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~ Abstract o

‘in.ggg,ggggg,;g_ggg JUngle,'Hehrnyamesaacﬁiered
psychological and aesthetic power through the technique .
of Symbolism. James atteméted in his late period to
- use the word symbol for its visual and musical quality.~
He never, however, sacrificed a moral or psychological
theme for an aesthetic effect, Instead James worked
increasingly toward a perfect fusion of subject and
technique so that the works of the last period evidence
a poetic concentration. Any attempt, therefore, to

eXplain the power of The Beast apart from a considera-

tion of technique will not be adequate.

Imagery and sound prepare the reader psychologically
for the conversion of John Marcher, a miracle of a sort
impossible under any circumstances to see. Since the
inmgery and sound are important for abstract rather
than for plastic effects, the technique of James in

‘Ihe Beast is more aptly compared to music than to paint-

T T

ing. Passages of dialogue and narrative detail are

équally important for their suggestions. On the sarfaee,

‘the sounds are pleasing,_and, like music, the moveheht
of the imagery is intellectually pleasing. An image

establishes a certain theme; other images in any given

! passage will ‘run parallel to ‘this theme, suggest con=-.

current thought, and establish appropriate mood, 1In

1




S et e ¢ raMe ettt o e e - amgee

-¢limax in the last Scene.

- position 1s more accurately called g prose poem,

“Such prose must be read aloud,

_erease from beginning to end, but in more dramatic

tbewsame passage, other 1mages will run counter to this
establisbed image resulting in g simultaneous contrast
of overtones. The techniquo results_in an emotional

1f sounds alone ereated this
emotion, the composition could be called a tone poem.

Since the sounds of words create the emotion, the com-

What
Ihe Beast in the Jungle has in common with a tone poem

i1s the symbolie use of sound.
The value of poetic pProse 1s the value of sound as '
Symbol, and for one to fully appreciate the aural effect

When The Beast is read

correctly, the intonation should not vary greatly from

background to harration. The accents should be evenly

Spaced, and the line should be intoned to bring out the ,

vowel duration. The tempo of the prose does not in-
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passages such as the important last Scene the rhythm

becomes more énergetic through stronger stress and

[ eray:
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1ncreased repetition of imagery, . -
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Introduction

£ . TO'wnat extent James used the"technique’of French °

Symbolism in his late period is a fascinating question.

~  In thls paper I establish first of all, that he did do »
so and that in one particularly effective tale, The

Beast - in the JUngle,,James achieved psycbological ard |
aesthetic power through such poetic technique., The o

exploration has been creative and exclting, and I con-

—

e e e

sider it by no means over., I wish to thank Dr. Carl F.
Strauch for his- ‘encouragement and for his patient, much

needed 1nstruction on the details of the paper.

B :1_

— T

In Chapter I1I introduce the theme of the nouvelle

and summarize pertinent criticism, I pay special at-

tention to critical material wbich Implies that the sound
in James's late style is significant. Sometimes a
critic's failure to adequately explain the power of The

Beast in other ways suggests that the sound or the ac-

cumulated effect of the sound is the potent stylistic B

"fac tOP.

q,

Also in Chapter I, T include & brief commentary o
- French Symbolism and suggest how James may have been in- .

fluenced by the American painter, John Singer Sargent,

| James, however, could have arrived independently at a
-~

\ .comparable technique. Tracing artistic relationships of-

| -this sort 1s very difficult, and cgming to any definite

conclusion is, if not bmpossible, at least beside my

L e o gty Ce o ekinkanet ad

Yo
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| primary point.
| CharleaﬁDemuth, an.mmerican.water-colouriat (1883~
1935), revealed in a series of three sketches on The

| Beast in the Jungle, some significant ldeas on James's

use of imagery., The sketches are described in an article
by John Sweeney, and since the prints are rarely published
I was especlally thankful for the benefit of Mr., Sweeney!'s
insigbt. Demuth was a very talented artist, original,

and rather like James in his fastidious taste in composi:
tion. Demuth also exhibited g high degree of literary
sensibility and felt_inspired to paint’interpretive
sketchea for works by Zola, Balzac, and other writers
besides James., His sketches are creative criticism,
which, I think, must be the most rewarding tribute to

the power of someone else's art I decided, therefore,

to summsrize the article on Demuth as a transition between
Chapter I, where I discuss palnting and Chapter II, where

I discuss verbal imagery. Since, however, the imagery

in this nouvelle lacks plastic quality, I do not compare

the technique to that of painting. Instead, T find a more

analogous eXpression in the music of Debusey.

In Chapter II I show how the imagery is important

for intellectual connotation and accumulated effect - .i'"; ,

*Appendix A containe a copy of tbe text on which I traced ‘ | ‘i

Convinced that the nouvelie has significant sound,
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I read‘tbe éntire story a1dﬁd on a tape 1n'ordér to

actually héar it. As I read, a certain pattern of ac-

cehts developed, I tben re-read earlier passages to see
1f these would follow the established pattern of stress.

I was not disappointed Rather, the rhythm came naturally;

enhanced the powsr of suggestion, and clarified verbal

relationships. Next I listened to the tape and marked tbe _

- accents I heard on a second copy of the text. This copy . | '

1s contained in Appendix B. The accents fall regularly | ﬁ
on syllables of longer duration, the pattern is quantita- ]
tive. Chapter III is an_eXplanation qf this aural o a N i
eXperimént. | ‘ . |
| In order to emphasize the siﬁilarity between the I
sound'ofiggg'ggggg and the muSic of Impressionism, I

searched for a recording that would 1llustrate thé‘dom- | 5

parison. Happily, I found what I consider a suitable

o __composition in Debussy's "String Quartet in G Minor." The

Work has none of the pictorial effects of & Debussy tone

|

poem, no fauns or moons or seas. I did not want a sug- S I
gestion of painting. Instead, this quartet 1s deep with

purely tonal implications. Its scope 1s confined: its l

|

structure is formal. The music appeals equally to the

intellect and to the emotion.

Since these are essentially

o ___ the qualities I admire in Ihe Beast in the Jungle, I in-

cluded portions of the quartet on the tape between sections

: of the story.

s

' | N
I must thank Mr. Wayne Labs of Mechanicsville, l
|
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o recording equipment while I read and re-read, constantly

changing my mind about details and having to read parts
over, The tape-, which I present to the Department of
English at Lehigh as a portion of this research projsct,
is still not perfected. It reflects the limitations of
myself and of time, The reading aloud was most e'njoyable,

however, Appendix ¢ explains the tape in more detail,




Chapter I .

A Summary of Criticism

\In a. powerful tale of about seventeen thousand words,
" Henry James created the terror and tragedy of an obsession.
) The story can be stated briefly: a man meets a woman for
 the first time and tells her that he has a premonition
something willlbappen to him. ‘Ten years later he meets

’ber agaln, and she has remembered him and his confession.

- She agrees to watch with him for the something to happen,
the something which, in his life, will spring upon him
like a beast in the jungle. They grow old together and
she dies., One day while visiting her grave, he, Jobn
‘Marcher, observes the grief of a nearby visitor at the B

~ grave of someone loved, and at that moment Marcher real-
izes that the Beast sprung when he lost his chance to

" love May Bartram, his companion. James arranged the tale'
Into six sections; each_of the first five sections con-

tains a brief scene of dramatic dialogue to convey the

Y

- viewpoint of the central consciousness, John Marcher, and,

through subtle ireny, the viewpoint of Henry James. The

scene of section six differs in thabt 1t is not dialogue

but the psychological drama of Marcher's self-revelation.

~ Although the outline of the tale is uncomplicated,

the power which James achleved in The Beast in the Jungle,

the specific mood and sensation of terror, almost defies

!
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‘ analysis;' There is even more to the power of the story

than the terrors there 1s a beauty in the sound of it, a

- resonance which undergirds and contributes to the central

_theme of the unlived 1ife. It reads with a sustained I
cadence through the lengthy passages of background. The . |
rhythm, the rise and fall of the words as they are heard
by the attentive reader, underscores the imagery, the
visual and thematic. The sounds are appropriate to the |
theme of the nouvelle and provide, along with the con-
notations of words, the mood and the tone. Altogether
this aural background has the ambiguity of music. The
tone and mood pervade the literal meaning. Like music,
tone and mood are abstractions. "Tone," in addition to
meaning the author's attitude toward his subject 1s used s
in this consideration to mean the sound of the text read -
aloud. The tone or music of the text supplements the
mystery of the phantasmagorical Beast,mrepresents the
drifting together of May and Marcher._ For example, bells T
in the story are the bells of their relationship and -
symbolize, both as sound and image, the ultimate death |
of May and the despair of Marcher._

Most crities of Henry James have recognized the power

ﬂ”of The Beast in the Jungle; a few have not. Among the

many are also a few who consider it an éxceptional triumph

among Jamesian trials and errors. There seems to be no

particular developmental patternﬂof appreciation.1 Recent

»
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‘eriticism, however, is more abundant, and recent critics

of James rely more heavily for their insights on extra-

 textual considerations. Some 1ike to point out similar-

ities between the 1ife of Henry James and ﬁhe character

of Marcber, but any approach which neglects a careful

consideration of technique fails to explain the attested

but to tell the story in other words or to read the words

-fo derive the plot is to miss the essential value which

James intended and'achieved.2 What happens when the
critic retells the story for the sake of plot or idea 1is
exemplified by mythic and psychological interpretations.
One aspect of the work the plot or a single symbol, is
emphasized to the exclusion of multiple facets which

comprise the work as a whole. The partial treatment is

- right in itself but sacrifices the effect of tbe total

- garden, to Dauner, means many different things. It is

work for the sake of a single idea.

Loulse Dauner éXpounds upon a single symbol in her
article "Henry James and the Garden of Death." Dauner,
who recognizes the garden a8 a constant symbol in James's

work, finds Edenic significance in The Beast. James's

power of this work. The story is certainly psychological,

metaphorical as well as Symbolical and is especiallv

Jamesian because of 1ts constant recurrence, its ambiv.

alence, paradox, and thickness of assoclation: "It pre-

inforces the psychological and emotional overtones of

st riem— ety T ~
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. character‘and situations. It 1s highly suggestive of the

Jhmesian etbic, -the fundamental preoccupation of Jmmes's
art. And 1t contributes tonally as irony to James's many

faceted representation of the Human drama." n3 As in the

Biblical myth of Adam and- Eve, May Bartram and John Marcher

achieve wisdom at the cost of pain. Marcher lost his op-
portunity to live 1ntu1tively in the garden of 1life, He
cen only learn his particularly difficult lesson in the ,
graveyard, the garden of death. Dauner;discusses the
metaphysical and artistic value of James's garden as a
symbol of cultural expéerience. John Marcher's failure in
the garden of life, in aesthetie terms, 1is analégous to
the artist's failure to intuit cultural forms of experi-

L

ence or to possess moral taste., »

According to the rather complicated psychological

interpretation of David Kerner, May is the personification

of ideal love, and as such she is an hallucination. He
does accept May on another level, however, as s physical
reality. For Kerner oversimplification is avoided by
1nsistence on these two levels at the same time.5 May,
on one level 1s a technical deviceg a hoax, which demon-

strates or dramatizes the character of Marcher,. Kerner

“and the mode of her existence is relatively unimportant. 6

“He calls ber the egocentric's dream of g woman.7 May is

-"maybe," the hypothetical mate who'permits the egocentric

0
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to live singly in Eﬂen'S-garden. As the embodiment of

the Impossible woman, she preserves Marcher's faith in tbe
-delusion that he can have.a private affair witb the uni-
verse@ May says Kﬁfner, is not only Mﬂrcher“s heart,
sexual instinct or subconscious minds she is also the
censor which keeps these out of reach. He questions that
an actual woman wonld be sg ﬁseful in éuch éontradictory
ways. \Egth, he says, are practically sexless and de-
tagbed, masters of evasion and delay. May presefves him;
he escapes into her. |

Kerner fifst'suspects that the whole business of the

confession i1s an illusion when he observes that Marcher's

secret can bnly,be revealed through a combination of two

8cénes--Weatherend and Sorrento. He believes tbat the

confession never really happened at either place.

1s so completely blind and.ﬂorgetful that his forgetful-

ness, rather than his secret, becomes his oddness. Marecher
~ forgets the things which disturb him. He 1s blind to his

fate, Fate and his sense of fate are inseparable and, for

Marcher tales

| |

| all intents and purposes, are identical.
— |
| May on the hunt deSpite his unawareness that be
[

is doing

Ty

Marcher
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(to be alone), so that he begins to think that ‘the lonely

life he has is the lif@ of love he wants, then one ra-

) tionalization leads t@ the next in a long evasion of
reality (al@hough the man runs unconscious of pursult),
until the dead-end rises in his face . .‘e and he turns,

grateful, to the arms of the law of bisilife@"ll

David Kerner raises some interesting questions, - Why
did Marcher confess at Sorrento? How was he able to for-
get his confpssion? Is it possible that Marcher never

-confessed, and if he did not, is it possible that May is
not real but rather a part of Marcher himself912 Kerner
does not definitely answer his own questions. Instead,
he reinterprets the story as parable. He sees no reason

for deciding on May'sam@de of existence since James did

not intend verisimiliéude. The story is a parable because

"time, place, and condition are stripped off the bones offf
action. . . , the Law i1llustrated is: It 4s not 'good for
man to live alone.! Time, place, and sg on are specified
but shadowy; the story is composed of disembodied volces.

Marcher 1s fear; May is love. By 1solating ingrownn ess

17147’ James wishes to terrify the reader out of wasting
his humanity wl3 . f_*“

Another 1nt-erpreta§ibn which combines-the mythical
and the psychological is that of Edwin Honlg who sees g

&

pattern which he calls the "mercifyl fraud" in The Jolly

- G - v '
. .
1 :—- .
. - ’ - -
f . o
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| COrﬁer, The Beast';g.ggg_Jnngie,~and The Altar of the

Dead. He considers the pattern comparable to a Dionysian

ritual in which an image of a god was sacrificed to the

god itself, 1h In each story Honig sees "a framing of the

problem: tbe'desire of the central character to realize
total selfhood by discovering or rediscovering the value
of the self in some other than 1ts present form. The
meens by which this is done involves an active communion
with another person from whom the self elicits a disguise
with which to enact the role of the ideally projected or
mysteriously prejeeted other self. The sympathetic per-

son is e'wemen who, because she helps to identify the

otbep self, becomes 1dent1fied with it as an heroie

1
substitute agent w15

Honig sees The Beast ?8 a ritualization of romantiec
rolls in which Marcher notes the rightness of May's role
43 a servant and in which May becomes a servant to Nhrcb-

er's situatien.16 Honig notes thatMarcher fights the

~senseef‘ his own selfishness but that this sense is sme-

biguous. He refers to the overlapping of their two lives

and says that the part of May that matters 1s the part

"she 1s willing to give over to him in order to witness

the appearance of his potentially altered selrf." 17 Thus,

wmtguin Honig*e viowg May 18 an image of Marcher sacrificed to

.

- Marcher, In The Beast, unlike Tbe Jolly Corner, says
Honig,'sensibility does not triumph but goes down in

o




.. author's personal limitations.

- | 18
resounding defeat.

Edmund'Wiléon’and Hhxwell Geismar share the natural-

~.1stic bias toward the works of the last period. . Both

bemoan the lack of concrete detail,19 assume that Henry

James was squeamish about sex, and imply that James's

treatment of subject was neéessarily vague because of the

21

Wilson views the ambiguity of the late period as an

expansion of psychological gas in which the short stories

swelled into "small novels." He suggests that James

 lapsed into a dreamy inner world of uncertain values in

which he was unable to judge the effects of his own
stpry.23 Wilson é@scribes James's ambigmity not in a
poetical of metaphysical sense but as a shortcoming which
might have been caused by unclearness in James's own mind

toward his subjec:{zf contributed to in part by his ulti-

mate use of dictation. When James dictated in later years,

according to'Wilson, the style became inereasingly con-

versational, marked by increasing sentence circumlocution.zu

Wilson approaches James on biegraphical grounds and disg-

misses him as & befuddled writer of prose fiction.

Maxwell Geismar views Marcher as definitely auto-

~ biographic as well as another "obsessed and hysterical

Jameslian 'superman' of tbe-Spirit."25 In Geismar's opin- -

lon The Beast is"Jémes“s epitaph on Henry James, é re-

| o 2
flection of his early love for Minny Temple, 6 and exsep-
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-tioﬁél'for tbe&bviously objéct1ve wéy 1n which James
evaiuates himsélf': "Wb\at‘ was remgrk_able y too, was how.
this completely autocéntri@ writer . . . who saw the
world 6nly in terms of his own standards and values--
romantic, 'literary' and abstract as tbey“were-—could, in

one leap here, move to an 'allocentric! er_abjective view

of his own deepest and primary drives, his own true fail- B

ure as a human being if not as a literary Spokesman;"27
This tale Geismar regards as a description of James's own
egotism, and this, not the Prefaces, as the trye example
of Jamesian self-criticism,28 He judges May unnatural, a
Jamesian dream woman 11§deed to accept, encourage, and

- validate "thié/consuming masculine vanity and egotism,
without thoughtg through the years, of anything further
than\their 'talks' about himo“BO She, Geismar says, is

"the feminine masochistic equivalent of his concealed

masculine sadismo“Bl The redeeming feature which Geismar

reserves for The Beast is his assumption that James is
talking about himself. Suech is his reliance on psychology
and blography for his critical vi@Wpaint o

o Walter F Wrigbt also considers Marcber to be auto-
bio;raphical 32 but in contrast to Geismar, he Judges

- Marcher to be perceptive and intelligent, sensitive, and

1ntentiy conscientious. Marcher's predicament is uni-

versal, according to Wright in that it is an accentua-

tion of that in which any . sensitive person becomes
| . .
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entrgpped.muﬂiabewilderment.becomesoura.,'W£1ght views

e

the story as a quest into the nature of life itself and
the watch for the Beast as a search for the’identification |
of the selr, May Bartram, accordingly, 1s a reflection of o
- 11fe, and Marcher does appreciate her excellence. March-
er's love, says Wright, is common but not cheap.33 The

émphasis of Wright is again on subject and allegorical

signifi@ance to the exclusion of how thls meaning 1s

3l

conveyed

Stephen,Reid'believéé that Marcﬁer's hallucination
1s hardly an uneritical projection of James's anxieties,
James 1s, according to Reid, m;;aarkably objéct:lve in The

Beast: "a careful study of the Story reveals the amazing

or's infantile attitude toward May, toward 1ife: the

'
clarity and precision with Wwhich James estﬁblishes March- ;.
virtuosity of the rationalizationg, the solemnity of his

position, the emotional poverty. To say that James 1s

objective in The Beast in the Jungle--and I think he 1s
remarkably so--is none the less not to deny that certain

- Very great phobic anxleties have found eéxpression in the

story, anxieties all the more Torcibly handled by being

felt, as 1t were, from the inside.,"35 "Marcher's fantasy,

Reid continues, "18 not coentained in an otherwise rational

framework: it 1s ‘the f’ramomz@k itself ,n36 He attributes

the vagueness in the story to the nature of Marcher's
| \

phobia rather than to the nature of atyle.37 James takes

) o v
_ e e .
n I = e B e D = D B N (2 e I e |
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the reader 1nta the derangement 1taelf, and he makes tbe
'background share the phobic feelings so as not "to di-
minish the particular borror of it, n30

The critics who do more or less concern themselves
witb characteristics of ta@hnique vary widely‘in their
attitude toward these characteristics. Bruce McElderry
claims that %nething surpasses the lightness of touch,

‘the delicacy of movement of this nearly eventless st ry."39

- He sees May as more convincing;than John Marcher who is

"almost an allegorical representation of insensitivity,

caution, and inaction--accumulative selfishness all the

more hcrrifyihg because it'is 80 v\rell-brec‘!."u0 F. E.

Smi th observes the perfection of'surface in The Beast,

- Which he calls a tour de force in the genre of psycho-

logical mystery. He attacks James's method, however, as
too specialized, too barren of action, too empty of emo-
tion. "Characters," he declares, "lose what 11fe they

have in the mazes of logical inferénce until they have
more of the nature of propositions than of human b@ings."ul

TWwo other critics who find fault with James's tech.

=

- nlque in The Beast in the Jungle are Ssan O'Faolain end

Ailen Tate.

0'Faolaints criticism 1s terse: The Beast is a huga ‘

‘waste of words since the reader knows from the start what

an ass Marcher is and 8oon concelves what the spring of

42
the beast will be."l Disliking subtleties extraneous to

v
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';tbe plot, Of'Faolain appreciates the economy of the short

story and judges The Beast accordingly. The Beast, how-
ever, is a nouvelle, not & short story.hB | | '
Allen Tate, in his essay entitled "Three Commentaries:
Poe, James, and Joyce," considers certalin qualities which |
"The Fall of the House of Usber has in common with rFhe

Beast in the Jungle and James Joyce's Tbe Dead. Tate

emphasizes that in Ihe House of Usher Poe achieves the
daminance of symbolism over a "visible base."hh Poe
éxperimented, according to Tate, with the technique of
basing symbolism in scénic reality, ‘but-chce‘9 not Pée‘
nor James, achieved the perfection of the tecbnique.hS
Tate objects that the naturalistic detall of Ihe Beast is
not distinct enough to make the situation credible. The
syﬁbolimm, he suggests, "tendé to allegory becauyse there |
18 not enough detail toiSupgort it."u6 He then turns to
The Dead for what he terms the great moderh example of the
nouvelle due to the superior naturalistic medium of Joyce.,
Tate implies that James wanted to create the direct im-

pression of reality in Ihe Beast but fell short of bis

*nmrk

Tate, bowever, does answer O'Faolain by first ofall

““rigbtly calling the tale g nouvelle, not & short story,

and secondly by observing that the suspense of the story
18 not in the reader's recognition of the failure of

Marcher but in his looking aheagd to the "revelation of
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' tbia failure."u7 In the comparison of The Beast and The

| Dead Tate observes that both stories hinga upon climaxes |

of self-revelation, limit the reader's access to the
subject to a central intelligence, and end with»a powerful
irony which is classical in the~sense that "the reader's
interest is engaged at a higher 1evel than mere sur- |
prise. nk0

Arong Tate's se§eral objections to Ihe Beast are

that, in terms of visible materials, 1t 1s much too long;

the foreground is too elaborate; and parts one and tweo are

not rendered dramatically, making the structure suffer

from what James calls ih@ disproportion of the misplaced

| middle.u9 Tate believes that James failed to confer on

parts I and ITI "the brave appearance of the true."so Tate
also wonders whether the ficelle of the stranger at the
grave was nbthing more than a trick and sSuggests that
James should have planted him or his equivalent somewhere
in the foreground.51 He 1nsists that the dramatiec scenes
should be visibly concrete and recognizes ggly two short-

view scenes in the entire story: 1in parts IV’and VI. He

questions wbetber these two scenic effects havs been

| _,.-a.de,quat@ly prepared for and- wheth‘e’r""tbé"fsé“é‘ﬁes are reg lly

"scenic" when they do ocecur: "James does not make May or
Marcher visible; he has merely presented their enveloping
fate, as 1t could have been seen from.Marcher's point of

view, but we have seen them.not quite credibly.”52 He




furtber suggQSts that 1in slfgbting the scenic effect it 18

possible that James bas violat@d oné of his primary canons:
the importance of rendition over statement.53 The man at
the grave, according to Tate, may be a deus ex machina
égntrived by Jemes in order to render scenically Marcher's
psychalﬁgiGQI insight since James wanted to be consistent

his belief that the reader Should see Marcher discover-
ing his fla'w.Sh

~ Tate admits that his questions do not exhaust the
story, that The Beast in the Jdungle remains one of the
great stories in English. "In the iong run," he submits,
"i1ts effect is one of tone, even of 1yric.meditation."55
The criticisms of Tate ageinst the story suggest that -~

perhaps James intended something other than power, tone,

While netwsimply-saying that The Beast is too long,
Allen Tate thinks the story is too long in terms of con-

crete detail. I. C. Knights, on the other hand, attempts

to bring out in his article entitled ! 'The Trapped Spec -

tator" tbe gureness, relevance, and coherence of "the

2 ey e e - e

minute - partieulars of Jmmes”s art "56 Knights 8ees that

 the subtlety @f s%yl@ in James's later period is far fronm

. being evideneeuof any fault but rather a technique néceq;

sary to the achievement of the full power of the s%ory.
Knights also traces the growth of the subject of egotism
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ravages of an obsession."

_ical significance in James' choice of this theme, in his ..
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"‘3 a consideration of James to 1ts ultimate prg—gggupgtignw_ﬂ -

of the trappeé spectator, the c&ged’or excluded conscious-
ness., The thesis of James in the tales'of the later peribd
is, aécording to Knights, that the quélities makiné up 1ife
arefmore important than experienqes; that-as expressed in
the Critical Prefaces edited by R. P. Blackmur, “thé

mmount of felt 1life informing any work isAih exact cerrés-

pondence with the 'art,' that it depends entirely on the

fullness and fineness with which the subject is present-
ed."S7 The technique, therefore, 1s essential to the
-ocreation of this felt life. The particular technical

‘achlevement in The Beast is the unobtrusive 1irony of the |

58

two voice's: Marcher's view and that of James himself.
According to'Knightss James extracts the ultimate horror
from his theme by making almost every word bear a double
burd@no59 The theme to which the technique 1s so essen-
tial is, as Knights expresses it, a "common human feeling,
isolated, magnified, but not in any other way distorted.
The reader can share Marcher's horror while observing the

60

Knights suggests that there might have been biograph-

"attested predilection for poor sensitive gentlemen,"

"but he believes that when a work of art is achieved aslit

i1s in The Beast, such biography is irrelevant.61 There

is, however, an important tendency in the late works of
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James whicb 1s exemplified by The Beast and wbich Knights .
and others indicate., The essence of this tendeney i1s the
mood created, the feeling of desolation which 1is similar

to the desolation expressed in modern existential fiction.
The art of James creates this mood in an aesthetically
pleasing form, an ae@emplisbment often lacking in the
"naturalistie school of writing. Knights expresses the

idea this way: "Of course James was isolated and he knew
1t; but it is ridiculous to speak as if his plight were
peculiar and unrelated to a more general predicament, It
wasn't merely that he S8W more clearly than anyone else,
and recorded in his Prefaces, the increasing gulf between
the artist and the public of common readers, he sensed
also the forces that, 1in his time, were making for 'the
~awful doom of general dishumanisation' (Preface to The
Altar of the P&_\a%g)eéz Knights quotes the lines of T.-,J S.
Eliot, "I have heard the key turn in the door once and
turn once only," and sees in this expression the appre-l

-hension James expressed for the isolation of the indi- .

vidual, an apprehension which marked James as the first

of the modern novelists.63 u | B - -_'ly
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Horton Zabel 1inks James's preoccupation with the

“modern" subject with James's shift in style. In "The

- Poetics of Henry James," Zabel claims that James's fn- -
rluence in the field of fiction anticipates by a quarter

century the efforts toward limitation and concentration

!

“~
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. which have been paramcunt in poetic tbeory and'writing
esince the war. 6L He eeee Jemeeian tecbnique as allied to
James's concept of the artist, Jhmee experienced the

- ordeal of the poet recognized by Eliot the ordeal cf

I'inding meaning and order in the confusion ef modern

civilization., For James, salvation lay in tbe conquest

of identity. James réscues personality from an excess of

sophistication, selfeindulgences and Pr1V1lege'65 James,

'says Zabel, saw the same problem in modern life as did

Veleryg but James's solution is different. Ve1ery sube

merged himself in the ultimate of cynical disillusionment

in which not even art could afford any meaning., Jamesgs
resisted the implications of secience through art. He
8aw the modern predicament as the anta%onism.of intel-
ligent selfhood against the depersonalized scientific
comprehension of all things in their "unprejudiced
ldentities." James, according to Zabel, avoided the

dangers of the transition from Romanticism to a new and

| better art through the discipline of technique, a danger

marked by the realistic and naturalistic novel with its
socialistic, didactic content. He escaped the temptetion

to write tractarian fiction by his careful insistence on

poetic concem:ration.66
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A similap observation 1s made by Leon Edel in Bie

”Iﬁtroducticn to The Tales when be'says that no one.elsg.

has "evoked with more power 'the bench of' desolation'--




~ the drama of human loneliness "67 He also sees a connec=-

tion between tbe theme of desolation in the late period

- and the autbor's teohniqueb Ede1 notices that in the late

period the'stonyteller's mood 1s greatly altered and that

. the style is not minutely descriptive because the power

and reality of inner experience far exceeds the importance

68

of external realism. These.tales, Edel suggests, are in

- the existential mode, the mode of James's late years when

everything was terrible in the heart of man. Accordingly,
the beast in tbis tale of the late period is a beast of

the mdnd 69

Krishna Vaid in Technigue in the Tales of Henry James

recognizes along with Tate and Knights that what distin-

gulshes The Beast in the Jungle is its "spellbinding

'power."70 Vaid picks up the statement of James in the

-4»"//;reface that "'any felt merit in the tbing must all depend

on the clearness and charm with which the sub ject just
noted expresses itself, '"7 and proceeds to evaluate tbis
"elearness and cbanm, Vaid attributes the power or

haunting effect of The Beast to the long passages of

‘narration or summary which bridge ™the gaps ‘between his

..-cruoial scenes and lets us hear the musings of his hero. " ©

The crucial scenes, according toivaid, are the six which
James intended, rather than the two recognized by Tate. 13
He interprets the dramatic scene as the increasingly

intense conversations or dramatic confrontations between

ot 52 o e . o e o M A 7 o

j




: iR ey T s e Stk ’ R gl i BI6A oy s e e R g e ;
R iy o LR PANE 2o Fack o o P s o T B e o R A S R Oy e T 0 AR R S L R e oy, Tl . E
> b
o -

John Marcher and May Bartram, "Scenic," for Vaid, does

not necessarily mean descriptive' a scene is psychological

‘drama. He pinpoints each one of the scenes in each sec-

tion, something which 1s not hard to do. His analysis of '

scene IV, however, 1s eSpecially germaine to this discus- Coe

slon of James's technique. Except for the opening scene

at Weatherend, Vaid observes, this 1s‘the only scene pre-

vided with a visual setting, but the setting i1s more |

atmospheric than physical, o | .
Vaid significantly agrees with L. C. Knights that the B

reader is aware of two views tbrougbout tbat of Marcher |

and that of J’ames.7 . He considers the'summaries conden?

sations of time rather than a'waste of words, and he

~ answers two objections of Tate in addition to the matter

~of concrete detail which has already been considered:

"What Tate dismisses as foreground--the first two sec-
tions--1is structurally proportionate, well-integrated in

the tale, and very necessary to an appreciation of March-

er's obsession and his relationship with May. The middle

of the tale is the third section where Marcher's suspicion,
that May knows something he does not, first turns into a
virtual conviction; thislis almost exaectly the dimensional

middle of the tale, Tbe grief- stricken stranger may be

<termed a deus ex machina,‘but his descent at the op- | —

‘portune moment is not at all ruled out by the temor of

the tale: it should not be evaluated a3 a realistic tale




or i'e'ad &8. mere allegory._“‘;?é
The emphasis on tenor and tone occurs again and again,

Stephen Reid submits that The Beast in the Jnngle is as

~good as it 1s because "James was able to let Marcher's

- phobic concern establish a pervasive texture and tons, o f%~ff““
to create in the fiction 1tself an omnipresent sense of m
the imminent danger°77 Douglas Jefferson agrees that
through inaginstive use ofrlanguage, James transcends
any psychological or moralizing interpretations of char-
acter. Jefferson judges i1t "remarkable for the inkensity.
with which every implication of 1ts subject 1s gathered - .ﬂg*
up .and driven home in the tremendous last scene.ﬁ78,
Austen Warren, speaking of|ggg‘gglggg Bowl, describes
the effect of James's late style as one of tonality,
Figuration, almost color scbeme.79 This effect, accord-
ing to Warren, results from the metaphors which are tbe
equivalent of myth. The metaphors, Warren continues,
fall into two categories: emblematic pergeption and |

'extended conceit° Both Austen Warren and Franeis Fergu 5;

~ 80N compare the late style to minor metaphysical poetry,
Fergusson eomments, "I think one can See now that even in
his tricks of style and in his metaphors e « « he 18 akin

- "- - - to Vaughan and Herbert.ao Tbe type of image which Warren

" describes finds its purest expression,“according_to John

'Raleish, in The Beast in the Jungle. Raleigh, in an S

article called "The Poetics of Empiricism," discusses the

&




- particularly inadequatewgecause

~ the complexity
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ﬁmportance'James placedupon sense impression and de-

scribes the active metaphor: James pictures abstractions,/

experience is pilctured "as g crouching beast ready to
81
1

: . |
spring. "Of course," Raleigh eontinues, "not all im- o |

“
pressions in the late novele leap like beasts at their | )." - [

N

receptor. Sometimes they earess, as in the great water

1
|
metaphor when, in etae189 characters sink into a;massive  .’_ | %

sea. The important thing to remember is that they are

1nvariably physically imaged, and thus practically all | %

feelings, love or hate, or fear, are plctured as a series

B

of sense impressions coming in upon the consciousness;"ea

‘none of the theories to account for the change

1n style is wholly satisfactcry."83 Cairns? argument,

however deted, is sound. The dictation theory, one which.

Edmmnd Wilson set forth,(Ceirns had noted earlier is

James's sentences are

highly organized, carefully and artificially‘wrought

They are the opposite of usual conversational sentences,

The sentence structure, not the diction, 1s the most

striking example of the laterp prose, and “the growth in

of sentences may come from tbe growth of

show the connection of 1deas chiefly

by the position of B

-




more movement than would verbs.é8

words, ‘Wben there are se'mmny conditions énd.medifica—

tions and exceptions to each principal idea, the phrases

Which express them cannot be placed in close juxtaposition

to the central term, A sentence so delivered seems clear

when delivered orally, because the voice shows grammatical

relationships, as the word endings do in an inflected
n Ol *
language°

tives is not in tbeir denotations but rather in assoclia-

tions and suggestiveness.ss

In another quite early criticism, Vernon Lee wrote

that the sense of Henry James's late prose is often ab-

stract, that employment is more important than raw

materials, and that the Jamesian verbs "force us to go -

straight through."86 He noted the variety, co-ordination,

and activity of the verbal tenses,87 and the repetition

The shifting of pronoun case, he argued, provides

The reader, according

to Vernon Lee, "will have to.be,

Q'spontaneously,' at fu11
cock of attention.Q§3~~~»~w
creaﬁion as storms in teacups Séen through a microscope,qo

and this analogy is apt, eXcept that the teacups are

fathomless, and tbe reader himself must be provided witb

8 sensitive lense, Cairns agreed that situations in Jamegs

are minute,

that gross immorality 1s incidental to hig




situation. It is a source ef complaint, saild Cairns, that

James presents sin by 1mplication but that, after all

- clrcumstantial evidence 1s the kind apparent in real life,

The average reader, however, "unaccustomed to such s
treatment in literature, hardly knows how %o interpret.
the vague indications, and is horrified at his own un-

n9L The scenes in James are subdued; there is

certainty.

no "weeping and shrieking," but rather many scenes that -
"one remembers long, each perfect in 1ts tone, 1ts quiet
1mpressive atmosphere, and its calm.vividness.f,'92

The emphasis on tone and nuance suggests that the

reader of James approach the style with a special attitude:

- the reader is not only asked to think; he 1is asked to

listen. In 1905 a review of Ihe Golden Bowl appeared in
Critlc which called Henry James a "Sherlock Holmes in the
limbo of the human spirit" and "a master of shades,"
Significantly,,Claude*Bragdon advocated that anyone whe
reads zgg,Golden.gggi must be atte'tive, leisurely, sym-
pathetic. He noted Sehopenhauer'saﬁ¥

\

arfirmation that a

- novel is great to the extent that 1t represents the inner

- and not the outer life and applied this affirmation to
~Tbe Golden Bowl, calling it art beyond all praiss whicb
formulates the question which the soul asks but which the |

lips fail to uttero93 This praise of The Golden Bowl -

‘along with the admenition to the reader ig applicable to

The Beast in the Jungle. TDavid Daiches believes that fyll
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& personal moral interpretation of bummn behavi@rgwgh

- Pelham Edger observed quite early that few of us train

hourselv&s sufficiently,in the art of reaging to receive

| | 6 G
- Gommon in poetry than in prose.9 This necessarily conm-

- plex style which reveals not only id@as but the rela-

97
tlonship among ldeas cannet be approached indifferently.

Daiches goes on to say that James's Sophisticated tech-

nique uses technical apparatus to create or change mean-
ing. Since psyehalogical reasons are signifioant James
presents situations and eplsodes so that this signifi-
cance becemes clear.98 Any story of Jamas, he argues,
18 entirely changed if told ip o different way. In his

later works, the story does not exist apart fropm

techniqﬁe.99 ' -

The difficulty of reading James is partially the
result of his attitude toward a fictional sub ject which,

according to A, J, Ward "he considered as g metaphdrical

As a result of this m@t@physical attitude, James developed

a aystem of cross references--parallels, analogies,
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contrasts, balances, recurrences--tbat complicate and

clarifyelOII The Pesp@ﬁsible critic who comes %e grips'

with this difficulty recognizes this poetic use of

language and avoids exelusion or oversbmplificétien. The

story is important, but in James's late works it is never
the main interest, The'responsible critic, Francis
Fergusson agré639 will not insist on the narrative aspect

of“Jam@sﬂs late works tohthe exclusion of their dramatic

| | 102 -
and plastic qualities. R. W. Stallman likewise insists

that the complexity of such poetic preseJmakes responsible
interpretation possible only after years of feflectiom:
"The novel as poem, the art-novel, becomes a-diff@rent
novel on each subsequent reading. When finally the critic
1ssues his interpretation9 the result of years of famil-
larity with a given work, his 1nterpretation frequently |

strikes the casugl’reader as 'irresponsible,! whereas

what is irresponsible is in fact the casual read@re"IOB

In an essay on prese and poetry Edmund Wilson wrote,
"The technique of prose today seems thus to be absorbing
the technique of verse; but it 1s showing itself quite

equal to that work of the imagggation which caused men to

‘call Homer ‘dlvine'; that re-creation, in the harmony and

logic of words of the cruel confusion of 1lirfe." "The -

tools, which the masters of the craft have to alter in

adapting them to fresh uses. To be too much attached to
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“the traditional tools may'be sometimes to 1gnore the new

,mmsteree“loh Wilsen praises Flaubert and Joyce in tbis

essay as "consummate artists in tight organization and
careful attention to deta1l." 105 He claims that "the

ldeas of Poe developed by the Symbolists in France had

glven rise to the art poetigue of Verlaine, so different

from that of’ Horace. These late nineteenth century sym-
bolists who derived their theory from Poe attempted "to
bring music again in opposition to the school of the
Parnassians who cultivated an‘opaque objeotivity."106
While noting the bight organization and attention to
detail.of Flaubert and'Joyceg'Hilson seems unimpressed
by the closest attention to detall of Henry James. He
notices the absorption of poetic technique into prose,
but falls to notice that the emblguity of James resides
in the direction of pure poetry. Depth or expansion is
achieved by the use of symbolism, and, acoording to

;*Charles HOffman, 1t is this method which 1ifts The Beast

above the level of elaborate anecdote, and the suggestive

tion,"” The language 1s poetic: "symbols, metaphors,

recurrent images, repetitive'word patterns are all used

to- aohieve a poetic'word-picture of an idea or state of

2108 -

awarene 88,

As already noted The Beast in the Jungle has another

dimwnsion, the moral and the psychological. What Dorothea

B
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- Kfook calls the "or&éal*of conscieusness".mang}sovbgm'

.._éalled fhe morality c:f’c:onssci'J)'u&”’l’les"3-\In this sense,

James has a message: he denounces blindness and selfish-

ness and ad?@@at@s'spiritual knowledge, genuine 1¢ve. The

fallure to understand the necessary ambiguity in the
style is perhaps the failure to understand that the moral
is implieit. E. J., Ward in The Imagination of Disaster
emphasizes tgat the dominant cbncern in James's fiction
is knoyledge'and recognizes that the beast is é syMbol

of destrgctiveness and egotism.log He goes so far as to
‘think that James believed in absolute evil but adds that
theré is no hint of dogma because James is an artist.llo
James Implies that "to miss experience as John Marcher,.
does 1s to stultify one's seif, to make moral development
imposéibleg‘to starve the consciousness, to become sterile
and spiritually dead, "4 Edwin T. Bowden would agree
with Ward and disagree with Raleigh on this point. The

latter represents those who confuse aesthetics and moral-

1ty in James. Bowden declares that James would be hor-
rified at this quotation from Raleigh's article on the

poetics of emplricism: "The consciousness most sensitive

— v« - to 1mp f@ ssions is liable t© o_be the .m@ﬁt;»mera—l’.———«Se—%n"

Jemes th@r@.i@@mA@gua§i9n~between the aesthetic and the

beauty of a Renalssance painting 1s also the most

112 . | |
moralﬁﬁ 1 David Daiches, in condemning the moralistiec

L T T U R




'éecriticism.ef Edmund W&lson, says that what has aeetbetic

'signifieenee for J@mee poeeeeeee moral significance auto-

matioellyollj In the viewpoint of Ward and Bowden, 1t

would be more accurate to say that what has moral signif-

lcance for James possesses sesthetic slgnificance auto-
‘matically. Thus Ward suggests that James chose "poor

11l

sensitive gehtlemen“ for artistic reasons,” ~ ' because the
moral subject had aesthetic possibility.
The failure to take into account both the moral and

aesthetic qualities in the late style is perhaps also a

I e

w

fallure to see James in relation to his sources, especially

in relation to Turgéhieff, the Russian with the French
feeling, and John Singer, the European who was so much an
American in attitude. This failure is perhaps a failure
to see where James stood in relation‘fo the French Sym-
bolist movement and exactly how James differed from the

Symbolists while developing a eomparable technique ac-
115

cording to the promptings of his own genius. R
As far as Turgénieff 1is concerned, James admired him,

and both he and James admired the French for sﬁeer‘verbal

ability. David Lerner suggests that Turgénieff eaugbt

James the art of foreebortening and set him the example
116

of dremetized consciousness. James knew . Turgenie

and vieited him often in Paris during the wintep of

117
1875 James delighted 1n hearing Turgenieff talk about

his work, and what he admired in the Russian bears out the




. e e pae e

- Splration. This attitude definitely separates James from

‘ whom.James could have associated in 1875 were the circle )

| (17 

theory that he, along with Balzac, was for Jaﬁes a master
wortb emulating. James admimd Balzac's mastery of form.
In Turgenieff James saw that the impewﬁant thing was not
the plot but ratber.%he arrangement of individuals in

special combinations and watching their actions from dif- A
ferent points of view. ‘Turgghieff bad'tbe abilityglgaid : “.;» ﬁ
James, "to tell us the most about men and women,” and he
was an observer and a poet. The poetic element was con-
stant and it had great strangeness and power.ll8 | :
Turgéhieff, as did James, chose to explore the psycho- | ?j
logical rather than describe the physical. He is quoted |
as asking, "shall we tell how people perspire or how

. 11
people think?" K Henry James chose thought over per-

the naturalists, but the circle of French writers with

of Flaubert, Zola, and Goncourt, not the very young French - | %?
Symbolists, ‘ | ‘ | %*

- The Symbolists were, first of all, a loosely con-
nected group of poets which flourished in France during
tbe second half of the ninet@@nth eenﬁury but which had
.no notice or Tollowing b@f@PG 1870 120 Poe (1809- 18&9)

and Baudelaire (1821-1867) were the literary id@ls of

these young posts. Led by Mallarmé (18}2- 18968) ana
Verlaine (1844-1896), and later by Valspy (1671-1945),

tbey searcbed for a language to express pure syMbols,

b
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1deals, and found this language 1n.wbat”Kenneth Cornell

calls in his study, The Symbolist Movement, a linguistic
| 121 N

- music of colors, sounds, odors, and moods. ‘As - -

‘Baudelaire appreciated the aesthetic theory of Poe, the

ensuing age of French poets delighted in similar con-
siderations of dreams, colors, tbe,relationsbip among the
Senses, and the phenomena of nature., "From the first to
the last," writes Cornell, "the negation of visible and
outward form, the search for an understanding of existence
'through intuition, the abstention from the rational and
the dogmatic gave their imprint to poetic writing."122
Inner reality was more importent than external reality

to the Symbolist, and prose, as Wilson suggests, under-
ﬁent a similar evolution.1?3 (Cornell adds that "the
whole generation of symbolists admired Villiers, a sati-
rist whose writings were a strange mixture of 1rony[and
1dealism, whose language suggested but did not state.
Laforgue, a Sym;olist whose writings influenced T. S.
E&iot,.manifested gifts which seem appropriate to ascribe

to Henry James. Cornell praises Laforgue for his "eritical

Judgments ;n his letters and in the brief notes he penned
for studies on Baudelaire and Corbisére in his pro jects

for Wwriting the story of a soul, in his artistic acute-

- pé339 and in his mingling of fantasy and .:!.:l:'ony."l-a+ The

story of a soul told'with artistic acuteness in & mingling

of fantasy and irony sounds 1like a concise description of

......




The Beast in the Jungle. James's accomplishment, however,

cannot be linked directly to the French Symbolists. He

decided on the value of such technique in a more indepen-

12
~ dent way. 5 Although one cannot quite imagine Henry

James carousing with Bohemians, had he been of a dif-
ferent temperament he might have remained in Paris, as
did other Russians besides Turgenieff, and ultimately
imported back to America the French improvisations on the

theories of Poe. Instead, James chose in 1876 to leave

2
Paris for England.1 6

The French Symbolist movement;was. at its heighth in

127
1866, largely spent by 1900, By 1910, Russian Sym-

bolism, derived chiefly from the French, was at 1ts

128
height. The symbolistic development of James, its

wﬁ#gem planted in his earliest writing, flowered in The

Spoils of Poynton in 1897 and contimued to bloom in his
successive works until his death. The Ambassadors and

The Beast in the Jungle (1903), The Golden Bowl (190L),

The Ivory Tower (1917) are but a few of the primary

~éxamples of works in "the late period." James's develop-

ment in the direction of symbolism roughly parallels in

chronology tbat of the Russian symbolist poetso Alex-

 ander Kaum mriting on Rusaian Symbolism, Pemarks that,

"with -8kl ‘a‘sboirﬂ diversity, the Symbollists possessed such

common traits as cosmopolitanism, saesthetic fastidious--

R i e g
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ness, and a subtle use of words and sound to suggest |




.39

-overtones and secondary meaning." 9 In tbeir-preoccupa- SN

the Symbolists through noting his attitude. toward Baude-

-not a realist but a poet, and for a poet to be a realist

sense of strangeness ahd“mwstery which 1s the raison

,,d'etreofpoetry."lsu James nonetheless b@lieved that

),__#. .....

f ,was not careful in his ohoice of~subject matter and that

'bils questionable subject perverted the beauty of tech-

1 | | |
riique. 35 He declared that to deny the relevancy of
>
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tion with sounds and symbols, the French drifted into

"foggy narcissism." Tbe Russian Symbolists at their best

L. 3

Kaun states, recognized the aesthetic danger of extreme

subjectivism.and realized that aesthetic value was achieved

130

through the poet's control of his sub ject. Jhmes knew

all the time that form and content were interdependent.
As an eternal outsider, however, he could not be part of
any "eircle," French, Russian, or otberwiseGIBIA

We can detect somewhat the attitude of James toward

laire. Baudelaire, according to James, was not a meta-
physician; Poe was his metapbysician,132 and James did

not take Poe very seriousljr.133 James admired Baudelaire's
verbal %pstinct, and thought him remarkable in his ability
to suggest assoclations. James wrote that Baudelaire,

despite his choice of untraditional sub ject matter, wgs

1s nonsense., Rather, Baudelaire "endeavors to 1mpart a -

morality was at the source of a great work and tbat the

process 1is not the end in all. He. thought that Baudelaire




subject matter and the importance of a moral Quality in
a work of art is childish., Great artists feel that the
entire thinking man is one, and "art for art," said Jemws,'
1s a crudity of sentiment: "1Art for art! peepleiallude
to morality's being put into and kept out of & work of
art, put into and kepﬁ out of one's appreciation of the
same, as if i1t were a coloured fluid in a bigalabelled
bottle in some mysterious intellectual closet. It is in
reality simply a part of the essential richness of in-
spirationamit has nothing to‘do with the artistic process
and 1t has everything to do with the artistic effect. n136
The Symbolist movement was closely related to the
Schools of impressionistic music and painting. James did
not appreciate impressieniS‘tie painting any more than he
sympathized with any philosophy of art which excluded an
interpretation of 1ife°137 Any theory of "art for art's
sake" could not fulfill his artistic reeuirements; he |
never confused art with technique. Art for him bore a

relation to 1ife which mere virtuosity did not., "Art for

39

art" or 1a‘29esie pure was mere decera%ion, it said noth-

ing. James's goal was to so fuse tecbnique and subject

. that the technique itself would reflect the:moral and ,R
~i

statement,

One American painter, John Singer Sargent (1856 1925)“,.'“

won James's favor, and some consider Sargent's technique

to be impressionistic, desplte the fact that he is not
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~associated with any impressionistic school.13 Samuel

'M.‘Green describes Sargent as impressionistic in his

"absorption with the visual effects at the expense of

039

three dimenslonal form. If this were all, James

would have more than likely passed him over, Sargent at
his best, however, is thought-not only a superb crafts-
man, but also a painter of "considerable psychological

n1l0

profundity, and James admired this double value.

- James met Sargent in 188l, shared his studio life, and

increased through his friendship with Sargent his ap-
11

preciation and interest in art. He démonstrated for
James that the technique of the impressionists could be
used to excellent advantage in the presentation of moral,
psychological subjects. |

Whenxthe technique of impressionism is translated
into the medium of writing, the word becomes Importent

for its visual and musical quality rather than its thought

content., Impressionistic music, particularly that of

.

Debussy, ignores the traditional concepts of tonality in

1mpr®ssionist musie and painting attempt to imitate in

The music wanders with no obvious formal organization, but

the device of repetition and contrast suggests the feeling
142 |

- of poetry, The symbolist/poets and the dreators of

°P99£mt°~QXEPﬁ§§W§b§W§hme§ringweffectswofwlight and shade.

"“"their separate mediums the same aesthetic values,‘and tbe

three mediums of expression SO overlap that 1t 1s meaning-

"N




i.less to talk about a literary work as symbolistie~without T

mﬁseeing its rolatiomship to the impressionists.\ Henrv |
James, however, attempted to uségthe word symbol for ito |

~ visual or musical quality and for 1ts thought content. 1In
his best work the visual and musical qualities of words
convey attitudes, create moods, which underscore and con- .
tribute to tbemo. lwith 1ts moral, psychological conﬁént.
Well established, Ihe Beast in the Jungle is also a sym-
bolistic prose poem because James paralleled the technique
of the impressionists and symbolists by cboosing words

for their light, color, and atmospheric effect, for the
~mood created rather than for the picture produced. Debussy
chose his notes: for a similar effect. as the musician of
the symbolisﬁ movement, he wrote in direct Pelation to
Mallarmg:s theory. His musiec belongs to the world of
dreams and shadows and is sometimes accused of lackiog s
"life,¥ an accusation so often made of James's 1ate |

| proseelh3 The word "1ife" in this negative context does

not mean "vitality" but relation to external fact. What

verisimilitude could mean in the realm of music 1is hard
to eXplain, but it must mean the opposite of the mind's
dream.worldg more akin to usual logic, less 1ntuitive. 3 : 

Althougb I intond an analogy between tbo music of’ Debussy -

and the style of James, the contrast botmoon theip motiva-

tion and ultimate production is oqually significant,

Debussy chose his notes for a similar effect but not forl




a similar purpose, Their tecbnique is similar, tbeir ,i
syntax is comparably complex; they are both “masters of
| shade." But James's fiction 1s'neverﬁformless@ an ad jec-
tive musicians ascribe to Debussy, and whereas Debussy's |
nmsic-is.ambnal, James's fiction always has g moral in-'
ﬁenticn. James 1s neither g Symbolist nor a moralist, he
18 both to such an extent that the moral ‘significance is
conveyed by hls symbolical use and arrangement of words.
If James was not happy with the art poetique or
versions of poesie pure which denied the significance of
 subject, neither was he satisfied with any sort of thinly
disguised didacticism. James admired Turgenieff ahd
Sargent because these artists, to bis mind, successfully
managed not to neglect either subject or technique. The
Jamesian art parts company with that of the Symbolists
and immressionists when their theory 8ays that technique
is an end in itself or that technique is synonymous with

:monalii:y0 Technique and moral in Henry James are two

- —--separate entities 80 indissolubly fused by the creative

effort that any attempt to separate the two provokes in-

evitable loss, James'g art worked incneasingly toward

this perfect fusion so that the works of the last period

cannot be explicated any more successfully than can a fine‘ '

poem. For this reason at 1east9 any attcmpt to give an f ". .....

- eéXplanation of a work in the late period without consider-

- ing tecbnique will not be adequate.




The sketches of Charles Demuth referred to 1n tbe
-lintroduction are of value fer the’ light they throw on

e

James's literary methed by lllvzstrating the method in an
analogous approaeh in the materials of another art, 114)4

- This, according to John L. SWweeney, 1s especially true
of the three Beast in the Jungle Sketehes.lhs These
sketches are not 1llustrations but artistic achievements
in their own right, as well gs literary ceriticism by
virtue of their interpretive quality. Demuth chose to
paint what he considered the three points of highest in-

bonsity in The Beast: the boat ride fpeg Sorrento, the

~Scene in which May realizes the reality of the Beast, ang
the coneluding passage. The thrse pictures are, in the
words of Sweeney, "the pictorial equivalent of James!'s

'full-red statement'--the imaged resume of as many of the

image at once."u‘é In the second Ple ture, he notes, Demuth
added a French clock under & glass bell, a detail which 1g
not in theestorj. The story speaks of May as g 1lily pre-
served and Wwonderfully kept under a glass bell. 147 Thus -
the clock in Demuth's pPainting is appropriate since it |

aasociates time with May. The color of the clock repeats

In duller tone the color of May's
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keep in mind James's moral purpose ang still concur with

in a ballag: neither the tum@ nor the words can exist

'1ndependent1y. Yet, while The- imagery in the backgrovnd

orders of treatment 18 most strikimg in the 1nterplay of

““,reference éxploited by the two artists. Symbol, form,

color,_and rhytbm,of arrangement carry tbe observer's eye‘

back and forth from the center of the series In muech the

same way that James's écho of image and oblique interace-
tion of phrase carry the reader backward and forward
through the incidents, transitions, and recapitulations
of his narrative.";h9

Demuth demonstrates the nouvelle visually, This
story, bdwever; does not present the best analogy to paint-
ing, not even impressionistic painting., There 1g not the
visually concrete detail that would supply the aptness for
such an analogy. Although some Symbolistic visual effects

are present, the best analogy, according to Stephen

'Spender, i1s not to bekfoﬁnd in prose or rpainting but in

poetry or.music, more particularly in music.lso If we

Spender's mugical analogy, we can vi@w the relationship

of background to narration as similagp to words set to musig

13, on one level, in aceord witb tbe attitudes ang ideas

N i e

of Marcher, on _another level the backgpeund forms an

lronic contrast, The images and m@tlfs fonm aﬁbackgrotnd

or enviromment in which the essential, simplified
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experience of John Mafqber's self-realization unfolds’

'és'an uncamplicated'narrative. Tbe”elaborat@ richness :
of the~background‘contrasts both strongly and subtly
witﬁ’the ﬁegative 1ife of John Marcher. Tbis ironic
- relationship of backgroﬁnd to narration 1s part of
James's singular accomplishment,
.
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dbapter I
Imagery

)

,Thé sénsé that this nouvellé is inexhaustible 1is
stronger after the twentietbreéding than after the second
or third reading, The.meanimgs‘and possibilities of in-
terpr@tatian continue to multiply, a true indication of
aesthetic vitality. Therefore, in discussing imagery, I
do not attempt to exhaust these possibilities. Instead,

I describe the imagistic structure in such a way that
further elaboration is posg}ble without d®stroying tbe
framework of definition. In the next chapter I follow a
similar procedure in describing the non-imagistic rhythm.
Although I provide a limited quantity of notes in these
two chapters, the explication 1is essentially my own, |

To begin, section I establishes the essential char-
acter of John Marcher as an egotist and a snob. Thinking
himself better than ‘other people9 he avoids personal in-
volvement. He is a man whose life is filled with pretense

and illusion. He is obsessed with tbe idea that something

EOPONVIYYIUIYS S

Special is going to happen to him, and we are led to be- .

lieve that he has had this obsession from his earliest

- ~:;tim3“(p.71).>.Because,bis past was empty, his present

leIfe is empty ‘also. ﬁéféhéﬁfémfﬁéﬁééméiiimbe empty unless

_hgwchangea@_unlessMaﬁmir&cl@,transforms his character, =
The possibiiity%of change rests in one incident ih.bis»

past: the'time at Sorrento, for a reason unknown to

L6




,himse'lf; 'he »eonf'eas'ed to May Bartram'thé'_fact of his

obsession.

Marchar"a life is filled with pretense as well as il-

~lusion. In his obsessed state,'Marcber's soclal life 1is

an act. He pretends not to really need people. He refers
to the lifé he and his friénds appear to be leading (p.
63); when he doesn't remember anything about May, be'wahts
to be 1n possession of what "their actual show seemed to
lack" (p. 66); he would 1like her as an old friend, since

he has "new ones enough on the stage of the other house"

Ap. 67) The fact that Marcher would really like an old

friend indicates how he has failed to foster'any lasting
relationships. Marcher does not trust others with his
sécret since he is afraid people will laugh at him.(pp;'
70-71). He even forgets that he told May, and this sup-
presse@ m@morv'becomes the lost thread of tbeir relation-
ship (p. 62) and "the link it was so odd he should friv-

olously have managed to lose" (p. 68). Miy, howeven, does

not laugh at hinm, Knowing his obsession, she does not as

Marcher feared, think him merely "a harmless lunatic (p.

’7&)( Marcher's obsession with himself makes him unable to

.empathize. Although painfully conscious of others in a

~distorted way, Marcher is too self-conscious to be genu-

The Beast in the Jungle has a dramatic structure of

scenes and dialogue. The action, however, is purely

N\
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~floats in the rsslm of connotation while still ‘possessing

e‘,~psycbelegicel. The background and dielogue.mustiprepare~

the reader for the climactic conversion of John Marcher

'wben this ehssse%er,,at the very end, acquires a soul and

becomes genuihely human. Tpis conversion would not be

convincing if James's technique had been realistic. One
of the'reasons that purely psychological drama is diffi-
cult to produce or that religious drama falls flat on the
stage is that the conversion experience cannot be plas-
tically visualized. James maneges to convince the reeder
that something 1s happening to Marcher, that the reader

1s seeing something happen which is impossible under any
circumstance to see. How James menages this is related to
the accumulated effect of imeger§ ehd rhythm. Although,
as I contend, James convinces the reader of g psychological
eéxperience which cannot be plastically visualized, the
suggestion and movement of the 1magery compares favorably
to that of music. The character of the imagery refuses

to be a part of what Tate calls the naturalistic base. In

~the first place, the imagery is not based at all it% 

, ang_like music, the movement of imagery is intellectually

denotation important to the narrative line. The imagery

1s the base of the narrative., Passages of dielogus and

._gnarrative detail are equally important for tbsir effect

and suggestions. On the surface, the sounds are pleasing,

pleasing; it is intellectual movement, A_tbeme is es-

.
! -




teblisbed by-a certain image. jother 1mhgee in anygiven

*pass:age will run parallel to this thems, 'suggest concur-

rent thought, and est&blisb appropriate mood. In the_samef_?
passage other iﬁages«will run couhter to this established
image. The result is sometimes called "the two voices."
The lrony of the two voices, the voice of James and the
volce of Marcher, 1s provided through the simultaneous
.contrast cf overtones, '

The first three lines of the story illustrate the
suspended movement, slow, vague, directionless and un--
defined, ATbe first line suggests that Marcher has in--
advertently inSpired.a.epeech and that he was startled by
thls response. The Penewallof acquaintence is 1ingering,_
leisurely, and Marcher is passive. Friends had'conveyed
him to Weatherend in the interest of art. The people come
together, disperse, pass in and out among the spacious,
undefined rooms. The great rooms of Weatherend where
Marcher and his friends are visiting at the outset are -
valuable for their poetry and historyp for their sugges- |
tlons of the past. Weatherend is significant for its

housing and preserving art, which in turn preserves the
record of consciousness, There is no concrete description
of'Weatherend unless we consider the reference to the

“light sbining on "old weinecots, old gold 0ld color"

_(p. 64) as descriptiono Such slight references to pbysical ”

detail, however, are themselves:more atmospheric than

Ko
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‘or qualified, James freely supplies "scarcely,

. physical. James did not fail to provide objective roal:lsm,

he deliberately went out of his way to.avoid it. A great

:ﬁmny‘of the otherwise explicit statements are toned down

" "proba-

bly,™" "sonwhow;" "rather," "almost,™ and these qualifiers
suggest what is not accomplished and what Marcher does not
know. Weatherend, the initial setting of the rencwed
ffiendship between May and Marcher, is almost famous (p.
61); 1ts spacious and abundant rooms have treasures of
ihtrinsic value, the worth of which are undefined and un-

definable. The guests give themselves up to mysteribﬁs

appreciations and measurements, and "mysterious measure-

ments"” becomes a recurring figure applied to thoughts and
the depths of consciousness, rather than to rooms and the
vélue of art oebjeets. The mildly vague phrase, "the dream
6f acquisition at Weatherend would have had to be wild
indeed" (p. 62) -reinforces the mood of physical unréality.
"Acquisition,“ "dreaming," and "wildness," while referrihg
to the value of Weatherend and the other guests, suggest
the attitude 6f Marcher toward Weatherend and the guests.
Marcher feels himself to be of superior critical judgment,
He 1s disconcerted aqong-tbese suggestions of the past

"almost equally by the presence‘of tbose‘who'knéw'too much ;

~ and by that of those who km®w nothimg" (p. 62). He senses

- the pressure upon bis consciousness of the poetry and his-l

tory of the great rooms and strays apart to feel in proper




relation to them. If Marcher is aesthetically sensitive

tO'Weatherend, it soon,becdmes‘evident thatlhe is scarce-
‘ly perceptive in the art of 1iving. As Weatherend is a °
house of history, a placé which preserves the past, filled

 with mementos ahd remdnder§t;Mby is significant to Marcher
because she 1s a remimders conjures up for him with her
faceland voice an experience in his past.

The references to wildness and to Mﬁrcbef'% straying
apart suggeSt Marcher's evaluation of others, erroneous
evaluation of himself and, through implication, the true
account of Marcher. The background of section I establish- a :
es the beast imagery. The visitors, llke animals, respond %
to sense impressions, express themselves with iﬁarticulate

noises, with signs and silences. Like social animals, . 5

they travel together and are happier in twos (pp. 61-62).

Marcher, while belonging in appearance to the group,
Imagines himself a lone wolf, an outsider. His premoni- | %
tion about himself he first refers to as a vague but ter- |
- rifying thing (p. 71); later he forms the thing into the
image of the Beast (p. 79). While thinking of tbe Beast

. a8 his distinction, Marcher disparages it by calling it

his disfigurement. For some such reason, he wants at o -
B ) | ]
- = Weatherend to be lost in the crowd (p. 61). He prides | -

- _himself on not being like other people viewing Weatherend - _ .
(p. 62), gloating and sniffing like a dog. The beast and
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- dog images suggest Marcher's hunt for the big game in his
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Jungle. In contrast to Marcher's contempt for otbers, ° o

| Mhrcber is htmself compared to an animal not a wolf but
a smaller animal easily preyed upon. Marcher is rather
like a scared rabbit, easily startled, feeling deep un- o
conscioﬁs“fears (pp. 61, 87, 101). He is,Subject to sud- | . -
den surprises. While Marcher dislikes aggressiveness, he
almost jumps (p. 6L4) to gain the psychological advantage -
over May; he calls himself an ass (p. 64), and May and
Marcher communicate with signs, as do the "animal people“‘
at Weatherend. ' _ |
| The beast imagery also refers to Marcher's fate.
Marcher doesn't really know whatihis:fate is. While
thinking himself better than other people, he attempts,

through false modesty, to disguise his evaluation by

calling himself odd. He thinks people would think him
odd. Strangeness and aberrations, therefore, refer td
Marcher's distorted consciousness of his fate. Marcher
o | imagines his fate as stething terrible; he lives with
| apprehensidn of the unknown (p. 73). At the end of

section I, May asks him if he 1is afraid, and he replies |

that he doesn't know. Nometheless, he doesn't want May |

| ‘ \ . .

i . to leave him, He tells her that if she will watch with . S
- . him she will see whether or not he's afraid. May promises  “";”;“M’f
- -;_iw;;_ﬁ@'to watch.-mﬂibeywhad—been:moving by this time across the ' whm;mM“;fw

room, and at the door, before passing out, they paused as

for the full wind-up of their understanding" (p. 74).
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_passing of time, fate,

| The bell is also significant as an

The next three sections relate tbeir watcbing togetner for :

| Mhrcher's fate to bappen.

%

Tbroughout the nouvelle there is a lot of 'striking"
_and "winding" and "watching. These ordinary words take

on added significanoe through constant repetition and in
asSociation with more profound figures of speech, All.
three verbals have a psychological, non-temporal first
level of meaning: "strike" refers to mental impression;
"winding" and "wind-ups" are summations of ideas and con-
versations and also a description or a substantive for
Marcher's perilous journey; "watching" is observation.
The three wWords are associlated with clocks and time,

Clocks strike and are wound. The "watch" for the Beast,

~ the observation forming the basis of the plot, is both an

ancient nocturnal division and a period of time in nautical

language, an association which connects the time imagery

With the references to water, boats, drifting,'and sea,

The water imagery, in turn Suggests, in addition to the

danger, and uncertainty, and oc-

casionally, the oscillation between safety and danger.

indioation of nautical

153

time.m_”

Weatberend also suggests time past and time passing. %~,
Mbrcher considers himself- superior to the other guests at

Weatberend in his ability to assess art. The imagery and

narration, however, indicate that Marcher cannot accurately
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“'ahd measurements is the themo of

measure anything. His most obvious error in judgment is
his assessment of May Bartram whom he considers a working.y

'part:of the establishment of Weatherend and in need of

-~ remuneration. In'one respect, a respect he does not -grasp,

May is a part of Weatherend, for she is s reminder of the
part and preservss whst little of Marcher's past eXists;
She is the only proof that anythihg.ever bappened to him.
Shey moreover, preserves Marcher's secret, and for this

service Marcher feels 1ndebted to her: "“To tell her what )
he had told her--what had it been but to ask something of
her? something that she had given, in her charity, without

his having . + + 80 much as thanked her" (p. 71). The May

that keeps a secret represents time passing and time pre-
served through memory. The art objects at Weatherend are
treasures (p. 61), and May's memory is a treasure. May‘s
memory is also the seeds planted in the spring of 1life.
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Thus Marcher wonders if the little things which passed

between them at Sorrento were not "small possible germs,

but too deeply buried .
(p. 66).

. . to sprout after so many years"

These seeds do sprout, despite the barrenness of

Marcher!'s past.

In ironic contrast to Marchert's conscious evaluations

time and the value of timolws

~Which Mercher can only sense and never moasure. The sug-
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the future. Time stands tentatively still only”when pre- |

served 1mperfectly, in art objeots, and the passage of
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time forms the melancholy burden of human consciousness.

Marcher considers himself in control of his Judgment, but

TS

he i1s not in control - ‘of nis relation to time. Thus

Lt L

Marcher strays apart--a verb suggesting a soclal animal--

— . on impulse, to feel in proper relation to these rooms of

| the pest and this impulse, undefined and ambiguously
determined leads briefly in the course of the October
afternoon to his closer meeting with May Bartram" (p. 62
1talics mine). The undefined force moves Marcher in tbe
direction of May, the positive virtue. As Weatherend
Suggests time past and time preserved, "Octoberp" ‘and
"afternoon® Suggest time passing. The name WMey" sug-
gests youth, freshness, possibility; "October suggests
old age, staleness, futility. "October" is also important
through ﬁhe story for its Suggestions of London's seasonal

fogs and mists, a period of unpredictable Weather and of

limited visibility, a condition especially hazardous for
e marine.ns° Tbe afternoon of l1life is again the end'whicn

deepens Into darkness and ~death. The later afternoon of

an October day is the twilight, the period of refleoted B

— '_ ___1ight suffused between day and darkness. Octoben after-

noon," therefore, Suggests an imperfect state ol light

Marchert's mental i1llumination at Weatherend 1is, appropri -

(1)
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ately enough, 1mperfect. Plééediin this tmagistically

'contrived environment of time past and time passing'with

its waning ligbt So soothing to the partially blind, 1is
John Marcher, whose name suggests the beginning of 1ife
and the journey of life.

. The journey of Marcher occurs in spéce as well as in

- time, and spatial concepts are Important for non-spatial
J

implications. Spat}él separations indicate gaps in com-
munication or disténce from knowledge, Whén Marcher and
May meet at weatherend, therefore, they sit "much sepa-
rated at a very long table" (p. 62). She knows something
he does not, and time is the distance between his present
consciéusness and the incident of their first meeting,
‘Nhén she drifts toward him (p. 63), she drifts across the

gap of memory and time. Marcher, however, does not yet

see her perfectly because his light is imperfect.

While water imagery may represent memory or conscious-

ness, water also represents the passing of time., These

~lines, for example, which May speaks in an attempt to £111

Marcher in on the missing details of their past, suggest

the combined elements of time, space, history and memory:

"The incident of the thunderstorm that had raged round

them with such violgnce as to drive thenlfor refuge into

~an excavation--this incident had not occurred at the

Palace of the Caesars, but at Pompeii, on an occasion when

they had been present there at anhimportant find" (p. 65).
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"'-Thé fhunderstonm.drivihg them into the excavation was an

 ineident of dangéf'ahd romance, an incident whieh Marcher,
mysteriausly has forgotten. This occasion in the past,
however, was of arcbeblogical, historical intefestf Some-

" one was uncovefing at Pompell the artifacts which woﬁld
later serve as proofs of a forgotten lifé. No artifacts
remind Marcher and May of their past. They wait "as o
sée 1f a memory or two more wouldn't again breathe on

them" (p. 65). Memory is allied to the boat image as a - |
! _

light air, a breeze, which brings their separate boats
Atoge‘bher. |

Marcher considers himself a gallant capable of love,

7

but he is not. Sorrento had provided opportunity for
- - romance, but Marcher failed to take advantage of the op-
portunity. He wishes he could have "saved her from a

capsized boat in the Bay" or "recovered her dressing-bag,

filehed from her cab in the streets of Naples by a laz-
zarone with a stiletto" (p. 66). There had b@enAdanger

them into an excavation. Marcher might have protected -

at Sorrento, the danger of the thunderstorm which drove |
May and acted the hero. The circumstance might have pro-

voked their falling in love. Marcher, however, despises

love as tooicommbn;'Hé“conéiders'his danger to be some-
' thing else (p. 73), and fee%ﬁ.safe in the company of May : | I
~ because she Will not remind him of any "sweet speech or

avowal" (p. 68). When May reminds him of his confession,
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bowever, her knowledge "began, even ir ratber strangelx

'to taste sweet to him" (p. 69, italics mine), This vague-
ness of suggestion paralleis tbe uncertainty in Marcher's
‘mind. Before memory supplied the limk and the wind,
Marcher had reached out 1n an attempt to connect with her
"in lmagination, as against time" (pe 67). 1If he were
unsuccessful, he feares, they would “separatelfor no
second or.no third ehanee"(p. 67). Just at the turn,
however, May, not Marcher, saves the situation with her
re.minders9 and they are once again, figuratively speaking,
on the Sorrento bosat with new possibilities'fon romantic
adventune. By'bridging the gap of memory, they have |
bridged as well the passage of time, |

Comprising part of the power of the work are the
suggestions and associations of the word "charm."A All
the allusions to the occult as well as the extra- sensory
fall under this heading. Harold T, MbCarthy considers
Egg,ggggg‘ig,zgg Jungle a ghost story in the sense that {t -
is phantasmagorical, The supernatural element which he
says, 1is felt indireetly he calls the phantasm of a fixed
1dea.154 This aspect of psycbological fantasy in Jemes
"”bas been compared by Roberta Cornelius to "La Belle Dame
--Sans Merci® of Keats. The comparison here is specific,
not just that aspects of James's mood and surface values

1
are sometimes called Keatsiano 55 Rather, there are super-

natural suggestions in the nouvelle which, as in the case
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© "Lg Belle Deme" 1s powerful because of what is left out.

. communicates with her eyes. In section T their eyes meet

156
'of Keats' poem, provide their power througb suggestion. >

May Bartram.ia a failure as a femme fatale,'unless ‘we con- :
slder her power over Marcher after her death as an ac-
complishment of a8 spell cast during‘ber lifetime, but

references to May's particular charm are varied and abun-

dant, She is referred to in section I as an important
part of the charm of Weatherend, the ancient house where
she, figuratively speaking, points out "the favorite haunts
of the ghost" (p. 63). Part of the charm of Weatherend,
of course, is its art objects, the vital reminders of a
dead past. The charm is also "in the way the autumn day
looked into the high windows as it waned; the way the red
’1ight, breaking at the close from under g low sombre sky,
reached out 1n a long shaft and played over old wainscots,
old tapestry, old gold, old colour, It was most of all
‘perhaps in the way she came to him as if, since she had
been turned on to deal with the simpler sort, he might,
should he choose to keep the whole thing down, just take

(p. 6L4). May also has the power to put Marcher at - ease
(pe. 70), and thig 18 a rare virtue. | A

Besides being part of the charm of Weatherend, May

"in such a way that he perfectly believes her (p. 70), and

May and Marcher continue to read each other's eyes, a

7/
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" hablt which lends itself to the mystical atmosphere.

'.ROber% Gale comments‘thaz/Jam@s is almost transcendental

 1n expressing the 1dea that eyes reveal the spirit and
1 .

are organs of communication. 5? | |

The fire imagery begins in this 1mportant section of o | ]

background which reopens Marcher's relationship with May.

Red and gold, the colors of fir69 represent this relation-

ship. Fire and its light imply insight and knowledge.

" a suggestion of a

May is here spoken of as "turned on,
lamp, to deal with the simpler sort.- Next, the impression
of her face is compared to the torch of a lamplighter
(p. 64). In one sense, the fire image represents the
hearth, the possibility of a home. "A cbimney-piace" is

mentioned at the beginning of this passage (p. 6l), and

is repeated in scene IV; The chimney also reminds the
reader that there is a humen May in addition to the one

i imaged with allusions to the occult, a May capable of being

- - & wife and mother. This human May does not transcend time;

—she grows old (p. 63).

Section II develops the themes of mutability, fatal-
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ism, and fear. The "anclent lady her great aunt" has
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fina11y~died and Marcher, in his self-conscious act to

be, with the one person who knew, easy and natural, “wrote

_pleasantly that perhaps the great thing he had so long

felt is in the iap of the gods" (p. 80) was her acquiring .  |

& house Iin London. He is sure that his fate is in the




. ?',=lap of.the gods, butvhe exaggerates his evaluation of her

good fortune, Prior to tbis, May and Marcher had con-
tinued to meet at Weatherend, the art gallery, and the

Kensington Museum, where, among reminders of Italy, tbey“ |
‘”attempted to recover their youth (po 76). Hﬁy's knowl-
edge 1s called a goodly bond between them (p. 75), and
tbié reiterates the "thread” and "the 1ink" of section I.

The second meeting at Weatherend 1s now a part of tbe

past, a moment in history when somathing in the more dis-
tant past had béen recovered: "that recovery, the first
~day at Weatherend, had served its purpose well, had given
tbem.quite enough; so that they were, to Marcher's sense,
no longer hovering about the headwaters of their stream,
but had felt their boat pushed sharply off and down the
current® (p. 76). They are now afloat together, and the
~cause is the buried tréasure of her knowledge which he
erroneously credits himself as having brought to light,
Tbis'image 1s & more explicit expansion of the incident
- &t Pompeill where there;had beep buried treasure and an
important "find." Until mémory supplies the wind, May and:
Marcher seem to be in differehtfbbéts.- When memory sup-
plies a link as well as a breeze (p. 76), it connects:
their tWo lives and sets them adrift together.

N‘ ToiM&rcher, the cause of their being adrift together
is ‘the buried treasure of her kndwledge (p. 76) 'He had
- planted the treasure;;be had dug 1t up. But'only by rare
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‘ '1uok bad he found so fortunate a hiding place for h18

treasure, and only by rare luck ‘had he stumbled upon tbe

hiding place. A mgst@rious fate had 0pened his mouth
betimes in _s;pg;_e_ of him. His relationship w:lth her simp‘ly
existed (p. 79). Marcher is fatalistic also about the
form,this friendship shall take. He -dwells upon "the

sweetness, the comfort, as he felt, for the future; that

this accident itself had helped to keep fresh" (p. 77,
italics mine). "Sweetness and comfort for the future
"sounds like some plan for a home, but Marcher considers
her knowledge of himself sgs sufficiently sweet. He uses
a3 an excuse for not marrying the uncertainty and danger
of the spring of the beast, and since this danger is noth- ~
ing he can ask a woman to share, marriage is automatically
'out of the question, One is certainly led to wonder what
woman in her right mind would want to marry someon@ Wwhose
logic is so strange, and the ;;ﬁptation is to conclude
that the story is about two utter eccentriecs. But accord-
1ng to James, marriage really is beside the point, and
Marcher's objection to marriage 1llustrates the charac-
3 ter!s misunderstandingo James is advocating that‘Marcher
love N@j'with an ideal love from which acts of love amd -
marriage itself would comé as a natural conclusion that ”
doesn't need talking about Although he wants May to S

- watch with him, he will not marry since marriage conflicts

with his idea of: masculine adventure, At the 1dea of

. - -y e
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mmrfiage, Marcber shifts his concept of waiting for‘the
 Beast from "a watch" to "a hunt® (p. 79). His hunting,
Pbowever, is again purely peycbological. He invents the
. 1dea as an excuse because, mistrusting people as he does,
he cannot become involved emotionally with anyone, May
goes on the hunt despite his rationalizations about mar-
rlage. In a sense, Marcher provides the form of marriage
without the love. He considered marriage an unselfish
form which he must forego because of the prior claim of
tqe Beast, Ironically, their habits have the appearance
,of-a:marriage. ~

Marcher confuses other forms with unselfisbness.' He

establishes the tradition of giving May small gifts to

guarantee himself that he hasn't become selfish. He con-

siders his quiet civility 84 generous gesture by which be
doesn't force society to know a haunted man (p. 78),.

The Beast imagery continues {n section ITI, May is
called his "king wise keeper“ (p. 81); a "stranger could

:."

overhear their conversation without pricking up his ears,
and society 1is, to.Marcher's mind, lucklily unintelligent
(p. 83). “

His premonition Mbrcher figures as a Beast, his dis-

tinction 48 an oddity, a hump on one's bagk (po 79). The

- DBeast or the "real truth" about Marcher takes the form of . |

a water monster. As they travel together, consciousness,f

in addition to time, becomes the water or fluigd elemgnt~58
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.1n wbich "the real trutb'was equally liable at ahy.moment-

to rise to the surface" (p. 83).

{

Section II continues to establish the two Mays, the
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human &md th@ occult. As woman, flesh and blood, May has
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éxperienced the fatuity of youtb (p. 76). Now she teils

Marcher she 1s his "dull woman, a part of the daily bread

for~whicb Jou pray at church., As part of his daily bread,
'May fills the role of female compénion. In performing
her role, May adopts Marchér's forms (pp. 80,825. She
"disposes his concealing veil in the right folds" (p. 81),
and shares his mask (p. 82). She also assumes his detach-
ment, and the truth about herself, the fact that she 1is
growing old and that she cannot confess any desire of herp
own to Marcher becomes "g false account of berself"'(p.

82). Their habit of being together has provided thém‘a

mutual front (p. 8)), v

Marcher now feels a8 much at home in her house as he

would if it were his own: 'he

~ had turned once more about the 11ttle drawing:“
room to wbich year after year, he brought his
inevitable topic; in whicb he had, as he might“
have said, tasted their intimate community with
every sauce, where every object was as familiar @;f .

_to him as the things of his own bouse and the

~ VOry carpets were worn with his fitful walk
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—errw'mmcb.as the desks in old counting-bouses
are worn by the elbows of generations of clerks._
The generetione ef his nervous moods bad been at
work tbeﬁeg and the place was the written bistory
of his whole middle 1ife (p. 86).

() § course, both May and Marcher are grewing old, and to

- evidence this, ‘the 8cene of section IT takes place on her “

bifthday "at a season of thick fog and general outward
gloom" (p. 83). |

In contrast, the oceult May has the power to keep
their relatiensbip almost ffesh (p. 83), a reference to
her figuratively reﬁresenting youfh as opposedAto'Marcb-
er's prosaic staleness. She looks to Marcher, after she
has measured his 1ife from hep Speclal vantage point, "ag

if, unéxpectedly to her, he hag crossed some mystic line

that she had secretly drawn round her" (p. 89),

May realizes the barrenness of thelr relationship,
but since she cannot tell Marcher, she must keep a secret
Which becomes indeed "the pesl truth." The detenministic

words continue as Marcber is destined %o beecome aware that

she knous something and that She is judging his 1irfe (p.
80). In the birthday scene, Marcher once more confronts

May with his egotistical concern for her'best interest

- and once more his fetalism'becomes tbe topiec of conversag-

tion: Marcher asks, -
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| QOnlj doesn't it sbmetimes come to‘you as fimm
goes on that your curibéity 1sn5tvbeing partic-h»

ularly repaid?" N ' "

.May'Bartfam had a paﬁse, "Do you ask that,

by any chance, because you feel at all that

yours isn't? I mean because you have to wait //(A

Py

SO long.". | | . ///
Oh he understood what she meant! . . .  // #

"No . . . It isn't a matter as to which I can

choose, I can decide for a change. It isn't

one as to which there can be a change. It's in

the lap of the gods. One's in the hands of

one's law--there one is. As to the form the

law will take, the way 1t will operate, that's
its own affair" (p..BS). S -

The question arises again of Marcher's fear, and the

-prospect of fear makes Marcher afraid; he is afrsaid to

think of being afraild, for such thought would force him
to face the truth sabout himself. May remarks, "tbere‘havé
been days when we have thought almost anything." o _

"Everything. Oh! Marcher softly groaned as with
Just then than it had been for a long while, of

the imagination always with them. It had always
had 1its 1nca1cu1ab1%fmoments of glaring out, quite

~a gasp, half-spent, at the face, more uncovered ““**““Tf”“”*“”‘fgi
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- as witb the very eyes of the very Beast and
~ used as he was to them, they could still drew

from him the tribute of g 'sigh that rose from
tbe depths of his being. All they had thought,
first and last, rolled over him;159 the past
seemed to have been reduced te'mere barren
speculation. This in fact was wbat‘tbe place
had just strﬁck him as so full of--the Simpli-
fication of everything, but the state of sys-
pense. That remained only by seeming to hang
in the void surrounding it. Even his originel

fear, if fear 1t had been, had lost itself in

the desert (p. 87).\
\
The personification of imégination is very interesting,
. for it indeed suggests that there are two Beasts and that

B - pared to water. The past is presented as lacking concrete

o

Marcher's spiritual desert (p. 87).

ens in section IIT into évening and da}kness. Atmospheric

_._ ... .Suggestions parallel Marcher!s 1gnorance and petty fear,

_ ness of the importance of not being selfish" he takes May

to the opera so that she will have more than ! 'one sort of

-——-reality, and all that remains is suspended in the void of

~ Marcher keeps up forms and appearances in "his conscioya-




food forhef!mind"(p.,90).' Marcher!'s favorite pastime

and food is sti1l mising about his fate, and May co\n-
tinues to watch with him. Fulfilling her human role,
she serves him 1ittle suppers (p. 90) and givaa haraelf

might not be saved from.wrong'appearances, and she answers

that he "covers her tracks,” a reference to the hunt &nd
to the disguise, by providing an escoft for her, by going
through the form: "Tr you've had your woman I've had, "
she says, "my man" (p. 91). 1In failing to provide the
love in addition to the form, Marcher is again not very
different from the ordinary human type he both fears and
despises,

Marcher now sees May's function as part of bis'dis;
'.guise. This touches him, since his disguise is g very
valuable part of his psychological apparatus., He praises

her a8 kind and beautifyl and, always careful to balance

the scales, wants to know how he can Sver repay her. The

Screw turns once more as May answers with the reply al-
ready in the mind of the reader, "by going on as you
" (p. 92). |
After this conversation, they avoid- talk of the Sub-

.Ject The avoidance beoomas a depth of conscilousness

——bridged over by the form of their friendship:
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ingless fate. Sometimes this suggestion of fate requires

or suspended, such as the bridge. In the atmosphere of
suspended imagery are the floating and the cilrcling images.
The former are primarily directionless and suggest mean-

the image to move in the direction of positive values--

- toward May as the representative of love, life, and know]l-

160
edgo, for example, Sometimes it moves in reverse

toward negative values, selfishness, death, superstition.
Tbe image may permit tho protagonist a limited opporbunity

to ! guido his own boat." Marcher, for example, in con-

sldering a new idea, circles round it (p. 93). His

- B - 69
It was into this going on as he was that they B
] relapsed, and really for so long a time that the
",déy inevitably came for a further sounding of
their dopthso These depths, constantly bridged
over by a structure firm enough in spito of its |
lightness and of its occasional oscillation in §
the somewhat vertiginous air, invited on occasioﬁ,' %
in the interest of their nerves, a dropping of §
the plummet and a measurement of the abyss (p. 92). g
This passage 1llustrates thepquality of movement in mucb %
of the imagery; a‘brioge sways in the cireling currents | %
of air, and in contrast, a plummet drops to measure the §
depths of thought. References to ideas dropping or being ;
‘pulled up, tbo Beasp surfacing, the wind-up of a oonversa- g
tion suggest vertical movement. Some images are static ) %
| :




~ circling 1is both a suggestion of suspension and of im-

perfect knowledge.

The most convineing evidence of May!s mortal humanity
is her dark announeem@nt that she is sick, that she fears
"a deep disorder in her blood" (p. 94). Marcher 1s:more

aware by now ef May's superior knowledge, and a new idea

frightens him, the idea of losing her. He begins to

imagine disasters (p. 94), and wonders if the great ac-
cident will be "nothing more" than "seeing this"eharming

woman, this admirable friend, pass away from him" (p. 95).

~He wonders if this might be the answer to his riddle, a

word anticipating section IV, where the occult May is
called a sphinx 15 possesslion of the answer to Marcher's
riddle. In section IIT Marcher wonders if she might not
have some "mystical irresistible 1ight"; "1t would quite
lacerate her to have to give up before the accomplishment
of the vision" (p; o). |

Time lapses, and Marcher is surprised once more to

notice his friend is older: "His surprises began here;

| when once they had begun they multiplied; they came rather
with a rush: 1t was as if, in the oddest way in the world,
| 'they had all been kept back, sown in a thick cluster, for

the late afternoon of life, a time at which for people in

- general the unexpected has died out" (p. 95). This har-

vest of . surprises is reminiecent of Marcher's earlier

thought‘tbat their past could not produce very much, He




"nOW'becomes conscious of timeirunning'but, and his‘fear

' takes another turn. Hé is not,only afraid that his great
thing is 1n$1gn1ficant,:he 1s‘more aff;id‘than ever that
he 1is within the vicinity ofﬂthe Beast, within the realm
of'possibilityo This Beast Marcher suspects, however, is

" the illusory %ear of his own making, Marcbér is definitely
on the wrong track, and the imagery nowﬁmoves more defi-
nitely in the negative direction. While worrying about

 what was going to be, Marcher rejects the possibilities of
the present and seals his dooﬁ.for the future. All of the
considerations which réside in this realm.of'possibility
are shpoudéd in vagueness. The toné here is kept somber
and dark; his obsession 1s described as "the great vague-
ness casting the long shadow" (p. 97); he wakes up to the
sense of belng stale and to the possibility that he and
"the great vagueness are subject to the same laws; that
1f he grows stale, the obsession also may evaporate, dis-
appear. He wants hils fate to be decently proportionate.
to the postures he has kept all his life. The thing hap-

- pening to him must be spectacular, uncommon: "He had but
Qne desire left--that he shouldn't have been sdld"‘(p. 97).
Marcher who doesn't trust p60p169 doesn't trust tbe‘gods‘
either. He suspects tbem.cf cheating him out of his self-
-contained idea of his own fate. His conscious tbought,
runs in this negatiye direction of suspicion and feér-

until well after the death of May.




!

The atmosphere of light and §%r1ng‘form'tbé important

- background for scene IV in which the passing of time, the

lost opportunity to love, and the wasted virginity of May

are all reflected in the ‘exquisite commosition of ons

‘sentence: "she was presented to him in that long fresh

light of waning April days which affects us often with a
sadness sharper then the greyest hours of autumn" (p. 98).
May presents herself to him "all draped and all soft"

(p. 103). She almost seems to recover her youth, The
Léarth and May's'young look represent the home that might
have been, a motif repeated in Marcher's "standing by the
chimney-piece, fireless and sparely adorned" (p. 105).

The hearth is a detail which, 1like the reference to autumn,

brings to mind section I when they spoke alone in a Rpom

"remarkable for a fine portrait over the chimney-place"
(p. 64). The fireless hearth emphasizes the coldness,
emptiness, and futility of the future for Marcher once he -

misses his last chance to love May. Fire and light as

~opposed to cold and dark suggest the qualities of tbeir
~relationship by paralleling the qualities of May and

Marcher. Fire and light represent May's consecious knowl-
edge and ultimately that of Marcher after his tr&nsfonma-
tion. Cold and dark represent Marcher's unconscious

ignorance until his moment of Fevelation.ﬁ

May 1s here compared to a sphinx and a 111y (p. 98).

- She 1s similar to the classic sphinx in that she knows the

e
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, passage of time. Like the sphinx, May is enigmatic, mys-

e g r———e .

M"gwam into her ken" (p. 99) her eyes are beautiful with a

wasted Pace delicately shone with it--it glittered almost

sacret“of Mhrchér's 11fe which he calls his riddle. .Also,
the classte sphini 1s assoclated by the riddle with the

terious, smiling, alluring, and feminine. She communicates

with himﬁas AcCross some gulf; the answer to their question

strange, cold light (p. 100). May is "frail, and aneient,
and charming." The cold charm in her eyes spreads to the
rest of hér person (p. 103). Her charm as woman and |
superior being is conveyed in these lines: "It had become

suddenly, from her movement and attitude, beautiful and

vivid to him that she had something more to give him; her

as with the white lustre of silver in her expression. She

POty o o cn TSR tanes

was right, incontestably, for what he saw in her face was
the truth, and strangely, without consequence, while their

talk of it as dreadful was still in the alr, she appeared

to present it [the Beast/ as inordinately soft" (p. 106).
The implication is plain that May is Marcher's opportunity.

At the end of section IIT Marcher considered that

"since 1t was in time that he was to have met his fate,

‘80 1t was in time that his fate was to have acted" (p.

96). The Beast does spring in section IV, but Marcher

18 not aware of it. When May presents herself to Marcher

,(p. 103), she gives him his last chance to love her, The

. Beast springs when Marcher misses his chance. The time of
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‘the Beast is mmrked by "a‘amall perfect eld French clock™

centered and passive. He fails to respond with any human

affection, and May rings her bell to signal the maid that

-on the fireless chimney piece. Marcher just stands, self-

she is sick. The bell resounds symbolicélly that the most

significant stroke of fate has occurred in time. The
striking'of the bell indicates that May's death is im-
minent and thatMarcher, as a man, has been a faillure,
The maid, not Marcher, puts her arms around the sieck
woman° May's illness separates May from Marecher for a
while and leaves the insensitive Marcher "odiously im-
patient" and "supremely disconcerted" (p. 107).

- May in section V is too 111 to see Marcher. During
this time he wanders alone and miserable. He does hot
want to lose May, but still fears that his fate is noth-
1ng:more“than this common doom (p. 108). She "keeps him
8 little while at bay" (p., 109). This suggestion of s
straining dog ironically ascribes to Marcher an uncbar-

acteristic aggressiveness. When he finally sees her,

however, he only speaks of the scant service left "in the

gentleness of her mere desire" (p. 109). Marcber's ego;

as James continues to turn the screw, becomes increasingly

:monstrous'witb every twist., Marcher only exploits her

patlence and indulgence for his own ends, In their last

conversation May, while speaking with the straightness of

& 8ibyl, also speaks with "the softness almost of g sick °
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child" (p. 110). No matter how great heh wisdom.ahd
magnanimity,she succumbsAto sicknees, some thing sibyls
never do, and her illness forcee'her to abandon his case.
"He had no vision of her afterward which was anything but
darknees and doom. They had parted for ever in that
strange talk™ (p. 114). The boats which came together

in section I now separate for good.

Section V is an intensely dark section since May, the

representative of light, dies. Marcher, in his frenzy,
continues to look for the Beast, not knowing that he is
hlooking for the human relationship he can no longer have.
-Marcher wades through‘the(beaten grass of his jungle.

(p. 116), but May is lying in the wilderness of tombs

(p. 118). The desolation of sectionlv ahticipates and
\/overshadows Eliot's The Wasteland."lél Marcher's sepe-

ration from his source of reality 1s spiritual hell, dark-

ness, doom, resembling the "abrupt cessation of music"

(p. 116). The abrupt cessation, the negative and empty, N

suggests again the void and the abyss.

The coneeioueness Marcher seeks is the knowledge of
what the Beast had been, what May knew about him. He
worries after her death, not about his futurse, but rather

| about what has happened to him that she knew and that he
~did not, Something of this sort was on his mlnd when he

declared to her in scene IV, "I'm only afraid of ignorance

today--I'm not afraid of knowledge" (p. 102). Marcher's
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Lidea of consciousness is that of everyman who. smusly S o
‘satisfied with fnimselfg eould not 1live with the real truth
~ should he know it. EMrcber 8till seeks after knowledgei‘ |

not realizing that genuine knowledge 1s very painful,
When Marcher swears to himself that he will win back
 "the lost stuff of consciousness" or "have done with con-
sciousness forever“ (p. 117), the reader knows that Marcher -
has never had real eonseiousness and that he‘aoesn't really
know whst he is asking. Marcher seeks for the knowledge
May had, the opporturﬂty to know which he lost when he
lost her, tbrougb death, as revealer, He then goes on a
frantic search for this knowledge as a "father'woﬁld seek
& lost or stolen child" (p. 117), and this image 1s ap-
proprlate. The knowledge which Msy had is the fruit of'\
their relationship, and figuring her knowledge gs Marche
- er's child is almost a me taphysical conceit., Since
Mareher considered himself strange and distorted, May's
knowledge of Marcher 1s monstrous; and sinee thelr re-
lationship was strangely negative, the knowledge is pain-
ful and ugly. May knows the nature of this knowledge and
‘wants to conceal from Mercher the ugly truth stemming from
thelr relationship. When Marcher finally realizes his

error, he has seen the child and in seeing the child,

= _he has seen himself also. R S : S -
, Marcher's 1gnorsrwe is also reflected 1n his feeling

cheated of sympatby at May's death, at his sense of the
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“unfairness of his having "no producible claim" that she

"?.=bad been a "feature of features" in his 1life (p. 115).

' March@ﬁ ends his life as his journey began: with no his-
torical re;;£30f any past. But now he must live in the
past since he is convinced his fate has happened. Mhy's
tbmb, therefore, must serve as the historical proof of'
bis existencée The tomb and the graveyard replace in the
last two sections the historical setting provided in the
first two parts by Weatherend and the Kensington Museumn.
May's tomb must serve as a reminder, a ring, and a record.

» Since the tomb will not reveal May's knowledge,
Marcher travels East in search of truth. The East repre-
sents ancient wisdom and knowledge, timelessness and
enlightenment. But Marcher discovers in his Journey that
light, life, knowledge, and romance were, for him, onl§
to be found in the life of May Bartram, The Orient with.'
all 1its monuments of past history has no 1light comrorting
enough for Marcher who has valued the rich hues of a deep-
ening twilight that soothed, "coloured and refined." o

"~ Marcher likes his dim cemetery where no one recognizes

bim and where he can live in his past. By returning to

~the grave of someone who had considered him wonderful,

s . he retreats into another daydream. He had been wonderful = — -
~ - for himself, yet he returns to the grave of the one person
- Who knew his distinction. May was more than a segret

‘sharer in this distinction. She alone knew what the

T T s




in section six in evvidence that Marcher ’bés not changed

and she had had it all these years™ (p. 70). In a sense,

~comparable to the Beast Marcher imagines as constituting

- May any moré than his concept of the Beast 1s the real

 to bim, in reflexion, as a light that coloured and‘re- |

L e s A TR M B Mor b gt e e g MR S e e - e .
PR LS N ML e o e S AT e s IR SRR

~ distinction was, and with her death the distinction also
died. She literally becomes the buried treasure of his »
knowledge. This self-centered pity and absorption occurs

any since he recognized his secret sharer in section one

as "the only other person in the world who would have it,

therefore, May is a pro jection of Marcher!s Imagination.

That 1s, there is Marcher's idea of a May designed to
serve his psychological appetite. This projected May is

his doom. But Marcher's projected May is not the real

Marehér's return to the gravé of May prepared the
way for his full discovery of the truth, and because the
Journey is symbolical of the full scope of Marcher's ‘
Journey of 1life, the goal of which is ultimate realiza-
tion, the light imagery swells in repetition. "The state

of mind in which he hag lived for so many years shone out
.5

fined, a light beside which the glow of the East was

garish. cheap and thin" (p. 119, italics mine)., The light -
imégery is not repeated again until a pagée and a year |
elapse and Marcher comes to new knowledge on the bri}zk of

biﬁ final realization. During this year he l1ives in his
, . . -~ :

»




consistent with Marcher's belief in fate and 1nevitability.

May has islknowledge of Marcher and

‘1ight, light from him and of him,

past with the 11lusion that in the past he hag been some-

His distinction in life had

thing, had had something,

been their watch together, the knowledge of the Beast, a

knowledge she had in perfection since she could view the

N

source from a more perfect vantage point. The light which

reflects back to

Marcher. Only through this reflection from her does

Marcher have knowledge of himself. She shed a glimmer of

in her 1ife and'through

her 1ife, but only by the merest chance does the fuyll

effulgence of light come to bim.on an autumn day and put
"the match to the train laid fnom of old by his misery"

(p. 122, italics mine). The word "light" i3 used here,

as in segtion I, as knowledge., 1In section I the face gf

May operated like the toreh of a lamplighter, now the face

of a stranger, the ficelle, strikes the mateh by showing

on his face the misery of his loss. Ironically, the final

revelation is violent: the expression on the stranger's

face 1is "like the cut of a blade" (p, 122), and with sigbt
of this expression Marcher?’s ache which had been syp-
pressed,vrationalized

(p. 122),.

"strangely drugged" begins to bleed

The narrator Suggests that this final revela-

tion is by merest chance, but the reader understands that

he 1is ironically mimicking Marcher!s superstitious bslief -

in chance, and the reader knows that such SUperstition is




P . 7 ,'f'f What makes the revelation 1nev1table is the nature and

' . v chareeter of the cemetery, the fact that the "common doom"
i - - resides there.162 Marcher cannot haunt the cemetery with-
% | - out sooner or later being confronted with the misery of

humanity, a mieery based not on lost ego or lost sexual

experience, but on the loss of someone loved. Here again -
'is the power of facial expressicn to communicate knowl-
edge, but there is no clear description of exactly how

the man looked. Rather, his eyes thrust the metaphorical
dagger sharper than the "lazzarone's stiletto" (p. 66) or
a dueling blade of Marcher's romantiec imaginatien. Had
.the man at the grave been someone of social distinction,
Marcher's imagination would have gathered this distinction
to himself and made it part of his egotistical 111usion,
Instead, Marcher's 1llusion, the evil spell, 1is broken
forever. His coming out of the spell is to face the fact
that he was nothing in his 1ife because he gave nothing

in 1ife. The blow of this knowledge crushes Marcher.
! "He rested without power to move, as if some spring in
;. ;_ vbim, some spell vouchsafed, had suddenly been broken for

ever" (p. 123). Marcher!s only reason for living, the

é A'mm..' 111usion of his past, is destroyed and he experiences a

;_' 1 5 '~ flerce desire to die. The past for Marcher would have ?*
1 meant something-if he, too, had been deeply ravaged, This
perception of the stranger's grief overshadows any con-

slderations of dress or age or class (p., 122)--in other
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words, any temporal cdnsideqaﬁidns.f
but the raw glare of his-grief remains;

the others, 1is not of literal value.

The‘3£ranger_leéves,
This figure, like

Certain words which

have been associated with the Beast are now associated

with the strangez’a9 for the Beast glared and attacked, and

now, seemingly comes back in the person of the stranger
S to finish what it once'started. All of this is highly
fantastic and terrifyfné. Shaken, startled, Jbbn Mafcher
¢, envies the stranger his grief. Until this point, Marcher

has despised the "“common doom."

The grief of the stranger
18 a glare, a sight of the stranger has set fire to March-
er's misery, and now, at the apex of Marcher's revelation,
the light imagery also reaches a high peak: "The sight
tbat had just met his eyes named to him, as in letters |

of quick flame, something he had utterly, insanely missed,

and what he had missed made these things a train of fire"
(p. 124, italics mine).

" This new knowledge "flared for

bim as a smoky torch" (p, 125, italics mine). "How that

the illumination had begun . . . 1t blazed to the zenith" — %

(p. 125, 1talics mine), and Marcher is left "stupefied at

the blindness he had cherished.™ The truth glares at him

that he had never thougbt of her "but in the chill of his

egotism and the light of her use." (Italics mine) He
reallzes that the Beast had sprung in the twilight of

 April. "Twilight" is the "too late" time of Marcher, his

darkness suffused with the glimmer of truth which May has
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~ for Him;?and the "sﬁring" or 1eap of the Beagt in that'A
' Apriltwilight_isuélso the "Spring-time" of the Beast. In
such slight'pUQs or overlapping of imagery resides the
surface meaning. This glaring of the Beast of his pastlis
so real to Marcher that he "in his hallucination” flings |
himself in thé tomb to avoid it (p. 127). There is no
realistic description in this last section, only imagery
and psychological reflection. - The imegery supports the
revelation of Marcher, the destruction of his ego, the
transformation of his character. What is left for Marcher
and of Marcherﬁis "the order of consciousness," the pain
and suffering of knowledge which May, in her wisdom, baé
prayed he should never know.

In certain respects Marcher's hépless life 1s like a
mock epic or a take-off on classical tragedy. Marcher
considers himself of heroilec stature, and oblivious teo——

~hls doom, he ultimately succumbs to his fate. He speaks
of what the gods might have in store for him, and the
- reader, having the advantage of dramatic irony, watches
Marcher's doom unfold. Marcher incites the wrath of tpe
laws of life, which he terms "gods," through his contempt
_ Tor the common doom and through his presumption that he
'r 1s better than others. A8 in the ageless myths of man
against théwgods, Marcher experiences the paradox of doom:

hé had his chance, but one's doom "was never barfled"

" (p. 126). The cause of Marcher's ultimate downfall; his

e e g e




unconscious state of blindness and egoxiam, is‘ingrained'

in his personalitv, his lack is inherent. In his ulti-
mate downfall, however, he 1is redeemed, becomes a con-

8sclous person with a vital soul, finds what he has been

~ looking for in the fate he has feared. The poetic justice

1s of classiec proportion, and the almost humorous sarcasm
of the narrative voice subsides in the last section to
Jallow the reader to fully savor the tragedy, to be emo-
~ tionally involved. Satire requires objective distance
between the audience and the treatment. At such a dis-
“tance author and audience poke fun at Marcher and hisg
blindness. There is none of this satirical distance at
the very end. 1In the last section, the reader experi-
°nceés empathy for Marcher which must stem from the fact
that, with all of the criticism of Marcherp's faults, the
reader knows he himself 1s not exempt from spiritual

blindness. This ultimate realization has been ‘acquired

gradually by the reader,

i tieede

-i—— -~ e e




. [ . URSUER .
TTTe T e ey

Chapter IIT R

: Syntax and Sound

Syntax bears a relation to sound as well as to mean-

ing. English, of course;‘is a relatively inflexible
language in which meaning dependsAon word order. But
sounds, too, are achieved tbrougb.word order, and the
value of poetic prose is the value of sound as symbol.
The stylist who attempts to achieve sound effect in his
prose knows that English has a greater flexibllity than
most allow., Aware of more grammatical structures, such
8 stylist can achieve aural effects without sacrificing
meaning. When most successful, the aurally contrived
‘prose achieves a greater precision through providing
overtones and desirable ambiguity. Henry James was g

stylist in this manner, and The Beast in the Jungle

exemplifies this aural achiesvement. The purpose of this
final pbrtion of discussion 1is to describe the aural gf-
Tects and to explain how the sound belps to accomplisb S
‘the ultimate psychological effect,
Poetic prose must be read aloud in,order to fully
appreciate its sound, and reading aloud also helps in
understanding the more complex grammatical relationships.

When expression is voiced, erroneous interpretation sounds"wmmm”fwwmw”

faulty, and the reader is forced to search fcr understand-

‘ing in his attempt to speak words meaningfully.' This 1s -

) 8y
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not to say that tbe passages other than dialogue in The

Beast are conversational Many sentences are much too

long for someone‘untrained in breath control to execute

correctly. When read correctly, moreover, the intonation

should not vary greatly from background to narration. The

accents should be evenly spaced, and the line should be

The tempo of the prose does not increase from beginning

to end, but in more dramatic passages like the final

8céne, the rhythm becomes more energetic through stronger

stress and increased repetition of imagery., The sentences

chosen to illustrate this quality in The Beast in the

Jungle must be read and considered in context, Out of

context, the sentences illustrate certain aspects of

texture, but no 8ingle sentence contains all of the qual-

1ties of the Tabric, The sentences, however, are con-

trived in g Special way, and this difference can be heard,

Contrasted to 1llustrate are the first sentence of Wash-

ington Square (1881) and the first sentence or The Beast
in the Jungle: 4 |
7 N 4 / / -
* During a portion of the first half of the
P :

/oy /- -

/
present century and more particularly during

the latter part of it tbere glourished and

~ Practiced in the city of New York & physician
/ i +
Vs e
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,the considerafion‘wbicb, in the United States,“

has always been bestofied upon distinguished

’ 7
members of tbe:medical profession.

o, -, » -/ /
What determined the speech that startled him
| s’ /7
in the couﬁse of their encounter scgrcely

4
md%ters, being probably but some'wgrds sSnol

/ < '
by himself quite without intention--gpo]

) 1A

22 Sl g s

7/ ~ ” & LN
they lingered and 8laowly moved together after

P &
thelr renewal of acquaintance,

The first sehtence is somewhat longer, but iength is not
the difference in the sound. Both sentences have a pre-
ponderance of slack syllables and a falr share of liquid
and sounded consonants, In the second sentence, however,

a series of participiali prepositional, and verb phrases
follow the main clause in g pattern of syntax which is
smoothly rhythmical. The first sentence contains a varied
assortment of phrases and clauses, but no single pattern -

is repeated within the sentence for any aural effect. Thei
first sentence is more prosaic and choppy because of many
shorter sounds, The vowels are more often cut off by
Stopped consonants and sounded or liquid consonants shift
to syllables of shorter duration. In the second sertence;.
the stressed syllables are more evenly Spaced, and the
sounded consonants more often occur on syllables which

‘are stressed and which contain more lengthy units of

«
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sound. This spacing of stress 1s accompanied by periodic

pauses and produces a slow, smooth rhythm@ the main pur-

A’pose and achievement of the first sentence is not effect

but information. |

Three passages from.An IntrodUction.gg Poetry by X.
Jo Kennedy are helpful to establish the verbal formula-
tion and value of poetic sound. Kennedy warns that sounds
of'werds‘have 8 close bond to their denotation but not
always: "Asked by lexicographer Wilfred Funk to nominate
the most beautiful word in the English langusge,-a wit
once suggested not sunrise or silver , but sxghilis."163

He also notes that "by itselr, & letter sound has no
particular meaning., This is a truth forgotten by people
Who would attribute the effectivensss of Milton's 1ines
on the Heavenly Gates to, say, 'the mellow O's and liquid

L of harmonious and golden.! Mellow O's and liquid L's

occur alse in the phrase 'moldy cold oatmeal, which may

bave quite a different effect."léu Meaning and sound, it

.may be added, depend on larger units of language than

Ssingle letters or single words. Kennedy also suggests
that "reading poems aloud is & way to understand them. 165

In accord with his advice9 I heed in this explication the

"first two QErnings and accept the third recommendaticn,

The Beast in the JUmgle has been read on tape to clarify

verbal relationships and to realize more fully the aural

effect. The conclusions arrived at in this section of
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1dlscussion stem from the anraléxperiment. ‘My markingél
on the included text or any additional written explana-
tion will not nedeésarily be convincing. Ratner than
belabor'the point with tenuous theorizing or grammatical,;
explication, the tape is supplied to demonstrate the
quality of sound. | )
The aesthetiec value of word sounds apart from.meaning
and connotation is very elusive. If the,word "syphilis"
appeals to the ear but "moldy cold oatmeal" does not, the
contrast 1n sound can haye little to do with meaning, If
the ugly denotation of the first word is suppressed, 1ts
sound 1s dactylic, soft, light, and appealing. Forget
about the ugly experience of sitting down to a bowl full
of the second phrase, and the difficulty of spéaking this
series of vowels and conSonants strangely reminds one of
the subject. "Moles in old meadows" sounds better because
the heavily stressed syllables are spaced and because the
long O sound i1s not immediately stopped by a shift to the
“long E or the "ea" dipthong.'
Ultimately, the sound structure of Jamns's poetic'
'prose corresponds to the imagistic structure, and we have
to admit the futility of trying to explain all or even T
':jmost of the aural tone apart from"denotgtion. Connota-
tion, however, must be linked to_the word sound as well
as to the denotation. Sound has emotional dlgnificancs,

and human intellect and emotion belong inseparably fo




'each other, One could not explain the emotional effect

o

o of these lines by Tennyson apart from connotation, and

the smooth, appropriately sustained rhythm.contributes
to the effect: - | S

Tears, idle tears, I lmow'not what, they mean,

Tears from the depth of some divine despair

Rise to the heart, and gather to the eyes,

In looking on the heppy autumn- -fields,

And thinking of the days that are no more., S | |

= —-

Fresh as the first beam glittering on a ssil,

That brings our friends up from the underWorld,

Sad as the last which reddens ovep one

‘That sinks with all we love below the verge . :

Connotative words in thess lines are words also used by

James in The Beast: tears, the depth, eyes, autumn, the

sall, the twilight. The mood created 1s similarly mel-

ancholy and somber, The burden of time--time past and -

time passing--inSpires the theme and mood of both the

_lyric and the nouvells.

. ' :: . ‘. l

So sad, so fresh, the days that are no more, -
‘The lyric is composed of repe-
1

- tition for emphasis, and the bulk of descriptive evidence

rhythmically follows the described sub ject,

The beat is

spaced and sustained These qualities essentially cem-

- prise the poetic texture of The Beast.

T —

Tbe first sentence of the story, as has been shown,

(




 establishes the basic rhythm of the background. There is |
a preponderance of unaccented syllables, the sentence ends
on a slack syllable, and the accents are spaced with the
same approximate vowel duration between the stregses,

Two accents in succession toward the middle of' the sentence
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occur in vowels of long duration and give the sentence the

Impetus it needs to move without monotony. The slack
8yllables and the slight accents afford contrast for
Speclal emphasis of accented words, Stronger accents fall
on more impbrtant words., The repetition of "spoken" and
"slowly" provides alliteration and assonance. Allltera-
tion of 8 and L adds smoothness. The effect 1s‘slow,
soft, vague, appropriate to the oblique meaning. In the
text and in the following i1llustrations, I underline words
of longer duration. The strong accents 1n sentence two
fall on the important pronouns "he" ang "she" without
interrupting the rhythmic pattern: "H;’bad been conzéﬁﬁﬁ
by frié;ds an hoﬁ; or twﬁ’befgie to the bouge at which
>ah§ was staying, the party of visitors at the other

Z d s
e_was QDQ, and thanks to whon it was his

/
house, of whom.-

tbeory, as always, that he was lost in the gxgﬂﬂ had
¢

been 1nvited over to luncheon" (p. 61)., Sentence three,

a particularly long sentence, sustains the cadence througb
the rhythmic parallel of three double accents similap in
»@function to the double accents of sentence one: " ’

- / / ’
and tbe‘gzgat Locms were so pumerous that guests coulo
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/ A, I e
wander at their will, hang hack from the principal group

: < |
and in ceses where theyltdgk such matters with the ;ggt

/ A A & ,f'a
seriousness give themselves up to mysterious apprecia-

7

'tions and measurements. o

A &£ & 1}
ne Ehcingﬁs greast rooms,

hang Qggk are three sets of double accents. The two
aceents in "las% segiousness“ do not have quite the same
effect since the second syllable is not as long. The
initial and internal alliteration of sentence five empha-
sizes the parallel verbs and makes the sentence euphonious
and memorable, Also evident in this first passage of
background is James's habit of picking up a memorable
phrase in the predicate ("dream of acquisit{onﬁ) and
making it the subjeect of the next sentence. This repe-
tition, while providing coherence, maintains the pattern
of stress. "Reminder" and "remembrance" in sentence
eight (p. 62) are parallel and doubly alliterated, as are
"mingled" and "melted" of sentence five.

In the following sentence numbered 18 (p. 6l) there
1s a preponderance of stressed syllables, but again the

- stressed sounds are long and maintain the slow smooth -

cadence

y / / /
"It was in the,uay the autumn.dag'looked into

the hi gp windows as it wsned the way the ned

| ligﬁ§ breaking at the close from.under a ;ay L

soﬁgre sgz, E@e&hed out in a‘;ogg sbsiﬁ end
/
nlned over nl.d w.aimcots, slsL tapesty. 4
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symbolism which is the substance ;of all style.

- and these lines are perfectly Symboliéal.n166
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"Thé line is rich in alliteration and assonance. It is one
of the slowest and most effective sentences in this ar-
rangement 6f fine’sentences.- Once more the descriptive
phraS@s”foilow the main clause; Eight iong O's, six long
A's, and three long I sounds are followed by either liquid

or silent consonants.  Initial and internal alliteration

of W-and N in "windows," "waned," and "wainscots"; "way"
repeated in parallel structure, twelve L sounds and multi-
ple U's and R's make this a very muslical sentence, and the
music contributes part of the connotation of sunset and
twilight, the melancholy emotion of time passing., If

sounds alone created this emotion, the composition could

be called a tone poem. Since the sounds of words create

the emotion, the composition 18 more accurately called

& prose poem. What the two compositions have in common

1s the symbolism of sound.

William Butler Yeats in "The Symbolism of Poetry"

calls the emotion evoked from such lines “th; indefinabie

There are
no lines witb'more melanchOly beauty than these by Burns:--

- The white moon is setting behind the white wave,

. And Time is setting with me, 0f

This mel-

ancholy beauty Yeats attributes to the sSpeclal arrangements
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’3ofjcolors;'50hhds,'and forms. Colors, sounds, form--all
~ musical relationships evoke emotions and such a musical

relationship exists in the arrangement of each literary
167

work of art. In poetic prose the imagistic patterns,m
sentence patterns, patterns of paragraphs and pages form;_
& 8ingle organic rhythm. Yeats would say that thié or-.
ganic rhythm brings the mind to the threshold of sleep
where the world of dreams is close to the surface of con-

scliousness.

-

If certain sensitive persons listen persistently
on the monotonous flashing of a light, they fall
into the hypnotic trance; and rhythm is but the
ticking of a watch made softer; that one must

" needs listen, and various, that one may not be
swept beyond memory or grow weary of listening;

while the patterns of the artist are but the mo-

notonous flash woven to take the eyes in a

168

'subtler encbantment. . I think that in

the meking and in the understanding of a work
of art, and théwhore easily if 1t 1svfﬁ11 of
patterns and symbols and music, we are lured to
the threshold of sleép, and it may be far be-

$ S ' yond it, without knoWing that we have ever!set

~our feet upon the'steps of horn or of ivor¥.l69

<,

- Yeats credits the rhythm of poetio'writing with condition-




1ng‘the:m1nd\to receive the imperceptible connotations of
the imagery. This ideal rhythm is to be hypnotie; it  * .
should cast a spell but not put the reader to sleep. The

Beast in the Jupgle}bas such a rhythmic pattern, a slow,

steady cadence varied enough, but not too much.

| The rhythm is maintained even throughout the“passages
of dialogue, and the sound is not dependent on the pattern -
of imagery which 1s more intellectual and less sensﬁous |

than the preferred sentence eighteen, It 1s dependent on
parallel structure and repetition of key words, a repeti-
tion often divided by a dash (nos. 1, 1l, 36, 50), and
parallels divided by full pauses (12, 15, 17-19, 27-28,
47-48). The following sentence (no. 12, p. 63) is ef-

fective for its 1ntricate'construction combining these

two devices:

/’ / ’/
He was satisfied, without in the least being

/7 / / /’ / \
able to gay why, that this young lady might
p | - g
roﬁéhly have ranked in thezboﬁge as a gésr'
' 4 ” { W4 P W,
relation; satisfied also that ghe was ndt |
' 4 & & s Y
there on a brief visit, but was noxre or ess
o 4 : & '
a part of the establishment--almé;j a“wo;king,

| /
- & repuperated pa?t.

The predicate adject;ve~of the first short, main'élausé in
 repeated in the second half of the sentence but divided

- from the first half and from its noun by a semi-colon or

' A
’ ’
\‘ ; .
v
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pause. The predicate nominative of The second subordi-
nate clause ("part") 1s picked up ‘and extended after the

dash by the use of participles. This pattern of repeti-

tion and pause helps'ﬁﬁinta;n the rhytbm;

—

Sentence 117 (p. 71) demonstrates that the conversa-

tional responses accent in pattern like the over-all

rhythm. This spontaneous description of Marchep;s fear
on the part of May is precise, complete, neatly phrased:
"1You gﬁ'undergggggit?' he gﬁzerly asﬁed." Contrast
this to the same sentence in another order: "Défyou’
uﬂderaﬁaﬁd 1t?" he Qﬁkéh gﬁéerly. The second arrangement
would break the spacing of the accent, Certainly James

subordinates the rhythm to meaning, but he manages also

to maintain a hypnotic beat.
.In the clause "Marcher flattered himself the 11-
lumination was brilliant" (p. 65) the absence of the

subordinate conjunction causes a slight break in the . r

thought pattern, a mental pause which corresponds in
effect to a comma or dash, Tne passages are regularly
interrupted by such slight breake or pauses, At the end
of each sentence comes a full pause, a pausefnore lengtny
In this prose in which the sentence is heavy and the basic

K unit of strucmure. The pause pattern is also maintained —_—

| /
"Very good then, They had been‘mm_ing by this.

Ve ’
;ima across the room, and at tbe,ﬂanr' beﬁgzg
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/ / / /
.passing out, they paused as for the full wind

7/ / | J 7/
up of their undergtanding. "I'll watch with

V4 y, y | |
m:,‘" said M_QI Bartram"(no,‘zu, Pe 71‘).

The mind also naturally pauses in its shift from quotation
to comment in the same paragraph. This pattern of dialogue
1s found at the conclusion of sections one, two, and four;

sections three, five, and six end with commentary or

psychological narration.,

Part of the rhythm is in the way the passages of
background alternate with the passages of dialogue and the

way the dialogue blends in with the background:
/ -/ /7
"That's why I ask you," she smiled, "if the

/ / /4 / / /
thing you then gpoke of has eVer come to pags?™

/ Vi V4 Vi
Oh then he gaw, but he was lggst in monpnder

/ Y V4
and found himself embarrassed"(BO-Bl, p. 69).'

' The smooth, gently rocking cadence 1s not interrupted in -

~shift from speech to comment, nor is it often 1nterrupted

between Speeches. Here is an exemple of this smooth

transition: | | | ] e

"What exactly was the account I gave--?" 5 o

4 -, V4 . |
_"Of the way you did feel?' (114-115, p. 71).'

In another "dream sentence,“ a more poetic cadence |

receives its impetus from the adverb placed before the
sub ject.

It is- appropriately the voice of May wbose
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" accents provide soft contrast for the stronger stress of

;'Mhrcber's'mental frustration:

V4 P4 _/ | 4 T
On this slowly she turned to him. "Did we
/ /

eger dregk.with all our drégms we should sit
' V4 Z 1)
and talk of it thus? -

He tridd for a 11€t1e to make out that they
bad but it was as if their dgegms, nuﬁSerless e

enough, were in solution in some tgick ; m;g;
through wbich thou ggt ;ggg 1tself (pp. 111- 112),

Passages of dialogue appear in the background narrative
wlth no break in the rhythmical pattern, and the narrative

continues uninterrupted to explain the dialogue (pp. 91-
02). May is speaking:

/9 / /
"It 1s my intimacy with Jou that's in qumestion.™

/
Comment: ] He laughed as he séa what she mégnt.

Within this rhythmical framework a very stmple

- sentence may produce a strong emotion: "He sat.gggg on a |

_rhythmically nor imagistically to say "he sat ngm in the
/o
tg;light on a bench

Twilight 1s the emotionally evoca-

tive word and the 1mportant soundasymbol slnce 1t connotes

Marcher and‘tbe reader, The sounds of W and L and the

weak syllable at the end of the line contribute to this

R s

time passing, semi-consciousness, the dream world of both

e et e - e geam ————— ———
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- emotional effect.

The first sentence of sécticn two begins according to
the familiar pattern of the clause, the dash, the repe-
tigion of key word, and a continuation after the main
verb., A lapse of one year 1s 1ndicatéd, a passage of time
represented also in thevsectional division. Evident in
the second section is the certain triple word phrase which

gives three accents in succession. This phrase structure

4 4 /
1s another repeated pattern: "strange steady sweep" (p.

4 . 4
9h), 'cold meaningless cheb" (p. 98), "odd 1rregular

rhythm" (p. 100), ‘! pale hard sweetness" (p. 100), cold
swudet syes" (p. 105), "slow fine shudder“ (p. 106),

Examples are abundant in other passages, Tbese phrases

are similar to the appositive phrase without commas, "the
%
ancient lady her gmggt aunt" (p. 75), in the way they

maintain the stress, the tone, and the ambiguity,

Sentence 27 (p. 79) of section II emphasizes the

)

important analogy of The Beast with a stronger accent and

/

5 & more parallel structure than was found in the sentences

sentences read with the same slow pace of section one,

and the accents are likewise generally slight The stressh

=_ suddenly becomes stronger in "amid the ggigws and the I

, - o
- &urn: Ionkly and the yeaprs like a szsngbing hgash ‘
7 )

in the jungle."

The stress is brought out through the
alliteration of parallel one-syllable Wwords,

A !
_—-II.:——"-_-_;—-I-_-_-I 1l =

”immédiateiy preceding ite The preceding background i A
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The inverted word order in the last sentence in the. |

- same psragrapb also adds emphasis to the image of the
. Beast: "Sucb was the image under wa;h he had sndsd by
'ff%uring his 1ife. The order of phrases is unusual, and
syntax is essential here to understanding and to rhythm.
Marcher is described as ﬂiguring his 1ife, predicting it,
drawing it in outline. His predictions had ended in the
design or sign of the Beast, and the position of tbe
prepositional phrase under which he had ended" enables
the phrase to imply two ideas simultaneously., It implies
‘that the image was both Marcher's conclusion and his fate
and that his fate is inevitably.involved with his psycho?
logical self-analysis and fantasy. Similar in complexity
and tone is the second clause of sentence 32 (p. 81):
"but she certainly so far justified by her unerring touch
his finer sense of the degree to which he had ended by
convincing her." Again James has eipressed & very complex

psychological relationship in a feW'wo?ds._'Tbe clause
| takes'tbought and time not because James is unclear, but.
because he is 8o concise, Tbe beauty of tbe sentence is"
the skillful way Marcher receives credit for May's unerring
touch. The phrase "he had endegd™ refers back to Marcher's
imagining the~Beast - and the Tfinality of his image has
",also become May's convietion. The verb "justified" has as
1ts obJect "sense" and implies the uncertainty in Marcher's

own mind and his fear. She gives needed justification,

A

SRS S




| /
ﬁﬁhat did everything m@an=aWhat that 1s, did she mean,

{
l‘ .

B

. through her manner, to the degree of conviction he has

imposed, and this manner, in turn, bolsters his own ego

and justifies his sense of imposition. All of this

eéxplication only points to the idea expressed in the

- 8ame essential rhythm which continues to symbolize the

theme of time and the clock.

There is only one brief passage of dialogue in sec-~
tion three. The bulk of narration is Marcher's psycho-
logical reflection., The rhythm is maintained with the

| s’
help of alliteration and parallel structure: "he felt

4 V4 4 /7 _ 7
Somehow the shadow of s change and the chill of & shock

(p. 94), "peril of personal privation," "mystical ir-

resistible light," "strange steady sweep," and more.

The beat becomes stronger in the last two pages of this

"section wbere there are repeated references to time,

The clock 1s still ticking in section IV, but 1t ig
much softer and the imagery is again'reminicent of sen-
tence eighteen: "the long, fresh light of waning April
days which affects us often with a sadness sharper than

the greyest hours of autumn" (p. 98). Other phrases echo

-passages of the preceding background - Marcher had asked:

/

sbe and her vain waiting and ber probable deatb and the
soundless admon{tion of it all" (p. 96). | "Soundless" in

this context has two meanings: "silent" angd "unfathom-

)

able." 1In the background of section IV May forms a part
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of the air of knowing; of "cold meaningless cheer.," 1In
this section, the relation of dialogue to background is
reversed. The bulk of the section is dialogue, but the

rhythm is still maintained. In this section 1s also some
~effective alliteration: "her face\delicately shone with

it--1t glittered almost with the white lustre of silver

in her exnression“ (p. 106). What exactly, literally

this means 1s hard to say, but the reader responds with

associations vague and undefinable in the favor of May

Bartram, and the alliteration has the symbolic value which

- Yeats -recognized in the lines of Robert Burns.
The ambiguity in the following strange sentence is a

result of syntax rather than imagery: "She gave way at

the same instant to a slow, fine shudder, and though he ;
remained staring--though he stared in fact but the barder--
turned off and regained her chair" (p. 106). The main
clause is separated by a subordinate clause lengthened by
the dash and a repetition. The verb "turned off" is a
phrase negating the comment of section one: "It was most
of all perhaps in the way she came to him as if, since,

sbe had been turned on to deal with the simpler sort"

(p. 6&) When May turns herself off, she cbanges direc-
tion and moves awaynfrom Marcher., She is as a result, n -
"strangely pale;" her glittering silver light has dis-
ST - appeared, been "turned off." The phrase'at the opening

refers to people approaching May for help as "turning to
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her," but in the flrst'senSe no 1ess than the second tbe.u

" "turning off" and "turning on" have & vague'relation to

‘1light and to knowledge,

The background of section V maintains the rhythm with
the use of the dash, repetition and parallel structure.

The narrator has some very tender phrases for May which

~contrast to the stress of Marcher. He speaks of "the

gentleness of her mere desire" (p. 109), "the softness of
a sick child" (p. 110). She dies, and Marcher is "power-
less to penegrate the darkness of death" (p. 118). The
alliteration of this and the last line accentuates March-
er'!s fruStPation: "He gave them a last long look, but ho
paleSt light broke." When a series of one syllable words
1s accented 1n this way, the vowel duration is long and
followed by a natural pause so that the rhythm is main-
tained.,

The last section, while maintaining the steady tempo
has more alliteration and repetition of primary words.
The stress grows stronger as this repetition increases: |
sentence one, "spending," "scenes," "superlative‘sanctity,"
"vulgar and vain"; sentence two; the repetition of L;

continuing sentences, "terrible truth," "proof of pride,"

and multiple duets of phrases and words., Again the pre-

dominant tone is that of the autumn day: "The incident
of an autumn day had put the matech to the train laid from

| of old by his misery . . . This face one grey afternoon

v
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whsn‘tbe leaves were thick in the alleys, iooked into
 Marcher's own" (p. 127). The word "train" in the first
sentence refers literally to a trail of explosive powder.
It also implies the series of psychological events which
have conditioned Maroher up to thils point for his final
revelation. The brilliance of this revelation, this

explosion, contrasts with the grim suggestions of grey

afternoon, cemetery and alley.

The repetition of imagery and rhythm, of parallels

— Ay P e ———
e

and contrasts throughout the work may be called baroque

== e

figuration, ornamentation and surface value lacking the

depth of symbol. But surface values are symbolical when

sounds are symbolical. If such repetition has the power
to play upon the reader's consciousness, it may indeed.
| ) induce a trance or work a charm that enables the reader

’ to benefit from subconscious assoclations,

i ' f ‘This is the element of fantasy suggested by Marcher's
] | , self-induced trance when he stared at the tomb of May, and

In this trance he has a dream of his past which sSymbolizes

| /
tbe nature of his life° "he seemed to wander through the

4 /
.glg years with his gggg in the ggm of a comgggion who was,

¢ / /
in ths¢ggé; extraordlnary manner, his oﬁter, his younger

4 4 /
self; and to @ggner which was more sxtrsg%dinary yet

o ; Y 7
naund and nsuud a Lhixrd presencs==not wandering &QQ: but
i y, V4 / , :
stationery, still, whose ggms tgg@ing with his revolution, M

/
never‘ggaﬁgd to follow him" (p. 121). This sentence is
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‘characteristic of the fabric and suggests another name

for the structure: the dream fugue. The term implies the
ambigulty and the movement. "Dre&m"iimplies the psycho;
logical tone, ;nd fugue connoges the careful, purposeful
arrangement. The repetitionypf phrase and lmage, of
statement and counterstatement, of stasis and revolution
are compaféble to a fugue. The term also designates the
prose poem, an impression Créated through the sounds of
words, Dancihg to this music, Marcher wanders in psychd-

- logical circles deliberately toward his goal, the painful

truth of consciousness,

[
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Appendix A

The copy of text on which I have traced the
imagery, entitled Appendix A, s on file at

the English Office of Lehigh University.
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Appendix B - *
B _The copy. of the text on which I mark the é
s - s . . . .
rhythmic pattern 1s entitled Appendix B _
. " and is on file at the English Office of
; . Lehigh University. ‘
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Guy Ferchault wrote qoncerning the Debussy String
’Quartet in G Minor, "tbe unfolding of the themes and of
a 51ngle motive germ cell and their periodic reappear-
anceé, correspond to cyclic form. However, the dompelling
fascination of the work is dependent less on its formal
structure'than on the bigh originality of its content,
The 1ight touch with which it is writtens the rhythmic
audacities, the modal ambiguity, the floating vagueness
of the barmonies, the extremely unusual combination of
chords and instrumental colouration--all these features
contributed to the surprise and perplexity experienced by
the audience at the first performance. Nevertheless, the
WQE? quickly found favour." Ferchault refers to the
following comment by Paul Dukas: "1'Debussy's String
Quartet bears all the hallmarks qf his style; everything
in 1t is clearly drawn, despite great formal freedom. . .
Debussy shows an especial preference for sequences of
sonorous chords and for dissonances, although these a"e‘
never harsh but, with tbeir complex interarelationships,
create an effect which is indeed almost more harmonious
than the consonances; the melody flows as though gliding'
over a luxurious, artistically designed:gndwonderfully
coloured carpet, from which all shriil and jarriﬁg tones

have been banished" (Deutseche Grammqphone Gesellschaft.

Hanover, 1968)

In the introduction, I spoke of a tape recording of

i e b e P U i L T LR N ISR . Ve TN Y m e iy
g By M s e iy R R T T e R e e e R e ey




' The Beast in the Jungle which I submit along with this
thesis as'part'of this appendix. Because the four move-
ments of the Debussy Quartet in G Minor correspond in

-étyle and form to the s1x sectlons of the tale, I in-

cluded most of the quartet on the tape. Part of the last

‘movement separates the foreshortened backgroﬁnd of sec-
S— tion VI, in which Marcher visits the grave for a year,.and |
| the final scene'of his revelation. I cut a portion of

the last movement since I did not want to separate the

sections of the tale with too long passages of music and

because more than a final moment of music at the very

end would be anticlimactic. I also felt,that_thé alter-

nating passages of music and reading had already estab-

lished the comparison. ‘

I made sever;l errors in interpretation, I am sure,

~but I wish particularly to confess a mistake at the

beginning of section VI where I read "garish and cheap

and thin" for "garish cheap and thin" (p. 119). This is
8 significant error since 1t changes the rhythmic pattern.
I caught the mistake after the tape was put together,

and another splice would have been very difficult.

-,
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/ " ; 1Doug_1a's WilliamJefferéon,,lI_q_gﬂ James ‘ Writers and
Critics (New York, 1965), p. 102: "It is difficuls to
see any clear pattern in the history of critical opinion
on James. In some respects, Joseph Warren Beach's book 

Ihe Method of Henry James (1918) has never been éurpassed

as an inclusive treatment of technique, while Percy Lub-
bock's passages on James in TIhe Craft of Fiction (1921)

- contain easily the most brilliant attempt ever made to
describe a particular aspect of his technique: the use
of the point of view, Yet critical opinion in geneial : N i

: »

was slow to realize James's magnitude, and he has only

gradually come into his own."

Henry James, The Novels and Tales of Henry James,

XVII, New York Edition (New York, 1909), xi. Hereafter,

~ textual page numbers refer to this edition.

Charin 1s psychological power, the effectual spell

of expression,

Louise Dauner, "Henry James and the Garden of

Death," University g§ Kansas City Review, XIX (Winter,
1952), 139. |

i'—-

b

| s L |
. L‘Dauner, p. 138. Cf. James; XVII, 121.
| - -~

5David Kerner, "A Note on 'The Beast in the Jungle, '™
University of Kansas Review, XVII (Winter, 1950), 115,
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- Kerner, p. 117,

7Kerne.r, p.' 113, : e U - | - —_

8Ke:r'ner, pp. 116, 117,

9Kerner, p. 113, Kernevridoes not explain why an
actual woman could not serve such a dual purpose. He

seems to assume that an actual woman is not as complex

as an artistic creation,

10%erner, pp. 110, 111.

llKerner, p. 112,

lzKerner, pp. 109, 110,

13Kerner, Pe 117, Time, place, and condition are
"stripped off the bones of action,” but these three exist

metaphorically and are important to theme, as will be
pointed out,

1,"Ed"win Honlg, "The Merciful Fraud in Three Stories
by Henry James," The Tigers Eye, No. 9 (October 191;9),

p. 83, _
1 ' - 3
SHonig, pP. 8. , R
16Honig, pp. 87, 88, - e e N |
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Honig, p. 87. According to Osborn Andreas, the

antisocial character of love offended James: "y iq
;;; James”s contention that sexual-romantic love plays havoe
with one's desire, one's Wwill, and one's power to see

and understand the world." Osborn Andreas, Henry James

~and the Expanding Horizon (Seattle, Washington, 1948),
P 76. Andreas argues that since consciousness is the
Supreme value for the artist, and since romantic love

"galvanizes the consciousness," no artist can afford to

~~~~~~ risk it (pp. 9-11). He views Marcher's offense against

life as the rejection of éxperience, which is evidently

slightlj different from the rejection of romantiec love

(p. 121). cr. Frank Raymond Leavis, The Great Tradition
- (New York, 1948), pp. 154-172.

19Geismar describes the late'Jamegian style as |

"intended to deceive or mislead the readér'quite as
often as to inform him; a style where'abundance grew
richer, more verbose and orotund as its material grew

- thinner." See Maxwell Geismar, Henry James and the

Jacobites (Boston, 1663), p. 5. Cf. Edmund Wilson,:

"The Ambiguity of Henry James," Hound and Horn, VII
(April-May, 1934), p. 398,

2OWilson, P. 398; Geismar, PP. 25@-262.

1Wilson, P. 403; Geismar, pp. 258-262,

a

22w1lson, P. 399.
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- and the Jacobites, Gelsmar insists that he is going to
concentrate on the works tbemselves rather than on -
biograpby,but he manages to avoild his promise by
ascribing to James's personality the limitations of

- James's characters.

26 |
Gelsmar, p. 260.

27Geismar, p. 263,

28Geismar, p. 262.

29Geismar, p. 258,

| 30Géismar, p. 259.

31Geismar, Pe 259,

32Walter F.'Wright The Madness of Art (Lincoln,

Neb., 1962), p. 243. Wilson, Kerner, and Geismar view
the Jamesian woman as the counterpart of the Jamesian
nmle. Wright also views the Jamesian hero as both him-
self and one or more other selves (Wright, p. 209). See
also for biographical significance Edwin Fussell§ "Haw-

thorne, Jemes, and 'The Common Doom,'" American Quarter_x,

X (Winter, 1958), hu3, W6~ th Charles L. Sanford, The
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‘Imsginstien (Uﬁbana, I11., 1961), P. 213, Derothea Krook, -

Ihe Ordeal of Consciousness in Henry James (New York,
1962): p. 333. | |

33wright, pp. 37-200.

BMCPiticimm sucbvas that of Geismar and Wright re-

Tlects inadequate reading. For Gelsmar, The Beast is

ldentify with Marcher. In making an ultimate value
Judgment on a work of art, the critic should judge ac-
cording to aesthetic criteris in which the treatment of

the subject is seen as essential to understanding tbe

sub ject.,

35

Stephen Reid, "The Beast in the Jungle" and 4

Painful Case," American Image, XX (Fall, 1963), 236.

_36Reid, p. 236,

TRe1d; p. 235,

38Reid, Pe 2350

9Bruce 'R,- MbE&derry, Henry James (New York, 1965),
Pe 145,

hO

McElderry, p. 147,
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MZSéan O'Faolain, The Short Story (London, 19&8): |
pP. 210. ' .
43

Charles G. Hoffmann notes that Clifton Fadiman

calls The Beast a short story because it is underp 20,000
Words; Philip Rhav calls 1t a short novel because it 1s

not quantitative, ‘Ihe Beast in the Jungle has certain

'aSpects of James's short Stories: the concentration of

a single idea, situation, and action. He notes that the

categories, as in poetry, a sonnet ang an ode gre,"

Charles g, Hoffmann, The Short Novels of Henry James

James hated the arbitrary imposition of Wword 1engtb

For James, the Nouvelle, while allowing more freedopn then

which helped govern, not the ultimate length of g work,

_but more importantly its shape. 1Ibid, ~Cf. Krook, p. 325;:

shorter tales and hig nouV@lles, it may be Preésumed that

- the 'little tarts' /Shorter tales/ do not include such
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hhAllen Tate, "Three Commentaries: Poe, Jhmes, and

Joyce," Sewanee Review, LVIII (Winter, 1950), L. Cf.

Reid, p. 238. Reid contrasts the methods of James and

Joyce, whichs he Says, are really opposite., The evaluative

comparison of Alan Tate who sees Joyce as fulfilling a géal

unattained by James would, 1f Reid 1s right, be invalid.

Yorate, pp. 5, 10.

e

Tate, p. 10,

YTrate, p. 5

.hBIbid.

A

Wmate, p. 9. Cf. Intro. by R. P. Blackmur in Henry

Jhmas, The Art of the Novel (New York, 1962)

sy P Xxviii,

>Orate, p. 9.
51 he ‘
~Abld.; Cf. The Art of the Novel, p. xxx

, ﬂgon
Ficelles' (XXI, 322-323).

Taking the French tbeatrical

term, James so 1abeled those characters who belong less to

the subject than to the treatment of it "

52?ate, p. 7

531b14.
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Steven Marcus in "The Novel Again," Partisan Review,

XXVIX (Spring, 1962), 149-151: "The constant development
.. of the modern novel has been toward a more poetic texture."
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| Noralyn Pearl Crossley was born to Jobn and Mary
Crossley in MOntoursville, Pennsylvania on May 2N, 19&0.
She attended public scbools in Pennsylvania and Delaware
ang was graduated frem Central Bucks High School, Doyleaf
town, Pennsylvania in 1958 with honors in English and
rmusic. She recelved a B.A. with senior honors 1n’English
from Houghton College in 1962, After college she taught
in public high schools in Rochester, New York and
Frenchtown, New Jersey. In 1965 she returned to Houghton
as an lnstructor and remained there until'undertaking - ﬂwwmmw»%

graduate study in English at Lehigh. She attended

Lehigh from 1967 to 1968 on a university scholarship,
completed course work that year for the M:;A. and com-

pleted the&is the following year while teaching at

) . Moravian Preparatory School, Bethlehem.
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