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INTRODUCTION

In modern times European writers have increasingly
found their own art a fruitful subjset . Artists on the theme
of art form a distinguished creative line since the Nineteenth
Gentury: Proust, Mann, Yeatsy Joyce, Eliot (in the Four
quartets ), James belongs in their ¢ompany, Two of his novels,

Roderick Hudson and The Tragiec Muse, have grtists: and

actors as their main figures, mmd there are some three dozen

stories peopled by writers or artists.

James 's view of the ways in whigh fietion could be
used to render experience gives the artist a special place
in his wofk. 'Tﬁere ig implicit in his novels and stories,
and elaborated in the prefaces to the New York edition of his
works, a conception of ficgtion in terag of the relation bet-
~ween consciousness and reality. The novel, in Jawes's view,
is not a description of reality or a relation of action but
the dramatisation of the interagtion between the world and the
minds and sensibilitles of the fictional characters. The
account of experience in a novel, therefore, must be anchored
to the experiences of the c¢haracters in it, For James, the

interest in a work of fiction is the degree of consciousness

exhibited by the characters in their relations with the world,

For the novelist npolding this view, the choice of

characters is a matter of special importance, for the breadth
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of 1ife in tha novel depends almost entirely on the breadih

of sengiblility he endows thes with, James discusses this

point in his jreface to The rrineaas Capanagsima as follows:

The fipures in any picture, the agents in

any drama, are interesting only in proportion
as they feel their res,ective situations;
aincte the conagiousness, on their part, of

the complication exhiblited forss for as thelr
link of comnection with it, But there are
degrees of feecling - the muffled, the faint,
thae just sufficient, the bavely intelligent,
as we say eays and the mgute, tne intense,

the complete, in a word- the power to be fine-
Ly aware and riehly responsible. It is those
goved in this latter fashlon who ¥get most!?
out of all tbat happens to them and who in
doing 80 enable us, as readers of their record,
ag participators by a fond attention, also to
pet most.

The aignificance of the artist in James's work is that,
if nhe is truly an artist, he "feels his miltuation' more acutely

than anyone else, He ies aware, expogsed and reflective, He is

therefore the ideal gontre around which tu weave the themes of

awareness and exposure, both gsugceasful and defeated,
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BXECUTION V&RSUS IDEALISM

"The Madonna of the Future' and Hawthorne's

"The Artist of the Beautiful!

"The Madonna of the Future", James's first successful
tale on the subject of the artist, was published in the

Atlantic Monthly for March, 1873, when the author was in

BEurope. The story is the Lirst to explore ln depth the
situation of the artist of the new world as he confiwnts the

Oldo

The story was written and published during James's
third journey to furope. This was astually the second of his
adult life, for his first visit with his family had ended
when he was seventeen, He described this second visit as his
- - "passionate pilgrimage', and-as the fexrvor of the phrase in- —— — — —
dicates that first adult experience of Europe was something
too overwhelming for him to be very concerned about analysing
in any detached spirit. His letters of the period reveal
that his enthusiasm for things Huropean, and in particular
for the English, was egualled only by his despair at the

Anericans he came across,

A letter written to his mother from Florence in 1869
c¢ontains the followlng passage which shows how little, at this
stage, he was willing to extend his sympathy to the difficult-

ies of his compatriots in Burope, His brother William had

3



asked whether individual Englishaen " ‘'kill! the individual
American',

To this I would say that the Eaglishmen 1 have met

not only kill, but bury in unfathouwable depths, the
Asmarigans 1 have met., A set of people less f{rauned

to provoke national self-gomplacency than the latter
would be hard to lwagine., There is but one word to
use in resard to them~-vulgar, vulgar, vulgar, Thair
ignorance-«their atingy, defiant, grudging attitude
towards everythling Furopean-wthelr perpetual refersnce
of all things to some Awerican standard or pregedent
which exlets only in thelir own unmorupulous windbagde-
and than our unhappy poveriy of volee, of speach and
uf physiegnomy-~these things glare at you hideously.

But then, after invelghing agalnst the 1amant&blg‘yrmviaeial—
ity of the Ameriecan tourlsts-~they are evidently tourists
rather than "pilgrims"--he rounds out his plebure with a
reflection that shows how early he had sstablished the terms
of his contrast between Aseriea and Burope. His letter
continues:

On the other hand, we seem a people of gharagter, we
seocm to have snergy, capacity and intellegtual stuff
_ in casple measure, Yhat I have pointed at as ovr viess
are bthe slements of the mudern man with gulture yuite left
onk, It's the absolute and incredible lack of culture
that strikes you incommon travelling Asericans. The
pleasantness of the Bnglish, on the other side, comes in
a great measure from the fact of their sach having been
dipped into the crucible, whieh gives them a sort of
coabing of comely varnieh and colour, They have been

1Tne Letters of Henry James, Vol.l, ed, rercy
Iubboek, pp. 2l-d3,




sooothed and polished by mutual suveial attrition.

They have manners and a language. We laok both,

but particularly the latter,

With bis return to Aczeriga in April, 1370, distance
lant detachment to his view of Burope, "I anjoy Aserica’,
e wrote in a letter of that year, "with a poignancy that
perpetually suroriges meg..?e Apd 1t was during this visit
to his howe that he wrote the memorable sentence: "It's a
complex fate, being an American, and one of the responsi-
bilities it entails is fighting against a supsretitious
valuation of Euraps“;B

When he again visited Rurope, early in 1872, the

gomplexities of his fate as an Awerican weilghed wnore heavily

on him than before, To judge fros the published letters

from this period (there are very few for the years 1472.7%)

it beggan to seem to him that for all his letters of Intwo-

duetion and evident cultivation he wus almost as wmuch an

outgider on the c¢onbtinent and in England as were the most

zGiteﬁ by Lubbook, Letters 1, p.l2, but not included
in full in that collection,.

Jc1ted Letters I, p.l3, but again not inciunded in full,
Lubboeck dates it as early in 1872,
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ghauvinistic Aserican tourists., Tho letters of 1874 (the year
of his return) shiow him weighing up the difficult decision of
whether or not to go back to "Caanbridze the Brilliant“.q He
folt, he wrote to his wmother in May of that year, that his
“"three yvears in Surope (with much of them s0 maladif) were a
very moderate allowange for one who zets @ much oubl of it se

1 da",g Yet there were two factors that tilted the balance

in favour of return to Ameriga, The first was the friendly
cirvele of his remarkable fanmily awailting him in Canmbridge,
which must have secmed atiractive whem his lonelliness in Burope
grew oo great. The second was hils growing reallsation that

a writer, no mattexr whore he might live, had a peculiarly in-
timate reim;tionship with his country of origin, and that he had,
at some tlme, to come to terms with his homeland, For an
American the problem wag made the more acute by the terams of

the special iink bebtween the old world and the new continent,

- In a letter to Grace Nortun of January 1874 he sums uy these

L}Lattej'ﬂ I' £a 3?:

[
“Ibid, p. 38.



reflectiona:

The great faet for us all there ra§ sresusably weans
Cambridge] is that, relish Burope as we may, we belong
gush more to that than to this, and stand in a such less
factitious and artificial relationship to it, I feel
forever how Burepe keeps holding one at arm's length,
and aondemning one to a oeagre seraping of the surface.

1 have bsen nearly a year ln Italy and have hardly spoken
to an Italian creature save washerwomen and walters...
even a ¢raature addioeted as mugh to sentildmentalising as

I am over the whole mise en scéne of Itallan life, doesn't
find an easy initiation into what lies behind it. Some-
times I an overwhelmed with the pitifulness of this
absurd want of r@cigroaéﬁy between Italy itself and all
my rhapsodies about it.

The gradual turning towaris Ameriea again is thus fap
froa being a purely patriotie, or sven theoretleal, shift of
attentlion. I1fs cause ie the sheer difficulidy of penetrating
the surfage of Burcopsan life. Fron this viewpoint the deoision
to revisit Azerica which followed Jlater that year sesms more
lize a yetreat than a return., 1f Burope holds the visitor off
from her riches, Awmerica - poars to Jaues at this point as a very

_open, but very emply, ground. The letler Jjust quoted eontinuess

But pity our poor bare country and don't revile.
BEngland and Italy, with their cuvuntless helps to iife
and pleasure, are ths landsfor hapiness and selif-
oblivion. It would seem that in our great unendowed,
unfurnished, unentartained and unentertaining continent,
where we all sit aniffing, as it were, the very eixrth
of our foundatlions we ought tu have lelsure to turn out
somsthing handsose from the very heart of simple human
nature,?

SLQttars I, pps 36-54,

7Lattera I, p.37.

F ol B
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8uch, in briel, were the amovements of James's thought
on the subject of himself, as an artist, living outside his
own gountry. This is the baskground %o his early tale, '"The
Madonna of the Future' . The tale is not siwnply James's own
story in fictlonal terms; but that exporience of Zurope that
his letters sketcoh in so incisively is the pround from whigh
tuis stéry, and so many others, aprang. The letters axre
comnentarys the tale is drasmatic, That is whelt Jacss aeant
by ‘artt,

The subject of "The iMadonna of the Future” iz an
artistis fallure, a topie that must fascinate any young
writer wondering {or how long he ¢an contlnue to produge. The
gauses that underlie the young palnter's failure to paint his
nastorgliece are threefold: one might c¢all these thrse: the

American theue, the thome of ihe Ideal, snd the thewe of the

It should be obgerved that James's remarkable ssille
at congiruction and characterisation are already well develosp-
ad in this quite early work, Tihe tale is constructed in the
form of a garrative within a narrative, It is introduced by
an dpnamed speaker who briefly ssetches a scene afi»r a dinner
party of the past as the meniwere discussing in a gseneral way
the painters who had achieved only a single masterylece. This

speaxer desaribes one of the coapany, He-: "a clever man who

>

#3 ., it Tes 4%
] -

S ea 3 fmeasmrs Al s 8 waanma e s ey e B by 3 n .
ARG Heen Mucn Oy WUZhR ANG dAnnslS.. e I OLALE W8y we are quld

inforaed of the narrator of the “inner” narrvative-~~ths tale of
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the failed painter. The scene is very deftly set, and in fact
resanbles the description of an opening of a play. The
second narrator is the medium through which the whole action
is conveyed to us. ¥e learn not what actually happened, dbut
how H=-wexperienced and interproted what happened, The story
is an early and accomplished exanple of James's great filctione
al device, the point of view, and one notes what a great
reliance this method plages on the asthor's power of rendeprw
ing character, There is nothing of the ‘objective”™ in the
telling of the tale, Tor the aim is to convey soasone slee’s
exverience of the agtion, The narration is thus imbued with

tue suave irony & the teller, He-,

Hew wolatea how late one ovening, while visiting
ftaly in his youth, he zmtoocd before the .lalazuo Veachlo in
Florence gaslng at Michaslanpelo's David and the pgracsful
figur

of ierseus dby Cellini, (thems tvs wonster-zillers are

in irvonle contrast to the young artist)., As he stands there
he is Jjoined by a man who asks hia for his "impressions' of
the ;lace. He appears, says H-., the narrator, like ‘'the
genius ov aesthetic hospitality”, and indecd launches out into
a rhapsodie uraise of the Florentine nast:

"Phis was the .riwme of art, sir. The sun stood

high in heaven, and his broad and agual blaze

made tihe dariest places bright and the dullest
eyes olear, Ve live in the evening of tiume,
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%o grope in the gray dusk, carryling each our
poor Little taper of selfish and paiaful wisdonm,
holding it ap to the great zodels and {0 the dian
ldea, and seeing ngthing but overwnelming great-
ness and dismnesa’,

Rather bafiled by this outbarst, ths urbane e
(himself a MNew Yorker) is guickly enlightenad when the €peaker
comnends him for his artist-ilze devotion to the beautlies of
Florengss “"The mystery zas sudeenly solvedy ay friend .as an
Anericand He must have been Lo tase the plsluresgue 80 prow

¢
diziously to haart”g)

The aholece of character or tne narrator is a fine
stroke. ¥Few floetional qualities lose thelr frashness sooney
than patihos, and that 1o the guality of the palnter's
sltuation as it existz, as it were, in an objective sense,
HBalat-d without the mediabion of a sarrater the Yplot! could

achicve pothing more fhan pali whlle Lhe marrator's pare

yating—eetence ana-dene sdves the slory a drasstie gun ity
uf ipteraction bebuean btwe very dioffsyeont secsonaiiiloen,

e salnter atxknowledges HLS ewhn Anerioan Oripinee
padly:
Pre are the disisbexited of Ardd’ he cried,

We are condenned Lo be superficiall ¥e are
gxoluded fzowm Lthe megiec olreoie. Tne soll of

%]
I . - 3 ~ B w oy o 1.
YTPhe HMadsnna of the Future', p.is in the

Culleated Tales of Henry James, ed, Laon Hdel. Hdel's text

is tacen from the earliest book version.

Figne Madonna of the Future', p.li,



11.

Amerigan peraeption is a poor little barren,
artificial deposit. Yes! Ve are wadded to
imperfection, An Amaprlican, to excel, has

just ten times as mugh to learn as a furopean,
“2 have neither ftasbte, nor tmol, nor {orce,...
We poor aspirants must live in perpstual
axlile,

Phisg imaze 2f the Ameviean aoil, barren and thln, is
one of Jamest's favorite wayn of nusgssiing the joverty of
Aserican 1life as o subject for bhe artist, as cowvarsd wlih
the richness of the Duropean acens, Thare is the letbter
quoted above in whieh he npeaks of "our great uneadowed, un

-l

furnished.,.continent, wiere we 21l sit «niiling, w5 1t were,
Lt

the very earth of our foundations...! In a letter to

Charles Norton {(January 1#71) he writes thait though the nature

and civilisation of Aserica provides a reasonably sufdliclient

field, yet "it will yield its secrets only to a really grasp-

ing imagination,..Jdo write well and worthily of A=merlcan

s , . B -
Lnings orgneeds even muore bthan eolpewhere tu be a aaster’,

Hew rallies poor Theobald with a wvigorous exhortation
to "lnvent, create, achlevel!™ As he points out in his
Azerican way, "There's no law in our glorious Constitution

13

against that",” The contrast betwaen thesa two Azericans has

lQ"The Madonna of tha Future', v.15.

e page & above,

laLatters, Iyppes0e3l

L3npne Madonna of the Puture™, p.l5,
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already wvrovided a subtle gualification of Theobald's dis-
. gonsolate rewark that as a people they have "neither taste,
nopr tact, noxr forece', The narrator, it is c¢lear, possesses
all these yualitlea’, and regards the older man as by no

means an auerican ol his own kRind.

Theobald proglaiss his nmaliocnal origin by the oxe-
travagance of his adwlration for Durppre. He has begons
established in Florence: "I owe her everylhing...lt's only
singe 1 game here that I have really ilved, intellectually,
Jne by one, all irofane desires, all mere worldly ailnms,
have dropped away froo me.,gyl# it is true that he han
“really lived, intellectu=nily’”. He has enjoyed, adaired,
appreciateds he has arrived at a fine discrimination of the

art of the eity, But it becomes apparent that he has lived

only “intellesctually', and that his idess have come to have

"a iife of their own, unrelated to the real world, or to the
practige -f his art. Above all, the idea of rofined sxvellience,
fngpired by the art around hilm, haé@aaan up a dominabting
pusition in his aind,

Tand have you been very grodugtive all
VAN this time?" I nsked, with amenity,
He was silent awhile before replying,
“"Not in any vulgar sensel' he aaid at last, "1
have ¢hosen neveyr ton wanlifest myself by im-
perfection" 15

.
*ivigd, p.i6.

g ,
l’"The Madonna of the Fubure”, p.l6,
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In fact he has never sold a3 pleture. In his revolt
againgt American values he has reached the furthest extrene,
at which practicnlity, doing, ie equated with vulgarity. At
this polnt, the ideal is the only object of conteamplation,

His conviction that this s his true alae asuses the narrator:

Bverything was a pretext for sowe wildly idealistie

rhapsody or revery. HNothing could be seen or said that
did not end sooner or later in a glowing discourse on
the true, the beautiful, and the good, If ay f{riend
wag not o genius, he was certainly a monomaniacy and I
found am great a fascination in watehing the odd lighte
and shados of his character as if he had been a creature
from anothery planet. He seewed, indeed, to know Llittle
of this ome, and lived igé noved altogether In hls own
little provinee of art.
Hew is perfectly aware that Theobald shows hlaself to

be profoundly uﬁmﬁurapaan in every world he aspeaks, “The

vary lntensity and loftiness of his aesthetlcism revaals that

e is not a native-born inhabitant of the "Palace of Art". In

his devotion to "the good and the baautiful™ he loses all sense

of proportlon, In valuing only the best hls s:iandardes of
criticiem become hyperbolicy he has no sonse of gradation and
meagure. A8 Lthe narrator phrases it: "The small change of

. , L
aduiration seeaed to him no coim for a gentleman Lo handle...” ?

16

"The Madonna of the Future', pp.24-25,

Yinid,, p.2s.
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PRIE

When He~ im introduced to the salon of Mrs. Coventry,
the soclal leader of the cullivated foreigners in Florenge, he
learns that hie friend is something of a joke asong them. HMeas,
Govantryis wib wases shspd work of himy ™iis strong polnt, he

Latimated, was hia sendls

[2d

gaty wut is At oa consolation, when
one nas beaen palnied a frighé, %o krow 1Y has beon done with
paguLiar gﬁﬁtﬂf"is Tae graat work on whlch he in sngaged is
wall suswn o thex, and Shey doubd whebther sush a ploture axists
at alls

it is He- who discovers bthe truth whan he 12 eventually
invited by Theobald ito viszdt hirs lodgings, Thore he finds a
statusgiue ltalian wounn, of middle ase, laweidly sewias Jhurveh
vaestiments, The true sitvatlion gulsily begomes apparent, The
wonan kg the asadonnay there is ng pailntling, Theobald has droams

#d over his modal while she has frosp older, until his ideal is

to hin nmore real ithan the renlity his eyes can sse, It reguires

the firm Stact of the narreator o show hinm fhe extent of his

pathetie blindness,

The tale vleariy implles thalt Lhe painter hag abdicabed
the true fungllon of the ardist. Bies dresw, whieh aprears o
nig as ihe Ltrie artistlie vislon, exciudes ithe real world wuleh

it ds his businees to wulk on. A8 H-~ poreeives, he knowa very

nThe Madonna of the Futurelp. 27

4
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little of the world in which he lives; instead he has shut
himself up in “the province of art"., James is not here
attacking the dedication to art in itself, The point is that
Theobald has losi his own power of creation in hls adniration
for the art of others. The province of art is not his ownjy
the practice of that he has altopether lost. For James, the
true artisl embodies two qualities, both of which are ezsente
ial to his being an artist at all, He rust ke both a vision
ary and a craftsman; a seer and a dver, The great labour of
artistic work lies 1ln making soe independent record of what
the artist has felt and seen., The visglon itself, however,fine,
is a pravate matber which no one but the artist need coacern
himself with, If the artis: demands attention on this basis
alone, as Theobald does, he cannot couplain of ridicule. His
business is to ewmbody what James calls his “felt 1ife"19

in a novel or piecture or whabtever, so that it can stand in

the public eye, When that is done, the artist's experience
is no longer his owng the "life” passes into the work and
£rom then on belongs to 1t alons. At that stage the public

is called on to exercise its finest powers of appreciation.

19

Preface to The Portrait of a Lady,
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The artist is then no longer clainzing stteptlon Jor himseld,

. \ . 20
but fur ninc ereation.

Theobald represents Lhe would-be artist rogressively
deprived of hls skill in executlons ie becowes, after his
first aketch of Sgrafina and ber dead baby all the dresaer
and nothing of the maker. At the cnd 0f "ihe Madopna of the
Puture! Jases introduees a charactosr who re ressnts the ree-
vorge-~ Lbhe clever crzftsann in whow the visiop is dead (or
perverted, it comes to much the same thlng)e While Theobald
had worshipped Serafina as the pure idea of th: smadenna, this
Jaunty Italian had known her as a woman, This "Juvenal Gf
the chiwmney piece’ makes bis living as a satipist in sculpe-
ture, producing durable little figurines of people in the
attitudes of animals, Uhen He- aests bin he is not lnpressed:

“#hat do you say to wy types, slgnore? The g,

~ is bold; does it strike you ashappy? Cats and aouseysy

wegonikeys and cabe,«-all hunan life ls there! Humnan

ife, of course, I agan, viewed witn the eye of the

)
Batiriat®, r
20

Afbter a meebting with Valne, Jasmesnotesd with great
approval the Pranch oritic's rewars Lhat Turgeniefl (whom Janes
adnived immensely) had "so perfectly cut the umbilleal cord
that bound the sbtory to hinsaelf?, SHeeo entyry in Tho Notebooks
of Henry James, ed. F.U, Matthiessen and fenneth Hurdogk, p.l0l,
Hereafter cited as HNotebooks,

dl thiyt FX] : o £ rid £
The tadonna of the Future', p,hk,
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¥hat is implied hore is that thes abundant sziil of
this craftssan is lomoral because it is nobt unde~ the control
of a responsible view of 1ife. The ltalian's clals %o be a
satirist is probably cynigal and certainly aistaxen, for the
true satirist refers the perversions of human behaviour to
a superior standard, Indeed the distortions ¢an be re-
cognised as such because 2f the existenss o9f real valussg,
But the "art™ of the Italian is purely a wwiter of distort-
ing the guperficial appearance of things, so that human beings
appear to mimie the antles of animals, There im no reference
here to any real order or standard of judgment. The narrator
compents that "their ialtative felieity was revolting'. This
phrasing, we nust iuagine, has tine authoMs aathority hehind
it, HMere iwmitation is to Janes essentlially valgar, for it is

a matter of m;midﬁng ap.earances only, Lt reguires no under

of physieal appearance o ol action.

Thie pattern revealed by the tale, therefore, is of the
disturbing result of the unequal deveiopgent oi the artist's
giftz, Un the one hand is Tneobald, the expatriate, rootless
dreasnser whose ¢ontempt for imperfection leads o the atrophy of
the power of creation itself, and to an extreme aesthetic ideal-
ism. un ths other hand stands the Itaiian craftssan whose

powers of execution have outrun, and in ithe end debauched, his

__.stand.ng of t{he depthe underiying theoubward suriave~=vlothary
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view nf Lifa.

Japes s clzar appreciation of the dangeys of this
divimslon of artistic power was an iuportant achieveument so
early in Lis careasr. Ii{ appears wovre striking by contrast
witin the difficuities that beset Hawthorne when he approache

ed the samne subjeet. Hawvibornets inflocnce on James's early

work is well known., In the matter of siyle and tong 1t wan soon

eutgrown, but it iz not $oo muchn to say thai James's lifeléng

gongern in fiction with the prpublems of ths artist was a last-

ing inheritange from Hawthorne. Hawblhorne was an exaasple that

no succeeding Aserlioan wribter could ignore-tiat Janes ree
copnisad him as sugh is vitnessed on every page of the book

that he devoited to Rhim.

Hawthorne 's congeption of the artist mages of hia a

focus for a these so strong in his work as to bg obsesslve:

the dangsr of the intellectual part of man awerﬁasteringrtﬁe
affections, the "heart", by way of a pride that laads s aan
to withdraw from nis sogiety. Tihe artist is primarily an
observer, and for Hawthorne the ovserver is in perll of be-
coming an inhuman manipulator of others. The artist's link
with other men is als finlshed work, whicn draws an audiencs
into contact with {he man behind Lhe work, it is Hawthorne's
curious aablvalence on the importwge of the Ywory” in art

that [ rovides a striking contrast to James, "The Madonna of



the Future” aipht have heen writtaen explicitly as a ceriticism
¢f Hawthorne's ldealist view of the relative imprrtance of
visiorn and teghnigue to the artist, Theo clearest exposition

of that view is ia "Ihe Artist of Ehe Beautiful®,

Jwen Warland, thes artist of Hawthorne's tale, is a
young watchmaker, Hawthorne svares no naine in insisbing that
his sole interest is the areastion of beautiful things., Ie
possessed "the love of the beantiful such ias might have- asde
him & poet, & painter, or a sgulptor, and which was as com=
pletely refined from all uitilitarian coarsensas as it ould
have been in either of the fine arts“.ag varland's freedom
from worldly taint ie further amyha&i&ed by contrast with the

robust village blacksmilh.

One day & friendly visi {rom the blacksmith so agi-

tates ¥Warland that his hand crushes the delicats plece of

~____ _maehinery that is _his segeret work, Force overcomes deli¢acys —

"Thus it is", Hawthorne writes,

tinat new ideas, which grow up within the

imagination and appear 50 lovely to it and of value
beyond whatever wmen c¢all valuable, are exposed to
be zhattered and contaminated by contact with the
pragtical, 1t is reguislite for the ideal artist to
possess a force of charvacter inal seews haddly coww
patible with its delicacyy he nmust keep his faith
in himeelf while the incredulous world assails nhim
with ite utter disbelief.®3

e, . X . . o , .
. e “The Artist of the Besautiful®, p.213 in Lhe Portable
Hawthorne, ed. Malcola Cowley.

25“The Artist of the Beautiful®™, p.218,



At this point in the ftale the reader may well pause
to ask whether the anxiety that Hawthorne is expressing for the
wali-being of the artist Jdoes not leave momething important
out of account., Are we to plage no rellance on the natural
gtrength of the artiat, on the supporting inspiration that he
alone possesses? Warlund is shown as the blagkenith's victimg
we are eneouraged by the author's tone of goupassion to feel
that the wabtchamaker is being agtively persecuted by the sure
rounding world, Yet the truth of tone situation as Hawthorne
reiates it (and he does not explicitly wmention persegution) is
that what is opposed to the artist's deligate vision is not
philistinisa as such, but the values of the ordinary work-a-
day world, We are belng edpged into belisving that the enemy
of the art is not active hostility but the "practical’, which

Ughattera and "contaminates' it,

I . If at this point we resist Hawthornels persuasion it
is begause of our feeling thad a certaln deception is lnvolve
ed. For it is not too much to say that “the practical” in
truth includes all that we might describe as "Life' or

"axparience",

To fence with experience in this way is not possible
for any artist without a cunsiderable strain, which Hawbhorne's
extraordinary integrity does not aliow hiam to conseal., The

deveiopmont of the tale uresents, in symbolle form, the cone



sequense of Warland's remoteness froas the real.

After the shoek of the blacksazith's visit, ¥Warland
getiles down to the dull ;erformance of his roubtine tasks.
But all the while his strength is returning, and with the
advanee of summer his vision returns alsc. He wanders after
butterflies in the woods: '

The chage of butterflies was an apt eablen
of ideal pursuit in wiilch he had spent so aany
golden hoursy but would the beautiful ldea ever be
yielded t. hie hand like the butterfly that symbole

24

ised it?

Tue bubtterfly begomes not only the symbol bub the
actual object of his art. He begins in secret to fashion a

mecnanical bButterfly. At this point the emblematic values

of the tale begin to shift somewhat, ¥Frow the light and

galety of the sunmer fields VWarland retreats at the approach
of darxness into his workshop where he labours at his art.as
The strongly mechanical nature of his "art" is imbued with a
alightly sinister significance, as of magie. The evidenge is

not All in the sugpestive aymbolisam of darkness; Hawthorne

24
"Phe Aprtist of the Beautiful', w.221,

25
For a detallsd discusslon of the symbolisa of light
and. 4ark in Hawthorne (as well as in Melville and :0e) see
Harry ‘evin, The rower of Blacknesas.




emphasises the point: "Paylisht, to the nmorbid sensibllity of
his mind, seguned to bave an intrusivensess that interfersd with
his gursuits".aé The curious wavering here between the ideas
of "sensiblility® (the artist's positive gift) and that of
digease ls characteristls of Hawthorne. Nothing gould be
further from Jamea's iaplled view of the artist’s task in

"The Madonna of the Future", whers tne hesitant palnter is
exhorted to "“Invent, crsate, achieve!" Hawthorne's view of the
artist is less gonfident, more anxious than this, "The Artist
pf the Beaubtiful® is fully representative of all his tales
which deal with artistie work in that an atuosphere of an-

xiety, even {ear, 16 thrown over the artist's way of life.

- Warland's segret work forces him to reject the young
girl who loves him, thus driving him into still desper

isolatiomn., The ¢limax of the tale cvmes when, after several

‘years, he calls on the girl, who is now warried to the blagkw

amith, to bring a present to thelr young child, The girl and
her husband have uroduced sovmething in their imaze, sturdy
and substantial, and alive., Warland triuaphantly produces
iis uwn masterplece: "This spiritualised mechanism, this

27

harmony of motion, this mystery of bgauty',

e
“6“§he Artist of the Beautiful, p.222,

27

"The Artist of the Beautifull,
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His bridal gift is a mechanical butterfly, encrusted with .
jewels, which is able to flutter about the room. But as it
flies it touches the blacksaith's hand and begins to falter;
then rises again and alights on the finger of the child.
Again the Jjewelled creature seems to lese strengthe-its
sparkle grows dim, It rises, then falls and with a‘snapch

the baby reduces it to a heap of fraguments. s 5

To the reader it appears that the real has vanguishe
ed the artificial, At the very least, it seems that, in a
symbolic fashion, the vigour of life'kas proved false a
conatruction of the mind, Yet this is not Hawthorne's in-
tention, For him the butterfly is the emblem, however in-

adequate, of Warland's ideal, his vision, The closing lines

of the tale allow no other interpretation:

And as for Owen Warland, he looked placidly at
what seemed the ruln of his life's labour, and which

———-— - -——was—yet—no ruins—He had caught a far other butter= — -

ly than this. When the artist rose high enough to
achieve the beautiful, the symbol by which he made
1t perceptible to mortal senses became of little
value in his eyes while his spirit possessed itself
in the enjoyment of reality.a8

Thus, the explicit burden of "The Artist of the Beauti-
ful"” is the purest kind of aesthetic idealism. Owen ¥Varland's

task (and we may take him as:hhe "type'", for Hawthorne, of

28
"he ‘Artist of the Beautiful", p.2%0,
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all srtists) is to seek and apprehend tie 1Lldea ol the

beautiful, which is a "form" that eternally exists, whether
or not he vursues it, whether or not he apprehends it. That
isvfar Hawthorne the artist's highest aim, Hls secondary
task is to bring this beauty down to earth; and in this he
is always frustrated. As Hawthorne writes in the tale:

Alas that the artist, whether in poetry, or
whatever other material, may not content himself
with the inner enjoyment of the beautiful, but
must chase the flitting mystery beyond the verge
of his ethereal domaln, and crush its frail being

29

in seizing it vith a material grasp.

For Hawthorne the "madness or Art" 50 does not lie,
as 1t does for James, in the inexplicable power of the
artistis vision to shape his material. It is found, rather,
in the overwhelming disparity between the artist's vision
r7muuﬂxheéﬁﬁxk%wmmhTﬁﬁ#ﬁ&%ﬁ@ﬁriﬁﬁﬁﬁﬁ*ﬁﬁéﬁhﬁiﬂfﬁf””’”*’*‘*””“W
the Beautiful" indicate,ls in fact the Real) and the material

means that he nmust use to embody it,

James's opinlon of the conse;juences of extreme ideal-

ism for the artist is dramatised with adairable detachment

29wphe Artist of the Beautiful", 221,

5ODehcombe's phrase in James's "The Middle Years',
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in "The Madonna of the Future', As he went further in his

art he widensd his application of the folly of an idealism
such as Hawthorne's tale presents, until it became the
cornersione of hies conception of the artist's task. This
subject will be developed in a later chapher: it is enough

to say heye that the lesson of "The Artist of the Beautifal®
constitutes, by James's standards, a desertion of the artiastis
prime obligation-- to pive both substance and form to his
experience; to embody for the public eye that which begins

in the privasy of the mind,
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ART AND IHITATION

"Phe Real Thing" and The Tragic Muse

James, as we have seen, dissgents sharply {rom Hawthorne's
concection of art as the pursuit of a transcendent idea of the
beautiful. He regarded Hawthorne as a strange and fanciful man,
too much given to pabher gold coneeits;l and from James's polint
of view such ideallsm might be seen as a product of the faney
rather than of the laagination, It is attractive and paradoxi-
cal but it results in the end in the bafflemsnt rather than the
nourishaent of the imaginative powsr., For Osen %Warlapd the work
of art itself iz unnecessary as long as he has his private vision
of beauty. Jamnes took Hawthorne, for the most part, for what he
always e¢laimed to be, a writer of "Romances' ratier than & novel-

ist in the fraditionsl cense. Tihe ters "romanege' is not  in

lIn his Hawthorne, Jaunes takes isoue with a French

eritic in the following terms: "Hawthorne was all that M.
&antﬁhut says, wminus the convietion, The sld iruritan soral
gsensae, the gonsgiousness of sin and nelil, of the fearful nature
of var responsibiiities and the savage character of our YaskK
master ~=- these things had been lodged in the mind of a nan of
fancy, wiose fancy had straightway begun to tase liberties and
play traiciks with them -- tu judze them (Heaven forgive himi)
from tne poetie and aesthetie point of view, the polnt of view
of entortainment and irony....l as often struck, es,ecially in
the shorter tales...with a &ind of ssall ingenulty, a taste for
conceits and analogles, which bears more warticularly what is
called the fanciful stamp”, Hawthorne, pp.61-62,

26
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guarrent critical use: indeed in Hawthorne's ¢ase, "sywbolisa®

[

is the word that has largely supplanted it,g Jawes nimself
sogetlnes related the two terms, bubt they were to him the
signs of a deficimney in Hawthorne's art, and therelure, in
his sense of life. He alludes to this quallty, for exanple,

wille discussing The Scarlet Letter in his book on Hawbhorne.

The faults ol the book are, Lo ay sense, a want
of reality and ap abuse of the fanoiful elewendt of
a gertalin superficlal symholisa, The pevple strize
we nobt ap characters, bubt as re.resentatives, very

&
victuresijualy arranged, of a single state of sindes o

James was always highly gritical of allegory and
syaboliss, not begause Lielr use involved elaboration, or in-
directnean, or suggestion, (these were his oun ideals) but
begause they freguently seemed to him Lo betray "a want of

The distinction between the "Romance" and the

SHovel' was not for Jages an absolube one. The distinction

depended on the relation of each to the real worlde-the reala

éNevertheless, untll quite recently there has been
little attention paid to the significant fact that Jases's view
a2f Hawthorne differed radically fruam the prevailing uocdern
view, The gquestion was discussed by Lionel Triliing in "Our
Hawthorne™, an address given at the Hawthorne centenary cele-
brations in 1964, It is ineluded in the Hawthorne Cantenary
Esgays

Baawgharne, pelll



of the posaible as opprosed tu the fanciful snd spegulative,

The preface tu The American set out the difference in the

followlng teras:

The real represents to my percepbion the things
we gannot possibly nat know, zuener or later, in one
way or another; it being but one of the agcidents of
our hampered state, and one of the incidents of tneiy
guantity and number, that particular instances have
not yat come our way. The rpmantie stands, on the
other hand, for the things that, with all the facili-
ties in the woarld, all the wealth and all the courage
and all the wit and all the asdventure, xe never can
directly X¥nowy the things that gan reach us only
through the bzantiful gilrcuit and subterfuge of sur
thought and our desire,

Obviously any novel might contain elements of "rogance', Looke
ing baex on lhe Ameriean 1t secmed to Jawmes that what had

been intonded as a ‘"‘novel' had, besausg of a gertaln unrealitly
in his aitribubtion of motives tu the characters, actually been

A FOMANGG.

in respect to their executlon, the "art" they involved,

theres was no distincition~~they must msasure up Lo precicely
the same standard., The "real' was for James the only subject
of art, To say that, alone, is perhaps not to say very wnuch,
But, ag 1 hope my counsldaration of Hawthorne has sghown, 11 was
by no aeang inaviiable that an dserican uwriter of Jases's tine
should insist on "the real' as his subjact.- The exanple of

Hawthorne might inmtead have agppeared Lo sncourage Lhe develo, -

b

The art of the Noveli, Critical rrofaces by llenry James,

gde H, o Blackgur, -

-3
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sent of a tradition of "Romance™ and fantaay.ﬁ

"Nevertheless, for all his devotlon to the real, Jaues
wasnnot In the usual sense a realist or a naturaiist., He did
not beileve that hic business as a novelist was to hold up a
airror do life, oy to provide a fLtrauvscription of the Ilow of
experience, Throughout his Life he wrote frequsntiy on this
subject in his cr:tical essays; and th: and of his careey he
sumsed up his rveflectiona in the rreisees to the New York
edition of his work. At thls point an sxasination of uvne of
Janes's finest tales, "The Keal Thing", published in 1592, will
illustrate the nature of kis congeption of the relationship
the artist and life - tue "rel tuing'". “The Heal Thing' is
a dramatization of the ldeas and lmpressions that ogeupled tvhe
author throughout hie career, It tvuches on, for exaasyle, the
contrast between langinative representation and llteral reallsmg

the guestlon of art ag imitationy the spirit of the actor; and

the limltatlons of the "real” as a subject for the artist. The
first appearance of the idea for the story is an entry in the

i

Hotebooks for Febraary 22, 1l&Ul, when James was in Parig.

 :+4
JPhiLiy Pahv has given a brilliant acceount of Aserlican
attitudes to the "real' in his essay "Tre Cult of Lxyierience

in Aseriean Yriting™, included in his book, Imagze and ldea,

6 ,
See Hotebooks, p. 102,



The pages devobed te the story ars rich in iuterest; the entry
is aore subzmtaniial than the brief jottinge of a [leeting ildea that
so Preguently tantalise the readery »f the Hotebooks. As Janes
recalled the congeption ol the tale in the rreface to Luisy
Milier (the voluse in which ftihe dale appeared in the New York
edition), it "zpprwumg at a bound” frosm a acasntary fond cone
sideration” o5f an anecdobte told him by deorge du HMaurisr. This
anecdote was extreamely simple, as Jases preferred the gera of
hiz sbories to ba, but at tnhe same tine highly sugsestive,
Juite simply, itwas that du Haurier had been aallied on by g
rather faded gouple, the husband being o formexr arny oflicer,
wiho were looking for wors as sodels aiter failing to find any
sther wind of employaent,

Jrues was ilasediately struchk by thrse aspeets of theip

? a3

situatlion: "the pabuos, bthe oddity, the Lycicalmess’, That

the eouple appeared both'edd” and Ytypical' is besit explained
i 44 ' is best explained

in reiation to their asclial background, Itis tneiy signi-
ficance as a peculiar product of Bagilsh svelety that James
toughag on first. He sees, Lo begln wilth, their personal

tragedy which is, in a terribis vensa, thely revard for having

7

quotations are from the entry in Notebooks, beginning
Pe 102,
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served soclety s0 well, The entry continues:
The ubtter tragedy of good-loocking gentlefolk

who had been all their life stupid and well-dressed,

living, on a fixed income, at gountry houses, water-

ing places and clubs, like so many cthers of their

clags in England, and were now utterly unable to do

anything, had no cleverness, no art or craft to make

use of as a gagne=-paln -« gould only show theuselves,

elumsily for the fine, c¢lean, wellegroomed animals

they were, only hope to make a liiLtle wmoney by =- in

this manner -~ Jjust sinply Qgingas

The c¢ouple have done, like many others, just what was
expected of them; they have "played thelr parts'" in the ironic
sense that they had no part to play but themselves -- they could
"only show themselves'. They are, as it were, matter without
aplrit, confined in a rigid and graceledés "being'. They are
incapable of becoming anything but what they already are, which

is the creation, not of their own imagination, but oif the

pressure of their society. By saying that they lack "art",

James is implying a limitation of their consciousness; they lack

the artist's power to extend himself into other ways of being,

uf behaving and feeling,

It is only after dwelling omn this pathetic coupls that
James considers the artist in the story, The quality that he
possesses appears all the more vital by contrast with their
deficiency., #or he possesses, above all else, a shianlng skill,

This aspect of the situation is given more prominence in the

Notebooksentry than in the finished story, so it is worth

8Notebaoks, ps 102



32

emphasizing here, James is particularly interested in the
illustration of '"the everlasting English amateurishnesse=

the way superficial, untrained, unprofessional effort goes

to the wall when confronted with trained, competitive, in-
telligent, gualified art -~ in whatever line it may be a
question of"? The contrast is interesting but it lacks

tension, "o point up the eontrast further, another couple

is imagined --" a couple of little vulgar professional people
who know..."%o To discover what they "know" (for James doeé not
elaborate the word in the Hggﬁgggkg) we must turn to the tale

itself.

The essential outlines of the story are given in the
Notebooks. dJames closed the entry with the advice: "It should
be a little gem of bright, quick, vivid form". In giving

"form" to his original idea, James made of the tale a rich

parable of artistic creation. Frem their entry into the artist's

studio, Major and Mrs. Monarch are unaware of the vast gulf that
now separates them from their own social worid, Their idea of
Ymodelling" is simply to present themmelves as they really are
while the artist transfers their image to the paper: '"We thought",
Bays,the Major, '"that if you ever have to do people like us we

might be something like it. She particularly -- for a lady in

9Notebooks, p. 103,

Orpia,
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a book, you know", "The artist recognizes their "joints’ but
they strike him as 'preponderantly socialy such as for instance

2
1 They are so

would help to make a drawinge-room look well',
perfectly representative of their type that he has no difficulty
in imagining every detail of thelr country-house life, They
must have been, to perfection, the aduiped décoration sf every
house party., '"They looked so0 weil everywhere; they gratified
the relish for stature, complexion and 'fora'd3, They are, in
fact, works of art in themselvesj; soclety uas given them "foram®,
and they bave provided observers with a delight such as others
might find in a play or a picture, Society has given them what
it could -~ that they are clumsy anda stupid, though highly
polished, is the fault of their maker, ovnly the fine aind can
make finely. The 'art' that made them what they are is second~
ary, They are the best that 'society" can do, and they know i%

"without fatulty or vulgarity"; bul they are not good enough

_ for art, The artist of the tale provides the reasony —— — —- ———~

evegomehow with all their periections 1 didn't easily
believe in them. After all they were amateurs, and
the ruling passlion of my life was the detestatlion of
the amateur, Coumbined with this was another pervers-
ity-~ an innate preference fir the represented subject

ll”Tﬂe Real Thing", p.171, in Stories of riters aad
_Artists, ed, F.0, Matthiessgn. This text ig from.the Revised
Bdition, published by Macmillan of London, 1921-23,

12,
lbid,sp.l70.

13
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over the real one: the defect of the real one was so

apttto be a lack of representatlon, I liked things

that appeared; then one was sure. Whether they were

or not was 2 sikordinate and almost always & profit-

less guestion,

he gpeaker is an illustrator, and James naturally
maken his terus apsropriate to a graphic artist,; but the
conviction expressed iz Jamea's own.

What then is this convictlion? In the first place we
must note that the artist is talking about his "sudbject®,
that ie, the limited aspect of expericnce thal hz chooses Lo
work with., He is not GXQ?S&ﬂiﬂg_a proeference for art over
life in a ganeral way., What he wants in his subject is
appearance rather than authenticity; and by appgearance, as the
tale goes on to make clear, he means a vividness, a ¢oliection
of salient and suggestive characiteristics., This appearance
does not necessarily corvespond to the actual identity of the

thing which appears, because it is a result of "representation®.

The power of representation is the essence of art, and in the
tale it is possessed not only by the narrator but also by the
two young models he employs for his beat work -~ the "vulgar
professional people', These two, a young ltalian and the
cockney Miss Churm, are as it were, an extension of the artist's
imaginationy alaost a personification of 1¢. They possess no

striking personal gualities,; and the narrator never draws them

14
"Phe Real Thing", ps 17%.
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"as they are', Their great ability is the dramatic fagulty--
they can become, they can assume obher identities, other
avyvearances than thelyr own:
She was a weapre little #iss Churm, but was

guch an anmple heroine of romance., Bhe was only

a freckled cuokney, but sheecould re,resent every-

thing, from a fine lady to a shepherdess: she had

the faculty as she wight have had a fine voice or

long haly, She oouldd't spell and she loved beer,

but she had two or three "points', and practice,

and a knack, and mother-wit, and a whimsical sensé-

bility, and a love ©of the theatre, and seven sistefg,

and not an ounce of respect, esgecially for the h.

The artist's statement that he likes things that
"appear" must be understood ln this contexk, as wnust his next
gsentence: "Whether they were or not was a subordinate, and
almost a profitless question’. He is swpeaking, it is clear,
about the making of the work, what happens (in the painter's

case) in front of the object, (Unless we understand hia in

this sense it night appear that he is valulng the surface. of

- ——thefinished work-at—theexpense of —its inner truth=< this— —

ideals so foreign to James that it wuust be rejected). The
narrator has already noted that the Monarchs have a "form",
and this is verhaps theilr aajor inadequacy. The form that
they have haspbeen iuvressed on thew by soclsbty, which has
moulded thea once and for all., Tiey are thereflore useless
for the artist, for it is his task to lapose form on his

subjects, The following incident will illustrate the

lE"The Real Thing", p.176.
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point, Hiss Churm arrives while the Monarghs are still with
the narrator, She is to wedel fur the illustration of a
Rusaian princess:

I mentioned that she was quite my notion
pi an exeellent asdel--nhe wman really very clever,

oo you think she lcoks like a Rumsiap princessi!
Hajor Monarch anxed with luvking alaora.

“When I make her, yes,.,"

‘O, 18 you have Lu wdae hereei" boopeasoned, not
without point,

HPhat's the wmost you can asii, There are 5o nany
who are not maszeable',

Wei., pow, here's a lady“w- na wilo a ersussive
#mulle he asoed bhisg arm into his wife'se= ‘Bhols
already madet”

Uah, I'm aot a Russianprinces:s,’ #ra,. Honarch
srotested a 1itctle coldly, 1 guuld mes she had
Ernown pome and didn't lixe toew, There at once
was & compligation mf,é hind tihat § naver had to
foar with Miss Charm.®

Moratithan most writars, Jases deserved the old Secstiish
naae of "ansar™, The seif-command to ware, to "do" aprears
thruaghout the notebooks, 1% reaawned with him until the end,

and was pevhayps most finely uttered in the l-st years of his

- - ——kife in o fawwuw tebtteyr o 3LG Walls, of July 191%. Thera he
wiobas

"It iz apt that mages life, awnies interest, makes
iaportance, for our copslderation and application of
these things, and L know of no suhbatitube whatever for
the force and beauty 2¢ its process,t?

lé"Tha Real Thing", p.177,

l?See Henry James snd .G, Yells, ed, Leonkdel and Gurdon
Ray, ps, 267,




The artist's task is, quite litsrally, to make sowmathing
of his subjegt, and for this the subjeat must have vitality,
interest, and variety. Whon the narrajor triesto use Major and
‘Mrs. Monarch as models tholr agute lack of all these qualities
becomes apparent in his sketches-wthey all lock photograph,
ov goples +f pnotographs., They are, t.at is, simply literal
transcriptions of the real, 1T the professional models are, as
I have suggested, a "personifieation’ of the dramatic power of
the imagination, then the Honarehs are the type of reality une
touched by the imagination. They lack "interest" and "iaport-
ance'y they do not sompel atlentlion as the transfiigured reallty
of art does. The couple are in a curious way both to0 posi-
tive in their nature and too negativa. Thelr inportance is
easentially seif-importange; they clals interest for what they
are (which daes not attract the artist) and not for what they

“gan racresent.

l placed her[l e, Hre. Monarch]in avery conceive
able position and she managed tu oblitsrate the
differences, Hhe was always a .ddy certainly, and
into the bargain was always ths same lady. She was
the real thing dbut always tho sane thing. There
were moments when 1 rather writhed under ths seren-
ity ol her confidence thabt sae wag the real Luing.
411 her dealings with one and all her husband's were
an Lasilleation that tols was lueky {or ge,

18Tha Real Thing', p. 150,



The womitive asyieet Lf their nature Lz thabt they are
obstinately one thing only; they are so completely and
rigidly "tyces'" that they cannot bend into any other
attitude, The "fora" given theum by sociely is inelfaceable,
Trheir negative asg;ect is thut by being su ubterly "typical®
they have no room £or any real chapracter, The o not exist
as ilndividuales, wlth the varlety and flexibility that any -,
true individuaslity possesses. Thls lack is particularly
resented by the narrator who, like Jaaes simself, is devoted

to gapturing individual sssenoes, and nod typess

1 adored variety and range, i1 cherished human
ageidents, the illustrative notey I wanted to characters
ise closely, and the thing in the world L aost hated
was the danger of being riddan by a tyve., 1 had
quarrelled with some 5P my Lriends about ity 1 had
parted coanpany with thea for aaintaining ithat one had
to be, and that if the tyuve vas boautiful--witness
Raphagl and Leonario-=tus servitude was only a #allssae
but I held ihat everything was to be sacrificed sovner
than character., %hen they c¢laimed thal the obses. ional

sim acould easlly be c¢haracter I retorted, porhaps
superfleially, “Vhose?™ 1Y eppldn't e everybodytEe=it— —— ———
wight end in beling nobody's.

In the aoeial coamedy Lae Monarchs have played not
characters but roles, and they have done so with utter —-
geriousness, They have bgen relied on to remain Yin

character’, always Lo do shal is expested of tuem. The world

19uphe Real Thing", 1,169
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distrusts the faculdy of imitation, of getiing inside
another c¢haraster's skin and playling ancther part, for
then the sstablishad codes of behaviour are shattersd,
In society, as the Monarchs’ conteapt for Miss Churn
reveals, the "real thing" must never be laitated; to do
B0 is to question its authenticity (which is why soglety
ghuns the actor)., But Miss Chura belongs to the province
af art, Her soglal position is so low, apd therefore =9
Little hardened Lnto conventions, that her supreme gift
for imitation can flourish. &he is in fact an agcouplish-
ed little actrosa:
Her usual appearance was like a curbain which
sheoould draw up at requeat for a eapital pers
formance. This perforsance was siuply sugpeste
ive; but it was a word to the wlge-~it was vivid

and irstty.ge

As Mles Chura and the young Italian act out the lady and
gentlenan, Major and #r., donarch, having falled to satisiy
the art;gt with "the real thing", take on the job of servants.
The engounter has taught thew a harsh apralee- "tho lesson that
in the deceptive atmosphere of art even ithe highest res.scta-

bility may fail of being pla&ﬁic".dl

gaﬂfhe Real Thing', p.lao

“Uibid., p.189



4o

James had already linked the guestion of represent-

ation and the art of imitation in a novel, The Tragic !Muse,

published in 1887, As a novel the book is not a complete
sugcess, but it containg a great deal of interesting dis-
cussion of art and artists, As Professor Dup@e remarks
“The theme of art versus politics is explored with almost

the consistency of a formal debate".aa The plot is based

on the conflicting interests of art and polities, The
political camp is represented by the Dormer family, and that
of art by the actress, Miriam Rooth, and the strange figure
of Gabriel Nash, The two factions are related by the artist-
ig interestis of Niek Dormer, a young wmeumber of Parllament
who would prefer to be a painter, and his gousin, a diplomat,

who has a passion for the theatre. For the yresent discuss-

ion, Nash and Wiriam are the important figurss,

W“**'""*'*”“%ﬁ$%&m4%ﬂﬁ$ﬁi5ﬁ&%ﬁﬂﬁ“&h&ﬁﬁiﬂ&ﬁeﬁ*tv*ﬁngﬁﬁvgiuﬁfg’*"”ﬁﬁ“***
genius, Like the young cockney model, she is, by her origins,
utterly excluded from "society'; that is the tiny portion of
the soclal fabric represented by the proud and narrow Lady
Dormer, The fact that she is Jewish, besldes providing a
touch of historical veracity (she is following in the foot-

steps of the great Rachel) is a confirming ewblem of her

22
¥, W. Dupee, Henry James,
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outslder's position in English society. As an actress she re-
presents the qualities of the artist at their highest pitch, w
while at the same time, by the nature of her work, she is, as

it were, a living symbol of the work of art itself. The actor's
life and work are more intimately bound together than those of
any other kind of artist., In the case of the painter, writer

or musician, the final work exists in its own objectivity, de-
tached from its maker. He gives 1t what life 1t possesees , but
it alone is the container of that Life, it alone achieves the
form, With the actor the situation is guite different: he must
literally embody his own art. He draws from life in. order to
make of himself the receptaclej; his own person provides the form,

He is a living artifact.

The training of an actor is therefore a peculiarly

fascinating subject (as Hamlet found), In The Tragic lMuse,

Miriam's training and the growth of her genius play an import- - — ———

ant part, although we may perhaps regret that James is more

often suggestive than detailed about her development as a per~

25

former.,

23James was aware of a certain deficiency on this point,
He wrote in the preface to the New York edition of the novel:
"processes, periods, intervals, stages, degrees, connexions, may
be easily enough and barely enough named, may be unconvincingly
stated, in fletion, to the deep discredit of the writer, but it
resains the very deuce to_reyresent them, especially to represent
them under strong compression and in brief and subordinate terms,..!
The Art of the Novel, p,

o
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Any other kind of artist wmay preserve, porhaps for the sake of
nis sanity, a certain distance bebtween himself and his production,
Ultimately he way choose, in Yeats'ts words, "periection: of the
life or of the work". HMirias, as an actres:, cannot maxe this
distinction and this places her in a position that can easily

be aisunderatood as narcissistic selfeadunlration by those who do
not understand the nature of her art.a“ Sueh a person iz Peter
Shexringham, the diplomat, who is Lhroushout the novel caught in
a dllesmma: he is in love with the actress, yet he cannot ovaercoae
his upbringing t» the extent of Llagining her a suliable vacupant
of an embassy. %Yhen it comes L1 the point, as James emphasines
in his urefage t. the novel, he does not take Mirisa or her art

seriously:s

If he and she togetner, and her great fiseld
and future, and the whole cause they had arned
and declared for, have not been serious things
they have been bags aake-belleves and triviali.
ties whieh is what in fact the hoasage of societby
to art always turns out so soon as art presumes
not to be vulgar and futile,<b

w)i*-
“"See The Tragic Muse, chapter VIII. Hirisam is talking

to Shewinghan:"It bores you, and you think it disagreeable’,

she said in a wmowent -" a irl always talking about herself”, He
yrotested that she eould never bore hiw, and she went on: '"Oh,

I don't want covaplimoents - I sant the truth, An actress has to
talk aboul herself; what else can sbe talk about, poor vain
thingt?

"She c¢an talk sonetinmes sbout other agtresses',
"That comes Lo the sase thing. You won't be serious,
I's awfully serious",

“5The Art of the Hovel, p.,95
: _ -
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Nevertheless, before he fails this test, which is to say
for most of the novel, Sherringham is an intelligent observer
of Miriam's transformation.aé While she as yet shows only
prouises of achievement he recognises the signs:
he reumained consclous that something suracunted
her failure something that would perhaps be worth tak-
ing hold of, It was the element of outline and abti-
tude, the wayshe stooed, the way she turned her eyes, her
head, and moved her limb&...In short the plastic quallity
of her person was the only definite sign of a vocation,27
Gith the extremely rapid maturing of Miriam's talent,
Sherringham is acute enough to realise that the girl is not
maerely the normal person with the addition of a special talent.
His reaction, (which is all of the situation conveyed to the
reader, thanks to James's method of construction) is that of

the cultured man who 18 not himself an artist, familiaxr with the

produaﬁ but not with the processes oif art.

,W,,,géémha book -is constructed in such a way that we are never
 allowed inside the mind of the actress; as James puts it in the
preface, we never "go behind" her:

Yonly poor Sherringham goes, a great deal, and Nigk

Dormer goes a little, and the author, while they waste wonder-
ment, poes behind them...B, The Art of the Novel, p. 91
#*

a7

The Tragic Muse, chapter VII

%

o
o
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It came over him suddenly thabt su far froms therse
being any quesiion of her having the histrionile
nature, she slayly had it in such perieetion that
sne was always asting; that her existence wng a ser-
ies of parts assumed for the moment, eagh changed
for the next, before the  erpetual mirror of some
curiosity or adairation or wondey--soms spectatore-
enlp that she pergelved or imigined in the people
about her, Interested as he had gver been in the
rrofession of which she was potentially an orna-
mant, this idea startled him by its noveldy and even
lent, on the spot, a formidable, a veally appalling
sharacter to HMiriam Rooth, It struck him abwuptly
that a woman whose only being was to “make bellieve',
t0 maike believe that she had any and avery being that
yvou liked, that would serve a purpose, uroduge a
certain effect, and whose identity resided in tae
continuity of her personations, so that she had no
aoral privacy, as he phrased it to hiaself, but lived
on a high wind of exhibition, of figuration--such a
woman was & kind of monster, in whom of necessity there
would be nothing to lige, because there would be nothing
to taxe hold of,.?

Sherringham is looking for the ldentity of a woman,
which by his own standards sust be a sinmple thing, a “'ceantre
of intersst. That ne finds no such singleness in Yirias he

takes to be 8 a

he is correct, for the identity she has belongs to art, not
to nature., Indeed her 'matural’” se¢lf, as he sees on Turther

reflegtion, is curicusly unintaresting:

The expression that came nearest to bhelonging
to her, as it wore, was the one that caae nearest to
being a blanke-an alr of inanity when she forgot
nerself, watching something. Then her e¢ye was heavy
and ner mouth rather comunon; though 1t was perha;s
Just at such a moment the fine line of ner head told
most, She had looked slightly béte even when Sherringe
ham, on thelr first weeting at Hadame Carrd's, said

W

[s]
-
The Traglec Huse, Chapter X °

Y

ongtrous guality, somebthing uwanatural. 1In this
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%a Ni§§ Dormar that she was the image of the Tragie

Huse .,

The''fine lineof her head" is constantly impressive,
gince it is a purely physical attribute; whersas the [ace,
norwally ths register of the inner state, is in momenis of ine
attention totally inexpressive, The desoription of Miss Churm
in “The Real Thing' comes o wind @are, and it is appropriatew
iy an image of the theatra: "Her usual agpearsngewas like a

gurtaln which she could draw up at reguest fur a capital por-
50

Aes

foraance',
The wnigue gircumstance ol the agtor, in thabt he is
at the assne time the artist and the groduot of hils own art,

makes the "lesson’ that The Tragis Muse iwparte rather difficult

to apply o the art of the writer. Ve gang howeveyr, be sura
that the gquality of thé imagination that James atiributes to
the young actyress is, In his view, shared by all other artists

— —alike s Hiriam Hooth's genitus For "iumitation” isy we may venture,
ayabolic of the ¢reative imagination, while her "natural” self,
reprosented by the blank expression of her fage in unguarded
moments, corregponds to the world of natural appearances, of raw
exseriense, The latter im, of course, the material for the
artist, but in Janes's view it pives to the artist, even when it
is made up of human beings, the appearances of matter rather

than of @pirit-. it is, as a gubject, inerty .o o tureless
$

o
c"9’1‘!‘1@\9 Tracsic use, Chapter X,

;! .
)O”Tha Real Thing", p.180.



formless, unresponsive., When he wrote to Wells that “art®

nakes life”jl

he was placing the lumagination in exactly this
relation to experience. In art the subject, what the plece
is about, is the given, the dnnnée, As it first appears to
the writer it may be a mere hint of interest (to judge from
the Notebooks this was generally James's case), or it may be
a full and tangled situation: however it may come, it is of
no aptistic importance until it has been fashloned by the
artist-~fleshed out, extended, shaped. GConseguently, the
word “"form" is simply the term that we use to signify the
result of the artist's "maxing". A4 ¢lose paraphrase of Jaues's
statement from which I have quoted above would be that "“form
gives life, gives interest, glves importance--"; for without
the specific form given by the artist, the subject (pure

experience) has no particular significance, no structure, and

— - - — - —hence no-interest. 1t resewbles what VWillliam James Ltiked o ——— —

518@6 above P },’6#
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¢all a "big blooming buzzing confusion.,:" 34

This relation sugsested her: between the world of
experience and the creative imagination appears, as has been
suggested above, in "The Real Thing", <The Monarchs are the
authentic stuff of Llife; they are "lady” and “gentleman'
and that is exactly what the ariist wants for his iliustrations.
Yet, although they are, in this sense, the “correlative" of his
inner vision, they prove lantracitable, dull and lifeless,; be-
¢ause they do not share in his igaginative power. They are,
as it were, fallen Nature, Opn the olher hand, the professlonal
models, possessipg bthe dramatio gift, are resurrected by shar-
ing the artist's iuwagination which allowe thew to create for
themselves new forms of appearance, The artist himself, of

course, pussesses the greaitest freedomg f.r he ean produce the

Z, '
JaThere is a striking parallel between the novelist's

conception of "form®™ and the ilwagination, and his brother's

theory of knowledge. William James saw cur mental activity as

a process of conceptéalising the formless flux of experienca,
This he calls making "cuts' into nature: ''‘The cuts we mase are
purely ideal, If any reader c¢an succesd in abstrasting from

all conceptual integrretation and lapse baek into his immediate
sengible life at this very wmoment, he will find it to> bs what
gomeone has called a big blooming buzzing confusion,.." And again:

"Out of this aboriginal sensible muchness attention
carves out objects, which cunception then ldentifies ald names
forever...%e say say wshat each part ol the sensible continuum is,
angd all these abstracted whats are concepts’. ¥illiam James,

Sowe rroblems of Philueophx& The high value here placed on the
interpretative poweyr of the intelligence is extreamely close to
that >f Henry James. 1t is the main reason foyr his preference for

telling a story from the point of view of a single pcrson, who
interprets the action as it ap.ears to him,
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"ropresented subject™ fully, and give it an independent life,

The artistic countergart of Wirlam Roota ie Hick Dormer,
the heir to a great political tradition whose aim ls to cultidw~
vate his great talent as a painter. Yet Jauses nazes Littie of
Dorgser's artistic powers (their ualn iagortance is siaply to
provide mobtivation for nis dislike of poliities) and instead
gatabiiches bim as a foil for Gabriel kasih, wio f.nds in hi:

a syunpathotic and rather puzsled audiencs [.ur his asstnetic view,
The figure of Gabriel Nash, so gaily mysterious, has proupted
aluost every eritic of the novel to aearch for Lis osriginal,.

Lo one sesas wililag to agoept tout gourt the clear sugsestion
APFCRNAPIA A SRR, -

e

n the [otebooks that Nash way be a cviose portrait of Herbert

Fratt, a pagsionately independant travelley shosw Jases nnd met
c 35 . . . ‘
in Venloe.”” The original has variously besn sugiested as

e BBy

1 shall gertainiy pul hia Lnto a novei. 1 shall esven make the
portralt close and he won't nind. deeing picturesque lands,
siaply f2r thelr own sase, and witnout wanling any use o0 LGww
that, with hia, iz a pasplion--3 passion of which 1f one lives
with nim a little (a littlie, 1 ®say; nst too auch) one feels

he ¢ontaglon....A good deal might be done with Herbert rratt'.
Notebooks, . 3l. Thaz entry is dated Hovember, 188L; that is,
8ix years bafore the jublication of The Tragiec use,




%
James hiuwself (by Lyall ?mwer@€+Pratt plus a strong toush of

Jaear Wilde (hy Jscar Cargiii)?5 and even Henry James Senlor

( ;uentin Andarsan}fé

The wmain interest of these diverting spsculations is
that, while testifying to the fasoinntion of Nash's character,
they propose originals for it which are so very unliike each
other. The faet that buth Jameats father and Oscar ¥ilde
can be seriously sugsgested ap wodels is certainly a strong

indication of the enipgmatie gquality of the sharacter, for

34 . o ;
Ses his "Jaues's Phe Trasic Yuse~~ Ave atque valel

PULA, LXXITI (June, 31958), 270-2733 and"Mr, James’s Aesthetic

Mr. Hash-~Again", Nineteenth Gentury ®iction, XIII (Marsch,1959)

2h1.349,

see Cargill, The Novels of Henry James, and two

articles: "Mr, Jaumes's desthetic Mr, Nash”, and "Gabriel Hashee i

Somewhat less than anzel’, in Ninetsenth Century Fiction, XII

(Receuber, 1957) L7/-189, and XII1 (Deceuber, 1959)231-239,

56

See anderson, The Ameriean Henry dJames.




James admired his father greatly and thought 1little of Wilde's
warkaB?
The central faseination of Gabriel Nash is that he im
an "artist in lifey he has no pedium but experience itself,
He provides,therefore, in the novel a counter-point to Hiriam
Rooth, whose art is to tranafigure the forms of experience by
“imitation", Nash enjoys the arts--Miriaun's acting and Dormer's
painting--a8 manifestatlions of beauty, but they are less
important to him as "srt" than aé evidenge of the personal free-
dom of these who practise them. He values iHiriam's presence
off-stage guite as much as when sh: is "acting” on it, and he
gncesurages Niek Dormer's wish to paint before he knows (as hs
disgovers later) that he has greal gifts. The following con-

versation between tham indlcateslash*s tones

Do you think I ean do anybhingy” Niek inguired.
“"Falnt good pletures? How can I tell till Ltve

5?Far Janes's reavllections of his father see nis
volumes of autobiography, covllected and edited by F.W. Dupee
under the title The Aubtobiography of Henxy James, His opinion
of Wilde is indicated in a letter to Bdaund Gosse at the tiese
of ¥ilde's trial: "But the fall«-from nearly <3 years of a
really unigue kind of ‘'brilliint' conspicuity {(wit, ‘art?,
conversation--"one of sur 4 or 3 dranmatiste, ete.') to that
sordid prison cell and this pulf of obscenity over which the
ghouniish public hangs and gloats--il is beyund any utterance
of irony or any penny of coapassion! lle was never in the
snallent degree interesting to me--but this hideous human
nistory has made him so-~in a amanner'", The Selected Letters
of Henry Jawes, ed. L.idel, pp.l42-143,
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seen some of your work? Ooemn't it coue bagk to
me that at Oxford you used to sketch very prettily?
But thatf's the last thing that matters’.

"ehat does matter, then?" Nick deasanded, turning
hig eyes on his companion,

"To be on the right side~<on the side of beauty",

"There will be jprecious little beauty if I produce
nothing but danbs®,

"ah, you ¢ling to the old false maasure uf success.
I must cure you of that, There will be the beauty of
having been disinterested and independent; of having
tasen the world in the free, brave, personal way'.

9] shall nevertneless paint decently if I can,”
Nick declared,

“lta alzost sorpyt! It will mak§>§aar cass less
clear, your example lems grand”, ¢

Evan Bisgk voruer, who, we are to understand, is a true
artist, is baffled by his friend's opinions. Indeed the faot
that he is an artist makes it especially d4ifficult for him to
understand, for Hash's views 1laply, in a subtle and paradoxie
¢al way, a devaluation of art and the artist's work,

The heart of what Nash calls his "little asystenm',

difficult as it is to suamarize, is that he elaims in s very

personal sense the artist's power {o give fopa-to-experience,

The prerequisite of all the arts is a medlun--paint, words,
ipstruments In ausic, or in the very spoeclal gane uf the actor,
the ability to maxke ol one's own person a almetic objeet, The
pregence of Miriam Rooth in the novel illustrates the iroblem
in its most striking terms, for many of ithe other charactors,

thoroughly sistaking the pature ol her "medium', ltake her for
anly ]

y )
)8The Tragic Muse, Cuapter 1X.
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merely a pushing and narcissistic upstart. The artist défines
iis relation to experience by his use of his medium, and from
this derives the  "momlity" of his art, James's view of the
moral sense in the work of art is a profound one, and the
fairest way to convey it, is simply to quote from his formu-

lation in the preface to The rortrait of a Lady. There he

writes:

There is, I think, no more nutritive or suggestive
truth in this connexion than that of the perfect de-
pendence of the "moral" sense of a work of art on the
amount of felt life concerned in producing it. The
question comes back thus, obviously, to the kind and
the degree of the artist's prime sensibility, which
is the soil out of which his subjeet springs. The
quality and capaelty of that soil, its ability to
"grow'" with due freshness and straightness any vigion
of life, represents, strongly or weakly, the projscted
morality., That element is but another name for the
more or less close connexion of the msubject with some
mark made on the intelligence, with some sincere ex-
perience, Here we get exactly the high price of the
novel a8 a literary form--its power not only, while
preserving that form with closeness, to range through
all the differsnces of the individual relation to its
general subject matter, all the varities of outlook

by conditlions that are mnever the same from wman to man
(or, so far as that goes, from man to woman), but
positively to appear more true to its character in pro-
portion as it strains, 05 tends to burst, with a latent
extravagance, its mould. 9

All art, then, has a containing form, and the novel is

unusual (and for James,preeminent) only in that its form is so

capaclous and can be more "rammed with Life" than any other.

39me Art of the Novel,pp,45n46.

on—Ltife; of disposition to reflect and project, created  —



But, while Gabriel Nash accepts the forms and media
of art, he sees them interposing a third entity between the
personal sensibilily and the world of sxperience. His own
“gysten” is to exereise hils lmagination by giving "form' to
his own 1life, thereby putiing hissell in the directest possi-~
ble relation to experience. Life conalsts, for him, of
"the personal experiments of eash of ws'y we are all taking
up some attitude towards life. Unfortunately, most people's
experinents Jack a puldiag intelligence and end up by defeat-

ing thelr purpose, which is to develop each person's pobtenti-~

alties. For aost peeple this aln is thwarted, and far fron

developing themselves they become the tooles of others, and
developed by them, (The Monarch§ in "The Real Thing', mlghé
be taken ag a wrime gxasple of this failure: they are, in the
end, nu more tihan what "soclety” has made of thenm)., HNash
stands {irmly behind the ldea that we cwe "a duty to our=

. ____selves', and he regoils in monk horror frow Dorseris sense
of "duty"e« which is that 12 is an iapevsonal aabtter, After

sealing Doraer's paintings, and finding then adelrable, he ene

gulries of hls friends

"NDon't you recognise in any degree the elovated
idea .0 duty?"

"y dear fellow, duty is doing, and I inferred
that you think rather poorly of doingw~that Lb spoils
ona'y style",

"Doing wrong, assuredly',

"But what do you ¢4ll right? where's your canon of
of eertalnty there?"

"fhe conmscience that's in usw~~ that c¢harsing, con-
versible, inlinite thing, the intensest thing we know,
But you must treat the oracle civilly if you wish to
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anke it 8peak..sune nust do one's best to find out the
right, and your crimlnality appears Lo bes that you
have not taken comamon trouble’,

1 hadn't you to ask,” salled Nisk, *'But dubty strikes
se a8 doing gowething, If you are too afraid it may be
the wrong thing, you wmay let everything go.

"Peing 1s dolng, and if doing ls duty, being is duty.
Do you follow?"

"At a great distance’,

"Pa be what one may te, really and efficaceously,”
Nash went on, "to feel it and understand it, to agcept 4#0
it, adopt it, smbrage it-~ thatte conduct, that's 1ifa’,

In liash's systen, the place that the medium vocupies in

relation to form in the work of art is tasen by the selif, James
attributes to foram the power of giving individuality t0 exXe
periences that are otherwise unsiructured and asorphous, We aay

well recall that im "The feal Thing'" the artistls preference is

for the '"represented" objeet over the real one, and that he values
individuality manifested in “chavacter' rather than the zenerale
ity of the "type', This belief contributes a great deal ito lash's
gongedn for form. In a siallsr way, he bolieves thalbt only by

. _giving bimself a genuine "furm' can a gerson achieve an existence

that is individual and not merely an aspeset of general, undiffexant-
inted experience, He oxprossesthis view to the puzzled Nigck Dormer:

“Waind suppose one's a brute or an ass, where's the
efficaays"

“in one's very want of intelligence. 1In such cases
one is out of it « the question doesn't exist; one siaply
becosmes part of the duty of others. The brute, the asa,
neither feels, nor understands, nor acgepts, nor adopte.
Those five progesses in themselves ¢lassify us. They
aeducate, they exalt, they.reserve; s0 that to profit by
thew, we nust be as perceptive as we dan, Jo must o

4 ]
QThe Lraglc Muse, Chapter XXII.
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cugnise our particulay form, the particular in-
strument that cach of us - evach ={ us who garcies
anything - ecarviss in his being. Maatering this
ingtrument, learning to play it in perfection =
that's what L cﬁll duty, what I eall counduet, what
1 call success, b
The resognition and guitivation of Toup yarticular furm' is
the equlvalent of possemsing an indlvidual style of life.
Bveryone's experiments in life have a particular "style™ in
the conuon sense of the word., aAs Hash puts it:" whail we
gontribute ins our treatment of the materisl, our rendering
. ¥t . .
of the text, our style” =~ The particular valug »f a at.le
su¢h as Nash glaing fTo have is that it is based on an in-
dividual relation to the world, His style 1ls founded on
acceptance, as he advises his friend that se asust "under-
stand...accept...adopt’, e takes the world, apsain in the
words he uses bto Nick Dormer, “in the free, brave, persongal
n %3
L

way Yet although his way is personal 1t is not selfish.

© 77 7 hLike Herbert Pratt in James 't notebook eniry, h: dees things

“3imply for thelr own sake, and without making any use of

it”.44 This is the slgnificance of bis exchange with Hick
Doruer:
" "I go about Iy basiness, lixe any good citizen-
thiat tg all’, |
“igge Tragie Muse, Chapter XIIT
qﬁIﬁﬂ-ﬂL&&iﬁ.ﬁusg*.ﬂhayter ix.
“Sipig.

ihpotebooks, pesle
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"And what is your bu:iness?"

"T'he spectagle of the world".
Nick laughed out. "And what do you do with that?"
WWhat does anyone do with a spectacle? 1 look
at it." 45
Nash, therefore, refuses to appropriate life, in-
¢luding experlienge in general and the lives of others; and
the fact that our sense of him finds expression in these
terms indicates how closely, in this respect, his view
corresponds to James's own, Nothing, in James's novels, is
a greater sin than to take over another's life and use it
for one's own ends: it takes the place for him that the
"unpardonable sin" occupies in Hawthorne's scheme of values.
An important consequence of Nash's refusal to 'take over®
experlence is his pragmatic view of the significance of

opinions and points of view. His use of the word "systea"

- —-—to-describe Wiz own attitude to experience is whimsically
deprecating, for he belleves himself to have no fixed struct-
ure of conceptions and ideas, To have such a thing would be
yet another example of splritual greediness, of twisting tuings
to one's own needs. He has, he tells his friend, "no interest

of my own to push, no nostrum to advertise, no power to

4s
The Tragie juse, Chapter IX.
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gonciliate, no axe to grind."46 He pletures the world at one
point, .in a typically fanciful light, as a sea littered
with people in Little boats, paddling for their lives:
Our opinions, our convictions, and doctrines

and standards, are simply the particular thing

that will make the boat go - pur boat, natural-

1y, for they may very often be just the thing

that will sink another.47

HMost of the eritics who are congerned about identi-
fying the model on which Nash may be based are actually
anxlous to provide an interpretation of his views. This is
the reason why Quentin Anderson tries to establish that the
original is Henry James Senlor, for he can then interprat
Nosh's opinions in terms of the strange philosophy of the

48

elder James,

6The Traglc Muse, Chapter IX.

7 1p1a,

QgThe entire argument of Professor Anderson's The
American Heary James is an attempt to establish, in the words
of the Foreword, that James"was, after all, a thinker, and he
had a sesret relation to a body of thought: his father's com-
bination of philosophy and psychology." Hie chapter on The
Tragle Muse is based on the vremise that: "Gabriel Nagh is
- both an affectionate portrait of the elder James's 'tone' or
style, and an implied criticism of his personal mode of ad-
vocating his system." (p,l0l) As almost all the books, many
eritics have pointed out, the evidence presented in idvour of
this argument 1ls extremely thin, Nevertheless, although the
book does nol achleve {its avowed purpose, it contains many
pages of penetrating eriticism,
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In sinmilar fashion, those crities who trace Nash's origin in
Wilde do 50 to glals hip a8 an Agsthete, pure and simple.

Suech a critic is Frofessor Carglll, who deseribes him as "a
symbol of pure é&ﬁth@ﬁiciﬁm»mﬁhe rage of the moment on
stilts.“qg The goarseness of this deseription is unfortunate,
for Nash's view of the world is more than sinply s sodish
attitude from the heyday of the Assthetes; and there is no-
thing in the novel 1o sugsest that we are not intended to

give Nash a serlous hearing., Nash is not an sesthete in the
sense that he values art abuve life; his “systen” is not Art
for Art's saxe, Instead, he holds a view oif life which has
many connectlons with that of the artist, Helther has a stake
in the world, neither interferes with life or amasses neople
and objests fur his own profit. The main congern of sach is
to deepen experience, to value what he sees, and to celebrate
it by giving it a form, a true individuality--the artist

o _— _ _through bis medium, and Nash by giving his life o personsld — — — —————
atyle, Irofessor Andersanbg torows light in this gonnection

by yuoting from Jawes's Preface to The Golden Bowl; (the

extract that followsm is slipghtly longer than rProfessor

Y .
lrhe Novels of Henry James, pe.lil,

PGThe Averican Henry James, 0.1lh,




Andersonts):

The "faste" of the poet {l.,e, the creative artisﬁ

is at botton and so far as the poet in him prevails

'x over everything else, his active sense of life,..It
has befallen him most frequently[i.e. the title of
"poet"q, I recognise, when the supersessive terms of
his expresslon have happened to ke verse; but that
doesnt't in the least ilsolate his case, since it iz
¢lear to the moast limited intelligence that the title
we give him is the only title of general application
and convenience for those who passionately cultivate
the image of 1life and the art, on the whole s0 bene-
figial, of projecting it., The seser and speaker under
the descent of the God is the "poet", whatever his
form, and he ceases to be one only when his form,
whatever else it may noainally or superficially or
vulgarly be, is unworthy of the god: in which event,
we promptly submit, he isn't worth talking of at all,
He becgomes so worth it, and the god so adopis him,
and so confirms his oharming office and name, in the
degree in which his impulse and passion are general
and comprehensiv&..;?l

The ilmage of the descent of the god recalls Gabriel Nash's
figure for the conscience when Dormer ssxs him: "What do you
g¢all right? W%hat's your canon of certainty there?” His
- — —reply indicates that the word "consclenve" signifies less o ~—— — —
narrvowly "moral' principle owx vo;ce, than what the preface

to The Golden Bowl calls ¥he "active sense of life.'" Nash

replies to Nick Dormer's question:

The conscience that's in us - thal charaing,
conversible, infinite thing, the intensest thing
we know, But you must treat the oracle civilly

“Lone art of the Novel, p. 340,
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if you wish to make it speak, You wmustn't stride

into the temple in muddy Jack-boots, with your hat

on your head, as thquuritan troopers tramped into

the dear old abbeys,” ™

The clese connection between James's view of the
“poet' and the opinions he glves to Nash, suggests that to
dispose of the latter as a "syabol of pure aestheticisa™,
as rFrofessor Carglll does, is to slight the novelist's own
goncepblion of those who "ouitivate the image of life."
Tha%?is "an ambiguous being', as the novel describes him,
is not due to his "aestheticismy" if this is taken to mean
that he values art above life « for he does not, It is
rather due to the fact that he claims the privileges of an
artist without posseassing a medium, He is noit able, there-
fore, to ereate as the artist does a representation of the

real that is detached from his own perssn., His ambliguity

lies in the fact that he is suspended between the dreaming

idealist
who has a vision but no power to give it form) and the true

artist, who imposes frm on his medium.

58
> The Tragic Muse, Chapter XXIII.
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The Artist, the Crities, =nd the Public

There have always been readers to whom James's relation
to his own soclety has been an obstagle to appreciation, To
these people, his enormous socliability, his inveterate dininge
out and appearances at cocuntry weekends, only confirm their
senge of his being, as a writer, macked by a "portentous snobe

bery." (The phrase is Stephen Sp@nder’le

James was certalnly no boheuwian, but it is difficult
not to recognise in his work a firm distinotion between the
forms of society and those of art. "The Peal Thing" makes this
peint clearly. The "atmomphere of art' ie deseptive and not
what soglety takes it for, Conversely, the vaiues of sugial

forme as they are embodled in Yajor and Mrs. Monarch are not

lﬁe uses it in his article on The (vlden Bowl {(1936)
¢ollected in The guestion of Henry James, ed, F.W, oupge. 1t
is only failr to point out that Spenderts alm in the plece is to
show that, bensath the snobbery, "there lurk forams of violence
and ¢haos'-~which is the saving grace of the novels, quite
apart {rom the charge of snobbery, this seems (v me an unsatiae
factory way to make a "ecame" for James, He did, of course, see
the violence in exjperience ("The Beast in the Jungle” dramatises
his sense of 1t) but his aduabr:tions of “chaos" are ilnextricably
linked to conscience and sogial Life. Unless we apyreciate the
value he recognised in soeial behavisure~the interreliation of
sanners and norale--we can have only a distorted sense of th
place of “forms of violence' in his womk,

61
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amenable to the work of the artist. James vompresses the
distinction into a single «¢ord, in that tale,; by saying that
the sogial forms are not "plusstie”. Soclety iz in hiz view
the natural suabject for a writer, and its very existence is &
praregquisite for most writer's achlievsaents., 7This is indesd
the prevalling note of his writings on Hawthornet: "It needs
a gomplex secial machinary to set a writer in aoction”,

The artist, then, sust draw from the toplcs and exe
amples of life offered him by the society he iknows. VYet he
must guard himself against ity he can hardly, in fact, avoid

doing so, for sociebty is, not always counsclously, hostile to

s

him,¢

2} use “soelety" am a termfor a conglomeration of inwe
dividuals, not for an impesrsonalforce'. Juentin Anderson has
suggeated the need for this distinction: “James, however, un-
like Flaubert, for example was quite incapable of ¢oncelving
of goclety as a set of allen powers amrrayed against him or

‘against art. He never tivught soglety in that degrezes ‘commgioust -

{and in this respect he may have been guite right) Socliety

might heave (as it does in The iringess Casamassiua), but it was
not as an entlity truly gzolng anywherei it might change, but if
it did, the change would be due Lo perscns ratior than blank
forces, and. it would represent a good or bad use of the creative
imagination..."we nust put quite aside the notion that Jaces vwas
anguged, together with his Buropean cunfgeres, in preparing a
stronghold from which the artist aipght carerr on a warfare with
organised philintinism.” The Aserican Henry James, Ppeb = 7.
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i. The Artist in Two-Worlds--"Benvolio"

The tales of the '380's and '90's, such as "The Death
of the Lion" and "The Next Time', are increasingly infarméd by
James detestation of the squalid and Journalistic mmnifestations
of aociety's “interest" in art, Although their tone Ls'ganeral-
ly ironic, and sven comig, thelr aituations are tragic for the
artiat involved, Une of the earliest tales, however, in whigh
the relations bstween the mrtist and mociety are draasatised,
takes the foram of a pgay and fanciful allegory. This is
"Benevolio”, first published in 1875, and excluded from the
Hew York edition. In view of James's gubmeyuent epinlon of
aliegary% his cholee of this form lo sufficiently remariable,
alihough 1% is no doubt a reflection of the pervading ine
fluence of Hawthrone on his sarlier work. (It wmay be, of

gourse, bhat writing the tale hastened his digenchantment

j&ee Hawthorne (1879),pp.02ff: “allegory, to my senase,
im quite one of the lighter exeroises orf the imazinatioNees.
it is apt to spoll two good thingse--3 story and a aoral, a
meaning and a formy and the tazte for it is responsible for a
large part of the forcible-feeble writing that has besn in-
flisted upon the world. The only cases in waich i1 is ene
durable is when il is extremesly spontaneocus, when the analogy
itself with eager promptitade. When LE suwows signe of having
been gropad and fuabled for, the ne2dful illusion is of course
abzant and tha failure gomplete.”

presents



64

with the allegorical formj; perhaps this is why the tale was
omitted from the New York edition), It must be said at once
that the allegory in "Benvollo™ is not laboured and shows no
sign of having been '"fumbled for", The correspondences are
elear and sinple, and James puts into perfect praciice his
evident belief that the function of allegzory is not to com-

plicate imsues but to freshen and lighien them.

Although the ironic voice of the narrator insists
that this is not a "falry tale", Benvolio is gifted like the
sbtory book prince. The reader (especially the female reader)
is encouraged to "suppose that he corresponded to yoar ideal
of manly, beauty...%g Yet he possesses “ceritain llttle
peculiarities and anomalies'” of charaster, as a result of h
having the "poetic temperament™. As the narrator explains:
"It is rather out of fashion to describe a man in these teras;

but I believe, in splte of much evidence %o the ..coantrary, that

should we not call such a pcerson as Benvolio a poet?"5 Here

we have the explanation for James's cholge of allegory:it is

Q“Benvolio", P.351. suotations, unless otherwise speci-
fied, are from the text of "Benvolio" printed in The Coamplete
Tales of Henry James Vol, III, ed, Leon #del.

B"BenVOlio",'p.§52¢
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essentially a device of irony (enforced by the narrator's
tone); a humerously defenmsive way of treating an otherwise
portentous theme. (Other‘“defensive” ugses of irony are dige
cussed later in this chapter), His poetic imagination gives
him (unlike the fairy tale prince) a "divided self", which
is reflected in the way he dresses aand talixs =and occupies
his time. Sometimes he is the couplete man of fashion; at
others he aprears, withdrawn and grave, in the dress of g
scholar. The rooms in which he lives are in keeping with
his two cersonalities: the one wwhere he recelves his friends
ig huge, book-lined and hung with pletures; the one where he
works and cultivates his dreams is "as bare as a nonastic
céll"i with a large window by which he writes. 7This window
strengthens the enmblematie significance of the two roons.
"it was here that his happlest thoughts came to hia-~that

inspiration (as we may say, sSpeaking of =z man of poetic

temperament ), descended upon hiwm in silence, and for certain
divine, appreciable moments stoed polsed along the course of

- . wq nb . . L .
his seratching quill.”  The image of {he window recury¥s in

6, . . e
"Fenvolio', p. 55%.
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Jamass e work os o srmbol of the artist¥s activity as an ohw-
server. In his alaborate developwent oif this figure, in the

vraface ts The Yortrait o8 a lLady, the window represents the

partlcular point of view of asch artiet in the world:

The house of fiction hos in short not osne window
but a wmillion--2 numbeyr of poszible windows not to be
yeckoned, rathery every one of which bas uwen plerced
or 1s st1ll plergeable, in its vast {ront, by the need
9f the individusl vision and by the osressure of the instrument in-
dividosl will....at esch of thew stands o figure with
a palr of eyem, or at least with a field-zlass, which
forns, again and again, Lor observation, a unigue ine
surlng to the persosn naxiag %39 of it an iapresssion
distingt frvm every 2thelseec

Benvolio's smalon, on the other hand, which is the
soglal meeting ground, is [full of books and pictures, and
“degorated with a mulbitude of ingenlous devices”-~that is,
it containa bthe yrodugts »f art, which Sunctilon lan asocieby
largeoly as a bagikglobth or setiing fur sultivated gatherings.

In spite ol nia gifss, nowevar-his friends, his

_gogiability, his fine looks and his imasiaatione- Benvollo

becones discontented, oxr as the narrator says, ”hl&sg"a

At tois polnt the reader can naxrdly be blamed for taklng the
tale as, in vrofeassop Kdel's words, “an unashamed personal
allegary".g This lapression is sbrengthensad by the description
of Henvoliotls solution to his boredom. In terms of Jamesis

own situation at the fime, it woull sesad Lo be a vroblem of

9f finding use [y an abundant but fundamentally purposeleas

P9ne Art of the Novel, p.i6,

Blntgxducticn t> The Complete Tales, Vol.5;p.10.
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pover of obasrvatlion, The narrator describes the solution

in the following way:

Thgre was a way o0 never being borsd, and the
wise man'ts duty was to find it out, One of its
rudliments, he belisved, was that one grows tireder
of onets self soonery than of anything elee in the
world, lualensus, everyone aduitted, was the greats
et of folllesy but idleness was subtle, and exact-
ad tribute uwnder a hundred plausible disguises, Une
was often ldle when one seamed Lo be avdsntly occupied;
ong was always idle when one's ovgeupation had not B
high aim. (ne was ldle therefore when ons was worke
ing simply for ovne‘s seif. CGurlomity for curiosity's
Bake, art for art's eake, these were essenitially
broken-winded steeds. Fonul was at the =nd ol every-
thing that did not aultiply ocur relations with lLife.
To wmltiply his relations, therxefore, Jenvolio re-
flseted, =znould be the wise wan's alnm.

The infiuenge of Hawthorne, it is clear, sxiuvndes to
zore tuan simply the c¢holce of the allegorical torm. Here
it is notably present in ithe careiul exulicliness of the
pregentation of B@nvelig‘s dilesma, and the sensitivity to
the insidious power of the mind to delude it&alf; "Ldieness

— was subtie; and sxacled tributeunder a hundred plausible — -

disguises....” Indesd the fterwms in which benvoliofs problen
iz presented, the necessity of establishing a clear relation

petween art and soclety, relates lamediately bagk to Hawbthorne,

Treoughout Hawbthorne's work, sogilsty plays ths part of

an absolute value~. men owe it aliegiange even when, a8 in

9“B@nvolio",p'356a
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The Scarlet Lettsr, it is pitiless and hard., For all its faults,

soclety,as 1t is, is the source of love and right conduct. It is
far more than a collection, the individual aultiplied by thousands,
for ite sourse of strength iz the interrelation of its mesambers.
Those who alienate themseives from it {ind themselves in & ¢one
dition approaching sadness, which Hawthorne seesn, with great
pres¢ience, not as a form of Inspiration but as the cruellest
state of Isolation. Huch a person i§ Wakeficid, in the gurious
fragment oif that name. OUn a strange whis he de¢ldes not to re-
turn to his home, and lives alone fup twenty years in disgulse,
in a room near his own house where hae ¢:in observe his wife,
Hawtherne writes of him:

The singularity of his situation nust have so
moulded him to itmelf, that considered in repgard to
his fellow ¢reatures and the business of life, he
gould not be said to possess bis right mind, He had
sontrived, or rather ne had happened, to dissever hine-
self from the world-=-to vanish--to give up his place
and privileges wit¥81iving men, without being admitt-
ad anong the dead,’

in author is that Wakelield

héﬁéfﬁaint that fascinates the

possesses all the normal instinets of a man,; and is yet pulled
apart from soclety by his perverse decision, a degision which
was made in the spirdt of an ex;eriment: "It was VWakefieldis
unyrecedented fate to retain his original share of human
syapathies, and tu be still invelved in human interests, while

e had lost his reciprocal influence on them.”ll

lGThe Fortable Hawthorne, wp.l45,

Llrnid,
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Wakefield is not an artist or a man of intellect, but his story
is a parable of the situation that such men are in particular
danger of lapsing into, This is the fate of Ethan Brand or
Rappaccini. Brand is Hawthorne's most terrible indictment of
the power which the artiet poscsesses in the highest degree.
(Though he is not named as an artist hls is plainly symbolic
of the type).
He had lost his hold of the magnetie chain of

humanity. He was no longer a brother-man, opening

the c¢hambers or the dungeons of our common nature

by the key of holy sympathy, which gave him a right

to share in all its secrets; he was now a cold ob-

server, looking on mankind as the subject of his ex~

perinents, and,at length, converiing man and woman

to be his puppets, and pulling the wires that moved

them to such degrees of c¢rime as were demanded for

his study, Thus Ethan Brand became a fiend. He began

to be so from the moment his moral nature had ceasaia

to keep the pace of improvement with his intellect,

"wthan Brand'' has the subtitle "A Chapter from an
Abortive.Romanee", and, as Professor Levin has remarked, it is
obviously the ohapters leading up tothis one that have aborted.™” -
It seems reasonable to suggest that the reason the "Romance" was
not completed must be related to the intolerable strain inherent
in this view of the '"cold observer" for one who is himself a

writer. Such a view i1s perhaps the reverse face of the extreme

idealism proclaimed in "The Artist of the Beautiful" and which

laThe Portable Hawthorne, p.257.

15Harry Levin, The Power of Blackness, p.62,
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I discussed in chapter one.

The significance of the comparison between Jaumes and
Hawthorne on this point lies in the difference of their
solutiona to the dilemmas in which they plaee thelr charigters,
For Hawthorne the soral consequenges of the aseparation from
soaliety are so great that the name "sin" 18 used to describe
them,isolation representas estrangement Ilrow tho sourcge »f trus
huasanity. Jasges presents the problem in "Benvolie' in teras
of aimlessness and selfishness on th: one hand, and useful
dedication on the other, The end of “curiosity for cupriosity’s
paxe'’; which indusces in Hawthorne's tales a profound fear, i:
for Benveolio "ennul’. In "Besavoiio', than, the problem is the
use to which one gan put the powers of the self, without
“working siaply for one's self", which is a form af triviality.
Juentin Andersopn writes that Y“the young James...was cioiefly

vgeupled, it appears, with the question of the ‘right! and

4

*urong' uses of Furopean experience by a young Aserican writer',
and a reading of "Benvollio" together with "The Madonna of the

Future™,; confirms this lusight.

Acting on his decision to pubt hiuself in touch with

soclety, Benvolio foras an attachment with a beautiful woman,

quha American Henry Jomes, .38
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known o us in ralry-tale fashlon only as the Countess. During

one of thelr wnectings he bursts out with a declaration of his

adalration:

You represent the world and everything that the

world

can give, and you reiresent them at thelr beste

in their most generous, most graceful, aost inspiring

form.

If a wmn were a revoluflionist you would rew

conclle him to soclety, You are a divine embodiment

of all the amenitles,; the refinements,; the complexi-
ties of life! You are the fiower of urbanity, of
gulture, of traditiont You are the produet of a0 many
influences that it widens ona's horizon to Know yole..4w

1f the Countess represents the world at its best, and

in the ironic
gquite what 1t
ereation--shy
S IR NS RN A A

influences,

mode of the tale this atateusnt is naturally not
seons, she ie dezeribed in lmages that suggest a

i

¥

Y

sultivated “flowsr't, and "product’™ of many

e are,at the least, alerted to the possibllity

of an intended contrast between her greated form and the active-

ly creating force of Benvoiio's lmaglination, This sugrestion

is strenzthened by an eariler passage describing the Countess's

imaginative effoxts:

She was by nature a trifle ¢oldy she rarely lost her

head:

she measured each step as she touk 1%; she had

had little fancles and incipient sassionsi bubl on the

whole

she had thought much wmors about love tharn felt 1t.

Zhe had often tried %o form an Llmage oif the sourt of man
it would be woll for her to love-.-for so it was she 6xX-
yressed it, Sine had sucesedsd but indifferently, and

lﬁ"ﬁenVulio”, pe 504,




72

her ilaapipnation had naver found a palr of wings until
the day she aet Benvollo, Then it seemed to her that
har quest was ended-~her prisze gained, This narvous,
ardent, deep-ayed youth struck her as the harmonious
counterpart of her own fagile personalityw.. She had
beauty, ancestry, money, luxury, but she had not
geniua; and if genius was tyu be had, why not secure
it, and complete the list7l6
The Countess had tried (like the artist) to '"form an
image”, but she has dome so for a selfish end, for it was an
image not of someone to love, but of n fitting receptacle of
her affection. 8he im, thereforas, "idle" in Benvolio's sense
that she is woriking eimply for herself. The essentially pre-
datory nature of her mind is revealed when on the failure of
her imagination she seizes on Benvelio as a Tharmonious
gounterpart", Her idea is to appropriate him, the represent-
ative of the greative imagination: "a woman who was in her

own right a considerable sogial figure might give msuch a man

a plage in her train as an illustrious husband”., She is an

—early sketelr, ironically handled, of the type ol gold
"appreciator! of art and appropriator of individual lives that
Janes was later to develop into a Gilbexrt Usmond and a Prince

Ansrigo.

Tha Countess's attewmpt ie resisted by Benvolio, who
gannot bring himself to deglare a constant affection. His

efforts to "smultiply his rel-wtions with 1ife" are puided by

lé"ﬁenveliﬁ“ s Pe 560;
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a wavering instinet for independenve. When the Countess is
away he becomes attrascted to the nun-liike daughter of an old
scholar, Beholastlcea. While he is in conversation with this
retiring couple, the Countess, and with her soclety and the
world of experience, fades into the bagkground.

Benvolic, when he was fairly launched in a philoe
sophical disoussion, was capable of forgetting that
theyo wag anything in the world but metaphysiosy he rew-
velled in transcendent absiraction and became unconscious
of all congrete things~~aven of that moest briliiant of
all congrete things, the Countesas, He longed to eabark

. L7

on a vayage of dliscovery on ths grsat sea of pure reasocnt

Scholastica does not symbolisey as brrofeassor Anderson thinks,
18
simply "his comalttment to his muse™.  The ending of the tale
makes this plain, but there is sufficisnt indication before the

rlose that the girl represents nothing 80 simple as this, Al-

though she iz devoted to study and sgeculation, her imagination
is a® inactive as that of the Countess, They boith resemble
wirrors who can only reflect what is put before Ltheams neithey
nas thne artist's creative power to transform what he sees,
Scholastica is more harmonious and cunstant than the Countess

because her way of life containg these gualities, but theyue

17“ﬁ@nvolio",p.375,

8, s - . %0
The Acerican Henry Jawnes, p.>9,




not originate in her,
The passion for knowledge, of its own wmotion,
would never have carriedher far,. But she had a
verfeat understanding~~a mind as clear and skill and
natural as a woodland pool, giving back an exact and

definite imaze of sverything thalt was vresented to it%g

Benvolioc is not faced with a plain cholice, ag he might be if
Hawthorne had conceived the story, between a good angel and a
bad one, The world that the Countess represents, however,
limited, 1s as real and attractive as the devotion to pure
reason of Beholastica and her father, Consider, for example,
the folloﬁing passage (Benvolio is on a visit to the Countess,

accompanied in the carriage by the Countess's dame de coumpagnie,

who is the "her" referred to):

Yesterday he thought her, with her pale, discreet
- - - - face, and-her eager moveuments that pretended tu be in-—
different, a finished specimen of an entertaining genus.
Today he could only say that if there was a whole genus
it was a thousand pities, for the poor lady struck him
ag miserably false and servile., The real seemed hid-
eouss he felt homesick for his dear faaillar rooas
between the garden and the squgre, and he longed to get
into them and bolt his door and bury himself in his old

\ . . 4 20
ara-chair and cultivate idealism for evermore.

lg"Benvolio", Pe377.
“O0ngenvolio, p. 351,




The pointed antithesis here between the real
ideal is a glear enough indication that the Cuuntess
Scholastica are held in a balanced relation., (It is
thoush net at all essential for an interprebation of
to revenber the eriticism of "the ideal® smbudied in

atory "The MHadonna of the Future'.) Hight up t. the
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and the
and
helpful,
the tale,

the earllier

end of the

tale, Benvolle swinge in lmagination frou one wogan to the

other; his nocds are, in Irofessor Maurice beebe's words, of

-

"eontracktion and expansion’, PTheGountess rapresents not

nerely “"society™ but Llife a large, the world of sxperience,

Benvoliots separation from her at the end of the tale signifies

a retreat from the only world

vislon, The break is saused, it is true, by the Counitess’s

dasands on hlae-the rapaclty of the world's deslre to annex

the artist and hie productions for its own pUryLOBea.

frustration she arvanges for tihe departure of her pival,

Seholasties, Henvolioe, at this, finaliy siates the |

tuat has galded his apparently unstable wmoods:

In haer

.pineciple

"Montt you see,” he said, "can't you lusgine, that

L gared for you sply by sonteast? You took the

trouble to kill the contrasi,; and with it you kKill=

ed everythinsyg else., For constancy I wnrefex Lhist”

And he tapped his postle brow. He never saw the

_ 22
Countes. apain,

A

Code 0 n 3 Nt
lﬂaur&aa Beebe, lvory Towers and Sacred Founts, p.20d.

22 L
"Benvolio™, p.i0L.
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The ending of the tale tacea the curiocus foru of a
hypothesis, in which the narrator deseribes what would happen
1£ this story were a fairy-tale {(which of cosurse the narrator
tells us it iz not), In the falry-tale, then, Benvolio aisses
both the Countess and Scholastica and leads 'an exbtrewely
frotful and unprodugtive 1life'. Hventually he brings Seholasie-
ica home and begins to write again! "only, wany peorle sald
that his .oetry had become dismally dall.” %e can willingly
accept the parrator's assurance that this is no fairye-taleww

it is so ¢learly the ftrue story of a writerts dilemaa,

iie public Dewands--"'Greville ¥ane", and "Phe Hext Time"

After the disappointing reception of The Bostonians

and The irincess Casazascima in the second half of the S0's,

and while he was still finishing the serialised version of

The Tra-lc “use, James deglded %o turn his main energlies to

K
producing for bthe theatre and to write onliy shori Tiction,

23566 the entry for May 12th,, 1083 in Hotebouss, pe9.
91 nad practiceally given up my old, valued, long cherished dreanm
of doing something for the stapge, for fane's sake, and art's,ind
fortune's: overcome by the vulgarity, the brutality, ithe baseness
of the gondition of the English-sicaking theatre today. Dat
after an interval, a long one, %the vision has revived, on a new
and very much humbler basis, and esyegially under the lash of
necensity, Of art or fame il ent salptenant oyt peu guestiong 1
siuply gnust try, and try seriously, to produge half a dozen--a
dozen, Live dozen,--plays for the sase of my pocket, ny material
fauture, Of how 1ittie aoney tho novel wakesn for sme 1 neednlt
discourse here.,”" He had been ap.rosghed by the aetor hHdward
Coapton about putting The American on tne stage, It was eventuale
ly staged, with the additlon of a "hap.y ending', ind was not a
BUCCEBE,.
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A week after writing of his decision to attempt the theatre he
confided to his journal 'the desire that the literary heritage,
such as it is, poor thing, that 1 may leave, shall consist of a
largze number of perfect short things, nouvelles tales, illustra-
tive of ever so many things in life--in the life I know and see
and feels-and of all the deep and delicate-- and of London, and
of art; and of every\Ehl:i.ng...iﬂ+ This marks the beglnning of his
great production of short tales and nouvelles, including those
which are considered here--"Greville Fane" (1892), and "The Next
Time" (1895), Hach of these reflects his disgust at the vulgar-

25

ity of the publiec revealed in the state of the theatre and the

"best-sellera' of the time. Hisg gorrespondence wiith Robert Louis
Stevenson, whom he valued by contrast, and no doubt excessively,
for his elegance and craftsmanship, is full of complaints at the
literary scenet: "The vulgarity of literature in these islands at

the present time is not to be said, and + shall clutch at you

as one turns one's ear to musi¢ in the chatter of the nmarket-

place.” 26

24Notebouks, Pel¥l o

25It was not easy for James to see his own Guy Domville
go under while Wilde and lesser men were having great success, He
wrote to William: "On the basis of their being plays, or successes,
my thing is necessarily neither.," Letters 1, p.228.

26

March, 18th., 1892, Letters I, p.188.
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reville Fane"” is a delightful story of a "lady
noveliet” who caters sxclusively for %hse sarisbeplace, TThis
mages i1t auusual in James's work, for he was seldom interested
in painting a detailed picture of the third~rate artist, or in-
deed of the third-rate in any {leld. Surprisinsly snoush, in
view o1 the fTeslings displayed in his letters of the time, it
is a sympathetlie psrtrait,-aa the serious young writer who
narrates Lhe tale has ireguently onjoyved hor gompany, for the
ghapactsyistic reason bthat she “rested (him) from iiterature.”
The venom ls reserved for the lady's sop and daughter, who desw
pise her while profiting froom the proceeds of her "“art',

The germ for tne story was the report of Jennie Thackeray
that her father, tne pedoubtable Willisn Haxepsage, had c¢oncelved
the ldea of bringing up his son in the ngvﬁlist’s‘trade, Juat as
he misht have made him a clergywan, or a lawyer. The experizent

°

failed with the son, who beganme a sheep-faraer in Australla, but

g

Miss Thacxzeray herseif did become a novelist,

The idea ap.ealed
to James al the tiue ané he rscalled it apain im i~ notebook
eleven years later (1889), adding that HiﬁsrThaeaeray, now HMrs,
Ritenie,; was plarning the same prolession Ior her ovwn little

daughter, This tias the idea took {ire; no doubt the fate of bthe

innocent daughter struck a chord in the now rather worn and

27Nutebooxs, p,lO‘
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thorou hly professional novelist, The report, wrote Jaues
Tgugoentad Lo me the flpure of a weary batterad labourer in tho
Lisld of fiction attempting to carry out this projzset with s
ghild and meeting, by the lrony of fate, the strangest dig-
eamfitura”.28 He then recounte the skeleton outline of ths tale
that bepane “Grevills rane®,

he tnle im in the fora of the recollections of Mra.
Stormer (for such was Graville ane's name in the lendinge

libraries) by a clever youns writer whou has been asiked for

"half a soluan™ shout hey as she lies dying,

.

ie has no illus-

ions about the worth 50 her talent, which is =0 far benoeath his

5. Yo ow B bl o Ao s 3 o o an o ivx o 1 4 o Bwr T omom 1 o seras o mas v ey s e
own bhat hls Yealings ave nobl coaplicated by Jealousy upr sven

gontempt, L didn't adsire Vot liked her', he writes, and

had kKnown her 30 long that 1 almost el seartless in sitiing

N . S J - Py = (] d N .
down ab guch an nour to a feast of indifference™. ’ GII APTLVIDG

at the house to asw about her he [inde her already dead,

nad ig

faged with her son Leolln and her well.msy:iied and supercilious

daughter, lady Luard, =ho are princi;aliy concerned with telling
ot * W 1 &

Botobooka, ppe 95-94
aa" 31" I i [ p S m e - e § .

Greville Pune', 5.152. quotations Troa the tale ave
froa the text printed in Stories of riters and Artisnts, ed.F.u,
Matthiessen (New Directiovns--no publication date given). 7This
text is from the Revised Rdition published by Macaillan (Lordon:
192123},
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him uf Yaasma's birth" and with the profit to be wrung out of
the three completed manuscripts she has left bolhiud her, ile
rebtreabs to a cigar by hia own [irecide and realnisces about
the wouman he had knowny "“the dea? woaan had written a hundred

stories, bul none 8o curious as har own®,

Greville Faue had the gualities of the robust Dnslish
novellsts of a gensratlion before Jamss-~the Dickensmes, Trol-
lopes, and Thaskerays--who poured out novel after novel [or an
aager vpublic, reflecting Little in print on thelr techniques
and agpirations ia fiction, All their quglities, that is,
exaept their zenlius,

The young naryrator, whom the Hotebooks characterise as

1420

a novelist of “tae wmodern psychologsigal ty,e belongs to a

aore seifeconsgious genacvation for whom art is a aatier for

pupeeulatlion and suffering. He even has a btaeory about poor Mrs.

Storser, which is the characteristically Jamsesian one thnt she
took her undoubted glifts too lightly.

To ayself iiterature wae an irritstion, a torment;
bat Groville Fane slumbered in the intellectual part of
it evan as a oat on a hearthrug or a Crenle in a hamaock,.
She -asn't a wouwan of genius, but her faculty «am s

D
7 Notebooks, p. 9%
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gpocialy qo much a gift nul of hand, that L've often
wondered how she fell below thatl distinclion, This
was <doubtless becauae the transaction, in her case,
had rewained incomplete penius always pays or the
#ift, fesis Lhe debi, and mhe eas placidly ancon-
selous of the call,”

Grevilie Fane was an entertainer, she cosuld “"spin a
yarn®, and she had-amotiﬁﬂ%wl&rge ones~wbut sng could nobl wrlite,
Tie eritiea wers, naturally, discrisinstin in bhelir usual
famhion: ‘sne was worth a cvuple of columns any day to the

weekly payers, in whieh 1t sas shown that ney pilctores of Life

2
o

o

ware dyreadful bhul her style superior! in private life she is

diadl, comfortable and very proper,; bul tihere is no pussionste
de.ravity that escaces her pen. It is hard not to iasauine that
Janes is parodying himmelf in the narrator’s descrivtion of her
wWOorki

Fasion in high life was the general {ormula of
this work, £or her maglination was at home only in
the most exalted circles. 3he adored in truth the
aristocragy, and bhey conastituted oy her the ronance
of the world-ory what—ds—usm to the point, the prims -
saterial of fiction, Thelr beauty and luxury, thelr
loves and revenges, thelir teaptations and suprendevs,
thelr imaoralities and diawonds were as faalliar to
ner as the hlots on herp writinge-table,..Her tyues, her
iliustrationy her tone were nothing if noh cosamopollitan,
She rogognised nothing less provingial than Europsan
mociety, and her {ine folk knew ench other and aade love

31

"Greville Fane', p.i54,

Jalhid, Pedbh e
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to eacit othaer from Doncaster to Bucharest. She had

an idea that she resembled Balzac.,..She was expert

and valgar acd saobbish, and never go intensely

British as when she was particularly foreign,j}

How fortunate for James, we may feel, that ﬁe was an
American. The narrator is human enough to half-envy her for her
faeility and her greedy public, His own laboured perfection seeuns
zlmost barren by the side of her fertile talent; art is long, but
she iv appears, could have gone on forever, His paradox provides
slight consolation: "It's only real success that wanes, it's only
solid things that melt.,”" On one osccasion, he recalls, when she
had been worried that might write hersslf dry, he had retorted:
"Ah, you Dpeﬁ straight into fairyland, and the fairies love you
and they never change,...With me its different; I try, in my
clumsy way, to be in some direet relation with life." To this
favourite Janesian phrase she had replied simply with "Bother your
direct relation to life,'" for she used the phrase hersel{ only

3k

“as & note of elegance' and not in serious conversationi” — -

33

34This exchange brings to mind the gontretemps between James

"~ and H.G, Wells in 1915, which was brought on by the latter's succum-
bing to the Greville Fane in his make-up and including a caricature
and parody of James in his novel, Boon, the Mind of the Race, The
victim was not amused, and replied, in a letter from which I have al-
ready quoted, to the effect that "art...makes life...' Documents re-
lating to their friendship and quarrel can be found in Henry Jaumes
and H,G. Wells, ’ :

"Grevilie [Fane", p. 155,
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Mrs, Stormer, with har formless prose and good heart is
féted by the public and oblivious of what the young novelist
calls Her 'debit" to art. Nevertheless, life takes its toll on
her unawares in the persons of her ¢hildren., Her daughter, who
mar.ies thne lnartigulate Sir Baldwin Luard, with whom age con=
verses Ymainly Ln prim e jaculations®, resembles a character
from her aother's books-~titled, ridiculous, and contemptuous
of “"trade?, including her mother's, while reaaining very will-
ing to batten on its profits, Her reasocns {or condemning her
mother's art are idiesyncratic: "she deplored the 'peculiar
san‘;:,zl.éQ to which drgvilie Pane had devoted herself, and wondeved

whers a spe
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could have piexed up such views about the best soglety. ‘'She
might know better, with Leolin and me', iady Luard had besn
35 4

heard to remark." ne son, Leolin, isthe subject of an un-~

fortunate experiment such ag Thackeray had proposed Lor his

offspring-~wilth the diffeéenae that he secs in theiﬁe;alistls
profession a perfect way of evading the abligation to work,
Greville VYune writes purely out oi her heated lamagination, and
indesed is too humble to venbure into the world of socliety sne

writes about and which her daughter has entered by warciags.,

3§”Grevilia Fane™, 5,158,
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Her mon has the wit to play upon her weakness for vicarious
glagour, and insists, to ner delight, that in order Yo write
he “must see 1ife”., At his wother's expense, tnerefore, he

puts himself into a "direct relation with life",

IT his parent ascce,;ted the principle tuat the
intending novelist can't begin toov early to see
life, Leolin wasn't interested luhanging back fronm
the apprlication of Lt, e was eager to qualify
himself and took to cigarettes at ten on the high-
est literary grounds. His fond mother gazed at him
with extravagant envy and, like lesdemona, wished
heaven had made her such a man.

0f gouree very little literature springs from Leolin's

guitivation of 1life. UGreville Fane never sess through her

&goan fex
FIiE T E

it

s

le gase, although with her thorpush professionalisnm

i
she mages it wors for her. Loolin becomes her contaet in high
sogletyy at last she is mble to give her books the authentie
toueh, With his help, paid for by the item, the detalls of

hunting and yachting, wine and cilgars have at least the merxit

of acguracy.

The gtory is essentially the ironle gonirontation of
two kinds of professionalism-that of the nmarrator, and that of
Graville Fane, Doth take pride in their workmanshiy, but the
difference is that Greville Fane sees her function as that of
providing a comavdity for the market, and ip cuon-wyninie lookling
to that for her standards, The tale is a vignette of the advent

of the best-seller in literature. But it is worth noting that

35a
"Grevilie Fane',p.160.
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Janes regaprds fhe Greville Fanes as a corruption of an honour-
abie tradition. ~hat is ailssing In her is a sense of the gush
of acnlsvement in art. James himself took pride in hiz strenu-
ous and professional achleveuent- this was one reason why he

¢ould never belung to the Aesthetes,

The worlid of the best-seller and pepular journalism
vrovides an ironie background agailn in "TFhe Next Time" (1595),
the story of a writer of genius who atteapts to use his ,en to
provide a living for himself and his faaily., James's artists
are, as a rule, tough-minded men (one must add "woaen' to
inglude Miriam Rooth), strong in the practice of their art and
ghrowdly aware of the limitations of their appeal to the yubxic36
The pathos of Ralph Limbert's case is that hise genius earries with
it m =sense of its rarily, no awareness of the limitation it
impouses on hie success, As bLhe narrator writes:

If to the day of his death, after mortal dise
enchantuents, the lspression he first produced

always invoked the word ‘ingenuous', tuose Lo

whom his face was familiar can easily ilmajiine

what 1t must have bean when it still had the
light of youth. 1 had never seen a man of genius

&

JéThat this re.resents Janes's own view can be gathered
from the following: "Art should be as hard as nails--~as hard as
tae heart of the artist--a jerson, who gua artist, is an ab-
solutely Roman father,"” Letters to A.0, Henson and Augpuste !onod,
ed, L. ¥, Benson (Scribaer's Sons: Hew York, 1930) p.7.
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show for so passive, a man of exyerience so off his
g ]
guard,

Linbert is ingenuous enough to write for the publie at large

in emulation of his sister-in-law Mers, Highaore, who is a rathex
morg intellizent and self-sware Greville Fans, Mrs, Highmore has
known every success the greal novel-yeading publie can bhestow,
except for the very highest, beyond sven theix power--faillure,
whieh i now ihe ons thlug she oraves, ''She impressed on me

that for the last ten years she had wanted %o aé»aamethiﬂg
aytiatie, something as to which she was prepared not %o sare a

rap whether oy not it should sell....5he yearned to be, like |
Liabert, but of course only once, an. 8xqulsite fallure, There
was something a faillurse was, a failure in the market, that a
sugeess gomahow waan*ﬁ,“38 With a siring of quite indecently
succesaful works behind her, she triea, tisme after time, for that
alusive falluv.as, tha very naliéark, as she recognises, of an
artist's aothentlseity. And sach time her inimitable gifts make

of her new book a resounding success, +The narrator, a critic for
the intellectual magawmines, plays hils usart in the tole as a touchw
stone for ilrz, Highoore and Ralph Limbert, both of whom are his
friends, Jawes sakes of him an ironie symbol of the judicial

criti¢. AL hi-s word, reputations rlse and fall remorselessly.

3'?'“‘J’fhe Next Time"s p.&%u, wobations froa "The Next Time"

are [romn dbepdes : b od, Matihlessen,
preasenting the text Bdition Lublgshed by ﬂqcm;llan

(London) 1921.23,

e the Rovised

.4
)S"Tﬂa Next Time, p.24Y,
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It iz not his fault that 1t is his praise which damns, The
publie which devoura Mrs. Highuors valune by volume has no
use for hie critical pointers, but it is her dearsst wish that

they should, jusi onece, listen Lo hinm.

& failﬁre now ¢ould nakee-ph, with the ald of
immense talent of gourse, for there were failures and
fallures«-such a repubation! She did wme thes honoupre-
she had pften done Lteeto intimate that what she meant by
reputation was seeing me toms a flower., If it took a
fallure to catch a failure 1 was by my own admission

well qualified to catch the 1aura1:59

The failure in the market-plage which Mrs. Highwoore
pursues as an unattainable luxury coses to Hglph Limbert in spite
of all he can do to evade it., Al each appearance hir friend,
the narrator, devotes an article to him, and, Just as regularly,
his book refuses to sell, His unfortunate iidap touch ig
Linbart's despalrs

Hine was in short the love that killed, for ay
subbtlety, unlike drs, Highwmorets, produced no treuor
in the public Béil. She hadn't forgotten how, toe
ward the end, when his case was wornt, Limbert would
ahgolutely come to me with an odd shy pathos in his oyes
and says 'My dear fellow, I think I've done it ithis time,

if you'll only keep gniet Q‘LPO

39phe Next Time", p.245,

#olbid; % }392"*6 >
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As each work of Limbert's dieé@a the sound of epritical
trumpets he attsapts to support als growing family by jolning
the Blagiport Bescon (no doubt the

danchester Guardian of ths

time) as tnsir London gorrespondent., He, like James hi@aelf,

is not ashamed to regard himsell as é craftsman as well as an
artist, turning nils skill to the huabler journaslistic tasks,

Indeed he enjoys the new work as an exercise of sklll in catehing
the "lively" tone required in his "letters'" from London. The
narrator ls guite dimconcerted at the skill with which Linmbert
seems to gabtch the right tone~~he is an “chatty®, surely, as any.ne
could be, "The tone was ol course to be gaught, but need it have
beon caught 80 in the act? The ¢reature was even cleversr, as Maul
Stannacs said, than she had ventured to hope.”™ But Linbert's
¢hild-like delight in his new skill, and the narrator's rather
guasrded satisfaction, only revesl the gulf ithat separates them

from the publi¢, respeotable ag ibt ds. For all Lisbertis aflforts
to please, the propristurs of the Beacop are unsatisfied: his

genius still shows through and he is turned away.

"They don't like hils letters-wthey're not the style
of thing they want,"
My blankness c¢ould only despen, Then what style
of thing, in God's name, dp they want?"
“Something more chatty,"”
Yilore?" 1 cried, agshast,




N

39

"More gosmsipy, more personal, They want
journalism..." 41

With this contact with the publie gone, Linbert triss
aven harder to give his novels a wide appsal, iHe tries cone
selentiously to write down to the majority, but he can never
give his work the authentically popular touch of Mrs, Highaors,.
Unly at the very end, wihen sheer overwork has brought him to
thae polnt of death, does his ilupulse to gourt the publice leave

him, The end of the tale moves beyond iroays the marrator

ql“Tha Haxt Time", p.252d, James is here asaiking couig
gapital of his own expsrience in journalism, In the late 1870%
he became iaris correspondent for the New York Tribune. He was
shortly informed by his editor, Whitelaw Reid, that his "letters"
were not guite the thing the Tribupe had in mind, He rvepylied to
Reld on August 30th,., 1876: "I guite appraciste what you say about
the charagster of ay lettevrs, and about their not being the pright
gort of thing for a newspaper... They would, as you say, be more
in plage in a magazine, But 1 an afraid that I can't assent o
your proposal that I should try and write otherwise, L1 know the
aort of letter you mean- it is doubtless the proper mort of thiag
for the LTeibune to have, But I san't wproduge it- 1 den't know how
1 couldn't learn how, It would cost ame really wore trouble than
to write as 1 have besen dolng (whiceh comes tolerably eaay to me)
and it would be poor egoncmy for me to try and becowme ‘'newsy? and
g08:1pyees Lf sy letters have been 'too Good! I am honestly afraid
that they are the .oorest 1 can do, espeeially for the moneyl"
Selagted letters of Heanry Japes, ed, Tdel, pp.63-~04,
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wateohes Limbert during his last few months go beyond the world
in which sugcess, or indeed griticism, nmatbters, and enter an
untroubled relation with his arts

he had fivated away inio a grand indiffevence,
into a reckless consglousness of art, The voles of
the market had suddenly pgrown faint and far: he had
come baok at the last, as people s often doy to one
of the wmeods, the singerities of his prime..., he had
guite forgotten whether he generally sold or not, He
had aerely waked up one morning again in the country

of the blue and had stayed there with a good zonscienae

and a great i§&&542

That phrase "the gountry of the blue" has been used by
the late H.P. Blackmur as the £itla for an article on Janeatls
treataent of e artist. Blaskmur wrote there that: "James made
of the btheme of the artist a fosus for the uitisate theme of
human integrity, how it is conceived, how it is destroyed, and
how, ildeally, it way be regain&d.”aﬁ

In "Yhe Hext Thme" it is shown, as ¢learly as poszibls,
that for the artist integrity cannot bs won by supplyling the
worid with wiat it dewsnds, The artisgt works for and in his
axt, not for soglety. The desmands of art are far more exacting
than those of socliety, although in thls tale soelety claims a

life. Art is a harder master in that 1t deaands only the beat,

hg“’l‘hé& Hext Tiuwe" p.2l79.
43

1

*
in “the jusstion of Harry James, ed. F.%. Duyfe,

e Blackmur, "In the Country of the Blue™, reyrinted
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The artist's support is that his work, at best, is founded on "a

good conscience and a great idea."

111 Some Practical Critigs.- "The Figure in the Carpet!

and "The Aspern Papers"

In his preface to volume XV of the New York edition of
his worksAAin which "The Figure in the Carypet" ap.eared, Janse
recalled that he had been asked "where.on earth, where round-
about us at this hour, I had 'found' my Heil Paraéays, my Ralph
Limberts, my Hugh Vereckers and other such supersubtle fry," 45
He admittedthat he ocould not "give chapter and versa" for the
originals of these artist- heroes, (it needs no insisting that

h one "'supersubtle” model) but he sx-
plained why this did not disconcert him., OUn looking back on
these tales of artists it struck him they were all ironic, and
were so0, he considered "to their great envichment, their intensi-

L6

fication of walue," "Phe strength of applied irony', he went on,

kThis volume included the following five tales about
writers: "The Lesson of the Master", "The Death of the Lion",
"The Next Time'", "The Figure in the Carpet', and "The Coxon Fund".

4
5See The Art of the Novel, p,221,

46The Art of the Novel, p.222.
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being surely in the sincerities, the lue ;
utilities that lio bebind it. When it's ii??iéﬁfﬁim
éf g8arb, on behalf o7 the somsthing better (better o
Athan the obnoxious, the provoking objeat) that blessedw
1y, as is assumed, wizht be, it's n.t worth speasing
about, But this im e¥agtly what we mean by oée:ative
lrony, It iaplizs angd projects the yaasibi& other cane
the vase riah and ggifying where the a¢tuality is pre- !

tentious and vain,

The insight ziven hare into Jagss's very personal usg
of "irony" is pertinent to "The Flgure in the Carpet', but its
ralation to the tale has often begen - isunderstecd. (Since the
tale hinges on & guestion of Vinterpretation' a certain amount
of unravelling of the carpet is in order here), ¥.0. Matthiessen,

for exanple, mpurred on by Jaames's description of the tale in his

yreface as 'a significant fable", writes:

This story was designed as a ples {ur such mature oriti-

cism, as the prefades were to be another, In it the

ideal readers are those for whom 'literature was a gane

of sxlll¥, sinoce ‘'sxill weant courage, aud Gaﬂfage aaant

honour, and honour assnt passion, meant EERCAN 2

The words quoted are those of the narrator; a oritlc hiuself,
and Hatthiessen takxes them at their face valuo, e feols encourage
ed bto do so by Jamest's account of the birth of the tale, which was
the iapression of "our mo marked colleative mistrust of anything
lise c¢lome or analytic interpretatione-approclation, to ke appreci-

b
ation, implylng of c¢ourss some such rudiwentary zeal,” ? The

1,;.?

h8
S56e Hatthiessen's introdustion to his collection, Stories

of Writers and Artisis, p.06,

The Art of tha Bovel, p.add.

"JPne Art of the Novel, PecidTs




gifiiculiy is to decide whether the narrator a#nd the other critios
in the tale are equip,ed with anyithing more than this "rudimentary
zeal' in Lhelr effopts to decipher the fimure in Hugh Verscseris
figtional carpet, A further yassage froam the preface will
sugrest, as the tale itself, I think, bears out, that this is not
the case., The pansage L8 this:

Verascker's drama indesde-or 1 anould perhaps rather
gay that of the asplreing younpg analyst whose report we
razd and to whow, I ruefully grant, I have venbtured to
impute a developed wit--is that at a given wenent the
linpness begins vaguely to throb and heave,| the ‘limpness’,
that is, of eritical appreeiation to become conegious of
a gomparative tension., 48 an sffect of this mild cone
yuision, acutensas, at several polnts strugsles to entey
the fleld, and ths guestlion that agcordiongly comes up, the

issue of the affaly, can be but whether the very ssoret of
vargeption hasn't been lest, That is the situation, and

&

"The Figure in the Carpet”™ exhiblits a small group of walle

meaning persons engazed in a test. The reader is, on

the evidence, left %o sonoiuda,

James s narrators in the tales are usuaally sympathetio
gharacters, and this no doubt encourages those critics who, like
Fou, Habtthisssen, take the words of the narrator at their face
value, Yet although the double-edged irony of fthe tales is ubi-
usual it is not unique, for "fhe Aspern Fapers™, the othor tale
that 1 shall discuss here, also direets its irony at the narrcator,
rather than dispensing it through hia, The pas-sage in the preface

from which I have guoted above gives us the first clue, in the

bQThe Art  of the Bovel, pel29,
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desoription of "The asplring yeung analyst,..bo whon, I ruefully
grant, I have ventured to impute a developed wit." We nust
assuge then LYhat his wit is a part of his funetion as narrator,
rather than an aspect of hisg intelligence, as it is in the othey
tales, It is an aid to Janes's story-telliog, Kesping Lune tale
movong along,. This oclue is a useful one, bat not esasnitial to
gur interprebation, for the dounble irvony is cleay snouzgb In the
tale itself, Consider, for example, the tone of the following,
from the fivst page of the tale:

I had written on Hugh Vereaker, but never a word in
Ihe Middle where my déaling& were malniy with the ladies
and the minor posta, This was his new novel, an advance
copy, and whatever mush or little it sheuld do for him
revubation 1 was glear on the spot msz t2 what it sho.ld
ds for mineuﬁl

Hone o0 the othar young writeyrs who narrate ths tales
are a3 blatant as that about thelr interest in the great. The
ymuggrmaﬁ does hls plece [or the .eriodieal and i&; naturally,
pleased with it, His troubles bapgin when he zoes down for the
waak-anid to a house where Hugh Veracuer is aiso to be staying,
axpscting an intimate and mutually admiring meeting =ith the
waster, It turns out that the novelist has not read the review

and, after being eajoled into dolng &0 by his hostess,; declares

L"The Egigure in the Carpet", p. 250, in Stories of

Writers and Artists, ed., datthlessen. This text is from the
Hovised Hditlion published by Maemillan of Lonpdon, 19<i-25,



at digner “hat the articie is "all right--the usual twaddle,” A
young lady ot the table challenges him with being "deep”, and he

replian?
"As deep as the oceanl ALL I pretend it that the
auvthor doosn't 968e="..4
"Doesn't see what?" amy neighbour continusd.
"hopen't see anything."

"Dear mee-how very stupldi"
"ot a bit," Verecker laughed agaln. "lobody does,

o2
The young critic's immediale veastion is to regard
Vorecker as “cruelly concelted”. "I had thought him placid, and
.he was placlid snoughy such a surface was the hard poliched glass
that encagsed the bauble of his vanity." 93 This mood, which
reflects more on his own character than on Verscker's, is quickly
reversed when véréa&ﬂr charaingly explalins that he has Just
learnsd the reviewer's identity, and to made up for his yudeness
takge the young man 9Fff for a guiet talk, The aritig éesarihes it
in these words: "To ma.e things right he taiked to ne exactly
as an eﬁuél and on the ground of what we both l@#edib$§£g" it
ig aifdicult, however, for us to ses the subsequent talk in these
torus, Versoker explainsg that the erities invariably miss nls
pointy and relentlessly praise him for the wrong things:
vhenever since 1've hanponed to have a glliapse of
them thay were still blazing smay--still alssing it

I sean, deliciously. You wmise it, ay dear fellow,
with inimitable assgurance; the fact of your belag

5 s . e
““apne Figure in the Carpet", p.284,

i
2

J1bid,
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awfully alever and your articlels being awfully nice

doesn't make a hair's breadth of difference,” 54

The critic's mistake is to conceive of the "point' of
Vereckerts work as a kind of secwst, or a key Lo the nystery.
fle asks the noveiist whal L6 wight be as if it were soxethlng
he could bs told~-n formulation, or an image that gould La
handed over, Verecwer rssponds to this by asking: "Have I got
to tell you, after all these years and labours?" Tils is
exactly what the young man wantsy foxr having been unabls to
detaet vhe "figure® in the novels he expscts to be handed the
alue by the author, In this he reseables thoese charagbers ia
the ptories of writers who are more interested inthe writer than
in his wérk, and who 882 all art in terms of personality. He
triss to go behind the works and to gelsze thel, "sagret" by
interrogating their author, as if $the author could give an
authority to his cessage that the works could not, Verseker reé-
pulses every advance on thage lines by referying the critic back
to his work, When the young @us ieiks? "Can't you cive a fellow

1

a clua?’ e replies:

My whole lucld effori gives lim the clug~~avVery
page and iline and letter, The things as conorete
tuere ns a bird in a eapge, a balt on s hook, a yvisce
af onsese in a aouse~brap. It'se stuew into every voiume
as your foot is stuek into your shoe, It govarns every
line, it chooses every word, it dots every i, it places
avery coumm,'t 5%

Sk , ) .
< TiPhe Pigure i the Carpet”, p,286,
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Ouy reading of the tale depends very much on how we
interpret this conversation between Verecker and the narrator.
This is the only place where the novelist is allowed to speak
for himself and to confront his exities. Verecker is throughe
put the interview tolerant and kindly-~this at least 1ls the
impression given by the narrator's comments, and it mst be
remembered that the incident 18 ziven through his consciousness
alone, If, howsver, we pay abttention to what he actually says,
it is difficult to sustain interpretation of the tale such as
Matthiessen offers. When the critic asks “Is it a kind of
esoteric message?" and Vereckepr replies "aAh, my dear fellow, it
can't be explained in cheayp journalese!" the reply vermeates
our sense of whal the ¢ritie stands for, which has been enémaragéﬂ
from the opening of the tgle. The young wman blunders on in ine
greasing incomprehension, suggesting that the "secret' must be
"some ides about life, some sort of philosophy", when it is clear
that the "organ of Life" thut Verecker talks of is the life in
his novels and not something outside them to which they wmerely
refer. In the end the narrator goes so far as to sugpest that
Voerecxer is unfair to expect the critics to explain what he
cannot do hiwmself, and the novelist»replies: "Can't doT...

Haven't I dome it in twenty volumes? I do it in BY WaY... Go

you and do it in yours,”
The narrator is unable to taxe Verecker's advice. Indeed,

he is s0 humiliated by his failure that ne consoles himself Ffor
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a while with the thought that "the burded treasure was a bad
joke, the genaral intention a monatrous pose," He bacowss,
instead, an observer of the efforis of the other crities in
theipy attempts to solve the puzzle. The remainder of the tale
is largely deveted to the complisated romange of Ueorge Corviek,
a reviewer, and the glrl «ho eventually warries hiwm, - If the tale
is, as it is commonly taken tu be, the story of sevéral passione
ately congerned gritics to plumb tnelr anthor to the wepths, it
is difficult to explain why the personal afiairs of Corvick and
his fimncbe are given such a prominent place, and why there sre
Be mnany suggestions of decelt ln their relationshiyp. LI, howaever,
we reaad the tale az a resord of perverted curiosliy, the apparent
irrevelance of this section is explained. Corvieck and the girl
ap: roach the problem of Verecker's "seoret' as a game of chance.
“Gonsider, for example, the following passage, in which the linas
that Matthiessen gquotes approvingly are sst in sontexd:
For the few persons, at #ny rate, abnormal or not,

with whom my anecdote is concerned, literaturs was a

same of skill, and skill meant courage, and courage

wyant honour, and honour meant passion, ameant life., The

stake on the table was a speclal substance and our

roulette the revolving wmind, but we sat round the gree
board as intently as the gerim gamblers of Moante Carlo,

‘5
7
“the Figure in the Uarped', Pe29d,
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in another plage the narrator compares Corvick to a
“ehessplayer bent with a silent soowl...over his board and
noves, the other playsr being Verecker. In these iwsges
from ganbling and games of skill Light ie thrown on the
motives of these eritics~~thelr aim is to wing to beat ths
authoer at his systifying pgawne. This is a far ery irom the
conversation wkth Veracker, in which he describes the “point"
which the oritige have misepad as "the particular talng l've written
ay 5@3&3 moat for',

Tha narrator soves further and further away from

24
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into an unpleasant manocevering for the possession of the novelist's
_"seeret“. Theiyr imminent marrliage comes Lo depend on ths
possesslon of the truth, and the narratoy broadly hints that they
ars using thie as a device to deceive each other, - Such an ataoe-
phere of trickery is lald down by the narvator's hinte that Qhan
Copviek cables that he has diacavareé}tha seaf&t, and that this
has bean csngirmaé by Verecker hinsself, we are strongly inclined
to susiend Jjudgnent, although the narrator accepte his friend'e
elainm, _
., The fact that the !"figure in the carpet'" remains enigmatic
‘and * ‘that’ - it never ‘become8 Ehe™ bbjedt? 6f ¥y ~teally “séridus’dfscuss-
ion by any of the characters, combined with the proiiferation

of coaplieations in the personal lLives of these asplring critics,
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may suggest that Verecker's "Secret™ is not, in itself, the

sibjeet of the tale, The rather murky behaviour of the "eritices"
in turn makes 1t seem unlikely that they are intended Lo be
paragons of ¢ritical virtue, Tiia view is borne out by the end-
ing of the tals, Verccker dies, leaving CGorxrvick the only person
who can elaim to have solved the enigma. Corviek then returns

to his fiancfe and marries her, telling her, the narrator supposes,
what he has found out, 8Soon after, he himself ls killed in an
accident, and his widow is left alone woth the secret. She
declines to reveal it %o anyone, even to her gsecond husbsnd, whom
the narrator abtempbs Lo persuads to divulge tlhe clue, By this
stage, the '“design'of which Verscker spoke has degenerated into

a kind of personal taliswan, a comfort to the person who holds

it but not to be shared, The fact that we cannot be sure whether
Corviegk and hiz wife have iﬁdeed fathomed the novelist's meaning
does not aftfect the significance of the tale, If they have not,
which is whalt we nust suspect, then they have deceived themselves
about their aims, and others about their alleged "find", If they
ﬁhave sugceaded then tuelr secretiveness is conclusive proof of the‘
lmpurity of their eritical spirit« they mre not critical bui merely
curious, The true c¢ritic¢ does noit hoard his discoveries but shares

them to the general profit,

We have seen how in the Preface to '"The Figure in the

Carpet" Jawes introduced the notion of "Uperative Irony".
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"1 iaclies and projects the poscsible other case; the oase rion
and sdifying where the motuality is pretentious and vain”,

The "other case in "The Figure in the Car.et" is the disine
terasted eritieal inqulry into an author's wori, of whieh the
agtual beonaviour oi the critiga in the tale is a shabby dis-
tortion., "Tas Aspern Papers” drawatises the distortion of his-

torieal saholarship.

As in the previous itale, the story hinges on the dew-
gree of control which the narrator exercises on the reader., !whe
meaning and content of the story cannot yrhyﬁrly bé taken ge-
parately {rom t&é wsevsonality of the literary scholar who
narrates it, e ig glgnificant f£or Lwo reasons: in the {iret
¢iags he is & oritic; and in the second he is a roeprasentative
of ths New ¥World, and in both of thess funetlions he ia of dounte
ful value, He has come to Venice Lo mesk out %the ssrsonal papers
wf the dead goet Jeffrey Asyern, which have been <apst by his now
elderly miatress HMiss Bordersau., 4ne had been the subjeect of his
love poems, and had rebreated into obsgcarity after hls death., This
atory was suz-ested to James hy the reaiisation that Jane Claire-
aont, who had borne a child to Byron, iad been living in ¥lorence,
angd that he alpght possibly have umet her . Yhen Le Came Lo write
he changed tha poet and'hiﬁ mistresz into Americnns, like the

narcator, chiefly, he later wrote, to throw a kind of strangeness

57, » . ,
The Art of the Hoval, y.idd,
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over Aserican soelial facts. WMiss Borderean is Amerigan only in
origin, for she has lived for thres~quarters of a century in durove.
Burope is her past, and throuzh her it is revealed as intonsely
lLiving: Her gache of private papers represments the survival of a
past that was onee 4 personal present, It is a precarious buing

to praserve; hsr ireagure is vulnerable to the devious researcnes

af &

P

19 sraesent, She is nevertneless extromely Loush and has no
ingantion of giving up the pavers, Instead she treiec to take as
much money from the visitor as possibhle and eventaally to marry
hey nisce to him, Inp ner the past is by no wesnn yowerless: it
gontinuez to baffle and elude the present,; and is quite satrong
gnough to bargaln with 1t for its own terms, Miss Bordereaut's
fanous eyes, celebrated by Aupera’s poetry, ape shielded by a

58

green eyeshadse- as Dupee polnis outy like a gasblerts,

The narrator is a barbarian come to plunder the old world,
but he is a cultivated one., He is a literary wan, the editor of
Agparn's works, 7T he rather repulsive figure he reveals hinself
tu be constitutes a eriticlem of the type of literavy appreciator,
the parasite on real wrlters, ithat occurs in other storles of
this period « notably in "Tae Death of thebhian”ﬁ where a writer is
hounded to his dsath by his genteel and ungompreheniing adonirers.
Beneath ris scholarly and disintersested faocade he is merely an
ingulsitive marauder, interested aore in literary gosslp than in

the Leelings of Asyern’s old love. By atteapting to violate her

SS?QW.Dugés, Henry James.
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secret he is betraying the man he professes Lo adaire. Janes

is not interested in the problems of literary researchorsj we
are not luvited to sympathise with the critie, or to gonsider
now he mizght have completed his edition in s gentlemanly way,

It is the wanner of his searyrch which is forged ugon us., tle does
not realise that the impurity of his interest inevitably cone-
ditions and liaits his awareness of the past, He m.eake at one
time of his "literary concupiscence" . a phrase that suggests
James say intend him to represent the type of the writer rather
than of the parasitic eritic. Iin "lhe Lesson of the Master",
published in 1888, the sane year as “Tho Aspern Fayers" he
preaents the dangers of the artist's work 6o his o.n Life. In
somne cases, the practice ou wribting, of creating 1ife on the
paize, insuolates the writer frosm real life: the problem of 'Vivre
ou raconter”, 1n other cases the writey 18 seen to prey upon
1ife, %o regard it only as raw asterial for tranemubing into art,
in both gases the effect on his art may be disastrous,. In a
gimilar way we migzht take the narrator of "The Aspern iapers™ as
cresenting the writer's devotion to an ispersonal alam of pe-
graating the pasit, Vo this aim, private intercets are irrele-

vant or even an sbasiruction,



CONCLUSION

When James was working on the set of prefaces to the New York
edition of his works, he suggested that they might be useful to

younger novelists as a vade mecum of their craft, They are quite

as useful to the critic, not because they provide a method to be
followed, but because they show better than anything else the terms
in which James approached the work he had done earlier. Few writers
have examined their own work in such destail and at such length. In

these prefaces James evaluates his growth from beginking to end.
But he is even more concerned to reach back in memory and reconztruct,
sometimes in elaborate detail, the processes by which he built up his
works from the seminal jotting, reminiscence or amecdote, into the
firm structure of a novel or tale. His special concern is to recapture
the process of growth, and to give a scrupulous account of the trans-
position of the work from life into art. Each preface is the recoxd
of the imposition of form on idea and experience. It is for this reason
that they are concerned go largely with questions of technique- with
the novelist’s innumerable strategies ( sometimes unsuccessful) for
organising and shaping his material in the order and with the emphasis
that best displays its significance,

No treatment of James's stories of writers and artists could

claim to be exhaustive without an exwmination of the late prefaces,

Although such an examination is beyond the scope of this paper, I have

104
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taken the cue for my topic and for my treatment of it from the prefaces.
The question of the artist in Jamés' wprk inevitably becomes involved
with the question of form. For form is what differentiates art from life,
The first tale considered here, "The Madonna of the Future', deals with an
artistic defeat resulting from the peculisr wesakness of the painter who
is the subject of the story. The tale adds a further attribute to the
artist--he must have not only a fuller consciousness than the ordinary
man, but also the power to give form to his imaginative discoveries, He
must have technique, in its widest sens¢ ., the gkill to make something,
quite literally, of his dreams. The painter in the tale is quite lacking
in this power and he remains, therefore, something less than an artist; he
remains a man of sensibility. Thé tale has a peculiar interest as a
eriticism of the view of the artist of James' great predecessor in American
fiction, Hawthorne. Hawthorne's influence on James's early work is
frequently noted, but it is iImportant to recognise how early in his career
he elaborated his criticism of Hawthorne's view of the relation between
imagination and technique., The discussion in chapter I of James's "The
Madonna of the Future" and Hawthorne's "The Artist of the Beautiful"
indicates how sharply James differed from Hawhhorne''s aesthetic idealism.
Thi¢: extended comparison sdts the scene for the following chapter with
its theme James's conception of the embodiment of vision in form,

Hawthorne'’s tale, a fully representative piece, elevates the importance of
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imagination over that of execution to such an extent that the sublimest
artist is shown to be the one whose vision is so fine as to baffle
completely the power to give it form. At the end of the story, Owen War~-
land retreats from the world around him into a purely private dream of
the Beautiful, 1In James's view this represensts a defeat of the artist's
puwer to give a public form to his personal emperience.

"The Real Thing" and The Tragic Muse , discussed in chapter II, are
the two works in which James is most explicit about the form-giving
power of the artist's imagination. Boéh are permeated with the idea of
art as mimesis, of imitation of action and emotion as the true rendering of

experience. The Tragic Muse presents the artist under the type of the

imitation that makes her an actress. The novel shows how this mimetic power,
which is clearly a symbol of the imagination, tranaforms her entire being.
Other artists have a medium, they work in paint or notes or words. The
actor’s "'medium” is his own person, voice and gestures. The metamorphosis
of Miriam Rooth from a rather dim and dowdy girl into a brilliant and
aceomplished woman is a parable of the power of the creative imagination to
shape and vivify raw experience in the work of art. "The Real Thing"
dramatises the same truth in the space of a few pages, again by means of

the dramatic analogy. The illustrator is provided by cheance with two

gets of models for his drawings for a novel of high soclety. The first pair,
a retired colonel and his wife, present themselves confidently as “the real thing®,

soclety people for society illustrations. Their abject failure as models
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provokes the artist into an inquiry about why he prefers the professional
pair as models in spite of the their total lack of the social graces. His
explanation hinges on the distinction between the "real®™ and the "represented"
object. The real, in this case the soclety couple, i3 what 1s enclosed in

a rigid form, having no plastic quality; it is that which lacks imagination.
The professiomal models, standing for the represented object, have no
personal form, but are instead endowed with an imaginative grace that allows
them to assume any form that the painter requests. The artist works

best from them because they present to him a represented reality; reality
enhanced by selection and emphasis,

Chapter III discusses five tales which explore the artist's relition
to the world of non-artists. The first, "Benvolio', is a fanciful allegory
of the temptations of extremes, the world of society and that of the
intellect, as they affect the artist. Both the Countess and Scholastica
make claims on Benvolio and he enjoys the company of both. But both are shown
as lacking the power to initiate new forms of reality, Soclety, im the
person of the Countess, attempts to appropriate the artist, just as it
takes up his works, essentially for decoration. Scholastica, the scholar¥s
daughter, is shown under the figure of a woodland pool, which reflects
without distortion anything that is presented to it. As an emblem for the
intellect sghe is essentially passive, adept at understanding the given forms
of reality and of works of the mind, but incapable of creating new ones,

The second and third sections of chapterIll each deal with a pair
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of tales linked by a common theme. The first pair, "Greville Fane" and

"The Next Time", are studies, one comic and the other tragically ironie,

of the impact of a middle class audience on the writer. GrevilleFane's

mannish pseudonym points up the rather monstrous aspect of her success,

She is & curious "sport" because ghe exploits a quite real talemt without coming

into the clutches of real art, whose price she refuses to pay in terms of

concenkration and anguish. There is a notable contrast between the facile

Grevilée Fane and the witty young narrator, whom James characterises as

"one of the modern psychological type'". The marrator of "Greville Fane®

is not the fastidious aesthete we might expect as counterpoint to the

best~gelling novelist. He is more nearly James himself, emphasising the

£ true acheevement in art.

In""fhe Next Time" he again turns his attention to the vulgarity of the
contemporary public. In the preface to the New York edition of the tale
(Volume XII) he takes some trouble to justify his attention to this
subject.

» The difficulty herg in truth, is that, from the moment a
straight dependence on the broad-backed public is & part of the
issue, the explicative quantkity to be sought is precisely the
mood of that monster which, consistently and consummately unable
to give the smallest account of itself, naturally renders no
smallest grain of help to enquiry...Herein resides, as I have
hinted, the anxious and easy interest of almost any sincere man
of letters in the mere vicinage, even if that be all, of such
strained relations as Ray Limbert's. They speak of the public,
such situations, to whomever it may concern.,

The final pair of tales considered here, "The Figure in the Carpet"

and "The Aspern Papers', continue the theme of the artist and his public
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in more specialised relation--that of the artist and his critics. It
is notable that the two tales about the critiecs are those in which the
author's irony is directed at the narrator rather than dispensed through
him at the other characters. The reason must be that the critic incurs
special responsibilities towards the artis, which are more often than
not unfulfilled. The critic can be seen as an invader, ransackéng the
writer's fiction or his life for clues to the "deeper meaning", perhaps
at the expense of the works themselves. These two tales dramatise each case:
the invasion of the work and of the life. It may be objected that this
description of "The Figure inthe Carpet"” 1s a false one. Certainly my
discussion of the tale has polemical intention, aimed at opening the story
interpretation than that usually offered.

Underlying this discussion of James's stories of writers and artist
is the notion of "form'. James was nowhere concerned to offer a "theory of
Form'': his treatment of the subject both in his fiction and in his prefaces
and critical writing generally is embodied in the treatment of specific
works, characters and situations. My aim has not been to supply such a
theory, but to select and juxtapose his more striking treatments of the

theme in the hope of throwing some light on his concern.
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