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UEAPTER I

WHY A THESIS ON JAMiS'S NOVEL-THEORY

Literature ia a fine art, and as a fine art it has as its purpose the
arousing of appreciation in the reader, %t‘is at stake .’uﬁ nwrat.m is the
sompmnication of some human experietwe in such a way that the reader is
pleased, that he somehow experiences what the author had felt, and that he ap~
|preciates the author's feelings about that experience,
4 distinction must be made, bhowever. In the reader there can ba two types
lot appreciation, Just as the msw first lives his exparience amd then goes
through the process of creation, so the reader can have a double experience,
Firet he can feel himself re-living the experience which originaily inspired
the suthor, but he can also, if he is a careful and intelligzent reader, exper-
jence the very ersation of the piess of literature itself, by attentively
noting the method of the suthor. As Peroy Lubbock puts it: "Hut the pleasure
lof 111uston is small beside the plessure of creation, and the greater is open
%0 every reader, volume in hand,™

This point of re-creatiomuhileereading seems to be overlooked frequently.
And yet it remains the personal experience of this writer and that of sll the
other musicians whom he has questioned, that the musical pieces from which they

lperoy Lubbock, The Craft of Fiotion (Hew York, 1929), p. 23.
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derive the most listening pleasure are those played by the instrument which
they themselves play. They realize much more fully than the listener who is noy
familiar with the difficulties of the instrument, what art is being practiced b;Jq
the musiclan, and this realization adds a distinct pleasure to their apprecia-
tion,

If then, the novel reader iz to be furnished with this second type of reads
ing pleasure, this re-~creation, he ir going to have to be taught a fow of the
methode and tools, a few of the difficulties, widch face the novelist, and
which afford him such pleasurs when properly handled, The novel reader ine
formed along these lines will fully sppreciste the piece of art presented to
him. In hie case, complete artistic communication will take place,

The desire to make himself a better novel reader led this writer to Henry
James, for there is no one who has written more penetratingly on the novelist's
method than has James, As a matter of faoct, probably no one has written on the
oreative process in general with more acumen than Henry James, As jir, LBrewster
Ghiselin puts it, speaking of the writings on the creative process: “Perhspe
the greatest body of such writing is the momumental work of Henry Jamos, the
prefaces to the New York edition of his work."?

A distinet advantage, too, of studying James for an understanding of the
novel method, is the fact that he is not only a theorist, i himaell has
written over fifteen novels and many short stories, Be puts his theorles to
practice in each of these works, and so the student of the James theory is not
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left with the abstract principles; he can go to the works and find the princi-
pies conoretized there. (The fourth chapter of this thesis will be a study of
The Anbassadors, to exemplify the polnts that James makes in his theorising in
the above-mentioned prefaces to the New York edition of his works, which pre-
faces will be atudied in the third chapter,)

The {aot then, that Henry Jsmes is both a theorist and a praotitlioner
makea him a valuable study for the student tryinz to understand more deeply the
form and method of fiction, And it should be remembered that a deeper under«
standing of formemethod theory should lead %o a greater gppreciation, since it
enables the reader to re-oreate as well as to enjoy the asuthorts original ine
spiring experience,

A further question arises, Uhy the emphasis on painting in this thesis?
The answer cannot be formulated in one sentence,

One of the aspects of Jamest's novel theory is the fact thet he oriticizes
harshly many of the classic authors, The great FEussians, Tolatoi and Dostoyev~
sky, fail first and fall the hardest, But lickens, Thackeray, and “ala are
soon to follows Many of the other grests receive adverse coamment.

As he first read James's prefaces and ran across his treatment of those
olassic aunthors, the writer felt that if a man could understand why it was that
James gould be so apparently brasen and sure of himself, if he could wnderstand
what 1t was about Jemes's baokgrownd that would cause him to balk at the lack
of form in these great novalists, that man would be well on his way to baving
a deep understanding of James's attitude to art in general, and to the novel in
particular,

It did not take muoh reading in James's prefaces to indiecste to this




L
writer that what Jemes resented in these classic authors was lack of fomm,
carelessness in method and in exwoution, James admitted openly thai these au~
thors falt 1ife deeply, but he gould only shake his head sadly at wiat "might
heve been” had they only pald more attention to the art ol novel writing,

The protlem then became: what in James himself was responsible for this
attitude? what was it about him that made him incapable of veally enjoying
one of these authors? In a word; what made Henry James so form-conseious?

Ap the writer continued %o read in James, a hypothesis ocourred to him.
He felt sure that it was primarily James's early interest in painting that ace
counted for his peouliar yet pertinent criticism of the novel fom. 7The point
of the thesis is to present to its ryeaders the data whioh the writer bslieves
substantiates this hypothesis,

¥hen the hypothesls first oceurred, the writer naturally hurrded to soe
condary sources to find who bad switten on the prohlem belore., He was gure
prised to £find that very littie had been done on this peculisr aspect of James
study, There were a few articles (whioch will be quoted later) written about
the influence of painting on partisular novels, and there were a few book-
shapters which dealt with James's interest in painting, but no article or book
wan devoted to the very intimate connection between puintinz and Jumes's novel
theory, The only thing left to do was to turn to primary sources and to see if
the theory had any valldity after & reading of them,

It is important to understand tihe significance of this theory., I the
theory is valid, 1t could well give a new siant to much of James's oriticism,
If 1t is true that James's a priori structure, so to speak, was that of a peinw
ter, could not rmuch more light be thrown on each of his novels, a5 well as his
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nyvel theory? If, in studying his methods in the novels themselves, the scho-
lar kept in mind the fact that James was trying to reproduce in the novel the
principles and methods of picture vomposition, would not each novel be a much
more intelligible piece of art?

Another point which this theory will help to explain wiil be the oriticism
of James {or “lack of life," Too much method in James, the orities say, and
b enourh life, And then they say so nore, I8 this theory ol painting's ine
fivence on James is true, then tasy cannot end thelr oriticisa abruptiy with
the charge of lack of life. They will have %o go wuoh deeper, into the method
of Jarmes himaself, and they will have to lace the problem of novel method
squarely. Should or should not & novel conform to principles of painting’

That is the probvlem that Henry James raises, and it is on that level that he
must be oriticised,

A supmary of what the aubthor bopes to accomplish in his thesls oan be
siven, then, by indicating the purpose of the thesis again, The proximate pure
pose of this thesis is a deeper understanding of Henry James's fiction theory,
to be acideved by studying the elfeet that James's interest in painting had on
this theory., The ultimate purpose ol the thesis is to inorease Lhe appreocia-
tion of novel readers, which, il Beems Yo this writer, ought to Le the purpose
of all novel study, and more generally, ol all study of literature, The ultie
|nate purpose is to be attained Ly & deeper understanding of the fictlion theory
of Henry James, considered Ly sume as the ;reatesi thinker on tie creative pro-

QeS8




CHEAPTLE IX
PAIRTING I JR5 LIFE OF HENRY JAMIS

The purpose of this chapler s simple: to show that Henry James was deeply
interested in painting. The quotations mentioned in the chapter will almost
711 deal with the early years of Janus's 1ite dating from 1043 to 1876, in
whish year he publiai*sad}hm first novel, Foderick Hudson, In these varly years
Henry lived in an atmosphere of ard, and his ohiei inlervst among the arts was
painting, Later in his 1ife hie expiicit interest in painting dwindled, It
iz the contentlion of this thesis that this lesszening of explicit interest .in
painting was by way of sublimation, nmot in any way at all a repudictiion, Fat
more of this later,

Henry James was born on April 15th, 1843, the second son of ilenry James,
Srey the Tirst son belnz william, Zdesliined to becomes the famous Anerican psy=
choloziat, who was born a yecr earller, Henry was followed in 1845 by Garth
W{lkinson, in 18L5 by lobertson, and in 18L8 by Alice.

The interesting person in the farmily, the one who is hard to imajine, is
Henry James, 3r, Me was a man {27 whom ideas were life,l A3 & young man he
had sulfered much illness, lost a lazg, but had finally fourht his way throug
smeh discouragement to a 1life of thouszht, It was from ideas and convictions

l¥rederick W, Dupee, Henry Jamea ! Garden City, 1955), p. 6.
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whieh hovered sbout words like Ureation, Jelfhood, and Doociety that he took
great oonsalation.? He found that the highly imaginative religion of Sweden-
borgz wnified all these great thouphte and pgave to his life the religions mean-
ino that 1% needed,

Huch a father was bound to have & strong influence on his sons, especially
when vou sonsider the fact that he was a born leadaer,3 The bi: lesson that he
tauzht his sons was that the wezasined 1life is not worth living. And it was
in part bensuse of hiz insistence on thelr thinking for themselves that they
became the independent oreative thinkers who would o influence their country,
dith their father leading the way, “1lliam and lenry especially, but the whole
famlly as well, learned to notloe ambisuitien, to feal that evii wus more apt
to be hidden than open, and to sppreciate an interesting fatlure instead of
being drawn alvays to the glaring suocess,’ Such a sense for the fine and the
subtle was to become a characteriziie of Henry's attitude toward 1lifle,

Henry James, Sr., was also & vestless fellow, a trait that fits in por-
fectly with the rest of his unconventional wmﬁ Bacause of this restlessness
the family was always moving, ap% omly from house to house, but from continent
to vontinent, seeking improved homes, bstter teachers, and in general, seeking
to be different, «with all this moving, and with his lather's exphasls on the
wnareal 4n intellectual pursuite, Henry could hardly be supected to develop as

21bad., p. 9
3moid,, pe S
)“Ibid., pe &

51v1d,, p. 17
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z normal ¢hild. Henry himself, on looking back upon his youth, notes that his
interests werc not the practieal smes, the ones which concerned other young men
oi hiz age: “The bright and empty air was as void of toareers' for s shoice as
of ecathedral towers for a skebtecher, and I passed nmy younger time, till within a
year or two of the Uivil wWar, with an absolute vagueness of impression as to
iow the political 1ife of the ssuniyy was oarried on. b
The one definite interest of the time, the one thing that was certainly
aways & tople of interest in the James fanmily, was art, Later in lil'e, trying
to piocture his early years, Henry wa uely remambars sseing numerous artists a-
bout hiz home., He mentions Thomss 'icks, Paul Pugpan, O, P. uranch, {elix
Parley, landscapists Cropseys, Coles, and Kenseti, and sculptors Ives ami
Fowers,! When the great suthor Thackeray came to visit the James home in New
York, Henry remembeors that Thaskeray's secretary, who was & youny artist,
established his easel right in the midst of the house and proceeded to paint,
His subject? fenry James, 5r,8
~ fAnd then the happy young days in Hew York, from 1843 to 1853, there were
frequent visita to the museuns and various art displays. "L ong wanted piow
tures there werc pictures, as isrre, I geem to remember, as the side of a house,
and of & bravery of colour and lagtro of surface that T was never altoywards to

geo marpassed.”’  His description of the trip the family took to sse Leutze's

6Henry James, Henry Jemes, iutovdography, ed, F. W. Dupee (liow York, 1956),
Pe X0
?ibida, Pe 360

E1bid., ppe 52«53
?1bide, p. 151,
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painting of Washington crossing the Ihliware is full of enthusiasu a3 he remem~
bers the thrill he felt before the great event depicted, Mo reccunts many de-
tails of the pioture which he remembers struck him foroefully that night,0

But the interest of the family in painting was not limited to appreciation.
Henry himsel{ notes: "It was an odd enough olroumstanse, in respect to the
attested blood in our veins, that no less than three of our father's ehildren,
with two of his grandsons to add to these, and with a collateral addendum ree
presenting seven, in all, of our gramxifather's, William James's, descendents in
three generations, should bave found the artistio career in gensral and the
painter's trade in particular irresistibly solicit them,"il

Later in his life Fenry W& fallow the exary.lo set by his father and
naintain close friendships with mawy of the great figures of his time, Just as
fmerson, Carlyle, J, 5. Mill, and Hawthorne were friends of Henry James, Sr,,
and were weloomed at his home, so William Morris, 2 John Rusiin,*3 Flaubert,ih
7016,23 Turgenev,i® mudey,}7 Maedstons,18 Lord Houghton,3¥ Tennyson,?® Heinric
Sohliemam, 2 Herbert Spencer,22 George fliot,2? James Fussel Lowell,?! Daniel
Sarpent,25 Daudet, 2 the do Jorsourt brothers,2T K, L. Stevenson,?8 Matt

10rnid,, p. 151-152.
Anenry Jumes, Notes of a Jon and a Brother (New York, 1914), p. 45,

12lionry James, The Letters of Henry James, ed, Percy Lubbock (Wew York,
1920), 1, 16,

”Ib'mu ps 20, 171135-“3.1; Pe 524 m'Ibid' zgfbidm s Pe 102,
H‘M, Pe 9. 18}}31.6., P 53‘ azmmo %Mdt
1vid,, p. 50. 9Ibid, Brvid, 271044,

1d., oo 9. Pmid, - g, p. 75. Brud,, pe 120,
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1rn0ld,? Coppee, 30 Neilhae,It Sarcey,3? Albert walff,33 Gandarax, b
#lowits, 5 Cliver Wendell Holmes,3® Ripiing,37 vells,38 and Henry gmw were
ail friends of the younger Henry Jases. This is but another example of the
influence which Henry James, Sr,, exoroised in moulding his sona' lives,

o return now from this giimpee of James's future friends to his early
1life, the aspoct of his own impressionability will be taken up, 1If as & youth
James bad been a stolid sort of ehild, unattentive to what was jgoing on about
him, the stmosphere of his home would, perhaps, have had jittle infiuence on
nim, The opposite, however, is ilw case. led on, azain by his father, he and
his brothers cultivated attentivencss and observation,

In spesaking of his reaction %o being an hotel ohild, Henry exults: "For
there, incomparably, was the change to dewdle and gape; there were humen ap-
pearances in omiless variety and on the exhibitione-stage of a piazza that my
rape measured almont ss by miles; it was even as 1f 1 had become positively
sonscions that the social scene so peopled would pretty well alwsys say maia to
me than anything alao.“m To dawile and to gepe were his pleasure,

What an impression the fol.lwing scens must have nade on the teneyearw-old
fenry %o enable it to be recalled by the aging novelist £ifty years later:

1% had been remarked but in the air, I feel sure, that Harie should

aeak her coucheea truth by the dark wing of whioh 1 ruefully felt
mysel{ brushed; (he was at his cousin, Marie's home] and the words

®rwd,, p.125.  Zmid.  Fppig. Byioid., p.2e,
mmﬁa » p;lSh. BBIbldo %i"bid. x P 2&’439 Ibide, pe L3l.

0 3ames, Yenry James, Autobiosraphy, pp. 19-20.
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seemed thorefore to fall with 2 vertain ironic weight, What I have
retained of their effeect, at any rate, is the vague fact of some
sbjection raiged by my cousin and some sharper point to his sentience
supplied by her father; pramptly merged in a visible copmotion, a
flutter of my young companion asross the gallery as for reiuze in
the maternal ams, a protest and an appeal in short whisch drew from
ny sunt the simple phrase thut was from that moment ao prepastercusly
to tecountt for me, ‘'Uome now, my dear; don't make a sceno~-I insist
an your not making a scensi' ‘hat was all the witchorait the soccaw
sion used, but the note was none the less epochemaking. The expres-
sion, 89 vivid, so portentous, was one I had never heardweit had
never been addressed to us at home; and who showld say now what 2
world one mightntt read into i¢? It seemed freiyhted to sail so far;
it told me so much about life. Life at these intensities clesriy
becamo ‘scenes'; but the grest thing, the hmsngg illuwination,

was that we could meke then or not as we chose.

Such is the impressionability of thé boy with whom ’m are deslinc. The
exanples of his openness, his obgservation, are numamﬁu in his writings, He
remambers how the protruding lower lip of a achool companion [rayed his nerves,
thouch he was Hut eleven &t the M‘M He refers to himself, on one of his
trips to London, as the "little gaping American.®’3 Je remembers that Holman
Hunttes "Scapegoat® so frightened hin that "] was glad I saw 1% in company. nhls
‘nd on one of his trips through the Louvre he reflers tu the pioturess "They
ordy arched over us in the wonder of their endless golden riot amiimnaf,
fisured and flowrished in perpstual revolution . . . The glory [of the pice
turee etc,] meant ever so meny Lhinzs at once, not only beauty and art and
supreme design, but history and fm and power, the world in fine raised to

Bymd,, pp. 106-107.
Y21p44., pp. 226-129,
W1b4d., ppe 1TL-1T2,
Whrvid,, p. 178,
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the richest and noblest uxprnusi@n.nRS Finally Henry James himsell explicitly
roconizsed his scute abaurvatiauai taients when he sald: "Younz as I was, I
~=ra0lf olearly recognised that ground of reference, saw ii even to sume extent
in the light of experience--so could I streteh any sorap of eontacty kept hold
of 4t by fifty clues, facalls and rovinders that dangled for me maindy out of
books and magagines and hoard %alk, things of picture and story, thinze of
srose and verse and anecdotal vividness in {ine, and, as I have elsowhere ale
lowed, for the most part hnaxdadiyvﬁmaliah and Frmnchs“hﬁ

It is not surprising then to learn that such an impressionatlle boy as
benry, living in the artistic atmosphere of hia family and friends, should hime
salf spend much of his time drawing, Though he began to draw even by the aze
of sleven, drawing and painting would become & still greater interest later on,
He autoblography pictures the yaun@‘hoy of eleven, bent gver his paper, write
ing and drawing, The portrait is as intriguing as it is important:

I was so often engaged at that period, it strikes me, in literarye~

or, to be more prscise in dramatlc, accompanied by pletorial compo-

sition-~that I must again snd again have delightfully lost myself .

s » o 1 sacrificed to it (Gramatic forml with devotionw-by ihe ald

of certein guarto sheets of ruled paper oought in Sixth Avenue for

the purpose; . « « gratelful in particulsr for the happy provision

by which eash fourth page of tiw folded sheet was left blank, vhen

the drams itsell had covered thres pages the last one, over whioh

I most laboured, served lor the illustration of what I had verbally

pregsented, Ivery scene had tlme 1ts explanatory ploture, and as

each sote=-though I am not pesitively certain I arrived at actpes

would have had its vivid elimax ., . . . Entrances, exits, the

indioation of thusiness'!, the ardmation of dialogue, the multipli-
cation of designated charmoters, were things delightful in themw

LS1bid,, pp. 195-196.
hﬁ&mmaa, Notes of a Son and Sxother, p. 365.
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selves~-while I panted toward the canvas on which I should fling my
figuresy which it took me longer to fill than it had taken me %o
write what went with it, but which had on the other hand something
of the interest ol the dramatist's casting of his personse, apd
must have helped me to balieve in the validity of my subject.4/
lenry wae not alone in all his attempts at drawing, His older brother

#{11iam, whom he followed doggedly in the early years, was alsc avidly intere
ested in painting., Henry deseribes wWilliam's most characteristic posture in
those sarly years: "As I cateh W, J,'s image, from far back, at its most
sharscteristic, he sits drawing and drawing, always drawing, especially under
the lamplight of the Fourteenth Street back parlour; and not as with a plodding
patience, whioch I think would less have affected me, but essily, freely and, as
who should say, infailibly; always at the stage of finishing oif, his head
dropped from side to side and his tongue rubbing his lower lip."l'ﬁ Henry says,
speaking of his own attempts at drawing in relation to William: "So he drew bee
cange he could, while I did so in the main only because he did; thoush I think
we cast sbout, as I say, alike, making the most of overy image within view,"!d
And speaking of a stay in London, Henry adds of willlam and himself: "] see
azain that we but endlessly ww and endlesaly daubed, and that our walks,

with an obsession of thelr own [observation]. constantly abetted our daubing.”%
Thegse very early years with his brother were very lmportant for Henry

Jupen, Payohologists universalliy maintain the importance of the early years in
the formation of the man, [mpressions are made during childhood and adoies

cence that become well nigh indelible, e have seen that painting was the con-

thM%, w Jm@a, t‘ﬁtﬂb&gﬁm éaz' p;}, 12‘\3“‘le
kawng pe 118, wwv’ P 150, %Ibiduy Pe 17k,
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stant boyhood companion of the {uture novelist, It was his intersst, his past~
time, and a bond of union betwegen himsell and Willinm, _

In 1»861, however, when Henry was eighteen yeara old, something happened
which was to push painting even more toward the center of his life, uhile in
Fayip in that yesr, wWilliam declde:d that he wounld like to take up pointing proe
fessionally. Henry James, 8r,, a’ter some consideration, consented, Although
Paris seemod the perfect spot for William to pursue his studies, nevertiheless
the senior James was beginning to feel the urpe for movement, and so the Janmes
fomily salled for Amerioa, They seitled in Newpori, Rhode Island, home of |
William Morris Hunt, foremost American pnix;tor of his day, who had consented to
tutor Willism,

This artist, William Hunt, was to have a profound influnence on Henry, as
wall, of course, as on Wllliems Fenry desoribes his contaoct with unt in the
following manner: "I find my reference to wWilliam Hunt and his truly fertilis-
ing action on our cammon life mmch conditioned by the fact that, since W, J.,
for the first six months or so after our return, daily and devotedly haunted
his studio, I myself did no less, for a shorter stretch, under the irresistible
contagion, n51

It was at this time too that the charm of art, furnished by his constant
contact with Funt, hmplutcly overshadowed his interest in other studies, es-
pecially the sciences. ‘"Frankly, intensely,--that waz the great thing--these
wore hours of Art, art definitely nawmed, looking me full in the face and ace

nepting my stare in return--no longer a tacit implication or a shy subterfuge,

ﬁ‘Jama, Hotes of a Son and Brother, ps. 77. Italices not in orizinal,.
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but a flagrant upnattenvated aim, I had somehow caome into the temple by the
back door, the porte dthomnneur opened on another side, and I could never have
bhelleved much at best in the langth of my stay; but I waa there, day by day, as
much as any one had ever been, and with a sense of what it *meant' to be there
that the most accredited of puplle esuldn't have surpassed; . . ‘."52

There can be little doubt ol how the impressionable Henry felt toward
Willianm Hunt, the very paragon of all that this new world of art could be., 7The
young boy must have heard over and over the principles of good paintings and
dinmed them into his head as the ipsissims verba of the lord of art, At his
oWn canvas over in a corner, removed {rom where wWilliws and the artist were at
vwork, the younger James must have tried agein and again to put into praatice
the injunctionz he heard being levelled at his brother,

Since Funt was the first sriist with whom Henry really beowce intimate, it
was he who first embodied for the young man the artist, the man whose entire
1ife was dedicated to his work with the brush, Longz years later Henry would
write a short story entitled "The Lesson of the Master®, in whieh the hero
would preach that the artist is a priest, a viotim on the altar of art, [His
1ife ocan be nothing but art, if he is to be great. William llunt was the first
of the priest-artists whom Heniy would meet. Henry himself said that Hunt bew-
oame for him “a self-saoriflicing vision of the ploturesque itself, the oconstie
tuted picturesque or treated *subject', in efficient figure, personsl form,
vivid human style.,”>3 willlam funt, the first artist to whom Henry really bee

ﬁzzbidu, e 8L,
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gane devoted, remained s life-long insplrstion for the future fiotion writer,
wWilliam Hunt, however, brougiit more than himself when he entersd the life
of the James farily, for e introduced to the family a man who was to have a
sreaber influenve than himself on Henry., That man was John La Farge,.

This amawing pers. nality, strong, decided, and controversial, who moved in
the Hilliem Munt circle, was quickly nceepted at the James home in Newport, At
the atart, Jobn was a bit of an antithesis to Henry. TYoungz James was undeclded
s8¢ to hils lifetime worky John .s Farge had decided wholeheartedly that painting
was for him, Uniike Henry, who, wo have already seen, was ill-inlormed as to
what was going on in the country asd the world outside his own family ecirdgle,
La Parge was abreast of his times, with strong opinions on every topic. Bub
especiaily wa: he the srt-theoris:,

The effect that such & personaliiy would have on the James family can bo
esgily imegined, He was immediately admired, He was different amd decided,
and yot he was artistic, The discussions he incited were frequent and furious,
and thay uauw.ly’ centersd about art. Hemry wes to say later that "he had never
seen a subtler mind , + « wﬁd;msw to the problems of the designer and
painter, "5l

And what was the pleasure of the James family when La Farge began to paint
richt under their very eyes, comsenting on taste and style and pringiples as he
went., Espeoially did he emphasize the necessity of taste, a virtue whioh vas
to become an earmark of Henry's theory and practice as a novelist,

It is not easy to overemphasize the importance of the influence that John

ﬂ‘lb‘lﬂn s Pe Qe
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L& Farge had upon Henry James's 1ife, Their relationship was not thst of
oracle and listener, but it was a relationship of deep and lasting friendship.

This was an important time in Henry James's life. For it was daily be-
saming olearer and cleasrer to him that he did not have the talent reguired to
becone a painter, His seratchings in the Hunt studio did not reqguire the cen-
gure of the artist to convince Hemry that his work was poor. He kmew it by
looking,

In hia friendship with Ls Farpe, s man who was obviously zoinz to make a
sreat success of painting, Henry found sympathy, understanding, and oounsel,
Angd the sympathy, it must be nated, was not superfielal, for only a painter
could realise what it must mean to someone who wants to paint to discover that
the brush and the sanvas were not o be his life, because he simply lacked the
native skill,

Even after La Faryge married and, as a result, passed from immediate and
frequent contaet with the Jameses, he ramained close {riends with Henry. Many
were the disoussions they had, and it was finaily through his friendship with
La Farse that Henry found eoaam}aﬁw in the conviction that the *arts were
after ail ssgsentially one and that ¢ven with canvaz and brush whisked out of
my grasp I still needn't feel disinherited, n55

This last quotation is important, the author feels, for the words “"arts
ware after all essentially 5230.“ ids principle was to remain with Henry James
a8 long a8 he lived and was to underiie the attitude with which he {inally

55Tbad,, pe 9T.
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determined to give himselfl wholeheartedly to developing the ari of fiction,
And it is because this sonvioction developed out of his friemdship with La
Farze that the painter has been given such space in this thesis,

Henryts attitude toward La Farse can be gptly summed up, thon, in his own
words: "There recurs to me for instance ., . o the time when he proposed to me
that we should drive out to the Hen, some six niles off’, to breakfast, and
should afterwards paint--we paintie~in the bosky open air. "56  The attitude of
the young James, the respect anxi admiration he felt for La Farjpe, is surely
obvious here.

It is time now, in the thesis, to turn Lrom Hemry Jamests own statements
about his early life, and to mm to study his work, We have just boen dis-
susging the years immediately before and after 1860, James was not turning
out novels furiously until 1882, The years in between were given over to a
process of feeling himself out, During these years he had many tailks with his
friend La Farge and others whom he thouzht could help hime More and more he
begame certain that art was his life, but what art? His interest in painting
during these years remaine acute, so much so that he actually wrote painting
reviews and vorbal sketches of his Furopean trips. But more zvi more too, he
moved eloser to fiction as his art form, and the closer he moved to fietion,
the less explioit became his interest in painting,

Thus, from 1860 to 1880 James no longer expressed his enthusiasm for
painting by attempting to use the brush himself. During these yoars of gradual
spproash to fiotion it was the pen of coriticiasm which spoke of James's cone

%Mq»y ps 102,
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timaing interest in the art of sasel and brush,

The following pages will sttempt to present James's painting "theory™;
they will attempt to separate the prinoiples from orlitical writings. Ve did
not explicitly state a theory of painting, but in looking for what he repudie
ates and praises in the works he oriticizes, it is possible to discover what he
thought were the esasential points of good painting, and what the superflusus,

The first oharacteristic waich kenry James looked for in the artist, the
painter, was one which grew right out of his own background, The painter is an
observer of life. The painter nover allows his aesthetic distance to become
too short, ﬁ‘ar the moment he allows himgelf to get too invoived in the happen-
ings abmt. him, he loses his capacity for reflection about life. When he is
too busy, too tense, too nervous, the painter never paints well., fis has
nothing to communicate, for he hasnit the time nor the mental relaxation re-
quired for true artistio insight, 7Thus the painter must stay his distance and
watch, watch always, watoh diligently, and watch with & pencil and notebook in
hand,

It is easy to see how this aspect of James's convictions about artists
grew out of his background, His father had raised this very attitude to the
status of virtue., He kept his {family constantly on the move precissly so that
thay would never become too inwolved in one situation, so involved that they
would start leading lives of aotivity, instead of lives of observation, reilece
tion, and discussion, lemember too, how Henry referred to his and Williamts
habits of roaming through the places in which they lived, gapinz and drawing,
always studying what they watohed, Speaking of his brother Fobertson, who also
aspired to painting at one time in his life, Henry says: "I have known no other
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gsuch capacity for absorbing or storing up the minutest truths and shades of
landscape fact and giving them out afterward, in separation from the scene,
with full assurance and felloity,nST

Ble trips to Hurope were almost observational orgles {or Henry James, He
absolutely revelled in what he saw, "The mere use of one's eyes, in Venice, is
happiness enough, " he would call out,>0 and then in a following chapter he
would zo into feverish detail to imdicate to his resderas precisely how they
should spend a week in Perugla, erumerating the many spois they should visit,
even marking out the angles from which to look at varlous scenes,

His conviotion that a notebook wes a necessity he stated over and over
again, but no more convineing prooel of this point can be offered than his own
notebooks, from which we will have oocasion to guote later in the thesis, In
speaking of his trip through Jexmany he states: *"The smallest things become sig-
nificant and eloquent and demand s place in your notebook. 59

It is important to notlice that James considered his observation to be that
of a painter, a sketcher, In his oritiocism of a travelogue which he carried
with hin, Memoires d'un Touriste, by Stendhal, it is easy to find William Hunt
and John La Farge in his words as he repudiastes the author for his "want of the
sketcherts sense~-(whioh] osuses him %o miss half the charm of a landscape which|
is nothing if not "quiet”, as & painter would say, and of whieh the felicities
reveal themselves only to waiting eyes,® &0

5Tmvad., pp. 37-38.
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Observation then, is one of the essential characteristics of the painter,
of any artist., In Henry James this observation was carried very far, even to
the point where it is fair to ¢all id his life., ¥Fe hinselfl often saslls himselfl
an observer of life, but more sirietly speaking, his observation waz only a
neans, His 1life's work was the communication of what he felt a3 s result of
his observation., For Henry James was too penetrating & man to stop at the
level of observation, And yet it Wﬁ this same penetration which enabtiled him
to see that observatiom, intense, constant, and recorded, was a gine qua non of
art,

For a moment now, we wili disress. Strictly speaking the next few pages
are not a digression, but they are more in harmony with the first part of the
chapter about James's own a priori structure, than they are with his theory,
The section is inserted at this point, after the mention of his emphasis on ob-
nervation, because it treats of James's own observation, his own prsotice of
one of the points of his theory, But it seams to me that it is in watching how
Fenry James went about his observation that we can best understand just how
much he had put on the painiter's mind and attitude, His enthusiasm, vigor, and
aguteness of observation can only be caused hy a deep conviction that obgerve hel
must, if he is to be the artist he wishes to be,

fmoe again, then, we are trying to put on Henyry James's mind, It is hoped
that we can look through his eyes a2t the world he gees s3 ha travels about
Farope, What is it that he looks for? What does he eall upon to interpret the
alghts he sees? why is he so busily observing in the first place? All these
questions can only be answered, it is belleved, in tems of painting,

In Transatlantic Sketshes, the whole purpose of which iz to transeribe the
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the scones he observes, there are ¢olistant referenves which prove his vastness
27 observation. Irequently he states that if he oniy had the space he could
present several more word-plotures than he has, His observation is obviously
extensive, comprehensive,

As regards his purpose in wandering throughout Rurope, he is explicit, He
is "wandering hither and thither in quest of a piature or a bas-relief,"Sl an
interesting point is that the pieturezque does not just come to the wanderer.
To be a good observer requires work and his desoriptions of himself give the
reader funny images of Henry James, by this time rather plump, running up and
down narrow Furopean streets, pespin: around corners, and ducking under arch-
ways, in the hope of catching & glimpse of the pioturesque. The whole process
is one which requires stamina, But it is one into which James threw himself
with great enthusiasm,

In all of his observation he 15 looking through the eyes of a painter as
much 8s he can, When he rides into Folland for the first time, he immediately
refleets how the real thing is s» elose to the way the Dutch painters have pore
trayed it. Indication, too, o:‘.‘. the fact that his syes on these itrips are those
of a painter, is the fact that when he 1s reaching for a way of expressing the
whitenasa of the caps of some old French women, he finally decides to say that
they are as white "as if they were painted,”2 And finally, as he is watohing
the Italian landscapes race by on the train, he finds that they “dispoee them-
selves Iinto pilotures so full of fstyle' that you can think of no painter who

QMQ s P» 273.
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deserves % have you admit that they cugpest him, n63

Such pictures can leave litile doubt that Henry James's mind, at least on
these trips through Europe, wes that of a painter. PRe was gensitive to what
the painter would spot, and the sengitivity is not something affected, It is
sbrlouely sincers, It is the pleturesque he enjoys, and when he comes to a
city swhich e had heard would hald many pletorlal treats for him, bul which he
Jinds dull, he is deeply saddencd,

Jensitive Lo the pioturesqus, he i2 equally sensitive to what iz hostile
to the pioturesque, and is shocked when he alights in Fome only to £ind a newse
paper stand staring him in the face,b8 e is constantly disgusted with the
territly insensitive people with whom he is forcad to share hls observation of
the pleturesque, often oriticising even the very monk who is showing him a mas-
terpiece, When he is forced to come up with a name for many of his lowly and
uninitiated fellow obmervers, he chooses ;.ggarmuaauaés

There is but one limitation that he puts upon the picturesque in all the
books this author has read, The sathor of this thesis finds it humorous that
the Jesuit Order, to whioh he belongs, 1s the occasion for James's only re~
strictdon, One day in Fome, hs saw & group of school boyr racin: downt the
street followed closely by laughing cassocked Jesults, James found the soene
highly attractive and commenteds "we sll know the monstrous practices of thess

people [the Jesuits]: yet as I watehed the grouwp I verily believe I declared

631ames, Transatlsniic Sketehes, p. 149,
6hrpid,, p. 111,
5iames, A Little Tour, p. 160.
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shatk 47 1 had a 1ittle son he ghould . o Hondrapone and receive their crooked
teachings, for the sake of the other memories; the avenues of cypress and ilex,
the view of the Campagna, the atnosphere of andiquity. But, doubtlezs, when a
sense of the ploturesque has brousht one to this, it is time one should

PHNSES, vb6

How we will develop a secaud choracteristic of James's penchant for the
sicturesque = it extensiveness, The point that this chapter is constantly
trying to make clear is the faot that the pleturesque, the attitude of the
yaintar, the plessure in color, ete,, were not mere sidelights in Henry James's
iife durding these ysars., These were pre-possessions, alwost passions, No man
could speak so enthuslastically and vonstantly of the picturesgue wiless the
seinter's eye had become his method of looking upon the world,

The various objects and scenes which James explicitly labeled ploturesque
will be recounted here. These will be taken from the two books alresdy nen~

tioned, Transatdantic Sketches and 1 Little Tour in Frange. The wriler's only

wish in presenting this enumerstion is to recreate the experience that he had
a3 he Tirst read Jemes's travaigms, It struck him with zreat forece that
[painting was a part of James's bediny, The constant repetition of tihe word
Iagctmmm, the revelling in the scenss he saw, the efforts he pui forth to
atoh a Zlimpse of u particular obvjeet from the sesthetically perfect spot, but

especlially the very tenor of the books, all combined to convince this suthor
that painting wes truly a part of Janes's life-view,

65Jma, Transatisntic Sketohes, pe. 179.
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When he agked himself how Le coui. best convey this convietion to the
reacer of his theels, he declded thal he would try to create in the reader the
sane experience that was his in readding the bocks, He would have to sverwhelnm
the reecer as he himsell was overuwhelmed, Zo the author begs the patience of
the reader as he recounts the various objects and scenes which James lebeled
pleturesque,

Two poinis are to be remembered in this enumeration, The guotations will
e teken Lrom two books only, not fram the many other bosks which James wrote
in the same vein. The second thinz to be remembered 1s that only the sxplicit
use of picturesque will be noted, The whole tenor of these books is that of
painting, of seeking the beautilol in the world about him.

In Transatlantic Sketches Jamse {requently labeled objects and scenes in

nature as picturesque, In Brussels it was the Parc,7 in Italy ths long blue
stretch of the Camp&gna,55 in Pingla tle waads.ég Beyond the fppennines there
was & pleturesque lanﬂscapa,7° in Grotta Ferrata an inclined plane of rrags-

e 11 aabhleatanas,71 in Florence the Boboli Oardens, 2 James found the lakes

throughout Italy highly picturaaqaa,73‘as well as the monolithe at Ttonehenge,

67Jamea, Transatlantic Sketches, pe 399,

6§£§§g,, pe 163,
®1b1d,, p. 330
Mrr4d,, p. 147,
M1bid,, p. 313,
2pid., p. 176,
"31bid., pp. 250251,




26
fngland, T4 and the view of the sea from Lynton,’> Nature pioturesqueness, how-
ever, was not limited to Italy, Jelgium and England. In a Little Tour in
France James found a twlst in the little river at Poitiersz a thrilling pioe
tare, 70 and was also delighted with a small terrace at lLes Baux.'!

To return now to Iransatlantic Sketobhes and a different type of objeet,
human scenes, it is appropriate to note that James labeled picturesque the very
rides he took through the towns he visited.78 He found the monks in the Castle
vm&;;una?? and a humble brother standing at prayer in a garden in Fome,
Mam.m A Venetian comedy was pxatumsqmﬂl & woll as a vesper service at
the desu Church in Fome.52 ZLven funerals receive the inevitable label,%3 Fi-
nally there is the village 1ife in Fome,04 Vaudois,B5 and Bologna,36 especially
the peasante swilling down wine in this latter Italian odty.87

The only mention of a pioturesque scene in A Litile Tour in France is &
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glimpse James caught of an old woman cleaning & pot in the streets of Tours, 56

To return now to Traisatlantic "ketches for the final category of James's
delizht in the pleturesque, the nman«made pioturesque, it is fitiing that we
should begin with his favorite, i.e., Church structures, Cathedrals at Fis-
t01a,89 M11an,%0 and Fevenna,?d & ronastery st Palazzuola,?? and another cathe-
dral at Wells in fngland,?3 are all praised for their pictorial qualities,
Castles Oandolfo?l and Vinoizliate?? are praised for their beauty as well as an
anclent banqueting hall which he spotted on the grounds of an old medieval mane
leion in Wel1s.9€ The wall about Luccsd7 and the Homan wslls in the springtime
are also singled out.?% Next on the 1ist of the picturesque come tho Abbey of
Tastonbury near wells,”? an ald vinewcovered bridge at St, Gothard,170 the
|domestic arohitecture at Lucca,iOl ond the Plasga in Siena, 192 4 rather sur-
prising entry is the very dirtmas» liuelf of Darmatads, 193 4nd Just to indi-
éa‘ka azain the variety of James's enjoyment of the pioturesque, there is an-
clent silverware shoun to him at %m.m" One of James's favorite sights is

887umes, A Litile Tour, pp. 25-16, 8r04d,, p. 12
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the street vista with its shadow: and riot of colors titillating his s-nses, He
mentions explioitly that the streets of Venice,105 Florence,106 and Comot07
chatm him, And to olose out the list of the objects mentioned in Transatlantic
Sketebes as ploturesque, there are three citiess Srussels, %8 Luces, 3% and
siena, 10

In turning now to A Little Tow in France, we find that there are some re-
petitions of favorites which he meniioned in the earlier book. For example his
taste still runs to cathedrals, since he nentions the church of Hotre<lamesde-
la=Couture a8 pioturesque,id* and he finds the streets of Loches pleasant,il?
In Beaune he is introduced into two rooms whiloh lmmediately make him wish he
were a maste:rful sketcher,113 and then he goes on to admire the place in Le
itans, il To finish off this list of Henry James's litany of the platuresque,
there is the fact that he found the peasantc of Tarascon quite pleasant and
piotorial, contrary to his em%ﬁma.ug

1% is hoped that the preceding 1ist has not besn too tedious for the reade
aery The author l'eels confident, however, thatl his point has been made, Ubject
after objout, wm after 806N, ¢all from Henry James the reaction that we
would expect of a painter. It hes taken three pages to complete the list of
the things which he found pioturesgue and whioh he expressed in only two of the

105114, p. 310, M anes, A Little Tour, pp. 9k=95
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tooks he wrote on his travels. I the anthor included the uses ol picturesque
in the other books which James wrote on his observations of places, books such
as Ilalian Fours, The Ameriean Igens, Portraits of Places, and Partisl Por-
traita, the list would most likely run to ten or twelve pages. It is hoped,

however, that what hag Leen presented in the past few pages will suffice to con~
vinoe the reader that the painterts »ttitude was very much a part of Henry
James during these years,

we return now to the theory of Henry Jamee, It will be zood to mention
arain that this theory was never expliaitly stated as such, but that it is ine
|elieit in James's criticlsm of paintinzs themselves,

Another point to be alarified belfore we proceed, is that this asnalysis of
Jemes's painting theory 1s not &t all meant to be profound and exhaustive. The
aathor doea not feel that any sush dntense ;tudy is necessary for his purpose.
The purpose of the next few pages will merely be to organims a few of Jm'a
gtatements about painting into some principles of the «rt, what is it that
Janes considersd the essence of painting? wWhat is 1t that he looksd for im a
painting? _

It should be mentioned also that the author does not feel that Henry James
offered anything original to the theory of painting, His comments were not at
all creative; they w&m only a swmary of what he had heard from Willism Hont
and La Parge, Henry James saved his original thought for fiction thsory.

A a help in organising James’s writings on painting into some sort of
system, the author twrned to John Hospers's book, Keaning and Truth in the

Ar%m‘uﬁ In his first chapter ir, Fospers divides all of assthetic experience
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intn three levels: ihe lile-value level, into which category he puts the basic
insight of the artist, thet whiceh hw a8 to say about life, about many the se-
cond category is the aesthetic~{orm level, in which he includes evervthing like
unity, eomposition, form, balance, wariety, etc.; and finslly he has the sure
face=lovel category in which he includes the sensuous ss Sensuous, the lines,
the eolors, the words, etc. Thego ilvee levels of life-value, form, and sure
fase, will be the categories which dhe author will use to organise the dicta of
Lenry James on painting,

The author will take first whal Yenry James himself puts in firzt place,
is8ey the life-value level, An interesiting point to notice immediutely is that
he feels that any real insight indo life-values will come direcily from atien~
tive and recepiive observation. ‘¢ even finds himself longing that his obser-
vations speak to hdm about life, We have alrcady seen that he was impressione
sble, It 1is this impressionsbillity that he now began to see as a distinet
virtue, Out of the impressions thei he took in, ocame ideas, 1deas which spoke
to him of life and what it was worth, And he saw clearly that the life-valucs
which the painter expressed had. boen fournd in observation,

He is constantly asking himself what the masters are saying to him, Often
he will stop short, despair of formulating explicitly what messaze he is ree
celving, and resign himself to & mere passive recoption of the artist's insight.
He speaks of Leonardo's “Last Supper” ag containing a "moral", snd inaists that
every palnter once in his life ourht to see the painting and breathe in its
nessage, 437

Iis absolute favorite, howewver, is Tintoretto. Words almost fail him when

1173&%3, Transstlantic Sketohes, p. 82.
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he 18 trying to express to the reader of his travelogues and reviews what he
feels before Tintoretto!s works, But in the final enalysie he is forced to the
conclusion that it i» not the fact ihat Tintoretto had painted so much, nor is
it his intense activity and lifewlikeness, Ultimately Tintoretto's appeal
comes down to lifle-value, for as James puts it, the watcher "gets from Tinto~
ret's work the impression that he felt, pioctorislly, the great, the beautiful,
the territle speotacle of human life very much as Shakespeare felt it poeti-
cally o o Jei18

Among others who receive similar commendstions from James are Titian,
taphael, and Botticelli. Mesasonier is complimented for the way he maintiaps
keen human expression in the midst of & perfect revel of exeoution,23? And in
speaking of Bugene Delacroix, James says, "I think there is no question, that,
on the whole, the artist we value most is the artist who tells us most about
Puman 1ife, #1220

This insight seems significant, With all the emphaais that James will
subsequently put upon form, it must never be forgotien that lifesvalue is being
presumed, Criticism frequently ascuses James of being all form end no life, as
ve shall see, but this writer femls that the sceusation 18 not grounded in the
writings of James himself,

The same point of emphasis on the life-vaiue aspeot of painting oomes sut

uﬁlb&,d" Pe 93.

19 yenry James, The Fainter's Eye, ed, Johm L. 3weensy (Cambridze, Mass.,
1956), pe 75
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in James repudiation of painters, He frequently tabs 2 painter as one who
has put forth a lot of effort to #xplain nothing, who tries very hard to convey
what 1z not worth conveying, Often he will point out the beauty of detail ef-
fectod by a palnter, only to mentioen that it all seens mechanical, devoid of
real inspiration,

‘The question whioh is most likely haunting the reader at present is,
"Granted that James looks for life~svalue in a painting, does he ever desoribe
what constitutes that life~value? In a word, what is the essence of life-value
for James?"

The question ie a good one, In Transatlantic Sketches James makes a state-
Lm’nt which is surprising. In speaking of Rembrandt he says that "he is not an

intellectually suzgestive painﬂn"*ﬂ And as an example of someone intellecte
ually suggestive he Lmmediately mentions his old stand~by, Tintoretto,

In itsell this statement aboul Bembrandt would not be too sigmificant in
leading to the essenca of lifesvalue for Jumes. But when he say2 of a certain
Mpa, Stillman that "the principle c¢harm of her work is the intelleotusl ohaymee
that which, when it exists, alwgys seems more precious than other merits, and
indend makes us say that it is the only thing in a work of art which is deeply
valuable, " we begin to see that intellectual suzgestivensss and charm are of
prime importance for Jmoa.w? In other passages he identifies imagination withi
this intalleotusl elevation and goes on to say that it s2imply cammot be pure
ahased, studied, or acquired, After we read in another passage that he "hows

mama, Transatlsntic Sketohes, pp. 389-390.
122)4mes, The Painter's ye, pe 92
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10w to it [intellectual eievation] when he meets it," we are convinced that ine
tellectual suggestiveness, intellectual meaniny, somethin; which makes us think
a8 WO absehm a8 éainmng, is whalt constitules the life~value of a workan}
W“hen we look at a Tintorstto we find ourselves looking for the meanins which we
are sure is there, Why? James would say that intelleotusal suggestiveness in
the palnting conveys to us the conviclion that there is much meaning to be had
if we contimue our guest, We will learn much of 1life, the painting seems to
tell us, if we zive careful atitention to it,

Such then, is the first level of artistic experience as Henry Jumes sees
it in painting., This level of lifeevalue is of primary Lmportance in a painte
inz, and it is constituted by an intellectual grasp on some aspect of life,
subtly suggested in the painting,

In moving to the second lewsl of aeathetic experience suggested by John
Hospers, a very important distinotion whioh James makes must be noted, It 1s
not the fact tbai the distinetion iteell is so profound, but it is the fact
that James puts so much emphasis on 1t, especially later on, that mekes it sig-
nificant for our purpose, It i_a in moving to this second level of form, that
James would insert his distinetion between subject matter (really the first
level of life~value) and execution, When we move to the level of form, the
wmity, composition, ete., of a pleturs, we have moved to the level of exeocution,
and James would have us note the faot well, He praises a picture when he sces
accord between the aim (the expression of a certain life~value) and the result

{ that life-value expressed, or exsomted), He praises also a young portraitist
‘ (/\N\E‘a T Wea
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of his day, Frank Tuvenek, lor "his combination of breadih ol handiing with
complete presexrvation of the eszence of his subject, 2L This distinetion be-
tween subject matier and exegution must be remembered, for it will return with
vigoer later in the thesis,

In treating of the form~level af painting experience, we will concern oure
selvea with but three of the elements which fall into this caterory, James
mentions {requently unity, composition, and a certain atmosphere about the
painting which we shall call tone, 8By tons is not meant merely the brightness
of the colors, Dy tone is meant a mood within the plcture, a motif, an atmos-
phore which can usually be expressed in some adjective of guality such as mild,
brizht, socothing,

Jamee places very great emphasis on the necessity »f unity in a pieture,
After 1ilewvalue, the novelist logked for anity of impression as the mark of
gpreat work, Nothing must interfaere with the oneness; nothing must distract the
viewer from tie one impression of life~value to bs taken f{rom the pidture, «hen|
he is talking of Fra iAngellico, he ean think of nothing to say which could praise]
the monk more than the faect thaj& "no later painter learned to render with more
masterly truth . . . a single, c¢ongentrated, spiritusl emotion, #2125 e cone
stantly exults in the fact that Hugene Delacroix saw his pictures as ”wbaws"mé‘
and praises Daniel Sargont for the same virtue, 227

lﬂ‘w«. pe 105,

laséms, Transatlantic Sketshes, pp. 296297, Italics not in original.
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In 1876 Mr, A, T. Stewart of Yew York bought the pileture "'riedland® for
380,000 francs, Messonier, the painter, was ronowned at the time, and James
wag excited about the pilcture, ihen he saw 1t, however, he was disappointed,
point of unity: "It [the "Friedland"] seems to me a thing of parts rather than
an interesting whole . . . That great general impression which, first and foree
rost, 1t is the duty of an sxcellent ploturs to give you, seems to mo to be
wantin: here . . . Lach man is perfect, but when ¥, Messonier has made himeean
elaborate, ascpomplished historical imsge--he has done his utnost, He feals
under no necessity to do anything with him, to place him in any complex rele-
+4on with anything else, to make any really Imaginative uses of hin, nl28

inity, then, 18 an absolute negcossity if the life~value of the pioture is
o he eormmnicated. 9ne of the chief means of attaining this unity is a carefull
corposition, according to James, s noted the composition of parts immediastely
when he waa confronted with Leonardo's "The Last Supper.” SHut most interssting
of 8ll his statements on composition are the ones he issues conzernin:s the
pletuaresque objects of his obagwam@n. He constantly speaks of watehing a
landscape compose as he rides by, Once as he was walking across a smell bridge
at the Castle of Chaumont, he glansed down the litile stream and notioed that
*the whole picture composes, as the psinters asy, @

Amonz the painters he feels that Fubens completeiy lacks this sense of

composition, and as a result, loses much effectiveness, Besides his very great

lmmﬁg’ PP 111‘112‘

123 yames, A Little Tour, p. 50.




36
favoritas like Tintoretto, Titlan, ste., he singles out Delaoroix and Yan der
Hielsal as masters of composition.

Tkis next point has been mentioned before, but it is repeated now for its
iaoortance, lenry James would o to “reat efforts in his search for the pleoe
tureaque, to sitnate himsell al presissly the aesthetic distanece from the ob-
jeet of his pleasure, . He was oonvinced that this added irmeapurably to the
eﬁjoyﬁ&ﬂt of a scone, This iz just another aspect of compozition, the point of
view, The point of view will hegdwme = significent part of his novel theory,
and therefore, we thought it would be rood to mention James'!s swarenssa of thie
agpact of pilcture-viewing, Only sne example will be civen, Speakin- of the
cathedral »f Le Mans, he mentionz that it is "very sketchable, if the sketcher
could pot far enough away from it . , . 130

The third clement to bhe treated under the form level of szesthetis appree
e¢lztion is tone, the atmosphers of the painting, This aspect of a painting is
alsa o great sid in attainin: the vnlty of impression required for the sommuni-
euntlion of life-vaiue,

Thia element too, Jomos nf:;jbimd in his nbservation of pleturesque objects,
sJtmoaphere and tone were not limited to paintings, We apeaks often of how the
particwdar type of alr in & locatlon illimines the scenes in such a way as to
make thom highly pleturesque, Yo speaks of the pictorial "general atmosphere”

of name,131 One day as he was introduced to o zarden within an ancient nonase-

1301144, , p. 91.
131.}&:;03, Transatlantic Sketehes, p. 200,
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tery, he found that he could best describe the whole soene as “Mil@w“ue

In paintings too, however, he found this same unifying tone, sspecially in
the works of Cornelius Huysmans and Sodoma, He singles out, too, the "Cruci-
fixion® of rFietro Cavallini, a pupil of Jiotto, as a pioture which is uniiied
by a "direfully lugubrious® tawﬁ'”

There is little need to plase much emphasis on the third and last level of
aesthetic experience, i.e, surfane, because it merely deals with the colors as
colors, and the lines, brush strokes, etc. of the paintings, iet it suffice to
say that James over and over again notes the striking colors of various objects
in nature and of paintings,i3l He alsoc menifests an awarensss of the brush
5"&2%3135 and 1irwal36 of various painters,

It is interesiing and eniigbtening to note that James was ready to change
bis opinion ss regards paintings. 7This point can be exemplified in his attitude|
toward the Impressionists, when he first became acquainted with their work, he
wag sctually bitter, He refused to call their efforts paintings, charging them
with having nothing to do with life, Pe seemod implasable.l37 These outbursts
ocourred between the years 1876 and 1878,

1321p44,, p. 172
lzj:bidu 3 P 216.
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1351 ames, Irensatiantic Sketches, pp. 3L7-3L8.
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fut gradually there was a ohanve, He began to admit that at least one
right eall the eiforts of the Impressionists interesting experiments in painte
inge More and more he began to see that they were attempiing something truly
inpenious, and by the year 1894 he could write in his notebook: "The formula for
the pregentation of it (& story he was trying to write, *The Uoxon Fund®] in
20,000 words 1s to make it an Inpression--as one of Sargent's pictures is an
mpmaian.‘*ns And other surprisin: examples can be ziven of his ocomplete
ghange of heart with regard to the ’fim;:maaianww.l” This point of Impres-
sionimm will come up later in the chaptors on theory and The Ambassadors,

In summary, then, we began with the purpose of showing that Henry James
was doeply interested in painting, The thesis turned to various family influ-
ences, all leading Henry to paintings his father, William, William Funt, and
Jolm Lafsrze. During these yesrs it was secen that Henry himself was constantily
painting and oconstantly listendng to talk of the art, It had also been shown
that the young James boy was highly impressionable,

The thesis then turned to the years from 1860 to 1880, years in which
Herry James wes gradually feeling his way to his profession of novelist, and
years in which his intersst in painting continued, and even grew, FMo became a
eritic and an soute observer,

Finally an attempt was made %o gather together amme of his ideas on paint~

iny into a quasi principles-soheme, It was found that his chief desire in a

138yenry Javes, The ﬁah%ﬂ gi’_ 6?@ Janes, eds, Kenneth Murdock and ¥, O,
i1y Pe -
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painting wag an expression of 1ife, an expression steeped in intellectual sug-
restiveness, 7o this end, on the {orm level, he demanded unity, through compo-
sition and tone,

Mainting was surely an integral part of Henry James's view of life. When
he looked at the world it was through the eyes of a painter, as has Leen gaid
veiore. AE John Sweeney says " [pai::ting] furnished hardy returns in backe
ground mamner and metsphor which he James couwld and did securely invest in
nis private enterprises, i

The reader is now oapable of seeing the full import of the following quo-
tation, The tlesis twms to James the fiction writer from James the painter,
and so it is fitting 'o mention James's own sentinwiats as he made that sane
turn, Harlier, James had been discussing the possibility that all of his in-
terest in painting had been ao mueh wasted time., BPut then he says:

Uy face was turned from tho first [beginninz of his 1ife] to the idea

of representation~~that of the gain of oharm, interest, mystery, dig-

nity, distinction, gain of importance in fine, on the part of the

vepresented thing (over the thing of accident, of mere actuality,

still unappropriated;) (sic] but in the house of representation there

were many chambers, each with L1%s own lock, and long was to be the

business of sorting and trying the keys, ‘hen I at last found deep

in my pocket the one I oould more or less work [fiction] , it was to

fesl, with rocassurance, that the pictwre was still alter all in

esgence one's aim. So there had been in a manner contimulity, been

not Bo much waste as one had sometimes ruefully fizured; 8o nany

wastes are sweetened for memory as by the taste of the economy they

have led to or imposed and from the vantage of which they oouldl
scarce look better if they had been current and blatant profit. la

iW05onn 1, Sweeney, from introduction to The Painter's Eye, p. 1.

U2 yames, Henry James, Autoblogrsphy, pp. 1l9-150. Italics not in original.




CHAFTER IIT

PAINTING IN JAMES'S FICTION THEOKY

The purpose of this chapter is to show that James's interest in painting
was responsible for the type of movel-writing theory whioh he evolved, The
chapter is trying to explain wiyy James's theory on the writing of novels
turned out to be ths type of theory it is,

The quintessence of Jamest's theory is heightened by a fight he had with
He G, Wells, Issues always become clesr when hot words fly back and forth,
When there is heated discussion it is usually safe to presume thot each party
is defending thinge which he considers truly important,

At first James and Wells were friends. Their friendship began in 1895
when James was attempting to be a playwright, and Wells was just attaining re-
known as a clever soclal oritie and an interssting writer of scientific roman-
ces, The relationship was immediately a warm one, but became even closer when
Wells and his wife settled at gmndgah, Just on the other side of the Homney
Marshes from Rye, where James was living,

As James began to move abont, their friendship was expressed in letters,
For sixteen years they were to trade letters full of warmth and good-natured
Joshing, In thess letters James azain and again informed Wells that he read
him with "unstinted ndmiratioa.“a‘ He told Wells that, even though m had re-

- ;gi?” Letters, II, 180, See also pages 38=-39, 138, 180, 181-182, 262
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servations, he found that he could read him with complete abdication of the
prineiples whioh he ususlly held over the head of a novelist. Often, however,
he would add little admonitions on form, but these were always given in good
spirit,

Then one day in 1915 a bomb struck, Wells came out with a book entitled
Doon, The Mind of the Face, The Wild Assea of the Devil, and the Last Trump,
in which he mocks Jomes's novela, Hoon, know-itesll hero of the book, satiri-

z83 James's stories oruelly, amd does not fear to give his reasons, The author
will quote at length from this boolk, for the point it mekes is, indeed, at the
heart of the thesis. Boon reflected:

In early 1ife both these men {James and Osorge Moore] poisoned their
minds in studios . . . But James has never discovered that a novel
isn't a ploture ., . . that life isn't a studio,
Q.'n"0-“0"#Q‘T&’Q‘Qb‘IOQ!QQ.'*QﬂQ‘

He wants a novel to be mimply and complotely done, He wants it
to have a unity, he demands homogsneity . . . vwhy should a book have
that? For a piloture it's ressonable, because you have Lo see it all
at once, But there's no need to see a book all at once , ,

He has one of the strongest, most abundant minds alive in the
whole world, and he has the ssallest peretration , . .

{Bpeaking of James's novel theory} It's one sustained demsnd for
the piocture effect. Wnioch is the denial of the sweel complexity of
1ife, of the pointing this way and that, of the spider on the throne,
hilosophy sime at unity and never gets there , , . That true unity
which we all suspect, and whioch no one attains, if it is to be got at
all it is to be got by penetrating, penetrating down and through, The
pioture, on the other hand, is forced to a unity because it can see
only one aspect at a time , . » but il the novel is to follow iife it
must be various and discursive, Life is diversity and entertaimment,
not completeness and satisfaection . , . But James sets out to make his
novels with the presuppoaition that they can be made continuously role~
vant, And perceiving the discordant things, he tries to get rid of
them, He sets himself to piok the straws out of the hair of Life bee
fore he paints her, But without the straws she is no longer the mad
woman we love ., . . Following up his conseption of selection, see what
in his own practice he omits, In practice James's selection becomes
Just omisaion and nothing more, He onlts everything that demands die
gressive treatment or oollateral statement, For example, he omits
opinions, In all his novels you will find no people with defined
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political opinions, no people with relizious opinions, none with clear
partisanships or with luasts or whims, none definitely up to any speci-
fie impersonal thing., There are no poor people dominated by the im-
peratives of Saturday night and Honday morning, no dreaming typoSee
and don't we all more or less live dreaming? And none are aver decent-
iy forgetful, All that mueh of Lunanity he ciears out before his
gtory. It's like cleaning rabbits for the table,

But seo how relentiessly it followe {rum the sgppaaimn that the
noval 1s a work of art aimin: at plotorial unities!

Some points must be noted lmmediately. walls objects in this quots to
Jamests theory that a novel must mﬁfam to the pletorial unities, Wells also
asbjeots to James's principle and prastice of selection, which, he says, drains
the novel of all that is human, &nﬂ wells blames the theory for this lack of

iife in James's novels., For Jells, ance you grant James the thegry he says

ihat Jumes holds, you must come up with a lifeless novel. This latter view
mizht be disputed. The element which Wells calls iifeless could result from
Jamea's personality as well as from his novel theory,

This charge of lifelessness will be discussed more at length later.
Jamen's novels are certaimly different from the ordinary run of novel, but to
say that they are inhuman, that they lack life-vaiue, is, this writer feels,
over-gimplifying the matter.

Fnally, it will be noted that Wells believes very muoh what this author
does about the theory of James, i.2., that it can Lest be understood in terms
of painting. It is perhaps strange, that the only authority that this authar
has to call vpon in defense of his primary point, is the greatest enemy that
James's theory ever had, But the author points out that the ohief point of the

2uerbert 0, Wolls, Zﬁaon % Hind of tm h.am, The Wild Asses of the Devil,
and The Last Trump (m 187, pp.
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thesis 1s not a value Judgment on the valldity of the theory, but a judgment
rezarding the origin of the theory in James, In dealing with the latter, how~
ever, some mention wlll be made ol ihe former,

The problem Sei‘ura us, then, is whether or not painting's influence on
James 15 primarily responsible for his novel writing theory., In answering this
we will also be answerlng the second proble: &s %o whelher such & thoory necese
sarily leads to a lifeless literature,

It may be well, before we try to answer tho problems, to swe that it is
not Wells alone who objects to Jmses, lells is the only one who mentlons the
angle of painting, But others have jleveled the same objections azainst James's
novelsa, i.e., that they lack life, they lack hwmanity. John Hacy sayss "ir,
Jimes is like s great soientific mind imprisonsd with a few bugs, They are in-
teresting bugs and he says wonderful things about them. Jo lone as the door is
shut and one cannot hear the clamour of life outside, one is content to study
them with him, unflagzingly faseinated,n3

And then there are the atatements of James himsell on the classic authors
which shock the reader, He calls Dickens and Thackeray "naif, " and of Tolstoi
he writes: "Me has a mighty fumnd of life, but the waste, and the ugliness and
vice of waste [sic] , the vice ol a not finer doing, are sickening. For me he
makes !composition' throne, by conirsst, in effulgent lustrel 5 Such statements|

3john Macy, The Spirit of Ameriean Literature, (Garden City, 191L), p. 335.

hﬁanry James, "The Art of Fictlon* in Jemes, eod. Lyon N, Hichsardson
{ New Tork, 19113): Pe 15
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are taken as declarations of war by all those who have loved the works of these
authors and the others whom James stlacks, The battle then rages around the
novels of James, and his enomies are quick to point out that his charscters
lack all lile-~likeness,

So the diffioulty over this theory is not a pseudo~probtlem, Jumes deffi-
nitely attacks the classics, and iz in turn attacked by their dofenders. So
the problen remains: why did James evolve the theory he did? And secondarily,
dnes this theory necessitate an inhuran novael?

In looking for the novel<theory of Henry James two sources aspecially must
be consulted: "The Art of Fiotionm," an easay written in 1887, addinz his ideas
to those of Walter Besant, who had also written an article on the nature of
fietion; and the prefaces to the Hew York edition of his novels, This edition
hesan to sppear in the year 1907. HMe had been asked by Soribners %o write a
1little introduction to each of his novels, and to do any re-writing of them
that he thouzht would be helpful, To this job he devoted his full energies,
berging in his letters that his friends be sure to read the prefaces, In the
"Art of Fiotion" we have James's broader view of the novel, his general approachy
n the prefaces we have the reflections of an aging man, often disillusioned by
the 111 success of his novels, but still doggedly convinced that his notions
have validity. It i3 these two sources from which we will nainly gather our
data for presenting James's noval theory,.

To begin then, with the most general topie, what was lHenry James's overall
attitude toward the nowel? It will be noted immediately, that we are slready
at the heart of the matter, sines it is precisely this general view of the

novel with whioh Wells quarrellied.
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This general view is to ba found in the "Art of Fiction.,® In Walter
pesant's artiocle there had been a plea to look upon the novel as a _ﬁ.ne art,
and with this sentiment lenry James was in full ascord, He points out with
Basant that people 3till ssem to want the nowvel to apologise for being make~bew
nave.é But James polnts out that any apology on the part of the novel is a
step toward its annihilation, For "the only reason for the existense of a novel
is that ii does sttompt to represent life, When it relinquishes this attempt

(by apologising] , the same attempt that we sea on the canvas of the painter,
it will have arrived at a very strange pass. It is not expected of the ploture
|that it will make itself humble in order to be forgiven, and the anclogy be=
twgen the art of the painter and the art of the novelist, is, smo far as I am
able to sees, cmplatsa.” He than zges on to pralise Besant for insisting ihat
the novel be considered very artistic,

Because the novel should be considered a2 fine an art aas painting, we
should give to the novelist the freedom we give to the painter, There should
be no dictation of subject matter or of happy endings., The only thing that the
reader oan fairly ask of the novelist is that the book be interssting.’

A novel," says James, "is in 148 broadest definition a personal, & direot
impression of 1ifes that, to begin with, constitutes its value, whioh iz greate
er or less aoccording to the intensity of the impreasion, But there will be no
intensity at all, and therefore no value, unless there is freedom to feel and
Mm"g And there we are certainly hitting a very important point for James,

6Jma, "Art of Fiotion,® James, p. 76. 8bid., p. 8L
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The novel should relleot life. 'The wmore intensely it reflects life, the better
tho novel., The only way the novellst ean possibly reflect life is to reflect
1ife ag he feels it. He cannot reflect life in any other way., Therviore when
nesple berin to dictate to him vhat they wamt in a novel, what endin:, what
styles, what characters, what morsls, ete., they are killing his art., They are
preventing him from reflecting 1ife as he sees it, And they wre ipso fasto
kxilling all intensity, and therefore, all value, in his work, Thus, to sum up
in James's words: " (just] as the picture is reality, so the novel is history
(& reflection, impression of 1ife] , That is the only general dessription
{which does 1t justicc) that we may :ive of the novel, But history also is
allowed to represent life; it 1s wo%, any more tha painting, expected to apolow
Aze, 0
Thig is the very heart of the thesls, FHenry James 1s describing his view

towards the novel, and he doos it in terms of painting., If the "Art of Flee
tion" had been read without a knowledge of James's backpround, it misht have
boen surprising, Aes it is, 1% would be surprising if James didn't spealt in
terms of painting., We have a).rw’iy seen that he considers the arts as essen~
tially one, wWe have scven tos that in onceeand-for-all tuming away from paint-
ing %o Tiction, James was consoled by the fact that the painting was stil)l in
esgence his aim, With'auah fagts understood, James's novel theory expressed in
ternn of painting, comes as no surprise,

S0, in a sengse, 1t is possible %o say, that X, 0. Wells wins the first

ml‘bﬂ., pe 17
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rountl, when he said that James saw lhe novel as a piclure, as a representation,
he was correct. Dut there are many detalls yet to be considered, MNr, Wells
inay not fare 80 well alter the entire subject has been considered,

The next point to whieh we turn is James's oconstant use of the terminology,
of painting to express his ideas on fiction, #hat James himseli thinks of the
analogy in "The Art of Fiction” hae already been presented, Bubd twenty years
later, when the old novelist was rellecting on his theory, he could still find
no botter way of expressing what he had to say than through the anmalogy of
wiuting. The writer found it interesting to see just how often James employs
the painting analogy in hias ymfmas, He noted ewach reference as he read and
the resulis were merwhalamg.‘u

F. O, Matthiessen has also noted the frequency of the analogy and cone
jeludess "When we turn to his novals we must recognize that his eritical use of
|such words as 'composition,' 'relations,' and 'values,' is not loose analogy.
By seeing life in plotures, he found his organic form. If we pursue the vae
rious implications that he elaborated from that faot, we may have a iresh
|source of sppreciation of some of his finest effects, nl2 (It will be noted,

Uienry James, The Art of the Novel, ed, Richard P, Blackmur (New York,
1934). Painting analogies ocour om pages: L, 5, 10, 11, 12, 14, 17, 18, 26, 27,
39’ 353 36p 37, 38’ hO, hz; !:9; §7$ %l 611 62) 631 éhp 65, 67: 68,\@3 72£ 75,
77, 9, 81, 82, 83, 8L, 85, 88, 8z, %0, 94, 95, 96, 100, 101, 105, 112, 115,
123, 121‘3 126. l27) 133) 136; 13?’ 3»39, lm, 1L 3 3 1&5; 1{3«7, lw’ Wﬁ 153, 157’
179, 183, 198, 199, 203, 20k, A8, 221, 223, 247, 255, 258, 2%, 260, 26k, 273,
gg, %’ 28k, 286, 298, 300, 302, 303, 0k, 305, 306, 10, 323, 328, 332 (2),

i ] L 3

’ ;31:‘. 0. Matthiessen, "James and the Plastio Arts,” KR, V (Autwan, 19L3),
P35,
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incidentally, that this thesis is prucisely a pursuit of the “various implica-
tions® of the painting arnalogy in James,) Thus analogy is just another indica~
tion of the fact that James looked wpon his novel theory through the same eyes
which he used to gaze upon the worlds FHis was the painter's nmind in theory as
well as in life,

In the matter of constructiom, too, James looked upon his novel &s & pio-
ture, To Robert Louis Stevenson he wrote, "I want to leave a multitude of pice
tures of my tine, w13 1t was in Ihe Awkward Age that James completely left bee
hind all picture and aoted the whole story out, The Awkward Ase is the extreme

of dramatization in novel writing, the extreme in lack of description end pio-
ture, And yet it 1s interesting to note how he oconceived the story:

-~ I remember that in sketehing my project for the conduotors of
the periodical T have nased, I drew on a sheet of psper , . . the
neat figure of a circle consisting of a number of small rounds dis-
posed at equal distance about s central object. The central object
was nmy situation, my subject itself , . ., and the small rounds repre-
sonted so many distinct lawps, s I liked to call them, the funcilon
of each of which would be 4o lizht with all due intensity one of 4its

(#he subjeot's] asspects . , « « Hach of my tlamps' would be the
Jizht of a single Ysocial vcoasion’ in the history and intercourse
of the sharscters concerned and would bring out to the full the
latent eolour of the scene In question and ﬁamm it to Lidusirate,
to the last drop, its bearing on my theme, >

The point to be noted about this quotation 1s that in constracting ¢ds picture-
less novel, James plotured it Kven when dramatizing as mush as possible, he

would look upon the construction of the novel as he would look upon the cone

struction of a pioture, with all the details (lamps) of the picture subordinated]

wdmas, ietters, I, 138,

“‘Jma, Art of Novel, pp, 109+110,
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4o, and illuminating the subject,

Another hint as to the universality of the influence of paintinz on James
im the mmber of stories that hs woie on or about painting.w Mors than this}
in his notebooks we have evidence that at least three more subjecta which dealt
with paintdng suggested themselves to James, only to be rejected for one reason
or mm.her,lé P, 2¢ Matthiessen scea more in this penchant for painting stories|
than mere coincidence: "One of the ways in which he tried to escape !awthorne's
bareness was through the use, again and again, of a painter as the narrator of
his stories., He hit wpon this in "i Landascape Painter® (1866)=sthe second
story he printed--and although the result there is hardly above the zeneral run
of Hew Sngland local color sketches, what James was feeling his way towards was
2 density of impression that might best be given unity if seen throuzh a
painterts eye," 7 ind might I sdd that we have already seen that for James a
novel was an impression of life? Add to this the fact that most of the impres-
sions made upon James himsell oame Lo him as they would come to a painter, and
you have a further reason for this shoice of subject matter,

The reader has undoubtedly noticed that there haa not ag yeit deen one mene
tion of any of the specific points ol James's painting theory, whisch were dis-
cussed in the second chapter, It is to these specilic pringiples that we now

J‘SJmaa'a stories about painting: *4 Landscape Painter,” *The Story of a
Mastarplece,” "Travelling Companions,” "The Sweetheart of M, Ariseux,™ "The
ladonna of the Future," Hoderisk l'udson, "The Liar," The Reverbera The
Tragic Muse, "The Heal Thing, 7 "1he Tree of Knowledge,® “The De % Tolbesn, »
TThe p eolo Type,® "Mora Moniravers,” and "The Outery."

167anes, Notebooks, py. 152, 265266, 302,
1Tuatthiessen, Ki, V, 535-536,
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address ourselves.

It will be remembered that James placed jreat emphasis on the necessity of
constant, attentive, and recorded cgbservation for the painter. The same is true|
for the novellst, James 1s convinged. And this convietion i3 not a merely theo-
retical one, James had found that acute observation pays off for the novaelist,
This point was proved to his satlsfaction especially in the construction of
Srincess Casimassima, In this story James was to write of anarchy., James
Jeriting of anarohy! It wouwld seen & impossibility., [He admits the difficulty
to himself in his preface, and then teils uis reader the clue to the alr of

reallty whioh the book conveys. He knew that he would have to do sumo clever
imagination-work, so he purposely went through the London streets, picking wp
impressions upon which his imaginetion could work, "I walked a great deale-for
exercise, for amusement, for soquisition, and above all I always walked home at
the evening's end, when the evening had been a;:;ent alsewhore, as happensd more
[often than noty and as to do this was to receive many impressions, so the im-
bressions worked and sought an issue, so the book after a time was born, "8
Howhere have we a better example of James, the observer of life,

But this need for observation was not just something he praecticed by
chance, It was a prsctice he worked at; it was of the essence of being a
painter of life, In speaking in the "Art of Fiotion® of the qualities of the
progpective novellist, he declarss that "the first is a cepacity for receiving
straight impressions, nld

18Jmﬂ. Art 2£ Hovel, Pe 59‘

191ames, "Art of Fiction," James, p. 91,
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It was in this dogged applisation io constant observation that Fenry Janmes,
ires Was to live on in his novelist son, Far back in his childhood, as we have
soen, youny Henry was taught the inportance of being an observer of life, And
the pupil never forgot his lesson. As he approached painting he made observa-
tisn an essential note of the art; and the same must be sald of his attitude
toward novel writing.

He come now to a second polnt which corresponds in the painting and novel
writing theories of Henry James, It will be remembered that James ﬂiat&ng&iahoq
betwean the subject of a painting, and the execution, The same distinction is
found throughout his novel writing theory. Az a matter of fact, it is one of
the central notes of his theory, It is because of his notion of the novel (dis-
sussed on pages LL-LT) that James piaces so much emphasis on this distinotion,
Since a novel 1s to be a direct impression of life, he demanda that the oritic
arant the novelist his subject, his impression ol life, If this 1s not
granted, the novel dius before it begins to live, James then relegates the job
of the critic to the realm of sxescution, what the novelist does with hia sube
Ject=~this is execution, and &hia i2 open to much criticism, It im tiw part of
novel writing to whioch James sives most of his explicit attention in )t.ho pre-
{aces, How tov express what is %o be oxpressed]! This is exeoution, and this,
sccording to James, is at the same time the ecatasy and the agony of the
jpovelist, h

{4 note on the nethod of the thesis., On most of the subsequent points,
there are often twenty or thiriy gquotations from which the author must choose,
Father than relating them all in the text, he will mention explicitly but a few
and relegate the rest to references in the footnotes, whither the reader msy zo
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if he desires further proof.)

This distinction is made explicitly in "The Art of Fiotion": “ie must grant
the artist his subject, his idea, his donees (id) our oriticiom is epplied only
to what he makes of 1t,*% In the preface to Roderick Hudson James states:
a4y mistake on Hoderick's behaliewand not in the least of sonception, but of
composition and expression--is that, at the rate at whioh he falls to places,
he seems to place himself beyond our understanding and our sympathy,"® And in
the preface to Portrait of & Ladys "It is & faniliar truth to the novelist . . .
that » + » this or that disposition of the material, belongs to the subject
direotly, so to apeak, while this or %hai other belongs %o it but indirectlyw-
belongs intimately to the treatment,*22

Thue we have another aspeot which James first discovered in his analysis
of painting, seriously affecting his novelwwriting theory., A% this point, too,
it is good to remind ourselves, that Wells still seems to be correct in every-
tiing he said, with one very important exception, of whieh we will hsve much to
say later onwehe does not grant to James his right of choosing his own subjeat.

Just as suriace was tm%af:i riefly in the chapter on painting, so it will
be commidered only lightly in this ehapter on novel theory. James seemed to
resoznise two distinet aspeots of the surface of a novel: the word style, and
the imagery, Because of his peculiar aims in writing a novel and kis peculiar
|derands for unity, his style beomse & deliberate, involved, and often sonfusing

211id,, p. 86
2D gamos, Art of Hovel, p. 12

22104d,, p. 533 ses also pps w9, L2, LB-k9, 101, 1la, 145, 182183, 2m
20210, 217, and 348, T $ U T T P




4

53

uwose of words. But for James this was a necessity, and he thought all the while
that his atyle was the perfect siyls to fit his subject matter, Ye realized
that "there is ., . « nothing ad all so dramatic, so chargeable with meaning and
picture, as spesch of whatever sort, made perfect,"3 and we may be sure that
he wag always doing his beat to charpe his surface of words with all the drama
and pleture that his subject would allow,.

As yegards the imagery drawn from painting which James used in his novels,
Mre Hobort Oale has done significent research, and reports that "painting® ao-
counts for "well over four hundred” of the two thousand art irmages in the works,

dyramatic litersture accounts for six hundred, drama slizhily over four hune
dred, musie over thres hundred, sculpture less than two hundred, and danoing
and architecture only fifty together,2d And ¥Mr, Oale also reports that art
imagery is the largest single catepory ol simile and metaphor in James's fice
tion,

It i8 clear from these two briel paragraphs that Jases gave attention to
surface considerations in his novels, just as he was alert to line, edlor, and
brush strokes in his painting theory,

The next point to be considered is tone, the atmosphere whioh pervades a
feorie, It was found that this aspect of the form level of assthetis saperience
was not ignored by James in his treatment of painting, The same is tiue when
he approsches novel writing, liote how the atmosphore of the place affecta his
poiasp of subjeot in this quotations "1t was all charmingly simple, this concep-

23 ames, lotes of Son and Srother, pp. LO-ll.

2k pobert L, Gale, "Art Inagery in Henry James's Fiction,® AL, XXIX (Mareh,
195?)1 pe LT, ’
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tion, and the current must have gushed, full and clear, to my lmagination, from
the moment Christopher Newnan [hero of The Americans] rose before me, on a per-
feat day of tm‘divine Paris sprin;, in the great gilded Salon Carre of the
iouvre, Under this strong contagion of the place he would, by the happliest of
havards, meet his old comrade, now initiated and domiclled; after which the
rest would go of itself.“25 Then s-ain, speaking of himself in the third perw
son, he says that "he incurs the stimma of labouring uncannily for a certain
fulness of truthe-truth diffused, distributed and, as it were, atmospheric,”20

And finally, it is under this satezory of atmosphere and tone @h@ another
important aspeoct of James's novel writing theory belongs. UHe speaks much of
taste, of knowing what is appropriste for the audience, and what i3 not, Ule
says, with great force, in “Imile Zolae": “There is simply no limit, in fine, to
the misfortune of being tasteless; 1t does not merely disfizure the surfase and
the fringe of your performanceewit ests back into the very heart and enfeebles
the sowrves of life., When you have nc taste you have no discretion, whieh is
the tonscience of taste, and when you have no discretion you perpetrats books .
s « « which are without intellectusl modesty , ., . which are without a sense of
the ridioulous . « . which are without the finer vision of human experience,"2’
It 42 true that this disoretion and taste come frum the side of the author, and
that they differ formally from the atmosphere whioh the desoriptions and the
style of a novel put forth, but still there is something about James's deserip-

25 Janes, Art of Novel, pp. 23~2h.
%Mﬁ-, Ppe 153-15k.
2Tuenry Janes, "Enile Zola,” in James, ed., Lyon W. Richardson (New York,

Y
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tiom of taste which foroes the autisr to put it under the caterory of atmog~
here, It is a tone which should exlst in gvery novel; an atmosphers thai
ghould pervade all of a novelistt's writing., The speaiflic tormes of mood, style,
|lete., may dilfer with oschk novel, buk there should alweys be this tone of
tasta,
de near now the heart of the matier, The next point that will be taken up

1g lifewvslue, It will be remerbered that it was on this loevil of assthetic
gxparience that James placed the nost empbasis in his painting thsory., The
writer believes that the same iz trus in James's novel theory, in apite of
gverything that Wells and oritiss like him may say., Explicitly, it is tiue,
there is much more space glven to a development of the treatment of the subjeet
[mtter, than there is given to the wabjeol matier itself, DBut the Lmportant
point to note i that subject mabier is not at all ignored, It ie presumed in
all of Jamest's discussion of form znd execution, In "The Art of Fiction" James
states; "It is hers [in attempting o portray reality] that he competes witha
iife; it is here that he oompetes with his brother the painter in his attempt
to render the look of thin:s, m»:ea look that conveys their meaning, to eatch the
solor, the relief, the expression, the surface, the substance of the human
spectacie,"28 If Henry James is not looking for meaning and huwman experience
to write about, then no one is, In speaking of Georye Eliot'as [gmola, he says
that 14ts one great defeot is that "it does not seen positively io live, ney

.48 notebooks he describes his growing swareness of the beauty of the sub~

szm, Ayt of Fietion," w pe 85.

@%ianry James, "The Life of Jeorge Hliot," in James, ed, Lyon I,

i
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ject matter for The Tragio Muse in tems of 1ife: "It 48 thoreweit lives-eit
waiisy the piloture blooms again so soon as I really fix my eyes onm it It is
this time really a good subject, I think,"30 And why is it a good subjeot? He
answorn the question himself: begause "it lives.” James's whole treaiment of
norality in bis novels is dependent on the amount of life which the author cone
Jveys in his books "Therse 4s, I think, no more muiritive or suggoutive truth in
this connexion than that of the perfect dependence of the Tuoral' sense of &
work of art on the smount of felt 1ife concerned in produeing it."3% Thus for
James 8 pareoption of things whileh 145 habitually low or narrow is as fatal to
m as 1% is to conduot, If & man's dmpression of 1ife is ruined by kis onn
narrownses and depravity, his expression of that experience will alse bLe narrow
and depraved, and, therefore; mmﬂ.éu a3 art,

Surely after quotations like the four just presented, there shouwld be no
quegtion sbout the fact that Jomes was interested in presenting in his novels
humandty, hamenity felt, bumanity empressed., The question ariscsy what, then,
was talls talking about? Surely Wells read the quotations that have been mene
tioned here, .

The answer to this question, it i» belioved, is the anawer to the prollem
indioated in the first pages of this chapter, It is an answer ovexlooked, the
suthor believes, Ly Wells, and by many others who sccuse Jamee of & lack of
1ife~vnlue, And the point the aubher would like to make is that thizm answer

Dsames, Ngtebugks, pe 92,
Rsamss, Art of Novel, p. USe




cold be found in germ back in the palnting theory ol Henry Jines,

Tt will be remembered that Lhe ounestion was asked in the mm’i atapter;
at consbitutes Jife-value for Jues? The answer was given In terss of intel-
lizenee, in terms of the mind. Foo Jares, a printing was a zreat one in as much
aw it eonveyed 4o the viewer intellectual meaning, 7o present this intellsotual
preaning, James presented intellectvri characters, characters who were o ro-
golve the charge of being dmpossibly intelligent, wnreal. Juos war just the
aoposite of his contemporeries in hics desires for the novel, He wrote in & let-
tar to Fdmund Tosse as mi‘ly &2 1500 "7 so hunjger and thirst, in this deluge
of olhesp romanticism and ohromolitiwgraphic archaics (bahyish, puppyish, a2
svpontion, 811, it seems to mey) for a note, » gleam of reflection of the life
we 1ive, of artistic or plastic initelligence of it, something one onn sy yes
or no to, as disorimination, percepiion, abservation, ronderinge-thzl I an
rorlly oot a jwlre of the partleulay eormodity ab alls I am out of patdence
with it and have it par dessus ies oveilles,"3? In speaking of his leroine in
e Spolls of Poynton, Fleda Velch, he thrilled to her intellljgonce, "ler ine
sratiating stroke [that which ingratisted her to hinself] , for importance, on
the threshold, had been that she wedd understand: and positively, Ifrom that
froment, the progress and mareh of my tale beecams and remained that of her undere
standing,"33 And ho revelled ia tha contrast that Tleda afforded him, for:

*fleda sdmost demonically both sees [audemtands] and feels, while ihe olhexrs

%Jéﬁw;a‘ wtterns, X, 3L5.

33yames, Art of Hovel, p. 120,
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wut feel without seeing."3U Fleda could well be Henry James, and the others,
Ihis contemporaries, ,
For James, the nmore inteiligent the person who tells the story, or through
[vhom the story is told, the better $e novel, the more interesting., And we must
remember that the reason for tids conviotion is that for James lifewvalue is
jconstituted by the intelleotual (us was seen also in his painting theory), He
|states, in the preface to _F_*r_m vusamassimay “By so much as the affair mate
ters for some individusl, by so muoh do we get the best there is of it, and by
|so mush as Lt falls within the ssope of a denser and duller, a more vulgar and
pore shallow ospacity, do we get & pioture dim and meagre. n35
James was fully aware of the eritioism that his characters brought upon
|pim, and in his prefaces he pleads his case eloquently and dbrilliantly, There~
f&m, though ths following passage iz lengthy, it is given in whole because of
its importance, We are now answerin- the problem presented in the beginning of
the chapter, This quotation is precisely how James would respond to Wellsy it
is, so to speak, his apologias
If the life about us for the last thirty years refuses warrant for
tiese oxarples [his so intélligent cheracters], then so rmush the worse
for that life, The constatation would be so deplorable that instead
of making it we must dodge it: there are docencies that in the nume of
the general self-respsct we must take for granted, there's a kind of
rudimentary intellectual honour to which we must, in the interest of
eivilisation, at lesst protend o o » o

What does your contention of noneexistent e ures, in the nidst

of all the stupidity and vulsarity and Wﬂu}%ﬁgﬁw that we

have been, nationaily, so to speak, jraced with no instamee of re-
corded senaibility fine enourh to resot against these thingsiteean sde

31vad,, pp. 129-130.
Bmide, pe 67,
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mission too distressing, Hhat one would accordingly fain do is %o
balfle any such oalamity, ito create the record, in default of any other
enjoyment of it; to imagzine, in a word, the honourable, the producilie
case, #hat better example than this of the hizh and helpful public
amd, as it were, civie use of the imagination?e-a faculty for the pome
sible fine erployments of which in the interest of morality my esleen
grows every hour I live, How can one consent to make a picture of the
prepondersnt futilities and wulrarities and miseries of life without
the izpulse to exhibit as well from time to iime, in ita plaoe, some
{ire sxample of ithe reaction, ihe opposition or the escape? Ine does,
thank heaven, encounter here and there symptoms of Lmmunity fron the.
yeneral infectiony one reeognises with rapture, on occasion, sins of
a protest against the rule of the chesp axl sasy; and one sees thus
that the tradition of a higzh aesthetic temper needn't, alter all,
helplessly and ignotly perish. These reassurances are one's warrant,
accordingly, for 8o many recognitions of the apparent doom amd the
bruised and finally broken in the fray, or privileged but to zain
from 1t a finer and more militant edpe. I have had, I admit, to proe
Joot % specimens~~have had, naturelly, to make and to keep my
cases interesting; the only way to schieve which was to suppose and
raprepent them eminent, In other words I was inevitably committed,
always, %o the superior case; so that if this is what you reprehen~
gively mean, that I have been thus begulled into oiting celebrities
without analogues and painting portraits without models, I plead
zallty to the eritical charge, Only what I mysel{ mean is that |
carry ny guilt lightly and have really in jgam of each perpeotrated
licence scarce patience to defend myself,

The author immediately asks the reader one question, uas there the smalle
ost mention 1in that entire quotation of painting? Ths answer, of course, is no.
And 4% is precisely on this pai.m. that YWells falla, James choss the characters
he did, not becsuse of his painting theory spplled to the novel. Fe chose his
[oharacters for the reasons ba zave, FHis theory did not dictate his subjaot
[zatter to him, His selections were not only made for the sake of unity, eteo.,
but they were made to conformm to this high intellectual level whioh he demanded
of 48 characters, The point is of utmost importance for the theory of tie
novel in general, As long as people identify the iype of oharacters that Jumes

3114d,, pp. 282+223,
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aeod with lids theory, the excellend points James brings out in his theory of
novel writing will never be sulficiently asppreciated, Henyy James wag an un-
ugual nan, & genius, He had hig own view of life, and he had his own theory of
the novel, The fact that his view of life is different from the usual one, must
not cause oritics to discount his novel theory, There must slways, in James,
be careful distinctionsz made between what 16 the result of his peouliar view of
1ife, and what is practice of his novel theory,
Thuse, to swa up this paramount points it wae not James's theory that the
erl must conforn to painting thewy, that caused the peculiar lifelessness in
nis works. He explicitly states that for him novel writing was a chance to
|ereate intelligences and their reactions to the everyday heppenings; intellie
rences, which, if they did not In reslity exist, should exist, And the author
[would like to point out, that the wery fact that James could reast to the world
in the wmy he did, indicates that al lesst there was one such intellisence that
really did exist,

There is one more polnt to be mentioned about this intelligencesaspect of
[Jamests work. Since it is at m canter of his view of the nowel, it is worth
the time that we give to it,

Just how esoteric is James's ideal of the intelligence? How far removed
[from life is it? Do his characters exist only in a fairy land, or do they, or
[perhaps beiter, should *&hﬁy, exist also in our own land of the living?

We must return to James's notion of the novel, A4 novel i# an impression
TM life; the more intense the ispression the better the novel, For & man like
|James, thore was no rest until e had the truth ebout life, and until he had

jmmﬁﬁw that truth, expressed it not abstraotly, bat vieidly, imposing on it




61

she form of the iragination, the sonsibility whieh felt it, Lile, James saw,
jpas bewildering, fwll of the cheap, tie easy, Lhe vuliar, the unintalligible,

7t was the job of art, of the novel, to give lile meanin;, to nake life intelliw
-itle, by sorting out the cheap and the vulgar, by removin; the cbscurities of
binintelliibility, and by preseniins life anew to the reader as intelligiblie

and ideal, For this reason James eyphasized the intelligence, It was the job

3i Hhwe intelligence to sort out the fruth from. the obacurity. For this reason
Tames put intelligent characters 2% the center of his stories, charascters who
pould embody for the readers, those thirsty for truth, the truth of art, char-
jpeters who would embody the intellient reaction to 1life, i.e,, the artist's

reagtion to life, As Fiochard ¥, Hackmur sayss "Iy insisting on intelligzence

nd Juoidity something like an idesl vision wae secureds not an ideal Jin the air
t an ideal in the informed imagination, an ideal, in fact, actually of iife,
imitod only by the depth of the artist's sensibility of it,¢37
It will be remembered that earlier in the chapter the author said that he
thousht it would be over-simplifyin: the matter to convict James of lifeless-
pess, The anthor feels, now, twt the reader understands wiyy he oould meke that
jptatement, The guthor of this thesiz agrees wholeheartedly with Richard Haok-
fiurs *The characters which he [James] created to dramatise his foelings have
pwﬁﬁm a quality of intelligence vwhisch enables them to experience matters
jiieh are unimown and seem almost poyverse to the average reader , . o » HiB
intentions and all his labour was ¢o represent dramatically intelll ence at its

jrost difficult, its most luoid, iis most beautiful point, This is the sws of

3Tnschard 7, Hlackowr, from introduction to James's Art of the Novel {New
York, 1934) p. xv, Italies not in ariginal, '
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nls idiosyncrasy; and the reader s better make sure he knows what it is before
he rejects it n38 _

In summary, then, and in ansuer to <ells, it may be sald that for Jemes the
novel was a ploture, Put we mast s8¢ immediately that the novel was a pleture
af 8 specific thing: an intelli rence reacting to life., It is this aspect of the
intelligence which is psouliar to Janes, which dlotates his subject matier, His
theory, influenced so much by paintin: principles, dictates his method, For
Jures the subjeoct matter was always to be the same: some intelllrence reasting
to somethin: in life, The treatmeni, because James {elt that a novel was a
nioture, would then come to the ald of the mbjeot matier with the various unie
ties and hammonies of painting, am almod at intensiflying the plcture of the
intelligence, Saelection would be practiced, not for its own aake, as Wells
veyed., Tt is to this treatment, this formelovel of the novel that we now turn,

%o see how 1t was subordinated to, 8nd an expression of, the subjeot matlar,

Two aspeots of the fom=lewel of aesthetic experience remain to be treated;
wnity and composition, .

T4 will be renalled that wnliy was of great importance for James in his
painting theory. 7The same is true of his novel theory, of all the peints that
he emphasizes in his prefaces, this point of unity seems to gt the most space,
Fo constantly spesks of the great danper of being led away from his subject
matter by all the concrete imazes which call for expression, but which are not

immediately pertinent to the pwrpose, the portraying of the fine intelli encet's

Brpig,, p. xill.
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veaotion to life, He speaks of "uunfining his necessary ploture, ™’ wsrirng
zlvays to the "sconomy of pioture,*0 ¥othing must be out of plase, for any
gverenphesized detall will distract from the subjeet at hand, lather than tire
the reader with guotation after qurtation on this polnt of ualty, [ will mene
tion but one more, and relegate tiw rest to a footnote. In hie prelace to Ihe
imericans he states: "Its [a novelts] value 1s nost discussatle when that econe
gy hat most operated; the conient axd the 'imporiance' of a work ol art are in
Tine wholly dependent on its baing ons: outside of which all prate of its re-
aresentative character, its meanln; and its bearing, its morality and humanity,
are an impudent thing, akl

The author reminds the reader again of the fact that all these points men-
tioned in this chaptler, have alsg ?mwz emphasized in the last chopier on
lamests painting theory. The poiat of the thesis that it was in torm3s of painte
ing that James approached hie novel writing theory, the sathor lesis, is seoure,
“ne nore important point remains to be trealed; the composition of a novel.
Two considerations are already zivens i, the subject matter is an intelligence
rsoeiving an lmpression of lile; 2, %he novel nust be one if the inmprossion of
Life is to be intense,

The purpose of composition timn besomes: o construci one impreasion of

1ife Ly an intelligence., For Jauvs, there were iLnmediste consequences of this

3 James, Ary of Novel, pe Mls
W4, ppe 56-57

MIW-; pp. 37-38; see also pazes L-5, 6, 15, 62, 65, 65-66, &, 8788, 97,
hop, 130, 1h7, 169, 172, 22, 234, 237, 25L, 262263, 277278, 29223, and

305,
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curpose, Any intrusion by the authnr, especially of direct address to his
reader, was strictly forbidden, Any details which did not campose with this
inballisence were to be avolded, Ielection was paramsunt,

in his early novels, pictare, deseriplion by the author, had a great place.
Zat the more James studied novel inesry, the more he Lecame convincec that cven
k3 deseription was in a sonss ag ilstruzion by the author, for unicss it were
sgon through the eyes of the charagisis timmselves, it was caming dicvectly Irom
the autbor, and hence was a discaorcant note in the unity, & fault in composie
tion,

And 1t was precisely this type of reasoning that lead James to Lis great

dissovery of the gentral intellicence through which he could filter ihe entire
novel, 1 the novel were told, ia the tihlrd psrson, it 1s irue, Lui told only
irom 4he aspect of the intelligence of the character or charasters involved,
would not ths novel finally be standiing on its own two feet, just as ibe ploe
ture? would not the novel, then, b as independent of the suthor as possible?
The reader would not have to depend .o description or explanation on the aue
thore-ail would be given in t’w‘ consoionsness of the one Antellijcuce at the
center of the novel.

Zven this great discovery was the result of James!s view thai the novel
was a2 picture of life, Jecause il was a picture, 1t must be ocac and it nust be
independent of the author in the smus way thut the painting on the wall is inde-
pencent of the palnter. James's wethod of accomplishing these necesaliles was
tiwouzh the fine central consclousnesg or intelligence, truly his wwn great
discovery in the theory of the novel., To this day the central iateilizence re-
wains the compositional limit o widsh any noval thsorist hses beeun alle to push
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dranatization, Today, if a novelisi wisbes to dramatize hls slory, e resorts
o an intelligence at the center ol his story through which the entire tale is
talds

wastalions on this polné are ugain myriad, Only a lew will be mentioned
in the text. The rest will be fouad in the footioles.

in Jiotes on Hovellsts James ststes: "To 1ilt our subject out oi the sphere

ol anecdote and place it in the gpasre of drams, liverally considered, to give
it digmity by extracting iis fincst Lmportance, causing itsg parts o ilowesy to-
gether into some splendid special sunse, we supply 1t with a large jucid reflece
tory which we find only, as I have already noted, in that mind and soul con-
cerned in the business thal have uab once the highest sensibility and {he highest
capacity, or thal are, as we may cail it, most admirably m;imw&‘z%g And again]
in the preface t> foderick Fudgon: (speaking of fowland Mailsi's consciousness
a3 eonter]. It tle novel remsins in equilibrium by having found lts center,
b podnt ol command of all tne yusle rrom thds center the suljoct has Leen
truated, from Uhds center the inlesvst has spread, and so, wastever olse it may
Go or nay not do, the thing im‘ suinowledged a principle of composition and conw
trives &b least Lo hang togethel, wi3

Iin this discovery Morris lgueris recopnigses a double value: "4 consclouse
aees of thils kind at the center ol e story, reliecling ail its values, is to

James the first law ol siruvebural “oonomy, ol method, Lut Lt is woxe than this,

“%tienry Janes, Notes on Movalisig (New Tork, 1916), ppe LOS-LoG,

James, Art of Novel, p, 15; sse. slso pages 16, Lé-L7, 51, 32, 3-8L, il3
1, 147, 157, DL, 96, 300, 325, end 3. o S
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{or the Jucid refleotor is no mere ieohnical device but the very subatance of
Jaeats arte It is a character who 1s 'riehly responsible' as well ss ‘finely
aware,' the chief person in the stery, and by the same stroke a triwwphb of
Imethod and a triwsph of valuc.”m‘ Richard Hlaokmur also recognized this dual
advantage of the fine central consciouaness,l’

1t will be remembered that the ihree chief elements in Jamas's painbing
thoory were: l. an intellectually siznificant life-vaiue; 2. a uniflied imprese
sion of this lifesvaiue; 3. this unity accomplished chiefly through means of
sareful composition,

It is interesting and signifieant to note, as we close this chapter, that
these sane three notes sumaarise James's great work in novel theory, for 1t is
through the compositional device of the fine central consclousness that be uni-
fies the impression of life reteived by a sensitive and subitle intelleot,

Wogorris oberts, Henry Jemes's Criticism (Cembridge, 1929), pp. 100~101,
U5y aaiomur, introduction to ir of Novel, p. xviii.
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CHAPTER IV

JAMES'S PAINTING AND HOVEL THEORY IN THE AMBASGADORS

The point of the theals, the suthor believes, has now been proved, The
purpose of this chapter is merely to make conerete what has been sald abatracte
iy in the past chapters,

The Ambassacdors is chosen as the novel to act as exemplar, This book is

chosen for two reasons, Firstly, it is from among his later works, novels in
which his style and method had reeched their maturity. Secondly, it is the
novel which he himself calls s best,

Firet s briel summary of the etory will be given. Lambert 3trether, s
pulddlowaged New England magasine edilor, is sent by his benefactress and intend-
od wife to Paris, He is to bring back Chad Hewsome, his Iuture wifets son, for
¥rs, Newsome had heard that he had fallen into the clutches of a worlkdly woman,

Strether, an extremely seusitive and intelligent man, lanis in Chester,
ngland, where he meots an old %’rm, Waymarsh, and a new one, Maria Gostrey.
Waymersh is in complete sympathy with MNrs. Rewsome's plan to free Chad, lHe is
the typioal New Englander, liisa Uostrey, however, has an odd effect on the Hew
Jéngland editor, He immedlately feels himsel! fres in her presence and i3 soon
telling ber his entire story,.

Whon Strether and wWaymarsh finally arrive at Paris, Hiss Jostrey is there
toa, and, to the diagust of Waymarsh, Strether continues the frisndship. It is
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in Paris that things begin to happen Yo the ambassador,

He finds that Chad Newsome ip a completely different man from the boy that
he had known, He meets “the wommn," Madwme de Vionnet and her danghier Jeanne,
and finds thom totally charming, bhen ho first meets Lhe women, he suspeots
that the one for whom Chad is gtrayin: is Jeanne,

In this atmosphere too, he discovers that he has never really lived his
1ife freely, and expresses hiamself %o e young artist, Little Zilhem. The story
then becomes the progress of Styretinr's intelligence. He feels his way jra-
dually to point after point, More and more hw delays, He writes lirs, Fewsome,
tactfully trying to hold her aff, e is not at all sure that Chad ghould ree

He soon discovers that 1t is Madame de Vionnet for whom Chad is staying on,
arxt that it is she who has worked the wonderful chonge in the young leweone.
About this time, Mrs, Hewsome fuily omt of patience, sends her daughter and sone
inelew, Sarah and Jim Pooook, and their daughter Mamie, whom Mrs. Howsome would
like to see (had marry, to Faris to Wring Chad back and to let Strether know
that unless he comes back with Chad immedistely, everything is off between them,

The Pocooks stir wp a litile fuss, but Chad, Hadame de Vionnet and Sirether
are really little affected by the visit, OStrether had realised all slong what
his astion would entail, Sarah presents Hrs, Newsome's proposition to Chad in
appealing tems, smbs 3trether, and retuwrns to Woolett, lMassacimsetis, in a
hatf,

Strether still will not advise Chad to return, In the country one day,
Strethor is shooked to discover thal Chad and Madame de Vionnet are not merely
platonic friends, He had thought sll the while that their friendebip was not
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a carnal one, This swprises and wholly confuses him,.

In the end he tells Chad thal if he ever leaves Hadame de Vionnet he is a
very low man indeed, 3Strether maes one last visit to the woman and finds that
she, ag he, suspects that it will not be long before Chad makes oif Jor America
arxl Jeaves her bshind,

s confidant throughout the novel, le leaves Zurope and Mias Uostrey, amd re-
tarns bo Hew Ingland, whioh really nalds nothing promising for him, But he is
{mmeasurably wiser and richer than the Lambert Strether who sailed from Wew
ingland as the ambassador,

True tw form, James considersd ihis novel a picture. In writing to Hagh
Halpole he says of it: "Ihe whole tidng 19 of course, to intensiiy, & ploture
lof relations.™ And in his notebooks he says: "My subject may be most simply
desoribed, then, as the ploture of a certain nomentous and interssting peried,
o some six months or so, in the history of a man no lonzer in the prime of
1ife, yet still able to live with sufficlent intensity to be a source of what
frey be called exoitement to himself, mot less than to the reader of hia story,"?

The distinetion between subjest matter and treatment is also easy to find
in the novel., The subject was the growth in Strether of the realiszation that
he had not lived, Lverything else in the novel 18 treatment, 7This is especial~
Ly evident with regard to the two characters Waymarsh and Maria dostrey. Of
hoth of them James sald in his prefage to this novel: "Waymarsh only to a

lsanes, Letters, 11, 215,
21 anes, Notebooks, pe 37h.
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slirhter degree belongs, in the whole business, less to my subject than to my
treatment of ity the interesting proof, in these connexions, being that one has
it to take one's subject for the stuff of drama to interweave with enthusiasm
&8 many Cogtreys as need be,"3 He apenly admits in the preface that Strether
st have a conlidant, a ficelle, if we are to be plunged into his intelli-
game.h

The interesting thing to remenber about treatment in all of Jumes's novels
is that every least detail of the Lok is given the most careful attontion. As
we ghall see, stiyle, description, atmosphere, ete,, all are so bound to each
other as to Durther 1llumine the rrowth of understandinge in Streth 's intelli-~
EONos,

Observation too plays an intezrsl part in The Ambassadors. It played an

important part, first of all, in the choloe of setting for the nowvel. In his
ahildhood Peris had made a deep impression on him a8 the home of art snd of
lifﬁﬂ Paris would be the perfect place for Strether to realize that he had
never lived and what he hed never felt, Chester, too, had made a favoureble
impression on James during his jhra%la through England, and it is not diffiocult
to understand why he has Strether land in the city he has called "the moat
piecturesque oity in the world, if picturesque is measured by its hostility to

ouy modern notions of amwnimﬁé

37ames, Art of Novel, p. 322,

byua,

Ssames, Henry James, Autoblozrsply, see pages 153-159, 160, 190, 19l.
Sjmmes, Transatlantio Sketahes, ps 12; see also pages 20, 13, and 16,
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Yost interesting observatione<fzet of all about the novel, however, is
“tretlerts own penchant for notieine whet goes on about him, 'sihila. he was in
Mester we find that he "iiked the sound, under his feet, of the tisht, fine
cravel, packed with the chronic damp, " and that he "had the 1dlaest eye for the
léeen smoothness of turf and the elesn curves of paths..'ﬁ Later in the book we
find that "he went to Chartres and cultivated, before the front of the cathee
dral, a general easy beatitude, n e might even think we were deeling with
lenry James, the observer of life, himself! (See the footnotes for other
veferences to Strether's acute ohservational powers and desires,)
Tt will be remembered that im the second chapter there was metion of the
Tant that Jases's attitude toward Impressionism was a developin: one, It is
inmteresting to note that in his later novels hie own style approaches that of
the Trpressionists, whom he had once so bitterly attacked, The following pase
saze 18 8 perfect example of what ir meant: "How could he wizh it to be lueid
for others, for any one, that he, for the hour, saw reasons enongh in the mere
ey the bright, clean, ordered vater-side life came in at the open window?ewthe
frere way Yadame de Vionnet, oppousite him over their intensely white fable-linen,

their omelette aux tomates, their Wwitle of straw-coloured Chablls, thanked him

for everything almost with the amile of a child, while her srey eyes moved in
ord out of their talk, back to the quarter of the wamm spring air, in which
early swmer had already begun to throb, and then back again to his face and

their mman guestions.™

7Hom-y James, The Ambassadors { Jarden City, 1958) p. 27.
8Ibiﬂc; P 261; 30¢ al 8o pages h‘"g; 12: 31’ 60; 181&. 331"‘332, ng Mu
1v1d,., p. 227,

|
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Ty 0, Matthiessen comments on this very pagsage: "Here he has come to the
essence, not of Sargentfs effecty Lut of Renolr's, in the wonderlul sense of
spen airg in the sensuous relish of wil the surfaccs, with exastly the right

cantral spot of color in that gmeleits sux tomstes; in the exguisite play of

1isht a2round his figures, a0

Speaking of Madume de 7lonnet, James mentiona: "She was a woman who, o=
fween courses, could be gracelwd wiib her ¢lbows on the tanle, " ang again,
speaking of Jeanne de Tionnet: "She stood thare quite pink, o little Irizhtened,
syottier and prettisr and not a bit like her mother,®l2

It 48 time to twrn now to anobbar lmportant aspeot of Jamest. ninting

£ eory which is found exemplifisd in The Ambassadors, This point Ls tone and

atmospliere,

Throwrhout the novel there i. 2 enthronin: of taste, !lss Cootrey,
Strether, the de Vionnets, Little Zilham, Miss Jarrace, and Chad are all people
for whom taste is second nature, They lend to ihe book a tone of taste In
which everything partioipaztes, When the prosalc Pococks barpe into thls atmos-
phere, there is immediately a d@wmﬂant note throughout. And when ihe Pogocks
leave, harmony returns,

Bat over and above the atmosphere and tone of taste, thers is “aris itself,
faris, with i1ts atmogphere o7 art swd of life, of taste and of pleasure, 1s con-

stantly kept before the reader., "The prompl Paris morning struck its cheerful

m?. O Matthiessen, Honry Janes: The Major Phase (Mew York, 19LL), p. 3h.
11james, Anbassadors, p. 228,
12101d,, p. 166.
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notes, ™3 18 but one of many exanples., Another example LollowS: " . « . . 80
thet the farespreading presence of Faris came up in coolness, dimmess, and invie
tation, in the twinkle of giltetipped palings, the crunoh of rravel, the elick
of hooves, the erack of whips, thin:s that suggested some parade of the cire
m."lh But most of all, the atmosphere of Faris played on the imagination,
Strether had heard so much about Paris, that everything he saw, everything he
heard, enticed him to further protfage. "Another was thai the baloony in quos-
tion didntt somehow show as a eonvenience easy to surrender, FPoor Strether had
&t this very moment to resognise the truth that, wherever one paused in Paris,
the imagination, before one could step it, rescted."s5

Dat Paris is not the only thing whioh effects an simosphere in The Ambassa-
dors, iooms, decorations, cafes, the air, the weather, ete., all are united, as
it were, to bring to the reader the intelligence of Strether clearly and vivid-
1ys The reader, as well as Strether, is caught up in the tons of the events,
The happenings of the novel seem 0 zrow right out of the tone of the day, or
the atmosphere of the location. It is just another example of the pariection of
unity to which James devoted ‘Wﬂf, Atmosphere is just ancther tool in the
treataenty just another means ol presenting a unified impression of 1ifs re~
eeived in a sensitive mmd.lf’

Bpa,, po 5,

Wrhiq,, p, 268; ses also pases 8h, 130, 183, 368-389, LOS, and L27.
15 Ibid., p» TLe

lém references to pages on whjoh tone and atmosphere sppear are: 7
3?“‘3@@ 78' 1116"1137; 170"‘1?1’ l?ﬁ, 18&’ 220, 2&’ 30?, 3?2; 393’ hﬂg! ﬁlﬁ"
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“n the level of desoription and surface, Jamea is also true to his theory,
The references to painting, painters, and all the arts are frequent, Speaking
of Jeanne de Vionnet, James states: "“he was fairly beautiful to himeea faint
pastal in an oval frame; he thought of her siready as of some lurking imagze in
& lomz jpallery, the poritrait of a small old-time princess of whom nothing was
known but that she had died young.,™ ! when trying to desoribs Waymarah, Little
Bilham calls out that he is "Michelaungelesquel He is a success, Moses, on the
ceiling, brought down to the floor; overwhelming, colossal, but somehow port-
able,"8 And to bring out the very important point of how intimately the
imazery and surface slements of thw novel are united by the style to the subw
Jeet, this next quotation is presented, "Alas, nothing so little resembled
h] hugged
his posture of prolonged impermansnee, It suggested to his comrade something
that always, when kept up, worried himees person established in a railway coach

flosting as the rigour with which, oa the edge of his bed, he (Waymars

with a forward inclination., Il repregented the angle at which Waymarsh was to
#it throughout the ordeal of Surope.™? In these two sentsnces James went from
an image of Waymarsh sitting on m edge of his bed, to a man leaning forward
in hkis seat in a railway coach, z man anticipating the time when he can get off,
In these images James presents us with the entire story of Waymarsh. ¥We know
1ittle more about Waymarsh at the end of the book, than we do after this quota-
tion whieh occurs in the first few pages, Just another example of the vise~

l?lhid" PP 195‘196~
wwmy Pe lgh.
9 1bid., pe 2.
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like unity and compression of James's style, fach image gounis for James,
There is nothing superfluoua, |

In susmary then of this point of the surface~level of aestheiic experience
in Ihe Ambagsadors, this can ve gaid, The imagery of the novel is primarily
imagery of art, and from among the arts, painting is used most frequently,<®
Secondly, each and every image James uses in The Ambassadors aids in the pur-
pose of the novel, There isn't a mperfluous image in the novel,

The next point to be considered is the Jlife-value of the novel, If the
aowl does exemplifly the points mentioned in the previous chapter, we should
find at the core of the book some impression of life whioh is intellectually
suzgestive. The author believes that The Ambassadors does fulfil this point as
well as the othera already presented,

| For James, living an active, intelligent, and observing life was of the
greatenst value, We have seen how his father had taught him to observe and to

question, Always Henxry was to have problems which he was working on., To keep
s ohildren from becoming intellectually stifled by routine, Henry James, Sr.,
was constantly on the move, M problems, new surroundings, and new friends
ware bound, he felt, to keep his sons intellectualiy slert, to keep them really
W as men ought to live, For James, then, an active intelleotual life, a
1life in which a men did his own thinking, and did it constantly, was a great
Lifewvalue,

And this is precisely the thsme of the novel with which we are dealing.

m.{hgd.i For other examples of painting imagery and painting as a surface-
value consuit m&;&az 13, 18"29* 3‘&* 1’36.5?’ 89""9“’ 165’ 167, mll"ms, 331;, 3651
o2, 403, and
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The imbasgadors is the story of how & man realived that his environmment had
|stified him, had prevented him frun living his own life, _

James desoribes in his notebooks how the idea of the story came io him,
He describes how a friend of his, Y, U, Howells, on a bright Sunday afternoon
in a Paris zarden, suddenly came oui with an urge to life. "ut think of the
place azain first-ethe chaming June alternoon in Paris, the tea under the treeg|
the Tintimzte' nook, consecrated to tartistic end literary' talk, . . . Well,
this is what the whole thing, a8 with a slow rush the sense of it cane over him,
jpade him says«-'0h, you're young, you're hlessedly young--be glad of it; be glad
of it and Jive. Live all you cani it's a mistake not to. It doesn't so much
Inatter what you do—-but live.!"® Thiz is the gemm that grew into The Ambassae
dors, It is certainly not diffieult to understand how such a guotation would
have a lasting effect on the intensely alive and active Javes,

It was about this theme of Living that James would weave all his treatment.
Since a novel is an impression of life, thls theme would have %o be expressed
as an impression, what better way was there of presenting this impression than
by presenting the intelligence of & man, as he grows in the realization that he
base not lived? The impression of life, i,e., the novel, would be the impres-
gion th:it & particular intelleat received,

It 45 intereating to note that James repeats in the novel the very scene
that inapired the book, On 8 3unday afternoon in a beautiful gaxden in Faris,
Strether expounds to Little Bilhsms “All the same, don't forpet that you're
younpestlessedly youngs be glad of it, on the contrary, and live up to it,

2l james, Notebooks, pp. 372-373.
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Live all you cany it's a mistake not to, It doesn't 30 much maiter what you do
in particular, so long as you hsve your life. If you haven't had that, what
have you had? . « o 1 8ee it now, [ haven't done so enouzh beforeweand now I'm
old; too old at my rate for what I see., ©Oh, I do see, at leasty and more than
you'd belleve or [ can expmu,."zg ‘his 18 a perfeot expresalon, 1t is main-
tained, of an impression of life. aAad the impression, the lileevalie, is; Livel

Thds life-value of the importance of leading an active human life, is, the
author feels sure, the life-value of the novel, iLut there are other subsidiary
life-values expreased, HMadame de Jionnet realizes at the end of the book that
418 not, that it's never, a happiness, any happinesa at all, to take, Ibe
only safe thing is to give."93 and Strether himself, as he tells Haria Jostrey
thet he cammot remain and marry ber, enunciztes the peculiar Janeslan ironlo
moral that a "full appreoiation of Life is incompativle with the sveryday busie
neas of living. w2l gerether sayas "fou mee, that 138 my only iogzics lot, out of
the whale affair, to have got anything for myself,"25 Sirether has a vision
nowy he sees that he must live, a& mach as that is poasible for a man of his
820, And neither the 1ife wiih Harls, nor the life back at wWoalett, is suifie
slent to fulfrill the life which he now sees he must strive towards, The novel
ends with Strether immensely rieher, but richer only in the sense that he sees
[rach more clearly what man 1s about, He has neither Maria nor lMrsz. Hewsome; he

has only a vision, But as Frederiek Urews sayss "His vision is worth its

%Jma, Ambassedors, pe 163
@M" ps L33,

hipyederisk C, Crews, The Tra
256%;!, Ambassadors, p. Lbh,

ly of Manners {New Haven, 1957), ps 56,
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The point of the place of tiw intelleot in this novel iz moot likely al-
ready obvious to the reader, 5ince almost anything that can be sald would be
superfluous, the suthor will attempt to be brief,

First of all the whole novel is directed to Strethert's understanding, to
e seeinz that life is worth msie ic him than he has been taking from i, It
is important to note that the nowel is directed Lo the mind of Sirether; it lis
not a matter of his feeling that he has not lived, At the end of the novel he
slearly seas, he undersiands, that his previous life had been insullicient,
3trether says to “aria Jostrey, as be is taking bis Iinal leave ol her, "it
{continued 1ife in Faris] wouwldn't give me--that would be the trouble-ewhat it
will, no doubt, still give you. i'm nmot . . o in real harmony with what sure
rounds me. You are. 1 take it too bard. You don't. It makes-~that's what it
comes to in the endwa fool of 1@."¢! ‘his, the writer feels, is nmot the ex~
pression of an emotlon. It is conviction founded upon reflection. And it is
another expresslon of the ceniral insight Strether receives, He knows what the
1ife 18 that he now sesks; and {m knows that Paris will not afford him the o=
casion % live that life. OSuch is the basic intelleotual element in the lifew
valus that The Ambassadors embodicss

but there is another way in ubleh the novel is intellectual., Strether hime
salf is a highly gifted man, James went to much trouble in choesing s life's
work for Strether, lie wanted his hero to be very intelligent, and yet he had to

Borews, Tragedy of Manners, pe 56.
w&mw, Aimbassadors, p. L&D,
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be hermed in by his enviromment. He ocame up with toe idea that Birelher must be
an editor, a man of varled interesis, an alert man, And to havo his hero
hemmed in, he thought up the idea ol making Mre., Hewsome respsnszibie ior Stre-
thar's editorship, le was accouniable o her lor everything he did, E£he gave
him the job and her eye was on hime .15 & resuld his besioally slert intelleot
vas thwarted; it was not given mueh shance to operate, Thus we oan 8ee how well
Jamos set the stage for Strethertz reaction when ibe atmosphore of saris. |
siould zo to work on him. His analysis of lrs, Newsome's part in tiw whole
story 18 a good example of bis intelliect at work. "That's just her difficultye-
that she doesn't admit surprises, Itts a {act that, I think, deserives and rew
presents her; and it fails in wilh what I lell youe-that she's all, as I've
calded 1%, line cold thought. 3hs had, to her own mind, worked the whole thing
out in advange, and worked it out I me as woll ag for hersoll, honever she
has done that, you see, there's no roam lefly; no margin, as it were, for any
aiteration, OShe's filled as full, packed as tizht, as she'll hold, and if you
wish to get anything more or differemt , , . . "20 ¥o man of ordinary intellect
jeould ever analyse a problem .‘m which he vag so intimately involved with the
1ucidity here manifested, ..)ﬁmﬁmr*a inteilect, sharp and subtls, sets a tone
far the entdre book. The book is not only a pioture of a growing understanding,
it is 2 picture of s growing undersianding in a man who has an extraordinary
Lowpaaiﬁy for uzxierstmding.a
Thus one more aspect of James painting theory which found its way into his

281p4d,, p. 38k,
29%%%1. for other examples of Sirether's acute intellect see paes 38, 164-
165, 36, 386, 390-391, W12, Lig-L20, L31.
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novel theory is exemplified by The Ambassadors. As we saw in the second chape
ter, the life~value which had the most appeal to James was the intellectually
suggestive life-value, The painter who really hed something to say was the
painter who received James's allegisnce, When James came to compose The
|Anbassadors, he made sure that the ﬁnwl sald something, He made the theme it~
|self a process of intellectual vision, and he made that intellect an extraocrdi-~
nary one, :

Two points remain to be treated. It was seen both in ohapter tws and in
éhmur three that unity through ocamposition was an essentizl note of James's
painting theory and of his novel writing theory, A painting must give one im-
: pression; the means to this end m :ﬁawr and aalective composition, 4 novel
must present one impreasion of 1ifey the means to this end is composition,
especisily placing a fine consciousness at the center of the story, through

which the entire story can be told. ‘

‘These two points of unity and composition are 8o intimately sonneoted in
The Anbassadors that the author will treat them together, and not separately,
as they were discussed in the pm chapters,

A novel must produce one impression., What is Jamea's chief means to this
end? Strether's fine central conseiousness, Nothing comes to the reader withe
out being filtered through Strether, The reader sees only what Strether sess,
The reader grows in knowledge of the other charscters in the atory only when the
hero himself learns more about them, And since there is only one center with
whioh the reader is in contaot, he gets but one impreasion of life, il.e.,
Stretherts, Thus the compositional device of Strether's fine central conseious-

nesz2 18 the mesns James employs for sttaining the indispensable wnity,.
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Any paragraph of The Ambassadorg that the author quoted would be an example
of this central intellirence, But to make the effectiveness of the method ob-
vious, it will be good to compare & paragraph from this book with a paragraph
from another James book, The imeriean.  The American is one of James's rirst

novels, written before he had perfected the compositionally perfect fine central
|eonsaiousness,

The American opens: “On a brilliant day in May, of the year 1868, a gentle-
‘Iman was reclining at his ease on ithe great oireular divan which at that period
osoupied the centre of the Salon Carre, in the Museunm of the Louvre,"X Ime-

? rii..ttaly we are aware that "we are to be regularly infomed in the novel by the
narrator from without of the tise and the place and the phymical action or atti-
tude of the as yet unnamed individual, whom it will then be the author's busie
ness to -ive us an account of,"3b

Compare the opening sentense of The Ambassadors with the previous opening

sentence: "Stretherts first question, when he reached the hotel, was about his
friend; yet on learnin; that wWeymarsh was apparently not to arrive till evening
he was not wholly disconcerted, n32 immediately we are plunged in nmedias res,

We are starting immediately inside the particular situation, at a particular mo-
nent, as it presents iiself to the person involved,33 The Ambassadors then cone

tinues throughout on that same note, we become aware immediately that we are
not going to be told who this Stwether is. e will have to plek up our informa=

mlhnry Janmes, The American {lew York, 1907), p. 1.
X joseph W, bemch, The Nwentieth Century Novel (dew York, 1932), pe 195.
32&maa, Anbassadors, p. 3.

33Mh, Pe 195,
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tion as he spsaks about hizsells There L8 no narrator zlibly suwplying all the
necessary information for us, There is no duality implied in i m_‘immdam.
In this novel, by the compositional devioce of the fine central oonsciousness,
LJames has achieved his desire of presenting a truly unified Jmpression of life,
As the chapter comes to an end, it is good to note that once again the
three moat important elements in James's painting theory, which were also at the
aenter of his novel writing theoxy, érc the most important elemenis in The
Ambassadors, Through composition Jomes achieves the unified impression in the

reader of an intellectually suggestive life-value,




CHAPTER V

A BRIBF 3JUMMARY OF THE THESIS

How that the points proposed have been disocussed, 1t would be well to cone
sider the relationships existing in the last three chapters. The thesis said
much of unity in James; but did the thesis itself have any unity?
The purpose of the second shapter was to see how much »+i~*ing was & part
of Fenry James., In a way, the author hoped that the second chapter would enable
the reader to pnﬁ on, as it were, the mind of Henry James, It was in the se-
cond chapter, too, that various elements in Henry Jms“s thoory of painting
were enumerated and explained, The basic elements were: constant and attentive
observation; the distinction between subject and treatment; the need that ths
pioture reslly say something meaningiul, something intellectually suzgestive;
the absolute necessity that the pleture give one and only one impression; com~
position as the chiel means to this unity; the atmospheric tone of the painting
as another means to unity and, finklly, an swarensss of the surface elements in
Fpﬁutd.ng such as brush strokes, colors, and lines,
This much having been accomplished in the second chapter, we moved into the
movel writing theory of James, [t was hoped that we would recognize behind this
theory the same mind that we had met in the second chapter.

After a brief analysis of *The Art of Fiotion® and the prefaces to the New
York Hdition of James's novels, 1t was clear that the very same alements which

a3




he emphasized in his painting theury were the central elements in his novel
theory, And especially important were the three elements of sn intellectually
suggestive life-value, unity, and composition. In this chapter, t00, we saw a
1ittle of James's discovery of the fine central consciousness, It was in this
chapter that the chief point of ithe thesis was made: that it was proclsely his
looking at novelewriting through the eyes of a painter which led him to his en-
|tire theory, and especially to his discovery of the fine central consciousness,
It was from his familiarity with painting and his convieli>n "% the arts are
*after all, essentially one,” that he was convinced that the novel must give
one impression, Painting must obvioasly give one impression. But the arts,
among them novel-writing, are essentially one, Therefore, novels must give but
one impression too. It is as simple as thatl,

It was also in this third ehapter that the difficulty presented by H, G
Wells was answered, It was shown how Wells atiributed the strange tone of ine
tallectuality in Jamesian novels %o the fact that James made the novel conform
to painting unities, thus cutting all life out of them, Dut it was also shown
Jthat this attribution was not wholly true, It is a fact that James wanted the
novel to conform to the unities of painting, But this theorstical convietion
was not the cause of the intellectuality, the lifelessness, as Wells called it,
of Jameats novels., Thias characteristic flowed from s different cause, James
falt that he was, as an artist, presenting to the world an ideal, #nd for him,
the idaal man must be much more intellectual than the ordinary man in the
stroete. Therefore he made his charasters highiy intellectual, He did not give
the importance to emotions that the novels up to his time had given, Eut this

was a conscious cutting away on James's part, And it was not because he felt

\,
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that the novel must present to iis reader an ideal vision of life, And for
James, ideal meant intellectual.

The fourth chapter was then inserted to exemplify the theorotiéal elements
[mentioned in the previous two chaplers., It was {o concretise what had been put
abstractly eariier. It was geen, in this chapter, that the three most impor-

| tant elements of James's theory were the three most irportant elements in The
Ambagsadors,

Thus the thesis is complete, The writer would like t» poi-* pul es & con=
clusion, some benefits which he thinks could be the results of his work.

First of all, on a purely a@holarly level, the point brought oul in the
thesis could well be an aid to a deeper understanding of Henry James, the most
studied American artist in the present decade, (The lew York Tines ook
Feview section has said of hims "il the moment there is probably no writer in
the English language more in favour with the oritiesl fraternity than Venry
James,"l) The writer believes thzt he has discovered a bssic view of James.
The way a farmer acts in a big eity is influenced by the fact that he has spent
the Tirst thirty years of his 1life in the country., The way Xant wrote his
philosophy is influenced by th§ fact that he was trying to put morality beyond
the reaoch of socientific questioning, The way a saint interprets reality is in-
fluenced by the fact that he is seeing God in all things. Jo, 4t i5 argued, the|
literature scholar, if he is to fully understand James's theory and his novels,
magt take into consideration the fast that James looked upon the arts as essen~

tiaily one, and the fact that the first art he reaily met was painting,

lRaymond Walters, "Febound,® Hew York Times ook Feview (March 8, 1959),
Ps 38,
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Secondly, the thesis offers zn insight into the statement of Jamss that the
arts are essentially one, I8 this true? It seems to this wriler, alter his
work with James's novel theory and the influence of painting upon tﬁat theory,
thsat there is much to be sald for Jaues's dictum, The results of the theory on
James's novels wore beneficial, The conviction that the arts are one did not
hurt Jaes's worke~it helped, It was this convietion that led him t9 his dias-
eovery of the fine uantrai consciongnesns,

ind finelly, the author feelg thut this thesis ls a aten Pﬂwwurﬁ’in undere
vataﬂding the novel. #nd if this is true, then the thesis may lead o » gréater
eppreciation in the novel reader, I{, as was mentioned in the lirst chapter,
the thesis aids the novel reader %o recreate as well as to experience, then {t
has accomplished its purpose, It has lead the reader to a greater appreeiation,
and this mekes the thesis worthwhile, for, as the author began the thesis, so
Whn will end it: "Literature is a fine art, and, as & fine art, has =8 its pur-

Wpaae the arousing of appreciation in the reader.”
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