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:& Introduction

The central consciousness technique, which Henry

i J

'Jémés defined in detail in his Preface to Thé Princess .

Casamassima, developed from the unpolished early at-

tempt in Roderick Hudson to the perfected late style of

The Wings of the Dove, The Ambassadors, The Golden Bowl,

and some of the mature storles.

-t

Madame de Mauves (1873) represehts the first suc-
Tcessful use of the*technique. To achieve unity and dra-
matic effect, James revealed his‘theme through the cen-
‘fral character, Longmore. Longmore's experience lles in
his observation and ultimate comprehension 6f Madame de
Mauves, %?e confidante appears in this short novel but
is of 1little importance 1in comparison with the confi-
dants ahd subordinate characters of the later works,
“Madame de ﬁauves herself is thinly drawn in relation to
James' later heroines, and Longmore's observation lacks

the depth and subtlety apparent in the mature works,
Madame de Mauves 1is limrted in‘many aspects and, for the Kx

most part, merely contains the seed of the'technique 3 )
which, by 1903, developed ‘to artlistic perfection; never-
theless, 1t is worth looking at as an early attempt.

| In 1880?Jémes wrote The Portrait of a Lady, a

length& novel bUilt on the growth of the pivotal char-

écter, Isébel Archer, This dramatic portrayal treats
. , m
the problems of manners and morals through the scruti-




nizing eyes of the young woman whom James described in
- greater detail and with more careful observation thaﬁ
cdn be ascribed to any previous Jamesian character, The
secondary characters in this work are %brewdly drawn and
strategically placed to provide interest and entertaine
‘ment. Through a series of logically developed metaphors
and meaningful meditations, Jamés revealed a yoﬁng
woman'!s gradual awareness of the ironies of her exist-
ence, 1lronies emphasized for the reader by the subtlety
of eXpiession and contrasting views of tﬁe,other char-
acters, all‘pf‘whom remain subordiqgte to her vision of
herself and~the'life about her, \\

;fThé most éelebfated.of James stories,\"The Beast
in the Jungle," was written in 1901 when the author was
at the heigbt of hiS'bargér; his'stylé and themes de-
veloped to mature‘excellence.T‘Through'the recorded
thoughts and observations .of John Marcher, as well as
Marcﬁer'sdiscusséoq‘withMayéartram,_a confidante of
‘major concern, nge;‘treated his theme of the unlived
life. The manner of telling includes subtle irony which,
combined with vivid in@géry,;maké this story dramatical%y
effective. |

Emphasis in Chapter II Madame de Mauves, is on the

discussion of four forest scenes which serve as the
basis for the.developnwnt of Longmore's growing aware-

| nessmof'Magémewgngauves.' In the fourth scene, an
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allegory presented-as a dream, James foreshadows the
destruction of Longmore's innocent 11lusion of freedom.

In Chapter III The Portrait of a Lady, the focal point

of discussion is the famous scene in which Isabel Archer

‘reviews her 1ife. Here Jamés succeeds in presenting the

growing awareness of a sensitive personality. Whlle

Isabel meditates by the dying fire, she comes to under-

stand the meaning of her imprisonment. In Chapter IV

the study of "The Beast in the Jungle" considers the
irony implicit in this story, with particular emphasis

on the most effective symbol, the image. of the "beast."
/

~James! artistic presentation of this single 1mage, which

U B

dramatizes a total experience, includes a series of

‘abstractions that provide significance and universal

meaning.
An element of detachment exists in each of the three
focal characters of the above mentioned works. They are

unable to immerse themselves in emotional or physical

- action., In his presentation of their grcwing awareness |

of the truth about themselves, James has two stories to

. tell: the story told from the view point of the char-

acter and the story to be deduced by the reader, It is
the process of telling, the central consciousness tech-

nique, that makes James! presentation of felt life

%ﬁArévGeativeiy\fascInating and stylistically unified.

vl




l Abstract

\

. o 'S
This paper will consider the development of the .

central consciousness technique in three of Henry James!

Wworks; an early short novel, Madame de Mauves, a novel

, and the

of James'! middle years, j@g_?ertrait\qgwgugggi
story, "The Beast in the Jungle," written at the height
tef the author'!s career, |

Chapter I conslders the develepment of James' style

from Roderick Hudson to The Golden Bowl. Roderick

Hudson, by James!' admission, was unsuccessful in its
‘attempt to 111ustrate the digaster of the main cbar-
acter, but should be recognized as the earliest evidence
of the technique. Emphasis in this chapter is placed

on the Preface to The Princess Casamassima since it out-

lines James' plan for the use of the technique. This
plan is defined and applied to the plot of The Prinqggs:

Casamassima and 1ts point of view character, Hyacinth
- Robinson. -

Madame de Mauves; treated in Chapter II, 1is vfewed
as the first successful application of the technique.
Emphasis here 1s on Longmore, the central observer. His

development is revealed through his thoughts, his con-
versations'with Madame de Mauves, and partieularly |
through four forest scenes whieh tbrough use of symbol
and metaphor, revealvhis growing awareness of his

AN

experlience,

N

-
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| This lengthy novel portrays the imagination and deslres

‘Which 1s the paper's focal point,

In Chapter IIT, The Portrait of a Lady 1is discussed

of Isabel Archer as well as her blindness to evil and
refﬁsal'to become emotionally involved with people and \
the world about her. The reader of this novel sees life

sub jectively through Isabel's thoughts and objectively

through the subtle critical intervention of the author.
Symbols and metaphors are treated at length, and Chapter

L2, the supreme illustration of the general plan, is con-

‘8idered in depth.

Chapter IV.dlscusses tbe irony in "The Beast in the -
Jungle,™ a story in which the central consciousness
technique 1is developed with skill and dramatic interest.

This chapter traces_ the growing awareness of John Marcher

in relation to his attitude téoward society, his friend-

shlp with May Bartram, and his concept of the beast image.
The 1rony Implicit in this story comes from the dual
presentation; Marcher's view and the author's subtle

comments, which make the reader aware of much more about

Marcher than he can understand about himself.

The three James prose works dealt with in thié paper

~consider the problem 6f the confidant, the theme, the

extent and purpose of the setting, and to a minor degree
James' treatment of the international problems encountered
by his characters. All are considered in relationship to

the development of the central consciousness technique
\ ——




P - : Chapter I

Analysis of the Central Consciousness Technique

It is impossible to determine precisely when or
how, in the literary l1life of an author, the embryo of

a technique begins to form. James fumbled through a
! - variety of inconsequential, serial-type novels before
reaching the refinement of ‘the latter works,

From the writing of Watch and Ward (1870) and

| | | Roderick Hudson (1874) to the writing of The Golden

Bowl (1904), the center of consciousness technique ,
developed to 1ts perfected height. James cbmments on

¢ this deéelopment in the Preface to The Princess

Casamassima, where he states his intentions of trac-

ing in his w¢rksfifrom Roderick Hudson to The Golden

—  Bowl "that provision forxintérest which consists in
placing advantageously, placing right in the middide -of
the 1ight, the most pollished of possible mirrors ofﬁ
the subject." "Rowland Mallet, in Roderick Hudson 1is

et eI TR RIS T R L A 2L T E D5, Ve R i LS TR A L e A S R AT
B

exactly such a-mirror," and he can be traced through

& long 1ist of "intense perceivers" to the culmination

~of the technique, Lambert Strether, in The.Aﬁbg§§adors,

2 o who "is a mirror verily of miraculous silver and quite N

1
» | pre-eminent, I think for the connexion."

.

//%f This chapter will review James' comments on and - ; .

</

definitions of the central consciousness technique, -

e e P T S M N T B ATy
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the most difficult means."

f

.

. ) , L
. Throughout the entirety of James' fiction and crit-
fecism we are aware of his continuing conviction that
the art of fictlion is an organic form and the nucleus

of. this form 1s the commanding centre., In The Art of

N

The Novel, a collection of critical prefaces written

by James for the New York edition of his works, James'
most definitive, most involved, and most useful critical
work, the author takes it upon himself to enlighten for
the reader the "substance and principle of hls career

"

' 2
as an artist." Reading the "Prefaces,” we become

aware of the devices used to create the organic whole,
the chief device being the "pbroblem of securing a com-
positional centre."  "The plea for the use of such an -
fhtelligeqce both as an end and a‘means is constant

p d

throughout the Prefaces -- as the proudest end and as

L

In 1872 the Atlantic Monthly published, ;}Ln'serial
form, James' first full-length novel, Watch and Ward.

However, since James later referred to Roderick Hudson

as his first novel, the former has almoét disappeared,

and we will consider Roderick Hudson as the first

evidence of the central conséioﬁsness technique. | X
Although James considers Rowland Mallet the first

central consciousness character, he admits in the

- preface to'Roderick Hudson that the work was unsuc-

cessful in its attempt to 1llustrate the disaster of
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the main character and was rather weék in its theme
and form. The work was successful in the technical
sense, deever, and deserves"recognltion as the earli-

est evidence of the central consciousness technique.

James comments, in the preface to Roderick
Hudson, that- the work: "remains in equilibrium by having
found its centre, the point of cormand of all the rest."
"Prom this centre the subject has been treated, from
this centre the interest has spread, and so, whatever
else 1t may do of:may'ﬁot do, ghe thing has acknowl- ‘
edged a principle of composition and contrives at leést
to hang‘together." The work "hangs together" because
the interest is maintaiqid by the reader'!s concern with
Rowland Mallet. James c;ntinues in the preface with
the comment that "the centre of interest" throughout
this novel 1s 1n Rowland Mallef's;coysciousness."7 The
"centre of interest" 1is the youngscuiﬁtor, Roderick
Hudson, who, frustrated by his law studies and life in
Northampton, Massachusetts, finds an escape through
the benevolence of Rowland Mallet. The latter proposes
fhat Hudson.accpmpanj him to Rome, where the y&%ng law
studeht can develop:his aftistic genius. On an emotional
ﬁhim,»HudSOn proposes marriage to his cousin, Mary
Garland, and leaves fbr Europe with the memory of her
adorationmand great hopes for'hié_gloriousfﬁture.

Christina Light, "the best thing in the book," as

-l

Q




» .
Beach says, enters the scene, and genlus glives way to
passion.8 From the time of‘this meeting to tﬁe novel's{;
end,'the artist graduallyﬁdeterioratesfrom an optimis-

! tic%genius to a man engulfed by hopeless passion and'
.creative apathy.

Cornelia Kelleﬁ, commenting on Rowland's place 1n
the novel, states that "Rowland is the first of those
characters through whose consclousness the\situation :
and the action are revealed, which weretoibe James's

contribution to the novel." : '

_ Y SRS R TE S L R e pigae ommmree e D —

While Beach agrees that Rowland Mallet's position
as observer provides the novel with technlcal fineness,

he also suggests that his presence 1s the main reason

- , for the book'!s failure. The reader wants to learn
. sbout Roderick Hudson thmugh his own eyes rather than
L

through the optics of Rowland Mallet. " We are sym- .

pathetic with Mallet‘but certainly not fascinated with

10
him.~ = Unlike Lambert Strether, a mature Jamesian

. ' . observer, Rowland Mallet is only vaguely involved in

tbe action, and his all- pervading presence in the novel

is frequently more frustrating than satisfying.

Leon Edel, in his blography of James, suggests

that Rowland Méilet, "the‘wat9h§§," i1s more than tech-
nique. James i{s discussing the pfoblem of the artist
and the struggle to combine a "feeling" and a rational

‘self. Together, Rbderick Hudson amrid Rowland Mallet




. 1 | ,
constitute the whole man. Although Edel meant his

belief to be a positive advantage- for the novel, it 1s
obvious that itrpoints up a weakness of the certral
consciousness cgaracter. Rowland Mallet is a Very
immature and underdeveloped forerunner of Lambert
Strether. The whole" of the story, as James sug-
gested in the Preface, 1s indeed what happened to
Rowland Mallet; Rowland Mallet, however, was not yet
a'whole in himself. | .

Rowland Mallet was the first attempt. It is now
necessi;y to consider‘the qualifications necessary for

the finished product. James' most concise definition -

can be found in the "Preface" to The Princess

CQ§amassima.

Beginning the "Preface," James tells of his habit,
| during the first year of a 1ong residence 1in London,

of walking through the streets of - that c?ty for exer-
cise, amusement, and, most important, for 1mpressions;
It is easy to imagine‘bow the vast variety of London
htmmnity penetrated the sensitive,'but discriminating,
mind df the author. -Out of the shadows James searched
and found "some individual sensitive nature or fine
mind, éﬁme small obscure intelligent creature whose
education should have been almost wholly derived from
'them, cépable of profitirghby'all the civilisation,

all the accumulationS’to which they. testlfy, yet con-




7demned to see these things only from.outside..“12 This
» 48 the 1mit1a1 requisité for the central consciousness‘
character -- the "individual sensitive nature or fine
mind." To create a theme or conflict; James "had only
to imagine such a Spirit intent enough and trpubled
enough, and to place it in presence of the comings and

golngs, the great gregarious company, of the more

fortunate than himself -- all on the scale on which

13 , !

kit

| London could show them."
| With this combination of a sensitive person in
confliCt with London soclety (Paris\:? Rome) James has

 §-. . the genm.of an interesting theme. In/the case of The

A~

E , Princess Casamassime the sensitive mind is Hyacinth

4 R ——————
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Robinson., James stresses over and over the necessiﬁy
for the central character to be "finely aware," to be
able to feel, for "the figures in any picture, the
agents in any drama, are interesting only in propor-
tion as they feel thelr respective situations," and
the consciousness of the character in relation to his
; - ~ situation provides the connectlion or awareness for the )
 ‘peader. Thus, we are aware only of what the central
characters are aware of. It 1s their degree of aware-
" ness that'“gggféﬁabsolutely the intensity of their
advehtﬁre.“‘ As an example of being finely aware,
- James uses Hamlet and Lear, who, existing gmong &

| :myriad of coarse individuals, evoke the interest and |
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~ligence. Above all, the character must remain "natursl™-

T T e vt s s Vo

-

. ! s : : 1
curlosity of the reader by their own innate qualities, -

When planning the central character of The Princess

Casamassima, James recognized the problem of crediting

“his point of view character with possibly too much intel-.

{

in light of his circumstances; he cannot show too much
understanding lest the reader lose his‘compassibﬁ: There
mist be the right mixture of,ihtelligence gnd bewilder-
ment. James reasons that in order to prqvidel"that
sovereign principle the fcdnomy.of'interest" the char-
acters of a novel must be acutelyﬁintelligent and at
the same time suffiéiently,lacking in their ability to
grasp é situation or (and) understand 1it. To create
"an issue or suspense" they must have as much experi-
ence as possible "to be aware of a situation yet not
quite enough to conquer it immediately." 1In this way,

S
the observer becomes aware, perplexed, and then, 1n

( \ _
~ 1
the "simplest" of terms reports to the'reader.'5 If
the thoughts and feelings of the character are pre-

sented intensely the reader -should feel an intimacy

. Wwith and a s}mpathy for the character. If the author

has been successful in this attempt he should have then

established a chain of sympathy and uhderstanding be-

’ tween himself, his character, and his reader.

It is now necessary to consider the theme and

_character in relation to each other and consequently




in relation to soclety. To obtaln a clear picture of .
what the author is presenting, the pictorial'whole,‘

the reader must have sonme "concentrated individual.

notion" of each character. In the case of Hyacintb
Robinson, we are concerned with him, not because he 1is
'terribly clever, but because "of 1ts so mattering to
his very life what he does make of tbings."16 We see
this young man as sensitive and intelligent (the latter

in a rather limited fashion). We see that hc is ter-
\riblycconcerned with life, and for that reason he
ernicourages our Sympatby.

Once the reader has a view of the central char-
acter -sufficient to induce sympathyi the author intro-
duces the reader, through the central character, to’
the world around him. The reader observes tnis world
only thrcugh the perceptive eyes'of the central con-

- 8cliousness. James comments on thc observations of his
‘character: "I find myself agaln recalling, and with
the possible 'fun' of 1t reviving too, how I recog-
nised, as revealed and prescribed, the particular
complexion, profession and other conditions of my
little prcsumptuous adventurer, with his combination
of intrinsic fineness and fortuitous adversity, his .
- 8mall cluster of 'dingy' London assoclations and thc
swelling spirit in him which was to,te'tﬁe field of

17
hls strange experience." The "swelling spirit" in




The Princess Casamassima is Hyacinth's dissatisfaction

with his life of poverty and his jealousy of a 1life of
ease -- a life with which he was too unfamiliar for
his own contentment. The nature of Hyacinth's precisge
1nvolvement‘with this social world will be left for
the curious reader. Our next concern in the study of
James' technique and plan for the novel is his use of
a confidant or "econnexion,"™ i.e., someone to provide,
for Hyacinth, an opening into the social world.

In this novel, the connexion or "confidant™ 1s the
Princess Casamassima, a "world-weary" invalid, with
"an aversion to‘the 'banal'" and a passion to "feel
freshly about the 'people' and thelr wrongs and their
sorrows and their perpetual smothered ferment."18 As
a result of this ability (or at least her belief %n
this ability) Hyacinth is encouraged to talk to her,
and we are encouraged to lisﬁen; The author has
established a chain of sympathy from himself to the
character and, thus, to the reader. Christina Light
1is an early and,comparatiVely speaking, rough and
' unpolished version of the confidant. The use of a
confidant is an essentialuingredient of the central
censciousness technique,}for it is to the confidant

that the point-of-view character reveals himself. The

- varying degrees of the confidant's importance will be

revealed as we consider specific works.
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Our concern with the novel itself must be limited
to anAevaluétion of it as a work aiming to use tge
central consclilousness technique.,
| The novel's theme, according to Leon Edel, is the
"plight of the London working class and its nascent
revolut‘ionary‘im.pulse."l9 It 1s the story of an in-
significant London bookbinder, Hyacinth Robinson, who "
13 pulled from his lower middle class existehce into
the dazzling sphere of the Princess, Christina Light.
Previous to meeting Christina, Hyacinth was committed
tédsupporting the revolutionary element and was sur-
»pfised to find how thoroughly he enjoyed the physical
ease and mental stimulation of the arlstocracy (the
targets of his revolutionary affiliation). Torn be-
tween his old sympathies and his new friends and sur-
roundings: and between his plebeian, and aristocratic
herltage, the jouth is unable to carry out his assigned
task of assassinating a Duke, and ultimately ends his
troubled existence by destroying himself, N
Critics have surveyed the technical aspects of
this novel with opposing views, and the conclusion
seeris to be tgat it is highly questionable whetber‘
‘James had written.a novel with asuccessful central
cOnsciousnegs character, .-v

Beach states that there is a "strong tendency

~ towards the author's distinctive method of gradual

10
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revelation" and that The Princess Casamassima is the

"nearest approach to the technique of the later period";
he will not grant, however,_JameS*complete:sucéess.zo

Alwyn Berland supports this view and states that "Jémes
employs Hyacjinth Robinson as a center of consciousness

in The Princess Casamassima in only a limited way,"

,the limitation caused by the shift in point of view and

the readér's awareness of ideas and situations which
| - 21

are not known to %he protagonist.

Other critics vigorously assert that James has
failed inlhis attempt. Van Wyck Brooks believes that
no young man raised under the impoverished conditioné
ascribed to Hyacinth would have been Lﬂbﬁed with the
"social envy" attributed to the young bookbinder.22'
Cargill refutes this suggestion by reasoniQ§ that
Hyacinth could easily have a portion of the sensi-
bility of his creator, since James was the grandson
of an Irish iImmigrant, who apparently possessed ideas

. | 23
beyond class or calling., ~ )

- Also refuting the stabilitj of Hyacinth as the
central consciousness character is Pehlham Edgar, who
claims that the reader ié\ﬁhprepared for the change
in Hyacinth's outlook, as’ he invades the world of -
politicﬁl thinking and graclous living, "This violent

f , )
transition 1is wholly insufficient and the 1nadequacy

- of his explanation diminishes our sympathy with

11




2l

Hyacinth." = Should Edgar be correct in his view that

Ve

the feader is unable to "feel" with Hyacinth, James hgs_

) \ |
failed; however, Edgar is assuming that he understands

what every reader "feels,"

a large assumptlon indeed.
Stephen Spender appears to agree with Edgar by
suggesting that the theme of the novel is the "death of
society" and "Hyacinth himself is a feeble revolution-
ary, and his existence as a bastard makes him a living

contradiction in terms of class." Spender ignores

2

the problem of point of view. 3
Opposing the critlics who note a lacg gf éoﬁsistency
in the character of Hyacinth Roblinson, Loulse Bogan
insists that the young man is "an a;tist, a cléar,
sensitive intelligence, filled with Imagination 'which
will always gilve htﬁ the clue about everything.'™ The
latter statement was James! initial aim in the novel.26
Elizabeth Stevgnson states that James' accomplish-
ment in the'novel is that he has succeeded in reveal-
ing the "expansion of the young man's moral and aes-
thetic powers" and caused the reader to "hang breathless

upon each step of Hyacinth's way." She considers The

Princess Casamassima & "prime example of James' ability

to extract the last bit of excitement from a suddén,

QXP1°31V9 opening out of imaginative comprehension."27

" Differing from the views ofi the ébdve”cfitiés,'

\ F. W. Dupee comments that "Hyacinth seems a case merely

12




of unrequited sensibilify, of the man who is too good

for this world." He adds that Hydcinth's fate (suicide).

"1s the fate of-sensibility in the present world," and
"this sense of evil is the very stuff of things, and a
. new province 1s discovered for literature, the province
lof the latent. "28 The first part of Dupee's statement
8hould be weighed with previous critical remarks, The
1atter, the problem of "the sense of evil," and the
central consclousness character's awareness of evil

Will be discussed at length in chapters dealing with

Madame de Mauves and The Portrait of a Lady.

In conclusion, it is safe to say that The Princess

ggggmassigg has never been received enthusiastically by
James'vreaders: it 18 not a mature creation, nor 1is
1ts central consciousness character a fully developed
eensitivity. It was, however, an insplred attempt to

portray a struggling observer who became fully aware

too late. He cannot be greatly admired because his
struggles are often frustrating and his goals too un-
defined. 1In spite of its weakness, the novel 1s the
seed of a technique which when grown to maturity, is
superb .

The basic materials for the Jamesian center of
corsciousnees~novels have been presented. The ground-
work, according to James, was entirely dependent on

the author's -ability to be in "full personal possession

y " . TN
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of his matter" and James repeatedly stresses that his

F ? notes werb'"exactly the results of his gathered impres-

) sions and stirred perceptions.” He concludes his pre-

. face to The Princess Casamassima by stating ". . . if

g | | you héven't, for fiction, tﬁe root of the matter‘in\you,
é haven't the sense of life and the penetrating imagina-
-tion, you are a fgol in the very presence of the re-

“ vealed and assured; but that if you are so armed you

are not really helpless, not without your resource,
29

even before mysterles abysmal."
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Chapter II

Madame de Mauves

In the early short novels of Henry James, we find

‘the seeds of his most characteristic themes, styles,

anqttechniQues. Charles Hoffmann states that "the

dramatic method and scenic development, the indirect

14

approach, the central observing intelligence, pictori-

al répresentation, objectivity and consistency of point

of view -- all these elements of James' art of the

novel are utilized in the early short novels."1 More

specifically, the cpltic notes that in Madame de
Mauves,-published in 1874, we have xhe "first suc-
cessful use of the central consciousness technique,"
a work in which "James achieved a remarkable degree

of téchnical control and maturity of style," and the

control of theme through technique is achieved by the
2

use of a central obéerver, Loggmore," For further
justification, Phillp Rahv notes that this work dif-
fers from other storles of the early 1870's, because
1t does~focus on the éehtral consciousness technique, -
although it goes not have the perfected style of The

Ambassadors. The consistency of point of view will

be the focal point of the following discussion, with

'.a necessarily limited consideration of the other

elements, 1 ‘
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Having been educated in a Paris convent, Euphemia

o

Cleve allowed her imagination to dwell upon the belief
thét marrying a titie would guarantee a mate wiﬁh I
"ideél delicacy of feeling." When her school friend,
Mademoiselle Marie de Mauves, took the girl to the
family castle and introduced her to her brother, the
cynical, pervefted, and totally un-conscientious Baron
de Mauves, Euphemia thought she had found the answer

to her desires. After a two year trial separation,

insisted upon by Euphemia's Mama, who suspecteéjthe

Baron to be interested more in Euphemia's generous al-
lowance than in Euphemia, the couple were married. It
did not take the previously innocent Euphemia long to

realize that noble birth was no guarantee of moral

conduct. A mutual friend, Mrs. Draper, introduced the

silent, suffering heroine to Bernard Longmore, and the
two enjoyed a reserved, compatible and unexciting |
friendship until the respectable hero fell in love with
the "gentle“ Euphemia. Scorning advances as something
beneath both of them, Euphemia advised Longmore's im-.-

mediate return to America. Two years later Longmore

heard an interesting bit of news from his Paris sc-

“quaintaﬁ%e, Mrs. Draper. It seemed that the Baron had

v

sincerely repented of his evil ways, begged his wife ‘to
) \ ,
forgive him, and acknowledged hls love. Upon her cold

\ |
refusal, M. de Mauves lost his "joie de vivre," and
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k
"one fine day they learned that he had blown out his
b:t'a\fl.risa.",4 ~t

Although the plot of the short novel is relatively
uncomplicated, the theme and the author's purpose have

caused questioning among'%he critics. Cornelia Ke}ley.

suggests that Madame de Mauves is the story of how
Longmore "follows the urging of Mrs. Draper to "prove

to Mme. de Mauves that an American friend may mingle

‘admiration and respect better than a French husband."

Rahv suggests that the theme 1is the "ruinoﬁa:m&rriage
of an American girl to a French aristocrat of low order"

and Euphemia Cleve is a type "experimentally inter-
6 |
Osborm -

national," a view also supported by Cargill.
Andreas .carries the 1idea further by suggesting that the
theme 1s the "essential immorality of any attempt to
order other people's lives for them." James, he re-
calls, objected to the ™emotion of personal love," be-

7
cause 1t "dulled the sense of truth." Somewhat tying

, together the above views, Kelley also states that James'

immediate concern in Madame de Mauves was to depict the \

characters and conflict between two nationalities where

- the basic principles of human nature in each are totally

w

8
different."

The themes m@htienad above are certainly not absent

from the story; however, it was not Jémes' purpose to

emphasize the international situation, nor was he at-

—
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tempting an ethicalévaiuation of French and American
mbres. The follgwing discussion will try to reveal that

the ceéntral consciousness technique was at the center

of this work, and Longmore's growing understanding of

his experience is James! maln concern in the short novel.

This work should be v}ewed as on® in which the central

consciousness technique is at 1ts premature best.

We are introduced to the story through a view of
Paris, The viewer 1s Longmore, the observer and central
consciousness character. He looks at tpe city spread
before him in "dusky vastness . . . with a feeling of
painfully unsatiéfied curiositya and the recurring

1"

sensation that he 1s "%0 miss some thrilling chapter

of experience.” Ind;ed,,he is to have an experience,

- a mental experience, which is to provide him with a new

- understanding of human nature. Unlike Strether in The

Ambassadors, to whom Paris was delightful and"imégi-
natively provocative, Longmore'!s Paris p;oéides no re-
awakening of the germ of youth, and after his initial
observation, the city is of no consequence.

In the beginning Longmore 1is merely the observer,

‘but, as the plot progresses, he assumes a more active

role, He is not merely critic or observer but an
Integral part of the world of Saint Germain. He is

passive in his reluctance to'eXp:ess openly his feeling

'fgr Madame de Mauves; nevertheless, his mind is strug-

. e

| .
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gling to comprehend hiéiown feeling, the feelings of
Madamé de Mnuves; and the seemingly contrasted views
of Frenbh and American morality. ka he attempts to/
understand, he becomes more socially involved with the

actors of the 1little drama, and, unlike Strether of

The Ambassadors, who merely watches, Longmore is deeply
involved with the suffering French wife. |
Longmore tries, but he is unable to cémprehend
fully what 1is happening, thus fulfilling James' theory
that the central intelligence cannot be omniscient, and
must have the&"rigbt:mixture of intelligence and be-
wilderment." We learn from the narrator that Longmofe
was "what one may call a disappointed observer," and

L4

one who "never chose the right-hand road without

beginning to suspect after an hour's wayfaring that the

left Wwould have been the interesting one."10 Thus, he
1s not in the least anomnisdient observer, fitting.the
Jamesian ideal of an observer who cannot be "too inter-

pretative of the muddle of fafe, or in other words too

divinely, too prigishly'clever."ll Not only is Longmore
not omnisclent, he 1s also what James would call "be-

wildered." He, by his “opposed and tangled state,"

helps keep down the "complexities." This can be ag=

complished, James commented in the Preface to The

Princess Casamassima, by not attributing‘"feelings to

persons who wouldn't in all probability have had any
S o
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to speak of. The complexitiéé in all thelr bewillder-
ment exist in Longmore's mind.

At times we feei that he is perhaps more "bewil- )

dered" than intelligent. Philip Rahv comments that Long-

more belongs to "James' long line of sad and uncertain

young men whose ideal frustration so splendidly confirms
| 13

their delicady of feeling.” Like John Marcher in The

Beast in the Jungle, Longmore 1s too actively engrossed

in his own emotions to be acutely aware of the character
of the person he is observing. It is§not until the very
end of the story, after learning how the action of
Madame de Mauves results in her husband's suicide that
"in the midst of all the ardent tenderness of his

memory of Madame de Mauves, he became conscioﬁs of a
singular’feeling, -- a feeling for which awe would be
hardly too strong a name."lu ) .

We shall now consider the manner in whibh Longmore
became finely aware of his ekperience and arrived at an
understanding of Madame de Mauves.

The novel achieves uhity, according to Robert
Gleckner, througﬁ four forest scenes which "chart for-
mally, the development of the relationshlp between
Longmore and Ehphemiawand‘the former's growing awéfeness
of the full strength of character shown by:theﬂlatter
in her relationship with M. de Mauves."ls-' “1

Thé first of\these'scanes occurs in Chapter IV
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when Longmore and Madame -de Mauves, having left the

latter's "excessively artificial garden" of "narrow

\

alleys" and)"a thin'spouting fountain,"  wander into
the forest and rest on a fallen logi Here Longmore .
pointedly attempts to learn the caﬁse of Madame de
Maﬁves' unhappiness. She suppiies no direct ansﬁér,

and Longmore learns little more than that the young
woman desires friendship and notnromance;. That evening,
in a letter to Mrs. Draper, Longmore comments that "
Euphemia's love marriage was no more than an “absolute

1dealization,"” and that she has struck him as a "person

who is begging off from full knowledge, =-- who has

struck a truce with painful truth, and is trying awhile
the experiment of living with closed eyes."17 This
1ncipfént'stage of Longmorefs understanding is more of
a guess than a true comprehension of the feelings of

the'heroine.

| Sdene two, according to Gleckner's appraisal, .
takes place in the same setting as the above mehtioned
scene and occurs after angmére's return from Paris,
where he has obsérved M. de Mauves dining with another

woman., During this meeting with Madame de Mauves

(Chapter V, pp. hé-,-Sl), Longmore proposes that she is

~ far too good for the husband and social standérdsfsbe

‘1ives with, and a better cholce would be "a society

possibly rather provinciai, but . . . a good deal of

mv
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8011d virtue; . . . and no particular iniquities and

adulteries," plus a husband or her own "faith and race

and spiritual substance." To his surprise, she con-

siders his suggestion a "vision" and adds that “'viéions
are vain things; we must make the best of reality.'" -
Longmore cannot understand Madame de Mauves' inability
to leave her husband, but does realize that she is
"somehow beyond him."l8
Confused and perplexed, Longmore travels into the
French countryside and observes a seemingly innocent
panorama of rural life at a country inn. This, the
third scene contributing to Lbngmore's mental develop-
ment, proves to be a disillusion.19 As he watcheé a
young artist and hils devoted female companion, Longmore
is charmed by the couple who seem so free from.evil,
so natural and so perfect in the i1dyllic sett;ng.l,For
a moment hls faith in conjugal fidelity ‘is restored.

Then he is shattered to learn that, in all probability,

the couple are not married and the charming young woman

is merely a temporary necessity in the 1ife of the
artist. After learniné from Madame Clairin that an
affair with Euphemia would be in tbe.family tradition,
Longmore thinks he has eséaped into a world of ideal
gocdness. qu'the second time 1in two days Longmore's

ldeals have been shattered., He has observed and has

been disillusioned by what he has seen and heard, and

22
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he finds it difficult to accept. He does nét yet under-
stand that Madame de Mauves B&s been disillusioned bj
her physical experience and hasigcceﬁted it. In her
é&ceptance she anticipates Isabel Archer.zo |

Longmore's dream of Madame de Mauves constitutes.
the final forest scene., In this scene James "fore-
shadows allegorically the final destruction of the 11-
lusory freedom, innocence, and escapé which Nature seems

2 . #
1 In the dream, Longmore finds himself in a

to offer."
wood with a stream dividing him from Madame de Mauves
who, When she recognized him, "looked at him very gravely
and pityingly."22 Wishing to be with her, Longmore con-
siders plunging into the éurrent to reach the other
side; however, he sees a boat with an oarsmdn whose
face 1s out of view. The bo:f stops; Longmore enters
and 1s taken'to-the 6pposite shore, only to find that
Madame dé Mauves 1s now on the other bank. As the boat
proceeds down th;'river; the oarsman turns, and Long-
more recognizes the face of the Baron. | p
Presented as a dream, the allegory seems "sponta-A»
neous"” and thus suitable for a dramatic story.23 As
the youngnman’considers the dream, he becomes aware
that "no great ingenuity was needed to make it a rather

striking allegory, and it haunted and oppressed him

for the rest of the day." Gleckner comments that "the

Tforest world of freedom, which Longmore reached by

_{___'./.
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penetrating through 1t to pastoral innocence, is an il-
. lusion, for it 1is only by meanngf M. de M&uvés' offer

that that freedom can be attaiﬁgd." Sacrifice, in xhiél
instance, is necessary for the "preservation. of good,' | _i
.Sf reality, of truthfulness, of the dignity and in- . l

@ 2l , -
violability of the human soul." Longmore has -learned |

that Madéme de Mauves would be denying all her ideas of
ethical conduct, shouldishe subscrige to her husband's
suggestion. What M. de Mauves has not taken into ac- | |
count 1s that "potb Euphemia andJLongmore are Americans 4 g
in’ﬁhom conscience and reason and dignity are stronger

25

than passion.™

|
~While the main activities of Lgngm%re's mental ex- N g

'periences occur in the four forest scenes, there is more
to his growth which must be considered., His experiencé
and view of Madame de Mauves' situation'are not entirely'
his own: he is 1nf1uénced‘by his American friend, Mrs.

Drgper. The confidant, a character of majg} importance

in The Ambassadors and The Beast in the Jungle, is of

quéstionable importance in Madame de Mauves. Beach

comments that Mrs. Draper is only.a-"hint" of this
~character. James does; nevertbeiess; assién the role,
unimportant as it may be, to Mrs. Draper,.and he de-
j;cribés the confidant as someone with whom the observer - ]
may discuss the situétion; compare notes; and cbecg'up

P

- 26 » ;
on theories, This 1s the case, to a very limited | B

[ )




;
{
:
b
:
1
?
!
d
;
:
3

T iy v P s L BV L e S Sy S T A S - e 1o - -
N

—_

-

degree, in Madame de Mauves._ While Mrs. Draper does

introduce Eongmore and Madame de Mauves,.tqurévide the
problem, and, at the close of the story, inform Long-

more of Madame de Mauves' fate, she has little to do

with the formation\of Longmore's experience as it de-
velops. If Mrs. Dﬁaper 1s to be considered the con-

fiaant in any sense of the word, 1t must be due to the
result of her initial influence on Longmore when she
infobms him of the problem of the‘long-sufferingfwife. .
"It's the miserable story of an American girl, born to

be neither a slave nor a toy, marrying a profligate

=

Frenchman, who believes woman must be one or the

L 4

other." Longmore, unfortunately, accepts her biased

opinion (it is not until the end that he questions 1t)
and assumes that Madame de Mauves 1s unhappy being

married to an "unclean Frenchman." The Baron confirms

- Longmore's opinions by giving the young man a humorous

A

account of his visit to America and stating that he

considered the country a "glgantic joke," thus conform-

ing Longmore's ideas of French superficiality.

Other than the limited 1nf1uencé of Mrs. Draper,
the ideas Longmore forms from his ;:;ervations are his
own. The reader,'however, can deduce his opinions from

both Longmore and the often subtle intervention of the

;Ba:rator.' As in The Beast in the Jungle, and The

Portraizmof a Ladz; there are two stories to tell,
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In The Psychological Novel, Edel comments on the

pbint of view- as a literary technique. This method
presents certain liinitations beyond which the author
cannot go 1in show‘ing his readers a "character's 'rela-
tiori' to him'self." There are two!levels‘of awvareness:
the story the reader sees through the eyes of the
observer aﬁd the 1lluminating characters ‘and the stor
to be deduced.28 The deduction is, of courses, the |
reader's responsibility. We have considered and viewed

Longmore'!s pbservations. - It is necessary -to conslder

aspects of Madame de Mauves which are not immediately

apparent to Longmore. B
Early in the work the reader is forewarned of the
outcome of the ;iot. In Chapter II, the iyar;'ator sug-
gests the'vulgai"ity" of the youhg Baron, by describing
bi’m as "very shrewd, very positive, very ironical, and
very French." 1Included, also, is the warning of the

Grandmother, old Madame de Mauves, who advises the

young girl ~"not to lose in 1life and be wary of people."

"After the proposal of the Baron, she cautions Euphemis,

"Whatever befalls you promise me this: to be your-
29

self." We are subsequently told by the narrator that.

the words of ~old Madame de Mauves "were the result of
a somewhat troubled conscience, -- a conscience which
told her at once that Euphemia was too tender a victim

to be sacrificed to an ambition."jo

- 26
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As the reader observes and Iistens to Madame de
Mauves, in her discuséions with Longmore, it 1s possible
to question her character., Perhaps Longmore 1s biased
In his views. She has grace, charm, and beauty: dbes
she possess feeling? Longmore, subtly questioning her
passivity, learns from her: "I have a really pusil-
lanimousxdre?d of moral suffering. I belieQ; that —
without base concessions -- there is always some way of

escaping from 1t. I had almost rather never smile all

- my life than have a single violent'explosion of grief."31

, “
Loulse Dauner suggests that the constancy of Madame de

Mauves is Mreally an emotional and spiritual frigidity,"
and she is unable to bend to feelingQ,32 |

During the second to last of Longmore's visits,
Madame de Mauves reveals the chilly depth of her ﬁature,
After commentiﬁg, in a matter of fact manner, on the

friendship she has for him, she informs the young man

. that he 1s not to see her again. Obviously aware that

Longmore feels and desires more than friendship, she
stat;s: "f have such confidence in your reason, that

I ébould be greatly disappéinted if I were to find it
wanting." ‘Longﬁore, who can barely believe the meaning
of her words, answers, "My reason? Reason is a mere
wordl The only reality in the world is feeling!" Now,
shocked by the ldea that it 1is his reason Madame. de

Mauves 1is appealing to, Longmore notices something- about

27 .
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her of which he had not preﬁiously been aware. "As she
went on her manner grew strangely 1ntense, and she had ’
the singular appearance of a woman preaching reason with
a kind of passion. . . . In her white dress, with her
pale face and deeply lighted eyes, she seemed the very '
spirit of the summer night. . . . Were her words in

Their soft severity a mere delusive spell, meant to

‘throw into relief her almost ghostly beauty, and was

this the only tfuth, the only reality, the only 1aw."3u‘
The expressions, ' spirit of the summer night" and ghost-
ly beauty," suggest that this presumably noble creature
1s out of touch with reality, and we entertain s feeling
of "awe" before Longmore does. The "gentle" Euphemia )
has managed to inspire an unknown féar and dread -- a
feeling of "awé." As yet, Longmore does not become
fully aware of this sensation, but he knows he does
not understand tbe-womég before him, AMiss Kellsy sug-
gests that possibly Jamés had been "overscrupulous" in
his portrait of Madame de Mauves and "was forced to

fegard Euphemlia with a kind of 'awe'" because he did

not really understand people. Euphemia and Longmore

¢

are too good to be7true, and the speeches made by‘the

‘young woman and the subsequent replies by her admirer

35

are unreal

During his last%visit to Madame de Mauves, Longmore

1s told: "I mean that it's better to have done nothing

28
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)
in bitterness -- nothing ‘in passiomn;*' Afterward,: amazed . °
bj her strange, unearthly quality, deﬁoid'of feéling,
Lonémore‘comments'tofMrs. Draper, "Madame de Mauves has

not a grailn of folly left. . . . She has her-eonsolation

in berself; « « o 8he needs none that any one élse can

36

offer her." By demanding her "chizalrous lover to

sacrifice his passion to an ideal of fineness" Madame de
‘Mauves has acquiesued in "conven’biona1 mora1ity."37 She
has, as Hoffmann states, handled Longmore with "dignity,"
a dignity lacking in her’"spiteful tre?tment of her |
husband,who, appreciating her fin;nessxin rejecting Long-
more, falls deeply in love with her." "Her refusal to
‘forgive him and accept his lovef though consistemt with
her disillusionment, 1s inconsistent with the high level
of behavior she reachéé with Longmore."38 Indeed, she ‘
has been wounded and suffered, but her period of martyr-'
dom reaches an end, and she refuses to accept it. She
18 unable to forgive. She 1s nbt, éé Hoffman suggests,
motivated by "an ideal of 1ove,"39 but rather b&Iai

rigid moral standard, which appears to drain-;er of

Y, >

any natural humane feelings. Truly,mshe 1s capable of
filling one with "awé."

As Longmore realizes, she needs no one 1n'her'ﬁorld.
Madame de Mauves herself comments,""This 1s not Americs,
perhaps, about me, but it's quite-as little France.

France 1s out there, beyond tbé‘garden, in_the town, in
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the forest; but here, close about me, in my room and¥ --
she paused a8 moment -- Yin my mind, it's a nameless
o .
- country of my own.'"l’L She 1s quite alone in her "name-
less country." She 1s alone by choice. By his ob-

- servation and meditation, Longmore becomes aware of the

eXpefience he was afraid he would miss., Madame de

g ' ~ Mauves has been his experience. He has felt 1life,

| Whaﬁ happens inwardly is what counts. Longmore's
dominant character trait is his "passivity" and refusal
to act; however as he observes the behavior of Madame

de Mauves and her insistence on admitting only the

- / 'friendship of their relationship, his view of life 1is

enlarged. He has gained, in mental expérience, some -

thing of infinite value, Madame de Mauves has 1lived
’#up to her ideal of moral céonduct. She has preservedgv
_; - her virtue and maintained a fineness of character,
Longmore, on the other hand, accepts her rejection,

not from pangs of conscience, but from a sudden recog-

| A nition that if he persists he will be doing what the

vulgar spectators expect him to do. Perhaps the "awe"
he feels relates to his own awareness.

James has succeeded in creating a shdrt novel in
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: ) " which the success of both form -and idea are dependent
“on the "atmosphere of the mind." Having followed with

interest and concern, the frustration, resignation, = -

 and realization of Longmore's mental experience, we




recall the admonition of Madame de MauVes,. "Don't laugh

at your conscience . . . that's the only blasphemy I

{

kDOW. " ) | :
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- London across the channel for a month's vacation in

" "more careful observation" than the novels of the other

N o ——

Chapter III

- The Portrait of sa Lady

1

In 1880 James traveled from the social orbit of

Florence and back for a London reunion with his brother
William, Accampanying him was the fragment and first
installment of his novel, The Portrait of a ngi.

Ultimately, the author relaxed at number 3 Bolfon Street
and slowly, but diligently, wrote and re-wrote the
story of Isabel Archer, The work was completed in Italy

during the following year.
The Portrait of a Lady appears as Volume ITI in

the New York Edition. It was written to be publlished

as a serial in The Atlantic Monthly and began to ah- /

pear in 1880. | ~
In Isabel Archer, the "heretofore scattered traits" |

of the early James heroines are "unified and corrected."”

She 1s, according to Philip Rahv, the first of James' oo

heroines in a "truly pivotal position, comprising the

dramatic consequences of a cqnflict”not merely of man-

ners but of morals as well."  Comparing Portrait with

Hawthorne's House of Seven Gables and Cooper's Satanstoe,

" Richard Chase credits the work with "more detail" and

2 -
authors, because James has "'researched' his subject."” ‘ )

\
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It 1s the purpose of the author, states Dorothea Krook,
to show how beauty and grace co-exist with corruption,
és well as tofindicéte what a fatal fasclination these

3

can have for a susceptible young lady. Our concern
will be with this young lady and her observations of
the world about her, a world which Dorothy Va%(Ghent
calls the world "of an 1mperishable consciouemess',.",4
Leon Edel, whose blography concerns itself with
the autoblographical significance*of James'! novels and
short stories, SUggeSt; that the allusion to the "flame-
~1ike spirit" of Isabel Archer brings to mind the iate
Minny Temple. James admitted that he thought of his
cousin when creating the "eager imagination" and "intel-
lectual shortcomings" of Isabel; however, the porfrait
of Isabel could.not parallel the 1life of Minny Temple
since the latter did not live to méturity. There 1s,

nevertheless, much autoblographical material in The

Portrait of a Lady, including a similarity between the

heroine and the author of childhood background and
youthful ambitions, which lends interest to.James'
portrayal of truth in this novel. -
Describigg the germ of the plot, James confessed
that no plot, as such, existed. His 1nspiration did
not come}from.the usual serieé of related matters, but
from "a single character, the character and aspect of

a particular engaging young woman, to which all the

!
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usual elements of a 'subject,! certainly of a setting,

" were to need to be super-added." Like Turgenieff whom
James admired, the#author drew inspiration from the ap-
.peal and interest of a particular person. He vliewed
this person "subject to the chances" and "complications
of existence™ and then had to create "situations" and
"relations" which would bring them out and produce feel-
1ng.7 In his Preface to The Portralt of a Lady, James
stressed the Importance of finding first the figures

and then the setting. "The figures who were to con-
tribute to Isabel Archer's stoféy-- Ralph Touchett, his
parents, Madlame Merle, Gilbert Osmond, his daughter,
Lord Warburton, Casper Goodwood, and Henrietta Stackpole,

" These he referred to

sinuﬂy'descended upon the author.
as "the numbered pleces of my puzzle, the concrete terms
of my 'plot'.™ "It was," James continued, "as if they
had simply, by an impulse of their own,,fidﬁted into

my ken, and all in response to my primary question:

What will she do?" The author compared "the others" to
the invited guests who come to a party in order to in-
sure there beling one. The only member ofiythe retainers

to merit Special attention in the Preface is Henrietta
Stackpole, the "light ficelle," whose presence in the

book is to provide amusement and "cultivation of the

" 1lively." She, like Maria Gostrey in The Ambassadors, is

"like the fishwives who helped to bring back to Paris

e e —
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from.Vereailles,'on that most ominous day of the first

half of the French Revolution, the carriage of the fbyal

family. n
For further clarificétion, James states in %he

Notebooks that "the idea of the whole thing 1s that the

poor girl, who has dreamed of freedom and nobleness,
who has done, as she believes, a generous, natural,
clear-sigﬁféd thing, finds hefself in reality ground in
"the very mill of the conventional." 7

These, then, are the circumstances and plan for the
novel: .to present the working of the mind and life of
an engaging young woman, surrounded by a variety of
people and under a speclal obligation to be amusing.
.They:may'appea; weak, but they are all the author "of-
fers up." He "offers them up" in a neat and carefully
préportioned novei of three almost eqqal parts., The
first 200 pages reveal little of Isabel's @houghts as
the central consciousngss figure, but they do 1indicate
the attitudes and ideas which shape her future.

The first part, which introduces Isabel, the daﬁgh-

. \’«’K\

ter of Mrs. Touchett's rejected and now dead brother,

-ﬂ'ingludes the first nineteen chapters. At Mrs. Touchett's

proﬁosal, Isabel accompanies her aunt to England and the
Touchett estate, Gardencourt, where she is met by her

aunt's invalid husband and their semi-invalid son, Ralph

‘as well as the wealthy Lord Warburton., By the concluding
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chaptere of the first part, Isabel has asserted her charm
and personality to such an extent that the dying Mr.
Touchett, at his son's persuasion, agrees to will Isabel
& substantial portion of his estate, enough to make her

> free and independent. Lord Warburton, in turn, offers

himself as well as his fortune in a rather pathetic
" proposal, a proposal rejected by the helress after care;
ful, cold deliberation. W

Sixteen chapters comprise the secohd part of the
novel., Isabel, now the somewhat bewildered holder of
70,000 pounds is about to "choose her fate." Almost
simultaneously with the money, Madame Merle (a merle 1is
a blackbird) appears, and the complications which lead
to Isabel!'s misery and confusion begin, Through Madame;
Merle, Isebel meeﬁs Gilbert Osmond and his passive and
obedlent daughter, Pansy. With Osmond's dignified and
appealing proposal, Isabel's acceptance and defense of
her acceptance to various people concerned with.hef
choice, the second part is conc%gded.

The novel's third sectlon, Chapters 36-52,~1ntro- |
duces the disturbing consequence of Isabel's marriage |
and reaches its climax when Osmond forbids Isabel to
travel to England to visit'hef dying cousin, Ralph
Touchett. After much deliberatien and a visit to Pansy,

who 1is safe in a cenvent, Isabel disobeyS her husband and

at the bedside of the dying Ralph purges herself of her
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fears and passions. Remaining cheapters ;%ford little

more than an opportunity for Isabel to conclude her
relations with Ralph, Mrs. Touchett, her friend Henri-
ettsa, and\the ever-persuasive Casper Goodwood, who makes
one final\impassioned plea. Isabel, of course, rejects
his proposal and the novef/ends: The heroine 1s still

a young woman, possessor of a sizable fortune, a mean-

ingless marriage, and a horrible awareness,

3 The following pages will attempt an evaluation of
the effectiveness of the central consciousness technique

in The Portrait of a Lady. This will be accomplished

by first establishing through critical comments that
Isabel is the central consclousness character; second,
by revealing the development of this character through
a discussion of setting and James' use of metaphor; and
third, by analyzing Chapter lj2 as the prime example of
Isabel's recognition.

Richard Chase acknowledges that Isabel Ardh;r is
to a "considerable extent our point of view" and "tends
to see things as a romancer does." The other eye,
through'which the reader sees, is the "objective," "more
comprehensive," and "more disillusioned vision" of the
,author.lo Miss Kelley belleves that James "gave the '
whole novel" to Isabel and "not only placed her in the

center," but "he placed the center in her consciousness,

in view of herself and of life." Miss Kelley adds, how=

i
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A ever, that, after James fSEusedeverytbihg on Isabel,
5 "then he looked at everythling as she saw it."ll H?hus;
} - " while it i1s Isabel's eXperience'which lies at the
| center of the novel, the reader gains hls experience
from Isabel's polnt of view, as well as the author's
subtle use of setting, metaphor, and suggestive state-
ments. Dorothea Krook corments that the novel's purpose

1s to reveal the "suffering, a suffering of the kind

peculiar to the highly intelligent and highly imaginative
'full vessels'! of consciousness:"l2 Beach, supporting

the idea of the importance of the type of person chosen

for the point of vieﬁ character, states that the ad- - .
ventures of Isabel Archer are "mild" by ordinary means
| "without her sense of them, her sense for tbem."l3 We
§ might conclude that Isébel is the pivotal point of the

novel, but the author's subtle intervention provides

the reader with a fuller view than could be gleaned from

Isabel's eyes alone., The theme, according to Dorothy

| Van Ghent, is the "informing and strengthening of the

_eye of the mind, "1l As Isabel, through the process of

observing, dev7iops,into a fuller consclousness char-
acter, the reader too develops. P
. James reveals the development of his compositionél
center partly through his use of setting andmetaphor.‘
Although Miss Kelley discounts any emphasls on

S | "%13068“ '1n\tbe novel, seeing the work Strictly as a
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"sortrait of a mind," 5 and William Troy, in his essay

' suggests that "nowhere in

"The Altar of Henry‘James,'
the book 1s the garden theme eXplicit,"16 the careful
analysis of the symbolic use of setting by Richard Chase
and Dorothy Van Ghent disqualiflies the hasty treatment
of- Troy and Kelley.

- The settings must be considered for thelir symbolic
significance and the manner in.ﬁhich they contribute to
our understanding of Isabel Archer and the meaning of

this novel, . | |

We have our first view of Isabel when she strolls,

bareheaded, across the lawns of Gardencourt, the Early
Tudor mansion of the Touchett family., The ample de-
seription of the éstate prdvides a feeling for the English
country-side; however, as the story progresses the vari-
ous house and garden settings have relatively little
scenic value, but instead provide symbolic insight for
the reader's understanding. -7
: Chase suggests that "the idea of leaving and enter-
M;ng a house, the contraét of different kinds of houses,
the question of whéther a house is a priéon or the scene
of liberation and fulfi&lment -~ these are the substance
of the metaphors in The Portralt of a Lady." Figura-
tively, the problem concerns Isabel's "leaving an American

house -- a way of life, that is -- for a European house.”17

Dorothy Van Ghent, in greater depth, views the problem
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as beingga "typical confrontation of American innocence
and moral rigor" with aspects of an older civilization

and its "special dimension to the moneyed prospéct."

Portralt, she continues, ws an "investment of the 'free® -

self in and with the circumstantial and binding past.”
It»is a "moral renovation of history in the freedom-of
18 |

the individusal conscience."

At Gardencourt, Isabel's adventures begin. Here

she‘eXperiences a peaceful existence in a house with a

"name and a history" and "privacy reigned." Here, a?go,

the temptation which .altimately provoked her fall from
innocence, 1is offered., When her aunt, Mrs. Touchett, ~
offers to take the girl to England and Florence, Isabel

regards the offer as an "escape from the loneliness" of

1life in her late father's Albany homé., She cannot com-

pletely d;scount her early life and tells her aunt that
the Albany house had meaning since it was "full of |
experience." When she leaves Albany she is "ostensibly
ready to pursue an enriched life of the emotions and

19
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thought."
The Early Tudor mansion "at once revealed a world

and gratified a need," and Isabel observes that "the
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deep greenness outside, that seemed always peeping in,
: the sense of a well-ordered privacy in the centre of a
'property' -- a plate where sounds were felicitously

accidental," were very appealing to her taste. Here




/ |
she finds "no need to isolate oneself from the world out-

side."21
Noting the constant emphasis on what is seen by the
eye and digested by the mind, Miss Van Ghenf states that

the emphasis is on the "modulations of perception in the

observer," and what matters most is the "response of
consciousness."22 An example of the above statement and
further relation of Isabel and the Touchett house is the
incident when Ralph takes Isabel through the picture
gallery. We learn nothing of the plctures, but from
Isabel's reactions we learn something of her. Through
- thelr discussion Ralph discoverszker romantic naturé,
her deslire for knowledge, and her wish "to be as happy
as possible."23 - |
More important than the house at Gardencourt is the
garden itself which Chase says "represents the enriched
sensibllity of the heroine."zh' Early 1n the novel we
learn that Isabel "wasualways planning out her develop-
ment, desiring her‘perfection, observing her progress.”
"Her nature had, {n her conceit, a certain garden-lrke
quality, & suggestion of perfume and murmuring boughs,
of shady bowers and lengthening vistas. . . ." Her
thoughts progress to the unfortunate people of the worldm
where there are no "gardens at all," but she dismisses

this idea and "alwayS returned to her theory that a

young woman whom after all every one thought clever
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should begin by getting a general impression of life,"
25

Chase

an impression "necessary to prevent mistakes.”

remarks that since the novel describes a fall from

| ) innocence, "it 1s suitable that the tragic action should
be metaphorically mirrored in the heroilne's mind by this
imaginative conjunction of the garden gnd the ancient
house, in which the garden standg for Isabel's Eve-llke
innocence and the house for a civilizaticn'that has lost
its innocence but ha; acquired -- along with its corrup-
tion -- wisdom, maturity, and the whole 1lnvolved and .

26

valuable accretion of culture." Isabel must lose her
innocence and the mistakes will be made rather than \
prevented in the process.

For Isabel, "good and evil are symbolizéd abstrac-
tions™ and it is necessary for her to 1@&Ve»her\gar§29
surroundings. She will not "impute significance to
human actions unless they are conceived as being exempt
from the ordinary circumstances of 1ife."?!  James im-
plles that innocence 1s good In itself but one -cannot
live in the real world without loosing innocence and
t@us galining culggre. To gain culture, Miss Van Ghent

iy P

- observes, Isabel ﬁust "come into knowledge of evil" a
e |

knowledge which makes thls work a presentation of a .
n20

"tragic view of life.
The door to Isabel's freedom 1s opened with the

.substantial'inheriténce left'téﬁher by Dan Touchett at




L by h 3
14 - . )

Ralph's request. Now she can commaﬁd her own iife.“ She
is free to make ;hoices. Her outlook is revealed dur-
ing a conversatidn with her aunt, Mrs. Touchett, when_
Isabel states, "I always want to know the things one
shouldn't do." "So as to’do them?" her aunt asks. "So
as to chbose,"'answeres Isabel.-29

The cholces Isabel makes reflect her almost 1lnhuman
attitude and foreshadéw her future. In what Matthiessen
calls her "eagerness for liberation," Isabel coldly re-
fused Lord Warburton, persisting in her "illusion of

freedom."BO

Lord Warburton in a perceptive reply in-
formed her that she would not be escaping anythling by
marrying him, that he offers her no "exoneration from

1ife or from any chances or dangers whatever,"

and adds,
"I never saw a person judge things on such theoretic
grounds."31 Isabel does not realize that already she
is basing her decisions on what she believes she sees
rather than on anything she might feel. In splte of
her apparent self-assurance, she is not qulte sure, and
the reader is told by the narrator, "With all her love
of knowledge she had a natural shrinking from raising

' 4
curtains and looking into unlighted corners." "The love

of knowledge coexisted in her mind with the finest
capaclty for ignorance."32

The second choice forced upon her is whether or not
to marry Casper Goodwood. She appears never to have

given him serious consideration and tells him she wishes

"




to.learn to live alone.

Ultimately, Isabel arrives at the decision to marry

Osmond. Matthiessen comments on her decision by stating

that she does the "wrong thing for the right reason."

' She is "both taking and giving,"33 and the one tangible

reason she offers i1s that she wishes Osmond to share her
substantial inheritance. Matthiessen suggests, however,
that a better reason for choosing Osmond, who appears to
lack physical and moral virility, and rejecting Casper,
Goodwood, was a part of her "fear of sexuéi/possession."
"In spite of her marriage, Isabel remained virginal."Bu
In a simllar vein, Chase subscribes to this theory with

{

the suggestion that Isabel sees her "fate as a spiritual

!

melodrama,” and her "grasp of gfality,dthougb manifold

in its presumptions, is unstable, and her desire for
experience 1is ambivaieht."BS |

With her free choice of a mate, Isabel leaves the
garden and her innocence behind her. Unfortunately, as_
Miss Van Ghent points out, the money drew Madame Merle
and Osmond, and subsequently Isabel's longed for free-
dom resulted in 1mprisonmenf in a "peculiarly refined
suburb of hell."36 l

- Osmond's house and garden, by contrast to the

Touchett estate, offer no free choice, but confine

Isabel in what Chase refers to as a "hop61§§s imprison=-

ment she could not consciously have imagined."37 Tt is

iy
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in Chﬁpter 42, the "supreme illustration" when Isabel
completely understands the meaning of her impfisonment
and bér sensitive awarehess is fully revealed,
James, in his critical prefacés, wrote that Chapter

42 was "a representation simply of her motionless seeing
and an attempt withal to make tbé mere still lucidity
of her act és tinteresting! as the surprise of a caravan
or the identification of a pirate."38 The author suc-
ceeded in showing the accomplishments of an exciting
inner life, It is now that the condition of her life
slowlj dawns upéﬁ her and with a "combination of dis-
111usioned insight and darkly working imaginatien"
Isabel realizes the true nature of Osmond and the pre-
dicament of her troubled existence.39 Chase comments
that "what oceurs in Isabel's mind 1s the kind of dis-
illusioned and profoundlydrealistic perception bf truth
about oneself and one's situation that is called !tragic
recognition.'"uo “

 As Isabel gttempts to understand the nature of her
unhappy marriagelshe realizes his hcme; thelr home, was
"the house of darkness, the house of dumbness, the
house of suffoeation.” Inside this house there is
"nei ther 1ight nor air," and unlike Gardencourt, the
‘ ng ulil The

"oreenness outside" cannot be "peeping in.

house is dead, because Osmond is "morally dead" with no

reverence for human feeling and no reverence for her,
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Dorothy Van Ghent, suggesting Osmond's "real degeneracy,"

sees him using Isabel as he would a ﬁbung-up tool, as
senseless and convenient as mere wood or iron." Isabel
further sees that Osmond wishes her to be the same type
of person he is, She is ufged to use her influence to
encourage Lord Warburton to marry Pansy, a marriage which
would be financially profitable. Horribly too, Isabel
sees that Pansy has been raised by her father as he would
" paise a flower in his garden. Osmond has modeled the
child into a "work of art, the modeling materlals being
. . . her innocence and gentleness." He has "almost"
succeeded in "reducing her will to an echo of his own."
Jameé' drawing of Pansy, Dorothy Van Ghent considers
the "most subtly and horribly effective” description in
the novel.u3

What really frightens Isabel is her knowledge that
Osmond's intentions are to re-mold her, as he did his |
" daughter, to his own ideas. "Her mind was to be his --
attached to his own like a small garden-plot to a deer
park. He would rake the soil gently and water the /
flowers; he would weed the beds and gather an occasional
nosegay. It would be a pretﬁy pilece of property for

a proprietor already far-reaching."uu Osmond wants a

wife, like his°gardeh, cultivated to his opiniors,

preferences, and ambitions., Isabel has, as Lyall Powers

so aptly says, "entered into an intimate relationship
J o *
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with the serpent in the bank of flowers; her experience
of the evil of the world is given her most f'ull};"."u5
What Isabel cannot understand at this stage is why she

is hated and what she had done to deserve Osmond. “She

knew of no wrong he had done; he was not violent, he

was not cruel: she simply believed he hated ber."hé
Her ambitions, she knew, were faulty, she desired self-
reliance and independence, but at the eXpense'of others.
The money which gge thought would bring freedom brought

-~
only suffering and a man who was obsessed with "things."

Her past and present Iay clearly before her. "Nothing
was a pleasure to her now; how could anything be a

pleasure to a woman who knew that she had thrown away

L7 .

her 1ife?" Q
Miss Van Ghent states that Osmond's world, "con-

tained within his eyeless house," is "sorted, sifted,"

and "arranged." Isabel, having taken "full measure of

her dwelling," sees that while Osmond's wbrld "suggests

depth™ it 1s really a "world of .'a‘urfacﬁes.."iL8 Isabel
has suffered in this world. She has, Matthiessen
claims, achieved "her 1link with humanity" through "suf-

fering,“hg a "suffering" only possible for a "highly
intelligent and highly imaginative 'full vessel of-
consciousness.'“so o

Isabel 1s . the central consciousness character but

not the sole source of revelation. It 1s the combina-
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,tion of ingredients that makes The Portrait of a Ladz
@

what James calls the "most proportioned of his pro-

ductions after The Ambassadors." He has placed the
"centre of the subject in the yonng woman's own con-
sciousness™ for an "interesting and as beautiful a
difficulty as you could wish™ and with the "heaviest

weight into that scale," "place meanwhile in the other

scale the lighter weight." The "lighter weight" in

this instance was placed on the "heroine's satellites,

especially the male."51 The "satellites" whose silent
and verbal impressions give the reader a rounded pic-
ture of Isabel are Henrietta and Ralph Touchett.

Leon Edel, supporting the need for subordinate
characters, observes; ". . . we have come to under-
stand the technique by which-James sought to cover up
what he was doing; his method of shifting angles of
vision so es to.make us feel the way in which people
see one anotber."52

Occasionally imposing her views on Isabel and the
reader is Henrietta, the young journalist from Americs,
who serves the nove! v supplying a clue to Isabel and
an amusing relief for the reader. Dorothy Van Ghent
considers Henrietta a subordinate character who sees
only the "literal surfaces."53 We can agree with this

evaluation except for the one time when Henrietta cor-

rectly points out to Isabel the:latter's flaw in her

L8
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attitude toward life. As Isabel "embarks on her free
exploration of life, Henrietts, whom Rahv calls the

"mouthpiece of popular Americanism" is outspoken in

declaring that Isabel is drifting toward some great
mistake., Her criticisms are "aimed, in the last anal-
ysis, at James himself, at his own tendency to roman-

ticisé the values to which privilege lays claim."sl‘L -

With blunt aggression, Henrietta informs her friend,

"The peril for you is that you live too much in the
world of your own dreams. You're not enough in contact
with reality -- With the toiling, striving, suffering,
I may even say sinning, world that Surrounds you, . . .
Whatever life you'lead you must put your soul in it --
to make any sort of success of it; and from the moment
you do that it ceases to pe romance, I assure you: 1t
becomes grim reality! . . . You think we can escape

,disagreeable duties by taking romantic views -- that's ~

your great illusion, my dear."”~ That, indeed, was
Isabel's illusion. She did not want to put her "soul"
into her actions. She wanted to sée, but not to feel.
Ralph, who also ob;érves this weakness, is equdlly
blunt in telling her, -

\ Cornelia Kelley claims that Ralph is the only
important character, excluding Isabel, in the novel,
and his provocative questions supply a criticism of

Isabel which allows the author to expose her withdgﬂ
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undue‘description. Also asserting Ralph's 1mportance,

Ric

Chase suggests that Ralph "often speaks with

hard
BN
the wisdo

m of the author."57 The young man was a con-
cerned observer, and we are informed near the beginning
of the novel that Ralph observed everything she did,
Concluding a lengthy discussion of Isabel's rejection of
Lord Warburton, Ralph says, "'You want to drain the cup
of experience.'" TIsabel, to his surprise, exclaims,
"tNo, I don't wish to touch the cup of experience, It's
& polsoned drink! I only want to see for myself.'"
Ralph shrewdly judges, "'You want to see, but not to W
f‘eel.'"s8 Ralph, Chase tells us, has "hit upon a truth
about his cousin": that the "real traits of Isabel!s
character" are a "cold, amoral aloofness, the possibly
morbid passion for observing 1life at a distance.ﬁ59
After agreeing to marry Osmond, Isabel asks Ralph
why he has not congratulated her, to which he answers,
"tBecause you're going to be put in a cage.'" As Isabel
defends the virtue of her future husband and their

marriage, Ralph thinks, "she was wrong, but she be-

lieved; she was deluded, but she was dismally con-
60 -

_sistent.™ Ralph always judged Isabel correctly, but

she refused to believe. She was warned, but she had %o

see for herself,

Osmond, the object of dissension, never acts as an

agent of revelation., He is revealed. Edel comments

{
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that we see him."thnough the eyes 6f all thé principal
characters, and this dramatizes even more Isabel!s
blindness to his faults."él He emerges, for the most
part, from Isabel's observation: her discovery of Eis
‘relationship with Madame Merle, the use he makes of
Pansy, and his éreatment of her, Probably the most re-—
vealing comment Osmond makq; and one which foreshadows
the 1ife Isabel 1is to lead is made after their marriage
1s announced, and James permits us to learn Osmond'syﬁ
thoughts. "He never forgot himself, as I say; and so
he never forgot to be graceful and t%nder, to wear the
appearance -- Wwhich presented indeed no difficultj --
of stirred senses and deep intentions." . . . "What
could be & happler gift in a companion than a quick,
fanciful mind which saved one repetitions and reflected
one!'!s £bought on a polished, elegant surface?"éz' Osmond,
like his house in Florence, has an "imposing front"®3
and he desires an alter ego to share his house and his
world of appearances. '

Isabel, in her twenty-eight years, has suffered,
She thought she had free will, James knew she ﬁas
‘wrong. She thought that all the world lay ahead of her,
and she made her decisions; however, her decisions were
determined by her innocence, eagerness, and generous

but romantic nature, combined with her blindness to evil.

She has lost her innocence and gained "culture." She

;
i
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wanted to see and not_to feel. Evil was to be an
abstraction. 1, _
Having experienced .the whole of a bitter draught,
isabel 1s faced with two more decisions brought upon
I her by Ralph's fatal 1llness: one, the problem of go-
ing to see him at Gardencourt against her husbénd's
wishes and, two, the problem of remaining at Garden-
court or returning to Rome,
Lyall Powers states that "Ralph's death 1s quite
literally responsible for Isabel's breaking her as-
sociation with the evil which Osmond is and repre-

n6l

sents., It i1s the first time she permits herse}f

the indulgence of feeling,” In her discussion ofuﬁeta—
phor, Dorothy Van Ghent states that during Ralph's
1llness Isabel "would have liked to pass through the
anteroom . . . and enter the private apartments." After
seeing Ralph, the doors (figuratively) are opened to
her., Learning of Ralph's approaching death, Isabel
enters Osmond's study'without knocking. Osmond repri-
‘mands her for this "transgression of conv%gtion."

What he does not see, Miss Van Ghent notes, is the
"right of another human being to feel, to love, to will
individually." PFurthermore, he fails to see his de-

| 6
pendence on the dying man. > Isabel has transgressed

custom and opened the first door out of the garden of

evil, Her choiqe to return to.Gardencourt Powers sees
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»as8 her "first act of positive opposition,” an act which

66

takes her back to the scene of her "state of innocence.™ |

As she travels from Rome to England, Isabel medi-
tates; "Gardencourt had been her starting point, and to
those muffled chambers it was at least a temporary so-
1ution to return."67 More than a "temporary solution”
Powers sees Isabel's return as a "salvation" and spirit-
ual re-birth.68 The scene of Isabel at Ralph's deathbed
is indeed the most moving in the book, moving because
1t 1s the first time Isabel allows herself to be moved.,
It is "Ralph's love," according to Quentin Anderson,
that "will be her real 1nher1tance."69

Isebel's last decision, the decision to return to
Osmond, has caused deliberation among the crities. She
returns, says Beach, because her "pride requires that
she shall carry through what she has undertaken.™'Y
This 1s a reasonable assumption in view of Osmond's
reminder to his wife before she leaves for England. He

tells her that she is his wife and must remain with him.

"Because I think we should accept the consequences of

our actions, and what I value most in 1life is the honour

1
of a thing!“7 Another reason for her decision to re-

turn, suggests Carl Van Doren, is for the sake of her

stepdaughter, Pansy, a plausible but not wholly satis-
72

factory suggestion. Rahv suggests that the story

ends with Isabel believing that "there can be no release
| e
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from the bondage into which she had fallen and that only
through suffering i1s 1its evil to be redeemed."73 This
prospect 1s too dismal to accept in view of Isabel's new
understanding of herself and her world., Prefersble is
Dorothg Van Ghent'é theory, a theory which 1is believsable
and inclusive. Isabel, "still seeking.tﬁat freedom

which 1s growth, goes back to Osmond's claustral house,
for it is there, in the ruin,(where Pansy has been left,
that she has placed roots, found a crevice in which to
grow straightly and freshly, found a fertilizing, civi-
1lizing relationship between consciousness and circum-

nTh

stances., Isabel, with more knowledge, and less blind

determinism, with "her foot on the threshold of the adult

f/’ world" has learned "one must fear one's own impulses.“75
Isabel has experienced life. Her future remains

essentially a mystery. In the Notebooks, James com-

"'g\\\\ mented, "the obvious criticism of course will be that it

~is not finished -- that I have not seen the heroine to

the end of her situation -- that I have left her en 1!
air. -- This is both true and false. The whole of any-
thing is never told; you can only take what groups to-

6
gether."7

The Portrait of a Lady can be judged only as an
éccurate presentation of felt life., In this sense it

1s valid, genulne, and sincere.m It portrays truth as

\ James understood truth,




Chapter IV | s
"The Beast in the Jungle"

When James wrote "The Beast in the Jungle™ in 1901,
he was at the helght of his literary career and had just

completed The Ambassaders, which he considered his best

novel, Often thougb{\to be the most celebrated of James!
stories, "The Beast infthe Jungle" was published in 1903
and 1is included among the quasinsupernatural stories in
the New York Edition. Dupee suggests, "The story of the
unlived life culminated, as did a whole strain of James'
work, in "The Beast in the Jungle."1 The qualities of

James' genlius, in Pelham Edgar's opinion, are "nowhere

more convincingly in evidence" than in "The Beast in the

e
Jungle."

The story's incipient stage cannot be determined

preclsely; however, ideas for the theme appear in the

Notebooks as early as February, 1895. Leon Edel pro-

poses that after reading part of the diary of Constance
Fenimore Woolsen, Jemes began to conceive of using the
ldea of a man who spent his life looking for and wait-
ing for the great moment. James considered Miss Woolsen
a valued friend and was greatly disturbed'by her death
in 1894. The question of whether she fell to her death
or threw herself from the second story of her home was

a source of much agitation to James, and he wondered if
he had in some manner had any part in‘her'mysteridus

'\

55




56

ORI T e e T

. g
: e : R K
end. Miss Woolsen's death, her comments in her diary,

and James' "inner solitude" and the "secret indirections
of his existence" during the middle years of his 1life
ail may_have contributed to the story of John Marcher.

? What we do know 1s that he wa3~con¢erned with the prob-
o lem of the unlived life and the advice he gives, to live

all one can, an idea pervading The Ambassadors as well

488 'The Beast in the Jungle," enforces this concern.

The theme of "The Beast in the Jungle" is a simple
one. A man is offered the joys and responsibility of

human love and happiness, but his search for the over-

| whelming and splendid thing that 1s to happen to him
blinds him to the reality of his existence. Critics

| agree on the baslc theme, mainly because James made his

g polnt clearly in the story and in his brief preface to

? the story. 1In the prefétory comments, James said that

he was concerned with the "poor sensitive gentleman"

who, "from the threshold of his career, was condemned

| to keep counting with the unreasoned provision of some

| extraordinary fate, the conviction, lodged in.bis brain,
e ¢« o that experience would be marked for him." Be-
cause Marcher manages to dismiss each possibility "under
this sterilising habit of the failure to find it good

- enough" his career "resolves itself into a great nega-

tive adventure." And, finally, James concluded that

Marcher 18 indeed the man "to whom nothing whatever

C
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viewpoint, L. C., Knights acknowledges that for the most

was to happen.” “

The author's development of this theme 1is extremely
skillfui and involves imagery and subtle irony Whidh
combine to make this story dramatically effective and
universally meaningful, This discussion will focus on

the method by which James developed hls theme: the

central consciousness technique. Hoffmann, 1in _"I_‘_tle Short

Novels, comments that "the entire development is singu-

larly focused and concentrated to illustrate the main
theme," and its unity 1is derived from “singleness of
action" and "details."

It is a strange story of the frustration of a

personality, and we can feel an intuitive sympathy wilth

and an extrinsic awareness of the many facets of this

personality. Implied irony exists in the manner of °
presentati-on, a manner which allows the readerl to under-
stand the double meaning of many statements. We are

aware of Marcher's view and that of James himself. The
irony involved in the thoughts of the central intel-

" mean-

ligence, Allen Tate defines as "operative irony,
ing an irony which implies and projects the péssible
other case. Two points of view exist -- the "subjec-
tive" and the "objectively critical." The latter, the

other possible case, comes not from John Marcher, but

6 .
from the suthor. Admitting the existence of a dual
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part things are seen throuéh the eyes of John Marcher,
but "the seeing 1s flecked with unobtrusive irony so
that we are awaré of two views." 1In many instances a

word "bears the double burden."

There are, Knights
continues, definite advantages to thls method. It -
"enables James to extract the maximum of horror from

his theme, . . . allows him to present Marcher'sﬁ;ase,

t

with a degree of sympathy,' and the "reader is made to

"at the same time to

share Marcher's horror" =-- and
glve a detached and penetrating analysls of the ravages
of an obsession."

Francis Smith considers James' method of observa-

tion a limiting one, the limitation being that "the

story must take as 1ts hero a man who can do or perform

n

nothing. Since Marcher is unable to act he must think;

unfortunately, "the hero is forbidden by his fate even

to think with any remarkable perception.” As a result, {

Smith comments, "the author 1is forced to rely not on m 1

the greatness of thought but on the smallness of 1it, on

the intricaclies, the delicacies, and the nuances of - |

n8

it. In reply to Smith's idea we must recall James' -

belief that the observer must have the right mixture of
"intelligence" and "bewilderment." (see chapter one
above) Furthermore, it is the "iﬁtricaciés" a<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>