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CHAlTER 1. 

INTRODUCTION. 

Henry James (1843-1916) is a curious and, by his 

own choice, enigmatic figure. We have a great many dates, 

a few letters, and little else. James's fragment of 

autobiography, vast as 1 t is; is strangely unrevealing. 

There is a wealth of impressions as one would expect 

from su.oh a writer but precious little about the man. 

Henry James was chary of describing his personal 

feelings - eo much so that some doubted his ability to 

have any strong emotione. 1 Hie &Qtobiograpby, 

interesting as it is, is pure observation, memories of 

people• places and impressions, all marvellously 

sensitive, but little personal feeling. Compared w1 th 

a work like Andr.S Gide 'a autobiography; so speatacular 

1n its personal exposures, it is hardly one at all. 

James was no exhibitionist. From the bonfire of 

personal papers he allowed to emerge precisely what he 

wished to be known about himself and nothing more. 

Such teasing questions as to the 'obscure hurt• suffered 

at the age of eighteen (which some have understood as 

being castration) or the precise nature of his regard 

for his cousin Minny Temple, receive no answer. Thus 

obscurity does not, one fancies, arise from James's 

inability to communicate but a determination not to. 

When Pater died James wrote to Edmund Gosse (1894). 

The letter is unpublished, but quoted by Leon Edel. 

He had had, 'the most exquisite literary 
fortune' and had achieved 'the mask without 
the face.• Henr.y added almost exuberantly 
that there wasn't an inch in the total area 
of 'pale embarrassed• exquisite Pater', not 
even • a tiny vantage for a newspaper to flap 
ita wings on' • 2 

1. Somerset Maugham, The Vagrant Mood, Heineman. 1950. 
2. Leon Edel, The Mi ddle Years, p. 317 



2 

For James the life of the successful artist was his 

work and there was little left over for an observable 

life. He often broke this rule in his own stories, 

many of his artists being successful artists and some of 

them, like John Berridge inuThe Velvet Glove;1 living 

or not living with great intensity. James has, however, 

left points of vantage for his biographers to flap their 

wings on. NJr. Edel in his monumental biography of James1 

has reversed the normally dangerous procedure of 

interpreting the works from the life, and has written, as 

a result, a ps.ychological thriller. Such matters as 

James's supposed love for Elena Lowe and his deep friend­

ship for Miss Fennimore Woolcott Woolson remain delight­

ful conjectures unsupported by evidence. On the more 

conventional details of James's life, :rv~r. Edel provides a 

valuable source book, but his conjectures as to the inner 

life are impossible to prove and rather disrespectful to 

James ' s belief that the artist has a right to privacy. 

Suffice it to say of James ' s life that he was born 

in 1843 to a wealthy Swedenborgian father who was deter­

mined that his children should become citizens of the 

world. To this end the.y had no settled education but 

travelled widely in America and Europe$ being taught by 

tutors or sporadically attending school. Henry and his 

brother William (1842-1910)) the philosopher studied 

painting, a training which was to stand Henry in good 

stead. Later both diverged, William to medicine and Henry 

to literature. From then on Henr.y James devoted himself 

to writing, wit h a devotion, which, in its less openly 

ascetic way, rivals that of Flaubert. He vacillated 

1 Henr.y James, The Untried Years, Rupert Hart Davis (1953) 
The Conquest of London (1962), The Middle Years (1963) 
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between America and Europe until 1875, when he spent a 

year in Paris and later set·tled permanently in England. 

He visited America, his native land, occasionally, with 

a gap from 1881 to 1901, and was frequently on the 

continent, Italy being his especial favourite. In 

middle life he was an habitue of the beat society, one 

year dining out on three hundred occasions. A keen 

register of gossip, his social popularity stood his 

writing in good stead. Towards the end of the century 

he left London ru1d lived at Lamb House, Rye , in Sussex, 

becomirig something of a recluse, though his friendship 

was always extended~ especially to young writers. With 

the outbreak of war in 1914 he adopted British citizen­

ship. In hie last years he was able to write little on 

account of failing health, and he died in February 1916. 

He never married, a fact which has caused a great deal 

of unnecess~ speculation concerning his private life, 
hct 

and, as far as we can tell0 Anever seriously considered 

marriage. It seems he considered it an unnecessary 

interference with his work. Perhaps he never loved at 

all, but few men have escaped that calamity. 

B.y all accounts James was genuinely fond of his 

family and friends• always courteous and helpful and 

always interested in other writers. He was a brilliant 

conversationalist. The myth of James as a recluse has 

arisen from his later years. In middle life he mixed 

widely, sufficiently so to be on good terms with 

r,:r. Gladstone and Lord Asquith . He also met .Prince 

Kropotkin. The anecdote on which The Turn of the Screw 

was based was related to him b.y the Archbishop of 

Ca:nterbu.cy. Perhaps it i s true that he never felt qUite 

at home among the English, but he had great o~portunitiee 

for observing them. Among writers his range of 

acquaintance was vast. He knew writers from Thackeray 
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and Dickens (he met the latter once) to ones still living, 

such as Sir Hugh Walpole and Sir Compto Mackenzie. 

Stevenson (1850-94), Bourget, and above all, Turgenev 

(1818-83) were especial friends while 
1

ch as Flaubert 

(1821-80), Daudet and Browning (1812-89 were more than 

passing acquaintances. 

As to his knowledge of the arts, h s understanding 

of the novel was wide and profound, his taste was catholic 

(his approval of Thacker~, Trollope, lter and Stevenson 

would shock Dr. Leavis) and he speaks th authority on 

painting. Not only did he study drawin in his youth, 
I 

he spent a lifetime in looking at paint ngs and knew 

many artiste. His interest in music an poetry 

(especially lyric poetry) was more supe icial and his 

knowledge of them seems to have been th t of a vastly 

appreciative amateur. 

Nobody lived more for his art than Henr.y James, and, 

as he observed in The Tragic Muse, nobory is more alone 

than an artist at his trade. An opiniof frequently 

expressed b.Y him was that the artist•s ~ife was contained 

in his work. Little was allowed to intbrfere with this, 

his wide social activity was, indeed, to his mill. 

Unlike Flaubert, no Louise Colet was al1 owed to disturb 

the serene flow of his artistic develo though 

M~ Temple ~ perhaps his Madame Sch1 esinger. It is 

perhaps natural that a man, who devote, his life so single­

mindedJ.y to the practice of his art, s~ould meditate both 

upon its nature and its value. It woulh be equally 

natural for him to express his thoughts upon the matter 

in his art. Henry James's reflections in t his regard 

form the subject of this ess~. He po~dered certain 

matters t hroughout his life and we wil ,1 attempt to trace 

them and their development. 

In a certain sense many Jamesian characters are 
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artists in the sense that they possess in a high degree 

an aesthetic sensibility and moral awareness which James 

considered essential to a great artist. We shall limit 

ourselves, however, to those Who attempt some form of 

production, those who paint or. write. Hyacinth Robinson 

as a bookbinder with great promise of being a writer, 

and Gilbert Osmond whose cold ability to manipulate 

paint is extended to those around him, also quali£y. 

As it is, his artists show great variety, from cold 

tasteless pedants to extremely fine and sensitive people. 

As we shall see, the discussion emerges as two not 

entirely separable strands. Firstly, a certain~ 
t\ 

poetioa and ara vivendi)ad poetp. What should the 

artist be like? What discipline should he impose upon 

himself? Combined with this he attempted to show what 

great art was, especially in The Tragic Muse and in his 

use of works of art in his novels. Secondly, what place 

did the artist enjoy or fail to enjoy in his societ.y? 

What purpose does the truly fine work of art serve 

among men? 

In approaching this surprisingly seldom discussed 

problem, the first discussion (and most lengthy) will be 

devoted to those works Where James discusses the artist 

and his art most explicitly. Then I hope to conclude with 

a brief consideration of the work of art as it appears in 

the novel and suggest means by which our knowledge of 

James's attitude to the problem would help to illumine 

his uork~ and his attitude to subjects other than art. 

Finally,there will be an attempt to relate James to others 

who have shared his preoccupations, such as Thomas Mann, 

and to sketch his context. This last will enable us to 

approach an assessment as to the value of his 

considerations. 



CHAP.rER 11. 

RODERICK HUDSON -
(WITH A NOTE ON BENVOLI02 



5 

CHi'...PrER Jd. 

RODP..RICK HUDSON 
(1876) 

(WITH A NOTE ON BENVOLIO) 
(1875) 

Roderick Hudson, b,y the choice of James himself; 

stands at the beginning of his novelistic oeuvre. This 

is fitting as the novel is seminal to the whole of Jamea •s 

work. Themes appear in this book which he was to spend a 

lifetime in developing and elaborating. We see the 

uncomplex American being materially worsted by the subtle 

and corrupt European. In Rowland Mallett we see also the 

value of hum.ili ty and renunciation 11 a value James was to 

hold to the end. Above all, for our purposes at least. 

we find an artist confronted with the heartbreaking 

problems inherent in the practice of his art. 

Soon after the close of the American Civil War a 

wealtey and artistic man, Rowland Mallett, meets in a 

small New England town, Northampton Mass. • a young 

sculptor of great promise - Roderick Hudson. The young 

man has no chance in America of advancing his talents, 

and his work in a law office is uncongenial, so Jnallett 
t-"'-o.t /->.<: mo..i · 

offers to take him to Italy in order to learn the skills 

he needs. This of fer of patronage is eage~ly accepted, 

but befor.e they sail Hudson proposes to; and is accepted 

by his cousin Mary Garland - a young lady of some looks 

and delightful character for whom Mallett has formed an 

undeclared attachment. In Italy Hudson begins to have 

more than mere promise and shows actual achievement, but 

falls in love with a supremely beautiful femme fatale -

Christina Light, the daughter of an American expatriate. 

He has little money however, and Christina, if she is in 

love with anyone , is in love with his friend Mallett, or 
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so it could be argued. Christina gives Roderick some 

encouragement' however, under the threat of her illegi­

timacy being revealed, she is forced to marry the 

wealthy and dogged Prince Casamassima. Roderick however, 

has had his head quite turned, and his work seriously 

deteriorates to the point where he claims to be without 

'inspiration'. Even when his mother and fiancee join 

him in Italy no improvement is brought about. Finally 

Christina, bored w1 th her marriage, intimates to Hudson 

that he may follow her and that favours may be given. 

He attempts to borrow money for his pursuit from Rowland. 

A quarrel ensues during which Rowland accuses Roderick 

of crass insensitivity, revealing for the first time his 

love for Mary Garland. Hudson is angered at his own 

blindness and walks off into the Alps and dies during a 

snow-storm. There is no union between Rowland and Mary 

nor does Rowland marry his cousin's widow, \vho, it seems, 

would not be averse to such a plan. The mother, !.Jrs. 

Hudson, is crushed and Mary, it seems; wlll remain an old 

maid. Christina is left bored and without her prey, to 

reappear more fully realised in a later novel. Thus 

everyone lives, if not unhappily, at least unsatisfa­

ctorily for ever after. 

It is singular that Henry James, at the very begin­

ning of an artistic career; should write a novel which 

takes so pessimistic a view of the artist's position. 

There are, as I hope to show, certain complicating 

factors such as Roderick's weakness of' character and the 

international situation• but nevertheless the position 

of the genuinely creative genius is seen as bleak. 

Ia Roderick Hudson truly a genius? This question 

presents itsel£ at the outset, for some (e.g. Professor 
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Warren Beach)1 have suggested that the reader cannot be 

sure whether his despair as to his ability for ~1rther 

creation which so possesses him at the end is grounded 

in truth or not. Was his talent merely a meteor doomed 

to quick extinction? It does not seem so; indeed, James 

appears to have expended much effort in leying before us 

evidence of an undoubted talent. The fact that 

Roderick ' s familiarity of reference to Michelangelo is 

made to seem in no wey ridiculous or vain is a case in 

point 0 but there is much surer evidence. Mallett and 

the humble water-colourist Singleton, who are no fools 

in the matter of judging the plastic arts are both 

unwavering in their admiration of a major talent. 

Gloriani 0 however0 the adept craftsman and cool man of 

the world, provides the crucial teat. Constantly he had 

been cynical of Roderick•s prospects. Faced with his 

Adam and Eve and later his bust of Christina Light, he 

had maintained that here was a flash of youthful preoocit,y 

Ml.ich would give way to commercialism w1 th the coming of 

maturity. Faced however with Roderick' a portrait bust 

of his mother this shrewd artist says, 

It is a pearl of pearls • 2 

and later more significantly, 

You are strong enough not to care about me 
at all. You are very strong ••••• I 
should like to say now that I believe in you. 

Apart from the effect of the works on competent 

critics the reader is also impressed b,y the nature of 

the subjects which Roderick so effortlessly masters. 

1 Joseph Warren Beach, The :Method of Henry James, 
London (1918). 

2 Roderick Hudson, edition of 1878. Rupert Hart-Davis, 
(1961). Introduction by Ileon Edel, p. 300 



The first piece which Mallett sees is a statue of a nude 

boy drinking from a pitcher, which, despite certain 

faults , impresses him greatly. This, and t he l ater 

representations of Adam and Eve, are all nudes. Now the 

nude is the richest resource open to the plastic artist 

but on account of the danger of its assuming an aphrodi­

siac quality and through the very power of its resources , 

a difficult subject to achieve. Roderick can achieve it 

without (in the case of Adam and h've ) lapsing il1.to 

prettiness. (It should be noted however that the pretti­

ness of the drinking boy is a quality rare enough). 

Furthermore the representation of these pristine 

archetypal figures shows Roderick as young and from 

uncorrupt America. In a sense he has not yet begun to 

suffer, his life seems a happy prospect, and, untouched 

b,y life, he is able to achieve a precocious success in 

such subjects. Later his busts of his mother and 

Christina his beloved show his awakening to those tor­

mentors and his entry into knowledge of' suffering. It is 

on account of his success in handling these maturer sub­

jects that Gloriani finally concedes his greatness. 

These subjects mark the transition from the unformed 

young man with genius and health to the broken creature 

at the end. We feel, however, t hat had Roderick had the 

fibre of a Rowland he would have been the greater for his 

u~fortunate erotic e~periences. The later portrait busts 

are again what one would call •major subjects• • for the 

subjects of' both are charged with passion for the artist. 

That Roderick should be able to deal so finely with such 

subjects is f\1rther proof of his genius. His passionate 

nature; could he have desciplined it as Michelangelo 

disciplined his, would never have failed to provide him 

witb subjects. James distrusted passion and, as we 
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shall see, had interesting views concerning its discipline. 

It seems to me that James's success L~ suggesting 

Roderick 's genius is a minor triumph. The great technical 

difficulty in :fictional writing is that the works of a:ny 

soxt of pictorial artist do not exist. No amount of 

assertion will do and lengthy description is apt to be 

tedious, and, 1n r elation to the non-literary arts quite 

irrelevant. James, in relying on the natuxe and effect 

of Roderick ' s productions, s olves his problem neatly. 

Having es tablished Roderick ' s genius,his disintegra-.. 
tion in the dense atmosphere of Europe assumes a greater 

significance. That there wae no place for him in America, 

James is again at some pains to show. James was little 

concerned with artists in hi s native society, whi ch he 

seemed to feel was not even sufficiently developed to 

provide a conflict. llis decision to leave America in his 

own life i s a demonstration of this. In Northampton, 

Mass ., the only person Wh o appears to have the remotest 

appreciation of his gifts is Mallett's cousin Cecilia. 

She, however, does not have the aesthetic wit to see 

Roderick 's tru.e talents , or perhaps it is because she is 

not of a type to attach much value to such talents. She 

enjoys his conversation but encourages him in his exu­

berant immaturities and has little t o contrioute beyond 

the genteel hi gh- school culture belo~ging to a woman who 

is ' improving' . In his family Roderick's posit ion is 

still wor se. His cousin Mary Garland has given an uncom­

prehending blank cheque whil e hi s mother is summed up by 

Cecilia in a f l ash of insight which illuminates the 

puritan hostility to art which Roderick has to face in 

America. 

His mother as she one d~ confessed to me , 
has a hol y horror of a profession which con­
si sts exclusively as she supposes in making 
figures of people without their clothes on. 
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Sculpture to her mind 1~ an insidious form of 
immorality •••••• 

The legal house into which his mother attempts to 

force him is a strait jacket, though .it is interesting 

to note the almost paranoic exultation with which he 

shatters the image of fur . Barnaby Striker s~ing: 

"I have driven the money changers out of the temple."2 

Cecilia helps to sum the matter up further. 

"The flame (of hie talent) is smouldering but is 
never fanned by the breath of criticism. u3 

Finally there is the obvious point that Roderick must 

go to Italy to learn his art among the remains of antiquity 
~th-i-11- ~ 

and the Renaissance. It is Europe or ~. In the end it 

is both. 

Before departing Roderick shows what appears later 

as a lack of nerve, for so would I explain his proposal 

to Mary Garland. He had shown no particular attraction 

towards her before 0 and afterwards he certain~ shows none. 

In retrospect the matter takes on the aspect of a young 

I!lan about to embark for distant parts who will propose 

to the first girl who will accept him, in order to enjoy 

a feeling of securit.Y abroad. James does not state it as 

such but one only has to consider the reactions of Hudson 

end Mallett (who is in love with Mary) towards the 

infinitely alluring Christina Light to see whether 

Roderick loved Mary. 

In Italy ~oderick0 as is to be expected, shows great 

promise. An assimilation of the past leads him to create 

an Adam and then an Eve,. which, as we have seen, are both 

l Ibid, p. 39 
2 Ibid, p. 45 
3 Ibid, P• 39 
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very fine. His head is filled with certain grandiose 

plans for a set of personifications and deities which 

never materialise+• 

The two splendid and vivid presences in the book, 

Italy and Christina, are fused in one of its most impor­

tant scenes. I refer to the one in which Rowland over­

hears a conversation between Christina and Roderick in 

the Colosseum, and intervenes when Roderick undertakes 

the foolhardy mission of bringing a blue flower to 

Christina from an inaccessible orevice.1 The earlier part 

of the scene illustrates the failure both of Christina 

and Roderick as human beings. Both speak from private 

worlds of their ow.n construction and both dramatise them-

selves exceedingly. Rowland considers Christina's talk 

as 'sinister persiflage' and rightly so. It shows an 

ennui which, to adapt Baudelaire , would swallow men at a 

yawn. She desires a man who can live without her, in 

other words~ a man to whom she would be a slave. From 

her love of luxury and power, however, it is an easy matter 

for the reader to deduce that she would never stand such a 

si tu.ation. Vfuen she does meet a man who can command her 

respect in that he does not need the sanction of love 

u1 timately to justify his existence, namely Rowl a:ndt she 

respects him and is attracted~ butp in the end, she recog­

nises his superiorit.Y and breaks off the one-sided 

relationship. Indeed we feel that she is incapable of love• 

(an impression by no means altered when we read the 

Princess caJsamassima). Roderick, on the other hand0 is 

naive enough to hope that mere self-assertion could satisfy 

this bored• confused• but deeply searching woman. His 

command to her to ai t, though obeyed• fails to make the 

1 Ibid, Ch. Xlll 
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desired impression. His proposed attempt to bring her 

the blue flower merely upsets her. 

The Colosseum, ominously described as Alpine, is a 

symbol for Italy, massive~ · splendid, · dec~ed and 

treacherous. Like Christina, it and Italy are corrupt, 

corrupting, corruption. The sense of vertigo afforded 

b,y the treacherous supports which Roderick must use to 

gain the blue flower i a not purely physical but moral as 

well. Italy is olJ. a:nd beautiful and ita tradition, old 

as that of the Caesars, is summed up by Mary Garland when 

she says later in the book: 

Beauty stands there and it penetrates one's 
soul and lodges there and keeps saying that 
man was not made to suffer but to enjoy. This 
place has undermined my stoicism, but - shall 
I tell you? I feel as if

1
I were saying some­

thing sinful - I love it. 

Sinful here is not a joke as when attributed to 

Mrs. Hudson on the subject of sculpture, but plainly 

indicates t he aesthetic values of h'urope as opposed to 

the moral values of America. I use aesthetic and moral 

in the fUll Kierkegardian sense and they are not 

inapposite. That is to sey that for Henry James 

European life is directed towards the enjoyment of exqui­

site sensations regardless of their moral value, while 

in America sensations now exquisite are rejected When in 

discord with the puritanic moral oode. Indeed, pleasant 

sensations were to be feared as inventions of the Devil . 

The aesthetic- hedonistic code of h1Lrope was to appear 

even more sinister in the later novels. Here it simply 

provides no moral aid to the artist in search of beauty. 

Beauty is an end in itself, and if you fail, you fail and 

fall into a vertigo of mere sensation. It i s the moral 

code whioh puritan New England has given to Rowland, and 

1 I bid, p. 348 
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to his descendant Strether, that enables them to leave 

~urope ravaged but still men. Roderick, accepting Europe 

at a stroke, has no such core, and slips into the vertigo 

both physically and morally. 

James loves Italy. Apart from Roderick F~dson we 

have, as further testimony, The I..ast of' the Valerii , 

\Y,illiam Wetmore Story a."ld his Priends, and his travel 

sketches. Its antiquity and beauty enchanted him; for 

him Italy appears drenched in a gol d autumnal glow. The 

autumn of cor::rv.ption, even if lovely. I taly, which at 

first sight seems so right for an arti st , such as 

Roderick 11 is seen as suspect, perhaps downright vicious. 

Italy was, for James, someJGhing which had to be renounced, 

just as marriage had to be renounced. 

In a book t!!fri tten 30 years after Roderick Hudson 

James propounded a startling solution: 

The truth • • • is that the ' picturesque ' subject 
for li tera.ry art, has by no means all its advantage 
in the picturesque country; yields its :full taste, 
gives out all i ts inspiration, in other words , in 
some air unfriendly to the element at la.rge.l 

Willi am Wetmore Story., while resembling Roderick 

superficially, di d not have the reach to be destroyed 

and James's biography i s a monument to piety rather than 

admiration. James p however, withdrew himself from that 

rich ambiguous aesthetic air and worked in the cold 

chastening climate of Engl and. Italy could be absorbed, 

not lived with. The mediocre 'tory might be able t o sur­

vive but t he geni us must opt for a more monastic life. 

In Italy, as Mary Garland remarked , life was not lived by 

the puritanic concept of duty but for enjoyment. This 

latter, which James suggests by means of Roderick's fate, 

is an insufficient guiding principle for a man•s life. 

1 William Wetmore Story and H.is Friends, London, (1957) 
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It is far too dangerous. The great periods of Italian 

culture - Roman times and the Renaissance - were marked 

by a pursuit of experience and sensation which often took 

more than dubious forms. Story, on the other hand, James 

felt, failed because the extraordinary richness of Italy 

obscured its greatness to him and he fell ~nto insipid 

rocooco. In England the past could be more fully 

savoured• as the modus vivendi was less abandoned to 

sensation than in Italy. England was something of a half­

w~ house between Europe and America. It had a rich past 

but one not so deeply saturated with memories of Caesars 

and Borgiaa. 

The blue flower for which Roderick proposes to risk 

his neck is a very interesting s.ymbol. The German poet 

Novalia (1772- 1801) used the blue flower to a,ymbolise 

the state of Romantic longing0 the possession of perfect 

beauty and ultimate felicity. Such great longing, as 

Novalia realised a century before, leads finally to the 

wish for death. It is impossible to ascertain whether 

James read Novalia or not. The German has alw~s been 

rightly popular in b)lgland for his verses, but his novel; 

lieinrich von Ofterdingen,1 where the symbol is most fully 

exploited, has been little read. However this maJ be; 

the brilliant blue flower lodged in its inaccessible niche, 

symbolising his hope of Christina, is palpably there t o the 

reader, and as a s.ymbol its fUnction is the same as in 

Novalia. That is to say the possession of Christina 

represents to Roderick a state of complete bliss, a sort 

of paradis artificielJ where sorrow cannot enter, a state 
!· 

of happiness as pure and remote aa the blue flower, a 

state so desirable that nothing else seems of value to him. 

1 Novalia (alias Frederich von Hardenberg) Heinrich von 
Ofterdingen~ Stephen Spander$ Anchor Books 
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Roderick can be dissuaded from breaking his neck for the 

symbol but Christina ultimately is his destruction as a 

man. Be lives for her alone and under the most 

humiliating conditions, and so, following his vision o~ 

her in the Alps, he slips and falls to his death. 

Neither Christina nor the blue flower are to be won by 

mere physical strength. 

This is not to say that James places the whole 

burden of Roderick•s destruction on Italy and Christina 

Light. He could never be as blunt and as unsubtle as that. 

Roderick defines James's conception of an artist, both b.Y 

what he is and what he is not. In certain respects he 

comes off rather badly in comparison with Singleton, 

Glo~iani and Rowland Mallett, despite his incomparable 

genius. This arises partly out of his refusal to do hack 

work - notably the Allegory of Culture, for the noveau­

riche Mr. Leavenworth.1 Here, admittedly, the question 

is two-sided. Both Mr. Leavenworth and the times he 

represents are against Roderick, for Mr. Leavenworth is no 

Lorenzo de Medici. .Perhaps had Mr. Leavenworth had not k,_o...-c.L 

such precise ideas for a piece of cultural junk Roderick 

might have been able to express and objectify his 

sufferings as Michelangelo did in executing the Medici 

tombs. ~~ . Leavenworth, lacking eminently as he did the 

intelligence o~ a Lorenzo, might at least have had the 

negative virtue of allowing Roderick a free hand. 

Mr. Leavenworth's limitations are brought out in the 

passage arising from his seeing the beginning of Roderick's 

statue of an 'ideal lazzarone• (beggar) •an image of serenep 

irresponsible sensuous life.• 

"Something in the style of the Dying Gladiator?" 
he sympathetically observed. 

1 For which he was of fered $ s.ooo (£1,000). A 
considerable sum in those times. 
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"Oh no, " said Roderick seriously, "he is not 
dyL'Ylg, he is only drunk! ~· 

"Ah, but intoxication, you know," :Mr. Leavenworth 
rejoined, "is not a proper subject :for sculpture. 
Sculpture should not deal with trans! tory attitudes." 

"J:wing dead drunk is not a tranei tory attitude: 
Nothing is more permanent, more sculpturesque, 
more monumental!" 

"An entertaining paradox," said Mr. Leavenworth, 
uif we had time to exercise our wits upon it. I . 
remember at Florence an intoxicated figure by. 
Michael Angelo which seemed to me a deplorable 
aberration of a great mind. I myself touch liquor 
in no shape whatev-er. I have travelled through 
Europe on cold water. The most varied and 
attractive lists of •vines are offered me , but I 
brush t hem aside. No cork has ever been drawn 
at my command! 10 

"The movement of drawing a cork calls into pley 
a very pretty set of muscles," said Roderick. 
ur t hink I will make a figure in that position." 

u A Bacchus realistically treated! '!.Y;y dear 
young friend, never trifle with your lofty mission. 
Spotless marble should represent virtue, not vice!" 1 

Not that the lazzarone is held up to our unqualified 

praise, the ideal lies somewhere between him and Mr. 

Leavenworth, the one lacks moral sense, the other aesthetic . 

Indeed, it is felt, as throughout almost the whole Jamesian 

canon, that the maj or artist today is not in a society where 

he can give fully of himself and still produce work that is 

considered socially valuable. The patronage afforded by 

Mr. Leavenworth is surely (as it cannot escape being so) 

meant to be contrasted with the whole system of noble 

patronage which made Roman and Italian art so great in 

Augustan times and in the Renaissance. In those times the 

artist had a job to do and a great latitude in which to do 

it, and t he certainty t hat if the j ob was well done there 

was a society which would recognise him for what he was. 

The complementary suggestion is James's implication that, 

had Roderick had the plain strength of character to apply 

1 Henry James, Roderick Hudson, p. 233, Rupert Hart-Davis, 
London, (1961 
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himself' to the commission, he might have executed it 

without ur1due aesthetic prostitution and gained a sum of 

money vmich a~ artist would be a fool to despise. We 

may dislike l'lr . :r~eavenworth but . we deplore Roderick's 

inability to use him. Rowlalld0 in seeing the work in 

progress. considers it to have promise but Roderick• 

despite the indicated ability to finish, ab~1dons it 

with proud romantic notions about 'inspiration'. It 

reminds one of the Rom~1tic and post-Homantic poets 

despising the useful and fruitful habit of translation 

in f avour of their own brilliant outpouringso It is a 

l ack of discipline, a lack of discipline not present in 

Gloriani. One sees Glori ani patiently creating clever 

if slightly vulgar erotic~somewhat close to Carpeaux. 

Gloriani knew he had to live and regulated his talent 

accordingly and>while Roderick did not have to abuse 

himself
1
he could have learnt to apply himself to tasks 

not instantaneously congenial. Again while Singleton 

is not held up as an example for precise emulation it 

is still clear that much could have been l earnt from him. 

His quiet ability to work bard and consistently, albeit 

at low pressure, has its favourable aspects in contrast 

to Roderick's sporadic, if brilliant, creation. It 

should be clear t hat James is not saying that in this 

cruel world t he artistic prostitutes and minor t alents 

flourish whi le the geniuses are doomed to extincti on. 

Indeed? Gloriani and Sll1gleton have their own problems 

which t hey . overcome efficiently enough. The suggestion 

is that Genius cannot spurn such an acquisition of 

patient merit . Roderick never lear~ed t o discipline 

his talent. An even more striking contrast is provided 

with. his friend Rowland. Rowl and• as has already been 

observed, withstands the corrosive influence of art and 
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enjoyment; he is able to enjoy them as much as anyone 

can, but he remains himself despite that, and his very real 
f/& i, s. L~ k(:; c. n- t:i f'. a-t 

affection for Mary Garland. J\ .;Eti;ke Strether, (\the beauties 

of Europe are not lost on him. He does not see art as 

per se immoral; he can absorb them and be the greater 

for them, but he does not lose his self control as 
eLL- cL 

Roderick ~. He does not succumb to passion of living 

purely for pleasure. He a~a little about his God but 

the effect of his faith and moral sense is seen in the 

disparity between his fate and t hat of Roderick. In him 

puritan America finds its justification, and that despite 

its faults of aesthetic appreciation. Rowland has a moral 

core which enables him to receive the most dangerous 

experience remaining both manly and alive. It may be 

argued that Roderick, as an actual creative artist, can­

not partake of such an excellence. This is a 'romantic' 

notion which the novel fails t o confirm., and which James's 

own life so magnificently refutes. Roderick is judged 

along with the others in the novel as a man and is f ound 

wanting. Indeed, t hrough Roderick's failure James seems 

groping towards Mr. Eliot's strip of platinum wire.1 

Roderick is disastrously involved in the experiment and 

is destroyed by it - he has no impersonal ' mind that 

creates• that can dissociate itself from •the man who 

suffers•. Roderick's mind, his governing faculties, 

are too easily unbalanced by his experiences. Instead 

of controlling them, maturing through them. and being 

enriched by them, he is controlled; debilitated and 

devastated by them. B,y means of Roderick's inability. 

James seems to be suggesting an artist who possesses 

executive faculties, an ability to think clearly and 

1 T. S. Eliot, Collected Essays, Faber and Faber (1960) 
Essay on 'Tradition and the Individual Talent' . 
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control himself would remain unimpaired by any personal 

experiences however shattering. An artist should create 

impervious to his personal fate. 

Rowland is the first example of that pect1liarly 

Jamesian artist who does not compose in words or paint 

but in the very stuff of life itself. This activity was 

later to assume many forms both infinitely sinister as 

in the ' Wings of the Dove' and angelic as in ' ~he 

Golden Bowl•. James was to remain throughout his life 

deeply suspicious of t~e use of other human beings for 

purely aesthetic and selfish ends, that i s to sey as 

means to ~~ end rather than as ends in themselves. 

This accounts for the ambiguity which Dr. Leavis notes , 

even as late as the 'Golden Bowl'~ Rowland, however, 

like Ralph Touchett acts ~~th the best will in the world 

an.d puts just enough wind into the sails of his prot~ge 

for him to come upon the rocks. In giving him enough 

scope to give his talents full range Rowland could not 

give him the wisdom for its use. he realises this \"w"i th 

a deep misgiving and doubts the advisability of his 

whole venture. In this we have the first, as yet not 

fully developed, indication of James's doubts concerning 

the use of l ife as if it were the inanimate expressive 

material of art . Here no shred of blame attaches to 

Rowland as it is Roderick who misuses his rich 

opportunity; the doubt arises when we oonside:r whether 

or not such gifts ought to be given. In Ralph Touchett 's 

case he is magnificently rewarded in an unexpected w~. 

Rowl?.~d and Ralph, on account of their altruism, are to 

be sharply differentiated from such beings as W.adame 

Merle and Kate Croy. 

1 F.R. Leavis, The Great Tradition, 
The Common illrsuit, 
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Roderick Hudson is peculiar among James's works in 

that it is a novel of passion. Passion~hat isJin the 

sense in which the novels of Stendahl could be called 

passionate. We witness a glorying in passion for its 

own sake that superficially places the novel beside those 

of Stendahl rather than those of his English exemplars, 

Thackeray, Dickens and George Eliot. To s~, however, 

as one critic has done, that James is being 'romantic 

about romanticism; is ~rely untrue. For Stendahl to 

have felt a violent passion, however destructive, was a 

sign that one had lived at least a little while. Like 

Thackeray he has the two women, the woman of violent and 

destructive passion and the woman who brings peace and 

more fruitful passion. Both Thackeray and James waver 
I 

between the two and finally choose the latter. James, 

like them, is fascinated by the fatal women. Christina 

Light is his Duchess Sanservina, his Beatrix Esmond, and 

like the others he is fascinated b.Y his creation. James 

nevertheless dismisses all passion from the life of the 

artist. Roderick is destroyed by it, and, while there 

is undoubtedly romantic beauty in his destruction, James 

does not feel the passion to have been its own reward. 

Roderick and Christina do not assume the superhuman 

proportions which fictional characters possessed by 

passion sometimes do in novels. Both are observed as 

human beings and weak and vacillating to boot. Both are 

the children of their passions. Both , i n the end, 

recognise Rowland as their moral superior. The manner in 

which Rowland emerges as the strongef:'t character in the 

book refutes the criticism of James being •romantic'. 

It should be noted that Rowland achieves his eminenoe 

without any defect of sensibility. He is partly the 

Pandaru.s figure, the staid and controlled man who watches 
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the vivid disintegration of his brilliant friend, but he 

far transcends this function.. li,or James passion, 

explosive emotion, was , as we shall see~ alw~s suspect 

and completely to be abjured b,y the artist. A later 

artist of his was intended for an intellectual rather 

than a human passion and~ like Thomas Mann, he felt that 

an artist should have nothing to do personally with the 

matters depicted in his art. Again this could be 

illustrated from James's own life in \~ich Roderick Hudson 

seems to stand as a memento abstinere. 

On the whole the work under discussion is a very 

fine book; and one can see no reason to reverse the 

favourable judgments of Turgenev and Matthew Arnold. 1 

Certain coincidences are far-fetched and there is no 

explanation of how Roderick learnt what he did of sculp­

ture in his small American town, but these matter little. 

A slight blemish is the rhetoric surrounding Rode·rick 's 

death. To use a much abused word with justice, it is 

chiselled. (Also,. as Dr. Leavis has pointed out there 

are passages of concrete and civilised observation which 

remind us of James at his greatest.) It tells a good 

story well and with point. The plot is vivid and 

involves the reader, providing him with a just and satis-

factory resolution of the feelings it arouses. It is not 

merely the promising apprentice work of a master, but an 

achievement .in itself. 

Roderick Hudson might be compared to two other wo~ks 

of artistic statement by important modern novelists . Art 

has increasingly become the subject of art, poets such as 

Mallarm{ (1842-98) and Valery (1873-1946) wrote increasingly 

of the creative act, while poets from Keats to Eliot have 

1 c.f. Leon Edel, Introduction to Roderick Hudson~ 
Rupert Hart-Davis (1961) 
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written much concerning their struggles with language. 

Poetasters have since adopted the theme , t r eating them 

with far less ability. In the novel itself Tonio Kr5ger 

and The Eortrait of the Artist as a Young Man are akin to 

Rode~ick Hudson in being early statements by great 

novelists on the fate of the young artist. Joyce's novel 

is p~'ely introspective, Mann and Joyce are introspective 

almost to the point of Dostoevsky. By this I mean that 

both Stephen Daedalus and Tonio Kr8ger are described 

t hrough their inner worlds (which both cultivate 

assiduously) and both lack self- confidence when faced with 

others. Roderick ' s inner world is hidden from us, indeed 

he is so impulsive (as in the scene at the Colosseum) as to 
wttf1lft::~ Hf. tiA::. 

make one doubt
1
a highly developed reflective faculty. 

Certainly he does not lack self-confidence. 

The Portrait of the Artist is perhaps a dead end. 

After it comes what some might call the unsignificant 

virtuosity of Ulysses and t he gibberiSh of Finnegan' s Wake. 

James, like Mann, was not prepared to experiment for the 

sake of experiment and so their early works stand at the 

beginning of monumental achievements. The two comparisons 

also help to define James. Both are marvellously explici t 

on all matters and, as we have said, ver.y introspective. 

James was never introspective. Roderick is a dangerous 

extrovert , and his artists always deal with some concrete 

problem in hand. Even Gabriel Nash is so, only in The 

Lesson of the Master and The Beast in the Jungle is James 

content to theorize. He does not allow introspection even 

when the hero of The Sacred Fount or the Governess in The 

Turn of the Screw realise that they m~ have been wrong, 

there is no soul- searching. James's novels in addition 

are eminently not novels of ideas, and even in ess~e he 

seldom publicly philosophised. While this may have ~ 
"ll2d.-
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him to ignore certain aspects of human experience we might 

consi der important, it never allowed him to cease dealing 

with concrete dramatic situations, and he became as con­

summate a presenter of such scenes as the novel has known. 

The two women in Roderick's life have much to do with 

his downfall; 8ne through her beauty and caprice, the 

other through her inability to help him. Mary Garl and 

(how close her name is to Mary Garth - and the similar! ty 

is more than one of name) is the first of the two t o be 

introduced and not entirely ·the failure 1n presentation 

she is generally taken to be .1 She embodies the American 

virtues and limitations just as Christina Lif)lt embodies 

the European vices and freedoms. The one set is so 

necessary for the maintenance of society and t he contract 

on which it is based, the other so necess~· to the artist. 

This ia not to suggest that the artist is a moral or 

social anarchist - far from 1 t. But Mary lacks the sheer 

physical beauty of Christina while Christina lacks the 

moral worth o:f Mary. The artist must PS\Y regard to the 

social virtues in order to exist at all, as is Shown b,y 

Roderick • s destruction. Mary, as an American, has been 

brought up to be a good woman, a pious, dutiful wife and 

mother. Christina enjoys a dangerous freedom comparable 

to that of the women of the late Roman Republio. She can, 

wi·thin some limits, make of herself what she wants, and 

use her beauty and the power it gives her in the W8¥ that 

pleases her most. Significantly, one has a plain exterior 

and great moral beauty while the other has great physical 

beauty with a corrupt interior. The one is infinitely 

appealing to a moral nature, the other to an ' artistic' 

nature. The beauty of Christina Light is to Roderick a 

1 c.f. Leon Edel'a introduction to Roderick Hudson 
cited above. 
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concrete realisation of the goal of an artist's striving. 

It is fleshly beauty perhaps but Keats had some truth when 

he stated that the artist must serve Mammon. James, however, 

i.n giving an exposition of this idea provides something more, 

a critique; Romanticism was dying out on account of the 

excessive demands it made upon the artist. James was con­

cerned with taking its emotional and spiritual lesson and 

remaining, if not unscathed, at least substantially intact. 

We first see Mary Garland as a quiet, seemingly 

colourless girl, terrified ~ Roderick's semi-satanic 

exuberances. Later she becomes very real to us through 

the af~ection she arouses in Rowland. Indeed, despite 

her inferior beauty, she begins to attract the reader. 

It seemed strange that she should please him 
(Rowland) so well at so slender a cost; but 
please him she did, extraordinarily, and hia 
pleasure had a qualit.y altogether new to him. 
lt made him restless and a trifle melancholy; 
he walked about absently, wondering and wish­
ing. He wondered among other things why fate 
should have condemned him to make the acquain·t­
ance of a girl whom he would make a sacrifice 
to know better, just as he was leaving the 
country for years. It seemed to him that he 
was turning his back on a chance of happiness -
happiness of a sort of whioh the slenderest germ 
should be cultivated.! 

Her effect on Rowland succeeds in conveying an effect of 

great charm to the reader. 

It is sufficient testimony to her attractions that a 

man such as Rowland should be so attracted to her. Be 

has a keen appreciation of moral values and he is a man 

of' the world in the very best sense. Mary Garland is a 

lady, alweya decorous in her actions, and with a. great 

fund of human feeling, and her toleranc~ of Roderick 's 

misdemeanours is quite admirable. It is perhaps, melan­

choly that virtue should be so easy to adumbrate while 

Christina's vice should be so complex and take so much 

1 Ibid, p. 68 
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space. Mary. however, is an appealing f'igu.re, eliciting 

infinitely more warmth of response from the reader than 

her commonplace looks would lead him to expect. She is a 

not insufficient counterpoise to Crwistina Light. However, 

v"1hen Christina apperu.."s with her poodle, her mother a:nd the 

grotesque Cavalieri (ugliness allied to beauty as in 

Glorian:t • s sculptures) she sweeps Mary away as if she were 

no more than a :film of dust. To begin with it is her 

beauty which dements Roderick, this beaut.y which James 

has taken such care should live for us upon the page. So 

great is this care that .Professor Edel has suggested that 

James was in love with the original - in this case a cer­

tain Elena Lowe who took little interest in him. 
e 

Christina is partly the La Bel~Ji Dame, the fatal woman, 

her pedigree is as long in literature as her husband' s is 

in history. She has something of Swinburne ' s fatal woman, 

Could I hurt those lips though I hurt you, 
Men touch them and change in a trice 

The lilies and lP....ngours of virtue 
For ~1e roses and raptures of vice.l 

Though Roderick never, as far as we know, touches 

her l ips , his dissolution is there, and he is l eft wan 

and palely loitering as the knight in Keats's ballad. 

Christina is all t his and yet more f or she is no graven 

image to be adored by a ~oe or a Baudelaire. She is a 

human being, a strange one to be sure , but still human. 

By a turn of the high art she is observed through the eyes 

of Rowland Mallett, a man with the moral strength to judge 

her as a human being and even to pity her. This quality 

differentiates him from Roderick and gains him a touching 

respect from Christina, a respect she could never have 

given to anything so hopelessly boring as a man slavishly 

in love with her. She is no mere Juggernaut. Roderick 

worshipping Mammon r epresent ed by the amoral beauty of her 

1 A.C. Swinburne, ' To Dolores, Our Mother of Pain' 
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magnificent looks, must, by his very nature worship her, 

so much is inevitable. Mary Garland, who, as Cecilia 

observed, does not have the looks to please a sculptor 

is unable to reach Roderick in ~ way when he is deso­

late a.t losing Sl.lch beau·ty. 

As I have said~ Christina is, by means of Rowland, 

realised as a human being. We sense this in the scene 

coming directly after the Colosseum scene analysed above. 

The decaying beauty of Italy is again sounded ominously. 

No part of Rome seemed more historic, in the 
sense of being weighted with a ponderous past, 
blighted vd th the melancholy of things tba·t 
had had their dey. When the afternoon sun­
shine slept on the sallow battered walls and 
lengthened the shadows in the courtyards of 
small closed churches, the place acquired a 
strange fascination.! 

A man must be strong indeed to withstand such things . 

Rowland then enters the significantly deserted church of 

St. Cecilia, the religion that animated the past is dead 

and the l ovely forms remain without the belief that made 

them morally elevating. Here he finds Christina Light, 

who declaims concerning religious feelings she claims 

once to have had. To Roderick this would have been the 

tantalis.ing revelation of a fascinating woman. Rowland 

sees deeper; and in a passage of reflection crystalises 

her Whole character, that weak perverse changeable thing 

that seems so interesting and strange and remote when 

endowed with such physical attraction, but which Roderick 

would hardly have tolerated in a girl who looked like 

Mary Garland. I t is a long passage, but on account of 

its importance it deserves to be quoted in full. 

Rowland had already been sensible o£ 
something in this young lady • a tone which 
he would have called a want of veracity, and 
this epitome of her religious ·experience 
failed to strike him as absolutely historical. 
But the trait was not disagreeable, for she 

1 Ibid , p. 215 
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herself was evidently the foremost dupe of her 
inventions. She bad a :tiotitioue history in 
which she believed much more fondly than 1n her 
~eal one, and an infinite capacity for extempor­
ieed rom1n1eeencc adapted to the !D.OOd of the hour. 
She liked to idoalise hersel:t • to tako int-eresting 
and picturesque nttitudes to her own imaginationJ 
and the vivacity and spontaneity of her character 
gave her really a atarttng•point in experience, so 
that the many-coloured flowers of fiction which 
blossomed in her talk ~era not so much perversions 
as sympathetic exaggerations of fact. And Rowland 
felt that whatever She said of herself might have 
been under the imagined oiroumatancesJ energs was 
there, audacity, the restless qu~astioning 
temperem.ent~l 

The reader could hardly ask for more. She ia an 

sotreas in aearoh of a master bu.t no man who loves her 

cen be her naster. She cnalavee mon, and when they are 

slaves nhe treats them ss such. Thio not out of any 

conscious evil but because it is her nature. Rowland is 

quite unaffected b.1 her charms and She ha3 an almost 

ctdldish desire to please hicQ The secret of his reli­

gion. a moral :prinoiple which he holds and which upholds 

him, io beyond her undorstanding but gains her respect. 

She agrees to reject Roderick beC&Qae it m~ be •magnan­

imous, heroic, sublime•, in other words pleasing to 

Rowland. Later when she can no longer live up to such 
I 

an image ohe terminates her friendship with Rowland. 

This desire to appear wellJoouple~ with her contused 

ideas of the man she wants, makee her a weak and hul:lan 

woman, but all the more dangerous on account of her beauty, 

end a treacherous objeot for Uoderick's love. 

Tho thcne of the novel 1o crystallised in Chapter 

lll with a conversation betweon Cooilin and Rowland, 

horo we find e:x:preEmed the conscious limitations of 

Ame:ricat the de.ngera of Europe, and Je.mes ll s own pereonal 

aolution. The solution ia emphasized b,y Roderick's sub­

sequent melancholy fate. 

l ~·· pp. 217-218 
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Cecilia speaks: 

"It seems to me that we have a right to ask 
more (than a masterpiece) to demand that you 
guarantee us not only the development of the 
artist but the seouri ty of the man. " 

~owla.nd became grave again. "His security'?" 

"His moral, his sentimental security. 
Here you see it ' s perfect. We are all under 
a tacit compact to keep him quiet. .Perhaps 
you believe in the necessar.y turbulence of 
genius and you intend to enjoin upon your 
prot~g~ the importance of cultivating his 
passions." 

"On the contrary, I believe that a man 
of genius owes as much deference to his passions, 
as any other man, but not a particle more, and 
I confess I have a strong conviction that the 
artist is better for leading a quiet life. 
That is what I shall preach to my prot~g~. 
as you call him, by example as well as by 
precept."l 

Rowland fails, but through the perverse will of 

Roderick rather than any moral deficiency in himself. 

The phrase to be noted, however, is 'any other man•. The 

artist has a job to do, and if its materials are more 

dangeraus than most, it is all the more reason for him to 

control himself and regulate his life. 

Coeval with Roderick Hudson was a short stor.y or 
7 

rather a small allegorical romance , ' Benvolio' (18J5). 

In some ways 1 t is, while being a far smaller work, com­

plementary to Roderick Hudson. A young poet Benvolio has 

great charm and a good appearance. He also has the means 

to pursue his muse in comfort. Unfortunately his muse 

takes the shape of two women, both loved and loving. 

One, a countess, leads him to a life of the senses, of 

rich material pleasures, the pleasures of society and the 

world. The other, Scholastica, is the daughter of a 

philosopher and leads him in her turn to a life of medit­

ation and contemplation; and a delight in the viewing of 

1 Ibid., p. 53 
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abstract ideas. He vacillates between the two, for long 

periods he is content with the company of one to the 

exclusion of the other~ For a while he writes well. 

Sooner or later, however, he becomes bored, feels con­

stricted, and is unable to write and so returns to the 

other. He weaves his shuttle to and fro but cannot bind 

the two into a single yarn and both ladies naturally 

desire him to clarify his intentions. Forced to choose 

he marries Scholastica, and afterwards writes but boring 

verses. Thus Roderick Hudson, in abandoning himself to 

the world, destroyed himself; Benvolio, in choosing 

philosophy, destroys his ability. 

There is a further moral to this for which we must 

probe ,. Moral the tale certainly intends to point.? the 

characters, charming as they are, are obviously counters 

arranged and re-arranged to illustrate a point. Benvolio 

in many ways has a double nature. At times he will appear 

in the very flush of youth with all its wantonness, at 

others he will appear old and austere with a gravity 

suitable to age. Again he will at times adore solitude 

and become recluse, at others, he will be the most gre­

garious of men and seek the pleasure of society, In his 

apartment there are two rooms, one tricked out in richness 

and luxury, the other a cell of almost monastic simplicity. 

By such devices James suggests the all-embracing nature of 

his poet's sensibility~ he contains Within himself many 

contradictory possibilities. He can realise many states 

of being and it is suggested that such a nature is 

necessary to the writer. The width as well as the contra­

dictions of his approach to life are expressed by his two 

loves. The countess. a proud woman of changeable moods 

and great beauty, offers him the beat of worldly living. 

Mistress of a miniature court, she offers him the life of 

town society and country gentry. Under her influence he 
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writes fro·thy poetry and plays. Scholastic a, on the other 

hand. is a maiden steadfast, sober and pure. She lives 

quietly with her old father - a philosopher - devoting 

her life to the delights of thought and abstract contem­

plation. She can offer Benvolio the pleasures of under­

standing. Under her influence he writes meditative poetry 

' after the manner of Penseroso'. In the company of one he 

will be content for a time, but then will grow bored and 

desire the other. As I have intimated neither lady, not 

the changeable countess nor the steadfast Scholastica 

appreciates his dilemma. Bet ween them they force him to 

c ommit himself to one or t he other. Deprived of the 

worldly life so necessary as a source for the sensory 

stv~f of poetry Benvolio ' s verse becomes, presumably, 

!~tolerably sententious and abstract and lacking ·in 

vitality. Presumably, had he married the countess his 

verse would have been intolerably frivolous and cloying. 

Leon Edel has claimed 11 that the story is an inter­

national allegory with the countess as Europe and 

Scholaetica as America.1 Wnile some elements of this 

doubtless exist in the story we must not allow a ruthless 

hunt for biographical data to obscure from us the fact 

that James is discussing an artist and his sources of 

spiritual nourishment. It is interesting to note that 

Mr. Anderson in approaching the story from the same angle 

arrives at the conclusion that Benvolio is a yovng 

American poetp with the implication that the point of the 

story is valid for Americans only. This would be hard to 

deduce from the internal evidence of the story, and Mr. 

Anders~m ' s realisation of the point that "to multiply 

one's relations with life • • •• was the wise man's aim, n 

does not entirely efface the impression that an axe is 

1 Henry James, Collected Stories, ed. and intro. L. Edel, 
Vol. 111 (1962) 
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being ground.1 

His misfortune resides in the fact that he cannot 

have both. If we ma,y consider Benvolio as a developed 

cr.:.a:racter, however, we mey consider that the reason for 

his failure lies dee~er than his not being able to have 

two women in one. Even when he enjoyed the favours of 

both he was unable to unify the two halves of his 

experience. He \vrote two different kinds of poetr.y and 

was unable to s.ynthesize the disparate sensations into a 

greater whole. In a sense his being forced to choose a 

single way of life was a mere accident. As it was there 

was no commerce between the t wop yet without the other 

the one remaining shrivels. 

James. as in Roderick Hudson, suggests that the 

artist's nature must be a precarious balance of forces. 

First there must be forces for creativity to exis t at all, 

and for ereativi ty to be maintained and raised to its most 

fruitful pitch there must be discipline , unification and 

order. The sad effects of the dissociation between 

thought and the life of the senses seems to look forward 

to Mr. Eliot's pleas for the unification of the sensibility. 

Certainly Henry James is suggesting that wi th:tn the artist's 

nature feeling and thought must not be strangers to one 

another, for~ i:f they are, either the artist or his art 

will perish. 

1 Quentin Anderson, The American Henry James, John Calder 
(1958) pp. 38- 9. 
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Ch.A.PrER 111. 

THE PORTRAIT OF A LADY 

(1881) 

In this most popular of Jamesian novels the artist 

is a do\v.nright villain, perhaps the vilest and least sym• 

pathetically observed of James's villains. Gilbert Osmond, 

an American expatriate of long standing and man of supreme­

ly refined taste is the means whereby Isabel Archer, the 

heroine, is brought to perfection. 

A girl of great looks, ohar.m, and moral potential, 

Isa.bel Archer is left a great deal of money. Having 

refused several offers of marriage she chooses an ageing 

expatriate American dilettante, Gilbert Osmond, in the 

belief that he will induct her to the world of beaut.y, 

and that her money will enable him to live more fully. 

The marriage is a failure on account of the husband ' s 

complete lack of human feeling. The novel ends with the 

two separated, but we are to believe that Isabel will 

return to her husband. 

We first meet Osmond living in somewhat reduced cir­

cumstances at his villa near Florence. Work being soiling, 

he has retir ed and lived quietly, devoting himself to his 

collection of art treasures, compiled with impeccable 

taste, and the education of his daughter 2ansy. That both 

are very'fine' is conceded by all. Madame Merle, his ex­

mistress, persuades him to acquire something new for his 

collection. As she interests him in Isabel they talk 

about her as if she were an object. 

Mr. Osmond • • • simply looked colder and more 
attentive, "Did you say she was rich?" 

,.She has seventy thousand pounda.u 

nEn ~cus bien compte'a?tt 

"There is no doubt whatever about her fortune. 
I've seen it myaelf 0 as I m~ Sff3." 
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"Splendid woman • • • • " 
( • • • • ) "D:Ld you say she had looks?" Osmond 
demanded.l 

Thus Isabel is discussed not as if she were a human 

being, but a t hing to be acquired. Such is Osmond 's 

attitude to Isabel. This becomes more apparent after he 

has met her. He is impressed with her looks, her charm, 

and her accomplishmE~nts. She also has a :fine mind, which, 

while fur.nishe1 wittL foolish ideas, when properly 

redecorated will be able to reflect him. While her very 

choice of him prove~' her ideas erroneous, he has even less 

to offer. He reflects, however:-
HN 

If, anonymous di•awing on a museum wall had been 
conscious and watchful it mi ght have known this 
peculiar pleasu.re of being at last and all of a 
sudden i dentified - as from the hand of a great 
master - by the so high and unnoticed fact of 
style. His 0style' was wr1at the girl had dis• 
covered with a little help; and now, beside 
herself enjoying it, she should publish it to 
the world without his having any of the trouble. 
She should do the thing for him, and he would 
not have waited in vain.~ 

He regards himself as a precious masterpiece. Isabel 

is, for him, the exquisite piece which will set him off to 

the world and by its election of him alon·e prove him to be 

a masterpiece. His fastidious dislike of ordinary human 

feelin~4 allows him to give a good facsimile of it. 

The elation of success, which surely now 
flamed high in Oamond, emi tted meanwhile vezr-1 
little smoke for so brilliant a blaze. Con­
tentment, on his part. took no vulgar fo:r.m; 
excitement, in the most self~aonscious of men, 
was a kind of e~stasy of sel f - control. This 

l Henry James , The .Portrait of a Lady (Introduction by 
Graham Greene;;-5.Kford University Eress 1 The World 
Cl assics. Double 'Vol. London (1956 ) . 

2 Ibid., p. 261 
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disposition, however, made him an admirable 
lover; it gave hi:n a constant view of the 
smitten and dedicated state. He never for-
eot himself's as I say; aud so be never ~or-
got to be ~Taceful and tender, to wear the 
appearance - which presented indeed no diffi• 
cu~ty - of stirred senses and deep intentions. 
He was ~ensely pleased vrlth his young lady; 
Madame Iiierle had :made him a present of incal­
culable value. \:hat could be a finer thing to 
live with th&~ a high spirit attuned to soft­
ness? .For \"lluld not t he .softness be all for 
one's self, and the strenuousness for society, 
which admired the air of superiority? \Jhat 
could be a happier gift in a companion than a 
quick, fanciful mind, which saved one repeti­
tions and reflected one ' s thought on a polished, 
elegant surface? Osmond hated to see his 
thought reproduced literally - that made it 
look stale and stupid; he preferred it to be 
freshened in the reproduction even as ' woxds' 
by music. Eis egotism had never taken the 
crude form of desiring a dull \vife; this lady's 
intelligence was to be a silver plate, not an 
earthen one - a plate that he might heap up 
with ripe fruits, to Which it would give a 
decorative value, so that talk might become 
for him a sort of served dessert. He found 
the silver quality in this perfection in Isabel; 
he could tap her imagination with his knuckle 
and make it ring. He knew perfectly well, 
th~ugh he had not been ~old, that their -union 1 enJoyed little favour w1.th the girl's relations. 

Idke other objects in his collection he hopes Isabel 

will reflect his fineness and add to his lustre. Con-

stantly in this passage he is thinking of her as though 

she was an inanimate reflector, artistic but subsidiary 

in the way that furniture is. Curiously he does not 

appreciate her because she is beautiful or charming or 

intelligent in herself, bl1t because such qualities will 

give him added lustre both in the eyes of others and his 

own. He does not love beauty for its own sake, but for 

his own. 

His atti tuo.e to his daughter Pansy is another case 

in point,, In his conversation with Madame Merle, quoted 

earlier, he says ' she ' s as pure as a pearl' and elsewhere, 

' she is a saint in heaven' to which he adds significantly, 

' she is my great happiness'. Again, his care of her turns 

1 Ibid., pp. 379-80 
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out not to have been for her O\~ moral benefit but that 

she might be an asset to him. It is as if he regarded 

himself as a precious stone of great value surrounded 

b.1 a cluster of pendant stones of lesser worth composed 

of people and things close to him. Isabel is most im­

pressed to register: 

Isabel was impressed Qy Osmond's artistic, 
t he plastic view, as it sometimes appeared~ 
of Pansy•s innocence - her ofl apprecia.tion 
of it being anxiously moral. 

His 'plastic view• becomes markedly unpleasant when 

Par1sy is denied marriage to Edward Rosier, whom she loves, 

because he is too poor to be a son- in-law of Osmond's, 
tnP..£f-1 

and almost forced to!\, Lord Warburton• whom she does not 

love, because Osmond respects his wealth and prestige. 

Finally :Pan.S"J is fo:roed into indefinite seclusion in a 

convent until she 'can see the world the right w~'· 

The fiasco of his marriage t o Isabel Archer proves 

·the insu:fficiency of his 'aesthetic attitude • .. In a 

brief' study of this so ope and aim it is impossi'ble to 

give a detailed account of Isabel's character. This ia 

a pity. especially as Osmond, from the point of the 

novel's structurep gau1s from his relation to Isabel. 

S~fice it to s~, however, t hat she possesses all the 

merits Osmond attributes to her, including her 'remark­

able mind'. She has the a'bili ty to see a great deal 

and understand much. Osmond appears to her at first as 

he would wish. A man of aul ture and refinement and har-

monious living, existing ~inely in distinguished poverty 

on hie hill above the world~ but of great pote~tial, 

should he be able to descend into the world. A con­

ceited young woman for all her merits. Isabel feels that 

here is a taslc worthy o:f. her and her money. She marri es 

1 I~id., p. 3 8'~ 
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him in the hope bo1ih of being able to help him, and of 

lea.r-.aing from him. Her :fe.ilure purifies her of conceit, 

but leaves O~nond disappointed. In a sense Isabel is also 

at fault here because she ma~~ies Osmond not because she 

particularly loves him. but bee av..se of what he can do f or 

her and, in a way0 she seems to accept the position of 

being an adorn:ment to h i s collection of fine tliings . 

In this it can be said that the motive of each in marrying 

the other is the same -vanity. Isabel•s motive is far 

purer, hoVJever, for she has a genuine concern for him 

and a wish to e....nrich his life.. These feelings of her's 

find :no counterpart i:n Osmond. 

The earlier part of their marriage is hardly render ed 

at all but in a remarkable passage of reflection Isabel 

realises the defici encies of Osmond's nature. Reflections 

arise from a conversation in wldch he coolly asks her to 

use Lord i[a.rburton • s love f or her to induce him to marry 

.Pansy. 

She lmew of no v.rrong he had done; he was not 
violent, he was not cruel : she simply believed 
he hated her. That was all &~e accused him of 0 
and the miserable part of it was precisely that 
it was not a crime, for against a crime he might 
have found redress. He had discovered that she 
was so different,. that she was not what he had 
believed she would prove to be. He had thought 
.at first he could change her, and she had done 
her best to be what he would like. But she was, 
after all, herself - she couldn' t help that; and 
now there was no use pretending, wea:L"ing a mask 
or a dress. for he knew her and had made up his 
mind. She was not afraid of him; she had no 
appr ehension he would ~urt her; for the ill·will 
he bore her was not of that sort. He wou ld if 
possible never give her a pretext, never put him­
self in the wrong. Isa'bel, scanning the future 
with dry, fixed eyes, saw that he would have the 
better of her there. She would give him many pre­
texts, she would often put herself in the v1r0ng. 
Ther e were times when she almost pitied him; for 
if she had not deceived him in intention She under­
stood how compl etely she must have done so in fact. 
She had effaced herself when he first knew her; she 
had made herself small, prftending ti1ere was less of 
her than there really was . 

l Ibid., p. 462 
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In other words he has attempted to mould Isabel to 

wha·t he would like her to be without regard to her nature. 

Her na·ture has been simply unresponsive to his efforts 

and, baffled, he devotes his cunning to their mutual un­

ha;ppiness. She reflects upon the finesse of his mind 

and how it is used against her. 

She had not been mistaken about the beauty of hie 
mind; she knew that organ perfectly now. She had 
lived with it, she had lived in it almost - it ap­
peared to have become her habitation. If she had 
been captured it had taken a firm hand to seize 
her; that reflection per-baps had some worth. A 
mind more ingenious, more pliant, more cultivated, 
more trained to admirable exercises, she had not 
encountered; and it was this exquisite instrument 
she had now to reckon with. She lost hersel£ in 
infinite dismay when abe thought of the magnitude 
of his deception. It was a wonder, perhapsp in 
view of this, that he didn't hate her more . She 
remembered perfectly the first sign he had given 
of it - it had been like the bell that was to ring 
up the curtain upon the real drama of their lite. 
He said to her one d~ that she had too many ideas 
and that she must get rid of them.l 

He had really meant it -he would have liked her 
to have no~ing of her own but her pretty 
apneara:nce. 

Foiled in his hopes he has concentrated all his 

finesse against her because she could judge and think 

for herself and could not be a mere ornament. ]'or all 

his beauty of mind and the money she has brought to him~ 

their life together is intolerable and his mind assumes 

the aspect of a medieval jailer. 

It was the house of darkness, the house of dumbness, 
the house of suffocation. Osmond's beautiful mind 
gave it neither light nor air; Osmond's beautiful 
mind indeed seemed to peep down from a small high 
window and mock at her. Of course it had not been 
physical suffering; for physical suffering there 
mig):l.t have been a remedy. She could come and go; 
She had her liberty; her husband was perfectly polite. 
He took himself so seriously; it was something appal­
ling. Under all his cu.l ture, his cleverness, his 
amenity , under his good-nature, his facility, his 
knowledge of life, his egotism lS¥ hidden like a 

1 and 2 Ibid., p. 465 
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serpent in a bank of flowers.l 

She reflects upon the life given her b,y 'the first 

gentleman in Europe • and finds it vulgar in 1 ts flight 

from VUlgarity. 

It implied a sovereign contempt for every one but 
some three or four very exalted people whom he 
envied, and for everything in the world but half 
a dozen ideas of his own. That was very well; 
she would have gone with him even there a long 
distance; for he pointed out to her so muoh of 
the baseness and shabbiness of life, opened her 
eyes so wide to the stupidit.y, the depravity, 
t he ignorance of mankind, that she bad been pro­
perly impressed with the infinite vulgarity of 
things and of the virtue of keeping one's self 
unspotted b,y it. But this base, ignoble world, 
it appeared, was after all what one was to live 
for; one was to keep it for ever in one'o eye, 
in order not to enlighten or covert or redeem 
it0 but to extract from it some recognition of 
one' a own superiority. On the one hand 1 t was 
despicable, but on the other it afforded a 
standard. Osmond had talked to Isabel about 
his renunciation, his indifference, the ease 
with which he dispensed with the usual aids to 
success; and all this had seemed to her admir­
able. She had thought it a grand indifference, 
an exquisite independence. But indifference was 
really the last of his qualities; she had never 
seen anyone who thought so much of others. For 
herself, avowedly, the world had always interest­
ed her and the study of her fellow creatures had 
been her constant passion. She would have been 
willing, however, to renounce all her curiosities 
and sympathies for the sake of a personal life, 
if the person concerned had only been able to 
make her believe it was a gain: This at least 
was her present conviction; and the thing cer­
tainly would have been easier than to care for 
society as Osmond oared for it.2 

This is reflected in his f amous parties, the chief 

pleasure of which to him is that he can omit people from 

his invitations. His whole life is lived with the pur­

pose of presenting a surf ace, an appearance to others of 

beauty and felicity. By a paradox he has no life of his 

own and he is the slave of the world. He has forgotten 

that composition reflects inner life as well as surfaoe. 

The beauty of a Rembrandt, for instance, arises :from the 

1 ~ •• p . 466 
2 Ibid., P~ 467 
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life it reflects, from the experience of the sitters 

and the humanity of the artist. Osmond, on the other 

hand, if one may be per.mitted a vulgarism~ has tried 

mentally to beat his sitters into s~ing cheese in 

order to impress others with how much better his life 

is than theirs. Be has not realised that beauty is a 

result, not a thing, and so the life he creates is 

squalid, narrow and mean. By a paradox, ill pursuing 

art he has escaped it. 

Her notion of an aristocratic life was simp~ 
the union of great knowledge with great liberty; 
the knowledge would give one a sense of duty and 
the liberty a sense of enjoyment. But for Osmond 
it was altogether a !hing of forms, a oonsoious 
calculated attitude. 

For all his fastidiousness and artistr.y he makes 

life unbearable for his wife, and, presumably, for him­

self as well. Isabel has resisted him)pleading for free­

dom>and he has turned on her. For him her mind and ita 

intelligence was to be useful in so far as it was sub­

servient to him and his preserve. As she is, she is 

useless to him. 

Osmond's utter callousness comes to the fore in his 

last soene with Isabel. Significantly enougb she comes 

upon him engaged in an act of paint'ing - art, to which 

he had given his life. 

"Excuse me for disturbing you, n she said. 

"When I come to you:r room I alweys knock, n 
he answered, goinB on with his work. 

"I for got; I had something else to think of. 
lJy cousin • s dying. n 

"Ah, I don ' t believe that," said Osmond, 
looking at his drawing through a magnifying 
glass. "He was czying when we married; he'll 
outlive us all." 

Isabel gave herself no time, no thought, to 
appreciate the careful cyncism of this declara­
tion; she simply went on quickly, full of her own 

1 ~., p . 468 
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intention: 

ttivzy aunt has telegraphed for me; I must go t o 
Gardencourt." 

"Why must you go to Gardenoou.rt?" Osmond asked 
in the tone of i mpartial curiosity." 

"To see Ralph before he dies., 11 

To -this 11 for some tit3e• he made no rejoinder; 
he continued to glve his chief attention to his 
work, which was of a sort that wo~ud brook no 
negligence. "I don • ·li see the need of it 1 " he 
said at last. "He c a:me to see you here,. I 
didn •t like that; I thought his being in Rome 
a great mistake. But I tolerated it because it 
was to be t he last time you should see him. Now 
you tell me it's not to have been the last. Ah, 
you're not grateful:u 

"Vfnat am I to be grateful for?" 

Gil bert Osmond laid do'vm. his little implement s, 
ble\v a speck of dust from his drawing, slowly got 
up,- and for the first time. looked at his wife., 
"For my not having interfered while he was here." 

"Oh yes, I am. I remember perf ectly how dis­
t inctly you let me know you didn' t like it. I 
was very glad when he went away. tt 

ttLeave him alone t hen. Don • t run after him." 1 

His utter callousness with regard to her cousin 

Ralph Touchett and his quite unjustified jealousy in 

regard to him should be noted. He is completely 

possessive with regard to I sabel. ~he is his property, 

the mirror that should have no regard for anyone except 

himself. In the discussion which follows she insists on 

travelling to England to see her cousin and the possibi­

lity of their marriage coming to an end is mentioned. 

He appeals to Isabel on t he most sacred grounds, and 

she realises, 

He had spoken in the name of something sacred 
and precious - the observance of a magnificent form. 
They were ae perfectly apart in feeling as two dis­
illusioned lovers had ever 'been; but t hey had never 
yet separated i n act. Isabel had not changed; her 
old passion for justice still abode within her; and 
now, in the ver-3 thick of her sense of her husband' a 

1 ~., pp . 583-4 
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blasphemous sophistry, it began to throb to a 
tune which for a moment promised him the victor.y. 
It came over her that in his wiSh to preserve 
appearances he was after all sincere, and that 
this, as far as it went, was a merit. Ten 
minutes before she had felt all the joy of 
irreflective action - a joy to which she had 
so long been a stranger; but action had been 
~1ddenly changed to slow renunciation, trans­
formed by the blight of Osmond's touch. If 
she must renounce, however, she wouJ.i let him know 
she was a vlc tim rather than a dupe. 

She threatens Osmond with leaving him for ever but 

we know she will not. She will retur.a, however~ because 

it is right that she should; Osmond will accept her back 

for the sake of 'appearance ' • For him honour and sacred 

dut,y boil down to appearance. Such is the despair 

Osmond's ' aesthetic ' approach causes to those around him. 

His stature as an exeoutant does not seem to exceed 

his as a man. We are told concerning his ideas (~.300) 

He uttered his ideas as if, odd as they often 
appeared, he was used to them and had lived with 
them, old polished knobs and heads and handles 
of precious substance, that could be fitted if 
neoessar,r to new \v.alking sticks - not switches 
plucked in destitution from the common tree and 
then too elegantly waved about.2 

No judgment could be harsher than that. Osmond is 

pretentiously ordinary. Earlier he shows a water-oolour 

of his own execution to Madame ~erle and her comments 

are significant. 

"· ••• They're really so much better than 
most people ' s." 

"That mey very well be. But as the only thing 
you do -well, it•s so little. I should have liked 
you to do so ma~ other things: those were my 
ambitions ... 

"Yes; you've told me many times • things that 
were impossib1e. 11 

'*Things that were impossible ," said Madame 
Merle. And then in quite a different tone: "In 
itself' your little picture' s very good."} 

1 ~·· p. 586 
2 ~ •• p . 300 

3 Ibid. • p. 261 
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Madame Merle's, "But as the only thing you do -
well its so little"' speaks volumes. 

The impression is given of something small, well 

done and quite dead. (The reader s~; ovJ.d also notice 

his ori terion for judging the painting. His aim is not 

to achieve perfection but to be bette~ than -most other 

people). Consider as \Tell the painting he is worki..'l'lg at 

when Isabel intel~iews him for the last time in t he novel, 

Osaoncl was 13eated at ·bhe table near t he window 
with a folio volume before him. propped against a 
pile of books. This volume was open at a page of 
small coloured plates, and Isabel presently saw 
that he had been eopy·ing :from it the drawing of an 
antique coin. A box of water-colours and fine 
brushes lay before him, and he had already trans­
:ferred to a sheet of immaculate white paper the 
delicate, finely-tinted disk. 

Anything more, useless would be hard to imagine. It 

is well done but small m1d derivative. In the end a fine 

drawing of a coin is perhaps a good symbol for Osmond 's 

soul. Finally, there is his choice of Italian poets -

Machiavelli, Vittoria di Colonna, and Metastasio. All 

three are poets o~ great technical perfection but singu­

larly little passion or even human feeling. His choice 

from a literature that includes Detnte, Tasso and Leopardi 

shows even his fine t aste to be a narrow affair. 

In Osmond we see a man who lives purely for fine 

taste and wbo by the very act of doing so fails to 

achieve it. His withdrawal from the world is merely a 

gesture against tbt3 world and nothing more. Osmond is 

aLmost like the Beatnik of tod~, in that he is the slave 

of society and convention and. his opposition to them is 

a mere reaction, and does not arise from any fundamental 

wish to achieve higher values than those offered by 

society~ He wishes to present a beautiful :front to the 

world but does not realise that a beautiful picture must 

1 ~ •• p. 583 
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represent either some worthy subject or some noble con­

ception or some deep insigbt into life, all of which he 

has not troubled himself to acquire. In striving for per­

fection without a true understanding of its nature he has 

only succeeded in creating moral squalor, misery and 

ugliness. 
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CHAP.rER lV. 

ThE PRINCESS CA~SAMASSIMA. 

In what is commonly known as his middle period (the 

period comprising the works written between the Portrait 

or a Lady (1881) and his commencement of play writing 

(1890) James came to consider ~ore and more the position 

or the artist. This was perhaps caused by the recession 

L11 his popt-:.lari ty after its high water mark with "Daisy 

Miller" (1878) but by now the nature of his consideration 

was subtly altered. In Roderick Hudson he had observed 

the effect of violent passion on an egoistic and artistic 

nature. In Gilbert Osmond, the effect of a hi ghly 

developed aesthetic sense uncombined with any moral sense 

of humane feeling is seen as deeply unpleasant. This is 

not to sey that the positions of Roderick Hudson and 

Osmond in society wert- r1ot considereda Roderick was lost 

in America and found a dearth of sympathetic patrons, 

while Osmond•s artistic activities had been concentrated 

on his appearing well to others. Hyacinth does not, one 

would suggest, suffer from the same moral deficiencies 

as his predecessors. Roderick's failure had been of 

uncontrolled emotion. Osmond's of having no emotion at 

all. Hyacinth Robinson, on the other hand, is held up 

to our approval as being a highly organised man of 

feeling wi t:b an a.bili ty to thinlr clearly and perceptively. 

Indeed, it could be argued that of all James's artists 

he comes most near to fulfilling an ideal conception. 

His position is far more extreme than that of his pre­

decessors. The u:;>per classes talte little notice of him 

on acco\L~t of his poverty and humble station, vmile the 

lower classes undervalue him precisely because of his 
-:f"~m&::S 

virtues. Now ae came to wonder not so much as to the 

nature of the artist as to wonder what place he held in a 
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largely materialistically orientated society. This doubt 

was to continue and deepen after the failure of his 

middle novels and again his failure in the theatre. If 

the picture of the Princess Cassamassima is ti•agio 1 t is 

child's pl~ beside that of The Sacred Fount, however 

much better a novel the former may be. 

Uniquely in the Jamesian canon the hero is distinctly 

a member of the lower orders, though symbolically i.e. in 

regard to his being an artist, he is a bastard of the aris­

tocracy. Hyacinth Robinson was born as the result of an 

illicit union between an English lord and a French seam­

stress. His mother had murdered his father before he was 

born and she died in prison in time for a ten-year old 

Hyacinth to be present at her death-bed. Hyacinth is 

reared by Amanda P.1-nsent, a spinster dress-maker and 

friend of his mother's with the advice of a fiddler of 

advanced political views called Vetch. He shows artistic 

capacities and, on growing up, he is given the best 

opening that can be procured and is apprenticed to a book­

binder. At his work he makes the acquaintance of M • .Poupin 

and through him of Paul Muniment, both men of revolutionar,y 

aspirations. The latter is a young man of apparent parts 

and Hyacinth reposes affection and trust in him. :Hyacinth 

desires admittance to the inner circles of revolution and 

Muniment leads him to believe he is undergoing a period of 

probation. He also f orms an attachment with a vulgar yet . 

good-hearted girl of the people called Millicent Henning. 

One night at a pl~ he is invited to meet the most remark­

able woman in Europe, the Princess ca;samassima. This 

lady, still young and beautiful, had left her husband, and 

tiring of the high life she had known, had decided to be­

friend the poor and join in revolutionary activities. 

She dazzles and befriends Hyacinth and shows him for the 
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first time in his lifej) gracious living and the pleasures 

money can provide. 

At this time he attends a political gathering, and, 

stung by charges of inaction" he rises and pledges him­

self to act. Muniment leads him to pledging himself before 

Hoffendahl, a leading revolutionary, to commit unquestion­

ingly some act of violence. It is not specified to him 

what form this act will take., but he is told to hold him­

self in readiness for orders. Later on, when living at 

the Princess • country house, and on a trip to France and 

Italy sponsored by a bequest from Miss P.ynsent, he comes 

to see the aesthetic advantages of aristocracy and to re­

think his whole position. Slowly his friends see this in 

him and one by one they :fall awS(f. One day a:n order to 

assassinate comes and Hyacinth cannot do it. He turns 

to the ~inceas, who is now living in middle class poverty, 

(professedly in order to show solidarity \nth the poor)~ 

$he is polite to him but now seems to prefer his more 

active friend Wrumiment. He turns to Millicent and finds 

her entertaining a loutish dan~ whom he has long suspect­

ed to be her lover. Both women have meant much to him and 

both fail him. He is still enough of a proletarian to 

recognise his obligations to his own class while being 

sufficiently educated in his sensibilities not to desire 

a revolution. He commits suicide, and the Princess arrives 

too late to prevent him and assume the deed herself. as she 

had wished. It is to be presumed that, being devoid of 

money, she will return to her husband. 

That Hyacinth Robinson deserves to be called an artist 

is beyond question, and this on several counts. He is an 

admirable binder of books, he receives recognition both 

from his employer and from the Princess. At the end when 

death is nea.r him Mr. Vetch pays him a tribute which the 

reader is meant to believe,. 
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"• •• I recognise your work when I see it, 
there are a lways certain finer touches. 
You' ve a maru1er •••• like one of the masters. 
v.'i th such a hand and such feeling your future's 
assured. You'll make a fortune and become famous. 1 

It is aJ.. so intimated to us tha.t Hyacinth • s 'feelings' 

are too great to find expression in book- binding alone 

and he contemplates writing something which could well be 

good. The question of feeling however brings us to the 

core of the matter, for J ames being an artist himself, 

considered that it consisted not only in mere technical 

skill (important as it was) but in acute sensibility and 

humane feelings as well. Hyacinth is described as a 

•highly organised being' and earlier he is held up for 

lucidity, his composure, his good humour. He is a 'highly 

organised you.th •, upon whom nothing is lost. These are 

great compliments in the Jamesian canon. 

The compliment, ' on whom nothing is lost•, is a high 

one and gives Hyacinth's constant receptivity to impressions 

both in London and on h i s travels. Li lce J ames himself he 

observes and absorbs all around him. He i s also sensitive 

to and deeply attracted b,y the sensible world. Also he 

is highly organised in not being a mere sponge of his 

impressions. but can order them and consider their moral 

implications. For Hyacinth, beauty and morality are not 

so far apart, for he could not draw, as easily as the 

Princess does, a distinction between God and Mammon. The 

Princess, when she uses these words, is crudely drawing 

the distinction between povert.y (God) and wealth (Mammon). 

She implies that the lower classes are godly, ugly and 

righteous, and that the upper classes are given to the 

world, beauty and the devil. Hyacinth, much more of the 

1 The Princess Ca samassima, I ntroduction Clinton P. Oliver 
Harper Torch Books, 1959) , p. 483. 
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aristocrat both ~J birth and qy sensibility, and so much 

more wedded to the lower classes than she, for all her 

affectation, can ever hope to be; has too fine a perception 

to see things brutally. He is able to see the accumulated 

spiritual riches of privilege, yet to feel the unjustness 

of the class system. He has too fine a moral sense either 

to abandon his class or commit a senseless atrocity. 

This ability of his to see clear and deep, to comprehend 

the many-sidedness of a complex problem, combined with h is 

suggested talent to express himself in words, stantp him 

as an artist. Indeed. as we shall see, James is pessi­

mistic as he sees such perceptivity as incapacitating 

Hyacinth f or any action except suicide. Certainly if 

thinkers and men of action ~ completely different beings, 

!~acinth would belong to the first cat egory. 

Hyacinth has the bents and capacities of an arti st 

but is born a member of the lower classes, as we have said~ 

Mr. Vetch says of him with a bitterness and irony that 

show high approval. 

He's a thin skinned, morbid, mooning, intro­
spective little beggar, with a good deal of 
imagination and not much perseverance, who'll 
expect a good deal more of life than he'll 
:find in it. That ' s why he won ' t be hap!)y. 
• • • One sees he has a mind and even a s oul, 
and in that r~spect he's - I won•t s~ unique -
but peculiar. l 

Hyacinth, being possessed of such a sensibility, 

does not at first real ise that t his marks him off as 

being peculiar in any way . As is natural in the ardour 

of his youth, the repressed aspirations of his sensi­

bility find a ven t in revolutionary talk. Ee has de­

cid~dly been deprived of the opportunities he deserves 

and he does feel the poverty of his class to be wrong. 

In his desire to achieve something of practical val ue 
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he is led into his rash promise, which, rash as it was, 

at least stamped him as being more genuine in his 

aspirations than his fellow revolutionary windbags. 

P'\Vacinth, wanting so much the good things of this world, 

is drawn to the belief that the world•s goods should be 

shared equally among aJ.l. The exact type of socialism 

advocated is never quite specified but it seems from 

the constant suggestions of violence to have been social 

anarchy. Hyacinth finds such talk inspiring and tends 

to hero worship those who give vent to it. ~~entually, 

one evening, excited by talk of "doing something" in­

stead of talking he rises to the occasion and delivers 

a heated speech. Muniment strikes, and Hyacinth is 

sworn to a desperate act. This represents the zenith of 

his revolutionary zeal; he believes both his aims and 

his comrades to be noble. 

Just previously he had met the Princess ca4samassima, 

now separated from her husband and still alluringly 

beautiful. Like Beatrix Esmond in the Virg!nians she has 

mellowed vdth the years, but, unlike her, has not lived 

long enough to see how oomplete her errors were. Through 

her despising of her husband and the society he stands 

for, she has come to have a more definite aim in life -

to join the lower orders in the class war. To this end 

she befriends Hyacinth. Knowing him to be involved in 

the class war she hopes he will introduce her to his 

companions. A friendship independent of politics springs 

up between the two, and despite the ~rincess• democratic 

intentions, she leads Hyacinth to dwell a little while 

in the Arcadia he sought to overthrow. This is why her 

name is given to the novel. Just as she did to Roderick 

Hudson, She represents to Hyacinth Robinson the beauty 

and acquired subtlety and finesse of Europe. She is still 

a consummate actress, and this he admires. Soon after 
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Hyacinth's vow to Hoffendahl his aesthetic education com­

mences. The J?rincess invi tea him to her country home in 

order to discuss the revolution. He wakes up on the 

Su_~day mon1ing, and, looki ng out of hi s window, he sees 

a landscape which causes him even to give especial care 

to his appearance. He sees : 

an old garden wit h parterres in curious figures 
and little intervals of l awn t hat seemed to our 
hero's cockney vision fantastically green. At 
one end of the garden was a parapet of mossy 
brick which looked down on the other side into 
a canal, a moat, • • •• and from the same 
standpoint showed a considerable part of the 
main body of the house •••••• which was 
richly grey whenever clear of the ivy and other 
dense creepers, and everywhere infinitely a 
picture : with a high piled ancient russet roof 
so b~oken by huge chimneys and queer peepholes 
and a ll manner of odd gables and windows on 
different lines with all manner of antique 
patches and protusions and with a particularly 
fascinating architectural excresence where a 
wonderful clock-face was lodged, a clock-face 
covered with gilding and blazonry but showing 
many traces of the years and the weather.l 

We have it in the metaphor of the picture; this is 

art, the way life is gracious. James uses the 'delicate 

vessel• of Hyacinth' s consciousness to grea t effect in 

evoking the charming vastness o:f the :place and Christina' a 

aristocratic way of life in it. And yet this has been 

bt1.il t with centuries of unjust ,privilege. This is 

Hyacinth's tragady. James, it is true , sl~ows us the 

ili:r:archants who have no appreci ation of the arts and whose 

mentioned interests are hunting and tennis . They are men­

tally undeveloped and dull and as such an indictment of the 

privileged class. Nevertheless their very dullness em­

phasises hyacinth's superior sensibility in extracting so 

rich an experience f rom the fruit of privilege. 

This house and the way of life o:f which it is at once 

part and symbol made Hy.acinth waver, but rds visit to 

Europe caused his defection. 11here his starved sensibility, 

1 Ibid., p. 247 
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already alerted by Medw~, gorged itself on so much beauty 

accumulated by ages of despotism. James speaks of the 

intensity of .Paris, and this is absorbed by Hyacinth, but 

it is the great Renaissance art of Italy that captures 

him, as it did his creator. He writes a long letter to 

the Princess, showing great perceptivity and skill in the 

use of language; where he crysta]ises the doubts he felt 

before and the very great doubts he now feels concerning 

the revolution. 

Extracts must suffice:-

"Dear Princess, I mey have done you good, but 
you haven't done me much. I trust you'll under­
stand what I mean by that speech and not think 
it flippant or impertinent. I may have helped 
you to understand and enter into the misery of 
the people - though I protest I don't know much 
about it; but you've led my imagination into 
quite another train. Nevertheless I'm not wholly 
pretending it's all your fault if I've lost sight 
of the sacre4. cause almost altogether in my recent 
adventures. It's not that it hasn't been there 
to see, for that per~~ps is the clearest result 
of extending one's horizon • the sene~, increa­
sing as we go, that want and toil and suffering 
are the constant lot of the immense majority of 
the human race. I've found them everywhere but 
haven•t minded them. Forgive the cynical con­
fession. What has struck me is the great achie'\"e­
ments of which man has been capable. in. spite of 
them - the splendid accumulations of the happier 
few, to which doubtless the miserable many have 
also in their degrees contributed. The face of 
Europe appears to be covered with them and they've 
bad much the greater part of my attention. They 
seem to me inestimably precious and beautiful and 
I've became conscious more than ever before of how 
little I Understand what in the great rectification 
you and .Poupin propose to do with them. Dear 
Princess, t here are things I shall be too sorry to 
see you touch, even you with your hands divine; 
and - • • • - I feel myself capable of fighting 
for them. You can't call me a traitor, for you 
know the obligation I supremely, I immutably re­
cognise. The Monuments and treasures of art, tbe 
great palaces and properties, the conquests of 
learning and taste, the general fabric of civili­
sation as we know it, based if you will upon all 
the despotism, the cruelties, the exclusions, 
the monopolies and the rapacities of the past, 
but tharucs to which, all the same, the world is 
less of a 'bloody sell' and life more of a lark -
our old friend Hoffendahl seems to me to hold 
them too cheap and to wish to substitute for them 
something in which I can't somehow believe as I do 
in things with which the yearnings and the tears of 
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generations have been mixed. You know how extra• 
ordinary I think our Roffendahl - to speak only 
of him; but ifthere's one thing that's more clear 
about him than another, it's that he wouldn't 
have the least feeling for this incomparable, 
abominable old Venice. He would cut up the ceil­
ings of the Veronese into strips, so that every 
one might have a little piece. I don't want every 
one to have a little piece of ~thing and I've a 
great horror of that kind of invidious jealousy 
which is at the bottom of the idea of a redistribu­
tion. You'll say •••• during the last three 
months there has crept over me a deep mistrust of 
that same grudging attitude - the intolerance of 
positions and fortunes that are higher and brighter 
than one • a own; a fear, moreover, that I may in the 
past have been actuated by such motives, and a de­
vout hope that if I'm to pass aw~ while I'm yet 
young it may not be with that odious stain upon 
my soul.,.~ 

Slowly Hyacinth comes to see that he approves of the 

existence of a 'happy few• and even the conditions of his 

exclusion. It was at t he price of cruelty and despotism 

that great princes could commission the works of the 
G 

Renaissance masters. Like the heros of Stendahl he comes 
_ It 

to see that a rich full life can only exist as a result 

of privilege. In t his respect James even comes quite 

close to Nietzsche. He wavers and much is crystallised 

in chapter XXXVlll. 

He had plunged into a sea of barbarism without 
havmg a:n:y civilising energy to put forth. He 
was aware the people were direfully wretched -
more aware it often seemed to him, than t hey 
themselves were; so frequently was he struck 
with their brutal insensibility, a grossness 
proof against the taste of better things and 
against any desire for them. He knew it so 
well that the repetition of contact could add 
no vividness to the conviction; it rather smoth­
ered and befogged hi s impression, peopled it 
with contradictions and difficulties, a violence 
of reaction, a sense of the inevitable and 
insurmountable. In these hours the poverty and 
ignorance of the multi tude seemed so vast ~.:.Jd 
preponderant, and so much the law of life, that 
those who had managed to escape from the black 
gulf were only the happy few, spirits of resource 
as well as children of luck; they inspired in 
some degree the interest and sympathy that one 
should feel for survivors and victors, those 
who have come safely out of a shipwreck or a. 
battle. Vf.hat was most in Hyacinth's mind was 

1 Ibid., pp.334-335 



53 

waa the idea, of which every pulsation of the 
general life of his time was a syllable, that 
the flood of democracy was rising ove~ t he world; 
that it would sweep all the traditions of the 
past before it; that, whatever it might fail to 
bring, it would at least car~3 in its bosom a mag­
nificent energy; and that it might be trusted to 
look after its own. When this high, healing, up­
lifting tide should cover the world it would float 
in the new era, it would be its own fault , (whose 
else?) if want and suffering and crime should con­
tinue to be ingredients of the human lot. With 
his mixed, divided nature, his conflicting s.ym­
pathies, his eternal habit of swinging from one 
vj.ew to another, he regarded the prospect 1n 
different moods with different intensities. In 
spite of the example Eustache Poupin gave him of 
the reconcilement of disparities, he was afraid 
the democracy wouldn't c are for perfect bindings 
or for the finer sorts of conversation. .The 
~ncess gave up these things in proportion as 
she advanced in the direction she had so 
audaciously chosen; and if the Princess could give 
them up it would take very tranacende~t natures 
to stick them. At the same time there was joy 
and exultation in the thought of surrendering one's 
self to the wa.sh of the wave, of being carried 
higher on the sun-touched crests of wild bill ows 
than one could ever be b,y a dry, lonel y effort of 
one's own. That vision could deepen to ecstacy; 
make it indifferent if one's ultimate fate. in 
such a heaving sea, were not almost certainly to 
be submerged in bottomless depths or dashed to 
pieces on immovable rocks. Hyacinth felt,that, 
whether his personal sympathy should rest finally 
with the victors or the vanquished, the victorious 
force was potentially infinite anf would require 
no testimony from the irresolute. 

He feels a nausea for his own kind and sees no hope 

that his mob might be educated into becoming Caesars, as 

Bernard Shaw hoped they would. In this he approaches the 

Nietzschean pos1tion. 2 In a passage adjacent to the last 

he grasps the tragic insoluble nature of the class war, 

a situation in which he enjoys the focal point. 

1 

2 

Ibid., p. 489 -
James and Nietzsche were alike in that for both of them 
it was art that lent significance to life. In seeing 
that great art in Classical and Renaissance times was 
a result of privilege Nietzsche elaborated his intense­
ly aristocratic philosophy. James and Nietzsche are 
worlds apart, but Hyacinth recognises the same values 
and causes and t he natural result o:f such ideas would 
be a not un-Nietzschean position. 
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Hyacinth used to smile at this presentation 
in his night walks to .Paddington or homewardJ 
the populace of London were scattered upon his 
path. and he asked himself by what wizardry 
they could ever be raised to high participations. 
There were nights when everyone he met 
appeared to reek with gin and filth and he 
found himself elbowed by figures as foul 
as lepers. Some of the women and girls in 
particular were appalling - saturated with 
alcohol and vice, brutal, bedraggled• obscene. 
uwhat remedy but another deluge, what alcheiDY' 
but annihilation? 11 he asked himself as he went 
his wey; and he wondered what fate there could 
be in the great seheme o:f things fol" a planet 
overgrown with such vermin, what redemption 
but to be hurled against a ball of consuming 
fire. If it was the fault of the rich, as Paul 
Muniment held, the selfish, congested rich who 
allowed such abominations to flourish,. that made 
no difference and only shifted the shame; since 
the terrestrial globe, a visible failure• pro­
duced the cause as well as t he effect. 

Hyacinth is half an aristocrat .. perhaps even more 

of an aristocrat than the people plotted against; not 

only was his father a nobleman but by virtue of his 

artistic sensibility he is an aristocrat of the spirit. 

B,y a paradox, in helping to exterminate the upper classes, 

he would be committing spiritual suicide. He avoids this 

by actual suicide. When ti1e time comes for him to act he 

feels as if in assassinating the Duke he would be re­

enacting his mother•s murder of his father. And yet he 

is of the other camp as well; he baa no oppori;uni ty to 

rise as Fabrice and Gatsby did and be feels himself more 

deeply committed to his class than they. And yet there !§.. 

something wrong with the class structure. As the J?rinceas 

5a¥S in her final talk with him, 

"I know what You're going to say, ttthe 
Princess broke in. f1You•re going to sey it 
will help them to do what you do - to do their 
work themselves and earn their wages. That's 
beautiful so far as it goes . But what do you 
propose for the t housands and hundreds of thou­
sands for whom no work - un the overcrowded 

·-.earth, under the pitiless heaven - is to be 
found? There 's less and less work in the world, 

1 ~·· p. 410 
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and there are more and more people to do ·tho 
little there is. The old ferocious selfishness 
must come down. They won't come fawn grace­
fully, so they must be ~lssisted." 

liyac1nth1 caught in the jaws of the savage contra­

diction, ia able to form no happy synthesis, and suicide 

is the only satisfactory course left open to him. The 

Princess stamps .herself as such by her manners and her 

breeding and by the air of high living and fine things 

with which she :ru.rrounda herself. ~~he has the intricacy, 

the style born of much leisure. ahe is the product of an 

old culture. The proletariat with no past, no store of 

oul turo, cannQt engender such crt:)atures.,. L .• illieertt 

f,enning is young. strong ond pretty but she does not posse­

ss the refined beauty of the Prinoees either in accoutrement 

or breedirtg. The Princess wae a foretaste of' what hyacinth 

was to find later, in P.aria, and, above all, Venice. 

~ e should also note hyacinth's complete loneliness • 

. r. Vetch had noted that his peouliarity in having a mind 

and soul would make him unhappy, indeed, it renders him 

as alone as H8111let. At the end all his friends fr~l himJ 

tl:;.cy are either false like Huni:nent or cannot give the 

understanding he needa like Poupin. He is attracted to 

untmont on account of the latter's reserve and eoeming 

strength. He at leaat seems sa peri or to the co:cu:ton run 

of ge.bblera and lJYacinth1 quite without the r1eeecnnry 

exnerienoe for judging men, repoaes in tdm hia trust and 

friendship. rruntment attracts hyacinth and, later the 

Princess, because he does not seem to have ~ emotional 

need for other people. This does not arise from some deep 

strength and mysterious resource but from a complete in­

ability to care for anyone else. his oalloueneas towards 

1 Ibid.; pp . 4~4-4~5 
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both Hyacinth and the Princess emerges clearly in his 

last conversation with the Princess. 

The Princess is by no means innocent. She uses 

Hyacinth in order to enter the lower world and then loses 

interest in him when he rejects the anarchist view. 

Like Muni~ent she regards the true test of high serious­

ness as a readiness to shoot somebody or blow something 

up. Hyacinth. with his refined sensibility and sense of 

moral nicety, seems a lightweight, and Muniment refers 

to him as 'poor' , while the Princess calls him 'silly'. 

Perhaps the Princess feels more deeply for Hyacinth 

than he suspected. w1 tness her covering of his body • but 

she only realises his manliness at the end, when he does 

not make the obvious response to her gibe concerning his 

never being called to act. The .Princess is more attract­

ed by a man who can spurn her; only when Hyacinth dies 

without turning to her does she seem to realise his 

worth. Of this we cannot be quite sure 0 but her final 

·gesture of coveri~g his head seems to indicate it. 

The third important figure in Hyacinth 's life is 

his young lady, Millicent Henning. She however; as he 

courageously tells his adoptive mother9 will never marry 

the likes of him; a professional man for her. She is 

even shocked that he should wear an apron at his trade. 

That ·it is a ·trade is bad enough. Captain Sholto on the 

other hand has money and is a 'gentleman •. So, by a sad 

irony, a member of his own class betrays himt not because 

he deflected from the proletariat but because he was a 

proletarian. It is suggested that curiously enough the 

things. of the spirit can only be cultivated by those who 

have money and leisure. Millicent•a values are complete• 

ly materialistic• and as a member of the poor she worships 

Mammon as fervently as any. She likes him, and has a 
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certain large goodness of heart which causes her to s,ym­

pathise with him and wish to help. In the end, however, 

it is Captain Sholto's money that talks; rtot only do the 

upper classes revere money but the lower classes do as 

well. In the end he turns to )iillicent to bury himself 

in the arms of his truest friend, but she has chosen a 

weal thy man. Byaointh • s class has betrayed him in ironic 

fashion. Of the rest his own class is mainly vermin, his 

fellow revolutionaries are inspired by greed and jealousy. 

He realises with a shock that Hosie ltluniment , who seemed 

so cheerful and courageous, is as tolerant of the misfor­

tunes of others as she is of her own • 

.Poupin and Schinkel 'loaf' Hyacinth but have no com­

prehension of his position, and, while Mr. Vetch can both 

love and understand, he sees the position in much less 

complex terms and has nothing to give hyacinth except love. 

Thus Hyacinth is alienated and even despised on ac­

count of the peculiarity noted by Mr. Vetch. Hyacinth 

is parent to a line of 'delicate vessels of consciousness.' 

In the latter books along with the loneliness a mani­

festation of the famous Jamesian ambiguity emerges, but 

here there is no doubt as to Hyacinth's superiorit.y both 

sensory and moral. Not only does James feel the prole­

tarian artist (a phrase which the novel seems to suggest 

to be a contradiction) to be in a poor position as he must 

side with an aristocracy that makes high culture possible, 

but also that the man who is an aristocrat by virtue of 

his sensibility and intellect is alone, very much alone, 

and eyeless in Gaza. 
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Tl<E ~!RAG IC 1i"USE. 

(1890) 

As James • s novels became less arid lese poptJ.lar he 

became, in his fiction, more and more inclined to d~fencl 

the artist • s rigt..t to exist.. The .Bostonians (1005) a:ad 

t.r-e J..i~'"itl.cees cajsamassima (1886) had failed to earn fi.VJY­

thing a cart from eericl rights and pttblishars t guarantees. 

In the ,?.ti:f.tcess c~,f!~~~~.i.v~ the artist had been 

deeply· in question. and Hyacinth Robinson had chosen to 

die~ a martyr for art, rather than for social anarchy. 

His dec.ision for art is obvious in so far as he could 

quite easily have died b,y assassinating the Duke. As a 

form of protest against anarchy he committed suicide, 

realising that the destruction of the upper olaas would 

lead to the destruction of things he held most precious. 

l1e was of the woxY.ing-olasaea however, and caught in tho 

\.Ul.l"'elenting 3a\"S of ttGod and !"mnmon". In h~1.s n~xt lona 

novel, The Tra,gio J.iuse, Jooee was even more oonoel"":tlcd 

wi. th the question of commitment to a.n artistic vocation. 

but this time in relation to a merQber of t to nigher claB$, 

a would-be po!'trai t painter, and an actress, U.tlattached to 

any claas, who has to learn to live at tt.e pinnacle of 

sucoeaso Both Nick Dormer and rjiriam Rcoth are given a 

choioe, brilliant marriages and successful careers in 

politics, in exchange for the life of artists; and both 

choose the latter. The implications of their choice f orm 

tt~ subject of the novel . 

Miriao Rooth, a poor but exceedingly lovely girl o~ 

Jewish extraction, has been coached by her motl'1e%' to 

become a great actrasu. To begin with she io poor rut 
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Peter Sherringbam. a ycnm.g English tiplo:cat with a deep 

interest in and profound knowled&e of the theatre, takes 

her as hie prot4~. and wi tll the aid ot great ambition 

and talent for 1!11micr.y ahe begins to rise. Sherringhaa 

f lle in love with her. and when ahe succeeds he proposes 

to her on condition that she abandon the stage. She will 

only accept him if he abandons diplomecy. Tl..ey cannot 

agree and part, I iriatl m&rl.)'ing a clever actor who. as 

Gabriel ! iaab observes._ will make an efficient servant and 

manager, wld.le Sherri.Ileham marries ,Jicbolas .Dormer• 

pleasant an~ att~dCtiTe sister Bid~ - as a consolation 

for Uiriam. In the other half of the stor.r liicholas 

Dormer, son of a politieian whom only death had prevented 

from attaining the bigheat office. is expected to achieve 

what hiG father would. have done. In this be ie encour­

aged by his mother and Julia Dallow, a rich, attl:'active, 

ambitious widow who loves hila, and Hr. Cartaret. a rich 

old b!ichelor and ParliamenWr,y friend of bia fatl~er9 a. 

Julia Dallow wishes to marry :t.im, and "'·r. Cartaret to 

leave hiD his money. He gains a scat in .Parliament. 

!Jr. Cnrtaret is delighted and Dormer beeones eng~ed to 

Julia. His friend Gabriel Nash informs him that hie 

painting is excellent c-.nd after eore deliberations lie 

resigns hia seat, losing both Julia and I.:r .. Cartare"t'a 

nuch needed money. rater 1 t iD hinted that there is a 

reconciliation between him and Julia and that he will 

become a popular soeiet.y painter. 

The novel ia unusual for James in that the parte ot 

the action, the two plots, appear to be curiously distinct. 

Jar,es relates in the preface that he was inspired to the 
IL~ p poasib111t.J of doing so b,y Tintoretto•s •rucifixion in 

Venice. Certainly !'iriam Uootht the ':ragie IJu.ae . as a 

dominating and un1f'ying force is not to be compared wi tb 

tl~ raising of the three crosses in the ~intoretto. The 
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common cl"..oice for Art is there, however, as are certai...Yl 

works of art which demonstrate the value of the artist. 

These factors give the composition unity. All the muses 

are perhaps tragic in their demands upon their would-be 

followers. and it does seem as if the title of the book 

has a more general application than that to ! iric:n Rooth 

e..l.one. 

A further device is the presence of Gabriel Uaah 

who talks his we:y through both stories. 

This choice for art and the aesthetic doctrines of 

Nash form the •artistic case• of which James spoke. 

\.hen .Biddy Dormer :first sees I iriam. she notes her 

loveliness and great vigour, and a quality about her 

oddly suggestive of an idol J 

Bid~ had a momentary vision of a figure in a 
ballet, a dramatic ballet - a subordinate, 
motionless figure, to be dashed at, to music, 
or to be capered up to . It would be a very 
dramatic ballad indeed if this young person 
were to be the heroine.! 

fler special looko and manner are constantly empha­

sized and she gives through the glowing quality of the 

writing which James devotes to her, an impression quite 

different from tho more mundanely attractive Julia ~allow 

and .Bidcy :Dormer. Sherringham, to take an example, 

expostulates in a manner that would have pleased Swinburne 

when t iriam &uggests she adopt the oomio muse, 

"The Comic Jr!use? Never, never," Sherringham 
protested, uyou•re not to go smirking tbrour.h 
the age and down to posterity. I ' d rather eee 
you as edusa crowned with serpents. That's 
what you look like when you look best. n2 

Later his desire is fulfilleu wt1en, in the ·proposal 

scene, she turns on him ttlikc a young l eduoa. u Hot only 

l licnry James, The Tr~o f.,uae, Introduction by Leon .t.:uel, 
l.arper Torch Books 1 960 ), p . 25 

2 ~-· p. 452 
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doea her g1 .. eat and rather exotic beauty ctemp her as a work 

of art but l1er talent for learning and mimicry do as well . 
_,. 

hen he first appears at •adamo Carre ' s her deliver,y ia 

gauche and insensitive and everyone is pained - Gabriel 

Nash to the extent of leaving the oompnny. ~l .. e becomes 

Sherringbam's prot4g6 and forces a great and rotired 
/ 

French actress, ~ adame Onrre, to inatru.ot her. She learns 

avidly both from her and tl~e exp rt advice of ~llarrin8hem . 

One dey Sherringbam enters I:adaruc Ca.rtCi ' D houoe and hears 

l· iriam reoitinB/ a npoech of Q"w.ean Constnnoe•s :frOJ.!l King 

John• and so remarkably do'3s eho run the regiotora of 

paosions 1 that she 1a magnificent. 

The powerful, amplo manner in which iriam handled 
her scene produeed its fUll impression, the art 
vlith which she surmO'Unted its difficulties. the 
liberality with which She met its great demand upon 
the voice, and the variety of expression that she 
threw into a. torrent of objurgation . It was a real 
composition, studded with passages that called a 
SU"P'Presaed n Brava:" to the lips and seeming -to show 
that a talent capable of such an exhibition was 
capable of anything • • • • • Her voice waa en­
chanting in thoae lines, and the beauty of her per­
formance was that while she uttered the ~1 fury 
of the part ehe missed none of ita poetry. 

And yet abe oan give no aooount of \Vhy she is able to 

aol"~eve such excollenco. 2 

Sherringham often talked of this (her power to eal­
oulato and exp:roas a.p1>arently slowing enotions) 
with ·1r1am who t..owever was not able to prt!scnt 
him with a neat theory . Sho had no knowledge that 
it as Pllblicly discussed J Dhe wae prootioalJ.¥ on 
the side of tho2e who bold that at the moment of 
production the ist cannot have his wits too much 
about him. .en .Pe er to d her there wore peop e 
who maintained t hat in such a crisio he must lose 
himself in a flurry she stared with surprise and 
then broke out: "Ah the idiots ... , 

She is constructed aooording to Mrs. Kemble's theory 

that acting i s a speo ial talent and inplics no neoessa:ry 

1 Ibid., p. 262 - 3. 
2 Ibid., P• 264 
3 Ibid •• P• 262 
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distinction of mind •1 Her lmowledge is praotical .. 

intuitive, and 'Ul.lrei'leotive. She hoe n great faith, how­

ever. (po.rtly gleaned from Shorringham, end later used 

against hill), 1n the tboatro, i..Tl 1 ts p~>wer to represent , 

to thrill, ond to elevate. As a human being &1e is a 

work of art and l~iok Donner finds her an infinitely re­

warding subject; poi'"tray-ing her as the tragic muoe he sees 

her remote and above the troubles of h'lllllani ty. Not only 

the muse of tragedy bu.t a compound of' all tbe muees, yet 

still tragic on account of tho life and the vieion dem&nded. 

To paint the portrait i:iok Dormer had to oake tbo suprema 

sacrifice of worldly renuneio.tionl she is ~--is ~u:se. 

unfiniShed, eioplified and in aomo portions 
mcraly OUf'~sted, 1 t was strong, brilliant 
and vivid and had already tc·c look of lite 
and the 811• of an original thing, 
bherrine;ham waa atn:t-tlod, he was etrantely 
affected - he had no idea Nick moved \tith 
that sti•idc. l.' iriam wao represented in 
tl~ee-quartere, seated, almost down to her 
feet. She leaned f orv1ard. vd th one o:f her lege 
crossed over the other, her arms extended 
and foreshortened, her hands lock d together 
round hor knee. lier beautiful bead wao bont 
a little, broodingly, co.nd her splendid face 
ooomcd to look down at life. She had a 
grand appearance of being raised aloft, with 
a wide regard, from a height of intelligence, 
for t he great field of the artist, all the 
figures and paeeions he m~ represento2 

Immed1atc1:," let us quote two other passages which, 

together with this, express James's supreme belief in art 

and its power~ 

They have o omc abreast of the low i s land from 
rhich the grent cathedral t diocmgaeod tod03 from 

her old contacts and adb~eiona, rises higu and 
fnir, vd th l.cr front of beauty and her majestic 
mass, darkened at that hour, o~ at least sim­
plified, under the stars, ~t only norc oerene 
and sublime for her ht.pp:,r union,'%far aloft, with 
the cool distance und the night.J 

l vide 'The notebooks of l.enry Jtmles{ ed. ttrdock and 
Matheisaen, George ilraziller (19551 p. 64 

2 The Trq.gic !- use, n . 375 

3 lB!!·· p. 139 



~lt ho was liable • • • • • liable 1n partioulnr 
to want to take a. look at one of the great por­
traits of the p t.at ~ These VIore the thirtea that 
were the moat inspirtng, in the sense that they 
vrere the things that, while generationa, while 
worlda had oome and gone, aeemed moat to our• 
v1vQ and testify. P.s he stood before ·i.fh _ soma­
times the perfection o£ ti1oir survival struck 
him as the ~preme eloquence, the reason that 
included all others, thanks to the language of 
art, the richest end moat universal~ Bm-pirec 
and systems and conquests had rolled over the 
glo oo &nd every kind of' greatneEs had rimm e11.d. 
pe.saod awq; but the beauty of the ~at pictureo 
had knoVJn nothing of death or chango, nnd the agee 
had only sweetened their freshness. The soms faces, 
the same figurcn. looked out ~t differont centuries, 
knowing a deal the cen~ didn't, Emd when they 
joined hr~ds they o&de the indestructible ~ead 
on which tl1e pearls of history '"~re strung. 

Here v1e find the moral va.1 uc ot art, Notre Dame 

stands almost eterr1ally1 a symbol of religion end comfort 
tO 
~ h'Ul!lani ty. The pietureo in the Ne.tional Gr~lery are 

receptacles of knowledge and beauty, again eternal and 

expressing •more of the 1deas en live by than all the 

statutes of "Parliattent • as Gabriel ~ ash had put it. 

These works define the value of the sacrifice made in 

order to attain art . They are eternal a.G nothing 1n the 

ordinary world of generation ean be. Th~y last, and eobody 

the higheot t bouehta, the moet intense sensationo and 

nobleat idoals of hunanity~ Theae rolated passages speak 

eloquently of J~~os•a belief in art and its impGrtant , 

function, and this at a period when he wae entering upon 

hie deepest misgivings. 

That Uiriszn Rooth 1e a valuablo person is never 

doubted but James clearly saw that suoh greatness has 

inherent in ~tself not entirely pleasant implications. 

iriam Rootb ia far from beinG a satisfaotor.y person, as, 

far indeed as Julia Dallow. Ueing an aotrasa, she he.& 

little room left for a fixed and stable personal identity. 

1 ~bid., P• 5Hl 
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She is so much the aotresa as always to be assuring 

some part or another. f,he seems to f eel af'fcctio::t for 

~herrirLgl'!81"l, pe~1apa love for Domer, but her dot.~ina.ting 

ewotion soeme ~bition, a ~ather unsatiaf~tor,y one. 

I.11 all tl~is r...he rather resembloG Cll.rtstir..a Litht, c:xoept 

t r 1ll.t her ta.loniie end looks are turned into nore u.acfttl 

chan.'1l.ele. Sherringhai:! ia conetantly ba:ff'lcd e.s to \'iha:t 

l.iriam Uooth mi.:;.ht bfi, her po;.)cs &UfJCo.::d one e.no .;her 

end he cannot undel's·tand :her. to taxes her, 

uno you tldnk I wns pretending? .. 

11! think you always are. :toweve1', your 
vanity (if you had an~:) would be natural." 

nr have plenty of t bat - I am not a.ohamod 
to own it." 

11You frould be capable o:f pretending that you 
have a :Bu. t excuse the au.dtlc1 ty and the orudi ty of 
my speculations - it only provetJ m;r interest .. 
\'..hat i s it that you know you a.rc~" 

... 11y, an artist. isn't that a ca..'rl.vas?" 

uyee, an intellectual on<:-1 but not a nornJ.tt. 

"1h yesJ it ia, too. fmd I • a good t~rl: 
won•t that do'?" 

uit remaino to be seen," SherrinGl.clm la.u.Qled. 
" J.. creature who is all an artist - Ism curious to 
aee tl.~S t. •• 

"Surely it has been seen, in lots of 
p~dJ.ltcro, lots of musicians." 

"Yes, but t hose arts are not personal, 
like yours. I meau not ao muoh so. There • s 
something lef~ for - what shall I call it? -
for character. u 

Hi:r:'iam atru:'ed again, wi tb her tragic lit;ht. 
uAnd do you think I 've got no character?.. Ao 
ho hesitated sl~e pushed back he1• cl:.air, rioing 
rapidl_v . 

lie looked up a ·G her c.tl inctant - ahe seemed 
so npla.sticn; nn.d then, r.i:ai~ too , he a:r.-zr:oroci: 
"~tJelightfu.l being , you •ve got a. hundred I •• 

An instance of this would be her cagernceo1 evinced 

nlightly earlier in the chapter. to use her Jewiah 

1 Ibid., pp. 168 - s. 
. .......... . 
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identity :for effect. ller carefully oaloulated behaviour 

wr·en Julia .Dallow diooovers t io1t pa.intirlg ll.er ia an 

exaople of thia, and an arout::ing contraat in behaviour 

1e ~roVided between the aotreaa ~~d the non- theatrical 

woman. In the great proposal scan(; James hi:nts that 

el.G is acting by referring to certain of L fil' move!lents 

as though they wore enooted upon the sr'' ge. C.t:rta.inly 

hor 4\IOne !.: :p1 tcl .. ed to r each tJ.c back of tr.e otallo, 

t i:e height of t l:e t:;ods. Contempt, .u.;:Jc}~eey , :t .. t..lacona.ble­

ness, i m.poJ•iou:me.jjs, c~d aubl~'Ite weariness follow one 

cu~other in a r.lt\jeatic disple.\1 \ it ict. strikeo aa a. work 

of nrt ratl.or than as any natural and apontanooue feel­

ing that she miprht have felt . had sbe bad any. 

Sherringham registers thet ot~c had n~var acted more 

finely . In addition to tlds , her devotion to her art 

and her carelessness of others stamp her as being in t he 

great tradition of act~eases . 

Sherringham remarks to her Wit!~ a rueful truth. 

"And vii;y , if' I~ cruel·, alwuJ.d it be of 
C(urse'l" 

"13ec3.use yc)U. JLust destroy and toment and 
oonswne - .that • s your naiittre . .L.'Ut you ou.l~ • t help 
your ·t;yne1 can you,•• 

'~Y t~Ipe?" t he girl repeated. 

"It's bad, pervoroe, dangerous. It ' s oaaa:ntially 
innolcnt." 

«And pray what is ;,rourG• when you talk li!ca that? 
Would you say su.ch t hings i t you didn ' t kntni the 
dspths nt oy good ... naturew.rn 

•*Your. eood-na.tu.re comes baclr to tha..t, '1 scid 
Shcrr.ingham. "It's an abysa of ruin - t or others. 
You have no respect. I ' m speaking of the artistic 
ohare.ater, in the direction and in 'the pleni-'cu.da 
in wbioh you ha:v·c it. Xt' s u.nseru.puloua, nel~ous0 
capricious, wanton. n 

ui don tt lo:lOW about respect: one can 'be l\OOd0 " 

Liriam r eaaorseu. 

nit d oorm • t m.ntter, oo lone a.a one i s powerful, n 
ansnered Sherringham. "We can •t have averythi.ng, 
and s-..u~ely we ought to underota.nd tha..Jii wa llru.nt p~ 
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for things. A splendid organisation for a special 
end, like yours, ie so rare and rich nnd fine 
that we augbtn•t to grudge it ita conditions." 

tt\fhat do you call 1 te conditions?" !!iriQO. demanded, 
turning and looking at him. 

UQb, the need to take 1 ts Q8BC1 to take Up ape.oe, 
to make itself at home in tbe world, to oquaro its 
elbows and knock others about. That 's large. ana 
free1 it•e t ho good-nature you speak of. You must 
forage and ravage and leave a track behind ¥OUI you 
must live upon the country you occupy. And you give 
such delight that, a~ter a l l , you are welcome -
you are infinitely welcome! " 

"I don • t know what you mean. I only oare for the 
idea," Jiliriam s aid • 

.. That•a exactly what I pretendJ and we muet all 
help you to 1 t. You use ue, lou push us aboUt, you 
break us up. e are yom! tab e! and ohaira, the 
simple fUrniture of your life ... 

The dest~ctive effect of an artiet•e life wae to be 

taken up1 later, when J anes wrote storiea such as the 

uooxon Pundu, ond ··~he Figure in the Carpet", niriam i s 

inconsideratetf she lives off the landscape and if some, 

like ~herringbam, suffer, she will shed no tears . 

Then there ie the matter of her personal lifeJ to 

what extont oan she· gain the normal satisfactions of life, 

the rewards approved of and desired b,y society? 

Sherringham feels that the very Bohemiam surroundings in 

wl ich she lives are distasteful and messy ; he is used to 

luxury, tidiness and order whi le J.iriam•s life of used 

cigarett e-ends and dirty tumblers is distasteful to him. 

In such a life little matters beside the theatre, and 

Sherringham, used to the upper class. would prenervc 

aome of its decorum. 

There is also the problem of whom she ooulu marry. 

Today the question io far more obvious tl .. an when James 

wrote The Tra.gic J~use, the marital ouatoma of hollyvrood 

have thrown the acting professions into high relief, 

1 ~., PP• 279 - 280 
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while outside so manJ women adopt professions for which 

they have great talent, that the question is -~ery widely 

realised. James's discussion remains as int lligent as 

it ever was, and has lost little o£ its impact,as it 

still aeems bitter to most of us that a man al1ould be 

as~ed to abandon a great personal future ao a sacrifice 

to his wife's oareor. Again we feel most definitely that 

iriam Rooth should not aooede to Sherringbam • e roqueat 

for her to leave the stage. JMes bas, perhaps• been 

un:fair to bherringham in making him appear so poorly in 

his proposal scene with J iriam Rooth. It iu tru.e that 

he has been a bypoori te, he haa defended the theatre 

constantly against Gabriel Nash, he has, we are assured, 

a prodigious mature interest in it and a deep knowledge. 

Yet when asked to abandon hie brilliant diplomatic 

career he shows himself the brother of Julia Dallow. 

He feels a sudden revulsion :from the mere 11:1'ablestt of 

the theatre, and looking out of the window into 

miserable night he foelo: 

What was the meaning of tl!is sudden otfena1ve 
importunity or •art ' ~ thio senseless mooking couch, 
like oo.me irritating chorus of conspirators in n 
bad opera • • • .. Art be damned. \that commission, 
after all, had he ever given to better him or 
botter him? If • • • • hie humiliation had boon 
translated into words, these words uould have been 
as heavily charged with the genuine Bri tioh mis­
trust of the bothersome principle as if be had 
never quitted his island. Seve1~ acquired per­
ceptions had atrllok deep root in hiD, ru.t there 
was an :lmi:lemorial eot1pact formation which 1~ 
deeper still. 

He loves the -theatre but would prefer to keep it as 

a 'private passion•, a mere passion as opposed to the 

serious realities of his <tiplomatio om-eer. As ~.iriam 

Rooth aaye, he would never eomwit hia life to artJ abe 

is right ; :for him, it i8, in t.lHt end, a hobby. One feels 

1 ~., p. 555 
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however that when she inplies thut he would not 'appenr ' 

to do eo, implying purely sooial oonsiderationo, Sh$ ie 

unfair. One would think leus of Sherringha.'U the ttan were 

l.te to beome devoid of normal human emotions. It seems 

that• paradoxically., in order to portrq upon the stnge 

human emotion at ita highest , she must live a personal 

life devoid o:f 1 t. In this she ia related to \'iilde • e 

Sybil Vane. but luiriem is at an advantage, being placed 

in a vastly better novel. 

A ueeful pet in a world of half-eaten sandwiches -
hardly a man's work. 

,hen 1 t is hinted that he may accept such a life we .s!2. 

tl11nk the leas of him. Tl'!e v.t•olo 1m.posa1b1lity' of her 

marrying an equal is sUIIU!ed up by Gabriel Nash. She 

needs a husband, but, 

"There must al~a be tho man; he • e the indispensable 
element in such a life, and he ' ll be ~te last thing 
she'll ever want for." 

u~ hat man are you talking arout?" Sherringham 
asked, rather confusedly. 

uThe man of the hour, whoever ho ia. She'll 
inspire innumerable devotions." 

nor course she will . and tbey will be precisely 
a part of the insufferable aide of her life." 

t1Insufferabl e to whom?" Nash inquired. "Don't 
forget that the insufferable side of her life will 
bo just t he side ahe•ll thrive on. You can't eat 
your cake and have it, and you can •t me.Jte o:melettes 
without breaking eggs. You can•t at once a1't 
by the fire and fly about the world, and you oun • t 
go round md round tbe globe without having cd­
ventures. You can't be a ereat actresa without 
quivering nerves. If y01.1. haV&l'l•t them you•ll only 
be a small one. If you have them, your friends 
will be prott--.r sure to hear of thmn. Your nerves 
and your Qdventurea, your ogga and your oako, are 
part of the cost of the most expensive of pro­
fessions. If you do your business at all you 
should do it handsomely, so that the coots ~ run 
up tremendously. You pley with :human passions, 
with exul tationa and ecstacies and terrors, and 
i~ you trade on the fury of the elements you WU$t 
kno\v how to ride t he storm. 

"Those are the fine old commonplaces about the 
artistic temperament, but I usually find the artist 
a very meek, decent little person," said Sberringham. 
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"You never find the artist - you only find his 
work, and that's all you need find. \ hen tl'ta 
artist • a a woman and t he woman • s an aotrese, meek• 
nees and decency will doubtless be ther~ in the 
rigt~t proportions, n nash went on. n ·1r1at1 will 
represent them tor you, if you give her her 
starting-point, with the utmost charm." 

"Of oourse she'll have devotions - that's all 
.right, t• said Shel:Tinghe.m, impatiently. 

"And - don't you see? - the1'11 tl!tit;atc her 
soli tude, they '11 even enliven 1 t," ll ash rensrked. 

"She'll probably box e. good many ears: th.:...t'll 
be lively • n Peter rejoined, , .. 1 th uomo gr:Wnooc; • 

.. Oh, magnifioont: 1 t will be a merry li:t:o. Yet 
with its tragic passages, its distracted or its 
pathetic hours, .. rash continued. nrn ahort Q 
little of everything. ··~ 

"They usually marry tho prompter or tlHt box­
keeper •••• don't thay?u 

ho subjoins later when Sherringham pontulatcs a man who 

must protect her. and, when disousoing hor affection for 

Uiok Dormer, adds: 

"It'aney bio taking that sort o£ job on his hands: 
Besides, she would never expeot 1tJ she 's not such 
a goose. They•re very good friends - it will go on 
that way. She • s an excellent sort of woman for him 
to lmow; she'll give him lo·to of ideaa of the 
plastic kind. l•e would have been up there before 
t1.1a. but he has been absorbed in this delightful 
squabble Yd. th his con6ti tu.ents • That of course 
ia pure amuaeoent; but V1he11 onee it' o well launch­
ed he•11 get back to bnainess and h1a businoae will 
be a very different matter f'ron t:.irism • s. Imagine 
him writing her advertisements, liVing on her money , 
adding up her profits, having rows and recrimin­
ations with her agent, carrying her shawl, aponding 
his dayo in her rouge-pot. The right man for that, 
if abe must hnve one, t!dll turn up. u2 

Gabriel Nash, while placed firmly enough as a. 

et.a.raoter, explains t he novel as it goes along, acting 

CLorua to the action at all available points . ~o literary 

critio could better the two passages quoted above. The 

man turns up in tr..e shape of .!)ashwood, correct. efficient 

and innocuous, an efficient manager and untroubleeome, 

useful and colourless companion. Any man who could equal 

1 Ibid.~ P• 439 
2 .ill.s!.· • p. 442 
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or even approach her genius wuld be quite unabl.e to 

aaoept her temo.. 

For Nick JJormer the decision for art is harderJ i i 

ie not only the question of a brilliant match. 1~1s back­

ground is not the enonymi ty of Miriam' e past but the 

glittering world of Thackeray and Troll ope. liia mother, 

Lady Agnes, his sister Graoe. and his fiancee Lru. Dallow 

are Thackereyian .figures. though while Thaeke~ would ht«e 

shown their self-seeking philist1nism 11 ttlo mercy, James 

is more hu:t1ane and allo e them a point of view end some 

sym:patey. For Lady Agnes. indeed, our syLpath)r 1s strong, 

For James at least they nre not only heartlese philistines. 

r. Oartaret. on the other hand, could easily be v1Stl&lised 

at Gatberwn plotting w1 th the great Duke, It is this infin­

itely rich world that he must rejec-t in order to become an 

artist, or a world promising wealth. statue and even happi­

ness. And yet 1 t must be remembered he is 1n a hap~ier 

position tllsn fiyacinth Robinson. Hyaeintb had no resources, 

and the only WtJ¥ in which he could reject the poeeibilities 

of a life in the lowt:r classes waa by 8Uicide. ..ack on the 

other hand baa a small ~1vate income.and, despite lAis 

defection• a name. The outlook t'or the upper ola.ns artist 

is not quite so black, but black enO\l&h. 

Nick Dormer is born tQ a poli Uoel career by virtue 

of his father whom his f'amily aro anxious to oake uo 

believe dea-th had denied the highest office. It is a sacred 

famil:r duty ooth to hia mother and hie father' e friend ~e 

bachelor ~~. Cartaret who regards him as a son. There is 

also the woman 1n love ith hi.a1 betmti:tul. rioh and 

ambiiiioua to be married to a great man in politics. It i s 

not pure lust :for power, however. which JJOtivatee 'Ulose 

who wish him well in tb.e political ltte. Both Julia and 

Ur .• Carteret believe in the iss1on of the libera:J. party 
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and ittJ ability to do eood. Billy Dormer putc tho matter 

so f1rm1 y tha t even Gabriel liuoh 1a forced to l"X'CV~rioa.te 

a little before oap,ing the diooucsion with l.io umml 

.. ~he raiaod hor uweet voice a:nd enqu.irv<.1 of r.:r. 
Nash -

"J)on•t you think there are any wrongs in the world -
excy ahusee ond att:fferings'" 

uOh, eo many t so :gany: That • s w'!:y one muet 
chooati." 

"Choose to stop them, to reform the>:! - ien • t 
that t he choice1" ;3iddy aalted. Wi:hat'o ::iclt•s,u 
she added, blushing and looking at thia personage. 

uAh, our divergence -yes:" sighed Go.bricl rash. 
uThere are all kindn of r1acl: inery for that - very 
complicated and ingenious. Your formulas, ny dear 
Dormer. your romulas: u 

U:Hane; t Crt, I ho.vcn •t eot 0.."1Y: 1t lf:Lek exclaimed. 

11To me, personally, the simplest ways are those 
that appeal ooat,•• J·r. llaah went on. "\~e pay too 
m!Ch attention to the ugly; wo notice 1t0 e :.tagnify 
it. The great thing irs t9 leave it alone ::md 
enc:;urase the beaut1:f'ul .. "~ 

Th:•t ldck ho.B a fanily P.nd .Pul>lic duty to ente1~ poli­

tio3 is never deniod, neither io the fnot that tl1e voca­

tion iu a high one. Naah, the aesthetio dilett&lte, con­

siders anything more imnortant than ~olit1os, ~d enters 

into a battle f'or Nick•s aoul on behalf of 'ffJeline•, 

and baaica.lly James B£%'Ced with him, though for James 

there Wl.\S more to ' feeling' tha-t'l ~·. ash would dream a£. 

That those around !lick are hostile to or uncompre­

hending of feeling ia made clear enollgh,. In tt1e very 

first occne Lady Do:rmer is seen sitting u.nr>erturbed if 

disarrproving ~nong the exhi b1 ta of a Parisian oalon. 

Later ~lick tells us that she regards art or the eothetio 

as ~a terrible insidious foreign d1seaee 1 eating the 

heal tey oore out of :.;ngliab life • • . .. 
----------------------l ~ •• p. 30 
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there' o a dreadful a ot er:i e of uncannily artful n."l.d dread­

tully ref:ined people who wear a kind of loooe :rooed l.mi­

form and worship only becru.tyn~ H'or !lady .J'gnes, Julia and 

Sherringham , t11ere is notlJing more vile than th~ talkative , 

unconventional, ' irrigating', Gabriel ~=ash.. It uouJ.d be 

hard for instance to persuade them that, 

he was not ::1oat a"~ home in some dusky, untidy, dimly­
imagined suburb of ucul ture" • peopled oy ~one t.P.:.­
plaaaant ph:rasor:1ongera who tl.;oU(!ht him a gentleman 
and who had no human use rut to be held up 11'1 the 
comic press, whioh v1as probably restrained by 
decorum :from touoi·ing upon the worst of t heir 
aberrations.••2 

Julia Dallow i s qui tc • impervious to tlle beautiful ' 

l~t icl-c remarks that "T.t's a foarful bore looKing at :fine 

t hings y,i tl'·. Jul1a11 and later,. when COii'ltL .. n tin£, on his picture 

of I-1iriam Rooth, she significantly S!\)7&, ni dare sa;y its 

olevor" ('cl ever' was ch&nged in 1908 to 'liko 0 and it i s 

a pity t.Tames felt it necessary to cl10oae between thG two 

readings. 'Clever' carries t he imnliaa:tion of mere or even 

odious sl.ickneafJ , while 'like ' conveys a truly narrow view 

of the function of the visua l arto.) Later it is implied 

tha.·t tl' e r eoonoiliation oyn1.cally f orecast by Gabriel lltia.l} 

does cor1e about, Pnd that Ju~.ia goef.l r10re thP..n half wtzy to 

meet lii.ck1 is impli~d by t t..e lc ... b t sentence i n tu~ .. wveJ,.: 

I·t ia v-ery true there hus been a ru.Ii:.O'ttr that l r . 
!!aogcorge 1a worried about her - baa even coaoed 
to believe in her."3 

TLus in the end 1 t is hinted that art and life are not 

complete stranger s , but one feels tha t Julia' s conversion 

is brought a bout ont1.rely by her affection for Nick quite 

unaided by any au.ddenly acquired t t.ate for the beautiful. 

1 r. Gart aret • s relation to the aesthetic ia not quite so 

openly hostile; he bas indeed, as Nick feola himnelf 

1 Ibid., u . 441 
2 Ibi!. , p . 58S -
3 ~., p. 61~ 
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forced to ad!ui t, soaa kn.owleJgo of it. 

Le :~ew tha:(; tl.is would 1:.~4ovitab~~ '!Jo o •. ~e of' the 
topico at dinner, t he r estoration of the abbey; 
it would tive rise to a ovnnidol·able deal of 
orderly debate. .r.ord Bottomley, oddly enough• 
woulci prob&.bly opnose the expensive project, ..ut 
on groundo that would be ollaraoterist1o of him. 
even 1:£' tl1c a.ttit'u.de wure not . ~. iok':; r..e.t~(lo, 
on this spot, alway a knew what 1 t was to be 
soothed~ bUt he al~ifteu hi a po~;i ·tion \Ji th t.. 
sligbt impatience as t lse vision came ovor him 
of J.JOrd dotto.:uley • s treating a question of 
aesthetics. It was enough to make one \l'a:nt to 
take the other side, the idea of he.ving the 
eame taste as his lordw.ip; one would huve it 
i:or sucl'J dif:f'crt>ht reasons. 

Dear l'. Cartaret would be del i ber ate and 
fair a.J.l round, and would, like Lis noble friend, 
exhibit much more a.rohi teotural knowledge than he , 
rack, possessed; whioh would not make 1 t a whit 
less droll to our young :can t hat an artiotic idea, 
ao little really assirui lat eu . w1~~ld so be bronch-
d at that tbble and i n that air. It would renain 

so outside of their mtnda anu thGir mi nds would 
reoain ao ~toido of it. It would be dropped ut 
l ast however, after half an hour•o gentle worrying, 
und the conversrtio.n would. inolino 1 toclf to 
public affairs • 

•• io.zt 1-Lere ditlpleys a certain preciouonesa that 

oharaotsriaes him and which 1e not. entirely 11 beooitling. 

tAr. Cartaret, hoVtever, is entirely overcome by l~ick ' a 

decision f or art 2nd has no compunction about omitting 

him from his will , even \Jhile providing handsomely for 

his butler. \ie can, however, see l r. Carteret's point 

of view. 

It will b oeen that !iiok _,)onlutr• s renunciation. 

partakes of an almost relieious aspent ,. J runoa himeelf 

lator \"/aS to write in his Ilote->ook January 23, 1895, 

I take up my own pen agnin - the pen of. nll rJY 
old unf'or gett'iO!e efforts anci aacrod otrugeles. 
To QYSelf to~ - ! need a~ no more. Large 
and full t!nd h i eh the future atill opens. I t 
is now indeed that I may do the work ot ~ life. 
And I will XXXX ~ hava only to face rny problems 
XX:.'\XX • • • • • 

These worda witl~ the substitution o:t brush for pen 

1 Ibid., PP• 227 - a 
2 Notebooks, ed. r urdook and ! athiessen, Gaort::e Brazill er, 

(1955) p . 17S 
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would have become the mouth of Nick. Jw:.es was pre-

babl:,r richt ,vr en ho felt that he had not o.rawn l':im 

large and strong enough. e does not even hc::..ve ·tlle 

monumental unpleasa.ntneee o:F. a f-!il ton or a . .3eethovcn 

or tl1e madnean of a Vm1 Gogt... 1 c is li ttlc r.1o:::-e tl-:.tn 

a nomal ed,;.cated younc ~ngliohman Yrl..o re:f'uaco to be 

·the catopmv of others and :followo u naturnl ~1.t. HJ 

he..s talont, bu.t that • by tr.o vor.J nature of tb e novel• 

istic mediut'l, can only' ~e auo;;ested. But even co~p3r­

aa to a portra.i t St~ch as that of Arthur .Penderl!:iH he 

is unsatisfactory. \ ·e U.o not see him grmnng up or 

ga:i.ninc, exper:i.encft; it oecms he will remain a perpetual 

young van. .J\.nd yet as G·a.briel "'·i1 sh ren.ark~d, the artist 

is not the a'Pl>earan~e of t he !l"an w:t; ·tile art. Fick 

ohares the view o:f the hie-)) vocati.on of t!::e artist as 

outlined above and !.e does mHke the necesm-,,ry DOO:rificce. 

Jnmes nl~o can spcnk feelingly of the lone • ineaa and 

de'\Totion raqui:ret of tho a;x•tiot. tr:..1ilte r .irim 1 .• ick 

:must a.J.Ro rbandon pub\ic ft1r1e nnd tbe plaudi te of l'lQ:.. 

! :ir:i~\Cl visits hin end when ~.Le leaves. l.e reflects: 

there were mit hty <.liffcrencctJ in ·L;l' .. c £~ous art­
i:Jtic life. Lliriam wBa already in the Blow of a 
glory Wrich LlOl"eOV .r \Yb.S probal.>J.y lm.t & faint 
spark in 1ooelation to ti.e blase to come; end so l1e . 
c1 o~ed tl1e dt>or upon h~r m1.d. took up hie pnlatte 
to rub it witl~ a dirty cloth. the little room in 
wl ic~h 111~) owr .. battle wa.13 praetioully to be fou.cht 
looked \JoefUlly cold and grey and mean. lt was 
lo110l:y, f:l1 d yet it was peopleu with unfriendly 
:iliadows (eo thiok he saw them ga.tl .. ering in winter 
tlitilitrllts to come) the duller eondi tions ~ tre 
longer patiences, the less imn1edio.te and less 
pe1 .. sonal joya. His late beginning was ti.ere, Wld hia 
wasted youth• the miatakea that would atill bring 
forth children after their imctce, t he scoantn:cy 
soli tude, tl.e clumSJ obeouri -cy-, tlte poor explan­
ations, the fooliahnesu that he foresaw in huvjng 
to ask peopl~ i;o wait, end wait lon£e1·, and wait 
again~ for a fruition which, to their scnso at 
least. uould be an anti-climax. l1e oared enoug.L 
~or it, whatuver it would be, to feel thtt r·io -per­
tinacity mit_r,f .. t enter into conparison ith such a 
produotiv force as Lirialil's . Thi:J \"'llo, aft :r all, 
in hia bare studio, the moat oolleutive di= p~e­
Gence, t~ e one that \Yao nost sooia.blo to r.in ae Le 
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sat there and that aade 1t the right place 
however wrong it wao - the eense tbat it was 
to the thing itself he was attached.. Ttia 
.vas Mirinm" s case, bu.t the contrast, t..ich 
she showed him she also :tel t, waa in the 
Jl1.1mber of other th~s that abe got w1 th 
the thing in itself. 

Being his own critic he has to bear his doubta b.J' 

himself. ~.hen he feels that his paintings arc merely 

clever, indeed damned b.J their ~acility, there ia no 

audience to reassure, to redirect hitl. Finally there ia 

no audience to assure him by 1 ts veq preaonae - of the 

value of the art he practises. Even in the National 

Galler.y, tbe very temple of art, he hae his doubts. 

:bat had happened to hill., as he passed on tr~s 
occanion tro Titian to Rubens and from 
Gainaborougb to Retlbrandt, was that he :round 
hinsel:f' calling tllc Yihole art 11 terally into 
question. \ihat was 1 t after all, at tne beat, 
and why had people given 1 t so high a place~ 
Its weakness, its narro~ess appeared to him; 
taeitly blaspheming he looked at several WO%'ld­
famaus per!on:tances with a lustreless eye. 
That is he blasphemed if it were blasphCII11' to 
say to himself' that. wJ.. th all respect. tl.ey were 
a poor business, only well enough in their mall 
way. The torce that produced them aa not one ot 
the greatest :forees in human affairs; their place 
was inferior and ~1eir connection with the life 
o:f man casual and slight. They represerrted eo 
inadequate~ the idea_ and 1 t was the idea that 
won the race, tbat in the long run oame first. 2 

Thus James chronicles the artist•s life, its elation 

and 1 ta despairs, 1 ts soli tudes and 1 to triumphs. jq 

means ot such passages James realises the artistic 

vocation of ~iok llormer and we feel that even if he fUl­

fills r;ash • s prophecy by becoming a society painter he 

will atill be a good painter. After nll Reynolds and 

Lawrence were society painters. 

In the vanguard of the attack on the philistines 

is that extraordinary character, Gabriel Nash. Quite 

apart from his :fUnctions as discoverer of 1riam Rooth 

1 Henry James; The Tragic :Use; Harper Torch Books; 
pp. 579-58D 

2 Ibid., PP• 487-8 
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and artistic conscience ot rack Domer, he is a coutbpieoe, 

a chorus and even an expounder of Jamea•a own views. Con­

sider his condemnation of the modern theatre aa a vehicle 

for good literature: 

a play, and a character in a pl~ (not to ~ the 
Whole ~ieee - I speak more particularly of modern 
pieces} is wch a wretchedly small peg to hans any­
thing on! The dramatist shows us ~ little. is so 
hampered by hi. a audience, is so restricted to so 
poor an analysis. 

"I know the complaint. It's all the ~ashion 
now. The r~ines despise the theatre,•• said 
Peter Sherr h8iii, in the JIUimler of a man abreaf.lt 
wi tL the culture of his age and not to be captured 
by a surprise. ttConnu, connu! n 

uit will be known better yet, won't 1 t? when the 
essentially brutal nature of th.e modern audience is 
still more perceived, when 1 t has been properly ana­
lysed: the omninn ptherum of the population of a 
big comm.eroi8l oi ty, a t the hour of the dq when their 
taste is at its lowest. flocking out at hideous hotels 
and restaurants, gorged with food, stultified w1 th 
'buying and selling and with all the other sordid spec­
ulations of the dey • squeezed 'together in a sweltering 
mass, disappointed in their seats, timing the author, 
timing the actor, wishing to get their money back on 
the spot. before eleven o'clock. Fancy putting the 
exquisite before auoh a tribunal as that: There's 
not even a question ot 1 t. The dramatist wouldn •-t 
if he could_. and in nine oases out of ten be couldn •t 
if he would. l ie has to make the basest conccsaiona. 
One o:f his principal canons is that he must enable 
his spectators to oa-tch the suburban trains, which 
stop at 11.30. \lhat would you think of any artist -
the painter or tbe novelist - whose governing forces 
should be the dinner and the suburban trains~ The 
old dramatist didn •t defer to them. (not ao much. at 
least), and that's why they are less and less actable. 
If ttey are touched - tbe large fellows - 1 t • s only 
to be mutilated and triVialized. Besides, they had 
a simpler civilisation to represent - societies in 
which the life of man was in action, in passion, 1n 
immediate and Violent expreosion. Those things could 
be put upon the plqbouse boards with co · paratively 
little sacrifice of their eampleteness and their 
truth. Today we are so infini~ely more reflective 
and complicated and diffuse that it makes all the 
di~erenoe. ~ihat can you do with a character, w1 th 
an idea, with a feeling. between dinner and the 
suburban trains? You can give a grona1 rough oketch 
of them, but how 11 ttle you touch them, how bald 
you leave them: Whft crudi i;y coopareu with 1hut 
the novelist doeal" 

Thi s could have been James h1Iaself. lie felt strongly 

l Ibid., pp. 56-58 



77 

that the theatre wae an entertaimaent and offe:reci little 

scope for tbe liten.ry u-tiet. ih:1le Chek.hov (whom 

Someroet Mausbam tells us James did not appreciate >1 

eeh1eved exquiei<teness and Ibsen and Strindberg pro• 

tundity. Jc~s denied auoh posaib1litiea. Perhaps What 

Yeata called • educated ®dern cpeech 1 stripped of all 

authorial coanentar.r was too deesiea"te4 a m.edium. fw the 

subtleties ot Jamesian characteri.eation w:t he made 

li~tle effort to rendor it ctherwiee. Re exprea~cd hia• 

oeU as hsving no talent :for verse and f'el t tho.t tho 

pro$e Pl8\Y was a trifle. Later. 1n hie att pt to write 

plqs. in showing his oont pt by w1tllholdins his true 

talents :he taUod o1fen to m te commercial en.te~atnmenta. 

The relationab.ip of his pla.ywri ting reara to tbie epeeoh 

has 'boen dealt with exhaua~ivel;y 1n several worka by !,i;r • 

.Leon E4el2 and we need only note here tha" Jaaea f'elt the 

contemporaey etage no plaee ~or li-terary finesse • etl 

opinion oonfuaed by the reception ot hi plar .•Gq D·omville'. 

Nash ie also similar to James 1n appearance but 1s obrioue-

ly far too iron1oally dealt with to be taken tor James. 

IJ!odq most people, right]¥ or wrongly• wtll take bim as 

~a portrait of Osc~ Wilde. (1854•1900). Il!e Pateriem 

and hia euccesstull.J' art1•t1c life both rend.nd uo of Wilde. 

s ome years earJ..ier hO'WO'Ve:r: Jemeo had ref'erred to tilde ae 
'"(IJ-

•an lUlOleen boast' and •a tatuouo fool end tenth~te cad', 

e.nd thie, coupled with note•boGk referencea to a oertain 

Herbert Pratt, m&ko Wilde unlikely.' 

1 Eea~ 'Some Atlthora I have known • in 'The Vagrant .Mood • . 
Heineman. (1951) An interesting it oalloue rem1niacenee 
and oritiotem. 

2 Leon EdelJ He Introduction 
to tlle play i ddle, Yesa 
all publiahe 

' P• 31 
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It is perhaps best to regard Nash as a consummate 

example of a young man wl1o has been to Oxford and heard 

the grea~ Pater (18}9- 94). Certainly J ames, deepite his 

reservations oonoerning E'ash. shows through him how 

closely Jamea felt the thought of time and that he must 

have read The Renaissance as avidly as any. James must 

have egreed wiih .Pater concerning •tho hard gem-like 

~lame• and tho need for experiencing all sensations 

intensely. He would haTe differed from .Pater in making 

this tt.e end of existence. In Nash we aee the ultimate 

~tility of living so. No man can make his lif'e a work 

of art to the extent of becoming • an artifice of 

eternity•. Through Nash and his failure James suggests 

that no artist can abdicate tbe responsibilitiee o~ 

ordinary men without ceaeing to be creative. It an artia't 

is not creative his ti·tle is indeed a contradiction, aa 

it is an artist~s responsibility to creat~. Fu.rth~:rmore 

Gabriel• s irresponsible attitude towards l ick• s oueer • 

and his gloating over the proopeot of ltiriam•a career in 

lechery, marks him as a man scareoly human who has nothing 

to give the world. 

Gabriel Nash's whole emphaais ia upon a life of 

sensation as opposed to action. 

We must feel everything, ever.,vthing we fear. 
'e are here for that • • • • Kere~y to be is 

such a metierJ to live
1
is such an art_. to 

feel is such a career. 

HQ has written aomething qy ~ of a novel which 

was evidently fine but refUses to write more or waste 

l~is time living f or others. 

Literature you see ia tor the convenience of 
others. It requires the moat abjeot concessions. 
It pl ays such mischief with one • 8 style ,. .. • • 2 

His art ia life~ and the ordering of his life is 

l :Henry cJ ameaJ The Try;ic. use 1 Rupert liart-.OS.via J 
pp. 28-31 

2 ~-· pp. 31-2 
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to obtain the most pleasant impressions in the ~ost 

harmonious order. lte explains style. 

It's my little personal experiment (attempting 
to :find a ore than dreariness in life). Life 
consists of tbe personal experiments of each of 
us, and the point of the experiment is that it 
ehall succeed. \ihat we contribute is our treat­
ment of th! material. our rendering of the text. 
our style. 

he says earlier on 

I drift. I float • • • • ~ ~eelings direct me - if 
such a life as mine can be said to have a directi~n. 
fihere therc•s anything to feel I try to be there. 

The wish to be where there 1s sometbiJJ.g to feel leads 

him to Spain where lae ltas heard o'f a certain tree beneath 

a certain city wall J to l.formsndy for certain 1nisty l.and-

sea pea. and to J.,iri81il Rooth ' s drawing room where he absorbs 

theatrical sensations. lie has a certain ethic; he has 

no wish to hurt anyone but he re:tusos to become a •percep­

tible force for good•.3 Fater had urged all experience. 

a fierce draining of the cup. and Nash differs from Lim 

only 1n that his practice is lese violent than the master's 

preaching would suggest. 

lian;y have taken him for a thoroughly charr..ting fellow, 

a delightful sinner, a charming Oscar. lie hns soce of' 

these cltaracteristico, ~t James could see deeper than 

most into the Oooara ot this world. ltaeh ia unable to 

perceive the genuine relationship subsisting boween Nick 

and Julia, and• as he never doea anything, he is eventually 

a bore. He is also a little nasty in being rather 

unnecessarily obnoxious to tho philistines, and when he 

would t ake Nick aw~ from his political career, even if he 

is a bad painter. he iu dangerous. Nick, sacrificing ao 

much for no talent at all, would be aesthetically more 

pleasing to him than t; ick renouncing for a great talent. 

l ~ •• p. 138 
2 Ibid., p . 26 

3 Ibid., p. l37 
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He Views nick not as an end ill himself but as a meane, 

eo::teth:lns that can be arranged to pleaoe hitlscl:t 4J Ae 

lliok aqe at the end 1 t would amuse Nash to eee him 1n 

anotl.or piokle. This 1s a .twlt of 0 ond. li has aleo 

eo diasooiated hUeelt' tron eoclety. haa plq~d oo much 

the ohee!"Y'e~, has nlf'1.ehJ.7 done ao littlo, tbat he is 

t he moat ephem ral o'f orea.turea. TMe ie illustrated at 

the end when Nick ie fltlbjeoting him to the pa.tnfUl (for· him) 

proceae o-t having hie portra11 painted. Nick finds it 

hard to determine ~ real flx•d ohareo~or. 

Hie 1c.presa1on had been that Na!Jh had • head quite 
:fine enough to be a ohalleDS•• and tilat aa he at 
tben, dq bT 4q, all •one of pleasant and paint­
able thing• would come out 1n his face. Thl hl• 
p~ession was not ~alaified, but the whnle probl 
beoame more oompllc ted. It truck ou.:t youns man 
tllat he bad nner s'e hio wbjeot before, and yet 
somehow thie revela on wae not produced by the 
oenae of aot11ally eo inS it. Uhai was revealed wae 
the diffioul ty • what he saw was the indefinite 
and the elw:J1ve, He had 'taken thwe. for gan.ted 
which• literally were not tho:re• tmd ho f<NDcl thinge 
there ( exoop" tho.t he coulcln * t oatoh them) Wh:l.cb 
he had not bi therio cdtmted .tn.. ~hie ~ling 
effect, being eminently in Nash's line• ml~t have 
boen tne reo'tll t of his ~imeioal "'I'Oli tion, had 1 t 
rwt appeared to Nick• ldter a fn hou.ra of t11 job, 
that hie e1,ter was not 'be on~ who enjoyed i' most. 
lle aaa unoomfortable; ut first vaguely end 'titan 
clefinl teq so - sUent, restlesa, sloo)Q', diln, aa 
if, when it Game to the t•at, it proved lese ot a 
pleasure to h1m than he eould have bad 011 idea of' 
1n advance to be infini~el;y examined; und handled, 
sounded and aitted. He had been w1llin8 to try it, 
in good faithJ but frankly he didn'-t like it. he 
wae not cnss • tut he was clearly unhappy .1 

He 1e hardly a person a'\ alll he hao no emotions. There 

ia prec iouo 1:1. ttle to him. He appears not a 1:1. ttl pa• 

thetic • eo while Uiok ie bored with hU:l, he p1 ties hia 

and queetione him syapatbet1cally • 

"Bu:t, rq dear fellow, the.t \7111 you do when you •re 
old?" 

«Old? What do you call olci?• N'ash had. replied 
brave:cy enough• bo.t w1 th another perceptible tinge 
ot ini:tat1on.. "Hust I really inform you at 1h1a 
time of day, that that 'term has no application to 

l Ibid., P• 595 
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suoh a condition ·as mine? It only belongs to you 
wretched people who have the incurable superstition 
of • doing' : 1 t 'a the ignoble collapse you prepare 
for yourselves when you cease to be able to do. 
For me there'll be no collapse, no transition, no 
olums.y readjustment of attitudeJ for I shall only 
~. more and more, with all the accumulations of 
experience, the longer I live." 

"Oh, I'm not particular about the term," said 
Nick. urf you don't call it old, the ultimate 
state, oa.ll it weary - call it exhausted. The 
accumulations of experience are practically 
accumulative of fatigue." 

"I don't know anything about· weariness. I 
live easily- it doesn't fatigue me." 

"Then you need never die, •• rejoined Nick. 

"Ct.'rtainly, I dare s~q I ' m &tarnal. u 

Nick laughed out at this - it would be such fine 
news to some people. B\lt it was uttered with pe;z:tfeat 
gravity; and 1 t might very well have been in the 
spirit of gravity that Nash failed to observe his 
agreement to sit again the next dSir• The next1 and 
the nert, and the next passed, but .he never came 
back." 

He never came back. It is almost as though N1ek•a 

question had exploded him and his laughter blown the dust 

aWf!l3. He had :mistaken art for life catasb-ophioally, and 
. . I 

left nothing l asting. However well a man organises his 

life in accordance With aesthetic principles he cannot 

be eternal. The fading away of Gabriel ' s picture is a 

good ~bol even though pictures. of supernatural habits 

are apt to be disturbing in naturalistic novela. 2 He 

was, thrau.gh seeking the permanence of art, quite 

ephemeral and all be was must fade as it fades, for all 

1 ts brilliance, in the memo:cy ~· 

James, wrote this novel of affirmation as an anti­

dote ro the doubt he began to feel e.onoernins the value 

of his ~. As his personal financial failure worsened 

1 ~., PP• 596-7 
2 In its ability so surprisingly to tell the truth this 

portrait resembles the portrait of Dorian Gr~ ... 
Oscar Wilde, The :Portra.1 t of Dorian Gl'!Yt Intro. Hesketh 
.PearsonJ Everyman Library .) Dorian Grq had however been 
a perceptible moral force, albeit for evil. Naah, on 
the other hand, is a moral nonenity, so hi s portrait having 
no character to reflect, merely fades awrq. 
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his doubts beoame more and more grave. Tl1ere are 

slladows 1n The T!'Niie J:une wt the f'ull darkness eomea 

later on. The Tragic llu.ae stands at the beginning of the 

£in de siecle. the 'nineties • are very much :foreshadowed 

!n 1 t. a fact we tend to forget because 1 t ia so very 

much a better novel than A Itebours or The Picture of 

.Dorian Gmv. Indeed only Mari.us the Epicurean can rival 

it and then by very different means. The Tr!f4c· »use is 

a fine novel, Jamea•s last in the old leisurely English 

manner. excellent both for it·& lucidity and caretu.l 

scenic presentation. 



Tl!.r; LmSON OP Tl!~ MASTER 

AND OTII~ {1888-18~~) 



THE LESSON OF Tlib: MAbT.ER 

Jk~D OTl.ERS (1888-1825) 

~he £rag~o Buf! had been an opttmiatio book, deepite 

certain failings in the characters of the artietsJ it 

stated a beliof in the value of art and the value of the 

artist. In certain stories written both before and after 

however, a diff rent f'aee~ ia presented. Gabriel l~ash 

had swallowed vora.oiouely those experience• whicll were 

pleasing but most of the artists tn theae stories s oa 

shut out from it, deprived, or so remote from normal 

humanity that they are unable to understand ita feelings. 

In •The Leeson of the Master' (1888) a middle-aged 

writer advises a younger, on the highest principles of 

dedication to art, not to marr.y a young l~. Later, 

when hie wife dice, the older artist htmself marries the 

renounced l ady. It is al ao related that the older artist 

had, before h1a first marriage, \l.t*i tten :finely • while after 

narriage he had lapsed into ~aere ooEUneroialiam. Tho young 

man writes a masterpiece.. It is etl'Ongly csuggested that 

the older writer will never again achieve fineness while 

the celibate younger Will continuo to write masterpieces. 

Henry St. George, th master, had, at the beginning 

of his career, written books of a peouliar fineness. 

Later he married. Eis wife, is made clear, 1a , 1n her way, 

an admirable woman, rears hie sons and regards him &tj a 

breadwinner. She drives excellent bargains with his pub­

lishers and places him in a windowless room to write pot­

boilers. He livea, well-to-do and respected. The pupil, 

Paul Overt, an admirer of l~.is early work and px-oQ.ucer of 

one good novel, aoets a fellow adrd.rer, an •ttractive 

youns l~ r ise Pancourt. He finds hel:' sympathetic and 

eVidently she returns the compliment. st. George, 
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without ha'Y1ng road OVert, adviaea hia to ma:trT l:tiss 

Fanoourt, or at least to lYri to :for her. Thie fact should, 

combined with St. George's then mnrrted state, be enOUgh 

to refute P.o. Math1eeeen•s suggestion that: 

St. George whose first wife had died (marries) 
Miss PanowrtJ but (this) possibly blura the 
main point bf :a-ais1ng an am.biguity, and die­
tractinc the Nader into conj eo'turea about ho,., 
'far st .. George 's advice to OVert WaD einoere 
and how far 1 t was dictated "tv"

1
hio aelf1ab 'Wiab 

to drive ~ a rival 1n love. 

Yr. Hathi~ssen was e. areat Janes scllolcr. l:ut I tl4.nk 

lte has erred on the side of attriwting to Jsoa mOM 

e.mbigui v than he actually has. ot st. t; orge•s ~se­

ness we will 88i' more in due course. he reads <Nort'a 

novel and proceeds to give b1m eomo romarkable advice. 

Be• st. George, has attempted to enjoy the pleaaure of 

a family and be a fine artist. His plea 1o that a family 

ooate money and forcaa the art1et in-to oommeroialiaru, 

and he postulates 'aome deoont perfection' as a higber 

value. This he peroeives OVerl to be capable of and seta 

ou.t to save him. He dismisses his li:f'o oqu1voeally • 

.. Do you cell 1 '\ honour?" - his boot took 
him up llfitb u intonation that o:tten comeo 
baok to him. "That's what 1 want zau. to go 1n f or. 
I mean the real th1ngA! Thie is brummugezn." 

"lll'ummagem'l" Paul ejoculatecl while hia ey-es 
wandered, by a mo~ement natural a-t the momcm" 1 
over the lllXllrioua room. 

•Ah thq make it so well tod&J - it's wonder­
tully deoept1vel" 

Our friend thrilled with the intereot and ,er­
hape even more with the pity of it. Yet he waen'" 
afraid to aeem to patronise whcm he could etill so 
tar errrr• ttia it deceptive that I find you. living 
With ever,y appearance of domestic felicity - bleet 
with a devoted, accomplished wife, with children 
whose acquaintance I haven't yet had the pleasure 
ot making, but who tEl be delightful young people, 
tram what I know of eir paron'ts?•• 

St. George smiled au ~or the oandour of hie 
question. "It•a all exoellcnt1 my dear follow -
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heaYen to:rbtd I should de~ 1 t . I •ve mad~ a 
grea't deal of aone;v; mJ wife has known how to 
-take oare of it, to use it without wasting it, 
to pu't a good bit of 1 t by, to make it fructify. 
x•ve £.t&t a loaf on the shelf; I've got everytbing 
tn tact but the great thing.'* 

*The great thing?" Paul kept eoho:lng. 

"fhe sm:1ee of having done the beat - the sense 
which ie the real life of the mrtist and the 
ab$Em.Qe of whioh is his death, o'f haVing <lro.Mt 
f1!01i1 hie intellectual instrument the finest liUaio ­
tbat natl.lro had hidden 1n .1 t~ of having played 
it aa it should be pl~ed. He eithe~ docs that 
or he doesn't - and if he dooan • 't he isn't 'WO~ 
spealtin& of. Therefore, prec1aely1 thoee who 
really know ~ speak of himt- He mq still 
hear a great~olii:iter. but what he bef'a's moat is 
the !noorruptible silence o:t Pame. I've · 
squared her 1 you mq &&l' • tor rq 1:1 ttle hour • 
bQt what's my little hOU%"? Don't imagine fo:i' a 
moment •.. the .llaeter pur~ed, *that I'm such a oad 
as to have 'broupt JOU down here 'to abu.oe or to 
o.mnplain of my wife to you. 5he • a a woman of 
O.ietinguiebri qualities, 'io whom m:y ob:ligationa 
are immense; so that, if you pleaee, 'll so.y 
nothing about her. My beys - JD¥ children arc 
all boys • are straiglti and strong, thank God. 
and have no povert7 of growth about them, no 
penur.y of needa. I rec•ive periodicall7 the 
most satisfactory attes-tation :f'I"'m H&:ft'ow • front 
Oxford, from Sa.ndhuret • oh we •?& . done the best 
for thea% .. of their ~oe ae liVing tb.rivins 
oonsw.n.1ng organisme. •• 

Tbe u.ee of the wo~d • organiam.s' at the end ohowa a 

c&rtatn detachment whioh ·displays his arttetic tear.ntnss 

and detachment in en unpleasing WOU• A eimilar e:ffeet 1s 

obuine4 by his avoidance of his wife ae a eubject almost 

too painful for discussion. 0Ver1 on tbe other band con­

siders an aapeot Which St. George has left out - the de­

nial ot the normal aatiefaotionn of sexual love. In dis­

cussing this through l11s characters Jruaes becomes almost 

aa explicit as the author of Doc1ior Faustus, 2 

,. • • • The 14ea Of his; Paul Ove:r:t•s, 
becoming the occasion orsuch an uct of 
h'Wilil:l. v made hia flush an4 pant. at the 
same time tbat his eonacS.oumeas was ln 

l Iienry Jut1Eia: The J .. ~soop, o:f the ,t•iH~rJ John Lohmann Ltd., 
London, (19481 p. bi 

2 Thomas Mannf D~~Ol PaustusJ Helen Lowe Portel'J Seckel 
and iarburg (! )J ' · 
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certain d~ ctions too JIUOh alive not to swallow -
and not in tensel;r to taste - every o:ttered spootl­
:f'u.l of the revelation. It had been his odd .for­
tune to blow upon the deep waters. to make them

1 surge and break in waves of stranse eloquence. tt 
11is Fancourt will pretend to understand and care 

for art bu:t the illusion will soon wear th1nt women care 

for children more then for art and "ver.y proper too•, 

says St . George emphasizing soa thing attractive but 

morally sound as well. It is not even a religious re­

nunciation; all nat be given up for the achievement of 

a certain fineness which only 1wo or three will notice. 

What St. George does not say, and nvert hints at. and 

which becomes clear later, ia the suggest~on that satis­

fied sexual love obviates all real need for art. Overt 

pleads again: 

g od"? 

!hat is the artist bu:t a monk v11 thou.t his 

u\lhat n false position, what a condemnation of 
the artist, that he ' s a mere disenfrancbiaed 
monk and can produce his e:t:fect only by giving 
up ~rsonal happiness. ~hat an arraignment of 
art: " Paul went on wit!~ a trembling voice. 

"Ah you don't imagine ~ chance that I'm defend­
ing art? • Arraignment' - I shou."l d think so: 
Eappy the societies in which it hasn't made its 
appearance,. for from the moment it comoe they have 
a oonsur.ling ache .. they have an incurable c orrup­
tion,. in their breast. oat assuredly is the 
artist in a false position! ~t I thoughtwe were 
tarcing him for granted • • • " 

St . George makes no bones that he ia glad to be out 

of it, he is like tlle man who p~s the church the service 

not only of his lipa but of his genuine respect rut wbo 

ie equally glad to have missed the calling. Art is 

against life "a corruption in the breast•, a rotting and 

perversion in the seat of natural feeling. Yet the re­

spect remains; Overt exclaims 

1 Henry Jam.ea; The Lesson of tl1e Laster; John Lehman Ltd., 
London (1948) n. 64 

2 Ibid. , p. 66 
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hi want to liveS" 
"In what enaoJ" 
ttThe ereat~Jst . .. 
..,Well• t.~en. etiok to 1 t • oee 1 t throu.Dl.& ul 

And perhapa hO is right.. Yeats himself eaid h-a bad 

soen more poets ruined ~ wt•e• than ~ harlotoa UBd it 

ie not the mere \\H ot bal'lotG to dlieh Jomoa refere 

but 'the love of a good wor:um. OVtlrt decidea to adop"l 

the master's adv1oe, ablmdone the eomfQrt of t .iae . 
Fattoou.rt and sr.enda two yeus on tho continent wn-tw..g 
a fine novel. lJuring thia perlod he. leamn of ~a. St. 

' 

George • a death and on hie ~tUm he learns that the 

master and the beloved are engaged to be ltarried. Ee 

meets them. Miss Fane~ ia obaming 'o bim• oompli­

aenttng him prettUy on a soodn•s• of nn~. Ye-t he 

eenaes 1n her a happinoee 1witil an aggro~oive splendOlU"', 

and deolinee f\u'ther parle;r with her beeauae 

.... ... 1t was her old liberal lavish V'lf::l'• with 
a aenair. added ampl1 tude that tiae had b~tJ 
and 11' th1s manner began to operate on the spot, 
at suoh a ~eture in her history, p~:rile:oe i!1 
the other a.ra too it had meant Juot aa little 
or as mttch .... a mere mochanical obari ty, m:th the 
difference now that ebe was eatiafiod, re~ to 

· give but 1n want of nothing. Oh sbe was oetis­
fied - end wey ahouldn •t ohe be? Why shouldn • t 
she hSV'e been surpnaed at hie oomina the first 
~ • for ell the good she bad ever aot from him? 
As the la~ oontlmled to hold ber attention Paul 
tur.n•4 from her with a etranse i~tation tn his 
oomplioa~ed artiatio seul an4 a aort of dis­
interested di:Jappolntment.. She was so happy th.at 
it was almost a'tupid • a diaproof of the extra­
ordinar;r intellilJSftOe he had fomerly found in 
her. .Didn •t she know how bad st. George oould 
be, hadn • t ehe reeogn.1.ae4 the al'Jful thinneas • ! 
lf she didn't she was nothing, and ~t oh did 
~ rm.ch ml ineolenoe of.' eerent v~· 

she te ful.filled in love end neithft" necdn nor oonoidc;ra 

~or.a. Her ohari.V (in love) is r,eohl.mioal. Pc:ul ia 

morbidlY' oena1 tivo and n&i•iiers thie vmore moot ~ople 

woUld not. Xha.t 111 the prtoe and victorr o:t the IU*t1e'i. 

1 Ibid. t p. 67 

2 Ibid. , P• 74 
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St. George has cy now made his peace w1 th life. Overt 

is •a comfort, a lm..~ry • and he 1o prepared to forget 

t ho past but OVert ra.tl1cr bad-manneredly pe1il.aps• rc: inds 

b1m of it. St. George defends himself,. and we aee his 

crime was of hypoor1s.y in not praotieing \lhat he had 

preached to Overt . Overt is deeply wounded and st. 
George attempts to cheer him up with 

"Oonsifer at any rate the warning I am at 
present". 

That is cru.el, as only the happy can be, end, while 

not the mocking o:t a demon that OVert supposes 1 t to be, 

is the reman of a sinner to a priest 1 respectful but 

glad 1 t is not be in charge o:! redemption, whilo thore 

!!! someone to look after these 11:\portant mattGra. Life 

has olailnod him for her own. Henry Jomeo was l ater to 

s~ ot two of the moot evil beings he ever created, 

Kate Croy and erton Densher in the fulness of their love, 

'*~he eelfiah gladness of their young 1mmunit1ee ... 

Certainly St. George and lJ1s a Fanoourt are not 

quite pleasant in their love. Paul Overt retires con­

soling himself with St. George 's 'you are ver.y strong, 

wonderfully strong' and plane the h8l:'llless revenge of 

his greatness. The greater he becomes, the more gen­

uinely the Master nnd his wife will appreciate it. 

They enjo7 the :truitG tor .bich Overt must PB¥ the fine . 

The last sentences need be quoted. 

• • • • • 'as he reall.y(strong)? Cortninly he 
would have to be,. and it miljl.t a 11 ttle nerve 
'for revenge. 1!. he? the reader mq ask in turn, 
if his interea~has followed the perplexed 7oung 
man so far. The best answer to that perhaps is 
that he's doing his best, but that 1t'e too eoon 
to sey. \lhen the new book osme out 1n the 
autumn 1r. and lfrs. st. George found it really 
magni:ficent. The former still has publiehed 
n othing, but .Paul doesn •t even yet feel ea:i'e. 
I mq SI\Y for him, however, that if this event 

1 Ibid., p. 77 
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were to occur he v.uuld really be the very t irst 
to appreciate 1 t: which ia pcrhap.o n proof tha.t 
the b ater vm.a eaoent1al1y right nnd tho.t rn.ture 
had dedicated h1m

1
to intellectual. not to 

personal pcssion. 

Overt ia oo disintereeted in lifo, md his aeothetic 

eenee and love of beauty eo dominant over h'Ul'mn ,!)aae1on~, 

thet he could ap!)~ia.te o. fino work t1r1 tton by a hnppy 

man who had virtually castrated hin• and ·1ho ""'oo!: the 

path so opposite to hie own. PaW. OYort mey sees :rather 

pale. laokin,g those lovely etrong tainted oontradictory 

emotions of humanity• so worth ha~ng and eo oonduoive 

to ev111 '»t we feel that hie genuineness end honesty 

~~d hie disinter ested l ove of eomething be.yond himself 

all stamp him ae finer tbsn ~t. George. 

In mrhe Liar" (l888) another artist , thi s tue a 

patnter, also fails 1n the art of life while retaining 

a a oral advantage. .-\gain the ~tist w&Yere like a. 

ehost before the strcnge amoral taotili ties of life. 

A :portrait painter noraed ~on meeta again aftor a gap 

ot 10 yoars. a woman he had lov d and once prop.() ~Jed to. 

Sl1e is oarr1od t o a Colonel Oapadoee, bluf£ and charming 

but s congenital ro . anoer end downricht liar. +en llave 

little r espect for him, 

Lron perceived after a l i ttle that the attention 
paid to the Colonel •a remarks was not 1n direct 
relation to the interest they aeeme4 t o otter. 2 

Iw.on is horrified at his wlgari ty. Capadoee baa 

even ool d a picture Iqon executed of hio wite years 

before, and T.qon is huri that it should have mevn:t oo 

11 ttl e. Iuon io detel1Ilined to expose the men to i ie 

wife and ~ing ft'Om her an admission tbat ohe would 
i- "YO N i-l <,.,.sH-f 

have been better to marry b:Ul. To thie end he induoee 

l Ibid. , P• 78 
2 Tho Gonplete Tales of Henry James Vol. 6 1884• 1088 (ed. 

iJf!on Bdel) Hupert hiirt-J)av1a, TJ()ndon (196.,) '*~'he Liar", 
P• 392 
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the colonel to ai t for him that he may express on canvas 

the bluff moral ehe.bb1neea of thd men. ne feels bimeelf 

auoceeding• and one ~ he eomee to his studio• end eavaa­

drope on the colonel and his wife who have come in to view 

the paintine• In what followe, the wife's recognition of 

the ver1 ty of the portrait should refute the no· loy-Wilson 

suggest1on1 that the painter hae falsified Colonel 

Capadose with vilification. 

• • • • as if sh& were overwhelmed w1 th anguish 
end aheme. Her huebund remained a moment otaring 
at tho pictureJ then he went to her, bont over 
her, took hold of her again, soothed her. "\.'hat 
ia i t• darlina, what the devil ie i t?41 he dcmSllded. 

Igon heard her onawer. ttit 0 s cruel - oh1 it's 
too cNel!" 

"Daon him .. damn him - damn himt n tl1e Colonel 
repeated. 

urt•e all 1ihore - it's all there!" Mrs .. 
Capadooe went on. 

nHang it, what• s all there?n 

"hverything there ouy)l tn' t to be - everything 
he bas seen - it's too dreadful%" 

uEver.,ything he has seen 'i Why, ain • t I a. good­
looking felloW'? re has made me rather handQ.ome." 

urs. Cepadose had sprung up againJ she had 
darted another glance a.t the painted betr~ol. 
ttHandsome? Hideous: hideous! not that • never1 
never!" 

"Notsbhal• in heaven•o name?" tho Colonel 
cJ.moet ou ad. lqon cauld eee his flushed, 
bewildered face. 

"\that he bas mc;>lle of you - what you knowl 
!!!. knowe - he has seen. Ever.y one will kno • 
everyone will see . Fenoy that thing in the 
Aoademyl" 

''You •re going \Tild• dar lin?,; bu.t 1f you hate 
it so it needn't go . ~ 

»()h• he'll send it - it's so good! Come away -
come awey~" lirs. Capadoae wniled, seizing her 
husband.-* 

l Edmund l ilaonf 'The Ambie;u.i ty" of l!e:n.J.7 James' Note of 1959 
2 Ib!S•• p. 429•430 
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The painting ia aa. artistic and ropreoontat1011tll. 

m~eeoo but to the \"'ife in love vJi th har huob~d it io 

an abomination. She pereclveo 1 ta excellence and oorol 

truth but excellence and moral tru.th Ql'e a li ttlo thing 

to her. ~e Colonel destroys the portrait and they leave. 

~on does not ~eveal himself however ao he otill hopes 

for an adl:lission f~om tho wife. Ieter whon he meets 

tbeo they lie perfectly to protect eaoh other and even 

ttte-a-tftte ~he wife etands by her huubsnd. .cyonf is 

revolted. She commiserates w1 th hitt and the end io 

oigni:fioant; 

uFor a moment she said notbingJ then she oo.iled. 
"For you, I very sorry. But you must r ember 
that I pooaess the original!" 

At this Iuon turned awew. ••flell, I must so," 
he eeidl and he left her without mzy other :taro• 
well and mede his WIJ'¥ out of the houae. .Ao ho 
went slowly up tho streot the sense came beck to 
him ot that first glimp~e of her ho had had at 
Sta.yco- the -w:=xt he had oeen ber gaze a.eroas the 
table at her husband. LJon stopped at tho corner, 
looking vaguely up and down. Re would novor go 
back- he ooulan•t. She was still in love with 
the Colonel - he hod trained her too well.l 

Evon t'Jhon :lqon ia ethically in the right hiD cl ims 

mean nothing to her. He at lact realiseo, dimly • that what 

he had missed in hie pasaionate intellectual consideration 

of the oatter, io the wife's love for her husband, which, 

while it rodueos her moral nature to the depths of vile­

ncaa, io a eourco of energy at mioh he can only euess. 

Ho 1o the uninvolved outaider (in tbis eaae :tis uninvolve­

oent a.ria:ing from the woman's rejection - e1snlf1eently 

ehe found Capc.do~c the better oan :for her) who can view 

the atronge animal Jmltst1<>no of human life. The se:par­

ation of knowledge ot eood from the v1tal sources ot 

energy whioh tt could make fruitful and morally beautiful, 

1. Ibid., p~. 440-441 
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is a frequent theme in James, ehowing ae 1t does the 

unhappy cleavage between the artist, as a pe~e1ver of 

value, e.nd hie eooie'Q' • Wl.ich exalts amoral enjoyment. 

Botll value and enjoyment, nich are so neceeeal"Y to eaoh 

other, are vastly deprived When $eparated. 

In a woh later story, ' 1\roken WinBs• (190:5) two 

artiste, a male painter and a female writer come together 

at-tor a long separation and marry • .Both work finely and 

are therefore neglected b,v the public. Their marriage 

accomplished, they agree to g1ve each other the courage 

to avoid a superficial sooial life but, 

i; 162-. lie took her in his a:rms. ehe let heraelf 
go, and be held her long and close for the oom• 
pact. JUt when they had recovered themselves 
enough to handle their agreement more reeponeib~ 
the words in which they confirmed 1 t broke in 
sweetness as well ea sadness from both togethor, 
'And n.o\v to work• .~ 

Their wings are ind.eed broken, they have been dea­

eioated as huoano, deepite their affection £or eaeh other, 

they have nothing in their lives except their work. :Etven 

in lighter pieces euch as 'Tho R verberator' (1800) and 

·~he Real Thing' (189') the artist appears a 11 ttl in­

human. The painter 1n •The ReveJ>ber&tor' 2 views Francie 

Doeson'e beauty a$sthet1oally and Gaston Frobert•s 

affection contemptuously, rut it is precisely a.ll the 

:foolish but beautiful feelings that he• an artist; seems 

to lack. In ' The Real Thing' the painter shows a para­

lysing lack of human1 ty. Mainly the stort deals w1 th the 

curious fact that t be ' real thing• is unsuitable ao a model 

for 1 ta representation, A husband and wife, onoe ornamen­

tal illmatoa of the most 8$Jlteol ooeiet¥ 1 but nOt/ in moet 

l henry Janes: §elected Stories, ' The Artist •, Intro. 
Gerard Hopldlla, {The orltfie Classics), OXford University­
Press, Lodnon (1957) p. 162 

2 l~enry James: The Reverbersto:r; Intro. I~on EdelJ Rupert 
Hart- DaVis (l96o) 



reduced circumotanoes~ a~ply for jobs ae odels for 

illustrations of a novel of bi~1 lifo. The artist finds 

them far too real and fer too magnificent and prefore 

other models, less than eomz:tonplaoa as peoplo but 'plastic •, 

and adaptable ae models. The middle-aged couple• pathetic 

ae they are1 strike the artist ae a nuisance, an4 he oannot 

use them. In deeperation they perform sooe chores around 

hie f l at 1n an effort to be of some uae, (P. 113-4) 

••. • • • it was an intense dumb appeal to me 
not to turn them out. 'Take us on,' they 
wanted to SBJ - 'we 1ll 9-o &;nYthing. • 

tJy ~nc11 dropped fr01:1 ey hand 1 my ei tting 
uas spoiled and I got rid of my oi ttora. uho 
wero also evidently rather mystified and awe­
struck. 'lhen alone with the tlajor nnd his wife 
I had a moat uncol!lfortable moment. I>e put their 
prS\V'er into a single nentenoe: • I eey, you know -
juot lot Y, do for you, can't you?• I oouldn•t -
it waa dre8dtul to see them emptying my slopol 
but I pretended I could, to oblige them, for 
about a week. Then I gave them n sum of money 
to go ~, and I never saw them again. I 
obtained the remaining books, but my friend 
Hawloy repeats tha.t ajor and r.;rs. Honaroh did 
me a permanent harm, got me into false WSl'S• 
If it be true I•i content to have paid the price -
for the memory. u 

Only that can induce a. oraok in his illhl.unan1ty, but 

oven ao he dismisses them and the memory is rather 

aesthetically prized~ The detachment of the artist is 

positively revolting, and would seem to argu.e tha1; he does 

not even realiae it exiots. 

Of tho four stories grouped with •Tbe Leason ot the 

Uaster' the immediate impression is one of a plea for 

discrimination. In 1908 James wrote to Eowells, discuss­

ing the prefaces to the liew York l~dition, 

They ara in general a sort of plea for Ori tioiam, 
for .Discrimination, for appreciation on other 
than infantile lines - aa against the eo almost 
universal Anglo-Saxon absence of these things; 
which tends B\: , in our general trade • 1 t EJeems 

1 Ibid., ' The Heal Thing', p.ll3•ll4 
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to me. to break the heart. l 

These etor1ee present, in fictional form, a ploa for such 

ap"reciation and a satir~ upon the philistine ~~iab . 

\1e see in ' The :Ueath of the :.d. on' and 'The FiGUl"e in 

the Carpet• authors who are l1on1oed by societQ. Society 

does not ~tually read their worktJ and pr1z~e them for the 

prestiee their acquaintanceship af:fords. In ' The Deuth 

of the ~.sion' a very revealing sentence oeours. Tho 

manuscript notes for Riel ~a~•a final masterpiece 

are misplaced b.y the arietocratic gueets at a house ~. 

and the narrator remarks bitterly 

They haven ' t time to 'look over• a priceless 
composition, t hey've only time to kick it 
a 'bout the bouse. 4! 

but before this he writes revealingly, 

The ~onsoienoe of these people is like a summer 
sea. 

Dou.btlees the imago conveys feelinglessncsa and un:reli• 

ability lut also an extraordinory energy. For o. oomcnt 

the narrator is the hero of The ~aored Fount. ~h ao 

stories, as I have said, illuat;rate English PhUietinian. 

In 'The Death of the Lion•, there are the two authors, 

of a type popular then as now, 'Dora Forbes• and 'Guy 

r. alsingham 0 both of a sex oppooi te to that suggested by 

their aliases, one a romantic novelist and the other a 

•passionate poet•. Significantly both are eeen to be 

aore :ttead and ~lued than ~ eil .Parad&¥. In ' Tho Pisure 

in the Carpet •, the narrator attempts to find a book of 

Vex'eoker•s 1n the library of the house 1n which he is 

beinB lionised., und :fails. l.ore arm.oingly in ' Tho !.ext 

l ~~oted b.Y LeaVia,*The Common ~~sttit', Per1e,rine Books 
1962. 

2 llenry James: ' The Leeson of tbe r aster•, ' The Death of 
tho .Lion'; John Lohman, 7,ondon (1948) p . 106. 

3 Ibid., p.,l06 
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Time• we see Ralph Limbert, possibl y an affectionate 

remembrance of R. Y: .S ., a fine writer by nature, 

attempting to prostitute himself by writing potboilers. 

To no matter what genre he applies himself, however, he 

succeeds in writing well - even in that of the adventure 

story. 1faturally his ' potboilers• turn out to be failures. 

Other deep currents are to be noted. Most of the 

artists stand very much alone; (both Sal tram and Paraday 

are, for example, separated from their wives) except for 

a small group of loyal f:riends or {as is also the case 

in •The Middle Years' ) a single young man who alone 

understands and pasionately admires the master's work. 

Again it is significant that the lives of those 

people of feeling who are involved with the artist almost 

invariably disintegrate. Some such as l~uniment, Dashwood 

and Miss Fancourt survive but they do not really care f or 

art. We had seen this disintegration in Roderick Hudson 

and The Tragic ~use but in the smaller scope of the 

stories, t he circumstance stands out far more clearly. 

In ' The Next Time ' the narrator loses his beloved to 

Limbert while her life vdth him is not at all perfect; 

in ·~he Figure in the Carpet•, the searchers either find 

the secret and die or become enchanted with the possibil• 

i ty of discovering the figure in the carpet and spend 

their lives as ravished searchers. In 'The Coxon Fund ' 

the Mulvilles, who su.pport Sal tram, are left in consider­

ably reduced circumstances, while Miss Anvoy, hypnotised 

by his possibilities, sacrifices both fortune and marriage 

in order to support him. In 'The 1 i ddle Years' a young 

doctor sacriiices a vast inheritance in order to comfort 

a dying author. James seems to suggest that art demands 

a high price not only of the artist but those who must 

support him. General~ these sacrifices are made gladly, 
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and, w-l th the possible exception of 'The Coxon Fund', 

juctifiably. 

'The l:'ic;ure in tho Carpet • and ' i'he Coxon Fi ... nd • are 

heavier in substance tlan tho other two. i3oth ere, how­

over, vitiated by the :f'aAJt that we hr~ve no real m. idenoe 

of Veroe~er's or Salt~•a artiotic quality. In a world 

whore art io debased by co 11ercialism, the artist cannot 

~pport himself financially and needs protection f rom the 

rough mrld.. In a story o~ brillian·t die.logu.e Sal tram • s 

talk Tiould hnve shone. In 'The Fieu,re 1n the Ga.rpet • the 

fault is much more serious. In this story an author of 

serious works, I.ugh Vereckor, informs a young 3ou.r.n::U.iat 

that hi.o norko have btlen cmtirely miS'Wlderstooti. There 

ie in them., l'1e olaixne, a bnsic figu.ro, some vastly 

illuminating comment upon life combin$d w1 th profound 

iloro.l tru:th. The nature of this Vcrecker refuees to 

r~cal. The young nan i'il.'"ed 'by enthusiaatl studies 

Ve:t-eckor'e worke and causes others to ndopt the aar:te 
r 

interest. Two friends of his marry and discover the 

aecret but die w1 thout revealing 1 t. The young man and 

another are left at the end disconsolately searcl~g, 

their lives rained by the knowledge the.t t hey have missed 

something. Thua art hae struck again• The characters are 

either dead, like Verecker and tho married couple, or 

ravished, like the narrator and his final companion. 

We also see another plea for discrimination in the fact 

that a widely admired ~'lf}.d lioniaod author 1s read with a 

complete inability to perooivc hia basic intention. ''ie 

are prwented from t aking the story in full acriouaness, 

however, by the or:dssion of any conclusive hint as to 

the nature of the figure in the carpet. There is a hint 

that it has something to do with sexual love - hence the 

happinoas (albeit brief) of the couple \,no discover the 
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secret - but Vereoker•s own marriage has failed, and, 

as we ha"Ve seen, James felt that oexual congruity could 

be dangerous. If tho story is intended to be eor1ous we 

ore gi~en insufficient evidence; 1f a subtle Jaoosion 

joke, it is, for one ori~io at least, oversubtle. 

•:rhe Ooxon Fund' mrl'fere in this respect ao well. 

Sal.tram, despite his fraonents and projects, excels in 

oanveraation but no conversation of his is gi~en. His 

effect, however, 1s well realised, and one is more 

inclined to accept his prowess than Verecker's. SaltramJ 

the brilliant conversationalist, man of brilliant projects, 

lechery end general unreliabilit.y, never fulfils h1a 

aotual pr0l'1J.iso. In a sense he has too muoh talent for 
}-\<;..j-:, i..II~E 

living and talking end he has nede l!l!!! his art. ~ UlEe 

moat men who are splendid in theee respects, only pov­

erty renaine of his riches when he turns himecl:t to pro­

duction- no produoas nothing, encl we feel• thOUBh the 

potnt is light~ m~de1 that thia 1e on account of his 

lack of dieoipline and dedication• qualitioo to the tore­

front •in the other artists of the volume. In this respect 

he harks back to, though ho is very different f~omt 

Roderick Hudson. 

In hie last two major pronouncements; the novel 

The Sacred ?ount (1901) and a stor.y 'The Velvet Glove' 

. {1908) 1 James returns to the theme of the artiot•a human 

deprivation, and the oo:rru.ption of those who have no art. 

In a recent .B. ll.O . broadcast Sir r.tax 13eerb0hm related an 

interesting stor,y apropos of 'The Velvet Glove•. \ihen the 

story appeared, in lnll'rying to hin club to read ita ho met 

Js.mes. The latter osked him to conduct him on a tour of 

the latest exhibition at tho Grafton Galleries. Sir Max 

refused, partly because of ehyneaa before so fil aat a man, 

but mainly because he wanted to read the story. Ae Sir !lax 
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observed it was a typical Jamesian plot. !dfe had imi­

tated art. 

In 'the Velvet Glove' a distinguished plaurwright 

John Berridge is approached at a sumptuous party (given 

by Glor1an1 who has risen greatly in the world since 

Roderick lru.dson) by a young nobleman who wiahee him to 

reud the work of a f~·iend of hie. This friend, who hao 

11 ttle talent, is bOautifu.l and a princess. At tho same 

party abe lavishes her attentions upon hie• and makes him 

her captive. She invites him to dinner and they driv 

through Paris to her houao, but hie dreamo ere shattered 

when she asks him to write concem1ng her effusive novel, 

•a lovely, friendly, 1rres1~tible log-rolling 
preface• 

which 1 
•would do ao much for the thing in America'. 

The reader would do well to notioe the flabbiness 

of the adjectives and the atti~de to her work unveiled 

in the word 'thing • . .Berridge reel.iaes tho.t he is being 

thoughtlessly uacd. Bhe has dazzled him to use him. In 

all her beauty and magnificent life she ic nasty. 

Berridge docs not quito roali~o this fUlly but the unhappy 

moral flav1 in this splond1d creature iv quite plain• 

It was ae if she had lifted him f1rot in hor 
beautiful armo, had raioed him up high, hi sh, 
high, to do 1 t • pressing him to her immortal 
young breaot while he let himself go, and then, 
by soma oxtraordina:ry effort of her na tive 
force and her alien quality, setting hit'l dom 
exactly where Sbe wanted him to2be - which was 
a thousand milee awQy from her. 

He m~ be Endymion but she is a cruel Diana. Selfishness 

and thoughtlessness can hardly go furtl1er than that. It 

haa been claimed by many (Dr. J..eavis, Dorothea Krook and 

others) that euch s tories express Jamee•s regret on hav-

1np(nieaed out on tLife'. Surely nothing could be more 

l l .. enry Jacea: ' The Turn of the Screw• and other stories, 
Intro. I. iohael Swan; Oolliru~ (1956) pp. 428-9 

2 ~· , :rrJ • 429-30 
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untrue. The .Prl.neeaa :i.e pl aced by Jelllos• a sure insight 

into her aelfishness. liorc• as in Tho Ambasf1!4ors1 ' Life ' 

as onpoaed to ti:e lifo of 'Ghe aensi t1vo man, is aeon ao 

bes.u.titul, it i s true, but aadl.y oorru:pt o~ Something is 

missed by .Berridge and StMt her, oomething they are the 

better without. Berridge refuses, to her great surprise, 

to allow her to use him and in a. last despairing cestu.re 

to assert his manhood he passionately kisses her goodb,ye. 

t;be is to be adoreci and left, his lifo is different from 

hera, and one feela finer . 

The Sacred Foun:t;, i a , 1n t he isolation end :perploxity 

of tho hero. rem1n1soont of Knfka. There ia1 however, 

no allegory demonotra.ting a prof ound understanding of 

nan • s relation to God or his fellow men. The hero in 
t-\ e i !I c\.J'-' 

t he end is nerely defoated. • &1 unnamou man, mo, oym• 
' 

bolieally enough, s eems to exist in no othor oapnc1 ties 

than those of novelist and week-end ~est. At a week-end 

hot;.sC- !iar'ty he t h inks he perceives illicit affairs oc­

curring between tv1o couples. l~ore i nter esting still; 

in one oouple one partner seoma gaining in youth and looks 

at t he expense of t he other; while in the othe:r: couple a 

similar transference seems to be taking place with regard 

to cleverness: Fe elaborates a theory of v~piritlm . He 

attempta to unbstantiate hi s peroept1ona by taKing 1nto 

his confidence Ford Obort, an artist1 r!lld a I ;rs" Brissenden, 

a nember ot ono of the mwpeot coup,.es , tho helps llim spy 

on the othor eou le. At first both aeem. to confim his 

Vision but in the end both rej eot it as unnatural, silly, 

and not a li ttla unpleasant. The hero retiree defoated. 

For James the human relationnhip is always unequal ; 

one part y a.l SJS gives more thm the other. From z.:.adame 

I··erlc ond Om:1ond to ?'aggie Verver and Prince Amerigo it 

is the same, one sacrifices. the other aeoepte it, 
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usually as a attar o'f eourse. The unnWiied observer hna 

perceived thie vaapirism, this preyinG of tl'le one on tr.e 

other' e youth; of another upon another • s br8ino. Two 

e.re at an ad.Vantage, two are qacr11"1ced, Faaoinated. the 

observer has watched himself construct the other•o habi teJ 

he ¢Von pities tho saorificcd, but his chief pleamure liea 

in his detootion. · o wonder l.'ra. rlrissendon tu.rno on him. 

liot only has ho violatod their animal instinct .tor 'rivooy; 

he ooe named and unclerntood what was happening unong them, 

revealed what was biddt--n, made conscious what had been 

unoonociou.o. He has made them. aware ot wha.t they are doing• 

he has made them seo that they are naked, and he has 

neither any clothes to offer them nor is he able to absolve 

them, This would explain his odiou~t obnoxiousness in the 

eyes of the others. lie alBo appears a si.mU.laci'Utlt \\ila.t 

he is obeerving through guesses and inte~inable ca.rtver­

o-Jnt.ione, 1s at least life in the real, there is blood in 

it P and his onjoymant of 1 t is v1oarioue- l~G himsolf 

notes, 

It would have been alr3os1; ao cmbarraasin6 to tell 
then how 11 ttle experience I had had in :fact as 
to havg had t o tell thf'..m hOYI lilUCh I had had in 
fanoy.J. 

This man who seeas to exist on~y in his capacity as a 

week-end gUest lives only through his observations and 

fantastications. uLi:fe'1 to him is somet.t.ing a.trenge 

and renoto 

Consciously they oould o-nly want, only intend 
to live. \..ouldn' t that question have been .. 
• • the very bnuis on whic~ they had inscru.tably 
cone together .. ! t! 

Notice tt.e word 'inscrutably•; the way life oorlto 

is perhaps so btlt 1 t is vcey stl"Snge to hiu, 1 t is 

l Henry James: The ~ia.ored Four1t; Intro. l;eon t.;delt it\lpert 
Hart-JJavie (1959) p.' 7§ ' ' "" 

2 Ibid., P• 203. 
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something going on inexplie ably beh ind e wiiJ.dO~I o£ 

froate r.t glaae and he tries desperately • i'everiably, to 

understand. In t he end he is obnoxious to -them, a oer­

pent in tho garden of hdon . So fin0 are bio perceptions, 

no one else can ahare then. There ie no tangible proof, 

and t:rs. :Jriesenden oan tum on him. refute his ideas 

and credit her temporary beli ef in them to his drJ elo­

quence and oo.ll him erasy. She leaves him defeated. 

When once I s t arted to my room indeed - and 
to preparation for a livelier start· as soon as 
t he house should stir a@'ain - I elmost breathleos­
ly hurried. vUCh a. last word - t he word that 
put me altogether nowhere - was too unacceptable 
not to prescribe afresh ·th t prompt test of es­
cape to o"ther air for which I had earli ar in the 
evening soen so much reason, I should oertainl.y 
never aesin, on tl:te spot, quite Eaiig ;;ogether, 
even though it \vasn' t :rcal.iy t r.at I had three 
times har method. \ 'hat I too fatally l aOkt)d 
woo her tone.l 

"liang togetheru 1s a startling prl.l'ase almost ns 1f 

the Narrator had difJeipated like an ambiguous mist. 

!li ght to the end he does no-t quite grasp what he leeks, 

with pride he t akes his superior method as r ead, and b.e 

puts her superiority down to •tone'. \,hat ie this 

•tone '? Simply the strength of a Vital existence• 

dubious probably, but vital nonetheless, and hiD lack of 

it is fatal indeed. 

Then t here is the femoua ambiguity. A ccene oon­

ocr.nina a picture illustrates this. In viewing the pic­

ture dift erent people see different things to such an ex­

tent that they are ell neetng different pictures. One 

man's r eal i ty is not another mm1•s. The Nurrator sees 

something etrange and unpleasant, the others make con­

ventior1al i rlterpretationsJ as with the picture, eo with 

l i fe . Dorothe·a Krook sums t he matter up in a mast erly 

fashion , with reference to James's superdeveloped 

1 !bid., p. 219 



102 

consciousness. 

This ia the problem inherent in the nature 
of the fully oonacious mind - the kind of mind 
that belongs to all the lete-Jameaim~ veas~l3 
of coneoiousneoa, • • • • It is a mind whono 
receptiveness to ex~erimloe and powara nf 
d1aer1m1nation and analyoia that exoecd by so 

'- ttUch the cnpaoi ties or t he ninde that eun .. ound 
1 t as to make it aeeo almost ot a difi"orent 
apecioa, it ia not surprising (Jamea intimates) 
that a portentious queotion mark should hang 
over all its operations, and persistently 
threaten 1 ts pence. llow much am I reading out 
of the s1 tuation, and how much em I reudirlf: 
into 1 t'"i l'ow much of what I am seeinB is 
really ( 'objectively•) there to be seen and how 
much am I juat • seeing'? .And sinoe by def1n• 
ition there is no-ono else capable of aeeing 
what I ee, even if v.bat I see in there to be 
aeen, how can I ever in any particular situ­
ation know for certain Which it is? 

It is a trtlly horrible ai tuation, but James, as in 

' The '.A. 'urn of the ucrew' . bae not ple.yed qui to fair in re­

counting t:he story through the narrators alone, and in 

suggesting their plight he baa erred on t he side of 

naturalism as demanded 1..11 a first person narrative by 

giving no o'bjectivo account. 

Strether ia evontaally allowed to obtain objeot1vc know­

lodgo of Chad•e relationship uitll hadW!l de Vionnet, but 

no euoh &t"ace is granted here and the reudel'" is teased 

to no purpose. This ultimate avoidance of the problem, 

tLia unnecessary naturalism, causes the reador to loao 

},is be~1ngs, ands despite certain not uninteresting 

points of a:rrivel, to doubt tho necessity o:t l.lis journey. 

Bven in ' The 1~ of the Screw• there is evidence: l 1iles 

does steal letters and hap been expelled from school: 

the children SQ. wander strangely o't nigl'tt and N.ra. 

Groae•a identification of Quint cannot bo dismissed ao 

easily as Professor Goddard at1d l .r. Silver would have us 

1 Dorothea ~ook; ' The Ordeal of Consciousness in henry 
Jamea• p. 132-33· 
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believe, 1 All th1a disposes uo to regard the govern• 

esa•e perceptions ae veridical even 1f her motivoe are 

tainted. In Th$ f,aored Fount we are given rto euoh con­

crete cJ.ues and mu.at refer to the notebooks and certain 

letters in order to diaoover that the narrator ia a gen­

uinely pe~eptive creature, a naoeaeity which oaate a 

shadow on the 11 terary value of the novel. 

l A case Book of lienry James's 'The Turn of the Screw' 
ed. 
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CJiAPrER Vll 

THE WORK OF ART 

In the previous chapter we left the artist in a 

most unhapp,y position. It is indeed the position in 

which James leaves him, for The Sacred Fount is the last 

work in which James considers his position. An exception 

would be 'The Velvet Glove• (1908) a story in which the 

position is no rosier. As James grew to be less read 

and less understood by those who did read him, a man in 

his declining years and a recluse, he came to view more 

and more sadly the 'prospects' of an artistic vocation; 

but , as I shall seek to maintain, he never wavered in 

attaching a high moral value to the work of art itself. 

Unless we. realise this we cannot understand the existence 

of the three last completed novels. 

James's belief in the work of art is illustrated in 

paradigmatic fashion in an early story •The Story of a 

Masterpiece' (1868). This carefully planned; written 

and constructed story is written with no other aim in 

view than the provision of intelligent entertainment. 

That the assumption concerning art displayed is taken as 

axiomatic, however, is surely significant. A well-to-do 

widower Lennox becomes engaged to an attractive young 

woman Marian Everett. Lennox meets a vastly talented 

young artist Baxter, and, on the strength of a previous 

representation of his beloved, engages him to execute a 

portrait of her. Unknown to him Baxter and Miss Everett 

had been engaged some years previously. The engagement 

had been terminated by Baxter on his discovering that she 

was a flirt. Thus Baxter is in a position to plumb her 

character, and t he picture reveals a truth Lennox has 
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suspected but1 b.r an evasion common in such matters. 

refuaed to faoe •1 

r~ias :t..verett had diatr1bu.ted her heart impar­
tially throughout her whole organism, so that, 
as a natural oonsequenoc, its native seat was 
somewhat scantily oooupied • • • • It seemed 
to tennox that some strangely potent agency 
had won from his mistroea the 4onfession of 
her inmost eoul, snd had written it there in 
t~ yet passionate linea. Miriam's person 
wa.s l:.Lghtnessa could it be bur soul was levity 
too? Was st.!. a a creature wi tl1ou t fa.i ti.. end 
without conscience'? \lhat eloe wae the meaning 
of that horrib.le blankness and deadneae that 
quenched the l!ght 1n the eyes and stole awcrg 
the amilo from her lips.. !rhene things were 
less to bo elucidated beeauae in oo mar>y 
rospeots the painter had been ;just.. He bnd 
been as loyal and sym-r.ath~t1o ae he had beon juat. 

That the quootione raise(! are to be ansuercd in the 

effima.t1v-e the story allown no doubt. Lennox murries 

Miss hverett and like tbe characters in a later story he 

cannot face the truth and destroys the portrait. James 

leaves us in little doubt that he has not destroyed bia 

wife's moral deficiencies. 

Works of art appear 1n James's novels thr oughout his 

career. They do eo however more r1chl~ as his work 

matures. Tbey no longer al'e part of the machinery of a 

clever plot• but cost more .light and ha.ve a. more l1umane 

significance. To illustrate thia one could qu-ote a 

passage from The U:\ngs, o.;t the Dov;e whore .itOrd v.m~k has 

shown tlilly Theal.e a portrni t by Eronzino, which resem­

bles her, 

• • • • she found herself • , • • looking a.t 
the mysterious portrait tlll"ough tears. P~rhaps 
it was her tear& which made it just then so 
:strange and fair - ae wonderful as he had said: 
the face of a young woman, all mugnifioently 
drawn, down to t:r.e bands, and magnirieently' 
dressed: a face allaost livid 1n hue , yet handsome 
in sadness and crowned with a mass of hair 
rolled ·back and high , that must , before fading 
with time, have had a family resemblance to her 

. own. The la~ in question, at sll events, with 

l Henry James: Collected Stories Vol. ll; ed. ~.ecn I~delJ 
Rupert Hart•Da'rie (1961) p. 255 
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her slightly Michelangeleaque oquareneao, her 
eyes o:f other dey:;; • her full lips, her long 
neck, her recorded jewels, her brooadcd ond 
'\"rested red a, was a very ar at personage -
only Ul'lSCeompanied by a joy.. .t\nd she VJae do(l.d, 
dead, dead. Liilly reoo{)rlisad her i..l'l tor.do 
t hat l 1.ad notl.ing to do with her, 1'! ahnll never 
be bett er tho.n t:his. t•J. 

~he i s reduced to tears and refleots. 

It was perhaps as good a moment as she we>uld 
have W1 t h anyone or 1n any connection whatever .. 2 

Froo the description one WOQld be tempted to identifY 

t he portrait as that of Laura Panciatiohi hanging not in 

London but in the Uffi~i. The great he.tatted portrait of 

en austerely beautifUl• spiritual and unhappy woman, 

almost modern in 1 ts despair, would provide an infinitely 

better illustration to the story than any protesaional 

illustrator could. In this !"'illy reocgni ses h~ om fate , 

., .. I shall ruwer be better than this• uu und it is her fate. 

The portrait is one of an exile beeanee ot superior sensi­

bility- (1:f' ono mE:\Y be pemitted to 'read' a picture in 

such a w~) and su.cb 1o r. illy ThealeJ for uorrow is the 

only lot of t he aristocrate of the spirit. :Merton Densher 

is also placed neatly by the comparison of hitl to the 
t ~~ I 

young man holding the cup in Veroneae•s Llarrie.ge ~ Cana. 

In t his picture (hanging then, as now. 1n the Louvre) we 

see a young man holding up a richly decorated cup. regard­

ing 1 t w1 t b admiration. hie back is turned u pon Christ 

and he i s even more obliviouo than the other gu.esto to the 

o1raclo taking plaoe. Tho :relevonoe of this to Dcnaher. 

who, in his love of money, ia led into norta.l sin, to 

obvious. 

orko ot art era.n appee;r, however, in contexts which 

would cause the roader to view them in a more dubious 

-------------------------------------------------1 Henry James; The \.ings of t he Dove; Intro. R .. l..~ • .Blaekmur; 
Dell (1958) P• 171 

2 lbi_d. t p. 171 
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light. llefore completing our S'U.I'Yey 1 t ia necceea.ry to 

·turn our attention to them. The reader will reneml>Qr 

liadame ""'crlo pl(\ying llehubert exquisitely and tlrus. by 

us1na the beauty of the muaio and nkilled techniqUe, 

lulling Ieabel J~her into the belief that her moral 

qualities vrJ.ll be commensurate with her tc,.etc. t.gain he 

will rer:1ember .il ly Theale•s exaltation at the pictu:ree 

in the llational Gallery (so bigl ly prized by Gnbriol Nash 

and Nick Dormer) \'fhich leaves her a defenoelesD prey to 

Kate Croy end Bterton Denaher. To underetend these things 

more fully, however, we will take an example from .£h.! 
Amb§esadors.• Towards the end of the novel Strether wan­

ders in the French countryside. He is now convinced that 

tbe :relationship botween Chad Neweome end Jilad8Cle ~ 

de Vionnet 1s not the clandestine adultery as imat,;inGd by 

Chad • s family, but a pure and oeautiful platonic relation­

aldp.. Ile is aea:rching for tl1e landscape by T.Jl!Ulbinot , 

chec.ply priced, wliich ho hAd EJocm in a l3onton art dealers 

long before. but, out of a ti.nlidi ty natural to him, had 

not bought~ Stepping into the French landoc~pe he seems 

to enter t~~ loat picture and capture, even if too l~tc , 

tl1e experience. he had missed. He enters the experienoe he 

had bsen too timid and socially constricted to grasp in his 

youth. Pe is complete)¥ happy, 

He walked and walked as if to show himself how 
11 ttle he had now to do J he had nothing to do 
but turn off to samo hillside where be might 
strotoh himself and hear the noplurs rnstle 
and whence - in tho course of an m.fte:moon so 
spent. an afternoon ricl.ly su:ffused too with 
tho aenae of a book in his pocket - he m1ould 
sufficiently command the scene to be able to 
p:Lok out just the :r•it,.ht little rustic inn for 
an experimant 1n roopeot to dinner.l 

So delightful 1o the effect that; 
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He really continued in the picture - that being 
for himself hfs situation - all U1e rest of that 
ranbling dlqJ 

There is nc; confinement in the composition, however; 

life and art seem to have joined hands in the most pleasing 

way and become at one. 

The frame had drawn itself out for him, as much 
as you please; but that wae just h1s luok,2 

The I~ll c ontinues until somethinp: occurs which seems 

to complete the composition. A ' la~ and gentleman in a 
. . 

punt glide into view. They are, hO\'Ievor, Chad ~d lladame 

de Vionnet. Uo.ithflr is pleased to see Strether ao his see­

ing them would give their aeoret aw~, and t hey even attempt 

to avoid him.. :hen he meets them they are ehaming but 

slowly Strether is f orced to realise that a relationship 

he had imagined so fine, is, in the end, just another 

common or garden adultery. lb. en he aeee the splendid 

Madame de Vionnet :for the last time she is like a servant 

maid deserted by her lover. 

One should not conclude from such incidents that art, 

evan at ita beet, is a for.m of deception, of bet~al, or 

a diotortion of life. Veronese•s ' Marriage at Cana• not 

only tolls the truth about Merton Donahor, it i s aloo a 

t hing of beauty. As has been al.own earlier James was 

convinced that ar1 could tell the truth . I.e also felt 

that it could b~ so beautitul as to lull t he unsuspecting 
lif~ 

into having a higher opinion of life {a l a. Leavia) than -t:t 

really deserved. Chad and 'ademe de Vionnot do not in­

validate Strether's sensitive and marvellously rendered 

impressions of the landscape, but aro a blot upon them. 

ln the end one f eels that through his ability to registor 

both the landooape•·a beauty and th ir moral indelioacies, 

l Ibid., p. 325 

2 ~-· p . 325 
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Strether has lived fer more than they. he m93 have missed 

out on adultery, but in ~e peculiar Jamesian sense •he 

knows • • he ia an artis t 1n that he oan see and kno\VS what 

ie benutiful and trneJ he thus enjoys a richer life than 

a life of mere sensual gratification, however refined• oan 

provide. Again, it is t·adame t erle who abuses ~>chubert 

by' turning him into a parlour trick to gain heraol:t accep­

tance into society. She uses him. almost aa 1 t were to 

lull Isabel into thinking that someone who ple.yo so:oething 

excellent so well must partake of good ~itiea. AL~ain, 

it is not the fauJ.t of the pictures in the national Gallery 

that Mill y is betra,edJ they lend wings to her spirit and 

it is r erton and Kate alone who are base in tak.il'1g advan­

tage of her innocence and exaltation. In ~he Spoils of 

~oynton1 (1897) the exquisite furniture of t he hause is 

not morally dubious because of the baoenees it arouses 

in men; its value is undoubtedJ it is human cupidity 

which is to blame. Far from art coming off a second best 
-

to life 1n James•s work. aa is generally sup~osed, it is 

t he common li!e uninformed by art and ethics (for James , 

inseparable) that comes off eo poorl y when compared with 

art. 

From this faith in the work of art lienry Jaooo was 

never to waver. In his li tera.ry ori ticiam an unfailing 

criterion is the truth of a nov 1 to experience. In an 

eesay on.~rollope, shocking in its commendation to his 

more nt.U"row readers,. he praises Troll ope on the grounds 

of his sure and tru.t~ rendering of the English. 

Again his criticism of Flaubort. rofleoting it does, 

but little credit on James, is motivated b.J the fact that 

he felt Plaubert had drawn on specimens too miserable 

1 Henry James; 1:he Spoils of Po:tntop.; Penguin .Books (196-,) 
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for tragedy in Blma Bovar,y and Frederick :Moreau. (A full 

discussion of the erroneousness of this view will be 

1 :f'O'Ulld in Edl::nmd ;ilaon •s essay_, _ '1~he .Ambiguity of henry 

James'* in the 'Triple Thinkers• and sl: .. ould be read in con­

junction with the essq on Plaubert 1n the stllne volume. 1 ) 

There is of oourso a famous passage in the preface to 

The Tragic ruse which is often adduced as indicating an 
\ 

arid formalism in the late J ames's conception of art• 

I,et us quote 1 t nore :tully than is tbe usual critical wont. 

James is discussing -the dif:tioul ties of the ~sing of the 

book's two plots. 

A picture w1 thout oomposi tion slights ito moat 
precious chance for beauty • and 1St moreover • not 
composed at all unless the painter knows how that 
principle of health and safety. working a.s an ab­
solutely prmeditated art. hae prevailed. There 
may 'be in 1 ts absence the life, incontestably • as 
Tlle liewcomes has life • as Lea Troia !!ousqui tai:t-ee• 
as To1sto;y1a Peace and 'ar have it; but wbat do 
such large loose baggy monsters. with their queer 
elements of the accidental and the arbitar.y artist­
ically mean?. • • • • There is life and life. end 
aa waste is only li:te sacri1'1ced and thereby pre­
vented from 'counting•, I delight in a deep 
breathing economy and organic form. lliy bu.ainess 
was accordingly to • go 1n' for eomp.le te pictorial 
fusion, sone such common interest between -:1 two 
~irst notions as would, i n s~ite of t~beir birth 
under ouite different stars. do them no violence 
at all~-

!;f~'f Surely we have it in the 0 _*at clause: •no violence 

at all' . James is protesting (though one feels his first 

nnd last examples to be unfortunate) ~at a me:re re­

presentation; the hearty merry Englnnd pot- pourri of a 

J .. Is.. Priestly ie not for him. .And yet tlle f·o:rnalist 

principle is, for him, a principle of 'health • • because 

the organiat1 needs no superfluous weight (life as waste) . 

The implication is thut far from distorting the truth of 

an action the imposition o~ form and selection will 

clarify 1 t. Bven when two disparate halves are in need 

1 Edmund ~ilson; 'The Triple Thinkers•; Penguin hooks (1962) 
2 Henry J8Jies; The .iU"t of the Novel; Rd. and introduced 

by R.:P. Blackmur; Scribners C[~34) P• 84 
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of unification they must suffer no distortion, there must 

be no mannerist elongation of fon1s in the interent of 

abstract design• no untruthful and violent aupprcv£i1on 

in the demands of order. An order whicb deaanded such 

SU' pression tTrnnes would have tel·t to be a false order. 

It is the mistaken i opre.osion that this occuro 1n Flaubert • s 

nnturalistic novels v1hich led to hie reeervation;J con­

cerning hia friend :md maste1 ... 

In tbc licJJ.t of this it r.ui eht be possibl~ to t,-rasp 

the reaeon for the great elaboration of JaDee'• J .. ate style . 

If we see t hese late novels in the light of What has gone 

before we ~ll perhaps better understand their style. 

The oonst:ructional method was to rotluoe solid blocks of 

OOJ"...mentary - wl'licb can be eo a.'batract and unooncreto -

to short comments on epeeohoa. lde 'divine principle 

of the scenario' was basically aimed at making his char­

acters nora vivid and ao tual by presenting than a.s act­

ing, talking , end al .. i. the whila reflecting. In short. 

his a.im. WtJ.S to present rathor tl'..en to tallt about thex=t. 

~e style aa a oonoomi tant to this attctlpts to rondor 

GVory in£lcotion, clla1ge of tone, subtlety of feeling •. 

On.e only has to read the opening chapters o:f 'l'he Ambassadors 
wt.~ n. 

1~ to set'# what precision Strether• s tremulous rniddlo-ageing 

reaction to L'u.rope is oonveye<i. One could take the puas-
1 . 

age already quoted from The Agbaesadors to illu~trate 

ttJ.s. u,rust the r i ght 11 ttle inn, f or an experiment in 

respect to e1nner. '* I ow well 1 t renders Strether'e 

timidly growing aware:nees and delicate excitement. 

James, aa tr.ooe wl1o knew him recall , conatan.tly Gtrove 

to achieve the prccifl•e word to express what be wish d . 

l };ency JwneaJ The Ambassadors; Intro. r ra.nk SwinnertonJ 
h'verytla.n fJi brary J p. 3 23 
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In converoation thia led h:tn into r...ie i'amoue acd barren 

circumlocutionaJ in h1s om. timo and with rlis o\".n rubject , 

however, James failed far lese often. }'e:r from being 

an arid formnliet and word s·\innor, tho late Jamee con­

etantly strove for fidelity to l.is subject - to preoe11t 

1t truthfully and fully - This would certainly be a 

moro fruitful approach to the late style than tho belief 

of ouch as Dr. T~,ris that ~t represents ~~ attempt at 

evasion. :Par xrom evaoion it 1.s an attempt to co:tc to 

grips t1i th the oubject, 

Certainly I enry cTames novor loot faith. l,ifl letters 

to henry Adams (1914) and I~.G .. .;ella (l:Jl5) ol:ow no 

tvaverinB• It: a lettor to }} .G. "iiella lOth July 1915 he 

wrote: 

It ia art that makos life, makes interest, 
makes importance, for our consider ation end 
application of these things, and I know no 
substitute whatsoever fo~ the force and 
beauty of ita process. 1 

1 Henry James and l:.G. Wello; ed. i.eon !;del md Gordon 
II. Ray; Rupert liart-JJe.Vis (1959) P• 267 
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OHAPl:ER Vlll 

CONC1Ut<ton. 

Jemee•s pord.tion on the .ttu:ri' .. t o:- of art $1"-<.>uld lJ~ now 

be clea~. For the artist there waG aelf cont~lt absti­

nence and h~ work. He VJSG a.lso to be humane and com­

passionate in dealing with humenity,1 and tLnt the lllOre 

so for his laok of immediate 1nvalvemer1t. Jttor -the wox·k 

of art his regard seema aluost neo-Platonico Seleotion 

and simplification of forms arc not to take place in the 

intereots of an isolated aymmetl:'y, but to illustrate the 

truth of the situation. \'.hen Gabriel tlaoo aqs, v-11 til 

Jomea's approval,. that the pio.tures in the :Ka.tional 

Gallol.'¥ eubody more of the ideas men live ·tr; than all 

the statt1tc:ts o:t pf.'.r1iament il ia h~ not being a neo•Platon1st? 

S:he similarity is sure4'· clinohad by r illy T~1eale 0a 

exaltation before thooe same !)ietm~es. 

In theoe beliefs JamefJ shows himself as baing oZ 

his time. Were we to accept an account of him l'opu.lar 

at the present ttmo, we would s~e him as a follower of 

George Eliot with a penohan't for civilised observation, 

a deep concer~1 for moral values, and an 1mrm.m:i.ty to 

foreign literature and thought. :t:he f'irst two as sump­

tions are as obViously true as the third is obvi()ualy 

false . The classification of Dr. Leavis. ~ plaoing 

c.Tameo in the same b4x as Jane Austen and George Eliot 

(while it ia valuable in e.na'Ql:.L"'lg ua to see one facet 

of James's work Dtore clearly) se:rvee to obscure or 

l It is trda compassionate observation that haa de­
ceived J.Jr. IJ6avis into finding Kate Croy a •sym .. 
pathetic' character. 
l:asay •The function of ori ticiam • in The Common 1\lrsu~ t a 
Chatto and 11nduaJ Peregrine Books (1963 ) 
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cause to be dismissed certain other espocts of his work. 

In doina this the tendency i s to make Jamcaian morality 

a very narrow and r a t her unattractive business.. It 

o ould, i'or inata.noe, be argued with t rcat cogency that 

in Jamea•e moral preo~cupations, exists a spirit closer 

to l1awthorne and .Poe than to Jane Austen and George 

Eliot . Ji. o English novelist of note; for instance, has 

been as cri·tical as cTam.es concerning t he notion of 

'Romantic Love •. As Shaw noted time and aga1n in the 

prefaces to his plays (and in his review of ~ 

Domvill e1 ) nothing is s o dear to the English h eart as 

'Homantio Love' . ~haw perceived that Guy Domville wae 

tLisaeu. off the stage because 1 t suge:;eated that a reli­

gious vocation could be more \lortbwhi le tha!l a grand 

paaoion. J~es •s doubts, as we have seen in our dis­

cussion o£ ' The J.as eon of the l~.aster' abov.a0 concern• 

ing the value of a r omantic tic, even bet\vecn tntelli• 

gent and charming people, were 6\l.Oh as to put him at 

odds With such disparate writers a.s Jane Austen and 

lJ. l • Lawrance. Tr~e belief in hieher values than 

'Romantic 1~-ove• i a a comparative stranger to the English 

novol , but is found in American novels such as !1!!. 

Scarlet JJettor of l~athaniel Hawthorne. I t could also be 

argued that it is not quite as secular as the exegesis 

from Downing College would have us believe. 2 A proof of 

Jamee•s non secular morality would be his belief in the 

~ortalit.y of the aoul as evidenced by his ghost s tories 

and a now unobtainable csea.y. 3 I: ore germain to our pur­

}Joseat such a reading ot James cauaee us to Zorget tlJ.a,t" 

---- ----~------
l Chaw on the Pl33a and Acting; ' orld Clasoics (1:,61) 

2 P.,l(. T;eavis ; The Com: ·on Pursuit; Ghatto and \.'i.~dus f. 

'} This Ess~ is discussed by ~- • t atl'tiessen in henry Jomea 
Tl.t.e 1 a.jor .Phase; Jxford Univerai t y Preas (1946) 
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.lftsd connec-tions wi tL th E\u>opean tendency of ar~ becoming 

ael~-ref1eotive. This tondency· bas been no movenent; 

great artists have worked out ~heir own destiniee and 

solutions while poetasters have £o:rm.ed groups and issued 

I:Janifeeti. The nroblem b88 been to see what place great 

art can have in a society largely ineenai ti ve- to aesthe­

tic and oora.l values. ~.bore had been a time uhen a 

madonna of Cimabu.e (124f.-l302) could be carried 1r .. t.riuc.ph 

tt~)~~ tie streets of Florence to its destined church. 

Such pra.oticea had died out~ or, if tl'~ere were remnants, 

t he art was almost certain to be bad. To see James's 

work and originality it is necessary to sketch a context. 

It is too oftan held that James was hermetically sealed 

to the i.n:fluencea of his time. 1 James knew some of the 

leaders of the Prench l)eoadence (,lillaubert ( 1821-1880) 

and his circle) end years later watched the disintegration 

of many Buglioh talents, minor both in. art and vice (The 

RL,-mers Club). No approver of such ma1ter.~. James, by 

his reaction of calling for order in an artiat•a li~e. 

shows his cognisance of them. It is a tribute to his 

powers that we do not normally associate him with •art 

for art's sake' • but we should not be blinded to the fact 

that he felt its influence, and, ae we have seen. absorbed 

some of 1 ts doctrines into llia own truer and richer 
/.<.. 

weltanschaun~. As can be seen fron the passage ~oted above 
X 

- ' from t:t.e preface to The Tra.S.o I U§e~ 2 j{i fully learned to 

apply their demanding criteria o! fo~. but this was fused 

in him with a desire to see that the truth was spoken • 

• uch ink has been spilt both in fiction and in 

critic ism over the self'-refleetive t ·endenoy of 1:1odem 

writing, and it i s neoessB.Z7 here to sugeeat a few con­

siderations of ~1e ideaa current in James•a life-time. 

1 F.R. ~.ea.via; Introduction to The Great 11radition; 
Cl1atto and \, indu (1948) 

2 Henr.v J ac.es; The Tragic L'.uae; l·a.rper Torcb J30oks {1961.! ) p.88 
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Tl1e tendeno;y of e.rt to deal more and more v;i th 1 tself 

began w1 th the Romantic movement at the be&inn1ng of tt .. e 

last oontury. The main reason for -this was the extreme­

ly bigh value attached. by Romantic aesthet1c1ena such as 

hUlderlin. (1770-1843) :Novalia. (1772-1801) Coleridge 

(1770-18;2) and Shelley (1792-1822) to "the creative act. 

The supreme philosopl:.er of the Romantic Lov~ent. 

Schopenlie.uer, (1788-1860 ) gave these claim& their most 

vigorous ~xpression. .For him art was a moans of oopi­

tion auperior to tt~t of the senses and capable of 

graaping tl1e tnth of things. ~he artist had, however. 

to PS:S for this r as knowledge increneed. ao did suffer­

ing• for to know the twtl'1 is to enter into the abiding 

sadness of the human lot far more than the man incapable 

of creating or understanding worka of great art. 

Through the imposition of :fozm ana the clarl:tication of 

human experience which took place in art.- the serene 

contemplation of human life was enabled. ~ith regard ~o 

huan suffering the attitude o:t the good man was to be 

one of compassion. The true artist wae almost raised 

to the status of a saint• and hia quolifications were to 

be high indeeti. The relevance of thia to James 1a ob­

vio~. James's knowledge of Schopenhaaer does not seem 

to have been profound but hia ideas were •1n the air' 

during Jamea•e early uumhood. The admiration held for 

him by Baudelaire. Tolstoy and \Jat,ner is evidence of this. 

These claims. shom perhaps o:f tl1eir insistence on suffer­

ing. would not have greatly surprised Aeschylus and horace, 

l 11 ton and 1\lrlJ'&rh The difference reeided in the fact 

tr.at, for sone reason. tl'1e general public no longer assent­

ed to such claims. The artist who made then was i gnored, 

ostracised, or, worst of all regarded as mad• 
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Sohopenhauer and the others, 1n stating the wr1 tcr ae 

musarum vatea, were also making a de:f'ittnt gesture. 

The writer began to ma(£e war on society. The. eases 

o~ . B.Yron and ~ellq are too well lmotm to need ~labor­

ation. Perts.apa the supreme example was Baudelaire 

(whOlll James did not adtlire) who, from a feeling that 

there was more to life than bourgeois happiness rather 

than L\t: 1deeply held satanism• ruined his li.fe l"l'i. th drugs 

and wO!len. l is lif'e can be regarded es a magoificent 

gesture against materialistic values, by a man who pre­

:terred degradation 'to a submission to euperticiali ty. 

In the light of this his satonism becomes an ironic 

gesture to force men into realising 'the poso1bil1 ties 

of salvation and damnation inherent in b\1man life. 

Such action was magnificent aa a gesture but diaaa~s 

as a programme, especially when adopted by those (e. g . 

Ernest Dowaon (1867- 1900) who did not share hie spiritual 

concerns. This James felt as early as Roderick hudson -

in tt1a respect an anti-Romantic novel. Confronted wi th 

these and similar cases he never doubted the artistic 

vocation. '·ha"i he did do, however. was to call the 
o.,..l't: 

a.rtiat to his proper l:uaineas of creation. ~ waa dis-

cipline. and if discipline wa o absent !ron the li.fe J the 

art would suffer. Perhaps Baudelaire • e uolution was the 

onq right one for ll!!.• but it was a dangerous precedent, 

and while James was not reacting necesoarily against 

Baudelaire, he was reacting against the spiri-t of the age'! 

James's oall to self-dlseipline for the artist took place 

against this background and the personal influence o'! 

J!laubert must have operated here. Jamee, as I have said, 

regarded highly the vocation of the artist, but• for this 

reason, felt, for reasons of self-preservation if no 

others, that ean.i ty and order should prevail in hie life. 
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Tl!1S remained. hie plaUoro throue-)lout hie life; 11e kept 

faith with ert. 0n the other hand.- Jsmes kept f'ai t ll with 

life. o...-;, vJi:: ZL 

In G-il bert Osnond and Gabriel U&sh we see the fail­

ure of mere aestheticism unir..f~rmed by ~ vigorous noral 

aense. ~he tailure of both men in li:t'e~as well a.~ in &rt .. 

ex pl1t1ee James's belief that life, oralit.y and artistie 

fol'm are the stuf~ of art. The true artist, for Jaxnes, 

had not only to be a disciplined and dedicated 1A8llipulator 

of techniques. bnt a. OOI1pasaionate and humane man as well . 

I£' such a man ws an outcast such as HJncinth Robinson 

and Paul OVert were. 1 t was, James clearly shows._ the 

fault of a materialistic society and not themaelvea. 

It ia in his fUsion,. both in theor.r and practice.. of 

a deoire to a.ohine both tullneso of Vision and tomalis­

tic perfection that makes James so eminent. It is an 

achievement rare enough in any literature and especially 

rare in tbe English novel. Tbe two strands we ha.v~ been 

:following, the ara poe-tic, and the !!£S vivendi ad ppe~~ 

ctmbine to ahow that, far ~X"'l!l art and life being 

strangers )each of these is necesa8l"Y ~.;.; ·.:;t.e other. lf 

moet nen deny thie, as Jamee admits they- do. it is their 

:taul t and their loss. It is strange that a man who strove 

:to:r such thinga should haYe gained the popular reputation 

o:t being a mere arid tomalist and wordspinner .. 

After James's death the situation began to worsen. 

Valery • (~87'3-1946) for instance, the last French deeeen• 

dant of Baudelaire• devoted his slender oeuvre to the act 

of creation 1 taelt. ·mile Val err' a act of poetic creation 

waa an exceedingly complicated and interesting one, 1 t was 

a thin subject for a poet of such 't&lent. In Thomas i.tann, 

(1875-1955) a novelist curiously akin to Jaaes. tbe problem 

of the artist's place was to receive even more exhau.ative 



119 

treatment. Ji.8nn was to bring to bear on it an apparatus 

which included .Freud. Schopenhauer, arx, 1 ietz~he ond 

Spengler. \.'hUe the lucid results obtained ~ th such 

equ1Ji1kent sometimes cause us to regret Jaoes•s C0!1para­

t:i.ve lack of 1nfomati011• th equipment i teelf ao:;tetimee 

causes Uann to forget he is writing a novel and not a 

journal of popular saience. I:n l!onn •a early novels tbe 

artist's position is similar to that in the late James. 

Young Johan Dlddenbrook and T'onio KJ.15ger are painfu.l mis­

fits, the first of nhom ehooses death in pre~erence to 

the agony life is f'or him. The hero of • Death in Venice' • 

(1911) a novelist olfram von Aschenbach (ironically a 

naoesake ot Ge~'s greatest medieval poet) atchee a 

beautitul young b~ i.u the hope that he will die and in-

. spire hin to greater literary ef'forta. The author, how­

over. oontracts cholera end hinselt' diea. ~he, boond 

Fount paleu beside this·. After this 1ilann attempte4 'to 

·become td:f'irm.ative. In The, J@.pe 1tounta1n (1924), not 

only is ar't disease, but life itself ia a. :f"orm of disease. 

The hero Hans Caatorp, however. while not an artist. is 

granted upon the slopes of the magic ountain a vision 

of the good life. Trds vision places him so :far 1n ad­

vance o~ his fellows that he bas no more acane of puttin_g 

it into praetice than Leonardo da Vinci w1 th his dreams 

of a flying machine. The reader .leaves him f or dead in 

the fields o~ Planders. In Joseph and his Brothers 

(1933-44) l.ann nttenpted to use the biblica l atory to 

suggest that the artist and thinke~ could be o:t use to 

his fellow men,. oould lead them and give them the benefit 

of his wisdom. A fine work,. it did no.t convince L.8lm 

himself\. In Doct<;?t Pauetua (l94Y) he saw art not only 

ae a result of disease, physical and mental,, bat of a 

union with the powers of darkness. Prom tho sickness 
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and despair of the novel no hope emerges. l·is lost works 

are governed. by this spirit, even the picaresque gaiet¥ 
(fqs-+) 

of Felix Krull arises ~rom a belief in the irremediable 
·1 

stupidity of human beings. The artis~ :ls a du'bioue per­

son. who. even 1f he has aomcthir.tg to teach will not be 

heeded. Perhaps tho greatest novelist of this century 

left llis last arti.st crazed at the piano. unable to per­

form his laot and greatest work. his soul taken by the 

Devil.- t'lann*s cieapa.ir was probably indu.oed by tho dis­

asters whieh overtook his beloved Germany.. Certainly, 

like Jaaes, his dedication to the novel allowed no per­

sonal diaintegration. and l.tis faith is illustrate(!. by 

ld& continued production. 

In the English speaking world at &n¥ rate the artist 

has today begun to take one of two W8JS out of ilia :situ­

ation - becoming an academic or a bohemiml. The terrors 

of tho first course are illustrated in a recent novel b.1 

a writer whose great gi:fts have etill to g'S.in full recog­

nition. In • .Pale Pire• (196 ~) Vladimir Nabokov has given 

us in John Shade a picture of the modern Amerioan academic 

poet. Shade writes with a certain formalist perfection. 

but w1 thout rea l feeling for l1is ~vm family. In the 

c aurse of hi a last poem (which l4abokov with his flair for 
0--

writing in persont has given) lte constantly pl!'Omioes to 

give us some startling revelation end shattering truth 

but always evades doing so. In the end the reader i .e left 

only with an impression of tJio h$Ying had great thoughts 

while shaving. Nabokov. who spent twenty years teaching 

in American univerei ties, should understand trds type 

pr.etty well. 

_ On the other hand there are the :followers ot henry 

! iller, (1893- J another expatriate Ar:ler1can novelist. 

the bea.tnilte and angry young 1nen. 1/iller i:dxlself was a 
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phencmenon. l.is honest picture of an artist as troop 

and fomi.cator will survive for 1 ta very lJ.onesv. 

His imitators, however, without the strength of his 

truthfulness provide mere~ formless verbosity. Neurosis 

and psychopathology and filth. used for their own sake, 

have become the business of the artist. The beneficial 

results of sentencing Kerouac to ten years of Renr.y James 

are self-evident. 

In h.ia insistence on both form and feeling James • a 

truest disciple has perhaps been T. S. Eliot. Eis 

spir1 tual heirs. those who shure his preoeeupations. 

aueh as Salinger, seem to have f'orgotten that in the 

novel idea LIUst be expressed dramatically • or the writing 

will lapee in to popular philoaoplJy. Tod£\1 .. w1 th artistic 

activity in the state it is!t the lesson of the manter is 

tn need of being listened to. James•a example and 

preaching, with their sanity, dignity, inclusiveness and 

demand for high standards, remain of inestii:lable value. 
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In a~oocing texts a gren~ diffioult.y prcaer.~~~ 

itself. Despite the farae of Henr.y J ac.es no complete 

uniform edition of hin orks exists. Thus it was 

necessar.y to select texts where they could be found 

with the one guiding principle that the text should 

be tl:e nearest to the one James wrote at the time. 

This was advieable aa James • s works dealing with art 

were conaidered 1n their chronological order. 

I have betJn able to discover little written on 

the aspect of James considered in this essa.r anO. works 

cited in the third section of this bibliography are 

largely tangential. 
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(A) WORKS GERMAm TO SUBJECT OF THESIS. 

A LANDSC~\PE PAINTER (1866) ( S . S .) 

TRE STORY OF A MASTERPIBCE (1868) (S.S.) 

TRAVJl;L.LING COMPANIONS (1879) (s.s .) 
TEE SViEJ<JTHEART OF M.. BRISE ATIX (1873) (S.S.) 
THE MADONNA OF TliE FUTURE (1873) (S.S.) 
EUGENE PICKERING (1874) (S.S.) 
ID}li VOI ,IO (1875) (S.S.) 

!LOl>ERICK HUDSON (1876) CN) 

THE PORTRAIT OF A LADY (1881) (N ) 

THE AUTHOR OF BELTRAFFIO (1884) (S.S.) 
THE PRINCESS CA,SAMASSDEA (1886) (N) 

THE REV'BRBERAT OR (1888) (N) 

THE LESSON 01!1 THE MASTER (1888) (S. S.) 

THE LIAR (1888) (S.S.) 
THE ASPEN Pli'ERS (1888) (S.I;) .) 

THE TRAGIG MUSE (1890 ) (N) 

THE REAL THING (1893) (S.S . ) 
GREVILJ.JJ FANE (1893) (S.S .) 

THE -DEATH OF THE L ION (1894) (S. S.) 

ThE COXON FUND (1894) (s.s.) 
THE NEXT T IIJE (18S5) (S.S.) 
THE MIDDLE YEARS (1895) (S.S.) 

THE JnGURE IN THE CARPET (1896) (S.S. ) 
THE SPOILS OF .POYNTON (1897) (N) 

THE TURN OF THE SCREW (1898) (S.S.) 

TEE SACRED FOUNT (1901) (N) 

TBE WINGS OF THE DOVE (1902) (N) 

THE AMBASSADORS (1903) (N) 

BROKEN WINGS (1903) (S .s.) 
TEE STORY IN IT (1903) (S .S. ) 
TI-iE SPEC I AIJ TYPE (1903) (S.S.) 

THE BELDONALD HOLBEIN (1903) (S .S .) 

THE GOLDEN BOViL (1905) (N) 

THE TREE OF KNOWJJEDGE (1908) (S.S. ) 

MORA .MANTRAVERS (1909) (S.S.) 

ThE VELVET G .:J()VE (1909) (S. S.) 
THE OUTCRY (1911) (N) 

TltE IVORY TOWER (1917) (N) (unfinished) 

19?! 
N Novel 
S6 Short stor.y or Novella 
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(B) NON-FICTION WORKS BY JAMES GJffiMAIN TO Tl:IS THESIS . 

Frenob ~eta and Novelists 
Hawthorne (Biogrs.phy) 
Partial ~ortraits 
William Westmore Story and His Friends (Biogra­

phy). 
The Question of our Speech 
Views and Reviews 
Notes on Novelists 
The .Art of the Novel ed. and Intro .. by R.?. 

Blackmur. Scribners 
~he Scenic .Art (Into . A. Viade. Rupert Hart­

Davis) 
(Notes on Acting and Drama) 

The Painters Eye (ed. J. Sweeny. Rupert Hart­
Davis) 
(Notes on painting) 

The American Essays (ed. and Intro, Leon Edel. 
New York) 

The Rouse of Fiction (Ed. Leon Edel. Ru~ert 
Hart-Davis) -
(Literary and critical ess~e) 

English Literature (Ed. Albert Mordel) New York 
Collected Prefaces. Ed .• and Intro. R.P. Black:mur. 

Scribners) 
The Notebooks of Henry James (Ed. rtu.rdock and 

Mathiessen. George Braziller) 

BI OGR.Al:'BY. 

A Small Boy and Others 
Notes of a Son and Brother 
The l'liddle Years (unfinished) 

~ 
) 
) 
) 

in one 
Volume 
W .. H . .Allen 
London. 

1878 
1879 
1888 

1903 
1905 
1908 
1914 

1934 

1949 

1956 

1956 

1957 

1957 

1934 

1S55 

1956 



Allan. li. 

Anderson, Q 

Beach• J .-;. 
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Collins .. n. 

Fdel, , ·• 

Edel, ~ . 

Edel, L. 

Edel , ~ .2nd 
G.N. R~ 

Je£f"erson, D.H. 

Krook, D. 

t:athi essen, F •. ;. 

.. eat, R. 
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The English l1ovel. 
.Peneuin Books. 1960 

Tl1e American E enry J al:les 
Calder. 1S58 

The !:etl1od of Henry J&mes 
..:Jondon. 1918 

henry James; a system ·ot 
observation through 
the visual arts. 
Yale Studies 1n 1~nglish. 
1961 

The Pilgrimage of Honr;- James. 
Jonathan Gape . 1928 

The b,ac.ts of Fiction. 
Gollanoz, 1932 

Tho '-"Uest1on of henry Jcmes. 
iJ.l(.11 V:ingate. 1947 

henry J amec. 
Jf.et:hue.n. 1~·51 

Henry James. The Untried Years 
1543-70 
Rupert hE~t De.vi • 1S53 

Eenry James. The Conquest of 
London 1870-83 
Rupe~t Hart Davis 1962 

Henry James. The Milidle Years 
188'3-~4 
Ru.pert Hart J)avio 1963 

James. 
Univorsi 'ty of -~innesota. 
Pamphleth on American 
J,i terature 1962 

Henry Jai~ies and H. G. ~·ells 
Rupurt 1 e..rt .UE~Vi~ 1958 

te:ruoy Jamaa 
Oliver and Boyd 1960 
~ritt.rt~ and Critics aeries. 

The Ordef' .. l of Go.nsciou&ness in 
li enr.Y James. 
Cambridge UniYcr£:~1 t3 Press 
1~62 

~he Great Tradition. 
Chatto 8Zld uim!us 1948 

Henry James: The Major P11ase. 
Oxford Uni vereit,y Press 1S44 

He-nr-.f tTames. 
liisbit 1916 
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Heney J ames" s The Sacred Fount, 
the Bxistentlilist Predicament. 
N.C . ? . XVlll 1962 pp. l97-216 

~di tl::. Ylharton and l!cmcy Jsmes , 
The Literary Relation. 
P.~.L.A. Vol. 74 1959 PJ• 619-25 

Tho Sacred Fount as a Comedy 
of , the f,imi ted Observer. 
P.L.I,.A. Vol. 78 1962 
pp. 384-93 

Nature. Art and Imagination in 
The Spoils o~ ~oznton 
N.C.F. Xii1 1g59pp. 2S5-312 

Henry James at the · G·reeian Urn. 
P~k.L.A. Vol. 66 1951 
pp. ,16-31 

The .Prj,ncess Cassamaaaima 
a or1,1oii re-appraisal 
P.•· . :;.A. Vol. 71 1956 
pp. 97-117 

Gabriel Nael. , Somewhat less than 
Angel . 
N.C.P. llV pp. 231-~ 

The .Amba.ssadora. A Hew Vi ew 
l).ta .t.A. Vo!. 75 1960 
3'),. 439-52 . 

The Ni ght JoUl:"Z\..ey in 11!. 
Ambassadors .. 
~.Q . Vol. ~5 lS56 pp. 24-;8 

Introduction to 'Zhe Sacred Fount 
Rupert llart :Javia 1959 

Henry Jam.es an.d Vernon Lee 
P.~ ~~.A. Volo 6~ 19~4 

Introduction to Roderick li.udeon 
Rupert H$rt Davis 1961 

Introduction to lhe Tragic Muse 
Harper Torch Books 1960 

Frenc.t~ llatural.iam md American 
Critical Opinion 
?.~.L .A. Vol. 63 1948 
PP. lOrf/ -1016 

The uses of James's imager.y: 
Drama through !ietaphor. 
P.!' .L.A. Vol. 69 1S54 
pp. 1076-84 

henry Jamee•s Oapricc1oaa 
Christina I.ight 
.P.J.: •. ,. J.... Vol. 75 1960 
pp. 30Y-l9 
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Ltafferd, W.T. 
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Trilling, ;.., .. 

\7ilson, E. 

127 
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T.he Inadequate Vulgarity of 
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P.Jr; .• : .•• A. Vol. 66, 1951 
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. P.J~ .. -~~.A. Vol. 76t 1961 
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Faber and Faber 1954 

Jamea•e :rhtt Trlfic N:use 
Ave Atque Va e. 
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N-C.F. Xlll. 1959. pp . 341-9 
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:Portrait o:f a tad~ a Stuey of 

Ilenry "3 amee" a . ter .Phase • 
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p-p . 667-80 

1'he Real Princess Chriatina 
P.Q. Vol. 38, 195S. PP• 488-~6 
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P.M.~.A. Vol. 73. 1958 
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Henry James anti the _ftrt of Revision 
J.'.{l• Vol. '3'3. 1954. pp. 39-47 
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