a warmer, lower humanlty" (56, 57 Qo LL, 14—7)

‘In "'Ecce Homo'" Joyce,'llke Pater, is less moved by the

/
rellglos:.ty of art than by its aesthetic beauty and its por-
. ’ S

' \ ~ trayal Bf humamty 1 1n dlscussmg Bo‘ctlcelll s freedom from

b . ) . :moral ‘ambition Pa'ter suggésts that "His morallty is alYl sym-
R ~.pa"thy; and it is th;s’ sympathy, conveylng into his work some-

.,“wlha.t, more than is usual of the true complekion of huma‘ﬁity; ‘

y

which makes him, visionary.as he is, so forcible a realist"

o _
o real presentment of all the baser passions of humanityiw,in
ot N ‘ 4 . ) '

both sexeB, in evéry gradation, i'aised and lashed into a' »

v

- - U demoniacﬁaamlval Sa far praise must be glven, but it is -
o S ) plaln through all this, that the aspect of the artist is
pa human, J,ntensely. powerfully huma.n"(35)

As I have %uggested, 'the 1ni‘luence of Pater! s aesthetic’ .
on 't:he yox#ng Joyﬁe found voice also :Ln the\Ma.Qg%m essay. In

.

his dlSCuSSlon of the pzpper criterla, for the. Judgment of

‘art and artists Joyce says, _ 2 ) "y
Fmally, it must» be askeghs concerning every, artist how
he is.in relation to tﬁ% hlgpest knowledge and to those |

S

, "“ ? 11. In ’chei\,mtro‘ductlon to the essay Ellsworth Maéon and
Richard Ellmann note Joyce's "approach [to_] the ‘subject 'of a .

Y- 7 7 religiodus pa‘mtmg from a.purely aesthetic point of view"(31).
° ' ra e
. . . N \
-‘q “'
N .. - ’
'] . AU \ ' ) -f' R \" )
ot ~ ' : ~ o ¥ A
1 N M -
- 5 e e 1Ny h b =
. ) - . )
,ﬁ ’ ° ‘.* - [

('56;43-44) , -0f "*‘Ecce Homo'" Joyce says, "it is a frightfully .

Lo
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laws which do no%«take holiday because men and times

forget them. This is not to look for a message butto
approach the temper which has made the work, an o}d -

woman praying, or a ysaﬁg man- fhstenlng his shoe, ang

to see what is there well done and how much 1t081gni- -
e fies. A song by‘ShakeSpearé or Verlaine, which seems

'so free and living and as remote from any coﬁsdigus - -
burpose as rain that falls in a garden or the lights

of evening, {is discovered to be the rhythmlc speech .

of an emo%lon otherwise incommunicable, at least so

fltly- (75, italics added) - - ) (‘

N

\\ ‘ .
Though the itajicized words themselves might sum up, in a .
Q\
phrase, Pater's stated 1ntent10n, 1n<the Prefacé/;f The Ren-
aissance, not simply to describe "that réyﬁ§;l of classical”™
- . S0
antiquity }n the fifteenth century,” but "a general excite-
" ment and enlightening of -the huﬁanfmigd 0 e [and] out-
. -
break of the human spirit,"” a number of particuiarpassages,
] . :
in "Sandro Botticelli," "The %bhool of Giorgione," and the

"Postscript" to Appreciations, might have prqxsded the sources

for Joyce's wording. Towgrds>the end‘of‘his essay on Botti- .’

,celli Pater reflects?g"the object of this brief study has been-

[}

attalned, 1f I have defined aright the temper in which he
worked"(61347) . In the "Postscript" Pater talks of di'stinguish-

-8

' ihg "between what is admirably done, and what is done not gquite

so well, in the writings .« « « Of Jegn.Pgul"(Apppeciations, 2&6){
In "The Sthool of Giorgione" he notes tHe following:

In,its primary aspec%, a gréat picture has no more )
.defiﬁite message for us than an gecidental play of
. sunlight and shadow for a Few moments on the wall or
floor. v v ¢ 0 v 0 0 e e e e e e e e e e e e

o * N >
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And the very perfection of such [;yrlcail poetry often
_appears;to depend, in part, on a certain suppression or
vagueness of mere subJect, s0 that the meanlng reaéﬁés
us- through ways not dlstlnctly traceable by the under-
standlng, as . . . often in Shakespeare's songs".
~ (Renaissance, 133,137;104, 108)

- Joyée's "rhythmic speech of an emotion otherwise incommunic-

-
able” . in partlcular, bears a close resemblance, I feel, tg =

-Pater 8 éhggestion that "meaning- reaches us through ways notn
dggtlnctlyltraceable by the unde:standlng"; forobdth, any
" communication of emotion or méaning is by unconventional

means. o , ‘ S e

/

&

quce's comment, ia%e in.his papep,‘tﬁét poetry "se%s store
by §Very timé-less than the pulsation of an artery"(Bl); re-
calls Patg;'s fleeting momeht of impression, "gone while we »
try to apprébend it," Joyce's allﬁqgon to "the ancient gods,
who .-. . .die ‘and céme to life many times" indicates an in-

terest, hot then uncommon, in the»cyclical'theory'of regener-

ation: "though there is dusk abéﬁ%~thgir feet and darkness in

“Fheir inqifféreﬁt eyes, -the miracle of light is renewed eter-

nally in the iméginativggzoul"(BZ-BB); It might have been

pfompted; though, by Pater's discussion and use, in the Pico .

essay, of Heine's myth of the "Gods in Exile"inwhich the fate

of the old gods and their‘éxistence in the:quefn world are

[—— L )
a

~ Other pasSages in the Mangan essay bear Paterian echoes.,

descriﬁed, and by Pater's tgeatmeﬁt of cultural febirth-throggh-y

out his wopk,‘both,cpitigal and fictional. In Pater's Portraité
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: : : o o .
Gerald Monsman discusses the centrality of Heine's idea to

12 Refer—

e Renaieeance and Pater's imeginary’portraite.
ences are m@de//o Heine's essay 1n " Two Early French' Stories,"
"Sandrc Bottloellrd" ""Leonardo Da V1n01," and "Winckelmann" .
Joyce mentlons the "Gods ‘in Exile". theme in relatlon to the
1ntense life of the poet, "taking 1nto its centre the life

that -surrounds it and flinging it abroad agaln amid planetary

-mu81c,",and the voices of poetry "heard 31ng1ng, a little

faint}y at first, of a serene spirit whicp.enters.wOods and
cities and the hearts of men, and of the life of the\sarth®
(85-83). Here ageiﬂ he is following Pater's ﬁrecedent in re-
lgtiné Heine's theme to the regenerative process on a physical,
as well as a spiritual ‘and cultu;:l level. . . 3
Joyce's 1n51stence, in the last paragra]h of the: Mangan
essay,‘on beauty and truth mlght ‘have its seed in Pater 8
treatment of the two concepts in "Style". In Joyce’ s words,

" Beauty, the splendour of truth, ie'a graciousopresenee when

tggtgmagination contemplates intensely the truth.of its own A ﬂ
“being or the visible warld, and the spirit which procgeds out '.

of truth and beauty is the holy spirit of joy"(83). EaXlier, o

. Pater had written, “In’;he highest, as in the lowliest liter- *.

~-~truth to bare fact in the latter, as to' some personal sense
»
of fact, dlverted somewhat from men's ordinary eﬁpse of it

in the former; truth there as accuracy, truth here as expre- -’

, . 3810n, that flnest and most lntlmate form of truth, the vrdie

12, Pater's Portraits, pp. 21»:25. 1&_1.8.'5. E
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vérité" (Appreciations, 34).

It may not be presumptuous. to consider that Joyce's odd

=4

. suggestion that "death [io] the most beautiful form of life"
C83) owes somethlng to Pater's generally positive treatment

-~
of death in all of hlS work, and partlcularly in Marius and

r
. *  +the Leonardo essay: Mona Lisa “has been dead many times, and

" - “learned ‘the secrets of the grave," and Leonardo hiﬁself, at

N
"

. ' the time of his death, "looked forward ... « into the vague
. land, and experienced the last curiosity" (Renaissance, 125,

$129;99,101). - e |

~

) Flnally, Joyce's conclusxop “that art exemplifies’ " the

o, ! fo® L4 n

- continual affirmation of the sp1r1t"(83) reflects a stance

} . : which Pater took repeatedly in The'Rena}ssancé; from:his
reference to the "outhreak of the human spirit" io the ‘Pre-
}ace, to'his discussion of the ?rousod and'étartled'human

.spiri%? in the "Conclusion”. /

Ve | I haveospent much time discussing Paterian echoes in

a Joyce's early essays to prove not simply that Joyce kneﬁ

* Pater's works well, but that they provided him with a theory
of art ang aesthetlcs from which he could draw in developing
hlS own system. Much has been said, by Joyce and by others,
of the larg; role played by Aquinas and Arlstotle in the

‘. | ’ \“devolopment of Jo%ce's aesthetic theories. That Joyce would

term his system "applied Aquiﬂas“ shows his conviction eor

his deSLre to conv1nce others) that St. Thomas works pro-

o "H . ‘vided the base for his aestheokc theorles. I do not deny

_ Aquinas' ‘large role; much of Jo ce' s terminology and a good

- —\\//
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S deal of his theory can be traced directly to Aquinas. What
I suggest-is that the Thomlstlc system was not Joyce' s‘only

source; that there are aspects of Joyce s system which could

not have come from Aqulnqs or Aristotle, but have their roots,'

instead, in other areas of Joyce's early readirig.13 The sim-

ilarity of the aesthetic theory expressed in Joyce's early

-t

~essays to Pater's theories in The Renaissance and Apprecia-

tions, together with the strong verbal echoes of Pater's
writing, indicate that hisaworké provided one of these secon-
dary sources. |

Joyce's debt to Pater in the realm of aesthetics goes.
ﬁ%f beyond his early critical wrltlngs- 1t is manifested in

“his later, more 81gn1flcant flctlonal works, most notably in

Stephen Hero and A Portrait. Joyce's use of eplphanles in
Dubliners was also influencéd by his knowledge of Pater. It
has been necessary %o show this, strong Paterian influence on

Joyce's early writlngs in order to argue an influence on the

LY

later flotlon, espe01ally in those sectlons of the novels

. . which deal with aesthetics. ..

I willldiscuss Joyce's works in order of'theié composi-
"
tlon, and trace Pater 8 role in Stephen Hero, Dubliners, and

147 ’

finally A Portrait, at which time the discussion. #f Joyce's

-~ aesthetics, and Pater's 1nfluence on them, w1ll_be Qésumed
and completed. : ' AV
‘ '\'/\\
13. In the last section of this chapter I wit%¢d}§cuss this
in some detail.
2 14, My discussion will not include Ul sges and Finneig%
Wake as Pater's role in these works is ess significan
In the earlier works.

. ‘&(;“
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" In Stanislaus Joyce's diary we are told that by his
{ : twenty-second birtﬁday. February 2, 1904, James Joyce had ¢

-~ “decided’to“turn his paper into a novel."15 The paper was

v \ , & short autobiographical piece ehtitled "A Portrait of the
Artist,":wpitten by Joyce in one day (January 7, 1904); the
§ : .~ novel would be Stephen Hero. Ellménn«%ells us +that Joycé

"flnlshed the first chapter of his book by‘February 10, 1904,

<, and by midsummer he had wrltten already a large volume."16

- By the end of the next year he had wrltten over five hundred

pages but ‘had become entrenched in what seemed an intermin-

able work. Throughout 1906 and most of 1907 he worked partly

, . on Stephen Hero but mostly on a new endeavor, Dubliners.

C o ‘ _Finally, on September 8, 1907, "he informed Stanislaus that
‘ . aB soon as he hqd completed the story | "The Dead"| he would

- "

i

rewrite Stephen Hero completely.f17 ¢

Stephen Hero was Joyce's first majdr creative work and
o ‘was writteri, as we have sesh, in the yearsndmmediately follow-

- iﬂg tﬁose in which he had written his firét c;gtidél essays,

"'Ecce Homo'"(1899), "Drama and Life"(1900), and "James.piar—

ence Mangan"(1902). Those ideas of Pater's which hse borrowed .

o

for his critical arguments must still have been relatively
L ¢ X
fresh in his mind when he began his flrst novel. Joyce's

aesthetic theorles were developed further in Stephen Hero -

s

15. Quqted in Ellmann, -p. 152
. 6. Ellmenn, p. 15 R .
: 17.. .. DP27%. ‘ o . .

- . ' - \
' " . D .
~ ' . * . -~
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and I will refer to those passages in the novel which dealv\

with aesthetics when I comé to A Portrait. First.I will look

at other aspects of Stephen Hero which suggest a continuing
Pater®an influence on Joyce.

" By way of introduction to one ‘ofjthese aspects, I will

\digress, brieflyy to look at how Joyce dealt with the “anxiety
* . of influence," to borrow Harold Bloom's phrase. In his book of

uthat tltIe Bloom discusses the moment ap which a po!% "first

dlscovers poetry as being both external and 1nterna1 to him-
self" i . n n . q‘

Though all such disgovery is é gself-recognition, indeed
a second birfh, and ought, in the pure good of theory,
to be accomplished in a perfect sollp81sm, it'is an. act
never complete in itself: Poetic influence is the sense
--amaz1ng, agonizing, delighting--of other poets, as felt
in the depths of jhe all-but-perfect solipsist, the poten-
tlally strong poet. For the poet is condemged to learn
his profoundest yearnings through an awareness of other
.gelves. The poem is within him, yet he experiences’ the
shame and splendo¥®of being found by poems--great poems--
outgidenhim. To lose freedom in this center is never to
forgive, and to learn the dread of threatened autonomy
foreirer.18 : | . _ i

Given the young Joyce's (and Stephen's) solipbistic and ego-.

bentric nature, might we not explain, with the aid of Bloom's

statements, a curious aspect of Joyce s early critical and

fictional wrlting9 that is, the notable absence (w1th one

18. The Anxiety of Influence: A Theory of Poetry (New Yorkz

Oxford Univ. Press, - 1973), p 25’26.

’
t . %
. N X
‘
. . Lok
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; exception19 f t@g mention of Pater's name amid the frequent
f : mention of hi ‘c?ntemporarieSx in Stephen Hero it is sﬁggested,

though not by Stephen, that "Byron and Shelley and Wordsworth
and Coleridge and Keats and Tehnyson“ ﬁrote‘beautiful poetry,

and that."Ruskin and Newman and Carlyle and Macaulay were the

et B L O

gfeatestﬂnodern English prose stylists" (Stephen Hero,~13b)j20
in A(Portrait the literary‘ipfluences'on Stfbhgn that are
o ‘ mgntioned include Gerhart Hauptmann, Newman, Ibsen, and Ben
Jonson. It is not begging the question to suggest that Pater
e was an "other poet" or "other self" sensed by Joyce, as he
‘ was discovering his own értistic potential, whose influegce,
and‘eveﬁ existence, Qas‘consciously or unconsciously'denigd
by Joyce. Neither is ;t unreasonable to assume that Joyce
"never forgave" Pater (at least not ﬁntil later21) in his
fear of béing assimilateé by sucq a precursor, agd, again

either consciously or not, avoided even the mention of his

name to prevent the connection from being made.

This interpretation may be taken a step further with the

0

. . ‘ \
use of another passage from Bloom's study of influence.'In
4

speaking of' "the other" he says:

No modern.poet is unitary, whatever his stated beliefs. \
Modern poets are necessarily miserable dﬁalis@s, because

19. Joyce makes a brief, not very significant reference to
Pater while talking of George Moore in "The Day of the Rabble-
ment" (1901): "But however. frankly Mr.-Moore may misquote ,Pater
and Turgenieff to defend himself, his new impulse has no kind
of relation to the future of art."” (71)

20. All ' references to Stephen Hero kre to the edition edited

. by Theodore Spencer, (St.Albans,Herts.:Triad-Panther, 1977). g
: 21. Not until Ulysfes perhaps, when Joyce makes a lighthearted
confession of his debt to Pater (see below, p.230). :
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. -22. Bloom, The Anxiety of Influence, p.35. .

— e § s £ 7T

J - 183

this misery, this vaepty is thé starting point of their
art., . . . Poetry may or may/not work out its.own salva~ |
tion in a man, but it comes only to those in dire imagin-
ative need of it, though it may come then as terror. And
this need is learned first through the young poet's or
ephebe's experience of another poet, or of the Other

whose baleful greatness is enhanced byﬁt@e ephebe’'s see- -
ing him as a burning brightness against a framing dark-
negs, rather as Blake's Bard of Experience sees the Tyger,
or Job the Leviathan and Behemoth, or Ahab the White Whale,’
or Ezekiel the Covering-Cherub, for all these are visions
of the creation gone malevolent and entrapping, of a splen-

Y

dor menacing the Promethean Quester every ephebe is about

to become.22

I have discussed in theTfirst chapter Pater's reputa&}on among
some as a decadent, immoral and atheistic writer; indeed he ‘
was Fhought by his most severe and misunderstanding critics

to be depraved, guilty of abnormal sexual tendencies and an
abhorrent fascination wifh corruption and death. The young
Joyce probably did ndf take@Fuch prejudiced views of Pafer,

but he would certainly have been aware that othgrs did. Despite
his early protesta%ions\againSt morality in art and against

the Church, J&yce remained a decidedly moralistic writef, and

Py

is clearly concerned in Stephen Hero, Dubliners, and A Portrait

with religious andbspifitual purity. It is possible thqf;iif
the young deoe Pater represented at least the possibi;i

of creation, or the creative artist, gone m?levolen@. and ‘
personified the same meﬁaciﬁg tendencieg that Joyce, as an

artist, might have to face in himself. \

b W T
. r_.,,\'.',.&> - . % . ¢
. ‘\\“’9 B 4 . .-,
. .- )
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The aspect of Stephen Hero +that this discussion 1eads to

/"

and will perh’ps help to . explaln 1s Stephen s 1n31stence that

‘
;
§
'
i
H

4
:
H
.

St. Thomas.is his mentor, and that hlS aesthetlc system is, in_
" the main, “applied Aquinas". As we shall seg¥later, a good -

deal of Stephen's theery goes beyong anything in Aquinas; so

A v
o

this insistence that itlwas largely St. Thomas® works'wﬂence

, . . ’ ' ' . '
' ' his theory stemmed is interesting and perhags a little reveal-
ing. ‘ ’ . . ’ ;)

ihe first mention of St. Thomas in Stephen Hero comes early

»

in chapter XIX, "His Esthetic was'in the main 'applied Aguinas'"

o i - (72)i The siight hint here of another source is never elabor-
b ) ated‘upop} Stephen wouid have evenyone believe that.St. Thomas
! provideduﬁhe germ for all of hie.ide%s and~theor%es. Other
réferences to Aquinas are frequent in the novel, but fhree
allu31ons ‘bear particular SLgnlflcance. The first of these
comes later in chapter XIX, after Stephen has read h1s essay,

“Art and L1fe,"23 to h1s mother. Impressed by the essay, but

‘a llttle concerned about lts attitudes and morallty, Mrs.

edajus "was relieved to find that the excesses of this new

wofshlp were supervised by a recognized saintly author1ty"(78)

That his mothe# and many others; should be thus reassured

was quite concelvably a considered and calculated measure

ﬁ o t’en by Stephen when wrl'ting his paper. Without the "saintly
- thority" as his solld base, Stephen s morally and rellgiously

questionable theories would have suffered much more severe

v - eriticism. T« . C;

23. This'is basiceliy a reworking of the Mangan essay.

. '_"i

e
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It would have been subjected -to more criticism like that

3

offered by the president of Stepﬁen’s college to juétify his
censoring of Stephen's essay. The president suggests that
Stephen's paper "represents theisum-total of modern unrest
and modern freethinking.” He is surprissd at Stephen's admira-
tion of writers "who openly profess .their atheistic doctrines
and"fill the minds of éheir reaq?iéMWith all the gap?age of
modern’ society "(85). As the president is speaking, S%ephen
interrupts to éuggest that Aquinas is an author whom he admires.
He insists repeatedly on Aquinas as the source of hi§ theor&

, A
the convers&tion in a different direction. If Stephen comes

despite tviairesident's equally‘determined,attempt to shift
. away from the interview with a sense of victory (and a sense
that the V{é%ory has been a very important one), we feel that
his depeﬁdable weépon has been his interpretat;on, at least,.
of Aquinas' words. Certainly, it is a victory he éould not
have won without mention of Aquinas. '

“ The tpird and perhéps most rgvealing feférence to 'Si. )
Thomas comes' very late in the novel fraghent, in chapter XkV.
'Brooding over Emma Clery's refusal to "live.one night together”'
with him, Stephen, turning inward, sees there the soul of an
artist. Anq as‘Stephén, like Joyce, lives always in the shadaw
of the Church, "quing the train of‘these_reflections the
Church sent an embassy of'nimble pleaders into his ears"(182).
Clearly,'Stephen sees the Church and art as opposite poles,
each e;erpising.a great power over him. To &ielq yp_the pull
.of art..hg must~firs% overcoﬁg the pﬁll 6f religion, bdt he\.

e N

T . ' : ' N
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must do so on the Je8uits' terms, otherwise they can call him

an atheist and outcast of the Church, and he willl have proved

nothing to them. In this 1light, the following passage is sig- -

R
nificant:

He desired for himsgelf the life of an artist. Well!
And he feared that the Churchﬁx‘v'ould obstruct this
desire. But, during the formulation of his artistic
‘creed, had he not found item after item upheld for
him in advance by the greatest and most orthodox
doctvr of the Church and was ii: anything but vani+ty
which u_rged him to seek out the thorny crown of the
heretic while the entire theory, in accordance with «
which his entire artistic life was shaped, arose most
‘conveniently fogp his purpose out of the mass of Cath-
olic theology” (183)

There is a definite suggestion here, made consciously or not,
that the real importance of Aquinés for Stephen lies not in
his ideas or theories themselves, but in his exalted position
in the ‘eyes of all C.a,tholics, and more particularly, Stephen's
Jesuit masters. Joyce's“ayvkwargi phrase "upheld. for him in
advance” “8uggests that Stephen went to Aquinag more for_
support of hi: own th_eorieé tha.p for i_pspiratidn for new oneshg

that Stephen's ’cheoﬁiﬁ were a;;plied to Aquinas, and not the

. other way arou.nd.

Had Joyce, or Stephen, glven even the least credit to

-

Pater for’ hav1ng prov1ded a source for his- aesthetic theories,

nel.ther Mrs. Dedalus nor. any ‘other reader of Stephen's essay
fa

would have had the assurance of Aqumas' supervision; the
president on Stephen '8 college would not have n"logt" his

interv:.ew with Stephen; and Stephen would not have won in

&,

- - ’
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P ‘ his pull against the Church on their-own ground.. Pater, we
may safely assume, would have been considered by all of

Stephen's adversaries as blasphemous and corrupt--hn atheistic

] R writer and self—deCIEred outcast of relfgioﬁ and the-Church,

W1th Pater, and not«Aqulnas, as ‘his model, it would have been \ . H

easy to dismiss Stephen's theory on the grounds that "it rep-

+ . resents the sum-total of modern unrest and modern freethinking

e et s e 2N

. Aquinas and Arlstotle prOV1ded Stephen with revered examples
from authority, from the’ very texts that‘'his Jesuit masters
" used dally in their classrooms. The added 81gn1flc;rce and . 0
irony of haylng>Stephen rebel v;a these texts was, gor Joyce,

s o
almost essential. = _— -

III- .

A good deal has been said about Joyce's early fiction

\ ' and ‘about his concept of the epiphany. Most critics would
. agree with Homer Obed Brown that "Stephen's epiphanies are

- . "« . mostly revelations of the paralysis that is one of the
24

themes of Dubliners."“” Indeed,’ in discussions of Dubliners.
epiphany has almost_gome to be eqdated/;ith pardlysis,‘i Ere
apparently being litfle else that Dubliners. cék reelgie"about

"themselVes. Marvin Magalaner, however, ‘defines theX epiphanies

in broader terms: "Every story in ners deals with the

. A supreme moment of comprehenslon, of splrltual insight or . |
¢ R L. " . ° ,
, v , .

24 James Joyce's Barly Fiction: The Blogg phy 2; a Form , 3
(Clevelands Case Western, 19755, P.18. “- fe {’, “,q!,h'
, . l‘ I3 ! ° y 3 . .
h AN . P
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\

N

. -




B e ey,

e

,He"‘ro as "a-5udden spiritual manﬁi.fes:tatién, whe't'her in the vul-

to us"(236;188).

188
{

lack of .i%, in the life of the principal character."2? Whether
it is spiritual or moral paragdysis, or something greatéf,i that

is epiphanized, the cbnaensue is that the epiphany is .essential

“to the subject-matter, or theme, of Dubliners. ' /

Stephen's well-known definition of an epiphany in Stephen

a A
garity of speech or of gesture or m a memora,ble phase of the

mind itself" that must be recorded wn.th extréme care, seemg

that they themselves are the most delicate and evanescent of ' i

m'o'mer}\ts"(188)/ , is most suggestive of Pater‘se"Conélusion" to

The \Renaissance and his discussion of experience as "a group

Loy

of imp eséione + . .. each one of them . . . limited by time

-—.

« « + gll that is actual in it being a single moment, gone

EEwa .

while e try to apprehe‘nd‘it" (;235;18?-88) . Just as an epiphany

fect in hand“\qr face; some tone on the hills or the gea 1is

choicer than the rest; some mood of passion or insight.or

s 1 NGNS .9 55 7 s it R 3 A s

intellectual excitement is irresistibly real and attractive

&

: | | A
., The similarity of Stephen 's ‘epiphany to Pater's visionary g

moment represents another borrowing.by Joyce of an aspect of

Pater's aesthetlc to formulate hlS own. However, Pater s in-

25. Tlme of Appr enticeshmx 'I'he Fietion of Young James .Toyce
(Londont Abelgrd-Schuman, 1959, P37, ‘ ' .
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g 3
fluence does not stop here. We have traced Pater's movement

» from Studies in the History of the Renaissance and some other
¢ . s

early critical essays to "The Child in the House" and Marius,

. and his adaption of his theory to his fictional technique;
* »the v131onary moments which Pater dlscusses in his first ‘
volume become the formal means by whith Florian Deleal's and
. Marius' stories are presented. Joyce, in abanﬁonlng‘ tephen

, Hero to work on Dubliners (and to go on, later, to A Portrait),.
slero Zup_iners 4 rortvrait

. repeats Pater's movement from theory to practice: the theoret- .

distinguishing. characteristic technically of Pater's fiction

s “its e?phasis no% on action, bﬁt‘on significant acts of
pe;cepti6£,"26 so one of:the technical aspeqgis which dlstin- =
g&igbes Dubliners from Stephen Hero is the. disregard of plot -

and story, and the useNof-moments of insight or vision, Joyce's
epiphanies, to convey.the meaning. Harry Levin notes Joyce's a
emghasis, in Dubliners, on "the single word thatatells the
whole étory . ._.)the simple gesture‘that reVeals a complex
set. of relation;;ipé.“ Discussing Joyce's technique he says,
"the author deliberately avoids anything like an event. . .
’ﬁe] merely watches, the characters are merely revealed, and
the emphasis is on the technlque of exposure " The eplphany
"has become a matter of literary technmqu%. It has become

Jayée's contribution to tha},seriés of developments which

~

26. Monsman, walter Pater, p.72.

. [} Lt
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e e e supplant plot with style.‘27 This is a development in
whlch Pater surely has’ a large role; he 'was'not the flrst
| writer of fiction to' shift the ihpha81s from plot to style,
but he certainly provided a model for/Joyce, Henny James,

and others, of thematic expression through isolated moments

* ‘

_of yision. ' a ' _ -
Robert Scholes and.Richérd Kain éffer an interes%ing‘

suggestion in their discuséion df‘the deQelopment of A Por-

trait. In problng the reasons for Joyce s shift from teghen

Hero to A Portrait they say,

-
Joyce habitually referred to Stephen Hero, in his letters
to Stanislaus Joyce.of 19?h and 1905, as "my novel®. And
his ultimate objection to; this work which haé-cost S0 T
mﬁch of hlS time may well have been that it was too much
of a novel The conventlons of the novel form had been 4.

too. powerful for himj; characters and 1n01dents had pro-
liferated; the "individuating rhythm“ and the "curve of
an emotion"28
The novel, form itself hdd become a net which the artist
would try to f}y by.29

had bectme enmeshed in irrelevant material.

In doing so Joyce might Qizs_§one the way of Pater. I do'not
suggest that Pater s Marius and his short 1mag1nar& portraits

offered Joyce the only unconventlonal,flctlona form of the

27. James Joyce (Norfolk, Conn.: New Dlre sions, 1941), p
-38- 39 Levin sees Joyce's development ahd uses of the eplphany
-as "attempts to create a literary substitute for the revela-
tiens of religion."(p.38) In-making such attempts, Joyce 1is
once again following Pater's lead, particularly in Marius.

28, In writing the orlglnalﬁpaper, "A Portrait .of the Artist,"
Joyce had wanted to describe the "curve of an emoﬁton.“

29. THe Workshop of Dedalus (Evanston, 111, hwestern
Univ. Press, 1965), p. 37. ' )

-
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expression of meaning ig not traced to any of them. This, it"

Collier, 2Y, p.

191

@

nigeteenth century., As we know, Joyce was very well read even
at an‘éarly age and undoubtably looked to -many authors in his
search for unconventional novel{stic form. That Pater's fic-
tion was one of his éignificant nfinds" is indicated by the

ngture of Joyce's formal unconventiohality; it rqéembles

Pater's .very much.30 .

[~

Marvin Magalaner and Richard Kain have discussed possible

influences on Dubiiners; Chekhov and Maupassant are cited as

31

the most probable models, others suggested are Gogol, Turgenev,

George Moore, Flaubertland Dante. These writers have influenced

" Joyce in various ways, but Joyce's use of the epiphany'for the

’

is argued, is Joyce's own handling and'devel?pmentﬂcf symbol-
isms "In essence, it may be put thgs: radiance equals epiphany
equals‘s&mbol.’Heqseesﬁépiphan&‘as a device of expression that,
perfecf in its wholeness and harmony, will show<forth in an

' /
instant of illumination a meaning and significance greater

" than the words in another combination would carry."B%

3
It seems plausible to me, however, that Joyce's unconven-

tional techniqde in Dubliners, his expression of theme through
sudden instants of significént illumination or vision, would

not have developed quite the way it 'did had he not read Pater's

30, Not only in the technical use of the moment of vision,
but even in Joyce's title; his "Portrait" of character may owe
part of its title to Pater's "imaginary portraits.” Stanislaus
Joyce claimed to have suggested the title to his brother; he
dlso uses the term "imaginary portrait" 'in his diary (see e
The Workshop of Dedalus, p.75).

31. The authors, however, rightly question the much-suggested
influence of Maupassant, whose :short stories, unlike Joyce's,
are almost totally dependent upon plot fortthem?gic gxpiession.

.32, Joyce: The Man, the Work, the Reputation.(New York:'
v g962Y, Dl BE

3
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.fiction) In Dubliners we find o vérﬁai echoes flpatér's

words as we do in’ gome of Joyce 8 other works. Joyce s style

.of scrupulous meanness does not allow him to couch hlS moments

of vision in the same mannered and 1nvbluted sentences fﬁat
Pater does. Styllstlcally, in fact, with on; or two brlef
passages excepted, Dubllners offers the ant1thesxs of” Pater S
writing style.33 But the particular concept ofégpiphany and

1ts use, - and the technlque of thematic expression in Dubllners

is the smne as that in "Phe Child in the»House“ and Marius.

Each of Joyce's stories climaxes with.a mOment in which some; ]
thlng 1s unexpectedly revaaled: 1t may be an aspect of charac-‘
ter; the true nature of a relatlonshlp° or a parttcular mode

of the Dublin corsc1ousness. Unlike the moments of,v191on in
Pater's fiction, though, Joyce's epiphanies do\ﬁot always ) .f
affect or change his pr1n01pal characters. Evellne and the

two gallants experience no revelatlons- the showing forth 1n

these two stories is for the readers' eyes only. Throughout

Dubliners, in fact, this is usually the case, That such moméntg,-"

of potential insight are iost on the.Dubliners is- part of Joyce"s

theme; that is, their emotlonal ‘moral, or spirltual paraly51s

-o“;

‘prevents them from "seeing." Only a few characters_experlence‘

the same kind of pefceptionaand revelation that Florian and v

“

Marius do on occasions such as <the discovery of the hawtharn,

the deaths of Marius' mother and Flavian, the incident of“théi

* falling rock, the slaughter in Marcus Aurelius' arena, and,

4 . ?}‘ ; .. n

33 ‘Marvin Magalaner, in Time of Apprentlceshlp, talks of
"Joyce resisting the influence of Pater's hypno¥ically gushlng
sentences"(pp.92-93).

¢
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_',“ most 1mportantly for Marlus, that at’ the inn in “The Will as i -

» Vision.” It is essentlal to Pater's technlque that Florian
+ and Marlus galn some deeper 1n31ght from every new vision they

1
«

g experlenoe; thls is what carrles hlS narratlves along. Joyce,

v

’
o :

‘«-ﬂ~\gg the - other hand uses the same technlque to reveal how his -

/// ) characters, as a result of a generai psychologlcal paralysis, - -

are 1ncapable of 1n31ght. . .. ‘ o .
EN

A i‘ewD however, are' not A scene in "A thtle Cloud" is

reminisoent of the ‘many visionary sdenes in "The CKRild in.the
3, \ : W . .

House"‘énd Marius, although it is clearly an ironic, treatment .
,ii., . by Joyce .of Pater's "privileged hour.™ thtle“Chandler, on his

way to.meet Gallaher, is contemplatlng "hlS own sober 1nartls-

tlc life" when he feels w1thln him "many different moods and

[ . . A - -

1mpres31ons that he wished to express in verse,”

-',Llsktle Chandler quickened his pace. the first time
ln his life 'he felt himself superior to the people he .
passed. For,  the first time his soul revolted against
the dull inelegance of Capel Street. There was no. doubt ’
:.about iti if you wanted to succeed you had to go away.
. You could do nothing in Dublin. As he crossed Grattan
% ‘Bridge he looked down the river towards the lower quays
o and pitied. the poor stunted ‘houses. They seemed to him ‘ », s
‘ 'a band of tramps, huddled together along the river-banks, /
their old coats covered with dust and soot, stupified by
the panorama of sunset and waiting for the first chill ‘
of night to bid them arise, shake themselves and be gone.\ 3
- He wondered whether he could write a-poem 1o express his .
idea. Perhéps Gallaher might. be able to get it into some
“London paper for him. Could he write somethlng original?
He was not sure what idea he” wished to express but the

&l
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thought that a poetic moment had touched him. took life:
within him like an 1nfa?t hope. He stepped on. ‘brav ly..

(Dubllners, ?3)34

v o ; ';' ‘
Later. in: hlS home, he recalls hls moment of v131onj "There

were so many thlngs he wanted to descrlbe: his sen atlon‘of

1

" a few ‘hours’ before on Grattan Brldge, for example /'If he could

' ~get back again 1nto that mood” (84) .

~In the long passage quoted we note a inrth r parallel.
In. both “The Child in the House*”and Marius mo‘eqxs of vision

v 3

*are almost always pre01 itated by the 91ght of common, natural
obaects whlﬁh suddenly take on dlfferent at¥itudes and meanlngs;

‘ 51ght 1egds to 1ns1ght. ikewise,. Little CHandler's eplphany

. is oeca51oned by "the dull 1nelegance of"fapel Street" and
xﬁthe.popr sturited -houses" of the quays. Me may assyme that'
pittle Chandler had crossed Grattah Brfdge.many times before,
hed seen the same street and houses, d had been unmoved by
them. Epiphanies and visionary moments are rare and isoiated
instants thaé cenndt be duplicated /[ hence Little Chandler“s
frustration at the conclusion of Qe story). Piter had made
this point in the "Conclusion": FEvery moment . « . some mood
of pa5510n or insight or 1ntel ectual excitement is 1rre51st-

invly real and attractive to ,--for that moment only" (Ren-

aissance, 236;188). Nevertheless, Little Chandler, howeVer

ironically he is t{e%med, eriences a revelatlon. and llke

Florian and Marius, is.changed by it. In,this respect he differs

from most of Joyce's Dubliners, who are incapable of-even the

©

34, Al quofations rom Dubliners are from the text edited
by Robert Scholes A. Walton Litz (New York:.Viking, 1969)..
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" fluenced by Pater's work, particularly Marius; A

. [ o T 4958

siightest revelation or vision.‘One'other*whp/is'affeE?EéA;y

his visionary momenté, much more than Little Chandler, ist'

Gabriet Conrdy.

"The Dead,” as has been sufficiently poipted out, is the

.

most coﬁsidered and considerable story of Dublihers. With it.
Joyce soars to new heights as a literaryvartist Ellmann
stresses the centrality of the story in the Joyce oeuvre, both

styligtically and thematlcally, calllng'lt "a linchpxn 1n oo -

Joyce_s work.":‘35 It is also the story in Dubliners most 1n-' T

»

Pl .
Gabriel, like Marius, is a reflective soul. "The Dead" is _

‘more a series of reflections than a series of actions, despite

Joyce's emphasis;on naturalist detail. Certainly.the theme of
the story is expressed not by 1}5 action or plot, the events
of the evenlng. but in the reveries of the prlnCLpal ch ac-

ter. Just as Pater's concern, in Marlus, is w1th his

"sensétions and ideas," and the grqwth of his awarene s,‘ﬁoyce's
concern Ain "The Dead" is w1tg Gabriel's developlng consciousness.

\ .
The action and events of both n0vel and story serve as alds to

. the expression of theme thirough the analysis of consciousness.”

£l

The events force the principal charajjngito reflect on them- f%@g

selves and their nelatioﬁships with ot . both living and

M

dead. ' ‘ ) ‘ I L
: : . N
Gabriel experiences not one or two, but a series of epiph-

anies; the first occurs "while Mary Jane was p%gying her

3

Academy piece,"

35. Ellmann, p.261. _ . .
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Gabriel's eyes, .irritated by the floor, which- glittered
with beeswax under the heavy chandelier, wandered to the
wall above the piano. A picture of the balcony scene in
Romeo and Juliet hung there and beside it was a picture
- of the two murdered princes in the Tower which Aunt Julla
had worked in red, blue and brown wools when she was. a
s~ girl. (186)

Be81des symbollcally foreshadowing the end of .the story and the

themes o{ Jove and dexth, thisg/scene, which ends with Gabriel
gontémplating his wife'g true enevolent nature ("It was Gretta
who had nursed her during all her last long illness in their

'house at Monkstown,"” p.1873 ows how for Gabriel, too, the

. sight of physical objects ( the paintings) leads to insight

(Gretta's goodness) via a ive process.

The, second of Gabriel's brief moments of reverie comes

‘when he leaves the cotipany of Freddy Mallns' mother to retire-

1

1nto the embrasure of(the window," )

Gagglel s warm trembllng flngers tapped the cold’ pane of
the window. How cool 1t must be outdide! How pleasantmat
would be to walk out alone, first along by the river and
then through. the park' The snow would be lying on the
branches: of the trees and formlng a brlght cap on the
top of the Wel%lngton Monument. (192)

Again we have a foreshadowing of . thﬂ end of the story when the
snow represents the oneness of all the llVlng and the dead, the
1nerad1cable bond between the two. In thls passage ‘the snow

falls both on living  trees and the inanlmate statue, thls

latter itself being a kind of; 1ink between the world of the

living and the dead--a token to remind the living of the dead.

o
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What is essential to this passage, ﬁoﬁever; is Gabriel's ten-
dencj to be méved by sensory perception (his warm fingefs .
touching the cold window-pane) to a reverle which contrlbutes
to the development of his consciousness, either symbollcally
or otherwise.

- It is a tendency he, shareé with Flg;i?n and Marius Immed-
1ately before Marius' most 31gn1flcant\rever1e in the ollve
garden,\?e becomes acutely aware of the materlal world around
him and its influence on his mental procesTes: His conscious-
ness of the sights, sounds, ‘and odours of the surrounding |
garden acts as a prelude to the revelatory sense of an "unfail-
ing "companion" which becoﬁes so essential to Marius's develop-

&

ment. As we have seen, Marius feels that "the aépecté of the

:blaCe he was then visiting had sométhing to do" with his en-

~

. . . N /
suilng revelation: . . -
A\l .

The air there, air supposed to posséss the singular
property of restoring the whiteness of ivory, was-pure
Fand thin. An even veil of lawn-like white cloud had now
‘drawn over the sky; and under its broad, shadowless light
every hue and tone of time came oht‘upoh the yellow old

\\}' temples, the elegant pillared circle of the shrine of

thepatronal Slbyl the houses ;eemlngly of a piece with
the ancient fundamental rock. Some half-conscious motive
of poetlc grace would appear to have determined their
grouping; in part resisting, partly going along with the
natural wildness of the place, its floods and precipices.
An air of immense age possessed, above all, the vegeta-
tion around--a world of evergr eE trees--the olives esp-
eclally, older than how many generations of men's llves'
fretted,and twisted by the combining forces of 1life and

’
'

. o
N N
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death, into every conceivable capf&qe of form. In the
windless weather all seeped 'to be listening-.to: the roar

of the immemorial waterfall, plunging down so unassociably
. among these human habitations, and with a motion sb un-
chariging from age to age as to count, even in this time-
worn place, as an image of unalterable rest. Yet the clear
sky 411 but broke to let through the ray which was 51lently
quickening everything in the late February, afternoon, and
the unseen violet refined itself through the air. It was
as if the spirit of 1life in nature were bu withholding
any too p#e01p1taté revelation of itself, 2;

wise, maturing work. . (Marius, II 65- 66)

1ts slow,

For Marlus, as well as Gabriel, sensory perceptlon is condu01ve

to revelation.

-

Gabriel lapses into reflection again 'when he sees his wife
on the stairs, listening to B:2$ell D'Arcy's song:

He stood in the gloog/of th hall, trying to catch the
air that the voice was singing and gazing up at his wife.
There was a grace and mystery in her attitude as if she
were 'a syﬁbol of something. He asked himself what is a
woman standing ¢én the stairs in the shadow, listening

to distant music, a symbol of. If he were a painter he
would paint her in that attitude. . . . Distant Music

he woyld call the picture 1f he were a painter.. (209—10)

Gabriel,. as I have suggested, is the Dubllner who, is most
capable of insight, the one who, lf,you‘w1ll, suffers least
fr&m paralysisf It is not until the end of the story, however,.
that his really significant moment of vision ;omes. Up to and
lncludlng tn5/501nt at which he sees his wife on the stalrs,
his vision is 'still clouded HlS reverles are eplphanles 1n

form, but little 1s‘revea1edbto him. _Joyce shows, symbolically,

r
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that, moment by moment Gabrlel is getting closer to his
final revelatlon. The image in Gabriel's first reverie of ‘
' Gretta nursing his mother hints at the role that Gabriel will
discover she played in her relatiopship with the ill Michael
Furey. The snow in his second revefie foreshadcws Gabriel's.
later vision of the unlversal snowfall over the living and
the dead. When he sees hlS wife standlng on the stairs he

feels that she is a symbol of somethlng, but he cannot yet

determine.of what. Distant Music, of course, will bccqmc the
music of Michael Furey's song, h;ard from the world of the'é
pésf and the dead. As in Marius the successive moments of
vision in "The Dead"” lead the prlnc1pal character on to his
'flnal state of heightened consciousness. Gradually, hlS rev-l

é¢ries bring him closer and closer +to-the truth, or, in Marius'

case, to an expanded capacify of vision and unclouded receptiv-

-

ity of soul. N
A\\Q Gabriel's final and most medhingéul epiphany comes ‘in
the last few pages ofy the story. Not so much a moment of ’
vision, it . is, llke Marius* last reverie,.more a‘'series of
reflections which recapitulatgs the work's thematic elements
and brings all to a conclusion. "The Dead" ends not with action
cr plot“resolutlont put with a state of consclousness--Gabrlel [
intellgctﬁal apprehension of the hature.of his own and all ex-
istence. Similarly, the ending of Marius, although it is cccas-
' ioned by the hero's death, is important, above all, for the
levc} and qafure of consciousness which it d?picts;
. . . .. nz\
N A
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In: the concluding scenes of "The Dead" the.importan&e of
sight for insight is stressed once. again. As Gabriel looks at
his sleeping wife, her features send his imagination off into

another reverie:

-

'Gabrlgl leanlng on his elbow, looked for a few moments
unresentfully on her tangled hair and half—open mouﬁh
1lsten1ng to her deep-drawn breath. So she had had that
romance in her life: a man had died for her sake. It
hardly palned him now to think.how poor a part he her
husband, had played in her life. He watched”ﬂer while
she slept qs though he and she had never lived together
as man an® wife. His curious eyes rested long uppn her
face and on her hair: and, as hg,tﬁought of ‘what she _
must have been ther, in that time of her first girlish -
beauty, a strange frlendly pity for her entered his
soul. (222) )

. ¢ Q

Then his thoughts drift to death itself, and he sees himself,

in the future, at his Aunt Julia®s deathbed. Moving from the

partlcular to the generaL in true visionary- fashlon, he sees
the death of all around hlm, including himself: "One by one
they were all becoming shades.” The. visionary appearance og

Michael Furey, "the form of a young man standing under a

dripping tree," direg}é“his thoughts. to the "vast host8 of

the dead," and the -orieness of" the worlds of the. lLv1ng and

the dead. Hls flnal subjective v131on,“"he hearﬂ the snéw

falling faintly through the unlverse « « . upon all the living

and the dead” (223-24) symbollzes that oneneaﬂ e

Vlsionary experiences then, 1solated but successive

moments of significant reflection, are what gring Gabriel’s

q
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consciousneés,'like Marius', oto a flnal State of “unclouded
recept1v1ty" and both men to a hlgher understandlng of the
nature of exlstence¢ Both Joyce and Pater develop thelr themes
hy leading their pfincipai charactefs'through guccessive
momePes of more and more:significant appnehenéion, each of
which reflects and builds upon the one previous to it, and
conclude with a final sequence of reVelatlon. In both works
.plot becomes secondary 43 these moments ot v181on for the

.

. development of chéracter gnd the expreselon of.theme; more--
) .o . ' .
over, the influence of Marius on "The Dead" goes beyond tech-
“nique. P

I have suggested that some 6f Pater's ideas about death

‘ might have influenced Joyce's odd early beliéf that "death is

A

the highest form,9f§lifea" I pointed particularly to the con-
plusion of Pater's essay on Leonardo, who at death, "looked
forward . . . into the vague land, and experienced the Iast
cur1081ty." This nebuloug suggestmon ‘of the existence of an
‘afterlife is stated again, though in clearer terms, 1n the
concludlng chapter of Marius. Pater even uses some of the
same words: "for a moment [Marlus] expeflenced aé81ngular
cur1091ty, %gmost an ardent desire to enter. upon a future,‘
Ehe p0881b111t1es of Which seemed sd large"(II 221) Pater's
> much Crltlclzed preoccupatlon'%lth death has a parallel in

* the.works of Joyce..Both wrlters, however, are more concerned

'f

w1th the’ 1nterrelatlonsh1p-and, in Ellmann s words, "pfutual

dependency of living and dead,"36 than with death, or dylng,

;} Ellmann, P.262.
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itself. Ellmann points to the recurrence of this theme through-
out Joyce‘'s works: ?

He had expressed it first %n7his essay on Mangan in 1902,
when he spoke already of the 'union in the great memory of
death along with llfe37 . . In Dubliners he developed
this idea. The 1nterrelaﬁ1gnsh1p of dead and living is -
~\\ the theme of the first story in Dubliners as well as of
the last; it is also the theme of "A Palnful Case"” and

"Ivy Day in the Committee Room". . . . In lxsse the
qlimactic episode,’birce, whirls to a sepulchral close in
the . . . juxtaposition of living and dead, the ghost of

" 'his mother ‘confronting Stephen, and the ghost of his son
- confronting Bloom. But.Joyce's greatest triumph in assert-
ing the intimacy 'of living and dead was to be the close of

38

Finnegans Wake.

It is a popular theme élso in the fiction ¢f Pater, notably

) in the imaginary portraits, "Denys 1'Auxerrois,”- "Sebastiah‘

van Storck," "Duke Carl of Rogenmold," and "Emerald Uthwart."

Gege d Monsman, in readlng all of Pater's wggks 1n terms of

an Apollo/Dionysus pattern, notes the 1mportance of the inter-
relgtionship of 11fe and death for Pater s recurring theme of

cuftural and splrltual reawakenlng or, reblrth:

ust as the ‘original myth of Dlonysus saw the birth of :
‘ e new year already implicit in the destruction of the
summer Dlonysus, so in Pater's thought it is spgeifically
the gsacrificial death of the hero which quickens humanitj.
. + . Certainly this sacrifice is not an unallev1ated
tragedy, for his death is h1s flnal awakening from mortallty,
and the blaze of cultural renewal that folloys is an echo.

’
\
1 L

37. We have already seen the extent of Pater's 1nf1uence on

—~ this essay.
38. Ellmann, p.262.
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within the human commuriity of the renewal which has ~ ~

taken place w1th1n the soul-itself. The dylng hero, w

as the hlghest expression and representatlve of human- '

ity, becomes the means by.which civilization is puri- . .
fied of its mortality and initiated into the dawning .
light of Apollo,’? S .

The iﬁ@errela%ionship of living and dead is also the them® upon
which Marius ends. Marius' final moments of vision of;;r him
“certain considerations by which he.seémed to link himself to.
the generations to come in *the world he was leav1ng"(Mar1us, IT,
22%} Through his frlendshlp w1th Cornelius Marius "seémed to

touch, to ally himself to, actually to become a possessor of. -

the "coming world”(II, 209-10). Life and death become two parts

of a single entity: "Marius seemed to understand how one might

look back upon life here, and ité-excellent viéions, as but

LY

the portion of a racecourse left behind hlm by a rﬁnner still®
swift of foot"(1I, 220~ 21) ; . ‘

A

In thg concluding pages of both works, M?rius'and Gabriel,
who is facing death of the self,lor of the spirit, share many
fisz;ns, ideas, and attitudes. Just.as "Dead, yet sentient
and caressing hands.seemep to reach out of the ground and to
be clinéing{ébout [Mariué]J(II 208), Gabriel imagines that
he sees the form of Mlchael Furey "standlng under a dripping. .
trée. Other forms were near. His soul had épproached that .
region where dwell the vast hosts ;f the‘dead He was con-
scious of, but could not apprehend, thelr wayward and flicker-

v

“ing existence”(223). Just before death Marlus is struck by

_ 39T/ﬁénsﬁan,’Patqr'é Portraits, bp.26;27-
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Cng blind, outraged, angry feeling of wasted power, chh as
he might have experienced himself standiﬂg by the deathbed
of another"(II, 219). Similarl&,,Gabriel gsees himself sitt-
ing at his Aunt Julias deathbed: "He would cast about.in
his mind for some words that might console her, and would .
find only lame and useless 6nes"(2é2). There is a sense of

' éélf—sacrifice, or self-effacément felt, to some extent, by
both protagonlsts- Mariusg pays with hls life for the future
happiness of Cornellus and Cec1lla, whlle Gabriel concedes ) ] ' b
that his passlon pales drastically be31de_the iftense 1ove

© of Michael Furey for Gretﬁa. /// i o

| Gabriel, feeling that one would "Better pass boldly into

'that other world, in the fullglory of some passion, than

fade and wither disma¥ly with ake"(223), bemoans his lack

of the kind of love(which Marius\feels he has experiencedr-

"he would try to fi% his.mind . . qon all the persons he

n the bar sense of having loved

.had loved in - life. .

“ﬁhé geemed to find . . . that on whlc \hlS soul might assuredly

- rest and depend'”(II 222 23) Pater s final view of Marius
m%ght also deﬁcrlbe Joyce' s-lmplied but unstated view of
Gabriel at the.end of "The ﬁead”z "And yet @t'was the'?act,’ s
agaln,“that the.vision of men and things . « . had developed,

.. with a wonderful largeness « +» . his general capa01ty of

!
vision. + . & At thls moment, his unclouded recept1v1ty of x

2 soulq‘ﬁmnwn\so steaﬁlly through all those years, from exper-
ience td experience, was-at its height"(II, 219-20).

L - e A
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h%\ Finally, the repeated allusions to Christian death and
martyrdom in "Ahima Naturaler Christiana® ﬁayihéve had some
influence on Joyce's use of the imagery of Calvary, péihted
out by Ellmanan)Gabriel imaginesltﬁe snow in the cehetery
at Oughterard lyiqg "thickly dr%fted on the crooked. crosses
and headstones, on the spears of the little gate, on the’
barren thofns"(Z%B).‘Perhaps in Gabriel's mind Michael Furey
is a man iike Marius, who had died for the love of another.
Indeed, Pater's wonderful image of Marius' communion, "théir
mystic bread . . . had descended like a snow-flake franthé
sky, between his lips"(II, 224), may have remained in Joyce's
mind, to germinate,'laﬁer, ipto a larger structure of imagery.
That the state. of Gabriel's consciousness should so

resemble that of Marius', and that one of the themes of both

works, the mutual dependency of living and dead, should be

so, alike and handled in such a similaf\fashion, indicates

to me something more'than“a literary coincidence. That Marius
was foremost in Joyce's mind when he wrofe "thg bead“ I woul&
nop argue, bﬁt I would’suggest that the sjb;y,-apd the others

in the collection, would not be quite the same had Marius,

and some of Pater's other works, not been in Joyce's mind

at ali; Y

L"o' Ellmann’ p.2é9n ) T s

[l 1
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_ So far I hdye dealt with a Paterian influence-on Joyce t
of which he may or may not have been conecicu§. Certainly,

there is no indication in the works we\have lookeg at that . .:
Joyce wished his readers to note Pater's presence .in his work
(the contrary is more likely). In Joyce? s early works we see
Pater's influence worklcg just below the surface of the wcrdsq
there is little that is overt or deliberate about Joyce's use . ?
of the Paterian model. When we come to A Portrait, however, , }

we note a change in the nature of Pater's role. His presence

in the novel is both slightly;submerged (as iﬁ'the.early crit~

e By

ical essays, Stephen Hero, and Dubliners) and deliberately

v

and c¢arefully manipulated by Joyce to comment on and ché&ac— il i
terize Stephen.

It would seem that both The Renéissaﬁce and Marius had . [

some influence on A Portrait. Harrv Levin has classified A

- Portrait as ] Kiinstlerroman--a Bildungsroman in which the

development is. that of an artlst.bl Joyce's concern is prlm-
arlly with the development of character, or more pre01se1y,

as in "The Dead," with the develppment of the consciousné%s
'of his principai character; A Portrait, says Levin, "is dis-
tlngulshed from [cther autoblographlee] . » by its emotionai
and intellectual adventures of its protagonlst w2 I have

referred to the possible debt that Joyce s'tlt}e may'ove~

»

41, Levin, pp.bi-b2,
L2, Levin, p.45.
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to Pater's imaginarj pertraits; just as Pater's primary con-

cern in all of qls portraits (and especially in "The Child" | '
and Marius) lies with the deplctlon of the development of
character and consciousness. Joyce in this novel attempts to
create a portrait of his hero, Stephen Dedalus, not as he

stands at the conclusion of the work, but as he develops from

ST s e TR e ey e

L
the beginning to the end. The novel tries to show why Stephen

is what he is in the closing episodes of the book. Rather than
o f
a portrait of Stephen at a given polnt in time, the novel is

[

a record of his development from birth to early manhood. It

is, like Marius, a portrait moving through time and stages

ENE TR IR

of development. It is also like Marius in its autobiographical

i nature; both novels are Kﬁnstlerromans. As the~growth of

Marius' reflect;veeﬁowers mirrors that of Pater' s, the develop-

*
ment.of Stephen as an artist closely follows Joyce S own. 43, .

The relation of Joyce's technique in A Portrait to Pater's //// L

technique in Marius has been traced by Robert M. Scotto. He

says, ’ . //< :
Sihee Joyce's very definition of the eﬁiphany [see P. // '
above] is Paterian, it should not be surprising that one
of the epiphanies has the-same source.u% . . Nor is iy/
surprising; moreover, that the "epiphanies” in A P§£§rait
are, in ‘theme and technique, reminiscent of Marius)/

4
3
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43, The relatfg of the two works to each other- in this respect :
has -been deai;/yigh by Robert M. Scotto in “"SelfiPortraits of .
the Appren Artist: Pater's Marius, Moore' s.Confessions, .
and Joyce's Portrait," Diss. CUNY 1970.
Ly, Epiphany number 39 in Scholes' and Kain's The wOrkshqp
of Dedalus, p.49.
45, "TVigions' and 'Eplphanles 1 Flctlonal Technlque in
Pater‘'s Marius and Joyce's Portrait," James Joyce Quarterly,
Vol. 2; no. I (Fall 1973), L4i1-50,
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'Just as "all-the crucial moments in Marius , . . are height-

ened by 'visions'," the novel itself being "a series of‘chap-
ters chartihg the course of Marius's heightened momentsy,"46
the technip 1 key of A qutrait'is Joyce's use of the epiph-
any, a suddgn visual manifestation, to further éhe deve}§uﬁ
ment of Steb)en's character and consciousness, Scotto surveys.
the technical| use of epiphanies in A Portrait remarklng most

notably that ' 1ght for both Pater and Joyce i antgcedent

- to 'vision': the one sense more capable than any/other of

affording 'insight,' and the one sense most clea ly capable
of 'seeing.' me aphorically,'iﬁto the future of the - \
aesthete, Both uthors promote 'the ;apacity of the eye' w7
This, we have seen, is true also of Pater's "The Chlld in the
House" apd Joyce's "The Dead". |

S o .
Also like Marius, A Portrait begins with the hero as a

is early idealization of home‘and
L8

7
young'child and stresses

hlS relatlonshlp with~his mother, When Stephen first goes

to school away from\home his thoughts and reveriegs are oftkn

mother! . . . .
All the boys seemed to Him very strange. They had all
fathers and mothers\and different clothes and voices.

L6. Scotto, "'Visions! and 'Epiphanies’, " p.h2,

47, Tbid., pu47.

. U48. In this respect it may owe somethlng, as Marlus does,

to "The Child 1n the House"

PO

kit
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He longed to be at home and lay his head on his mother's
lap. . (A Portrait, 9, 13)%"9

Stephen's 1mag1ned letter home during his sickness expresses

his desires in no uncertaln terms:
Dear Mother,
I am sick. I want to go home. Please come and take me

home. I am in the E%;irmary.

a
~ . . -

Your _fond son,

Stephen
(24) '

Similarly, Marius perceives his childhood as an ideal state:

And as his mother became to him the very type of maternity
in things, its unfailing pity and protectiveness, and
maternity itself the central type of all lovej--so, that
beautiful dwelling-place lent the reality of concrete

. outline.to a ﬁeculiar ideal of home, which thggugﬁout
the rest of his life he seemed, amid many distractions
of spirit, to be ever seeking to regain. (I,.22)v‘

The theme of ithe hero'g relationship with his home and mother
recurs thioughout both novels and is integral t6 the.develop-
ment of both protagonlsts, though they ultlmately harbour
opp031te«fee11ngs for them; Marius retains his d€§1re to
regain the ideality of home and motber—lovg, whlle Stephen,-
as an édult, sees home and fhe memor& of his mother as two
of the nets that he must escape from if he is to be an artist.
A further similarity in the way that Marius and Stgphen
perceive things may be seen in one of Stephen's epiphanies

'S

qbich Scotto does not deal with. It occurs when he is still

s

in his early childhood; alone on an.evening rove,.Stephen has

4 N

49, A1l quotations from A’ Portralt are from the Modern
Library editlon (New York, 191

"
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(see aboverpp.83-84 ). Stephen never has a real friend; he

A good part of Marius'  life-long search is for a friend, for

210

I 4
a vision of his soul's companion, or the "other," not unlike

Marlus' vision in the olive gardem:

ega.rdens and the kirfdly llghts in the

. windows poured a tender influence into his restless
heart. The noise of children at play annoyed him and
their silly voices made ‘him feel, even more keenly .
than he had felt at Clongowes, that he was different . !
from others. He did not want to.play. He wanted to :
meet in the real world the unsubstantial image which
his soul so ceconstantly beheld. He did not know wh.ere'

- to seek it or how but a premonition which led him on ' . :
told him that this image would, without any overt act
of hlS, encounter him. They would meet quietly as if ' -
they had known each other and had made their tryst,
perhaps at one of the gates or in some more rléecretc.place.
They would be alone, surrounded by darkness.and silence:
and in that moment of supreme tenderness he would be R
transfigured. He would fade into something impalpable )

The peace of the

LT SWOr ISR R

under her eyes and then in a moment, he: would be trans-
. figured. Weakness and timidity and inexperience would
fall from him in that magic mément. (70-71) . N

-
B e e BB s s
i

During his most crucial privileged hour in "The Will«as Vision"

L
Marius . has a similar premonition of the existence of an "other"” i

consciously reject/s friendship, believing that loneliness, or 1

solitariness, is a necessary condition of the artist's life.

companionship, and to a large degree he finds what he is look-
ing for inthis relationship with Cornelius. There is a suggest- /
ion, however, in the passage cited from""l‘he 'Will'as Vision"‘

reatest solace

and at the coroiclusion of the novel, that the :
¥

°
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for Ma?ius (as for Stephen) lies in the notion of the soul's

companion, the subjeztive, ideal "other" who is at one's
mdecmmumﬂy.

There is a ring of famlllarity, too, in Stephen's commun-
ion at the end of chapter‘three of A Portrait, especially in
*the implied passivity of. the communicant in the sentence, "The

. eiborium had come to hlm"(169), and .the 1ron1c treatment of
Stephen ] communlon. The eplsode ‘recalls the last gcene of

.Marlus, wherein Marius pa581ve1y accepts the eucharistic breadx

IR R X S N S R A W N T T

"Ph the moments of his extreme helplessness thelr nystic bread
had been placed . . between his 1ips"(II, 224). Although the

Christians who attend to Marius at his death thus make him a

Christian n their eyes; his Christianity is not at all like ' :

/ 4 .

‘theirs.(see above p.87). The irony of Marius' martyrdom is

that he died not for Christian belief, but for earthly compan- .
lonshlp--for Cornellus. Likewise, Stephen's communion is ironiec,

~ for, desplte his confession, the ecstaSy of the communion, ande
2
hls rlgorous penance and devotional zeal Stephen soon realizes

that a deeply religious life w1ll not fulflll thed longlngs of /
his soul: ‘

A restlees feeling of guilt would/alwaye‘be present with ,

h}m: he would confess and repent and be absolved, confess f
and-repent again be absolved again.‘fruitléssly. Per-

haps that flrst hasty confession wrung from hlm by the .-

fear of hell had not been good? Perhaps, concerned only

for his imminent doom, he had not had sincere ¢gorrow for , . ;
his sin? But the surest sign that his confession had begen s 3
good and that he had had sincere sorrow for his sin wag, '
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he knew,, the amendg®nt of his life.

~- I have amended my life, have I not? he asked himself.--

(177278) \

It is immediately after this that Stephen rejects the director's

-,

suggestion thazt he joi§§$he order of the Jeguits; and a short
time later fe experienégggihe first awakening of his artistic
soul with the bird-girl epiphany on the beach.

Pater takes Marius to adulthood quicker than Joyce .does
Stephen, the latter au%hor's focus being on his hero féé a -

young man." E$sentially, though, both Mafius, as an adult,

‘and Stephen, as a youth, are on quests, spurned on by their

diséatisfaction with the exponents forming #he guidelines and
boundaries of their emotioﬁal, gspiritual, and'inteilectual
development. Marius moves from one séhool of.philoéophy to
anothef, gleaning what fle finds valuable and meaningful in
each, inisearch of a philosophy, or'simp;y an understanding
of tﬁings, which will lend real significaﬁcg to his being.
Stephen's struggle is to.free himself of the suffocating
strictures of family, country, and religion; to fly by the

nets flung over his escape. to spiritual and artistic freedom,

and to express himself "in some mode of life or art as freely

as [hg]—can;and as wholly as [hé} can, using for defence . ..

silence, exile and cunning"(291). Both novels record these ,
individual quests for a heaningﬁul philosophy and artistic
freedom, and, in so doing, depict the development of the

protagonists' characters and consciousnesses.

-
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Joyce s structural technlque of developlng Stephen's
character and consc1ousness by hav1ng him w1tn;ss conver-
sations and events which ostensibly do not involve him, may
owe something to a similar; and controversial, teéhnique used
by Pater in Mdrius. Pater's inclusion of tranélated passages
f;om classical literature and sections taken verbatim from
various ‘Philosophical discourses perhaps influericed Joyce's
decision.to include’ the heil-fire'sermon, and make Stephen
a terrified witness to the Christmas-dinner argumént. @p we
have seen, the translations and discourses in Marius are ex-
Plained and justified by the role they play in the develop-

ment of Marius' character "and consciousness. Similarly, the

real éignificance of the Christmas-dinner ®pisode and the

. hell-fire sermon lies not in the action or depiction itself,

but in the effect that these episodés haveé on Stephen's acutely
receptive consciousness. Both Marius and Stéphen develop prim-

arily through their intense perceptifn.of experience, either

in vigl or epiphanies, or by witnessing significant events.

The gﬁle of 'The Renaissance in A Portrait is most notable
in chaptezAFour, especially the last sectlon, dealing with the
awakening of\stephen s artistic soul. Some of the famous purple
passages of fiis chapter are'as stylistically Paterian as the
early essay on ﬁ\ gan The whole final section of the chapter

is couched \h the amlllar rhythms, cadences, and vocabulary

of Pater's prose i‘ The Renaissance.,and is highlighted by

the central images Qf flame and-ecstasy which.are the keynotes

of Pater's "Gonclusion"

\»» .
N
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Also_integral to both this chapter and The Renaissance

is the tendency to un?old from a single isolated th?ught.
epiplrany, or vision, a whole world of naturgl and sensual
elements and images. Joyce gives to Steéhen a’ power of Jimag-
inatiop that is aé extensive rand agtivé as Pater's. At the
beginning of the final seé&ion pf chapter four, Stephen}rall
at once, hears "an elfin prelude, endless and formless;,and;
as it grew wilder and faste;, the flames leaping out of time,
he seemed to heaerrom under.the boughs and grgéges wild crea-
tures racing, their feet pattering like rain uﬁgﬁr%pe leaves"
(192). In his chapter‘bﬂ Michelangelo Pater says, "He'pen;-
trates us with azfeeling of that power ... . which brings
into one:s thoughts a swarm of birds and flowers and insects.

The brooding spirit.of life itself is there; and the summer®

may burst out in a moment" (Renaissance, 77360).

Of\central’importance to Stephen"s defelopmgnt as an

.

artist is hisg fascination, like:Pater's, w{?h the medium of

drds themselves. We note this fascination

‘his chosen. art,

{3

at’ the very begi 1ng of the bogk when, as a small boy,

'Stephen rumiﬁate‘ on the sounds and meanings of words: "Suck
. was a,éueer word. . . . And when [the wate;] had gll gone
down slowly the hole in the %asiﬁ had made a sound: like that:
suck. Only louder” (6). Earlier, Stephen had thought, "That
was a belt round his pocket. And belt was also to give a
fellow a belt” (3). Although Stephen's interest in words ,
wanes as we watch him grow older, it is rekanled agal? at’
thé moment of? the surfacing oiyhis artisfic‘souls -

2
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_ it lS nqi as we learn, % Stephen

' and fall of words better than the;r .associ]

. been fascgnated by the same p0351b1l1ty:
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" -=A day of dappled seaborés&clouds.

' The phrase and the day and the scene harmonized in a
chord Words. Was it their colours? He allowed ‘them to
glow and fade, hue after hue: sunrise gold, the russet
and green of ‘apple orchards, azure of waves, the grey-
frlnged fleece of clouds. No, it was not thelr coloursz
it was the p01se and balance of the’ period 1tse1f ('193)°

We ﬁive seen that Pater's preoccupation w1th " the perfect

identification of matter and form" in works of art led h1m

*

to suggest that "all art constantly aspires fowards.fhe‘con—

dition of‘ﬁusic." Stephen's phrase, "%/ﬁay of dappled seaborne

clouds," is, in his own mind, a perfect blend of form and matter.
Like Pater, he-és”thinking in terms of'mﬁsic, for the phrase

“harmonlzed in ‘a -chord."

1tself anq@the scene it describ
oves " the rhythmlc rise.
tlons of legend

3

and colour” (193); it is not. the words onlj that he loves,

L

but “the contemplatlon of an lnner world of 1nd1v1dua1 emotions
mlrrored perfectly in a lucid supple perlodlc prose” (194).
other words 1% is the possibility of the "perfect 1dent1f1ca-

tion" of the words w1th the inner .emotions that they descrlb%

whlch so0 elates Stephen. Pater, in his essay Fn\iizyle," had

The. one word for the one thing, the one thought, amid
the" multitude of words, terms, that mlght Jjust dos the
" pgoblem of stfle was there!--the unique word, phrase,
séntence, paragraph, essay; or song, _absolutely proper
.to the single mental presentatlon or v1s1on within.
(Apprecnatlons, 29) -

) o . =
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'Dur;ng Stephen's first epiphany in chapter foﬁr,dwhen he hears

sight of the wading girl, "no word breaks] the holy 311ence

' appears to hlm. This tlme his "cheeks were aflame; his body R

CLL 218

Pater's iQea "of some pre-existent adaptation, between a

relative, éﬁmewhére in the world of thbﬁght, and its co- VL

rrelative, somewhere in the world of language . . . meet;

ing each other. with the readiness. of 'soul and body reun- ‘ ;

ited'"(30) is.a clear precursor of Stephen s “inner world

of individual emotigﬁs mirrored perfectly in a lucid supple

periodic prose." L. . i
There is an uncommon amount of verbal echoes in the

closing paragraphs of chapter\géur of A Portrait of the

"Conclusion" of The Renaissafice. The end of the chapter is

¢

a dramatization of Stephen'sﬁepiphanies which signify the

. N ~ .
birth of his artistic soul; as’'we shall see, it might well
be termed a dramatization of Pater's “Conclusion". The flame-

like and ecstatic imagery which is central to Joyce's chapter

recalls the'"gémhlike flame“‘and.“ecstasy" of theQ"Génclusion". . '

the swimmers call his namé, "hés,heart trembled in an ecstasy
of fear,"'and,an "ecstadsy of flight made radiant his eyes" ’

(196) . Immediately afterwards there is a "flame in his blood"

and his 'cheeks [are] aflame.” At his sefjﬁd epiphany, at the

b

of hlS ecstasy,” and "in an 1nstant of ecstasy“ an angel

was aglow” (200). Later, in chapter five, Stephen wakens one

\ A
morning inspired from a dream he has had during the night in

which "he had known the ecstasy of 'seraphic life." Once again

t
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Joyce uses flame imagery and.speaks of-the "igstant';f/en—
chantment” and the "instant of inspiration® (255).

There are more coﬁrequndences that should be‘Iiéted to ,
show the extent of the similarity between Pater's work and -
Joyéé's. Joyce's "flight" imagery although pertaining prim-
arily 'to his use of the Daedalus myth, may owe something %o
Pater's observation that +the momentary impressions are in
"perpetual flight;" Joyce noteg fhat Stephen'é sz?l "had
arisen" and that he “"started up nervously" (197),’Patér says
that the‘service of.phllosophy is "to rouse, to startle [%he

human splrlt] to a 1ife of constant and eager observatlon"

(Renaissance, 2363188); Stephen has alway@ felt isolated and

before his first.epiphany he is "apart from" the swimmers, ' -
and after the‘épiphanies "He was alone" (196,198), Pater
talks of "+the indi;idual in his isolation"; after the epiph-
anles Stephen greets "the advent of the life that had cried
to him" (200), the overall mood of the scene is dé his awaken—
. ing artistic spirit, Pater, to illustrate his theories, talks
. of Rousseau and "the awakening in him of. the literary sense"
”(238;190); lastl&, Pater's réferences to %great'passions" and
to a "qulckened. multlplled consciousness” can readily’ be
applled to Stephen at his spirltual and artistic rebirth,
Monsman notes further 31gn1f1;ant parallels: ‘ . T

Pertlnent to Joyce's description of Stephen's epiphan&x
. is Pater's definition of aesthetic passion as the only
:~eséape from the'pfison of orie's experience of time and
" history; the mind, isolated like "a solitary prisoner,”

- N 0 . ”

-
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ig seém}ngiy "riﬁged round for each one us by that
thick 'wall of personality throuéh which no real voice
has ever pierced . . ." For Stephen, this "incertitude
that had ringed him round" tinged with unreality the
calls of "his bathlng frlends until the mythic over- |
tones in thelr banter struck him like a"voice from
beyond the world," a note "piercing" his isolation.
C Stephen's apprentlceShlp as an artist'. . .
coincides with:a repudlatlon 6f the priesthood: in har-
*  mony with Pater's ‘assertion tHat any facile orthodoxy
"which requires of us the sacrlflce of any part of.
[eesthetlc] experlence, in cons1deratlon of gome inter-
est into which we cannot enter v v has no .real clelm
upon us" . 50 ‘ i : . CL

I have suggested that Joyce was probably not consc1ous of the

full extent of Pater s 1gfluence on pls work, but the repeated

i

and obviode echoes of The Reneiesance in chapter four of A

¥ s

Portrait are a clear 1ndlcat10n that Joyce 1s con501ously o

evoking Pater (and wants his' readers to recognize +his) to

. . characterize Stephen. The purposely exgggerated'ecstasyxon

' ﬂsfeoﬁen's part durigg hiecepiphanies ié heither a mockery ‘

by Joyce of Pateris prose style or aesthétic theory. Joyce ,~
wodid,egree that to maintain the ecetasy.is success.dn %ife.
It is indicative”of Steppen's still shallow and, as yet, not
fuil& developed character that he cannot maintain it‘for very
_long. Also in the“Conclusion" Pater says, "Not.to discoiminete )
eve:y4moment°éome paesionate attitudé dn those aboutuusj and

_ in the very brilliancy'of their gifts some tragic dividing K
of forces on their ways, is, on thigishort day of frdst‘and

[N

50,, Monsman, Walter Pater, pp.;sh—85." : _ ‘
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sun?'to sleep before eyening" (23%;189). Stephen does dis-
criminate a passionate attitude in the wading girl, and is
conscious of a dividing of forces within himself, those of
religion and art, but his ecstasy is‘sﬁort—lived. Despite.
his ecstatic energy and desire to go%"On and on and on and
on," and "to set out for the ends of ¥he eart™ (197,200),
to sleep before evening is precisely Qhat Stephen does, ‘and
his slumber is presented in distipctly Paterian overtones:

He closed his eyes in the langour of sleep. His eyelids
trembled as if they felt the vast cyclic movement of the. ',
earth and her watchers, trembled as if they felt the
strange ;ight-ef some new world. His‘seul was swgoning
into some new world, fantastic, dim, uncertain as under
sea, traversed by cloudy shapes and beings. A world, a
inmmer, §F 2 flower? Glimmering and trembling, trembling
and unfoldlng, a breaking light, an opening flower, it
spread in endless succession to itself, breaking in full
crimson ahd unfolding and fading to palest rose, leaf by
leaf and wave of light by wave of light, flooding all

the heavens with its soft. flushes, every flush deeper
than the other.! '

After his.sleep'Stephen wakens %o a dec@deﬁly less ecstatic

-

_world:

Evening had fallen when he woke and the sand and arid
grasses of his bed glowed no longer. He rose slowly and,
recalling the rapture of his sleep, sighed at its joy.

51 These llnes are suggestlve of two passages in partlcular, :

from Pater: in.the Leonardo essay Pater describes the figure
of\Mona Lisa "in that circle of fantastic rocks, as in.some
faint light under sea"(Renaissance, 1233;97), and in""The Child
N in the House" Florian's most crucial moment of vision is stim-
ulated by "a great red hawthorn in full ‘flower" (Miscellaneous

- Studies, 185). , - ‘ i
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He climbed to the crest of the sandhill and gazed about
him. Evening had fallen. A rim of the young moon cleft
the pale waste of skyline, the rim of a silver hoop em-
bedded in grey sand: and the tide was fléwing in. fast to
W@ land with a low whisper of her waves, .islanding a few
- last figures 'in distant pools. (200-01)

The flamelike imagery glowed no longer, and any rapture, or ' ' \
ecstasy, had to be recailedﬂ;The grass of Stephen's new world
is arid, and the new moon is buried‘in grey sand; Stephén coé-
fronts a wasted;skyline.'Lastly, although Pater warns that'in

.maintaining the ecstasy of the hard, gemlike flame "we shall .

hardly,have'fime to make theories about the things we see and
touch," (2373189) again, this is exacfly what Stephen doeé, e,
as we see in chapter five.

Joyce has utilized Pater®'s "Conclusion" to undercut «
ironically Stephen's overly ecstatic and theoreticallnature ;‘E'
and the young man's egocentricity. Joyce's portrayal of |
Ségphen in this chapter is highly ironic as Hugh Ken?er'has
cleverly shown.52 Kenner decr;beé Stephen's ecstas&yas fin-
de-gigcle, ;mﬁlying, I suppose, that Joyce ié.portraying
Stephen:as an overly arQént young Decade‘rrl';."s3 I disagree with
this view of Stephen on the baéis of the Paterian influence
discussed thus far. Stephen's ecstasy is faterian, agglhgg— ‘ \
though éxaggerated, has. the essential note.of pfomise and the
awakening spirit (as yet upfulfilled) that Pater's words have.'

As I have tried to show in the first chapter, Patér's aesthetic

52. In Dublin's Joyce (London:Chatto and Windus,1955). Although
some critics have argued (particularly before Kenner's work) for
a serious, or "straight" reading of this aspect of A Portrait,

the generally accepted modern reading follows Kenner's lead,
53. Kenner, p.131.
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is not fin-de-siécle, and although Joyce's presentation of
Stephen in ecstasy is hyperbollc and extrava‘ant in its tone,
dlctlon, and 1nverted syntax, and is meant to be 1ronlc, we -
are not meant to 'view Stephen as a totally misdirected and
Decadent young man. Rather, he is a sensitive and "‘gifted
youth who has simply gotten lost in himself and the first
"call to life" of the artistic veice that had thus far been
silent within him. In this instance Joyce uses the Paterian
model consciouély and deliberately® ( : obﬁ'eu‘ and repeat-
edly so that his readers -may follow his method)lto dramatically
comment upon Stephen; his. keenest irony comes when he has

" Stephen unwittingly ané quite innocently do exactly what - .
Pater had warned against in prematurely falling asleepgand
in being dverly theoreticalllater. Joyce uses Pater's "Con-
clusion” .to indicate the promisiné path which Stephen does

not quite manage to follow.

V'
<@
Although it recelves 1ts fullest expression in chapter

five of A Portralt Joyce's aesthetic theory, or parts of it,
is encountered, in gﬁe form or another, in almost all of hlS.
critical and fictional writings from the early essay, “Royal

A

Hibernian' Academy 'Ecce Homo'" (1899)  to Finnegans Wake. For

the most part the early Joyce, cr&jlclsm did not pay a good
deal of attention to Joyce's aesthetics, perhaps because

‘there were 100 many other innovative and ex01t1ng aspects

- EPiaa
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of his work that had not been dealt with, or perhaps because,

especially in Stephen Hero and A Portrait, it was hot easy to

determine whether the theories on art and aesthetlcs were ac-
tually Joyce s own or simply the not: fully—developed notions
of the asplrlng and slﬂghtly presumptuous Stephen Dedalus.

‘Although  there is still some debate on this last issue, most
¢\

Joyce critics would agree with A.D. Hope that altheugh "the

. theory is presented drahaticelly,. . . there is plenty to

show that Joyce did hold theée views' at the age at which .
Stephen is represented to Be, and there is no reason to thlnk
that he ever changed them. "5”

Most of ?he recent critical attenﬁioﬁ which'has been

giveﬁ'fo the aesthetic theory (most critics deal with the

theory as it is expressed by Stephen in Stephen Hero and
: ~

A Portrait) has aimed either at an explication in non-Thomist

terms (thgt is, ridding it of its "true scholastic stink"),

or at_ibyee's application of some of his theoretical brecebts

'to'hia fictional technique. Some” work has been done, however,

1

in determining the 'sources of the theory. Naturally, thebreles
ef Aquinas and Aristotle have been given the most consideration, ,
but crifics have detected .or suggesfed the Tnfiuence of a wideav;
range of philosophers and writefs, including\Bergsqnf Hegel,
St. Augustine, Duris Scotus, Tbsen, Flaubert, Shelley, Matthew

Arnold, and Walter Pater. And although most critics concede

54, "The Esthetic Tﬁeory of James Joyce," in Joyce's Portrait:

Criticisms and Critiques, ed. Connolly, p.183. Certainly the
theory is not presented dramatically in the early critical
writings or in the Paris and Pola Notebooks.

—_
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that a large debt to Aquinaé in part;jjlar is indisputabdle,

it seems clear that Joyce went beyond-/the Aquinatian model

to arrive at his final theories; many critics feel, moreover,
- ?

that, in leaving Aquinas, he went to nineteenth-ceﬁtury Ené- T
lish and French aesthetlc theorists. S, L Goldberg clalms
that "Despite [qoyce %] citation of Aqulnas in support of
his aesthetic, the forms 1n which his 1mag}natlon actually )
expreéses itself seem more like\tﬁbse of'a late nineteerth
century aesthete than a tough-minded, twentleth century neo-
Thomist. "33 Haskell M. Block coneurss

v It should not be inferred that [Joycé] w11lfully distorted
Thomlstlc doctrine in order to shape a personal aesthetlc,
yet it seems quite certain that Joyce's critical theory
represents a realization of contemporary llterary tenets
on scholastic principles. v v + o + « ¢« o« ¢ ¢ ¢ v o ,
v'e s« o « « s s o s« s « In his consideration of the artistic ° 1
process he followed Aquinas even more closely, yet did not

°  hesitate to blend scholastic docigine with critical tenets

-~ that bore the spamp of his predecessors of the fin-de-sidcle.

. . . s ¢ . . . . . . . . L] . . . « s . . . . LA . . . . L]

- In the realm of crltlcal theory, his basic 1mportance con-.
gists not in the ideas he himself. elaborated, but-in the ‘
way in which he extended critical notions that had been
earlier sét forth by Joyce's English’predecessors.56

Maurice Beebe is more spécifiec when he argues that Joyce inter-

prets the Thomist p;iﬁéibles “agajnst the spifit, if not the

“

55, In "Art and Lifes The Aesthetic of the Portralt " in
‘Twentiéth Century Interpretations of A Portralt of the Artist
.ag a young Man, ed. Wllllam M. Schutte (Englewood CIiffs, N. J.x

56. Block, pp.2l2, zuﬁ 248 *
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letter, of the Summa--in secular, mundane terms that permit -
1

him to discard the supernatural implications of Thomist doc-

trine. . . . [He]\advances a theory [that is] « + « Closeér

to the tradition of Gustave Flaubert, Henry James, and Walter

. Pater, than to the tradition of the Thomists.">! Finally,

William T. Noon, S.J., in Joyce and Aquinas, also suggests °¢

a nineteenth-century \source for some of‘Joyce's\theories:

In seeking to explain the supposed close affinity between
[the Thomist texts on art and the Thomist texts on beauty |
« + » he involved himself in labyrinthine difficulties:
. . . His difficulties are reflgcted in the theoretical
fin-de-sigcle speculations‘which Stephen Dedalus advances
in'Stephen Herd, in the Portrait; and in Ulysses. . . .
When Joyce decides, in his Paris Notebook . . ;‘tﬁat
"houses, clothes, and furniture" are not works of-art,
he comes to his decision not on the basis of prudential
. considerations but on the basis of the fin-de-éiécle con-
" sideration that the "aesthetic end” (of beauty) must

stand apart not merely from moral but from allfpractical
. 5 8 . . |

ends. ) i
Noon's detailed study, however, is much mofe valuable
in détermining the .exact relation of Joyce's theofy to Aquinas'
thought, than in speculat!hg upon other‘possiblefsourcgs of
Joyée's ;esthetic system. It would seem that the‘aesthétic
theofy which Stephen calls "applied Aquinas" invplves much
questionable interpretation of what St. Thomas éctually wrote,

and a_ good deal of material of which he was assuredly not the

57. Joyce's Portrait: Criticisms and Critiques, p.289.
/ 58. Joyce and Aquinas {London: Oxford Univ. Press, 1957), pp.

(32:33. Robert K. Martin has pointed out, however, that fin-de-

[

Biecle theory gave great importance to the decorative and
"ugeful"” arts, and that if Joyce really thought this, he wa
outdoing Wilde and the Aesthetes. o

-~ - - e e e A ——————
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author; materials Ndon suggestéf/that the thirteenth-century
theologian would have some difficulty’understandingﬂ In order
to show how mu;h of Stephen's aesthetic ié taken from Patér,
then, it is necessary tb'ﬁetérmine where it goes beyond any- «
thing ipyAquihés,

éo begin with, as Noon points out, "the concept of 'fine’

or 'aesthetic arts' came into use in England in the eighteenth

_century. . ., . St. Thomas hlmself would have been baffled by

the terms, and dne can only guess how he might have deflned
them in his philosophic system." It is important not to for-
get the very basic fact that both Aquinas and Aristotle were
priﬁarily philosophers, andjconsequéntly were interested in
beauty and art as brdanches of philosophy. Noon suggests that
Aquinas "was' far more interested in philosophicalrand theola-
gical science than in literature as an artn“59 In this fun- ’
damental aspect they dlffer from Joyce and Pater who are,
above all, creative artlsts and aestheticians 1nterested in
beauty and art for. their own sakes. "

The concept of "fine arts," or more properly, "les beaux-
arts," is‘another area in which Jéyce's use of Aquinas is -
questionable, Noon argués that "students df aestH;tics.by and

2

large have assumed that 'the beautiful,' le beau, is the péf-

[

_ticular province of the 'fine arts,' and in most modern dis-

cﬁssions of art this concept plays a leading if not indeed
AY {_

the central role. This is true ‘of the Stephen Dedalus discuss-

59. Noon, pp.18-20.

¢
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ions of aesthetics in the Portrait. . . « This allegedly
Thomist alliance between 'art' and 'beauty' is, however,

nowhere stated or tdken for granted in the writings of St.

6

Thomas." ° When we turn to A Portrait we. see that Stephen

" proceeds from *beauty" to "art" in such an illogical, unex-

plained and unconv1n01ng manner that it 1S!hardly surprlslng
that his friend Lynch is confused. When Lynch«asks of Stephen,‘
”let me" hear what you call beauty,” he gets a lengthy answer
which mentions "the image of the beauty” without explaining
it, and that‘ends with fhe statement, “--that is art" (242) .

Lynch is right when he accuses Stephen of not answering his ,ﬂ

) questlon. There can be little doubt that Stephen moves from

@
beauty to art and the artist (250) w1thout consultlng Aquinds.

Noon reveals that Aquinas never restrlcted his concept of
“beauty to art; sometimes the beauty might be that of "a divine
peréon,t¥pr "the human body," or * the discussiénlmay center
on the difference between the beauty of the body‘ana that of
the soul. A reader would search a long time in St. Thomas

before finding i Stated or implied that qﬁauty is in some
N 4 61_ R

Q

brivileged sense the artist's province." ’
 The whole premise then, of basing a tHeory of ae3thetics
which\investigates the nature ¢f art and "the beauty it ®x-
presses" on'Aﬁuinas' preeminently pholosophical'and‘theolo
gical writings involves a huge intellectual leap; one that
Joyce could not have made unaided by various thinkers and<J/i%'

N

60, Noon, P. 19
61. Noon, p.22.
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. e
writers on aesthetics who lived after Aquiﬁég and right up

to Joyce's own time. I have noted 'that Joycejs aegthetic theory .
is not limited to Stephen Hero and A Portrai%, but is encount-

ered from the early critical essays on thrOughout thé Joyce

canon. In my discussion of the early critical Qritings I

{
pointed out the clear and extensive influence &€ Pater's
thought on Joyce*s developing aesthetic. That Pé@gg's.works

(and particularly The Renaissance) were still fresh in Joyce's

mind when he was writing chapter five of A Portrait is indicated

by the strong Paterian echoes throughout chapter four. Given

that Joyce must have had other, more con@empq;ary sources
ﬁhan.Aquinas for his theories, and fhat Pater was an impbr-
tﬁﬁt influence on his earl& work, it seems reasonable to me
to assume that Pater, as a nineteenth-centuryHyriter and

thinker greatly concerned with art and aésthetics, was one,

at least, of those who contributed to Joyce's adaptation of

Aquinas' philosophy to his own literary and artistic aesthet-

ies. oo -

When Stephen hroposes, for example, that "the antique prin-
ciple that the end of art is to instrucf, to elevate, and to

amuse” is a profanity. (Stephen Hero, 74), he is working more

»

from the Paterian model than from the Aquination. I have said

that Pater's aesthetic is not fin-de-sidcle; on the contrary,

the spirit.of The Renaissance is of rebirth and the reawekening .
. ) ° ,

‘to the intensity of life. We have discussed Pater's views on

_the relation of art and morality and the similarity to them
\\ - . N N .
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of Joyce's early views. When Stephen deems that art should
be "as remote from any conscious purpose as rain that falls
in a garden" (74), he is repeating a suggestion that Pater

made repeatedly throughout The Renaissance.

On this question of art and morality, Noon says, "one ‘

_ must question Stephen's inference that-the*'Aquinaﬁién'

theory of the beautiful favoured or fostered Stephen's own.
. « . -Discussing the virtue -of modesty, St. Thomas offers a
. . . defense of a woman's'right to deck herself in fine clothes

and ornaments énd, if need be, to use rouge and powder hgr hair

. . . with the assertion that in so ornamenting herself the -

woman is behaving as an artist." Noon quotes Aquinas directly:

]

who use the works of some art or other for an evil end--even

A

though the arts are not in themselves unlawful--such arts are -~ (:Aij

62 if Stephen can éay,

to be stamped out by the civil power.'"
"I hear no mention [in Aquinas] of instruction or elevation" »

(89), his reading of that philosopher must have been selective

indeedn ' . - ' ) .

©

The captral precept of Joyce'slapsﬁhefic. that "art is .

the human disposition of intelligible or sensible matter for

an esthetic end,” may best be’decribed,fin terms of its source, v

-

‘as a fusion of Aquination and Pateriagn influences. Noon attests

that " “the human disposition of sensible or.intelligible matter®

is a fairly accurate and acc;pted péraphrase_of St. Thomas'

Y
A

62. Noon, Pp.30-31. - ' g
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[

definition of art." But the addition of "for an esthetic end,"

he says, "transforms-St. Thomas' thought to, such an extent
7 &

., that he would scarcely recognize it for his own.“63 It is

quite possible that the words and the notion are Joyce's own,
but it is equally possible, given the extent to which he used
his knbwlédge of Pater, that the notion, at least, comes from
Pater. - ~
As we have seen, one 'of the basic axioms of Pater's aesthetic,

‘and particularly of The Renaisgsance, is that art is an end in

itself. The furor which surrounded the "Conclusion" to Studies

_in the History of the Renaissance when it reached pfiblication

~x

arose primarily as a result of the view,
1
literati of the day, of the apparent hedonism of Pater s

taken by the Oxford

{ﬁy;fy that art should be created and enjbdyed not for any
i

moral, religious, or practical ends, bpt for an aesthetic end.
Pater, of course, was not the first fo advance such a theory,
but it had never been stated so succinetly, nor crystalized

go acutely as it was in his first volume (at least not in
English)t Nor had it, in ﬁodern times, created such a stir.
We may be sure that the mature, but still rebelliogs‘loycé&
would have been attracted to both the incident and the ideas

which ignited it.
" S A

In chapter five of A Portrait Stephen himself sayé, "So
B ”» ty -
far as this side of estheti¢c philosophy extends, Aquinas will

\carry‘ﬁe along the liné. When we come to the phenomena of

artistic poncqptioqf artistic gestation, and artistic repro-

63. Noon, pp,28-29. L . -

L —
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ducfion; I require a new terminology" (Portrait, 245-46).

He admits, then, that he does not owe all of his aesthetic
. ‘ | p

theory to Aquinatian. notions. We note that Stepheh develops

some sense of perspective as we move from Stéphen Hero to

A Portrait. The Stephen of the earlier, unfinished work, who
a little too strenuously pushed to its loglcal conclusion
the deflnltlon Aquinas has given of the beautlful " may not‘
have admitted what is quoted at the beginning of Mis paﬁ?—
graph;lhe mayvheéer have joked, as the Step@en of A Portrait‘
does, ' about "our old friend St. Thomas" with his “penny&qrth

of wisdom" (245). In writing A Portrait Joyce, perhaps admittg

ing the imporfance,of Pater to his. work, lessens Stephen's

devotion to Aquinas'from'what it had been in Stephen Hero.
In Ulysses Stephen's.perspective has so altered that he can

' privately joke in "Proteus"” about his borrowed Paterian
technlques: -
AN

Remember your epiphanies on green oval leaves, deeply
'deep. copies to be sent if you\dled to all the great
libraries of the world, including Alexandria? Someone
was to Tead them ghere after a few thousand years, a
. mahamanvantara. Pico della Mirandola like. Ay, very
©  1like a whale. When one reads these strange pages of .

one long gone one feeis that one is at one with one

~ who once -, . . b

The new terminology that Stephen requires‘when he comes
to more artistic phenomena is still Aquinatian in form, but’

. it is Paterian in meaning. In describing the "three‘fhings

. A Y ,
64. Ulysses (New York: Modern Library, 1961), p.lo.
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‘- aesthetic and even Paterian terms. He had thought that clar-
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. . d i )
needed for beauty, integritas, consonantia, and claritas"” (248),
Stephen moves ffom the realm of Aqhinas to that of Pater. His
odefinitions of intégritas ana consonantia“are delivered con-
fidently and are,distinctly_philosopbiéal. Wheh he comes to - N
claritas, however, Stegggn, like fthecmnnotation of the word,"
becomes "rather vague.” He can define it only with the intro-
ductian 6} a new term, "quidditas, the‘whétness of a thing"

(250), and he does so not in philosophical terms, but in
\ : .

*

¢
itas might mean an "artistic discovery,” and that quidditas

ig the "supreme quality . .i.‘felt'by the artist when the
esthetic image is_firéf'cqnceived in his imaginatioh"(249-59).
When Stephen deséribes the appreﬂension of quidditas asg "The
instant, wherein that supreme quality,of\béaﬁéy . .‘. is app-
~rehendeﬁ luminously/by the mind"(2$0), he is again echoing
?atér's "moment of impression, gozgﬁﬁhile we- try to apprehend
it ’ |
Noon sugées%s that "The ddentity which Stephén establishes
between claritas and the Scholastic guiddiﬁés, the 'whatness'
of a thing, ig also questiénablg if Stephen claims Aquinas as
his aqthorit&. e Thouéh Stephen aileges that he is follow-
ing Aquinas.'he clearly has more than that in mind: 'You see
that it is that ﬁting which it is dnd no other.'7%5. The "more"
that stS§hen has in mind may oﬁe something to‘the Arnocld axiom

which Pater quotes 'in the Preface to The Renaissance: "'To see

the object as in itself it really is,' has been justly said

65. Noon, PP.49-50. . .

.
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[?ater adds| to ?e the aim of ail true criticism whatever"
. (viii;xix). Joyce, likg Pater, takes this idea one step furtheg
and stresses not simply the aesthetic object itself,  but the
apprehensisn of the object by the imagination or;the subjective
perceiving culties. Pater éoncludes_&he séntence quoted above
with, "and iA aesthetic criticism the first step towards seeing.
one's object as it really is, is to know one's impression as it
really is, to discriminate it, to realize it distinctly." Sim- -
ilarly, Stepheﬁ'(speaking for Joyce) says, "The first step-;n\
the direction of beauty is to understand the frame and ‘scope

of the imagination, to comprehend the act itself of esthetic

apprehension" (244).

-~

This theory of Joyce['s of "the necessary phases of artistic

apprehension" (248) is another, says Noon,/ that he did not gleah
from Aquinas: - — ‘ o . 2\

_ If one wishes to utilize Aquinas' analysis of ﬁeauty as
a basis for poetics, as the post-Aquinas writers on poetics
have done, and as Stephen Dedalus gets.Qut to do, one ought
not in the name of Aquinas to confuse the subjective psycho-
iogical respormse to the beautiful with the constitutional
ontological principles which might be called the "objective
correlative" of this response. The Scholastics for their
part havé almost always spoken, as Aquinas does, of integ-
rity, proportfén (consonantia), and clarity as objective
qualities, or existential properties, in things . . . they

' have not treated these qualities as though they belong to
the act of apprehension, ag Stephen does. Nor have the Schol- e
astics spoken, as sqéSEZszoes, of these properties'as
"stages" or "pha;es“)of the mind's act of aesthetic appre- \

\
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hension. To do so is to shift the whole\discqssion from-
Thomist grounds. ‘ '

The shift seems to be onto more Paterian ground. We saw that
Pater's s&ﬁpath& with "modern thought" and its relative spirit
forms~the funaamenﬁal base for all of his aesthetic theories ‘
and almost all‘df his wr2tings. It is the relative nature of
beauty that makes the critic’'s subjectivevresponse so much'a
part of aesthetic appreciation. In Pater's theory, just as
imﬁoftant as the object itself is the subjective perception
of -it. The critic "will remember always that beauty exists in
many forms"(x;xxi), and is‘perceived by many different individﬁp(’

uals. It is Pater's relative spirit which guides his philosophy

-throﬁghout The Renaissance and especially in the "Conclusion®
Similarly, Joyce's aesthetic theory is developed as a way .
out ‘of a maze;-one of the paradoxes of the beauty maze is that
the "Greek, the Turk the Chinese, the Copt, the Hbttentot ..
. all admire a different type of female beauty"(244), or that
beduty is relative, and exists in many forms. Like Pater,
Joyce finds a way out of the maze by means of subjéctivity:’
though the sahe object may not seem beautiful to all ‘ <
people, all people who admire aBeautiful object find
in it certain relations which satisfy and coincide with
the stages themsleves of all esthetic apprehension.
These relations of the sensible, visible to you through *~

one form and to me. through another, must be therefore .
the necessary qual%xles of beauty (2&5)

-

66. Noon, pp.4s-4s,
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%Prom here Stephen goes on to explaln, with the aid of the,

Scholastlc terms, lntegrltas, consonantia, gnd clarltas, -his
'own aesthetic theory. lee Pater's its emphasis lies not on
‘the aesthetic bbjects themsélves, but on the subjective appre-

hension of the objects. Both aesthetic systems, then) alike

s A

enough in their general precepts, were developed similarly

“

as solutlons for the same problem of the relatlve nature of

beauty.

.

e 2

@Q



P

enn g e

s AT A R o

ot ' 235
Conclusion . A
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There are two kinds of literary influence: in broad terms,
the concrete~and the abstractﬂ The influence of‘a given
writeR upon any other ?ay manifest itself in various ways;
concretely, in the actual works of the latter, in the form
of verbal echoes, stylistic mannerisms, specific’ideas or

theories, or specific literary techniques or mefhods; or

" abstractly, in the form of general attitudes, sympathies,

or pﬁiloéophies.‘ln'a sense, every writer is subject, to

some extent, to the abstract influenc§s of every other writer
before him; for every Writer is é’reader éléo, and one has .
only to read the work ‘of another writer to be "influenced,"l
or affected, by it. Within this comprehensive set of influ-
ences, of course, there are more spécific, individual re-
lationships, though still manifested abstractly, between
certain'writers who seem to sh;re certain aspécts of tem-
perament, even if the actual works of one bear little re-
semblance to those of the other. Robert K. Martin has argued
fhatﬁPater's relation to E.M. Forster is _largely of this '
type: "the relationship petween Pater and Forster cannot

be considered in the usual terms of influence. One will not
find a pa§sage\' in Forster that echoes ; specific one in Pater.

What one finds is a shared set of ideas, some of which may

St s 2
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be assumed to have travelled indirectly from Pater to Forster,

.others of which seem %0 indicate a pattern sufficiently sim-

ilar tﬁéi/bne‘may safely conclude that Pater resonated some-

! In nis book on Pater

where in Forster's hind as he wrote."
and Woolf, Perry Meisel has shown that Pater's influence on
Woolf ﬁanifests itself both concretely in Woolf'd criticism
and fié%ion (in her transformation of Pater's "privileged
domegt" into her own "moments of being," for example), and
abstractly, in that it enters the realm of "personal influence"
(Pater's 1life and works, Meisel_argues. influenééd, or affected,
the development of Woolf's personality and character).ﬂAs a '
result, the "duestion of Pater's influence on Woolf éaﬁ
never be,fulﬁf'resolved because it can never‘be fully stated,"g‘
One might add that:gg literary relationship, including the\
two I have examined, can evér be fuliy resolved or fully
stated. ‘

My analysis of Pater's felation to James and Joyce,
though it focuses mainly on Eoncrete tex'tual evidence of
Pater's influence,, is, like all other similar studies, only
a partial statement of the case. The discussions in both g

chapters two and three could have been taken further to

discuss even more concrete, and abstract influences on James

and Joyce. Pater's-'role in the other novels of James' major

1. Robert K. Martin, "The Paterian Modé in Forster's Fiction:
The Longest Journey to Pharog and Pharillon," in E.M. Forster:

Centenary Revaluation, ed. Judith Scherer Herz and RoﬂB?t K.,

Martin (London: Macmillan, 1981), p.101. .
2 # The Absent Father: Virginia Woolf and Walter Pater (New

'Haven: Yale Unliv. Press, 1980), p.244.
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phasé and his influence on James' prose style, and his role ' /

in Joyce's Ulysses and Finnegans Wake, and Joyce's handling i

,,,Jg of mythic patterns‘would, I feel, reward further analysis '{

and speculation.

.
SRR W Al i £ ok DM £ 4

S Another important consideration in dealing with Pater’'s
‘relation to writers of James' and Joyce "s stature is that
although Pater's influence was extensive, he is only one of
a host of_write?s and thinkers whose strong role may 'be
traced throughout the works of both modern novelists. This
mu'srt be allowed especially when dealing with Pa‘ter"s influence
on the development of James! fi‘ction:a‘l,technique. James is' one
‘,of the greatest novelists in the English language; his novel's‘

and his contributions to the theory of fiction and'the devel-

opment of new fictional methods may be ranked with those of
any other great writer in any language; with Flaubert, Tolstoy,
Turgenev, Woolf, Joyce. Like all these artists, he had great

knowledge of world literature and:',j;as. able to draw from a

multitude of sources in forming his own tecl:miques. me thods,
and theories. Pater, tq be sure, had a significant part to
play in James' development as a novelist, but his influence
pre-empts that of no other. )
Similarjly, one facet of Joyce's genius was his ability
",l to cast a net of his own over .the éntire school of Ehglish,
and indeed Western literature, so that the words and thoughts
of any great or secondary writer might come to the fore in
his memory at ahy moment in the creative process. A testimony

!
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to this aspect of Joyce s work is the large and grow1ng
number of crltlcal studles devoted to the relation of Joyce
\\ to ‘one or other writers. It is hoped that this study has 3 )
' helped to show that Pater was one amoﬁé the nany whose ddeas
and llterary technlques were somewhere 1n Joyce s labyrlnthlne
ind when he was writing. - ' ‘ . S b
\ As we noted }n the 1ntroduct10n, Pater s-influence on
‘modern llterature has. been the subject of a growing number
of [critical studies over the past four decades. Both Cerald’ ‘
Monsman and Perry Meisel suggest a number of modern poets v
an (ﬁoveliéts wﬁo‘ they feel were significantiy affected b¥
Pater's works; the list includes\(in°£ddition to Wilde, Yeéts;
an Hopkiné) Ezra Pound, Wallace Stevens, Audéh Eliot, Conrad,
\  La rence, Proust, and, of course, James. Joyce, and Woolf.
E.M Forster. as has been noted may be added to the list.
an hopes that th; current revival af interest in Pater
d in his lnfluence w1ll continue, and that studies w1ll be

ndertaken that will 1nvest1gate the relation of Pater to

RL s

some, if not all, of the above authors.«The significance .of

such work is read DS deptible:j?ater's still largely '
"unacknowledged imas a writer and thinker lies not

only in his works themse

- e g

ds, but in the generally influential
roléothey have, both thema Mcally and technically, in a good

deal of late nineteenth and earl& twentieth-century literature.

/
/
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