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FOREWORD 

Thc 1890s stand sornewhat apart in American litera1>· and cultural 
history. In varying degrees this is true of any decade, as no such period has 
passed mvay ,,ithout bringing some change in man's response to the ,rnrld 
that in turn told on it and, intime, made it look different. However, afin de 
siecle is bound to call attention to itself more peremptorily: the 
consciousness of closure is inherent in it if only because the calendar is an 
inescapable reminder that an "end" is well in view: and since a centu1>·­
nineteenth centu1>· in this case-comes to an end to make it possible for a 
new one to begin., closure too cannot be kept apart from opening. 

lt is of coursc a comrnonplace to say that the relation between the 
two is at no time easy to discern. The questions that a hundred years ago, 
American culture considered to be esscntial for understanding its past and 
predicting its future seemed to be less so half a centu1>-' or a centu1>· later 
On the other hand, it bas often happened that what appeared to be of minor 
intcrcst to the generation(s) of 1890s gained in importance as the decades 
betwecn "now" and ''then" followed their more or lcss troubled course. 
Bound up with this is the status accorded to writers. That it has been 
rcconsidered severa] times since 1890 can be no novelty, especially now 
when the historicity of the canon is an almost settled issue. Considered 
from this point of view, the writers whose fictions are discussed in the 
present study do not all belong to the sarne class. Hen1>· James, William 
Dean Howells, Mark Twain, Stephen Crane, and Kate Chopin were 
„canonizcd" at different stages of its histo1>·, whereas Harold Frederic has 
remained an outsider. 
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Unlike Howells who was a canonica! figure in his lifetime, Twain 
had to wait until the assumptions behind thc so-callcd gcnteel canon wcrc 
seriously revised. Needless to say his inclusion was concomitant with 
Howells's marginalization. As a matter offact some attempts to subvert 
the Dean 's position were made as early as the mid-18 90s, though at thc 
timc his critics fought a different battle from what thc champions of thc 
"ne\\" canon-new in the early years of thc present century-were trying to 
promote: "American literature from a frankly social and politica! 
perspective." ; Excluded from it, Henry James would not only attain 
canonica! prominencc with the emergencc of modernism, but would bc 
himself largely responsible for the lines along which the "new critics ,, 
built their (modernist) canon. The tenets of this last continued tobe enforced 
in the post-war period, especially in the fifties and sixties. Discovered 
now, Kate Chopin was promptly accepted as a major fiction writer: stil! 
her inclusion was a matter of endorsing already existing litera~· principles 
and of consolidating approaches to American literatu re that were in vogue 
at the tjme-mainly "new critical"-rather than an effect of challenging the 
canon and forcing its supporters to re-evaluate it. 

As for Stephen Crane, his status was at best ambiguous. At the end 
of the I 960s, howevcr, when a fairly large number of names were 
( re )consecrated-apparcntly The Modern Languages Association took a votc 
on the issue(!)-Crane's was not among them; neither was Howells's, though 
both ofthem figured on the ]ist of candidates. Evcn if Howells was refused 
readmission into the canon, the very fact that he was found worthy to 
"apply" for it was a serious improvement of thc status he had had earlier 
in the centurf More relevant to a change in contempora~ attitude to,vards 
Howells is the cbmment made by Russell Reising in 1986. Taking stock of 
thosc who failed the MLA examination in the sixties, he deems it fit to call 
attention that "many of those excluded from serious consideration havc 
played criticai roles in the development of American v,rriting. Garland. 
Howells, and Crane, for instance, helped revolutionize American literature 
at the turn ofthe centu~·." 11 lt is a statement that places a representative of 
thc so-called genteel tradition in an altogether ne,v light. lt is also an 
invitation to fiuiher revaluation, an invitation that might have been further 
stimulated by the Howells criticism published in thc 1890s. This in turn 
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might have had an incentive in the Selected Edition ofW.D.Howells which 
the University of Indiana has been issuing for more than two decades nov,·. 
Thrce volumes of criticism came out in 1993 as part of the same project. 
Fresh from the press, they claimed my attention in a way that might account 
for the intention to consider them for their criticai interest and the hope that 
in thc process they might also constitute themselves in an 
introductionto those issues that had particular cultural and literaf)· relevance 
at the timc. 

As Criticism arid Fiction ( 1891) inaugurated the decade, as it were, 
it has a somewhat privileged position in the discussion inspired by Howells 's 
criticism. 1n a sense ''The Truth of W. D. Howells" is complimentaf)· to 
the chapter devoted to the presentation ofthe six writers who at the turn of 
the century published fictions that have been selected for comments. In so 
far it includes some general information of literaf)· history, this section is 
meant to suggest "a literaf)' scene;" besides, it is an attempt to take account 
of connections existing between the writers, to see if and how their careers 
intersccted at the period, and, more importantly, to call attention to their 
responses to each other 's work. lt has become obvious that they were all in 
rclation, Kate Chopin included, even if in her case the information presented 
is quitc scanty. Henry James and Howells, Howells and Mark T,v~in, 
Howells and Crane, James and Crane, Frederic and Crane: each ofthese 
pairings may be vie,ved as a literaf)· relationship in its mm right intersecting 
in varying degrees with the others and, in the ptocess, making up a dynamic 
literaf)· ,vorld where .impetus, incentive, and criticism never keep things 
the same. To take measure of the creative energy triggered by them is 
bcyond the scope of the present study. The task is too demanding and it 
appears to be more so, if note is taken that the field of forces gets 
complicated by a different kind of relationship: Mark Twain vs. Henry 
James, Crane vs. Mark Twain, Frederic vs. Henry James; which might 
also serve as a reminder that the individual writer is seldom, if ever, 
completely absorbed by one group or another. . 

What these wi;iters said to each other and about· each other in their 
letters and criticai essays is an expression not only of their literary· and 
cultural bclicfs, but also of ideas, issues and queries always related to one 
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another in a process of mutual reinforccment and subversion that partly 
made American culture at the period. Even if the refercnces to their 
dialogues are far from complete, they arc not latking in suggestiveness as 
to the richness and variety· of American scene in the 1890s, as well as to 
some of the reasons why the decade is considered to represent a tuming 
point in American culture and literature. 

It goes without saying that the period has not remained unexplorcd. 
The book Larzer Ziff wrote on it in the sixties has been enjoying the prestige 
of a classic and few ofthe students of the turn ofthe centu~· can ignore 
it. Indeed, The American 1890s: Lţfe and Times of a Lost Generationi,i 
highlights the forces at work in American society and, to no lesser extent, 
the salient features ofthe cultural and litera~· scene largely emerging from 
the works of a series of writers ii:tcluding, apart from those mentioned so 
far, Ambrose Bierce and Richard Harding Davis, F.Marion Crawford and 
John Jay Chapman, Sarah Ome Jewett and Mary Wilkins Freeman, Frank 
Norris, Hen~· Blake Fuller, Owen Wister, and Theodore Dreiser. (Though 
Drciser wrote his first novei in 1900, he belonged to thc same generation as 
Crane and Norris.) 

Mention should be as \\'ell made of The Critica! Period in American 
Literature by Grant C. Knight_i,· Without having thc amplitude and depth 
of Ziff's study, it too tends to view the 1890s as having an identity of thcir 
mm. lt is a decade that appears to take its distinguishing note from cha.nges 
arousing uneasiness, ,Yhich he traces in American life, including politics 
and literature; a feeling probably expressed at its mast intense by Max 
Nordau. for \\'horn the stage \Yhich evolution had reached at the end ofthe 
centu~· \\'as beginning to assume the look of "degeneration." 

* 
As far as the period as a whole is concemed, thc present study is less 

ambitious. Its rangc is obviously narrowcr, it dcaling with a limited number 
of novels. These arc far from exhausting not only the fictions-a not exactly 
relevant enterprise, wcre it possible-but alsa the various trends in terrns of 
which they could bc grouped. Severa) "isms"such as naturalism. 
impressionism, romanticism, sentimentalism often supply headings under 
which individual v,orks are considered to fall. Their fairly largc number is 
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commonly read as proofthat the battle for realism fought în the seventies 
and eighties was now giving way to the pressure of new thematic and 
technical concems (naturalism and impressionism) or of the attraction of 
older models presided over by sentimentalism and romanticism respectively. 

The pattern emerging from such mapping might be very intricate 
without doing full justice to existing fictional types. The "western" for 
instance that came into being în the l 890s-the name of Owen Wister is 
associated with it-stands in some relation to the "romanticist novei," but it 
can hardly be assimilated to it. Generally viewed as incongruous with 
each other and often inviting the either/or question when an individual 
writer or work is under discussion, naturalism and impressionism coexist 
in an original formula-Malcolm Bradbury calls it "naturalistic 
impressionism" v-in the fiction of Stephen Crane, who is generally 
considered one ofthe faur American naturalists, the otherthree being Frank 
Norris, Jack London, and Theodore Dreiser. Frontiers tend to become less 
fum, if note is taken that in the 1890s no otherthan the champion of realism, 
W. D. Howells, wrote such fictions as An Imperative Duty where realicy 
tends to dissolve in the subjective perception or impression. 

This is nat to deny the cultural and literary relevance of "trend" as 
theoretical construct. Considered from this point of view both naturalism 
and impressionism point to changes that have their counterpart and/or stimuli 
in other fields of culture. The kind of determinism, primarily biologica! 
and social, can be easily recognized as one of the salient features of a 
period that is often qualified as post-Darwinian. Similarly impressionism 
can hardly be divorced from a mode of looking at the world that while 
tending to dispense with the notion of reality as "given," laid increasing 
emphasis on sensorial perception. As such it is noticeable nat only în the 
arts, particularly in painting, but, as the contributions of William James 
stand proof, în psychology and philosophy as well. 

Although trends are occasionally mentioned in connection with one 
work or another, or implied when discussing it, they do nat form an object 
of special consideration. The novels discussed here have nat been selected 
with the view to charting them as they manifested themselves în the 1890s. · 
Their selection bas been dictated by other considerations apart from the 
status oftheir authors; however, the mast important ofthem is the nature 
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ofthc predicament in which the protagonists ofthese novels find thcmselvcs. 
This has much to do with thc state of confusion following on shock or 
epiphany that their identity is seriously challenged, that thcy h.ave ,been 
mistaken as to who they '·really" are; or with their wish/in~bility to 
comprehend their ·re.lation:to the world on which their sense of selfdepends. 

"Muddle, "'"imbroglio;" ·and "entanglement" are terrns Henry James 
oftcn employed to designate an intricate situation in which hÎs ·characters 
find themselves, or.- the human condition, generally speakÎng-he cal led it 
"human predicament" It Îs questÎonable whether any of hÎs prâtagonists 
has the capacity to extricate hÎmself from whatever Îs a source of confusion 
and puzzlement The remark holds true of Maggie Verver În The Golden 
Bowl too. A victory ofthis kÎpd is not what monopolizes Jarhes's interest 
What absorbs it and solicits his ai:t to the utmost is to show the morally 
intelligent-the only characters that really count for hÎm-arrive at an 
understancling of "wher-e they are" in relation to others, (and tq themselves). 
Without aspiring to Jamesian lucidity, the selves pres.enteq bere are awarc 
in varying degr-ees ofthemselves as part ofthe more general imbroglÎo. 

It Îs relevant in this cbnnectfon. that in the novels selected for 
discussion-an exceptÎon'Îs Twâin's Pudd'nhead Wilson-the protagonist 
supplies a large 'part of the narratÎve perspective,· Îf nat the whole ofit 
Another wa)' of putting it îs td sây tliat the point of view belongs more 
consistently to Maisie, Edna, Thei:prt-although authorial intrusions are far 
more weighty in Frederic's novel--and only in part to Rhoda or Maggie. 
But even Pudd 'nhead Wilson Îs not eritfrely devoid of interest in that Twain 
himself made an attempt to see the events through Tom 's eyes. It is obvious 
tha,t the shifts in narrative technique tend to increase the role of subjectivity, 
and, closely connected with it, of perception as far as the "renderÎng" of 
reality is concerned. 

To discuss what in the present study are called ''tangled selves" is 
al so-as atten:ipted here---to shed light on the natu re of theÎr entanglements. 

· and in so doÎng to reach to more general constraints that had their role În 
definÎng Atne;Îcan culture at the_ time. (MaÎsie alone IÎves outside the paic 
of American culture, but În view of her age and the kÎnd of bc\\'Îlderment 
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to \Yhich she is subjcct, thc border between America and England which 
\\as not vcry finn even at the period is likely to lase in importance.) The 
various imbroglios are thus brought into focus nat only as a set of questions 
that put their pressure on the protagonist for an answer and in this way 
compel him to a more or less lucid act of self-definition, but alsa because 
they are culturally relevant. 

The two chaptcrs, one dea.ling with some general issues of the decade, 
the other v.:ith some particular aspects of William James 's views of the seif 
and Thorstein Veblen's considerations on "dress as an expression of the 
pecunia~- culture," are precisely meant to facilitate correlations between 
thc fictional texts and texts that fall under some headings other than 
literatu re, highlighting in this way the interplay of beliefs, states of mind, 
responses to the ''times" exprcssed in various forms and registers. 

As has been mentioned, the selection presented is far from exhausting 
thc cultural complexity ofthe decade,just as the "tangled selves" that have 
bcen brought into focus could have been easily supplemented. However, 
one can find comfort in the now famous words: "the whole of an)thing is 
never told: you can only take what groups together."'"i 
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1 

A WILLFUL DECADE 

An American Anniversary. The 1890s or "the yellow decade" 
as they have often been called, are nat only "the times of a lost generation" 
or of "thc criticai period in American literature;" as already mentioned, 
they are a decade shaped by a post-Danvinian world view. Determinism in 
its Dam'inian or Spencerian variant found congenial ground in America 
where the im print of Puritanism with its original emphasis on predestination 
was a mark of the place. "Dan:vinism itself," ·writes Warner Berthoff, 
"and the alarming princip le of the 'survival of the fittest,' though widely 
interpreted as dcnying the authority of religion, coalesced neatly ,vith the 
inherited look of New World Calvinism. Religious confidence may well 
have been shaken if not dissolved by Darwin's science, but the vision of 
created life conveyed in The Ori gin of Species ( 1859) and The Descent (!f 
Man ( 18 71) could also reinforce old certainties that only a few extraordinru}• 
souls ,vere tobe favoured in life with creaturely success, and that all others 
somehow deserved their fate." i A characteristic manifestation of the blind 
force at work was, in the opinion ofmany nineteenth-century thinkers, the 
financial crash that American life registered from time to time. As if in 
confirmation oftheir views, the :ycar 1893 was confronted with the panic 
to which such a phenomenon usually gives rise. 

There is, hmvever, another side to the coin. The 1890s are alsa 
knmm to be a tuming point in American history. It is now that America 
becomes a world power, the war with Spain fought in 1898 and concluded 
with the annexation ofthe Philippincs fully endorsing her new status. The 
prestige and power America was enjoying in late 1890 appear to be the 
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resuit of a series of willcd actions successfully performed. "Thc will to 
bclicve" (and to act) groundcd in the major role individualism playcd in 
America was having now ample scape to manifest itself. The title ofWiliarn 
James' s essay of l 8 96 gives thc decade a good part of its distinguishing 
note, as does thc will behind hîs brother's work, the artistic will ii, alsa 
highlightcd by thc stories of artists and writcrs Henry James \Hote at 
the time. 

It îs significant, of course, that what an American anniversary 
celebrated in l 893-the year when the crash occurred and Stephen Crane 
,,rate Maggie: A Gir! ofthe Streets- conveyed to the world was alsa the 
nation's will that could hardly have been surpassed. This was perhaps the 
most important message of the World's Columbian Expositioh. Held at 
Chicago during the summer, it was meant to reroind the Americaris (and 
the world) that faur centuries had passed since Columbus's discovery of 
America, and, more importantly, to give them all a chance to take measure 
of America's impressive achievements. 

A splendid chance indeed, for "arts, industries, manufactures, and 
the products of the soii, mine, and sea?' iii were all tobe on display. Conceived 
on a grand scale, to some extent alsa because the glamour of the Parisian 
Exposition of 1889 had tobe surpassed, thc Chicago Exposition became 
famous even before ît was opened. Figures bordering on the fabulous, as 
they scemed at the timc, were mentioned in connection with it: forty-four 
nations and twenty eight colonies and provinces were to be preseut at the 
fa.ir and six thousand workers were employed to "transform seven hundred 
acres of Jackson Park înto a wonderland of promenades, canals, lagoons, 
plazas, parks, streets, and avenues as ,,,ell as faur hundred buildings." i, 
Renowned p~rk builders, desîgners, sculptors and painters were engaged 
in the project, tao, and the story goes that the sculptor Augustus Saint­
Gaudens asked whether they realized that the occasion brought together 
.. the greatest meeting of artists sincc the Fifteenth Centu1>·-" ' 

The joint effort of the American artists who assisted Daniel Burnham 
în designing the Columbian Exposition resulted in what came to be known 
as the White City. lts main point of attraction was thc Court of Hon or with 
the Grand Basin at the centre and the white buildings in neoclassîcal style 
so disposcd as to put in perspective statues rcpresenting female figurcs as 
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white and as neoclassical in.conception and cxecution. They ,Yere mcant to 
be imprcssive, and, no doubt, they werc so. to this etfect contributing thcir 
gigantic size and to no lesscr extent the electric lights on view now on a 
scale that to onlookers, who were hardly accustomed with \\·hat electricity 
could do, ,,as simply brcath-taking. Prominent among the statues wcrc 
the '·Republic" by Daniel Chcster French and "Columbia'' by Fredcrick 
MacMonnies, the glorification of America in two ditferent, but equally 
triumphal, stances: whereas the 100 feet high "Republic" stood firm on 
her pedestal, both her arms high up to make visible the emblems in her 
hands, "Columbia," sat on her thronc towering ovcr standing female figurcs 
that propelled the barge "guided by 'Time' and heralded by 'Fame'--nonc 
ofthe figures !css than.l2 fcet in height." vi 

Even frorri such a bricf description, it is not difficult to see that thc 
message which the White City intended to convey was the balance America 
presumably achieved beween the artistic heritage ofthc old world and, 
on thc othcr hand, her o,vn great pO\ver. lf before she had been given to 
many other pursuits, now America wantcd to publicize not so much her 
hospitality to European values as the hannony existing between these and 
the fabulous wealth increasingly associated with her name. The old tribute 
to Europe continued to be paid, evcn if now it was restricted to thc arts. 
whereas. little heed, if at all, was publicly paid to artistic achievcmcnts 
that found their impulsc in the matrix of a culture that in timc was to 
supply a more reliable definition ofwhat the New World was like. Jn this 
respect, thc Exposition was not devoid of ironies. One ofthem lay in the. 
fact that, while the response to largdy imitative works was enthusiastic, 
genuine American contributions, such as the 'Transportation Building" 
designed by Louis Sullivan, a name associated with the architecturc of thc 
present centu1y·, was barely noticed. 

Although thc White City was the major centre of intcrest especially 
at night ,,hen electric lights turned it into a Dream City--another name b~ 
which it was spoken about-the Columbian Exposition as a whole was not 
without impact on its visitors, both American and foreign. From the start it 
challenged them in somewhat special ways, and it may bc of intercst to 
note that the challenge scems to have been rcnewed in recent years. Unlikc 
the cartier readers ofthc stunning cxhibits and of thcir even more stu1ming 
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context, who had their own direct impressions to rely upon, present-day 
cultural historians depend on photographs and a variety of other texts, 
including of course those lefi by their predecessors. As omissions too are 
relevant, it is not surprising that an event barely noted because considered 
marginal in I 893 is trcated as major in terms of American cultural history 
as it is undcrstood nowadays. Red Man :S· Greeting îs a telling cxample in 
this respect: printed on birch bark and given away to visitors, the pamphlet 
written by the Native American Simon Pokagon (author of a novei that 
would be published in 1899) reminded the Americans that the "land on 
which Chicago and the Fair stands, still belongs to (the Potawatamis), as it 
has never been paid for." vii 

Perhaps thc enthusiasm which the Columbian Exposition aroused 
in most onlookcrs was best expressed by 0-wen Wister when he wrote: "a 
bewilderment at the gloriousness of everything seized me ... until my mind 
was dazzled to a standstill." viii In order to estimate the full force carried by 
this confession, it should be noted that it was a novclist who made it, and, 
moreover, he was to be shortly credited with the emergence of a type of 
protagonist in American fiction having a brilliant career before him: the 
cowboy. "Tall, clear-eyed, and handsome," ., hating talk and loving deed, 
the new fictional personage was meant by his author as a nineteenth-century 
version of thc Knight of the Round Table. Anticipatirig in a rather funny 
way the glorious days its ranchers wcre to have not only in fiction, but also 
in the art to come into being three years later, California signalled bis 
presence at the Fair in the shape of a "Knight on horseback" made of 
prunes and advertised as "a unique departure in statuary." x 

However, the Columbian Exposition put the West on the map in 
,, ays that warranted it a far longer Iife; they also signified a unique 
dep~rture, this time, in understanding American history, and certainly the 
risc ofthe western as a popular form offiction and, later, as a popular kind 
ofmovie, was not unrelated to the newly-opened perspective. Frederick 
Jackson Turner, we need to remember, read his paper on "The Significance 
of the Frontier in American History" at the convention ofthe American 
Historical Association in 1893. Ifwc now add thatthe mceting was held as 
part ofthe activities under the aegis ofthe Columbian Exposition, we shall 
have better reason to regard the event as a landmark in American history. 
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Tumer's argument that "the advancc ofthe American settlement westward 
explain(s) American development" called for a shift of emphasis from 
Puritan New England, and, more generally, from the Atlantic coast to the 
West "with its new opportunities " The American character itself, a 
combination of "coarseness," "strength," "acuteness," " inquisitivencss," 
"masterful grasp of material things," "lacking in the artistic but powerful 
to effect great ends" plus some other features, is traced to "the conditions 
of frontier life." xi lf only because it supplied them and asserted itself as a 
shaping force, the West was to be preferred to any othcr region; but, as 
Turner argues, it also supplied a vast expanse ofland, and to this America 
was encouraged to turn her steps and energy. 

Ho,Yever, the pendulum will not take long to switch back to the 
East. In fact a good deal of twentieth-century American scholarship, 
including recent contributions, has argued for such a move, which is nat to 
say that Turner's thesis has lost its hold upon American historians. 1n the 
early 1890s, however, challenging as it was, it found nonetheless a widc 
support. lt is more difficult to say whether that came from Tumer's fellmv 
historians, but it is certain that it did indirectly from the place where thc 
convention was held, though perhaps not in ,·vays that fully endorsed all 
his arguments. What better proofthat the centre(s) of weight had already 
been moving from East to West than Chicago, "thc filthy Indian village on 
the shorc of Lake Michigan (that) had grown within a generation to be the 
second largest city in America?" xii Whereas in the previous decade Ne\\ 
York "grew from less than 2 million to more than 3.5 million," Chicago 
simply "tripled in size." xiii Besides, in thc summcr of 1893, the Dream 
City stood on its premises as a promise that in a not too distant future thc 
entire neighbourhood will assume its look. 

* 

"The new energies that America adored." The chapter titk 
of a book also written by a historian was inspired, too, by the Chicago of 
1893. Of an older generation, Henry Adams, grandson and great-grandson 
oftwo presidents of the Unitcd States, had good reason to spend t\vo wceks 
in the former filthy Indian village. By that tim~ he had devotcd three ycars 
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to bis new interest that was to obsess him throughout the 1890s: an 
interest that would have bccn more congenial to a physicist rather than to 
a historian. Adams, however, came to it only aftertaking some other avenues 
and discovered that he had reached nowhere, although his dozen volumes 
of American history were solid proof that he had hardly whiled his time 
a\\ay. Anyway, here is his rationale, expounded in a subsequent chapter, 
for looking in an altogether different direction: "Satisfied that the sequence 
of men led to nothing and that the sequence of their society could lead no 
further, while the mere sequence of time was artificial, and the sequence of 
thought was chaos, he turned at last to the sequence of force." xi, 

This last sequence should be understood then as a new attempt on 
his part to discover a cause and effect relationship in human history, previous 
endeavors having resulted in little approximations of his original intention: 
for, "wherc he saw sequence, other men saw something quite different, and 
no onc saw the same unit of measure" (382). The sequences to \Vhich he 
had devoted his major energies-the domains of history, intellectual history, 
philosophy--turned out tobe ''histories or stories" (382). A century later 
the terrn in vogue would be "fictions," but even "histories" or "stories" is 
not lacking in suggestiveness as to the subjective and imaginative nature of 
the intellectual enterprise. "Force," "power," and ''energy" had been the 
focus of science, and Adams, nat entirely an outsider, approached 
mathcmatically what appeared to be their symbols: the steamship, the 
railroads, and the dynamo; the last ofthe series that "had barely reached 
infancy" (342) impressed him as containing the promise that his old query 
,,ould nat be lefi unanswered. 

It needs to point aut that Adams 's concern with his new sequence 
was highly stimulated by his apprehension at the time of the Columbian· 
Exposition that both he and America were losing control of the direction of 
their movements. No doubt, the market crash of the same year was in a 
large measurc responsible for it. The irony in the coincidence of the Chicago 
scenic display and the panic-stricken people was tao striking to escape 
notice, and an English book title it inspired. The Land of Contrasts '', 
bccame a sort of labei for the times. It could be read as well as proof that 
history repeats itself, for 1876, the year ofthe Centennial Exposition at 
Philadclphia, was also the nadir of a severe economic depression. As for 
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the skeptical-mindcd Adams, he had no difficulty in holding his fears in 
check whcn finding his "seif suspended, for severa! months, ovcr the edgc 
ofbankruptcy" (337). They were rather an incentive for his deterrnination 
to continue bis education, this time by trying to face history squarely and 
leaming from it whatever lesson it had to teach. To bc sure, his new interest 
in force was whettcd by his perception that "blindly some very powerful 
energy was at work, doing something that nobody wanted done" (338). 
and that in turn led him to Chicago and to his wondering there '\,·hether 
the American people knew where they were driving" (343). 

As shown a little further down, an answer, no lcss problematic for 
being emphatically declared so, would be given shape seven years later as 
Adams contemplated the Paris Exposition of 1900. In 1893, howevcr, 
finding himself in the White City he was tempted to read the scene beforc 
his eyes as "a breach of continuity-a rupture in historical sequence" (340). 
What he meant by these remarks ,vas rather the tendency apparent in the 
White City(scapes) to put themselves once more in the service of thc 
aesthetic ideals of ancient Greece, and thus by-pass London and New York. 
But the Columbian Exposition alsa forced on him the sense of a different, 
more immediate, rupture. Apparently, it was in 1893 in Chicago that a 
major change of direction in American life becarne noticeable: the machi ne. 
valu cd now for bcing a great releaser of energy. was taking the lead, as it 
werc, and, in so doing it had its m,n claims to make--efficiency was one-­
that ,,·ere not necessarily in concord with the claims of reason in \\'hich 
American politica) power had grounded its authority with the help of. among 
others, Henry Adams's great-grandfather. (His grandfather too was a 
disciple ofthe Enlightenment values that had in large measure shaped the 
bas ic politica) texts of the United States, and the writer of,' he Education 
o/Henry Adams continued to cling to them despite bis attraction to different 
points of view.) 

What becarne obvious to Adams in Chicago was that America to bc 
shortly in possession of means of releasing energy on an unprecedented 
scale was evolving along lines so new that a priori principles might not 
prove tobe invariably adcquate. What he said about "breach" and "ruptu re" 
in a different context might easily apply here, or. more precisely, to the 
potentially widening divergence between Chicago and Washington. as 
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R.P.Blackmur rcmarks. The comments made by Adams's critic are so 
much to thc point throughout that wc might do ,vell to quotc at least a 
passage bere: 

To Adams, th..is situation represented not only a shift in phasc of 
socicty but a shif1 in thc kind or force that had controlled society: it 
me::int the difference between the assertion of the politica I principie and 
the submission to economic method--in short, the abdication of politics 
as Yalue in favor of politics as an e1Jicient machine. How complete the 
abdication might become, Adams left at this point nearly muted, 
remarking only that 'society might dispute in what social interest' the 
machinc should be run, and that a necessary complement to the new 
machine ,ms the combination of 'trades-unions and socialistic 
paternalism.' ln the sequel, other images and other necessities would 
sharpen the sense of rene,Yed conflict along old lines, but at the moment 
he was concerned to' see, under the image of Chicago, 'the whole 
mechanical consolidation of force, which mtlliessly stamped out the life 
ofthe class into \\'hich Adams \Yas born, but created monopolies capable 
of controlling the new energies 1hat America adored.' The Babei of 
Chicago had absorbed the hannony of Washington. "; 

A more sustained attempt on Adams's part to consider history in 
terms of force(s) would be supplied by tbe Paris Exposition of 1900. 
Tbcrc, '"his historical neck broken by the sudden irruption offorces totally 
ncw'· (382)--radium had been discovered rneanwhile-he would linger in 
"the great hall of dynamos" (380) and,try t('H"eacb some conclusion as to 
the Chicago infant, now a man in bis prime. By,focusing on the nineteenth 
centul'} and the hvelfth century, on the dymamo and the Virgin, or, in the 
words of R. P. Blackmur, "the force of symbol and the symbol of force:' " 11 

and by balancing them against each othcr, Adams comes not only to respond 
to the differences between past and present (such as tbe unity_ofthe Middle 
Ages as against the multiplicity ofthe Modem Age, an opposition that has 
been perpetuated as a commonplace) hut also to see them as generated by 
tbeir respective dominant symbols. If mention is made that, for him, force 
\\'as also understood as ''attraction over the human mind," the relation 
bctween the dynamo and thc Virg\11 can no longer remain obscure. (One is 
temptcd to remark that the vcry; close association at thc Columbian 
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Exposition between the dynamo and the marble fomale figurcs, evinced 
by their crowns of light at night, might have inspired Adams to take this 
line of thought.). 

Having assimilated Venus and the power of sex embodied by thc 
Goddess, thc Virgin, an image of womanhood rather than of mothcrhood, 
in Adams 's reading of Her, appeared to him as the great force behind thc 
French Cathedrals, "the highest energy ever known to man, the creator of 
four-fifth ofhis noblest art, exercising vastly more attraction over the human 
mind than all the steam-engines and d~namos ever dreamed of: and yet," 
Adams is tempted to remark, "this energy was unknown to the American 
mind. An American Virgin would never dare comrnand; an American Venus 
would never dare exist" (385). Their place seems to have been taken by thc 
dynamo, the generator of a huge force. The energy it could release was 
ovcr\\'helming, as was its attraction over the mind, but when compared 
with the force of the Virgin, a significant change în its nature becomes 
evident. Instead of being creative of unity, it leads, in Adams 's view, to a 
serious disturbance: thc drifting apart of the sexes. 

By making of the d~namo the s~mbol of its mm culture, America 
\\"as to give free scope to the energics it adored, but also to evolvc în the 
proccss divergent roles for man and woman. The ncw force tumed out to 
have such a strong bold on man. that he simply suhstituted it for woman. 
Necdless to say the absence of Venus and the Virgin in America made all 
the casier for the machine to take full control of eve~ thing. Adams, howcver, 
is as explicit as possible in the chapter in bis Education covering the ycar 
1903: "Thc American woman at her bcst-like most other women-," \\'ritcs 
he in "Vis Inertiae," '_'excrted great charm on the man, but not the charm of 
a primitive t~ ve. She appeared as a resuit of a long series of discards, and 
her chief interest lay in what she discarded. When closely watched. she 
seemed making a violent effort to follow the man, who had tumed bis mind 
and hand to mechanics. The t~ vi cal Americ,m man had his hand on a lever 
and his eye on a curve in his road; his living depended on keeping up an 
avcrage spced of forty miles an hour, tending always to become sixt~-, 
eighty, or a hundred, and he could not admit emotions or anxieties or 
subconscious distractions, more than he could admit \\hiskey or drugs. 
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without breaking his neck. He could not rnn his machine and a ''-'Oman 
too: he must leave her, even though bis wife, to find her own way, and'all 
thc world saw her trying to find her way by imitating him" (445). 

* 

The Gir1 that America Adored. lt is difficult to sav whethcr 
the American woman as viewed by Adams was in any way related to the 
cxemplary figure that the 189Os setup discreetly, but no less peremptorily, 
impclling the individuals to shape themselves accordingly. Its lineaments 
came fron, severa! projections cast-with va11·ing degrees of awareness-by 
the community at large. The figure the American.fin de siecle looked up 
to, apparently in ignorance that it was no one else's creation but its own, 
would shortly be known as "the American Gir!." Highlighting its cultural 
significance has been a major concern of conterhpora11· American cultural 
historians. A mast notable contribution has been roade by Martha Banta 
,,hose book Imaging American Women; Idea and Ideals in Cultural Histmy 
brings under scrntiny literal}', painted, and sculptured portraits set side by 
side with a variety of other documents such as photographs, posters, and 
illustrations from books and periodicals. , 

1 

Tobe sure, it was not only in thc 189Os thaţt:he image of the American 
Gir! was pcrceived to bc publicly appcaling. Its emergcnce can be traced 
to an earlier date, as the fiction ofHen11· James and W. D. Howells written 
in the late seventies and eighties stand proof. "Heiress of the Ages," as 
lsabel or some other Jamesian character used tobe called, is a value laden 
phrase, even ifthrough too much use in criticism it has turned now ioto a 
cliche. A powerful image in American culture for about two decades, the 
American girl was to assume, howcver, ful! significance ih thd' ,I 89Os. 
According to Martha Banta, "she was at the height ofher giol}' bet\'\'een 
18 9) and 1 915." -"'"i" What helped her further ascend to the peak \\;a~ the 
Columbian Exposition of 1893. As the White City was pulled down in the 
Chicago Park, the American Gir! was beginning to be secn as the image of 
America. '· 
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It is of course significant in this respect that thc irnprcssion the forcign 
visitor was sure to ţake back home was inspired by the Girl. Her presencc 
constantly foregrounded in one way or another scldom failed to strike him 
as most characteristic of America. At least the French Paul Bourget and 
the English James Fullerton Muirhead, both writing on America in thc 
1890s, thought it necessary to devote a good part of thcir comments to hcr 
representational power and significance. Apparently they agreed that \\'hat 
the gir! rnost intensei~- conveyed to the observer of American lifc \\as self­
confidence, a feeling that-as the counb}; disclosed itself to his eyes--was 
inescapably perccived as the very note of the place. Understandably. 
Muirhead's impulsc upon looking at her was to point out the contrast in 
which she stood to her English cousin; and he did so hy comparing them 
(and their countrics, of course) to two caryatids that could be scen at thc 
Vatican: onc, of an earlier stage, was expressive of self-assurance: thc 
other betrayed an "air of insecurity." ,i, Though youngcr, America resembled 
the older caryatid, whereas England looked likc the younger one. For his 
part, Bourget seems to have been dra\\n to the beauty of the American girl, 
or rather to the type of the charmer as distinct from the pal and the Ne\\ 
England titaness. His remark that her face and figurc ''Iend themsclves to 
that sort ofreproduction of which newspapers are so fond" account from a 
different anglc-no Iess culturally significant-for the privileged prescnce of 
the American Gir! in thc 18 90s. " 

Indeed, if the gir! appears to be nothing short of ubiquity. the 
explanation alsa !ies with those particular fonns of culture-ciil increase at 
the tai! end ofthc ninetecnth century-that in varying degrees depended for 
their effect on imagc reproduction. Already with a tradition behind them. 
thc magazine and the illustrated book hardly belonged with the novelties 
the decade had brought forth. (Still the proliferation of the former is 
considered tobe specific to it.) It was, however, another fonn in the visual 
arts that the 18 90.s could safely claim as their own. This was the poster. I n 
asccndancy for soll)e time, it gained such a promincnt place in American 
culture as.to make the.decade known as the "age ofthe poster." It could 
ha,rdly escape notice that the glamour it lent to the 1890s owed a good deal 
to the American Gir!, a favour,te subject, bccause hcr features wcrc found 
to agree extremely well with the techniques of representation that werc 
being perfected at the time. 
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But ,,.·hat, more precisely, did the girl look like? One can still make 
an idea ofhcr by gazing at the illustrations of Charles Dana Gibson ( 1867-
1944), the artist who bas been mostly credited with her rise and renown. It 
is nat for nothing of course that she ended by taking his name. First appearing 
in the early l 890s-the years when Gibson started his career--she came to 
bc simply knm"n as thc Gibson Girl, an appellation that has outlived the 
period ofher glory and still survivcs in dictionaries ofthe English language 
(The Random House, for instance) Alongside slender figure and bare anns, 
it was her regularly shaped face-usually described as pretty-that made her 
easily rccognizable. Hair-do thre,v it into even baider relief, as her hair, an 
impressivc mass ofit, tightened up in big wa ves or curls laid bare the nape 
of thc neck bringing her profile in full view. 

Commcnting on the gir! 's features, Martha Banta notices that their 
rcgularity tied in well with the more general intcrest in reviving 
neoc\assicism. As for the phenomenon itself, which she analyses at length, 
a statement she makes is no doubt revealing enough: ''By the late 1880s," 
shc writes, "the American eye was being instructcd in the particular aspects 
of neoclassicism that later inform ed modernist modes of seeing. In the next 
generation that eyc might appreciate the experiments of thc cubists in Paris 
and the verbal symmetries of Gertrude Stein."xxi But whilc she ,vas largely 
expressive ofa "taste forthe Grecian \ook," the American Gir) was-as the 
samc cultural historian makes a point of arguing--even more idtmtifiable 
by a feature that is considered to be pre.,.eminently American: a strong 
disposition to assert her will. The air of self-detennination also radiated 
from portraits of American women that offered themselves to the 
contemplative admiration of foreign visitors in American museums and 
galleries. Neither was it lacking in the American man: the features of his 
face, no less regular, and especially his square jaw and even teeth, never 
failed to bespeak self-reliance and resolution, no matter whether they 
belonged to the cowboy in the West, ''tall, clear-eyed, and handsome," or 
to the "Davis" type. The latter takes his name and features from the 
protagonist in Richard Harding Davis's novels, who apparently resembled 
his author and imitated his way of living, a ''combination of high life and 
high adventure." xxii Both images have been perpetuated by the movies 
\\'hose history-one shou'ld be aware of that-dates fr0m the decade under 
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discussion. Howevcr, the impulse to show sclf-asscrtion distinguished thc 
girl even more sharply, and this explains why it \vas she that came to bc 
seen as more representative of her country, for America had become aware 
by the 189Os, or, if she hadn 't, visitors were telling her just then. that what 
had been putting forth the mouldings ofher fcatures was an immense will. 

* 

The Ambiguities of colour and law. No matter how much 
attracted by the Gibson Gir) or the "Davis" male type they might havc 
bcen, a large part of the Americans knew too well that neither of thc 
exempla0· figures was accesible to them, even as aspiration. Referred to 
it, Afro-Americans, Native Americans, and many categories of immigrants 
were compelled to think of themselves as an~thing but representative of 
America. It is of interestto mention in this connection that the blacks had 
access to the Columbian Exposition only on one day that came tobe knm,n 
as "thc darkies 'day." To understand why so severe restrictions were im posed 
on a section of the population that a few decades earlier had been granted 
citizeqship, it is necessa0· pcrhaps to call attention to a phenomenon that 
having been well under way for a number of years was no\\ reaching its 
peak: racism. For the African Americans it is no doubt a bittcr iron~·--to 
say the least-that the rights they had becn granted in thc period from 1865 
to 1875 were turning against them in ways that spokc out their new and 
perhaps more humiliating bondage_xxni A backward glance will help to 
explain thc unhappy denouement of a course of actions that appeared full 
of promise only a couple of decades earlier. 

What made it possible for a '"second slave0·" to institute itsclf de 
facto was in the first place the subversion of black rights by southcm 
legislatures, a process that began shortly after their freedom had been 
constitutionally guaranteed and was to continue to the end of the centu0 
Passed one year in the wake of the 13th Constitutional Amendn1ent, the 
acts known as black codes drastically rcstricted Negroes 's frecdom and 
changed thcir condition for worse; this was to deteriorate even more rapidly 
after the compromise of 1877 that stipulatcd thc withdrawal of Federal 
troops from southern states. ln the aftermath of the event, southem statcs 
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disregarding the Civil Rights Acts started to pass the so-called Jim Crow 
laws with thc vicw to restoring segregation in almost cvery arca of life 
including schools, churches, restaurants, and even public parks. 

Legislatu re was, however, only one of the means; the other was thc 
pressure, shortly to degenerate into sheer violence, the. whites were putting 
on thc blacks. Historians tel1 us that 

White resentment took a vicious turn with the appearancc and rapid 
growth ofthc Ku Klux Klan. First organized in 1866, the wpite-hooded 
nightriders contented themselves for a time with playing pranks ori 
frccdmen to frighten them into 'good' behm:ior. But soon the Klan, ,,ith 
its Grand Dragon, 'Dens', and 'Cyclopses,' had spread over the South. 
Now an instrument of politica! terror, jt attacked the Loyal Leagues, 
intimidated black rnters, and destroyed the e:lfectiveness of local black 
organizers. Nor did the Klan shun murder ( ... ) When the organization 
was officially disbanded in 1869, it went underground. :<Xiv 

The "White Lcagues," paramilitary groups that proliferated 
especially in the early 1870s, acted to the same ends; with "many large 
property-holders and respected citizens in their ranks"-Kate Chopin 's 
husband ,,,as one of them-they were also responsible for thwarting the 
plans for full integration. m 

Louisiana gavc perhaps the most conclusive proof as to the blacks' 
status de fal·to in thc period under discussion. Some referencc to the so­
called ''gens de couleur libre," also kno,rn atone time as "the Cane River's 
freemen of color," is very much to the point bere. Before the Civil War, this 
category e1tjoycd certain rights (citizenship) and privileges they had 
inherited and the state of Louisiana acknO\vledged. (No other state, however, 
recognized them.) Like the Frcnch and Spanish whites whose descendants 
they partly were and in whose heritage they took pride, these freemen of 
color considcrcd themselves superior to the blacks. Hencc both their 
reluctance to mix with their "inferiors" and their tendency to identify with 
the whites. As the whites too were on their guard and denied them ful! 
access to their society, they had no other choice than keeping to themselves 
and fonning their own caste, racially homogenous, but socially somewhat 
differentiated. 
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Thc largest number of freemen of color was to be found in New 
Orleans \vhose population had "thc highest percentage of mixcd-racc 
ancestry of any American city or state." mi lt is of intercst to note that up 
to the Civil War a certain tolerance in sexual matters had bccn specific to 
thc mctropolis of the South. (The male code for instance made allov,:ance 
for a liaison with a quadroon or octoroon woman.) Thus it was not unusual 
for a white who lived with his wife and children in a fashionablc quarter to 
"fo:mally'.~ meet his mistress and his black children in some other part of 
the city. This relative racial harmony was seriously threatened in the 
1860s, and two decades later tliere was no trace ofit lefi in New Orlcans, 
the relations between whites and blacks deteriorating meanwhile to such 
an extent that thc fom1er freemen actually found themsclvcs less free than 
they used tobe. This, partly, because thc New Orleans whites came to 
look upon the "gens de couleur libre" as being even more dangerous than 
the blacks: often light skinned and having a good comrnand of French, 
they could easily pass for whites. 

Won over to the · southem point of view as reunion with the South 
got precedcnce over many other issues, the North too was having a hand in 
depriving blacks of their constitutional rights. Segregation came (continued) 
to be a practice in some northem states-by virtue of custom, if not by law-, 
but thc participation of the North took its distinguishing note rather from 
the subtler forms it assumed. Thesc wcrc inspired, as Eric Sundquist argues, 
from the duality on which the American notion of citizenship was based. 
Since the Negro, like any other American, was citizen of both state and 
nation, his rights ,vere subject to a flexible interpretation; all the more so 
as, diverging from the Congress, the Supreme Court of the United Statcs 
tended to !imit federal law and. separate national from state rights. The 
policy of the latter was by no means confined to cases having to do with 
race alone, but the dualisms it proliferated by indi.rectness and legal 
camouflage seriously affected the treatment of the blacks: in fact they 
wcre abandoned to receive justice at the hands oftheir former masters. It 
is relevant in this connection, as the cases invokcd by Sundquist attest, that 
quite often state supreme courts-some notable examples are supplied by 
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Louisiana, Massachusetts, and Missouri-grounded their rnlings against 
the blacks on precedcnts that in view of the Constitutional Amendments of 
the 1860s and 1870 were downright anachronistic."'"·ii 

Howevcr, it was in thc 1890s that the anti-black feelings running 
high at thc time both in the South and the North were given unequivocal 
official cndorsement: în Plessy v. Ferguson the Supreme Court of the 
Unitcd States ruled in favour of segregation. Without being a premiere 
with respect to subvcrsion of black rights, the Court's decision assumed 
the significance of an cvcnt of unhappy fame: it froze a process, weighing 
heavily in nineteenth-ccntury American history, in a state that was to remain 
unaltcred for more than half a century. The case had some other 
consequcnces too from which racist ideology reaped a more immediate 
bcncfit. A mere mention of thc bare facts might help to better grasp at least 
one of the senses in which the decade can be characterized as criticai. 
When Homer:Adolph Plessy, a mulatto so light-skinned as to easily pass 
for ,,-hite, boarded a Louisiana train in 1892 and took a seat in the '\yhites 
onl~" car, his act was obviously meant as a protest against the Jim Crow 
la\\"s that Louisiana had adopted two years earlier. Enacted in other 
confcder,ţte states, the la,vs required, among other things, that the railroads 
operating within the state "shall provide cqual but separate accommodations 
for thc white,. and colorcd, raccs." Plessy was of course arrested; and, 
dcspite his argument that thc law by which his client had been arrested was 
unconstitutional, his lawyer, the novdist Albion W. Tourgee, was overruled 
by Louisiana's state court-first, by judge John H. Ferguson. In due time 
the case reached the Supreme Court, and four years laterit too ruled against 
Plcssy, on the principie "separate but equal," thus giving legal sanction to 
a distinction based on colour and, ultimately, to the policy of segregation. 

One consequence of Plessy v. F'erguson was that a new duality 
came now to be addcd to dual citizenship: that of the context, white or 
black, depending on which thc law came tobe interpreted. As Eric Sundquist 
conunents, 

. What was clear by 1896. though, was that dual citizenship and 
. ~cgatiYe cnforcement of equaJ protection, even ifthey were nol primarily 
masks for naked racial discrimination, made it increasingly easy to coYcr 
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pcrnicious intent ,vith the cloak of law. PLess_v was a landmark casc not 
b.ecause it drastiq1lţy altered thc direction of legislation and judicial 

· thought but because it concluded the process of transfiguring dual 
constitutionaL citizcnship into dual racial citizenship which had unfolded 
since the end of Reconstruction. xxviii 

So many dualisms in tenns of which individual rights werc to bc 
referred led to confusion ,vhich often put the blacks to serious disadvantage. 
The :;ase had other effects too some of which had a wide and long reach. 
Although the Court ruled on the colour principie, opposing blacks to whites, 
it was the meaning of both blackness and whiteness that, as a resuit, \\as 
now undergoing a disturbing change. Some mcasure of it was taken by 
Mark Twain when introducing Roxy in Pudd 'nhead Wi Ison: 'To all intents 
and purposes Roxy was as white as anybody, but the one-sixtcenth of her 
which was black outvoted the other fifteen parts and made hcr a negro. "xxix 

To a greater extent this applies to her fair baby, whose black blood is 
doubly diluted, the converse being true of its white blood, but in no ,,ay is 
it any less a Negro. 

What came to he known as " 'one drop' definition of blackness" '-"" 
was bound to reverse the meaning of whiteness in a very important sense: 
whiteness could turn any time ioto blackness, which explains why in the 
l 890s it was a problematic colour with a great potential for crcating 
identity crisis and affecting self. No wonder, it is often associated with 
"tangled" selvcs as discussed in this book and illustratcd not only by T\\ ain 's 
novel of 1894, but alsa by Howells's An Imperative Duty and, more 
generally; \Yith a type of fiction-·call it sentimental-centred on the sudden 
change 'in the meaning of whiteness triggering of a "reversal of fortune," 
to make use of a phrase more in place when discussing eighteenth and 
nineteenth century English novels. The "mulatto story," quitc in vogue at 
the time and not without descendants in the present centu~', often expresses 
\Yhite pity and compassion for the protagonists so entangled, foelings that 
may well fall under the heading of a more general attitude knmvn as 
racialism. Howells evinces it when he bas Rhoda Aldgate mask her blackness 
in whiteness-a forced practice for somc in the 1890s-and, for safety's 
sake-send her to Italy where to be dark-skinned ,vas to be whitc. 
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2 

"THE SELF" OF WILLIAM JAMES 
and a gloss on 

THORSTEIN VEBLEN'S "CLOTHES" 

The imperative of tolerance. Seif was a privileged topic in 
American culture at the turn of the centul}·. Such syntagms as "social 
seif," "empirica! seif," "the sense of personal identity," or "secondaI)· 
personal sclves" were most likely to be among the favourites in many 
discussions and debates, if not in drawing-room conversations. The 
incentive had been givcn by William James just as the previous decade was 
coming to an end. Animated throughout by the lively, conversational tone 
ofwhich its author was a master, The Principles of Psychology, published 
in 1890, drcw such a large number of readers that James soon began to 
talk oflooking dO\vn on Mark Twain. Being perhaps aware that the mood 
to come to the book-a mood suited to a Moby-Dick or War and Peace, as 
subsequent commentators remarked--would be increasingly difficult to go 
ioto as the centu~- rushed to its closc, James proceeded to offer a compressed 
version. Psychology (Brie fer Course) followed in 1892 consisting for the 
mast part of faithful reproductions of the sections considered to be of utmost 
interest, to which ne,,· material ,vas added. (The remai'ning text was 
abridged.) 

The Principles that took James twelve years to write is his first 
book not only in order of appearance but also-as students of his work 
'·tend to, agree"-in that of mt:rit. ln thc op inion of John J. McDermott, one 
of his editors, "perhaps more revealing is the fact that those commentators 
for whom Jarnes's philosophy is seriously inadequate, \\'Îll nonetheless 
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acknowledge the gcnius ofthe Principles."; What further recommcnds the 
book as James 's masterpiece is its great representativeness as to hm\· various 
issues having relevance to human life might be more beneficially 
approached. lt is not impossible, then, to vie,v the contributions he latcr 
made to philosophy, ethics, and religion as thc gro\\th of one gemi or 
another alreadv contained in the voluminous treatise. This is also to revise 
his relation to certain thinkers who presumably influenced him, a debt he 
himself was too eager'to acknowledge. On such grounds Richard Poiricr 
for instance is reluctant to explain James's attempt to subvert 
"intellectualism" in'A Pluralistic Universe by the impact Henri Bergson 's 
writings were having on him at the time, for "his argument against 
"intellectualism" was already well advanced in his first book, The Principles 
ofAychology ( ... ) before he and Bergson discovered their similarities and 
their friendship." ,; lf James had been open to a major influence, prior to the 
publication ofthis first book, that could only have come from Emerson. As 
a matter of fact, Poirier 's "Emersonian Reflections" have for their focus 
the native connection represented by Emerson that a reading of, among 
others, William James promises to highlight considerably. 

Although both volumes of James's treatise are c;oncemed with se(/. 
it is ţspecially in chapters IX and X, The Stream of Thought and The 
Consciousness ofSclf(The Stream ofConsciousness and The Selfin Brie.fer 
Course), that James challenges his topic frontally. As usual, the questions 
he asks break the neck of the task he sets for himself at onc moment or 
another, while seldom letting the reader's attention flag for long. He nevcr 
fails to convey to the latter that what is at stake is really important; bis 
answers may he less so--he warns the reader--as the~· are only tentative, 
their validity being quite often circumscribed to a very restricted sphere: 
himself. 

In discussing the characteristics ofthe stream ofthought-later tobe 
replaced by the stream of consciousness-James insists that this is personal. 
in the sense of being ovmed by one mind only and complctely cut offfrom 
others. "Each of these minds," says he, "keeps its own thoughts to itself 
There îs no giving or bartering betwecn them. No thought evcn comes into 
direct sight of a thought in anothcr personal consciousncss than its mrn. 
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Absolute insulation, irreducible pluralism, is the la\v. lt seems as if the 
dcmcntary psychic fact were not thought or this thought or that thought, 
but my thought, every thought being owned. "iii ln view of such statements it 
is no wondcr that, for some of his commentators, "monadic" tu med out to 
bea preferred, ifnot an indispensablc, word whcn qualifying both Jamesian 
subjectivity and individuaiism.i" To belicve as James does that ·'the breach 
from one mind to another is pcrhaps the greâtest breach in nature" (23 7) is 
to see the condition in which seif exists as one of perpetuai isolation, even 
cstrangement: for, if the mind is denied the capacity to see other "streams," 
it can be only blind in relation to other, an idea also illustrated in his 1899 
cssay '"On a Certain Blindness in Human Beings." 

Despite the prospect that this view of seif opens (or closes) for us, 
James hardly sounds the discouraging note. For one thing, we are encouraged 
to try to imagine how various the world is at one moment or another on 
account of, among other things, thc perspectives from which it can be 
scen, the number of these being tantamount to the individuals looking at it, 
a belief surcly shared by his brother Henry for whom angle(s) of vision is 
(are) something always tobe scrupulously considered; for another, we are 
invited to ponder the conclusion James draws abouthow peremptory tolerancc 
and respect for other should bc in a world whose inhabitants arc imprisoned 
in their own minds or seives. Referring to the resuit of his considerations 
and questions in the abovc mentioned essay, he notes: 

It absolutcly forbids us tobe forward in pronouncing on the meaninglessness 
of forms of existcnce other than aur own; and it commands us to tolerate, 
respect. and indulge those whom we see harmlessly interested and happy 
in their own ways. howe, er unintelligible these may be to us. Hands off: 
neither the whole of truth nor the whole of good is rcvealed to any single 
obsef\'er, although each obsen·er gains a partial superiority of insight from 
tl1e peculiar position in which he stands.'· 

* 

The selves of seif. James 's repeated conviction that each mind 
0\\ns its stream ·of thoughts and seif is opaque to (and for) others should not 
obscure the difficulties he ,vas having whcn faced with the question about 

35 
https://biblioteca-digitala.ro / https://unibuc.ro



the boundaries within ,vhich seif could be confined. At the outset of thc 
chapter on se(fhc raises precisely this problem that continues to givc food 
for thought to those taking an interest in the matter. Thus rcfcrring to 
"empirica) seif' or_ ','what a man caU~_me/'.he a§·~s: where is the boundary 
defining "me" to bc i:ilaced? That it shot1ld be under,stood tobe quitc tlexible 
is something he wams us from thc start. But what does thc line giving 
contour to seif separate it fr~ip? The distinction James has in vicw is 
between "me" and "mine." For him ·'.me" and "mine" cannot be kept apart 
so easily. On the contra~·: ''We frel and act about certain things that are 
ours ve~· much as we fee) and act about ourselves'' (291). The border is 
unstable because what is foit to be part of "me" at one moment, at another 
can only bc perceived as mine. He does not deny the possibility that thc 
line of demarcation may be so set as to include mine: "Jn its widest possihle 
sense, howevcr, a man :f Se(( is the sum total of al! that he CAN call his, 
not only his body aud his psychic powers, but his clothes and his house, his 
wife and children, his anc~stors and friends, his reputation and works, his 
lands and horses, and yacht and ba.nk-account" (291). 

lgnoring thc d~nam.ic relation in which it stands to other (wifo, 
children, friends) James sees se!( as tending to grow by a mere act of 
absorption and invasion. It is not difficult, of course, to take issue with 
Jan1es's disposition to obliterate differcnces. Objections to such a vicw 
wcrc heard even în the decade following the publication of The Principles 
of Psycho!ogy, and soroc, coming from literary quarters, ,,ere quite 
memorable; as for instance were those raised from the point of v1e\\ of 
wife by a Kate Chopin character. (See Edna Pontellier's prclude to her 
awakening.) Open to castigation as .lames's views of selfundoubtedly are, 
still it won't do to dispose ofthem all too readily. Some ofthe qualifications 
he makes deserve tobe noted. These can be better considered against an 
outline ofhis more general analysis of seif 

Without dismissing the notion of a Pure Ego, James centrcs his 
discussion on the empirica! seif As to the former, he appears rathcr 
interested in taking issue with the spiritualist, the associationist. and thc 
transcendentalist theories ofthe Ego. ln their place; _he is tempted to advancc 
the idea of a "remembering and appropriating thought incessantl~· i;enewed" 
(362) that mighţ not be unrelated to a bodily process, though how it is 
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rclated is a question he does not fully answer. (His former training in 
physiology accounts, of course, for the line he took în his approach ,to 
many moot points in the field of psychology.) At least, this seems to be a 
conclusion to which his analysis ofthe workings ofthe mind led him.' 1 On 
the basis of his study of "the stream of thought" or "the stream of 
consciousness," thc phrases he coined to describe them, he evolves his 
notion of ··a sense of identity." He grounds it în the perception of sameness 
and continui~· of a present seif and a past seif, thus making it dependent on 
rncmory to a considerable extent. The perception belongs to the "I," that îs, 
to the "remembering and appropriating thought incessantly rcnewed." 
Identity appears to be lacking in firm contours, for, says James, "the 
identity found by the / in the me îs only a loosely construed thing. an 
identity 'on the whole' just like that which any outside observer might find 
in the same assemblage of facts"(372-73).Changes in the "assemblage" 
are bound to affect one's sense of identity. 

James's empirica! selftoo includes a constituent which he refers to 
as "spiritual." When considering "this central part ofthe self' (298), or 
"the self of selves" (301)-his other syntagms for the spiritual self-and 
ackno\'dedging the difficulty of explaining it while questioning the solutions 
of various theories (as those mentioned above), he îs tempted to believe in 
view of his analysis of consciousness that "aur enfire fee ling of spiritual 
activity, or-v.-hat passes by that name. is really afeeling ofbod;Jy activifies 
whose exact nafure is by mast men overlooked'' (301-302). However, it 
needs to speci~· forther that this "innennost center of subjective life" that 
rnakes it possible for us "to think ourselves as thinkers," îs the "place" of 
"psychic faculties or dispositions taken concretely," of"our abili~- to argue 
and discriminate," "our moral sensibility ana conscience," "our indomitable 
will" (296). 

Apart from the spiritual selj; there are two more components that 
make up James's me: the material se!f and the social seif. The terms in 
\\hich the material seif is defined have already been anticipated in the 
presentation of seif în "in its widest possible sense." The body is "the 
inncnnost part" ofit, "the clothes come next;" property too is to be regarded 
as included in it, and so is "our immediate family" (292). James's 
qualification of property in relation to seif may not be without interest. lf 
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to take issue with him on account of his treatment of other. is an impulsc 
too strong to resist, on the other hand, bis remark about how property is 
felt to be part of seffis to bc pondered over. "The parts of our wealth most 
intimately ours," says he, ''are those which are saturated with our ,labor" 
(293). Property is felt differently depending on thc amount oflabor one bas 
invcsted in it. The greater the amount, the more intimatcly it is "ours." 
James speaks bere ofwhat we own, but he could as wcll speak of,vhat we 
do or perform, since in this particular context ,vhat we mm is the resuit of 
some doing of which we. are. ţhe agent, although in another sense, a sense 
contained in James's statement, we are, or rather become, what we have 
laboured. 

Clothes too are tcmpting to gloss upon in this connection. Not that 
there is anything new in viewing them as part of se{/; or of one of its 
constituents, as James does. Thomas Carlyle's Sartor Resartus, to mention 
only this famous book, is informed with similar ideas thc author may have 
ta,ken from the Germans or found in the old saying mentione9 by James 
too, according to \\'hich man is soul, body, and clothes. The gloss in this 
case is ra:thcr an attempt to set James 's analysis of "the material seif," 
more specifically of clothes as part ofit, against the oft-quoted ,cpnversation 
bet\\·een Madame Merle and Isabel Archer on precisely thc same topic in 
Henry James's The Partrait of a Lady 

Disapproving oflsabel's indţfference to such a thing.as the house in 
which one lives, the Europeanized American insists that "there 's no such 
thing as an isolated man or .woman; we're each of us made up of some 
cluster of appurtenances."Her qµeries: "What shall we call our 'seif'? 
Where does it begin? Where does it. end?" are not only echoed in the 
difficulty William James was having when trying to drav, the line betwcen 
"me" and "mine," but will be heard over and over again in the present 
centu~· especially in American fiction after World War II. As for Madame 
Mcrle, she tends to view things somewhat differently. Alsa scen as 
fluctuating-"it overflows into eve~thing that belongs to us--and then it 
flows back again"-self appears to her, theoretically at least, less grabby; 
the "possessions," or what seif cxtends its dominion ovcr, according to 
William James, are seen by her tobe as many exprcssions ofit. It is not 
that clothes are part of seif it is rather that, as Madame Mcrle puls it, 
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"( ... )a large part ofmyselfis in the clothes I choose to wear." Her meaning 
can hardly be missed when she concludes: "One's seif-for other people--is 
one 's expression of one 's seif; and one's house, one 's furniture, one 's 
gam1cnts, the books one reads, the company one keeps-these things are all 
expressive." 

Isabcl 's opinion stands in sharp contrast with thc views of Serena 
Merlc (and of William James). What is mine in no way expresses me, may 
bc a good, though incomplete, paraphrase ofit. The sclfby which she lays 
greatest storc is absolutely autonomous and little continuous with an~thing 
clse. Whatcver is continuous with it is feared as a threat to its own being. 
"Nothing that belongs to me is any measure of me; evel')thing's on the 
contrai)· a !imit, a barricr, and a perfectly arbitral')· one"-the resonance of 
these words is clearly Emersonian, and, no doubt, they supply some sound 
proof to those who are fond of arguing that Isabel's cast of mind is 
Emersonian. Her aversion to any boundaries that contain or rather confine 
seif, leading in the last analysis to a rejection of its having an outline, a 
contour no matter how flexible; and, ultimately, of the possibility to define 
it in these terms, is an expression of an impulse so individualistic that it 
dcfies any bounds. Another remark shc makes is ,vorthy ofnote. Objecting 
to the expressive power attributed by Madame Merle to clothes, she says: 
"My clothes may exprcss the dressmaker, but they don't express me. To 
bcgin with it's not my O\\'n choice that I wear them: they're imposed upon 
mc by society." Isabel could have distinguished bere between her seif 
(Emersonian, real, inncr) and her social seif, and, unlike William James, 
relegated her clothes to the latter. vii 

This would not be the only ditference between William James 's 
social seif and Isabel 's. What James wrote on social seif in the Principles 
has appeared to his critics either admirable or censorious. Used as mottoes 
to recent books or quoted in various contexts, his admirable views on the 
matter have becu in the limelight for some time now. Most appealing to a 
readerat the end of the twentieth centul)· is the substitution of selves for 
seif "Properly speaking," says James, "a man has as many soc1a/ selves 
as there are individua/s who recognize him and cari)· an image of him in 
their minds ( ... ) he has as many different social selvcs as there are distinct 
groups of persons about whose opinion he cares" (294). James appears 
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not to be oblivious of the relation of seif to other; ,vhercas in the first 
statement, social seif is vicwed from the other 's perspective with more 
than a suggestion that it is something that "exists" in the other, in the 
second the emphasis falls on the self s awareness of socially defined 
others, and especially of how the relation to them works. The importancc 
James attachcs to this constituent of seij· should not pass unnoticed, evcn 
if, to a grcater extent, it stands proof of bis allegiance to nineteenth-century 
world view(s). 

The three constituents are alsa disposed hierarchically with the bodily 
seif at the bottom and the spiritual seif at the top, the "cxtracorporcal 
material selves" (313) and the social selves occupying the middle ground. 
It is this ladder like arrangement of them, in addition to the autonomy 
grantcd the seif as a whole, that is responsible for thc censures passcd on 
James's seif in general and on his social se!f in particular. Although, as 
mentioned earlier, social seif counts as a constituent, it is nonetheless 
understood to be a more or less luminous reflection in the other's mind 
depending on how the individual is esteemed to relate himself to the 
prevailing moral codes. James's penchant to conccive of social se!f in 
moral terms is more than obvious when, speaking about potential selves_ 
he isolates it as the mast interesting "by reason of certain apparent 
paradoxes to which it leads in conduct, and by reason of its conncction 
with our moral and religious life," and understands its progress as "the 
substitution ofhigher tribunals for lower" (3 16). It seems that the potential 
in question is its capacity to risc to the proximi~' of spiritual seif, if not to 
actually merge with it. 

A new direction in ,vhich self theory was beginning to evolve just 
about the time William James's career was drawing to its clase would 
supply a perspective from which his description could be easily found 
deficient. Doing research in Chicago, the Australian boru psychologist 
George H. Mead advanced the view that not only what James called social 
seif, but seif as a whole is social, James's "seif of selves" being no exception 
either. "Thc selfwhich consciously stands over against other selves_" writes 
Mead, "becomes an object, an other to himself, through the very fact that 
he hears himself talk, and replies. The mcchanism of introspection is 
therefore given in the social attitude which man necessarily assumes tO\vard 
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himself, and the mechanism of thought, in so far thought uses symbols 
which are used in social intercourse, is butan inner conversation." ,·iii Self 
is now secn tobe a matter of relationship; or of a process involving language, 
gestures and actions, through which an individual sees himself as he is 
seen bv others (in his ov,m role) and also imagines himself to be other 
(playi~g the role of other). It is this continuous exchange of "roles" that 
validates seif in Mead's opinion. Registering many othcr contributions­
Erving Goffman's in thc I 960s is tao notable nat to mention-, role theory 
has made quite an impact in the related fields of psychology, socioloID·, 
anthropology, and literature. Without having reason to deny, despite its 
limitations, the importance of the passage in the Principie.\' on the plurality 
of social selves, it serves nonetheless to highlight what appears tobe James's 
misplaced emphasis on the autonomy of seif, and, în contrast to 
contemporary Emersonians who are arguing for a social relevance of 
Emerson's thinking, to shmv as groundless the much celebratcd notion of 
sclf-reliance so dear to James tao. 

But James's se(f'could be found objectionable for some other reasons 
that arc impossible to eschew in a post-Freudian age. lt might give the 
impression that it is littlc disposed to harbour conflicts, its superior 
constituents having the potential to grow and so, sooner or later--depending 
on how systematic the faculty of v.:ill is appealed to-, be invested with 
enough power to hold rcbellious impulses in check. However, James does 
not conceive of se(f as really hospitable to harmony; on the contra~·, he 
sces the "different selves" in perpetuai "riva]~, and conflict" (309). One of 
them is found tobe more important than the others, that is, chosen as more 
worthy, which makes of the inner battle something not entirely independel)t 
of choice. The material seif; the social se(/, and the spirUual seif count 
differently for different men, argues James, some staking eveiything on the 
first, others, on the second; as for the third, it tao can be (to some others, 
of course) "so supremely precious that rather than lase it, a man ought to 
bc willing to give up friends and good fame, and property, and life itself' 
(315). Had James been eager to illustrate in the subsequcnt editions ofhis 
Principles, the statement given in the above quotation, he could have 
found a very relevant example near at hand at the clase of the decade: 
Chopin 's Edna Pontellier simply echocs his words when trying to make 
h0rself understood by Adele Ratignolle. 
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Yet, ncither "rivalry" nor "conflict" adumbrates the usc of similar 
tenns in Freud; and this because James 's "constituents" can be all knmrn. 
none ofthem being relegated to the levei ofthe unconscious; which is not 
to say that he paid little heed to psychic states that fall outside the pale of 
se?f as outlined above. "Facts of subconscious pcrsonality." "buried feclings 
and thoughts" (227) preoccupy hun a lot, but they are secn to belong to 
what he calls secondary personal selves that cannot bc exactly idcntified 
with the Freudian unconscious. ix 

Secondary selves, the English counterpart ofsecondary personalities 
as known in French psychology-James showed intercst in thc work of Pierre 
Janet-are understood to "fonn conscious unities, have continuous memories, 
speak, \\Tite, invent distinct names for themselves, or adopt names that arc 
suggested." Nevertheless, they "are cut off at ordinary times from 
communication with the regular and nonnal seif of the individual," "and 
are for the most part very stupid and contracted" (227). Buried deep down 
most of the time, they are likely to surface under conditions that, bcing 
specific to recipients of hypnosis, subjects of automatic writing, and 
mediums, are anything but "regular" and "normal" (227). Hence the interest 
James took in such cases, which howcver in no way blinded him to the fact 
that deception could be frequent. 

Unlike Janet ,vho is reported to have believed that the secondat')' 
selves looked upon as abnorma) resulted from the splitting of"'what ought 
tobe a single complete self into t\vo parts" (227), James ,vas tempted to 
bold a somewhat different view on the matter: only '·an inferior fraction of 
thc subject's natural mind" (228) constituted itself as a secondary seif: 
moreover, it is this minor component that appears to be acted upon by the 
more general ambience to which it has been exposed. It is in secondar:· 
selves that one should look for "the prejudiccs of the social cnvironment" 
(228) and his examples, ifaccurate, are relevant in a larger sense. Thus he 
distinguishes between the messages conveyed by mcdiums in "a spiritualistic 
community" andin "an ignorant Catholic village," respectivcly: the former 
are "optimistic," the latter, presumably delivered by a demon. "frightening 
and obscene." Coming from a psychologist who, as shovv11 above, insistcd 
on the isolation of seif, the idea might shock a bit, or, on the contrar:·. 
might encourage one to sec it as evidence that James's se?/ was not so 
isolated aftcr all. 
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Dislocations of the "regular" and "normal" seif are not confined, 
however, to the very special cases of hypnosis, automatic writing, and 
medium trance; in milder fonns they occur in everyday life, and are often 
quitc difficult to recognize as such. The part played by memo~, in changing 
the me is a case in point. It merits a mention as it sheds some light on how 
"fiction" constantly extends its dominion over "truth" making quite 
debatable the boundary separating them. lt is not so much that "false 
memories affcct the me," as that responsible for falsehood, in this particular 
instance, is no one but ourselves. As James writes: 

The most frequent of false memory is the account we give to others of our 
experiences. Such accounts we almost always make both more simple 
and more interesting than the truth. We quote what we should have said 
ordone, rather than what we rcally said or did; andin the first telling we 
may be fully aware of the distinction. But ere long the fiction expells the 
realit)· from memo[}· and reigns in its stead alone (373-74). 

Whcreas James' s description of cqnsciousness as stream would find 
a fictional analogue severa! dccades later, his discussion of self, or rather 
sclves, a11d ofthe rivalrics between their voices, might be recognized, even 
if indirectly, i11 the fiction ofthe 1890s. As arule, the crises experienq:d 
by a number of protagonists, which may be triggered by severa) reasons 
that are c~lturally relevant, involvc their social sclves, but they often do 
this in wav·s that unveil their fictitious nature. 

* 

C]othes as viewed by a sociologist. As mentioned earlier, 
unlikc Isabel Archcr, Serena Mede cannot think of her self othenvise than 
unrelated; that is, otherwise than being social (what is ex-pressed makes 
no meaning without a receiver of\:vhat is pressed out, which is to say that 
thcre is no expression outside relation). A largc part ofherself being in the 
clothcs she is wearing, thcy are understood to be expressive in this sense, 
that is, in bringing her seif out for other people to recognize for what it is. 

Tt is tempting to remark that her views find an cndorsemcnt in a te:-« 
that. published a little while before ţhe 1890s reached its end, was to 
bccome a classic. lndeed, in "Dress as an Expression of Pecuniary· Cultu're,"' 
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chapter VII of The Theory of the Lei sure Class ( 1899), Thorstein Vcblen 
argues that the major function of clothes is to convey ccrtain social messages, 
those about the status of the wearer being among the mast notable. More 
important than protecting the body, rendering it a "inechanical service,"' 
are the meanings meant for other people to read. lf.in a sense. that was 
true of mast societies, it was incomparabl~ more so of modem oncs. of 
which America at the time supplied the mast telling example. 

The terms used by Veblen in his argument necd to be mentioned, all 
the more so as they have macle quite a career in American culturc. Thus 
the "lcisure class" exemplified in the 1890s by the business class that 
came into being after the Civil War and had had an incentive in "invidious 
distinction" (17), or "invidious comparison" ( 18), terms nat unrelatcd to 
competition, takes its identity from what he calls "conspicuous leisurc" 
and "conspicuous consumption." Viewed in the context of American 
socicty, it is regressive as it looks for its modcls in the aristocratic past. 
fashioning itself on "barbarian" attitudes. ([n Cu/ture and Ana,:chy, 
Matthew Arnold too referred to the aristocrats as "Barbarians" and opposed 
them to the Philistines, on the one hand, and thc Populace on the other.) 
The leisure class is set in contrast to industrial and industrious classes 
that by virtue of "the instinct for workmanship"-'i are engaged in 
technological progress and in producing material goods, though, in another 
sense, the forrner is seen to have evolved from the latter. Of course, the 
process did not come to an end at the turn of the centu~-- At the time, 
however, they represented two major tendencies in American society. 

Although the lei sure fJass is defined in terms of non-utility, "leisure '' 
is not tobe understood as connoting indolence. ''.What it connotes," writes 
Veblen, "is non-productive consumption of timc. Time is consum~d non­
productively ( 1) from a sense of the unworthiness of productive work, and 
(2) as an evidence of pecunia~ ability to afford a life of idleness" (28). A 
life of leisure is regulated by a cade of its own that sets great stare by a set 
of skills and accomplishments to be classed as "branches of leaming" and 
such "social facts" as "manners and breeding, polite usage, decorum. and 
formal and ceremonial observances generally" (29). lt goes without saying 
that none of these skills can be acquircd othcrwise than by investing time 
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and cfforts; however, these last are nat to be publicly exhibited; it is only 
the lc1sure that should be brought before the public eyes; it alone should be 
mad.e "conspicuous" in the scnse of being easily seen or noticed, readily 
observable. 

Without ceasing to count in defining the leisure class of modem 
societics, leisure tends neverthcless to lase in importance in comparison 
with conspicuous consumption. (The career the latter has made stands 
proof of the relevance it has for this t~ -pe of society, especially the American 
one.) Conspicuous consumption takes its meaning nat only from the fact 
that one has the pecuniaf)· capacity to indulge in a large amount of goods. 
As thcy are subject to constant innovation, they come to be preferred in 
their innovated fonn because oftheir higher efficiency. "But that does not 
remain the sole purpose of their consumption," points out Veblen. ''The 
canon of reputability is at hand and seizes upon such innovations as are, 
according to its standard, fit to suniive. Since the consumption of these 
more excellent goods is an evidence of wealth, it becomes honorific; and 
conversely, the failure to consume in due quantity and quality becomes a 
mark of inferiorit~· and demerit" (7 4). 

As the title of his book indicates, Veblen 's concern is to evolvc a 
theory of the leisure class; nonetheless, many of his observations and even 
concepts have a widcr support. '·Conspicuous consumption" supplies 
perhaps thc best cxample. As Veblen notes, in modern civilized communities, 
the leisure class being thc highest stratum of the social structure, "its 
standards of worth afford the norms of reputability for the ,,hale 
community" (52). Their propagation do,\11wards is largely helped by the 
tcndency of the boundaries between social classes to become less rigid. 
'·Tue resuit is, ''. concludes Veblen, "that the members of each stratum accept 
as their ideal . of decency the scheme of life in vogue in the next higher 
stratum. and bcnd their energies to live up to that ideal" (52). Mention 
should be m~ck that ,vher~as the demands of leisure decrease as one goes 
down the scale, those of consumption seldom cease to excise their exacting 
price. "No class of society, nat even the mast abjectly poor," observes 
Veblcn, "foregoes all customaf)' consumption. Vei")· much of squalor and 
discomfort ,vili be endured bcfore the last trinket or the last pretence of 
pecuniary decency is put away" (53) .. 
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Generally, the social message conveyed by dress derivcs from its 
falling within the range of consumption. Thc messagc is however a privilegcd 
one in point of visibility: it leaps to the eye. lts greater significance in 
modern societies follows on thc incrcasing role conspicuous consumption 
tends to have, although leisure too is given expression in dress. rn fact, 
when meeting the highest demands made on it, dress is not only expensive, 
not cinly bespeaks pecunia~· strength, but it also fully testifies to abstention 
from productive work Veblen was in no .difficulty to illustrate his point,as 
he particularly had in view the fashion ofhis time, and indced "the patent­
leather shoe," 'lhe stainless linen/' "the lustrous cylindrical hat," and 'lhe 
walking stick" bear out bis observations about the man of leisure ( I 05). 

As for the woman of leisure, things are a bit more complicated. lf 
her "apparcl'· is more conspicuously conspicuous with respect to both leisure 
and consumption, the explanation is to be found, opines Veblcn, in thc 
relation of subservience in which she stands to her husband. That she is 
simply and purely m'.11ed is something on which, we recall, William James 
agreed. (Apparently, Veblen's women readers responded favourably to the 
book considering that it did foii justice to their condition.) Confirming her 
status of servant, Veblen is preoccupied with looking at it from a historical 
perspective. He argues that, "ithout changing in substance, it had assumed 
ne"· forms in accordancc" ith the economic condition in one stage or another 
ofhistorical development; from being directly engaged in productive work, 
some women, the women ofthe leisure class, have come to receive a status 
defincd by Veblen in terms of vicarious leisure and vicarious consumption: 
vicarious, because 

the women being not their masters, ob,ious expenditure and leisure on 
their part would redound to the credit oftheir master rather than to their 
o,rn credit; and therefore the more expensive and the more ob,·iously 
unproductive the women of the household are, the more creditable and 
more effective for the purpose of the reputability ofthc household or its 
head will their life be. So much so that the women have been required 
not only to afford evidence of a life of leisure, but even to disable 
themselves for useful activity .(lll). 

Given the status of women requiring ofthem to display leisure and 
expenditure for the purpose of calling attention to their masters, their drcss 
is expected to mect these requirements more specifically, that is, to be 
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more markedly expressive of expenditure-Veblen's other term for it is 
"wastc"-and of absolute clisability to have an)thi'ng to do with productive 
work. The discomfort caused by certain clothing-the high heel, the skirt, 
the bonnct, the corset-îs not unrelated, argues Veblen, to this last message: 
by limiting the body's mowments and standing in its way, they speak more 
clcarly than words do that the wearcr is out of touch with thc spherc of 
productive work. 

ln view of what has been said so far, it can be almost taken for 
granted that Vcblen was not indifferent to one more requirement: dress 
should be fashionable. Indced, the phenomenon of changing styles, 
accelerating with each passing year, occupies him a good deal, and it is 
hardly surprising that in explaining it, he falls back on his key concepts: 
conspicuous consumption and conspicuous waste. In taking this line he 
has în mind the contrast between fashions in modern societies, speedily 
succeeding each othcr, and, on the other hand, the "stable costumes" 
charactcristic of communities that arc "relatively homogenous, stable, and 
immobile" ( I 08); also the fact that the latter owe their status to lcisure 
rather than to expenditure, unlike thc former where the converse is true. 
Just as any other goods under the law of consumption are in process of 
continuous innovation, so dress is made fashionable over and over again; 
andjust as they are prcferred in their innovated forrn not because they are 
bctter, but because expenditure or waste is honorific in itself, so the dress 
in vogue gets prccedence over all the othcrs for a similar reason: it publicizes 
pecuniary strength. However, the explanation is, in his vie,v, still in need 
of completion. 

When reasoning along the lines mentioned above, Veblen is not 
unmindful of the aesthetic sense dress is expected to gratify. He believes, 
however. that pecuniary culture is less and less in a position to do justice 
to the artistic for the vcry reason that "the norm of conspicuous waste is 
incompatible with thc requirnment that dress should be· beautiful or 
becoming"( I 08). His explanation is grounded in an observation of 
psychological nature: "wastefulness is offensive to native taste" (108); 
otherwise stated, the acsthetic scnse objects to whatever gives the impression 
of a mere display that has no other justification other than its mvn futility. 
One conclusion would be that, as dress meets the increasing demands of 
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consumption, it tends to lose its artistic attributes: and, moreover, that it 
is in reaction to this process that change is resorted to, which, leading 
to more wastefulness, favours the process instead of opposing it. As Veblen 
puts it · 

the more imperati,·ely will the law of conspicuous waste assert itself in 
matters of dress, thc more will the sense ofbeauty tend to fall in abeyance 
orbe overborne by the canon of pecuniary reputability, the more rapidly 
will fashions shift and change, and the more grotesque and intolerable 
will be the \'arying styles that succcssively come into \'Ogue (109-110). 

The last part ofhis statement is, of course, open to debate. As to the 
explanation he gives to the ever more rapid change in fashion, the law of 
conspicuous waste accounts for it only in part. An impulse behind it has 
bcen the very technological progress bringing along a speed-up of 
reproduction, of imitation that makes for sameness. Together with thc 
mass media and packaging, fashion is a domain where simulation is at its 
mast visible. The phenomenon was intuited by Stephen Crane who in 
Maggie gives one of its earliest versions. 
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3 

A LITERARY SCENE WITH SIX PERSONAGES 

Generations, old and young. It is difficult to say whether by 
comparison the 189Os figures more frequently, for better or worse, in the 
biographies of American writers. Considcred in terms of the calendar, 
litera0 chronologies evince more or less the same pattern: cxits from the 
stage--Iitcrary or otherwise--are concomitant with debuts, either in Iiterature 
or life While of necessity confirming it, the decade under discussion does 
so in ways that call attcntion to a characteristic of its mm; this time exits 
from and debuts in li fc are dis posed symmetrically, being grouped, the 
formcr up to around 1896, the Iatter announcing themselves in the remaining 
ycars, as ifin anticipation ofthe litcra0· fame ofthe centu0· tobe shortly 
ushered în. 

lndeed, the writcrs horn in the second half of the 189Os would make 
a significant contribution to American literature, to American fiction in 
pa1ticular. At one penod or another in the present centu0· they would be 
considered to be worthy of emulation, nat only in America, but elsewhere 
as well. Although hierarchies have lost their hold on us to a considerable 
extent-Americans have been all along suspicious ofthem-it seems almost 
impossible to speak of William Faulkner (b. l 897), Ernest Hemingway 
(b. I 898), F. Scott Fitzgerald (b.1896), and John Dos Passos (b.1896), if 
not as tmvcring figures of American literatu re, at least as authors of fictional 
works that have had a large share in shaping the twentieth-centu0· roind. 

Continuity seems thus to have the support of chronology, for the 
decade that saw the birth of thc generation that, though lost în a sense, won 
world-wide prestige for the American novei, opened undcr a different sign: 
Hennan Melville died în 1891. It is true, at the time he seemed to have 
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closed his career as a fiction writer severa\ decades carlier: and although 
he continued to publish poetry, to which he had tumed after his expcricncc 
of writing The Conjidence Man ( 1857), he "cultivated obscurity as a 
defence and resisted all attempts to bring himsclf and his work before the 
public." i His life "a near blank"ii when looked at from the outside, and 
the fame he had known as author of Typee too remote to be rcmembercd. it 
is small wonder that his death passed little noticed: his very namc was 
misspelled in the obituary. It took another three decades or so to realize­
Melville was discovered in the l 92Os--that it was in the earl\" years of 
189Os that the last great figures of the American Renaissance, having 
outlived not only the litera.I}· period they so substantially helped to cstablish, 
but also the Age of Realism that followed it, made their final 1pxits. Walt 
Whitman died in 18 92, but, unlikc Mel viile, insisted to the end that he 
should be connected to the world. An invalid after a paralytic stroke he 
had suffered in 1873, he tumed Camden where he had macle his abode into 
a place of pilgrimage: visitors from the States and abroad, especially 
England, where his vogue was high at the time, took the joumey for the 
purpose ofmeeting the poet of Leaves ofGrass: and, though busy with tbe 
ninth edition of his work, Whitman seldom disappointed them. 

However, the established writers of the 18.90s were not among 
Whitman's admirers. Neitherwcre they among Poc's, even ifsome notablc 
attempts were made in the decade to arouse American interest in the poet 
who in France and elsewherc in Europe, including Romania, had been long 
worshipped. The Chap-Book (May 1894-July l 898). an avant-garde scmi­
monthly, issued in the wake of The Yellm1-· Book and published in Chicago, 
led quite a campaign for Poe, something not to overlook, of course, when 
considering Poe's reception in his own country, a reception generally 
qualified at best as indifferent. , 

Thc poetic achievement that, to their credit, the J 890s readih 
acknowledged was of an earlier date. A selection of Emily Dickinson 's 
poems came out in 1891, and it nat onJy received a Jaudatory and insightful 
reyiew by thc leading critic ofthe time, W. D. Howells, but also forccfully· 
challenged Stephen Crane's poetic imagination; apparently, a.number of 
poems to be included later in his volume of verse The Black Riders and 
other line.1· ( 1895) were ,,Titten under the immediate imp,wt of Dickinson. 
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That Howclls's acknowledgment of"the rare and strange spirit she was" 111 

\\'as ignored by subsequent critics of both Dickinson and Howells might be 
due to the labei attached to Howells in the present century: there could be 
only incompatibili~, between the champion of the "genteel tradition" and 
"the rare and strange spirit" Emily Dickinson was. 

As a matter of fact, an imagc of W. D. Howells as too staunch a 
supporter of the establishment and its moral conventions was beginning to 
take shape in mid-1890s. iv lt was the Chap-Book that was largely 
rcsponsible for it; in the name of ait, the avant-garde periodica! dealt 
repcated blmvs at the high prestige that the writer was enjoying at the time. 
With three ful] decadcs ofliterary and editorial activity behind hiin, Howells 
had become by 1890 an authority that had an important say in American 
litcrature. One can take some measure of his influence in the 1880s, if 
mention is made that when he moved from Boston to New York in 1889, 
the cvcnt was invested with a significance that went beyond biography: the 
nrn· residcnt imparted to New York the renown ofhaving succeeded Boston 
as the cultural center of America, a glory to be, however, shortly sharcd 
with Chicago. For more than a decade he had been looked upon not only as 
a major fi.ction ,vriter and critic, but also as the leading voice of his 
gcncration, as if he were acting out bis name in a sense that established 
him as the Dean of American letters. 

As for Howells's generation, as things must have appeared at the 
time, it included writers like Mark Twain, two years his senior, and like 
Henry James, six years his junior, and, of course, many others who were 
bom in the thirties and forties, that is, at the time when the writers of the 
American Renaissance were authoring their works or were about to. As 
the decade opened, Hmvells, James, and Twain, now in their fifties _or late 
forties, had quite a substantial past behind them. A great part of their best 
fiction had already been written. Huckleberry Finn, a masterpiece of 
American literature, was six years old, although few :people at. the time 
including Twain were aware that it could aspire to supb .a status. Jndeed 
thc name of Mark Twain was famous all over the world, but since his 
reputation was that of a humorist, the canon of Americ;u:i literature was 
vcry slow to include him. lt is highly relevant in this LJnnection that prior 
to 1890, apart from Howells 's reviews. only one critica] piece was devoted 
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to Twain in The Atlantic Monthly, the periodica! that had been instrumental 
in promoting the literal"}· va.lues of the age. This was a revie"· ofhis book 
Life on the Mississippi, written by one of the critics of the Atlantic, 
G.P.Lathrop and published in 1883. ("Mark Twain as an Interpreter ofthc 
American charactcr," an cssay by Charles Miner Thompson, was to 
followin 1897.') 

If Twain gave twentieth-century students of The Atlantic Monthly 
the occasion to takc stock of a serious omission-some explanation for it 
\\'iii be givcn further down-, James for his part inspired a different kind of 
comment: he "published virtually all his work in the Atlantic.",; This is 
likely to qualify his absence from the American scene in ,rnys that 
considerably question its meaning. Although he had lived in Europe sincc 
1876-first in France, then in England and spent long periods of time in 
Italy, visiting bis native countl"}· only occasionally-, to speak ofhis absence 
from America is, in a vei"}· important scnse, contradicted by his continuous 
presence there in a form that essentially defines him as a writcr. 

By casting a backward glance in 1890, he could fee! secure as an 
author. What is now commonly regarded as two fairly distinct periods in 
his career were behind him: the early stories and novcls to which The Portrait 
of a Lady ( 188 l) rated by some, F.R.Leavis''; for instance, as thc best part 
of his work, markcd the end, and, cm the other hand, thc ,rnrks of the 
I 880s-The Princes.1· Casamassima and The Bostonians-conceiwd on a 
larger scale than the former, and giving far more prominence to the politica! 
and social dimension. However, as the 1890s opened, James felt impelled 
to put an end to his career as a novelist To his brother William, who had 
just praised the newly published Tragic Muse, James wrote in May 1890 
that 'The Tragic Muse is tobe my last long novei. For the rest ofmy life," 
he continued, "I hope to do lots of short things with irresponsible spaces 
between them." ,iii ln fact, at the time, he was contemplating a shift from 
novei writing to drama. 

His decision was nat unrelated, it seems, to the cald reception given 
to The Princess Casamassima and especially to The Bostontans in the 
States. (A perceptive readerofJames's fiction as usual, Howells was among 
the few readers who stood in disagreement with the more general attitude: 
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another \vas William James who was hardly an uncritical reader of his 
brother's novcls.) Of course, James's life-long passion for the theatre, his 
familiarity with its world and protagonists counted heavily in his option, 
and once he had got engaged in pla) writing, he must have felt the challenge 
coming from both Oscar Wilde and Ibsen, cven if he was rcmarkably 
consistent in paying his tribute to Victoricn Sardou, Emile Augier, and 
Dumas fils. 

Hmvever, the literary fame of the I 890s rests only in part-a good 
part, it is true, but still a part-\\ith thc writers who were no\v ever more 
often in the mood to speak of "the thickening fog of life." i., As the decade 
began, a younger generation including Stephen Crane, Frank Norris, Kate 
Chopin, and Hamlin Garland came on to the literar:· stage; others, like 
Harold Frederic, had already made their appearance at thc end ofthe 1880s. 
Except for Hamlin Garland, none ofthose mentioncd above was to know 
thc mood that visited Howells, Twain, and James in the 1890s. Of them, 
only Frank Norris and Kate Chopin outlived the nineteenth centu[)·, and 
they did so by two and faur years respectivei)·. 

By associating its litera[)· career exclusively \Vith that decade, the 
younger gcneration appears to belong to it in a more intimate way. lts 
achievements can hardly be ignored when the fiction ofthat short period is 
under discussion. At thc same time. being compelled to make too abmpt 
an exit from litcrature and lifo, prominent writers such as Crane, Norris, 
and Frederic lefi: behind them a feeling ofloss that has been barely mitigated 
with the passage of time. Indced, theirs \vas a !ost generation--a meaning, 
among others, to which Larzcr Ziff's subtitk to his book The American 
1890s clearly points. For Stephen Crane and his peers no recovery was 
possible as it would be for the other, far better known !ost generation that, 
as mentioned earlier, was bom in the 1890s, and was to reach literar:' 
maturity a couple of decades later; ·with few exceptions, the writers 
bdonging to it, were not strangers to the mood induced by "thc thickening 
fog of life." 

In a literal")· sense the Iost gcneration of the 1890s was of course 
recovercd. What becomes incrcasingly evident to anyone casting a backward 
glance to the Iast _fin de siecle is that part of Hemingway's perforrnance 
\\'as simply to re-cover Stephen Crane. Once dis-covered as a joumalist 
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whose knowledge of the events demanded close proximity to their immediate 
flavour, be their place near or far-off, Cuba or Greece, and as a writer 
whose personality' bears the imprint ofthat dangerous exposure, Crahe is 
likely to appear as an earlier version of the formidablc author who at onc 
time created almost a m~1h from his celebration of experience. 

* 

To focus on a narrow span of time in the litera~· lives of a small 
number of writers, who were contempora~· with each other and each 
contributed at least a significant work to this decade in American litera~· 
history, is to better see that none of them, not evcn Kate Chopin, crcated in 
complete isolation from his or her culture. What can be well discerned is 
that most of them were connected by bonds that, apart from hei ping them 
out of their entanglements at one moment or another, gave them a chance 
to car~· on more than one dialogue with one another-an important aspect 
of their relationship with their culture-that were not without bearing on 
their writings; and these in turn offered further inccntive for discussion, as 
their letters, reviews, and essays stand ample proof. 

Ina sense, this holds true ofthc writers of the American Renaissance, 
despite thcir reputed isolation, self-centredness, and reluctance to articulate 
their thoughts when in company. Tbey too wcre eager to form litera~· 
attachments and, sooner or later, reaped benefit from them. In bis bousc at 
Walden, Tboreau valued bis chair for solitude a good deal--the other two, 
we recall, \Yere for friendship and society respectively--, but for al! its 
asperities, bis relation to Emerson was not without merit at the human and 
creative levei, though such a distinction is not so easy to make. Embraced 
by many of them when in company, silence advanced communication and 
rendered them "sociable." Mel viile, "so silent a man that he was complained 
of a great deal on this account" found that "Hawthorne's great but hospitable 
silence dre,v him out-that it was astonishing how sociable his silence was 
(.:.) sometimes they would walk along without talking on either side, but 
that even then they seemed to be ve~· social." x Howells too had his share 
of Hawthornes's silence apparently stil! vivid in his memo~' long after 
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thcir meeting in 1860. "Hawthorne took me up on the hill behind Wayside," 
he recalls the event in a letter of 1890, "and \.Ve had a silence of half an 
hour together." xi 

Therc is, however, a difference with respect to their sense of 
relatedness bet,veen Ha\\ihome, Melville, and Thoreau-Emerson's name 
might be mentioned alongside theirs-and the writers of our concern: and 
this docs notwholly lie in the little aversion to articulating words the latter 
showed. Both Mark Twain and Henry James were kno\\n in the 1890s as 
great talkers. One even had behind him a career as platform speaker to 
which, as shown further down, he was to retum in the early years of the 
decade: the other, having conquered a reticence duc to stammering, \Yas 
already famous in London drawing rooms for his impres-sive, if not baffling, 
verbal resourccfulness. Not only London society, but his American visitors 
had thcir share of James 's talk. The fact that he was a conspicuous London 
presence- he dined aut a good deal at the time-should nat make us ignore 
that he was often in company ofhis country-men, even repeatedly playing 
host to them, especially after Junc 1898 when he moved to Lamb House in 
Rye. Onc of his first visitors at the ne\\' place was Sarah Ome Jewett 
\\ho had published her masterpiece, The Country <~l the Pointed F'irs, t\\'o 
years earlier. 

lf, in the 1890s, writers felt more closely connected with one another 
than did their prcdecessors in the pre.:Civil War period, that can be more 
gcnerally accounted for by the changes that had affected litera0· culture as 
a wholc. One was anticipated when mention was macle ofHowells's editorial 
activity The pcriodicals associated with him, such as the Atlantic Monthly 
and Harper ~· Monthly-Scribner :\· Monthly (later The Century) belonged 
to the same catego0·-, were instrumental in establishing a set of litera0· 
values andin creating a space where they could.be shared. Falling under 
thc heading of "realism-, in thc post-Civil War decades and sometimes 
labe lied as "genteel" in the early years of the present centu0,·, this type of 
literature takes part of its distinguishing note from the attempt to confer a 
higher status to the writer and to vie,v the litera0· work asin itselfvaluable 
and as such worthy of interest and esteem. Seriousness and distinction 
wcre claimcd to bc among its most important attributes, in contrast to 
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popular fiction written by women that had supplied most of the best sellers 
at the mid-nineteenth-century, as well as to the so-called clime novels or 
Beadle novels-Beadle was the name of the publisher-presenting for the 
most part success stories. 

Often criticized as too exclusive and evincing dornineering tendencies 
in the sense of trying to impose its o,vn canons on American culture as a 
whole, the litera1y· culture promoted by the periodicals mentioned above 
had merits that need tobe stressed. Among them are "the superior powcr 
of cultural definition it succeeded in achieving" and thc campaign it led for 
'·getting literature to be taken seriously by largc masses of Americans of 
quite other cultural traditions than the gent1y·'s." Note should be taken that 
în the later nineteenth centu1y· it "succeeded in creating, it may bc, thc 
closest thing to a coherent national cultu re that America has ever had." xii 

On the other hand, the high premium put on seriousness explains why thc 
American canon was so slow to include Mark Twain, no matter how 
strongly Howells had supported him, and why thc humorists in general 
were little present, if at all, in The Atlantic Monthly xiii 

As to the more immediate concerns of American literaturc at thc 
time, Howells 's Criticism and F'iction, to which onc ofthe next chapters is 
devoted, is sure to supply a good occasion to get somewhat familiar with 
them. It was their sense of belonging to '·a coherent national culturc" that 
lends the writers supplying the focus of the present discussion a 
representative American quality, no matter how deep their interest in other 
literary traditions was, and how eager they were to form literary 
relationships outside their own culture. They did not need to live in America 
to write American books. lt is not lacking in relevance to note that of thc 
six novels discussed here only half were written in America;· Pudd 'nhead 
Wilson was written in Italy, whereas What Maisie Knew and Theron Ware 
in England. Not only James who never set foot in his native country 
throughout the 1890s, but also Twain and Frederic were living abr~ad at 
the period, paying only occasional visits to America. In 1897 Stephen 
Crane macle England his abode too, and except for the period when he 
covercd the war in Cuba, was to live there to the end of his life. The 
remaining two ,vriters, W. D. Howells and Kate Chopin, might be more 
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significantly associated with the ccntcr, Boston followcd by New York, 
and thc margin, St. Louis, were it not that the American margin was even 
in later nineteenth century in need of serious qualification. 

* 

(Mutual) Recognition. Distances, no matter how long, were more 

and more easily bridged as the l 890s gained in speed. One notable effect 
\\'as that the litera~· and cultural ·space created by litera~· periodicals that 
functioned according to the laws of the mind rather than of geography was 
increasingly felt tobe extcnsible in ways that rendered the national frontiers 
less limita~·- lnhabiting it even when living in England, Italy or Gennany, 
James, Frederic and Twain contrib1,1t~d to defining it as much as the writers 
living in America; and they did so by lhe fictions they wrote, as well as by 
the criticism and reviews published in America. 

As mentioned above, with a few exceptions, the writers of the 1890s 
\\'ere bound by strong ties. It is truc, they did not fonn a homogeneous 
group; neither did they emulate or support each other 's work with the same 
zcal. In fact, thc relation existing betwccn Twain and James ,vas far from 
fricndly. More articulate as to bis litera~· antipathy, Twain made public 
his dccision conceming The Bostonians. "I would rather be damned to 
John Bunyan 's hcaven than read that," xi, he asserted, being under. the 
imprcssion that James ·s fi~tion, like Jane Austen 's before it-she too was 
hcld in contempt by Twain-, was narro,,· in range and obsessively 
monochromatic. James for his part could have easily used Twain's fiction 
to illustrate the typc of novei lacking in the artistic qualities that ,vere his 
ambition to bring to the fore. Part of the disagreement between the two 
writers was due, needless to say, to their allegiance to different fictional 
traditions: one, older, reaching back to the Spanish picaresque and, as 
employed by Twain, often taking its substance from frontier culture; the 
other, of a later date, making of the character and inner life ."the center of 
conunand" and insisting on control and discipline in matters 9f narration. 

There was mutual dislike not only between James and Twain. but 
also between James and Frederic. Frederic's last. fourteen years were spent 
in England as London editor ofthe New York Times. His novels, all written 
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in England of which The Damnation of Theron Ware is considered to be 
his masterpiece, won for him a certain reputation in the litera1y· world of 
London; at any rate, he was better known in England than in America. 
Socially, however, he had to suffer the consequences of his apparently 
disordered domestic lifc: he was knmvn to spend the week with his common­
la,v wife and their children and visit his first wifo and her childrcn on thc 
weekend. Most likely, James, for whom all London drawing rooms were 
open, irritated him on that account; besides,' although at the tune James 
\\'as not a widely read author, he was nonetheless the Master who was 
revered by disciples among whom ,vere Joseph Conrad and Ford Madox 
Ford. That he was surrounded by such admirers who emulated his 
achievement increased, it seems, Frederic's irritation. 

In comparison with avcrsion keeping writers apart, affection keeping 
them together proved tobe far stronger. 1n this connection W. D. Howells's 
function as a ligament in the litera1y· body of the 1890s can be hardly over­
rated. By dint of his editorial position in American culture and the high 
prestige he enjoyed in American letters he had enormous influencc \\hich 
he could readily use to encourage or discouragc aspirants in the literary 
profession, as well as promote or obstruct litera1y· intercsts. The fact that 
he was most often supportivc, rather than inhibito0·, reveals his intelligence 
and insight în litera1y· mattcrs and, no less, his sympathetic and gencrous 
nature. His friendship with Hen1y· James and Mark 'foain and the prop he 
gavc Stephen Crane-to mention only the writers on whom the present 
book focuses-counted heavily in the career and achievement of each of 
them. Along the same lines, mention should be made that in 1897, a year 
before he died, Harold Frederic expressed his regret that Howells never 
told him how he had been struck by The Damnation of Theron Ware. 
declaring himself all the same to be "a Howells man to the end .. , ". 

* 

In 1890, Howells 's literal}' relation to Hen1y· James had a histo0 
behind it that roughly coincided ,vith their careers as \\TÎters. Ahout a 
quarter of a centu1y· old no\\·--they met in 1866-thcir friendsh1p had not 
becn spared disagreements that at one time tended to decpen into a parting 
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of the ways. As their dialogue triggered by the appearance of James's 
Hawthorne în 1879 ckarly indicates, these had to do in the main \Vith their 
attitude toward the American tradition, or rather with whether or nat 
American culture met the demands of a novelist, and if it did, how 
succcssfully. By claiming that "the flower of art blooms only where the 
soii is dccp, that it takcs a great deal of history to produce a little literature, 
that it needs a complex social machinery to set a writer in motion," xvi 

James was sure to diverge from Howells's view on the matter, a divergence 
further highlighted by both Howells 's review of the book and the letters 
they subsequcntly exchanged. James's catalogue ofBritish assets that ,vere 
absent from American culture made little impression on Howells, as he, in 
no way, conditioned "truth to life" on their presence. 

Although less harmonious and warm than in the previous decades 
due especially to their discord as to whether or nat America ,vas congenial 
to the novelist, the James-Howclls relationship after 1880 never ceased, 
ho\\'ever, to be of consequence to either of them. It is worthy of note in this 
connection that an essay on James that Howells wrote in 1882 reveals, 
apart from a high appreciation of James's art as a novelist, a grasp of the 
litera~· forccs at work which would be endorsed by litera~· historians of 
the present century. In asserting that "the new school derives from 
Ha\\thorne and George Eliot" and îs "influenced by French fiction în 
forrn,'"";; Howells tu med out to be one of the earliest critics to shed light 
on literar) traditions behind James 's work, for, there was no doubt about 
it: James was the mast outstanding representative of"the nev,: school." By 
laying bare James 's refation to Hawthome, Howells nat only indircctly 
submittcd James 's estimation of Hawthorne to a more serious revision, but 
also called attention to a line ofcontinuity in the American litera~· tradition 
that placed James in the wake of writers from whom he distanced himself 
in an attempt that can be read now as a good illustration of"the anxiety of 
influence." 

Howells's admiration for James's fiction was genuine, and it 
continucd to be made manifest both publicly and in private throughout the 
1890s. A letter of 1894 acknowledges James's artistic power and the 
exempla~· value his achievemcnt had for the younger generation in words 
that do full justice to the ,vriter 's real status. "I wished to sav to vou," 
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wrote Howells to James less than a month beforc the rninous cvening of 
the performance of Guy Domvi lle. "that so far as litera~· standing is 
concemed there is no one who has your rank among us. That is, you, and 
not I, or another, are he on whom the aspiring eycs are bent of those that 
hope to do something themselves." wi, 

Ce11ainly, James knew he had no reason to disagrec with HmYells ·s 
rating. Much as he lauded Howells as editor and novelist--"my heart warmed 
itself over in the glmv of your prai se,"''' the latter would exclaim in 18 98-­
hc was too deeply cornmitted to his art not to bring it to bear on the novei 
he was reading at one time or another. As he confessed severa! years latcr 
to H.G.Wells, he had madea habit to re-write--imaginativcly, of coursc­
the books of other novelists. 

Taking stock ofHowells's novelistic achicvement in an cssay \\'ritten 
in I 886, four years. that is, after Howells's "Hen~· James, Jr.," he was 
tempted to vie,\' it as an expression ofthe writer's interest in "the conunon. 
the immcdiate:the familiar and vulgar clements oflife." Needless to say. 
James's praise goes to The Rise ofSilas Lapham published a year bcfore. 
The largc number of superlatives emphasizing Howell's merits hardly 
camouflage, hmYever, the criticism he lcvels at bis friend. Howclls 's novels 
cxhibit '·so small a perception of evil" '' that the imprcssion they are likely 
to leave is that American life excells în innocence. The catalogue of good 
things prevailing in Howells 's world. which James offers by way of 
illustration; is fairly long, it is true; but it is difficult to say. judging at least 
by An Imperative Duty, that evil could be barred offfrom Howells world, 
or for that matter from the world of any other American writer. Besides, 
one should not lose sight ofthe fact that Howells's critic was a ,vriter who 
in the opinion of some ofbis readers possessed "a sense of evil religious in 
its intensit\'.,, xxi 

The other regrets James exprcsses can be easily predicted, for thcy 
are usually occasioned by writers who make use of a different narrative 
formula, no matter whether their work could be described as "a wonderful 
mass-of life"-Tolstoy's, for instance. Thus Howells seerns to belong with 
thosc of his pecrs who "hold composition too cheap." His disregard for 
··execution" is especially visible in the tendency "to tel1 his sto~· altogether 
in conversations," denying himselfthcrcby the acsthetic benefit that rcsults 
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from interspacing them with "narrativc and pictorial matter;" or, in James 's 
vie\\, "the divinest thing in a valid novei is the compendious, descriptive, 
pictorial touch, a la Daudet." .o:ii 

* 

Howells's high rating of Henry James did not prevent him from 
en_joying his Mark Twain, and, more importantly, from giving an estimate 
of his work that takes full measure of Twain's contribution to American 
fiction. Their relationship, affectionatc from the start, continued to gain in 
,rnrmth over the deeades belying T,rnin 's fame that constancy in literaty· 
affeetion was not his strong point. (Bret Harte was only one of a series of 
ex-friends.) Late in lifc, especially on Twain's retum to America after his 
long European sojourn ofthc 1890s, they often kept each other company 
and had "high good times denouncing evel}thing." ";,; Events such as the 
war against Spain subsequently invested with the significance of marking 
thc rise, of the United States as a \Yorld power \\ere disapproved and so 
\Yas the Boer ,rnr and v,ar generally. ''Clemens is, as I have always known 
him, a most right-minded man, and of course he has an intellect that I 
enjoy" -this is ho\\· Howells sa,v his friend in 190 I. xxi'" 

As for Twain the \\TÎter, the tcrms in which about the sarne time 
Howells expressed his admiration ·-"what a fame and force he is ! "-appear 
to sum up an appreciation along different lines from what he had in rnind 
when eulogizing Henty· James.x."" That he could respond as enthusiastically 
to diffcrences so striking, is proof that he was anything but a narrowly 
biased prude. 

Howells 's pioneer criticism of Twain is worthy of note as it brings 
to thc fore some of his crucial merits. Writing on him shortly after the 
nineties had run their course, Howells signalled an issuc \\ hich since then 
has been aceepted as a commonplace: Twain's achievement is a performance 
in languagc; a performance grounded in a language awareness that Iays 
thc cmphasis on its refcrential power rather than on its memo(}·. Twain 
\\TÎtes English, notes Howells, 
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as if it were a primitive and not a derivative language, ,vithout Gothic or 
Latin, or Greek behind it, or German and French bcside it. The resuit is 
the English in which the most vital works of English literaturc are cast, 
rather than the English of Milton, and Thackeray, and Mr. Henry James. I 
do not say that the English ofthe authors last named is less than ,ital, but 
only that is not thc most vital. It is scholarly and conscious; it knows who 
its grandfather was; it has the refinemenl and subtlety of an old patriciale. 
You will not have with it thc widest suggestion, the largest human fecling, 
or perhaps thc loftiest reach of imagination, but you will have the keen joy 
that exquisite artistry in words can alone impa11, and that you will.not 
have in Mark Twain. What you will have in him is a style which is as 
personal, as biographical as the style of any one who has written and 
Cll.l)resses a civilization whose courage of chances,. thc preferences, the 
duties, is noi lhe measure ofits essential modest)·. lt l\as a thing to say, and 
it says it in the word thal may bc the first or second, or third choice, bui 
will not be the instrument ofthe most fastidious car, the most delicate and 
exacting sense, though it will be the word that surely and strongly conveys 
the intention from the author's mind to the reader's. lt is the Abraham 
Lincoln word, noi the Charles Sumnerian: ii is American, Western."'"' 

What is especially tempting in Twain's voicc which Howells identifies 
with the West and ultimately with America is, as he aptly puts it, "its 
indifference to its difference from the rest of the world." It seems that 
hierarchies and ratings which Howells had Iong cherished were losing some 
of their relevance. l11e need for a more radical readjustment to the American 
scene was now communicatcd to him by both Twain and the West lt 
asked for a recognition of differences and, with them, of acceptancc of 
what these were. It is in such terms that the West and whatever it contributed 
to American culture were perceived by Howells. The awareness he was 
expressing now deserves to be more seriously taken ioto consideration as it 
put both national and regional identity in an altogcther new perspective. 
The context in which he refers to "the indifference of the West to its 
difference from the rest of the world" highlights it cven more: 
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ln his response to Twain and, closely connectcd with him, to thc 
shift in perspective brought about by the West, Howclls, if not cxactly 
solitary, found himself in small company. As mentioned above, cxcept for 
the period of his editorship \Vhen Twain's books were more regularly 
rcvicwed, most often by the editor himself. the Atlantic gave him little 
notice, or when it did, it was to call attention that he had long bcen acccpted 
by the people, but never by the critics.'''"i,, 

* 

In a letter addressed to Crane in January 1896, Howells wrote: "I 
am glad you are getting your glory young. For once, the English who 
habitually kno\\ nothing of art, seem to know something." '-'"' The allusion 
\Yas tothe strong impact Cranc's novei of 1895, The Red Badge ofCuurage, 
was having in England. Harold Frederic had been one of the revie\\'ers, 
and he not only did justice to the book by predicting it a long and brilliant 
carecr, but alsa advertised its author's success in New York Times in 
headlines like: "Stephen Crane 's triumph. London Curious about the Identity 
of America's New Writer. '' ''-" lt is obvious that the letter \\'as started 
under their immcdiate stimulus, for it is of the same date as the newspaper. 

By the time Crane published The Red Badge of Courage and 
triggercd off a kind of dispute between the English and the Americans as to 
whcre-England or America-he \\'as first discovered, he had already gained 
a rcputation as fiction writer and joumalist among Ne,, York men of 
letters. No other critic than Howclls responded enthusiastically to his first 
fiction, Maggie: A Gir! c~f the Streets, when it first came out in 1893. As 
shown further do,,n, the early reception of the book not only in America, 
but also in England "as connected with his name. He was tempted to 
consider it Crane's masterpiece, as the same letter makes clcar. "Forme," 
he confesses to Crane. "I remain truc to my first lave, 'Maggie.' That is 
better than an the Black Riders and Red B~dges." xxxi As he later regarded 
Crane's collection of poFms the best book of the year I 895, he implicitly 
rated it higher than the novel_that f,-om the start impressed its readers w1th 
its nuanaced psychological i;lllalysis. lrrespective of the particular tenns in 
which he appreciated one ,vork or another-'.he reviewed mast of them 
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including Black Riders and The Red Badge ofCourage-Howells invariably 
looked upon Crane as a full-fledged novelist and artist. Coming. from 
Howells shortly after he had read Maggie such words as "Mr. Cranc can 
do things that Clemens can't" meant the acceptance ofthe young writer on 
a par with the most important writcrs then living in America."'";' 

It is difficult to knov; whcther Howells's responsc toMaggie would 
have been as enthusiastic, if Crane's name had been one among others. On 
the other hand, there is no reason to suppose that it should not have bcc11. 
As his correspondence shows, he seldom, if ever, sounded othenvisi; than 
encouraging when speaking to or about young writers. At the same time it 
is not improper to presume that his cnthusiasm over Maggie might havc 
had an extra stimulus in Crane's dcclared allegiance to his own vicws of 
fiction. Evcn prior to his reading of Maggie Howells knew that as far as 
American fiction was concemed, he and Crane were meeting on common 
ground. Hamlin Garland had played the part of a go-between. An adept of 
Ho\\"ells 's litera~- programme, Garland was engaged in a campaign for 
disseminating it, to which end he was making use, i11 good American 
traditio11, ofthe lecture platform. When in 1891 he lecturcd in a small town 
011 the East coast, Crane was frequently one of his listeners as he had to 
cover the event for a New York publication. The article he publishcd aftcr 
hearing the lecture 011 Howells made such a deep impression on Garland 
that he expressed his wish to meet its author. The start was thus madc for 
a litera~· relationship that would promptly bring Crane to Howells 's notice 
and after the appearance of Maggie considerably contrihute to estahlishing 
his reputation. Its benefic effects, however, went beyond that. According 
to Edwin H. Cadv, Howells 's "contact through Garland \Yith Crane became 
one ofthe fatefui inspirations ofCrane's lif~_"xxxi,i 

Therc is no doubt that Howells's criticism of Crane, apprcciative 
for the most part, did the young writer good service. Even if it was 
somewhat lacking in precision as to Crane's innovative quality, it still did 
justice to his merits. Especially ''New York Low Life in Fiction," an 
expanded version of"An Appreciation ofW. D. H" that was added to the 
London edition (1896), gives Crane ful] credit for "the treatment" of his 
material. If, thematically, Maggie belongs with other novels inspired b, 
New York slums -Howells makes a survey of them-it is their undisputcd 
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superior when judged by its power to affect the reader. ln an attempt to 
explain what he means by that kind of pmver he is tcmpted to lay stare by 
the inexorable nature of the force that determinism represents in Crane's 
novei. The empathy the novei calls for in his view has much to do with "a 
question of inevitable suffering, or of a soul strnggling vainly with an 
inexorabk fate." ,xxi, Understandably, Craneis novei invited comparison 
with Jude the Obscure that had come aut a year before Hmvells wrote his 
cssay. No less than Hardy's novei, Maggie evinces the "quality of fatal 
necessity which dominates Greek tragedy." xxxv Maggie's company is 
an~thing but low. (lt is proof of something other than prude1y· which one 
reads in Howells 's disagreement with the English reviewers whose hostility 
to Jude reduced Hardy the novelist to silence after 18 95.) 

* 

Not only Howells, but Garland tao, as Edwin H. Cady notes, "seem 
to have nerved, even in part inspired, him to the achievement of the 1893-
95 period which macle him great."xx.wi Whereas Howells's role had been 
acknowledged from the start, probably because Crane often expressed his 
gratitude to him, Garland's took far longer tobe estimated. It seems that 
the lectures he gavc in 1891 were more seminal than it was believed at the 
timc. and one who proftted a good dGal from them was Stephen Crane. It 
was not only the vic\\s and achievement of W. D. Ho,Yells that supplied 
thc focus of Garland's commentary, but impressionism as well. 

Crumbling Jdols, the book Garland published in l 894, was based 
on his 1891 lectures, and its subtitle "Twelve Essays on Art Dealing Chiefly 
with Literature Painting and the Drama" is relevant in this respect. The 
trend in painting that engaged his attention was French impressionism, and 
he approached it via Eugene Veron in an attempt to establish literaf) 
correlatives-generally covered by his term ''veritism"-of effects associated 
with impressionistic painting. They had to do basically with the change in 
the apprehension of reafity and the shift from the object as such on to the 
viewer 's perception of it. It should be recalled that James 's argument in 
'The Art of Fiction" (1884) had taken a similar course. He tao wa-, 
tcmpted to speak of the sense ofreality, rather than reali~· and, consequently, 
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to underline the importancc of impressions. Significantly, he laid his 
emphasis on the quality of impressions---his favourite term ,vas 
consciousness-something that Garland seldom considered. 

It needs to be mentioned that if Garland came to be challenged from 
a litera~· perspective by the particular mode in which painters created 
senso~· effccts of reality, that was largely due to thc interest America took 
in the French paintings bea.ring its imprint. Apart from occasional contacts 
,vith such works, America.ns ,vere given the chance. as early as 18 86, to 
see an exhibition including paintings by Monet, Degas, Ma.net, Pissarro. 
and Renoir. An American impressionism was not slow to emerge. James 
Whistler and Ma~· Cassatt, who at the beginning oftheir career had been 
directly exposed to the new voguc, \\'ere its best kno\\n representatives. 
(Their art, however, evolved along other lines as well.) Io addition, mention 
should bc made of Jolm Twatcham and Childe Hassam; "Ten American 
Paintcrs," an exhibition they opened together with some oftheir colleagues, 
stands proofthat in 1895 impressio_nism was al home in America in more 
senscs than one."-"'"'ii 

Certainly, impressionism implying new terms in which reality could 
be grasped and conceptualized, and, closely connected with them, new 
stratcgies in rendering man's relation to his ,,arid, represcnted a more 
general attitude. Painting was only onc of thc fields în which it manifested 
itself, it is true, in forms that could hardly fa.ii to attract notice. Crane's 
early exposure to Garland's ideas was shortly followcd by close contacts 
with painters-for a time in 1892-93 he lived in the Art Students' Leaguc­
had a share, no doubt, in increasing his awareness of the ncw possibilitics 
opened for fiction and of what words and a mode of employing them­
economical, and precisely because of that, suggcstive-could do. 

Crane was not the only one who felt the challenge. Not without 
casting a glance now and then in the direction of painting-the drama was 
more closely observed-Henry James had set himself a similar task long 
before the younger writer started his career. Although suggestivem:ss was 
to him a matter of many words rather than of few, he was prmppt to 
acknowledge Crane's art. It was mutual recognition that characterized the 
relation of James and Crane, just as it did that of Conrad and Crane. 
Whereas during the first year Crane spent in England he found himself 
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quitc frequently in Harold Frcderic's company-his domestic life too 
encouragcd it, as he had, like Frederic, a common-law wife--in his last 
ycars he often had the opportunity to come in touch with both Conrad and 
James, all the more so as, after James had started to live in Lamb House in 
1898, they became "neighbours." Crane's friendship with Conrad is a 
chapter in bis life that none of his biographers can ignore. On thc othcr 
hand the conncctions formed among such writers as Crane, James, Conrad-­
all of them expatriates-are likely, among other things, to highlight the 
cosmopolitan nature of modernism even when the phenomenon was in,its 
incipient phase, as well as the role which self-exile played in its emergence. 

That Conrad was one of the first to associatc Crane ,vas 
impressionism indicatcs that he was well aware that the young American 
\\TÎtcr was in thc same camp, artistically speaking. Crane's admiration for 
Jamcs's work, on the other hand, is also proofthat, though diffcrcnt as to 
what they chos<:: to "trcat"-the Bowcry or London fashionablc society-, 
thcy both held art in respect. What Ford Madox Ford (Hucffcr) later related 
about James and Crane is evidcnce that the Master had a high r<::gard for 
thc younger ,uitcr: 

James sutfcred infinitely for that dying boy, says Hueffer. He referred to 
Crane as' truly gifted ... so \'cry lo\'able.' James 'was forever considering 
de,·ices for Crane's comforl. He lelegraphed Wauamaker·s for a whole 
collection of New England delicacies from pumpkin pie to apple buttcr 
and sausage meat and clams aud soft shell crabs and minced meat 
and ... e\'ef}1hing thinkable, so tlrnt the poor Iad should know once more 
and finally those fierce joys. Then new perplexities devastated him. 
Perhaps the taste of those far off eats might cause Stevie to be homesick 
and hasten his end.' xx.ww 

Besides its relevance to James ·s relation to Crane, Ford's account 
gives further proof that the Master's passionate dedication to his art 
hardly macle him irnmune to human worries. 

* 
If Frederic played a role in launching Crane 2nd his Red Badge of 

Courage into the litera11· world of the 1890s. and acclaimcd him as a 
great writcr, Crane too macle quite a contribution to establishing Frederic 's 
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literary' reputation, especially in America where the latter was little known. 
The essay he published in the Chap-Book in 1898 might serve, cven today, 
as an introduction to Frederic and his work TI1ere are two biographical 
episodes that Crane thrmvs in bold relief and both arc connected with 
Frederic's childhood and boyhood spent in New York State. (Frederic was 
bom in Utica.) There is the story· oflittle Harold getting his first notion of 
thc alphabet from the Ietters on an empty soap-box and of his experiencc 
as a milkman: of"the gray shine ofthe da\\n that makes the snow appear 
the hue of lcad, and, moreover, ( of) his boysh pain at the task of throwing 
the stiff harness over the sleepy horse, and then ( of) the long and circuitous 
sledding among the customcrs of the milk route." x·,xix 

The other story· is as relevant to his place and times as the beginnings 
of thc sclf-made man in America illustrated by his earliest occupations. 
He \\'as too young to be callcd to am1s when the Civil War broke out, but 
old enough to respond to the pain the slaughter caused to those lefi at 
home. What the \\ar meantto the people behind the line offight, the sadness 
of partings, the tragedy frequently visiting their homes, women in mourning 
attending to their daily jobs and doing the extra duties imposed on them by 
the war, were all recorded in the boy's sensibility and memory. 

Three decades later, Harold Frederic having behind him a carcer as 
journalist in Utica and Albany and as London correspondent of the New 
York Times, would drmY on these rccordings and write the stories to bc 
published under the title ln the Sixties. Crane rates them very highly, 
above anything else Frederic wwte with the exception of ln the Valley 
(1890), a novei set in colonial times "the best historical novei that our 
country· has borne." ' 1 Considered from a different perspective, not only 
these works, but Frederic's other novels as well stand proof that, despite 
the critics' allegations, books were being written at the time that took their 
substance from the American sc~ne and history. Jndeed the fictional world 
of Seth's Brothed' W~fe (1887), The Lawton Gir! (1890) and The 
Damnation o/Theron Ware has a counterpart in Frederic's native region 
as it was being transformed by the Civil War and technological progress 
while its men's and wcimen's lives changed more or less abruptly for bcttcr 
or \\'Orsc. 
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* 

A Southern voice. Far from being poor as one might surmise 
given her distance from Boston and New York, Kate Chopin's litera~· 
rclationships are themselves an index ofthe diversity of American culture 
and literature in late nineteenth centu~-, as well as oftheirties with European 
tradition. Mention should be made from the outset that she made no 
exception to the role in which Southern writcrs wcre cast at thc time 

Hardly indiffercnt--even before the Civil war-to the lnstitution of 
literature on the way to being established in America too, of which some 
Northem publications were cspecially supportivc, Southern writers had 
found themselves since the 1870s in the apparently invidious position of 
ha ving become an objcct of interest on their part. Of co urse, no justice can 
bc done to the phenomenon in general terms; however, some light on it is 
Iikely to bc shed when taking note of the urgc voiccd loudly in Northem 
quarters that writers had better put on the map those areas of the United 
States perceived to be culturally remote, exotic, or, as the critics had it at 
the time, to havc local color. Mcant to subvert borrowings, English ones in 
the first place, by presenting American regional characteristics as more 
highly desirable, the ··Local Color" theo~·, was far from indifferent to 
Union claims. An influential journal like r'enfury, considered to bc ''the 
most importanf' .. in terms of Southern writings" defined its editorial policy 
as "a sanc and earnest Americanism" that sought 'lo increase the sentimer,it 
of Union throughout our divers sisterhood of states." xii 

lf the South had anything in abundance, that was certainly "local 
color:" moreovcr, iC at one period, it had been felt to be hostile and a 
fugitive, now ,vhcn it was reunited again to the family, it could be excused 
and even '·understood." In fact, the wounds the war had incurred on it were 
far from healing and this lent it a pathetic look that the North, now that the 
victo~- was unambiguously on its side, found worthy of its ful] sympathy 
ft goes without saying that the Negro seen as a pathetic figure too-the 
invention of a Negro dialect largely contributed to this effect--added extra 
colour to the human landscape called the South; itself an invention, as far 
as fiction goes. Still, thc invention was barely arbitra~·: in the more general 
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image, including that of a Negro, a frame of mind was projected that, if it 
mattercd so much as to ask for cxpression, thc cxplanation lay with thc 
dynamics of culture and history, more precisely with a change in the way 
of seeing and feeling a segment of the country that was in fact a cultural 
response to historical events not necessarily endorsing them; on the contr~·, 
the invention in question implied a good deal of idealization: the Sout.h 
,,as no,, a fictional challenge because it was seen to have supplied the 
example of an organic society par excellence in which the Negro appeared 
tobe harmoniously integrated. The issue ,vas seldom approached frontally: 
more oft:en than not it was relegated to thc "Local Color" desideratum. lt 
becomes evident then that ,vhen considered on its O\\TI this last turns out to 
have been ostensibly South-biased. Not only that the South was put 011 the 
map, but its position 011 it was already conspicuous. This is the point Albion 
Tourgee made in an essay hewrote in 1888 whcn he stated that ifa foreigner 
were to judge by American fiction alone, he would ''undoubtedly cori2lude 
that the South was thc seat ofintellectual empire in America, and the African 
the chief romantic element of our population. '' xiii 

The above remarks help explain the fairly prompt access Kate Chopin 
had to Boston and Ne\\· York publications of which Century was quite 
prominent, and-morc importantly perhaps-the heading, "Local Color," 
under which her fiction was bound to fall: also her relation with the publishcr 
that was not invariably smooth to the end. Rich in local colour, her first 
shbrt story collection Bayou Folk ( 1894) made her famous overnight and 
so seemed to bear out the more general editorial palicy promoted by Boston 
and New York. That at the time she hersclf gave full support to it, stands 
prnof her rebukc of Hamlin Garland's disrespectful attitude towards thc 
place where literary· standards were being made: "There can no good come 
of abusing Boston and New York. On the contrary·, as "literary· centers" 
they have rendered incalculable service to the reading world by bringing to 
light whatever has been produced by force and originality in the West and 
South since the war." xliii Her second short story coUectionA Night in Acadie 
(1897), also successful, kept her relation to rher editors apparently 
unimpaired. However, evidence oftheir pressure onher is not rnissing,just 
as a third section (that remained unpublished) is symptomatic not so much 
of a failed effort on her part to comply with their requirements, as of a 
parting of the ways. 
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rt necds to be observed nonetheless that American literary centres 
\\ere only one ofthe influences that helped shape her writings. As mentioned 
above, her Louisiana stories were acclaimed in tenns of local colour-one 
of the standards in fashion by which fiction was judged and readers's 
expectations formed-, but note should be taken that in writing them she 
had othcr modcls in view. These came chiefly from Europe, from France in 
particular--a literal)· tradition in which, like any other educated Creole, she 
was perfcctly at home. Moreover, the impact thc direct contact w:ith French 
culture had on her read:ing must have been enonnous. [t is relevant of 
course that in speaking about her relation to nineteenth centul) European 
,Hiting, Chopin scholarship often uses the term identification. ,i;, She seems 
to have written-up to a poînt-from wîthin that tradition, or rather as a 
response to îssues that had engaged the imagination of European writers. 
In the opînion of somc ofher critîcs this explains hcr avoîdance of the race 
question so prominent în the culture in which she lîved. What challenged 
hcr most în the French novei \\'as the attention paid to woman as erotic 
being and, closely connectcd \\ith it the insunnountable difficulty in 
hannonizing the roles she \\as expected to assume. Gustave Flaubert's 
Madame Boval)· is likely to come first to one's mind, but Madame de 
Staers Corinne, George Sand's Lelia--Chopin's only daughter was given 
the name of Sanct 's heroine-are not tobe ignored either. for as Helen 111:ylor 
has argued, Edna Pontellicr stands in rclation to both of them: morcover, 
de Stael's novei îs creditcd with supplying the more general pattem ofThe 
Awakening that owes so much to thc contrast between North and South, 
Protestantism and Catholicism, asceticism and indulgence in sensuality_xh 
As shown further down, Chopin's relation to Maupassant appears to have 
been decisive în more than one way. 

However, to give her French connection its due, is nat to ignore her 
links-some of which are very strong indeed---with nineteenth century 
American writers, and the cmulation she did receive at the hands of her 
literal)· acquaintances. Just as her relation to the French writers has been 
found stimulating and liberating, often confronting her with troublesome 
questions her o,m cxpcrience had presented to her, so the high regard she 
expressed for many of her contemporaries, women writers in the first 
place like Sarah Ome Je,vett_ Mal)· E. Wilkins, or Ruth McEnery Stuart 
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-the last \\as a New Orleans fiction \\Titer- have been carefully considernd. 
However, none ofthem could vie with Whitman as to the resonance thcy 
had in Chopin 's fiction_xivi 

Chopin 's response to Leaves of Grass was so deep that nat only 
much of her S)mbolism is characteristically Whitmanesque-sea, de'ath, 
and night in clase interaction with cach other-but quite oftcn, especiall~· in 
The Awakening. the voice chanting the sea and the speli it casts on thc 
humans has threnodic accents that recall the poet of "Out of the Cradle 
Endlessly Rocking." There is more to read than a mere affinity bet\\'een 
two \\Titers in the modulation of onc 's fictional voi cc that brings in echocs 
from the other 's poetry. Apart from bearing aut the claim that the trape of 
voice is essential to American poetry, it indicates that, whereas American 
poets were relativcly slow to respond to Whitman's poctry, writers of fiction 
were quite prompt to perceive its force: in other words, it was fiction rathcr 
than poetry that tendcd to assimilatc both his S)mbolism and voice. With 
reference to Chopin, this may be expressed, tao, as an aspiration of hcr 
fiction to come closer to poetry, an observation that may further encourage 
one to see her novei as an outpost of modernism. As to her relation to 
Whitman, one more point needs to be made: as noticed earlier she had 
good rcason to be gratcful to Maupassant for disregarding the taboo 'on 
sexuality, but as a reader of Whitman, she must havc perceived a like 
incentive from the poet ,vho, celcbrating himself, no longer discriminatcd 
between soul and bodv. 

Chopin's immersion in her culture expressed itself in othcr 
forms tao, and they should be likewise considered, no matter how bricfly. 
Whereas her stay in New Orleans was apparently poor in cultural contacts­
it was the period that coincided ,, ith five of her six pregnancies-, her 
retum to St.Louis marked the beginning of what might be called a cultural 
elan on her part. That was in tune with life in her native place, for St. 
Louis had long passed beyond that stage in its history ,vhen, like in 
Pudd 'nhead Wi Ison, was a mere frontier to\\'11. Culturally, its prestige came 
from its long association with the "Hegelians," the philosophers who, as 
promoters of hegelianism, were very active in the philosophical society of 
America and dominated the .Journal of Speculative Philosophy. (Both of 
them had their headquarters in the city.) Far from being obscure in the 
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literary world, Kate Chopin lent it a good deal o glamour even beforc she 
had received nation-wide acclaim as the author of Bayou Folk. The "Corinnc 
of St. Louis" as she came tobe known in her native city used to entertain 
literary people and other intellectuals in her salon inspired by Madame dt: 
Stael's in a manner that won for her a literary renown that went far beyond 
St. Louis. Dcspite bcing less sustained, her participation in the so-called 
Wednesday Club is also worthy of note: it brought her in touch with 
Charlotte Champe Stearns, no other than T.S. Eliot's mother, herself a 
poet and the greatest force behind the club whose founders. St. Louis 
prominent \\Omen, had a n:formist program in vie\v. IfChopin was little at 
home init, or as one ofher critics puts it, found the women's campaigning 
zcal and intellectual eamestness distastcful," xlvii her reaction is to bc 
accounted for, in the opinion of the same critic, by her education that 
"had installed in her a horror ofwomen's participation in the social reform 
and public life." xlviii Nonetheless, "she must have been encouraged to 
valuc her own writings by the very cxistence and seriousness of such a 
group .. , xii, 
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4 

THE TRUTH OF W. D. HOWELLS 

The Critic criticised. Thc criticai essays ofW. D. Howells havc 
nat stimulated much commentary in the prcst!nt centu~, and when they 
did, the verdict passed on them was not exactly flattering. An exception 
are of course thc introducto~· studies to the threc volumes of Selec:ted 
Literary Criticism (the Indiana Edition) to which the 1959 edition of 
Criticism and Fiction should be added. 

To a great extent, Howells 's Iower status as a critic may be traced to 
thc place accorded him by texts that for one reason or another came to bc 
looked upon as authoritative in the field. For a time this prestige (or power) 
was enjoyed by Rene Wellek's History ol Modern Literary Criticism. 
Though apparently t~·ing to be impartial as to Howells 's merits and 
demerits-a harsh criticism is usually followed by a but that attempts to tilt 
the balance in the opposite direction-, Wellek does nat leave the impression 
that there is much in Howells worthy of the reader's attention. For one 
thing, there is nothing new in what he said about realism, mast of his 
statements being mere borrowings from the Italia.ns and thc Spaniards: 
for another, he was terribly faulty when relying on bis ovvn judgment: 
''Grossly exaggerated praise for women short-sto~· writers altemates 
\vith severe censure of the greatest masters."' However, when Wellek 
discusses the concept of realism and specifically refers to "an American 
school of realism," he relies on Howells's vicws on the movement and 
those who "propagated it" "from I 886 onwards." One of the '·chief 
proponents" was Howells. ;; 
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As set forth in Criticism and Fiction, Howells's views of criticism 
do not seem too radically different from those hcld by Wellek himsclf. In 
an age when impressionism in literal)· criticism was at its height, Howells 
insisted that the critic should set to himself the task alone of "observing, 
recording, and comparing." i,i The critic was cast in the role of a reporter: 
"his office is mainly to ascertain facts and traits ofliterature, not to invent 
or denounce them; to discover principles, not to establish them: to report, 
not to create" (208-209). In this light, as Howells repeatedly stresses, the 
criticai text can be only secondai)· to the literal)· text. The latter exists in 
itself, as it were, whereas criticism finds its rai.wn d 'etre in the litera~· 
work and is largely dependent on it. Great literature had been written 
bcforc criticism came into being, but "the critic cxists bccause the author 
first existed." "Sometimes it has seemed to mc,'' ,vrites Howells, "that the 
crudest exprcssion of any creative art is better than the finest comment 
upon it. I have somctimcs suspected that more think:ing, more feeling 
ccrtainly goes to the creation of a poor novei than to the production of a 
brilliant criticism" (31 O). 

Thc practice of litcrary criticism, remarks Howells, results in 
cnhancing the gap between criticism and the literal)· work. The assumption 
from which he starts is that criticism is imitative in the sense that it "tacith· 
or cxplicitly compares it (thc work) with models and tests it by themr 
(311 ). One·tnay detect hcrc an allusion to the Arnoldian touchstone andto 
how much weight it carries in a criticism otherwise concemed to see thc 
object as it really is. For his part Howells is not completely carried away 
by the method; at times he is quite tempted to set forth a different criticai 
standard that asks the critic "to inquire whether a work is true to life" and 
"to judge books not as dead things, but as living things--things which have 
an influence and a power irrespective of beauty and wisdom, and merely 
as expressions of actuality in thought and feeling" (309). 

To judge books in terms of their relevance to life was a task that 
tied in well·with his more general views. Yet, Howells seldom asked himself 
how a critic could judge a book as an expression of "actuality in thought 
and feeling" and at the same time be thoroug~ly impartial in his approach. 
He paid a tribute to many science-oriented litera~· beliefs prevailing in his 
age, and took for granted not only that one can be an impartial observer 
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like a scientist, but also that only in this way life and literary works could 
be treated in all faimess. His criticai thought may evince other lirnitations 
too, but these scarcely substantiate Wellek's opinion that ''Howclls 's 
standards are relaxed, uncertain and wavering, because basically, in spite 
of his enorrnous output, he did not care for critie,ism as analysis and 
judgment." '\'Tobe sure, in his lifetimc Howclls rcviscd some of the bcliefs 
he had held as a young critic and author. Severa! substitutions on his list of 
favourite authors are a good index of them. Novelists such as Dickens and 
ThackeraY who at one time had aroused his enthusiasm were later most 
severely chided for ignoring elementary demands of the novelisfs craft. As 
Howells 's views of "the new fiction" gained in clarity, and he outlined for 
himself a frame of reference, he used it rather consistently in reading other 
writers' books never forgetting of course to consider them ''as expressions 
of actuality in thought and feeling." 

In making these last considerations, he could not escape ideologica) 
constraints. Writing from the inside of established American culture and 
having assurned a share of its responsibilities, his voice, as shown in a 
previous chapter, could bc heard in many dialogues that together made up 
American culture and literary history in the later nineteenth century. The 
literar_\' historian has already shO\rn concern for them, and he will no 
doubt re-create for us even in more depth and detail, the context from 
which each debate took its stimulus, and to which in turn contributed furthcr 
depth and density. 

* 

A controversial text. As the text of Criticism and Fiction has 
quite a histof"_\· behind it, we may well start by alerting the reader to ,vhat in 
the first place generated it, and to the criticai response aroused by Howells 's 
revisions of the original essays, Howells's comments on the function of 
criticism, and his views of fiction, especially as it was illustratcd by his 
contemporaries, received an irnpulse from his association with Harper ;~ 
Monthly in the l 880s and the early 1890s. For mor,e than six years--from 
Januaf"_\· 1886 to March 1892-he wrote a monthly criţical essay under the 
rubric known as "the Editor 's Study." By the time, he lefi Harper :~ in 
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1892, he had selected parts of the previously published essays and by 
presenting thcm in a nev,' arrangement, he had given them a book shape 
under the title of Criticism and Fiction. Its twenty-eight sections emerged 
thus from a process dependent in some measure on the scissors and the 
paste pot. Their number is by far inferior to the "studies" that amount to 
sevcnty-five including those Howells wrote after the publication of 
( 'riticism and Fiction în May 1891 _ Twenty years later a new edition 
came out and thîs too had been subject to revision. As he outlived 
the nineteenth century, Howells's resentment against the British lost its 
edge, and this change in attitude is rdlected in the last edition published 
in his lifetime. 

The quest1on that such genesis îs likely to pose has already been 
suggested in the last remark. Rcvision as arule is an index of the degrees, 
more or kss significant, to which an author distances from himselfin time, 
as well as of the impulse behind the steps he takes farther away from what 
he thought, bclieved, or felt at onc moment or another. Howells's scholars 
could hardly have been slow to set Criticism and Fiction against the texts 
\\Titten over half a dozen years, each ofthem apparently four months before 
it ,vas expected to come out. Despite their disagreements on many points 
in their appreciation of W. D. Howclls, both Edwin H. Cady and Everett 
Carter hold the vicw that the book fails to do justice to the original texts. 
What makes it a poorer, truncated, and even distorted copy of these is, in 
their vie\\, Howells 's juxtaposition of paragraphs taken out of essays \\ ritten 
at different periods of time. It was a method of composition which from 
the start put injeopardy the unity ofthe book. On this score Cady is clear: 
'·No future anthologist of his criticism should choose fi:om that volume, 
but always directly from the Studies. The results would be far more 
sparkling--and more truly representative of the author,"' whereas Carter 
invalidates Criticism and Fiction by defending Howells against himself 
as it were. The tag so long attached to Howells that links him to "the more 
smiling aspects which are more American" is shown to be a case of 
misreading assisted by the ,vritcr himself when transfcrring the phrase to 
a different context and repeating the tran,sfer for a second time.''' 
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However, Criticism andFktion was not lefi without any supporters: 
at the end of the fifties that saw the appcarance of Realist at War and 
Howells and the Age of Realism, Clara Marburg Kirk and Rudolf Kirk 
edited the 1.891 vcrsion. Their chief argument for rating it above the 
periodica! essays ,vas the legitimization given it by the authors: ''No possible 
selcctions from thcse columns·' ("The Editor's Study"), they writc "could 
be so important to the reader today as Howells's own.",ii As to the demand 
for unity, one of the demands of the period-în the fifties modernism was 
still very influential-they by no means disregarded it; only they preferred 
to speak of '\vholcness ofthought" rather than form. Meanwhile with the 
rise of postmodernism that decreed their collapse. wholeness and unity 
have !ost a good deal of their prestige. Multiplici~· and fragmentarincss 
more frcquently supply the terms in which literary te~1s are no\\· approached. 
This renders the objection to t.riticism and F'iction on grounds of unity 
entirely irrelevant. Besides, in the l 890s, thc book had a lifc of its own. 
Coming aut as the decade opened, it became a point of reference in many 
criticai debates; and even if earlier texts continued to be available, and for 
some readers they were not entirely forgotten, the authori~· of the book 
could hardly have been disputed. At the turn of the century it was foii~ 
believed that a criticai discourse takes its authority from the author alone. 
Tt ,Yas W. D. HO\vells, an established figure of American literature, who 
commanded attention rather than the criticai text. 

A far better solution to the intricate histon of Criticism and Fiction 
has been offered by the Indiana Edition of 1993 A selection of forty-one 
essays-some reprinted by Howells in full, others only partially-is followcd 
by the text of Criticism and Fiction in which these are included ~li too 
selectively or altogether left aut. T~e reader is thus nat deprived of the 
possibility to make his own impression of the original essays and estimate 
the differences in tone between them and Howells·s selection. 

* 

An Emersonian lesson taught m foreign languages. 
Howells's remarks on the reception of Criticism and Flction that he macle 
shortly after its publication shed light on the kind of impact the book was 
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having at the time. He wrote to his father that "I secm to have stirred up the 
Englishmen, now, by my little book on Criticism and Fiction-made up 
from the Study-and they are gnashing their teeth at it a great rate. I think 
I shall livc through it, probably. The worst ofit is the way the American 
sneaks accept them as authority: but even that is not mortally bad." viii 

Apparently Criticism and Fictiun was undcrstood to contain ccrtain 
dissenting views from the authority British criticism exercised and even 
attempted to consolidate. Hmvells 's stand was dictated by what he perceived 
to bc the native im puise behind much of American literature that was being 
writtcn at the time; and in taking it, he placed himself in a tradition that 
rcaches back to Emerson. 

Howells 's Emersonian descent should in no way be obscured by thc 
plcthora of differences one is sure to find bctwcen the t\\'o writers. lt was 
vil>ible to Edwin H. Cady who, refcrring to Howells's castigation of the 
sentimental novei, makes the remark that "with ce1tain most essential 
diffcrcnces, it was the bold voice of Emerson hcard again" and, no lcss, to 
Evcrctt Carter ,,ho sees Howells as someho\\· another stance of the poet 
expected by Emerson. The latter 's bdief that "the mea! in the firkin," "the 
milk in the pan,,, "tariffs, banks, commerce" are \\'orthy of celebration is 
strongly borne out by Howells's use of the commonplace and whatever 
else American experience consisted of at the time. To this effect he integrates 
â' number of passages from "The American Scholar" and 'The Poet." On 
this matter Howclls follows Emerson, as it were, programmatically. 

There arc, however, some other Emersonian ideas to which Hm\"ells 
gavc his allegiance more or less explicitly. Prominent among them is the 
rejection of imitation, of the tendency to set up modcls for oneself. The 
penchant for retrospection in general is to be· discouraged: it breeds self­
distrust that ends in sophistication; or, for Howells, like for Emerson, to be 
self-reliant as an artist is a downright compulsion. That the artist not only 
can, but should protect himself against any anxiety of influence or awareness 
ofbelatedness is a recurrent emphasis m Criticism and Fictiun He should 
start afresh, forgetting about the masters or only retaining from them the 
rcmindcr that their mastcrship was built on no masters at all. When Howells 
expressed this conviction, as he often did, he was bound to sound thc 
Emersonian note. His statement that '"they arc taught to form themselves, 
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not upon life, but upon the masters who becamc mastcrs only by forrning 
themsclves upon life" (300) can be easily traced at last as rcgards the 
attitude tmvards the masters to "The American Scholar: '' and so can bis 
urge that "we have only to leave our studies, editorial and other, and go 
into the shops and fields to find the 'spacious times' "(338). 

Howevcr, the question should bc asked: what did Howclls undcrstand 
by making a fresh start? To answer it is to becorre aware of the direction 
he was taking in his views of literature, and how far from Emerson that 
was likely to lead him. Tobe sure, Howells insists too much on what appears 
to him to be the oppositon between "life-likeness" and "book-likeness," 
unequivocally opting for the former, not to find his concern worthy of 
considcration. The impression one may have is that for Emerson's Naturc 
he substituted lifc narrowed do\\TI to man's experience of society and of 
himself as a social creature. It. is a substitution that results in a different 
scale altogether. If Emerson could equally expand and shrink his vision, 
and was able to embrace the cosmos and the next moment to make it 
coincident with the smallest thing, Howells for his part was at ease only in' 
the world of evcryday experience. Not to mention, of course, that by 
focussing on a space where people's interaction countcd most heavily, he 
did not appear tobe primarily concemed with exploring the foundations of 
things. For him appearances seemed to be enough and their solidity 
challenging. 

Still, when some of bis assumptions are examined, his aesthetics 
may well turn out to be not unlike an offshoot of the Emersonian trunk. 
What in his eyes seems to be of utmost importance is truth; and all artists 
(the novelists included) should be judged by fidelity to it. Being a kind of 
touchstone for Howells, the meaning he attaches to truth needs qualification, 
all the more so as in Criticism and Fîction the term is over-solicited. A 
passage, such as the one that follows, highlights the issue to some cxtent: 
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I confess that I do not care to judge any work of the imagination without 
first of al! applying this test to it. We must ask oursefyes before we ask 
anything else, 1s it true?-true to the motives, thc impulses, the principles 
that shape the life of actuaJ men and women? This truth which necessarilv 
includes the highest morality aud the highest artistry-this truth gi\-e~. 
the book cannot be wicked and cannot be weak: and without it al! graccs 

https://biblioteca-digitala.ro / https://unibuc.ro



of style and feats of invention and cunning of construction are so many 
superfluities of naughtiness. It is well for the truth to have all these, and 
shine in them, but for falsehood they are merely meretricious, the 
bedizenment of the wanton; they atone for nothing, they count for nothing. 
But in fact they come naturally oftruth, and grace it without solicitation; 
they are added unto it. In the whole range offiction we know of no true 
picture of life-that is, of human nature-which is not also a masterpiece 
of literature, full of divine and natural beauty. It may have no touch or 
tint ofthis special civilization or ofthat; it had better have this color well 
ascertained; but the truth is deeper and finer than aspects, and if the 
book is true to what men and women know of one another's souls it will 
be true enough, and it will be great and beautiful (327). 

Here there is seemingly no implication that trnth has much to do 
\\'ith fidelity to details in all their overwhelming multitude: with a 
photographic copying of reality. It is neither local colour, nor national 
traits that essentially lend a novei its quality of truthfulness. This results 
from the author 's power to grasp the forces that "shape the life of actual 
men and women." Without the qualification "actual," Howells 's statement 
would have almost sounded the classical note, just as his focus on human 
nature, on its "impulses" and "motivcs," to which presumahly the novelist 
is granted access, points in the direction of Aristotelian character. 

But how docs the novelist come to enjoy such a privilege? Living in 
a post-Kantian agc, a generation aftcr Emerson and Poe had each indebted 
himself to Kantian thought in one form or another, one way in which Howells 
could account for the novelist power was, of course, to bring intuition into 
play. However, the commonsensical stand which he had addpted made 
him seldom, if ever, use the term emphatically; rather he disguised it as 
''observation;" and, contrary to what he himself advised, when arguing a 
point, he often found support in someone else's opinion. Considering, like 
Emerson, that tobe an artist îs within every man's power--it is not Emerson 
who îs invoked this time but Burke, the author of the assertion that "the 
true standard of the arts is în every man's power"-, Howells is very close 
to defining the capacity to see truth or the artistic power as intuition or 
insight into "the ideas of things." At least the exte1.siye quotation from 
Arrnando Palacio Valdes in whose views he mainly shared, brings forth 
precisely this conviction: the artist has "the gift of discpvering ideas in 
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things" (319). "The true meaning of things" (316), runs Howells's 
commentary inspired by Valdes, is perceived as beauty. Thus there is a 
sense in ,,.,hich the beautiful and the true are one. It is an equation that 
Howells endorsed from the outset when he quoted Keats' "Beauty is truth, 
Truth Beauty." The reader îs thus little surprised to find Emily Dickinson's 
poem on thc t,rn "brethem," Truth and Beauty, quotcd at lcngth in his 
rcmarkably insightful reviev,.r ofher poetry published in the "Harpcr's Study" 
in 1891;,;. Hmvells 's gloss on Valdes alsa leaves small doubt that "beauty 
exists in the human spirit" (3 16). In view of the correspondence of Truth 
and Beauty, thc question \\'hether beau!} is an effect of "the true meaning 
ofthings" when made aut, or it, beauty, residing in the human spirit, makcs 
possible such an effect becomes pointless: mind and "the true meaning of 
things" are governed by the samc laws. The impression one may have in 
re,ading Criticism and Fiction is that Ho,vells's realism is built on an 
~d,ealistic assumption. lt is implied in his dcfinition of realism, which only 
apparently is general and vague: "Realism is nothing more and nothing 
less than the truthful treatment of the material" (319). If "truthful" is 
understood to have a significance that relegates truth to the human spirit, 
then Howells was nat at all oblivious of the Emersonian heritage whcn 
promoting his realism, much as he preferred to look for confirmation 
elsewhere. 

Apart from the Spanish novelists whom Howells often quotes, 
mention should be made of Tolstoy as exemplary in point oftruthfulness. 
ln a way the American writer was shifting his admiration from Turgenev, 
who had kept,his enthusiasm alive throughout the seventies, to Tolstoy 
whom he, no' less enthusiastically, was discovering in the latter half of the 
1880s. His reading of Anna Karenina in 1885, of War and Peace a year 
later told a good deal on the interests he was developing at the time and 
was reflecting back on his personality; or rathcr was helping him to reach 
a bctter undcrstanding ofhimself. Tolstoy's novels appealed to him through 
a quality that could be defined "infallible veracit)·." William James defined 
it in these words when in the summer of 1896 he was tl}'ing to explain thc 
extraordina11· impact War and Peace and Anna Karenîna were making on 
him.' Howells would rather associate Tolstoy with truth, the touchstone of 
his criticism and fiction that accounted for bis rating of novelists. lt was 
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because Tolstoy was true in a way that suffered no comparison ,vith aily 
other writer, that Howells invariably placed him at the top. Zoia and Ibsen 
were often mentioned in his company, especially in the 1890s, but neither 
was placed on exactly the same footing. 

It should be likewise noted that Howells's realism does not bar the 
poctry out. As he believes that it resides in the commonplacc too, it follows 
that it is within the novelist's reach to recognize and bring it out. Such a 
bclief was widespread in the early years of The Atlantic Monthly The 
novelist's concern with the actual was expected to lead to a revelation of 
the more spiritual reality. Despite the shift on to life and its issues which 
Howells himself championed, he never abandoned the idea that realism is 
apt to reach to the poetry ofthe commonplace. ln 1891, writing on Hjalmar 
Boysen's The Mammon of Unrighteousness, he noted that "it is from the 
outset boldly realistic: and it is at the same time poetica!, as realism alone 
can be, since realism alone has the courage to look life squarely in the face 
and try to report the expression,of its divinely imagined lineaments.""' The 
poetic clement was present in Bjămson 's novels too-Howells brought it to 
light ,vhen rcviewing In God s Way the same year-as it was in almost 
cvery page of Turgenev as Howells 's early reviews had never missed the 
chancc to point out. It seems that what Howells so enthusiastically' responded 
to was an effcct resulting , from the writer 's skill to bring the cornmonplace 
into new light and startle the reader into a' fresh perception of its · existence'. 
lt must have becn something very close to what the Russian formalist Victor 
Shklovsky later designated by the term defamiliarization, in other words, 
something that art a:tways has the capacity to reveal in one form or another. 

As to Howells 1s' 'belief that "this truth ( ... ) inelu des the highest 
morality," it too is consequent upon the meaning he ascribes to truth; which 
is to say that his moral imperative was grounded in his more general views, 
and to a lesser extent imposed by conformism to the prevailing dogma. lt is 
true, he was mindful of certain requirements of his culture, especially those 
connected with gender and roles. White his fiction often subverted them, 
the submissive note.bis criticism sounded at times had the opposite effect.xii 
His censorship of sex for instance could express only approval of the role 
assigned to the young gir! in America. The reading customs he invokes, 
which unlike those in England, did not discriminate between the young girl 
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and other members of the family as far as the use of the library ,vas 
concemed, accorded her a better place within the family circle, but made 
no concessions in respect to her "innocence." Nor was Howells disposed to 
make any; he specifically appealed to writers of fiction not to lose sight of 
the freedom ofthe yow,g female reader, and censorthemsel;ves accordingly. 

On the other hand, "his objcctions to passion arc in nced of 
qualification. To put the blame on prudishncss would not be entirely fa.ir. 
Aft:er all, not only "guilty Iove" is treated with reserve, but romantic Iove 
as well. In fact, his reserve referred rather to the novei that was built 
exclusivei\· on "erotic shivers and fervors" (343). Howells's attitudetowards 
passion should be judged in the context of his more general views and 
taking into account the stare he laid by a sense of proportion when mapping 
human feelings and interests, as well as relationships. To consistently focus 
on any one of thcm, at the cxpense of the othcrs, is to give a reductive 
image of lifc. Bcsides, passion itself was considerably impoverished by 
the use to which many novelists had put it. "Most of these critics who 
demand passion," he remarks, "would seem to havc no conception of any 
passion but one. Yet there are severa! other passions: the passion of grief, 
the passion of avarice, the passion of pity, the passion of ambition, thc 
passion of hate, the passion of envy, the passion of devotion, thc passion of 
friendship: and all thesc have a greater part in the drama of lite than thc 
passion of guilty Iove" (344 ). The critics whom Howells had in view could 
l,iave been many of his contemporaries, and no less Edgar Allan Poe. ln 
Poe 's essays, we may do well to recall, passion of Iove w-as entitled to 
many claims. It cven claimed to be the province of an important type of 
fiction-the short story; not alone, it is true, as "ratiocination" had si~ilar 
pietensions. 

It needs tobe observed at the same time that Poe's cult for passion 
was not without adepts at the tumofthe centul}·. lt was precisely at this 
period that American criticism was becoming responsive to his writings: 
at least the short-lived Chap-Book did its best to win an'American audience 
for him. Howells 's views on fiction ran cow,ter to Poe 's on many points, 
and he could hardly bring himselfto reconsider his predecessor ofwhom, 
as a writer, he had anyway a poor opinion. He made no secret of the low 
esteem in which he held Poe. While disagrceing with many appreciations 
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set forth by Barrett Wendell in his Literary History cdAmerica, he approved 
ofthc latter's opinion that "from beginning to end his (Poe's) temper had the 
inextricable combination of meretriciousness and insincerity." xiii Referring 
in the same review to Bret Harte 's populari~· in Europe, he avails himself of 
the occasion to observe that he (Harte) "enjoyed the sort of perverse primacy 
on the continent which confounds us in thc casc of Poe."xi" 

* 

Fiction and its "evolution." Behind Howell~'s refutation of Poe 
\\as the rejection of an entire tradition that in thc latter half of the nineteenth 
centu'>· came to dominate American fiction. Howells's concern with "the 
true meaning of things'' also led him to accept as truthful a method of 
prcscntation that pledgcd itself not to violate probability and give the 
commonplace its due. "Fidelity to life" is a syntagm he often employed to 
cxpress this basic requirement. His idealism found little excuse for what 
appeared tobe transgressions of the ordinary coursc of cvents or distortions 
of the same for the sake of shocking the reader. "Horror" and "terror," thc 
cffects so dear to Poe, met only ,vith utter disapproval: as did those fictions 
which like Poe's storics made usc ofthe stock-in-trade devices ofthe Gothic. 
The trouble with Poe was that he stood tao clase to "such old fashioned 
horror-mongers as Mrs. Radcliffe." XI 

Criticism and Ficlion continued thus a battle which Howells had 
begun decades earlier. Once more he found Valdes's opinion on the matter 
appealing enough to quote it at length. The Spaniard's indictment of what 
he calls "effectivism," or "thc itch of awakening at all costs in the reader 
vividand vilolcnt emotions" (317) is endorsed by Howells without reserve 
As the fiction devoted to "effcctivism" has associations ,vith the romanct: 
tradition and/or the tradition ofthe sentimental novei, the emphasis laid on 
'·the truthful presentation of material" has often been understood as· a 
dmvnright disparagement of the earlier tradition. There is no doubt that 
writing at a period when a new mode of apprehending and rendering reality 
was well under way, and for whose progress he had donc much, Howells 
was nat only tempted to identify with it, but alsa to grant it merits by virtue 
of its nev,ness. 
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One of bis major assumptions in keeping with an age dominated by 
theories of evolution ,vas that litera!')· trends and thc forms they foster arc 
historically generated, and it is this process, evolutionary in essence, that 
constitutes the litera!')' tradition. The rise of a new trend goes hand in hand 
with the decline of the previous one and this, of course, holds true of thc 
fonns thcy rcspectivcly sponsor. 

At the beginning ofthe centul)'( ... ) romance was making the same fighl 
against effete classicism wh.ich realism is making to-day aga.ins! effete 
romanticism" \\Tites Howells to continue as follows: "The Romantic of 
that day and the realist of this are in certain degree the same. Romanticism 
then sought, as realism seeks no\\, to ,viden thc bounds of sympathy, to 
le\'cl eyery barricr against aesthctic freedom, to escape from the paralysis 
of tradition. ( ... ) It exhausted itself in this impulse: and ii remained for 
realism to assert that fidclity to e:\.-perience and probability of moti\'e are 
essential conditions ofa great imaginati,·e literature. ( ... ) When realism 
becornes false to itself, when it hcaps up facts merely, and maps life instcad 
ofpicturing it, realism will perish too (302). 

Howells's statement sheds light on, alongside the dynamics ofliterary 
histOf)' rcquiring of any nascent trend to oppose ,,·hatever stands in its 
,rny, the enlargement of human sympathy as a gain by which evolution in 
literature is to bc cstimated. "To \\iden the bounds ofhuman sympathy" is 
an aspiration in which a Comtean echo is easily perceptible; as is Tolstoy ·s 
"Gospel of Iove." Tolstoy's impact on Howells, as well as his voguc at 
the time both in England and America were alsa a matter of the power of 
his thought to lure one into instant belief. To a certain extent his belief in 
"brotherly Iove" was a case of the boomerang effoct, as the incentive of 
many of his ideas came from Emerson and Thoreau, as well as from 
George Eliot. X\'I 

It should be like,,ise nat.ed that in Howells 's \iew the reader is no 
exception to historical evolution. He too evolves by developing a capacity 
to respond to what the new litera!')· forms have to offer him. Understandabh, 
the mast advanced is he who is thoroughly· responsive to the "truth" he 
finds in realistic fiction. This belief was promptly refuted by H. E. Scuddcr 
who in reviewing Criticism and Fiction în The Atlantic Monthly of October 
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1891 found it '•incredible that men 's judgments as to truth in one fonn of 
literatu re should vary with the generations. '""·ii 

Hmvever, Howclls seldom conceived literary evolution as merely 
linear progression. What he knew of the tradition of British fiction and 
especially his reading of thc nineteenth-century English novei discouraged 
him from holding such a vie,v. For him the Victorian novcl was an example 
of regress: instead of developing along the lines established by Jane Austen, 
it looked for its models in the novels ofher predecessors, thus renewing an 
older tradition. That Howells laid much store by the novels of Jane Austen 
is a point that nceds to he stressed. lt shows how early he was in constructing 
a tradition tliat twentieth-century criticism has rated most highly. His 
rcsponse to Jane Austen's truthfulness and to Henry James's "distinction" 
anticipated evaluations not only of these writers, but also of the type of 
novei with \Yhich they came to be associated in a line of continuity that was 
to enjoy a criticai vogue up to the end of the l 960s. 

What distinguished that type of novei in Howells's eyes ,vas first 
and foremost the importance it attached to character and character 
motivation. In a largc measure his battle for realism was a sustained 
argument that the novei should take its major interest from character 
development. Neither character, nor his doings, should violate the notion 
that life ''"as normative and unheroic. On the other hand, the American 
facts which he urged his contemporaries not to lose sight of made sense in 
fiction only if mediated by a character's perception of them. ln this he 
definitely met on common ground with Henry James who to a far greater 
cxtent than he was instrumental in passing on to the present century this 
claim. (At least the Preface to The Portrait of a Lady vvas regarded as the 
standard ttlxt in this respect.) Reflecting on the future of the novei towards 
the close of his career Howells felt bound to remind his fellow writers that 
"Fiction can deal with the facts of finance and industry and invention only 
as the expressions of character." xvii, 

At thc: same time his concern with maintaining the character within 
certain limits of probability rendered him increasingly suspicious of plot 
and eventually impelled him to draw a clear-cut boundary between the two 
and even to set them in opposition to each other. Jf, in the early seventies, 
Howclls could still make a statement to the effect that a Turgenev character 
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"is sufficient plot," later he was inclined to treat them somewhat apart, to 
express his delight with character and be thoroughly displeased whencvcr 
incident and situation tended to get the upper hand. One may wondcr 
whether Henry James's oft-quoted reminder in ''The Art of Fiction" that 
character and incident are not easy to divorce from each other was meant 
for HO\vclls rathcr than for Walter Bcsant. 

Howells 's reaction to the romance and the sentimental novei cannot 
be kept thus apart from the high prcmium which he, like many twenticth­
centu1y· critics, put on the novei that appeared to have a significant beginning 
in Jane Austen. At the same time it should be observed that he approached 
romance in differcnt terms from thosc in which he discussed the sentimental 
novei.. Certain discriminations need therefore to bc made in his attitude 
towards these fictional types. According to Everctt Carter, who was among 
thc first of Howells 's critics to call attention to the far better status \\ hich 
Ho\\'ells accorded romance as against the fiction marked by sentimentalism, 
the writer's preference was explaincd by his conformism to establishcd 
litcra1y' authority. As Hawthome had dra,,n thc distinction bctween the 
novei and the romance in terms which were not pr~judicial to the lattcr, 
and, moreovcr, James Russcll Lowell had, apparently, set forth a similar 
opinion, it could havc been hard for Howells to disregard it even after thrce 
decades had elapsed. 

As is known, Howells had good reasons to be respectful of both 
Lo,,ell and Ha\',thome. In fa.ct Ha,,thome's high reputation in America 
had been consolidated by The Atlantic Monthly all throughout the lattcr 
half of the nineteenth centu1y· including the period Howells served as editor. 
Howcver, in discriminating between the romance and the sentimental novei, 
other feelings were at play too. White he saw in the popular fiction of the 
sentimentalists the exclusive tendency to worship romantic Iove and thereby 
grati~· the readers' desire at the expense of converting life into mere wishful 
thinking, in the romance and especially in the American romances of the 
nineteenth centul}·, he discemed a different kind of interest. We might do 
well to point out that this was to be found only in some of the writings 
lmo,rn by that name. In other words, he further distinguished betwcen 
romances that depend for their effoct on the complication of story and plot. 
and on the other hand, romances centred on character. Needless to say, he 
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rcjected the fonner almost as harshly as he did the sentimental novei: "thc 
fatuity of the story merely as a story is something that must early impress 
the story teller who does not live in the stone age of fiction and criticism'' 
(333). lf Howells found Valdes stimulating aud amply quoted from him, 
that \\as also due to the low opinion the latter had ofthe novelist dedicated 
to "the invcntion of a complicated plot, spiced with pcrils, surprises, and 
suspenses" (317). 

J f Howells admitted that there were romances that take their interest 
from character, then what kind of boundary did he set between these and 
the novei also knom1 to make of character its centre of exploration? lt 
must be said that Howdls was awarc ofthe issue, and on severa( occasions 
he refcrred to it. The revicw he wrote of James 's Hawthorne contains some 
cnlightcning remarks on the topic. They make plain that for Howells the 
distinction was meaningful and he did not want it to be blurred. The chargc 
he Ievels at James ,rnuld havc lost its object if the author of Hawthorne 
had not trcated the two tcnns as convc1tible andjudged Hawthome's \\Titings 
by standards applicablc to romances rather than novcls. By specifying 
\\'hat these are, Howells comes closc to defining the fictional species in 
ways that once more anticipate influcntial contributions in the field ofliterary 
history and litera~· theo~. (Richard Chase's The American Novei and its 
J'radition and Northrop Frye's Anatomy of Criticism areonly two ofthcm.) 
What he thinks to be of particular relevance to the natu re of romance is the 
concern \vith "types and mental conditions." James is reproached with 
precisely this oversight: "Mr. Jarnes excepts to the people in The Scarlet 
Letter, because they arc rath~r. types than persons, rather conditions of the 
mind than characters; as if it were not precisef:y the business ofthe romance 
to deal with types and mental conditions." .,ix It seems that this was a long­
lasting belief with Howells; for as late as 1898, he speaks again of romance, 
and almost in the same tenns. Referring to Edward Bellamy this time, he 
remarks that Bellamy "deals with types rather than with characters; for it 
is one of the prime conditions of the romancer that he shall do this. His 
people are less objectively than subjectively present: their import is greater 
in what happens to them than in what they are.""'' It is obvious that Howells 
links romance to a certain kind of character whose appeal lies less in the 
possibility to grow along li.nes which can be particularized in some detail 
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than in th~ more constant features ofthe seif that recommend it as a ~ve 
or, rather, psychological archetype. As his references to Bellamy's Look:ing 
Backward indicate, he ,vas alsa tempted to speak of utopias and romances 
in the same tenns disregarding a boundary that twentieth-century theorics 
of genres were keen on dra,ving. The subtitle ofhis Altrurian books stand 
further proof in this respect. 

Howells alsa implied that one type of romance is akin to the poem. 
At least both appear to stand in the same relation to the novei: "the roman ce 
and thc novei are as distinct as the poem and the novei" is a statement he 
makes in his revie\\' of James's Hawthorne_xxi As it is occasioned by The 
Scarlet J,etter which to him seems tobe quite unfairly treated becausc nat 
sufficiently approached in tenns of its romance qualities, his bringing the 
poem and romance together is proof of his discrimination. In vie\\ of thc 
emphasis twentieth-ccntury theorists of litcra0· genres laid on the affinity 
bct,Yeen the romance and the poetic, Howells's insight is likely to gain in 
interest for thc historian of criticism. I am not sure whether Howells uscs 
an~where the tcm1 poetic romances--to distinguish them from other types 
of romanccs-with which romance came to be identificd in the twcntieth 
centn0·: but he definitely uscs that of "poetic romancer" in a context that 
lcavcs no doubt as to his acceptance of diversity in rnatters of litcra0· 
fonn. "Yct," he admits, ·'no doubt it is well that there shoulq bea revers ion 
to the earlicr types of thinking and feeling, to earlier ways of looking at 
human naturc, and I will nat altogether refuse the pleasure offcred mc by 
the poetic romancer or the historical romancer because I find my pleasure 
chicfly in Tolstoi, and James, and Galdos and Valdes and Thomas Hardy 
and Tourgueneff, and Balzac at his best" (332). 

lt is alsa relevant that when speaking of particular books that are 
usually groupcd under the heading of romance, Howells alsa sout1ds the 
praising note. "Prodigious" xxii is the tenn he employs with reference to 
Wuthering Heights. Wondering ,,·hether Emily Bronte knew how great 
her book was "with all its defects," he is confident L1iat criticism must 
recognize its maste0· and rejoyce in its courage.""'"ii The response to the 
Brontes, "the girls ,vho let themselves Joase," x.,iv counts quite heavily if 
note is taken that Jane Austen aside. there were few English novelists whom 
he found ,,,orthy of ptaise. 
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For the mast part the English novel was a constant target of criticism. 
It was his belief.-and on this his agrecment witb James was complcte-tbat 
"nearly all the English novels are very clumsy and formless. "'"" Another 
objcction to be raised against them was, of course, their emphatic disregard 
of tbe author 's disturbing presence and intrusions in bis mvn work. Tbe 
nced for the author to effacc bimself from bis work--a cliche that dominated 
novei \\Titing and criticism in tbe first half of tbe present century-had been 
argued in America long before Hmvells publisbed Criticism and Fiction. 
Especially tbe periodica! wbose editor Howells had been in tbe late sixties 
and thc seventies enlistcd not only his contributions on the issue, but also 
of other critics of the Atlantic, particularly H. E. Scudder's. One resuit 
that bccamc noticeablc in the seventies ,vas that attention had turned from 
George Eliot to Turgenev. As George Eliot's novels were increasingly found 
fault with because of authorial commentaries, many ofthem moralizing in 
naturc, Turgenev's detachment was more and more praised and emulated. 
In Howells's opinion it conditioned the effects he valued most: "simplicity. 
honesty. and naturalness" wbicb gave tbe full measure of his realism. 
By the same tokcn Emily Bronte tu med out to bea grcater talent than 
Cbarlotte "who is never quite detached from her heroine, but is always 
trammelcd in sympathy with Jane Eyre."x.wi The defccts of Wuthering 
Heights alluded to earlier have to do with the framing device Emily Bronte 
employed, or in his o\\n words with "the narratives witbin narratives" 
tbat was to make such a brilliant career in the American novei in tbe 
latter part of the twentieth century. 

Jt sbould ·be pointed out all the same tbat even if Howells appeared 
to be consistent in bis belief, and at tbe end of the eigbties was writing 
that "to infuse, or to declare, more of my personali~· in a story, v,:ould be 
a mistake, to my tbinking; it should rather be the novelist's business to 
keep out of the way,''xxvii he was seldom dogmatic in letting this standard 
dominate his appreciation of other novelists. Much as he disliked Trollope 
for his penchant "tobe like the caricaturist Thackeray, and to stand abot.it 
în his scene, talking it over with his hands in his pockets, interrupting the 
action, and spoiling thc illusion in wb_icb alone tb1: trutb of art re;sia'es" 
(320}-a couple of years earlier Henry James had expressed a similar 
dislike for Trollope and for tbe same reasons--still, HoweHs în no way 
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shrank from professing admiration forthe English writer's "simple honcsty 
and instinctive truth;" he rated him second to Jane Austen, which shows 
that "spoiling the illusion" was nota very serious offence after all. 

* 
"Superior freshness." Lcss pronc to give detachmcnt its duc, 

and even worse, to heed Ho,vells's admoncstation that "the true plot comcs 
aut of the character," the English novei was nat only an illustration of 
"reversions and counter-currents in the general tendency ofthe time" (332): 
it also made a poor contrast when set beside the American novei. In his 
criticism of Dickens, which he reiteratcd in 1897, Howells traces ''the 
fall" to ''the English custom of novei publication" which '\vas always against 
form, against balancc." rniii Thc question rcferring to the conditions of 
serial publication that prcsumably cncouragcd an author to start publishing 
a novei before complcting it and so to ,rnrk at random was a favourite 
topic of dcbate in the subsequent period. 

1n passing this verdict Howclls, needless to say, once more fully 
agreed with James for whom "fonn" and "balance" were the foremost 
goals set bcforc a novelist. Howcvcr, when this aspiration came to be 
more widcly acccptcd by criticism and for a time to reccivc lcgitimization, 
the texts that gave it authority wcrc James's, while Howells was not only 
seldom recalled to havc written that "form" and "balance" arc not to be 
sinned against, but, more often than not, he was grouped with the sinners. 
Of course, his more persistent cmphasis on truth, though hardly understood 
by him to violate the aesthetic effect of a novei, partly accounts for bis 
obliteration by the modemists. 

On the other hand, if Howells had reason to believe that American 
fiction was more rewarding as a whole, that had only to a lesser extent to 
do with aesthetic merits in terms of "balance" and "form;" these were 
rather contained in his notion oftruth. "Simplicity, naturalness. honesty" 
are in his view, we recall, a better measure of therri; or freshness, as he so 
perceptively suggests when rating the American novei higher than the British 
one on account of its "superior freshness." For Howells sees this to be 
closely linked to a fashion ofwriting fiction that is pre-eminently American. 
No wonder he was so responsive to those writers who put the West ioto 
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literature Mark Twain in the first place. lt should be like,Yise noted that 
Bret Hartc who had a share too iri putting the West into literature aroused 
Howells 's interest. Acknowledging Harte's "real power" he found littlţ 

cxcuse for a Literary History of American literature (1900) that lefi him 
out. He chides its author for other omissions too: Henry James is the most 
conspicuous; but also relevant are those of G .W. Cable and "Miss Jcwctt 
and Miss Wilkins." xxix 

Of all American writers at thc turn of the century, Hmvells was 
pcrhaps the most articulate as to the tendencies in American fiction that 
macle for "difference" on a scale commensuratc with America itself. ln his 
view, diversity was well on the way to become the hallmark of American 
fiction, its writers finding themselves not only în New England ,vherc they 
had traditionally belonged-that is up to the end of the Civil War-but in 
many other parts of thc nation to be nmiv identified with a continent. ln 
1912 he had good rcason to believe that American writers "are of the West 
a.nd thc South, as well as of the North and the East, and more and more 
their work tastes ofthe soii that mothcred them."""-' It is also noteworthy 
that because of the great stock Howells put in regional diversity such words 
as ''parochial" or "provincial" developed positive connotations when 
cmploycd by him. In contrast to Jan1es for whom to be provincial-Poe 
\\as so in his opinion-was from the outset a serious disadvantage, or to 
Matthew Arnold who found fault with nineteenth-century English literature 
bccause for him it was markedly parochial, Howells, starting from the 
assumption suggested by a historical reality that "next to the Italians and 
the Spaniards, the Americans are the most decentralized people în the 
world," can be only indifferent to this difference that Americans share with 
thc ltalians and the Spaniards."'"' 

_- However, there was another difference that American culture shared 
neither with the Italians, nor with the Spaniards. In supporting Paul 
Laurence Dunbar and Charles W. Chestnutt, Howells encouraged it too to 
manifest itself in American literature. ln considering the race issue he did 
not take a stand at odds with his culture. When he was explicit on it, he 
unequivocally acknowledged the suprcmacy ofthe white man. Apparently 
his support of Booker T. Washington was dictated by the belief that the 
solution to the racial problem lay with both whites and blacks, that is, with 
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their reconciliation, without however f-Utling in jeopardy the dominant 
position of the former. Perhaps nothing he wrote is more likely to arouse 
the resentment of the blacks, who sce the solution in different terms, than 
his · praise of Booker T. Washington for holding the key "in his strong 
grasp." Howells asks rhetorically: "ifhis notion ofreconciling the Anglo­
American to the Afro-American, by a civilization which shall not seem to 
threaten the Anglo-American supremacy is not the key, ,vhat is?" xxxii 

When, howcver, the black or coloured individual talent is in question, 
he adopts a di.fferent point of view. Although still bound to make the 
difference between white and black, he never sounds the patronizing note 
on account of one's colour. He starts the introduction to Dunbar's Lyrics 
oflowly Lţfe (1896) by remarkingthat the poet "appealed to me for reasons 
a part from the author 's race, origin, and condition." >=iii The same approach 
is adopted in his rcview of Charles W. Chestnutt's stories. He grants intcrest 
to their topics inspired from the lifo of coloured people, but at the same 
time undcrscores that "it is much more simply and directly, as works of 
art, that they make their appeal, and ,ve must allow the force ofthis quite 
independently of the other interest." :oc,i, 

By saying that colour is not to influence a litera~· judgment, and 
black writcrs like the white writers should be submitted to thc same test. 
that ofthc artistic merit, Howells applied no prefercntial treatment to cither 
ones or the others. His standards of artistic excellency may be open to 
question, but this does not in the least affect his general attitude, which 
was one of respect for the ,vriter of merit whether he was white or black. 
To this one should add the perception he had, though not consistently, that 
the colour line is of surface only, and deep dmrn al! human beings are 
alike. Referring to Dunbar 's poems, he confessed that he "accepted them 
as an evidence of the essential unity of the human race, which does not 
think or feel black in one and white in another, but humanly in all." xxx,· 

On the other hand, though Howells refrains from judging the black 
writers in terms of "racial interest" alone, he is not indifferent to it. Just as 
in Dunbar's lyrics he discovers to his ful! satisfaction "the essential unity 
of the hurnan race," so too he reads· the lyrics as giving a voice to race 
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differences, and finds them no less appcaling. Somc of the twentieth-century 
African American scholars considered the Negro dialect employed by 
Dunbar and praised by Howells to he an imperfect and even degrading 
approximation of their identity as expressed through language. This hardly 
impairs, however, the force of Howells 's belief that "there is a precious 
difference of temperament between the races which would be a great pity 
cver to Jose.""""'; Eisa Nettels does justice to Howells when she writes that 
'"he anticipates the writers of the Harlem Reriaissance in conceiving the 
ultimate achievement ofblacks tobe the creation of an original art, tobe 
judged and valued, like any expression of an independent, native culture, 
for itself and nat dependent on any other." "-""'";; 
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THE THREATENED SELF OF 
RHODA ALDGATE 

The vogue of the shorter novei. An Imperative Duty, the shorter 

novei Howells published in 1891, might well serve as good evidencc of a 
more general impulse shaping part of American fktion at the time. Howells 
himself commented on it in one ofhis essays for thc "Editor 's Study" to bc 
shortly included in Criticism in Fiction (XXm). 

For him the tendency evinced by modern American fiction to narro\\ 
do\\'n its range was no causc for alann, as it apparently was for some of 
his fellm, critics. lt bespoke strength rather than weakness. In refuting 
"the charge of narrowness" levelled at modern American fiction, Howells 
had at hand arguments generously supplied by what was being publishcd 
on both sides ofthe Atlantic. Granted that one deemed it unwise to move 
his eyes away from Europe, therc too--his fi.uger kept pointing-one could 
find solid proof that a redimensioning of fiction was well underway. 
Towering exceptions aside--Zola in France an~ Tolstoy in Russia-thc 
European schools were liable to similar attacks as those directed at American 
fiction. "Horizontal expansion" had ceased to be in favour with them: 
instead, a fairly limitcd cast was engaging the attention ofall ofthem most 
powerfully. What "modem" fiction, American and European alike, were 
gaining in was "depth," and that more than paid for the loss incurred. 
"Narrowness" was a "virtue" rather than a "defect" and it by no means 
was exclusion of "breadth;" only t~e breadth in question was understood 
to be "vertical instead of lateral." 
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lt is obvious that when Howells comes to account for a direction 
taken at the time by a good part of American and European ftction, the 
cxplanation he gives is grounded in a conception ofthe novei indebted to 
an older tradition that values the episode above the book, the part above 
the whole. For him the shorter novei centred on the exploration of man as 
'"microcosm" was simply an effect of the disintegration or splitting of the 
novd defined as "horizontal expansion": "A big book," writes Howells, 
"is nccessarily a group of episodes more or loosely connected by a thread 
of narrative, and there seems no reason why this thread must always be 
supplied. Each episode may be quite distinct, or it may be one of a connected 
group; thc final effect will be from the truth of each episode, not from the 
sizc of the group." i That there seems no reason why this thread must 
always be supplied is a conclusion T. S. Eliot too would reach a couple of 
decadcs later. The proliferation ofnovelistic typcs at the close of the centul"}· 
is for him a mere effect of splitting: "the big novei" was no longer capable 
ofhanging togcther and ended by bcing superseded by its parts." 

* 

The quadroon 's stmy. As a ·'modern novei.'' An imperative Duty 
is bound to bc '·shorter" but cndmvcd with "depth." Indeed, the cast of 
pcrsonages is characteristically small and they all have their share of a 
crisis that counts heavily in thcir lives; more importantly, approached in 
tcrms of acsthetic unity and coherence, discredited notions as the:v are 
no,rndays, the novei strikes one as particularly apt to reverberate in each 
and every segment of its verbal textu re the major issue at the heart of the 
conflict. As we shall see further do\\-n this effect has much to do with the 
narrative method, the use, that is, of a twofold perspective, ,,~th recurrent 
images of black and white and their interplay, as well as with the shifting 
semantics ofthe word "duty" foregrounded by the title. The high incidence 
ofthe word--there are instances when it occurs four timcs on a single page--­
subvcrts its received meanings. 

As to the conflict at the heart of An Imperative Duty, it has to do 
with an issue that was central to Amt.:rican cu )turc in the I 8 90s: thc gulf 
scparating the blacks from the whites. Howclls 's rcsponse to it is, of course, 
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worthy of note, no matter how open to strictures it might otherwise be. Or 
wc may look at the matter from a reversed anglc: that a major writer ofthc 
establishment was drawn to expiare the colour line and its effects on 
individuals of mixed blood is proof of the increasing weight the issue was 
carrying at the time. This is not to ·say that its pressure throughout thc 
nineteenth ccntu11· had been othenvisc than challenging. 

Howells himself had been attracted to the story ofthe black woman 
and written a version ofit inverse thirty years beforeAn imperative Duty 
came out. 'The Pilot' s S to11·" pub li shed in The At !antic Man thly (S eptember 
1860) has not been entirely forgotten by the present century. Everett Carter 
brings it forth when he comrnents on the invasion of The Atlantic Monthly 
in thc 1860s by sentimentalism and stereotype. iii Thc poem is ofintcrcst to 
h.im for the taste it evinces, and he links it to a mode later repudiated by its 
author. As Carter reads it 'The Pilot' s Sto11·" could be easily assiinilated 
to the kind of sentimental fiction that was finding its way into the Atlantic. 
Bcsides, the "heroine" of the poem, a quadroon, had a fictional pa1t in 
Lou-Lou, an octoroon, the protagonist of thc first Atlantic scriai of the 
same name that precedcd "Thc Pilot's Stol)" by a fim years only. 

There arc grounds to believe, on the other hand. that the pocm Ho\\ ells 
regretted to havc ,nitten and later spoke of as "a misfortune" reaches 
forn·ard to An Imperative /)uty. Reading thc novei with an awareness of 
the poem is likely to cnhance aur response to the fictional text--thc, obverse 
is alsa true-, as \\Cil as to its virtual analogies with the very tracÎition that 
stood in the way ofthe realism championed by Hmvells. What in the first 
place makes poem and fiction teii on each other is the high degree to which 
the protagonist's seif is affected by the colour line. ln both, the author · s 
sympathy unequivocally goes to the woman who falls victim to racial 
prejudice. 1n telling the story of the quadroon staked and lost to the gamblers 
by her white masters and lover, the pilot seems to bc under the same speli 
as when in his youth he watched horrified how she fell of her O\\TI will on 
the wheel that "caught her, and hurled her, and crushed her, and in the 
foaming water plunged her, and hid her for ever." 

As for the white mcn, they are both her moral inferiors. One, thc 
gambler who wins her is a perfect villain: ''dark and lustful and fierce and 
full of the merciless cunning," '' a picturesquc rascal" '\vith long black 
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hair and moustache;" the other, the fathcr ofher child, who sells her like a 
lifeless thing scarcely makes a pleasant contrast: he is "slender of body 
and soul, fit neither for loving nor hating," whereas his whiteness has 
connotations of sickness. 

To be sure, selling one who is emotionally dependent on you, and 
kccping onc in the dark about her mixed blood arc vcry differcnt things. 
Yct, both attitudes imply breach of trust, and, considcred from this point of 
view, the ,,Tong clone to both of them is, roughly speaking, the same. 

* 

Playing the ethnographer in Boston. Just as in "The Pilot's 
Story," Louise's shock at being told that she has a new master is brought 
into focus by thc use of direct speech-her reproachful words intrude, as it 
"c.::rc, upon thc pilot's tale breaking it at this point--so Rhoda 's reaction on 
learning that she is of Negro dcscent bccomes focalized: at this moment the 
narrative perspective shifts from Olney to her. Hcr point of vie\\· dominates 
thc mid-section, that is, about one third of thc book. The plight in which 
she unexpectedly finds herself, the crisis it entails forcing her to question 
thc very foundation ofher seif and to painfully face the possibility ofbuilding 
it ane,\'. lend hcr part an emotional intensity ,vbich is missing when Olney 
is the "register." It is rather fortunatc that Howel\s had second thoughts 
about the narrative technique he was to use in his shqrter novei of 1891. As 
Ma1tha Banta indicates, the rt:ference to O/ney 1· Letters contained in a 
notebook entry of 1883 suggcsts that Howells had initially contemplated 
using a first persan narrative. The same title, O/ney :î Letters, is mentioned 
in his correspondence andin an entry of 1886, when he was taking the first 
stcps to put his intention into effect. iv 

As a doctor, Olney· displays the characteristics of his profession: he 
is a detached observer of the human scene, although he is nonetheless 
tempted to r~ad the human body with the eye of a sociologist and to take 
note of codes of behaviour and dressing fashions, which he identifies in 
terms of race and ethnicity. ln a sensc he plays the roie of etnographer in 
his own country for which his five year absence has somehow qualified 
him. In the space best suited for such a task--the strect and the common--hc 
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carries on his exploration and is struck with, apart from tbe ethnical 
and race foatures constituting tbe identity of tbc Irish or tbe blacks, tbe 
loss of national characteristics of "poorer classes" tbat come into bis 
view: in Liverpool tbey bave an "almost American look" andin Boston, 
an English look. 

Of the two major groups he "scicntifically" observes, thc Irish and 
the blacks, the latter make far more claims on his sympathy. lt is not that 
the Irish en masse arouse bis resentmcnt. There is nothing about the lrish 
women for instance that renders them contemptible in bis eyes. Ifanything. 
it is tbe bearing wbich their condition of immigrant bas on them that 
engages bis attention: 

thc old women \Yerc strong, sturdy, old ,rnrld peasants. but the young 
girls were thin and crooked, with pale, pasty complexions. an effect of 
physical delicacy from their hard work and hard conditions, which might 
later be physical refinement. They were conjecturally out of box factorics 
and clothicr's shops; thcy wcnt about in threes or fours. wilh their lank 
anns round one another's waists, or lounged upon the dry grass ... Their 
voices at once course and weak: their ,rnlk was uncertain. now awkward 
and now graceful, an undeye)oped gait: he found their bearing apt tobe 
aggressive, as if from a \\ish to ascettain thc full limits of their social 
freedom. rather than from ill-nature, or that bad-heartedncss "hich mos! 
rudeness comes from. v 

Imagination and thc cornmonsense are also among tbe national traits 
of tbis class of irnmigrants. The Irish had no\\ little cause tobe displeascd 
In the text publishcd in Harper :s- Monthly, Olney was more antipatbetic to 
the Irish, especially tbe Irish women, and at the same time more benevolent 
towards the Negroes. "Tbe Irisb bowl'' against bim "waked" by the opening 
chapter tbat appeared in July made Howells drop the caustic remarks from 
the first version, although he justified himself privatcly by invoking thc 
distance between author and tbe point of vie\\· character. "They can't sec 
that it is not I wbo felt and said what Oine~· did," he wrote to his sister 
Aurelia."i Simultaneously, as Martha Banta calls attention, in' the book as 
compared with thc serialized text, Howells revised Olney's attitudc towards 
the Negroes, attenuating bis very warm sympathy.rn 
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From Olney's vantagc point, the Negro makes a far better servant 
because he knows howto dissimulate his real instincts. 

He would noi have been ready to say, (muses Olney challenged by thc 
pressure made by the Irish waiter,) that one of the Negro waiters, whom 
he wished they had at his hotel, would not have been just as grecdy of 
money: but he would have clothed his greed in such a smiling courtesy 
and such a childish simple-heartedness that it would have been graceful 
and winning (5). 

Macle comfortable with appearances, Olney seldom goes beyond them and 
reaches to ,vhat lies there. To him "soft voices and gentle manners" make 
life agreeable. It would be too much to ask him to take the full measure of 
Negroes' pcnchant for dissimulation and share in the conclusion of later 
historians that such an art had been vital to them, for in it they had long 
discovered a strategy of sun-ival. Olney's attraction to black racial traits 
and pattems of bchaviour that most obviously point to the invisible though 
no less coercive power of the colour line foreshadow the conflict at the 
heart of the book and is responsible at the same time for the high frequency 
ofthe chromatic imagery already noted. 

But thc race problem is constantly kept in thc forcground even before 
the secret of Rhoda's birth is rewalcd to Olney. As a matter offact when 
thc disclosurc is finally macle, it hardly takes thc reader by surprisc. Apart 
from such portrait details as "the inky blackness of her eyes and hair"(l 3), 
the talk in Mrs. Mercdith's hotel room revolvcs round the traits that render 
the racc s~mpathetic to both Olney and Rhoda, as well as round segregation 
and the border it had raised between whites and blacks. 

There is no doubt on the other hand that much as he likes the Negro 
for his "childish simple heartedness," Olney still refrains from looking 
upon him as the white man 's equal. His vulgar Darwinism forbids him 
such a, recognition. To the extent to which virtues and vices have a clear­
cut ctistribution behveen civilization and slavei")·, and, furthermore, selection 
is understood to lead to the "effacement of the inferior type" (27) and, in 
this light, the absorption ofthe Negro by the white race is taken for granted, 
one i,s encouraged to make allowances for racial segregation and abolish 
the distinction between assimilation and suppression. To be sure, it is to 
Olney's credit that he sincerely deplores the obliteration of black qualities 
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that goes with the loss of colour, but it is difficult to say whether this regret 
really subverts his theory of evolution and its conscquenccs: thc supprcssion 
ofracial qualities in the first place. Even by marrying Rhoda he goes only 
halhvay in his response to "the race which vexes our social question ,vith 
its servile past, and promises to keep it uncomfortable with its civic futurc" 
(6). Bcsides, bis relation to Rhoda can be understood to bc primarily 
sexual, An Imperative Duty tuming out to be in this case a lave story 
disguised as a novei about the race issue. Needless to say, Howells 's critics 
have been tempted to rea~ the novei alo~g these lines. viii 

* 

Rhoda's selves. Rhoda's frame of mind upon bcing told the truth 
about hersclf, what her identity really îs. thc psychological pressure to 
which she is subject, and her efforts to find a way aut of her entanglement 
are of far greater interest thaQ any of Olney's reflections or observations. 
A very important issue appears to bc at stake here, lending Howells's novei 
a quality it shares with many t\venty-century novels: how can you answer 
the question about who you are when the discovery has been forced on you 
that your old identity has no legitimization and was a mere illusion? Often 
asked by ninctcenth-century American writers, Howells ·s predeccssors 
included, the question has assumed increasing relevancc in the prescnt 
centul"\·. 

What gives Rhoda's identity crisis its modern ring is her painful 
groping amidst all her anguish for a new beginning in terms of the new 
data about her existence. Following upon the shock she received from 
her aunt that she is an octoroon, are her impressive efforts to relate 
herself once more to the world and by so doing to lay new foundations 
for her selfhood. "To accept the loss of her former self' (59) and remake 
herselfin a different image is hardly an ordinal"),· endeavour, and examples 
are not missing especially in the nineteenth centu1y· when the shock 
described by Rhoda in the words: "it tears my whole life up and flings it 
out on the ground" (52) resultcd in an act of self-destruction. Apparently 
she refrains from contemplating suicide. Her inner struggle is not any· 
less painful at that. 
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Rhoda's wanderings, standing in contrast to Olney's relaxed and 
detached stroll, arc suggestive of an entrapment in a lab:yTinth or descent 
into hell. There is somcthing hallucinatory about the b lack faces surrounding 
her: "hideous," ''with their flat wide-nostrilled noscs, their out-rolled t.hick 
lips, their mobile, bulging eyes set near together, their retreating chins and 
fon.:hcads, and their smooth, shining skins; they sccmed burlcsques of 
humanity, worse than apes, because thcy were more like" (58). Rhoda's 
nightmarish walk is alsa a journey back in historical times: it takes her 
through a crescendo of darkness to a symbolic meeting with her mother 
and thc latter's femalc ancestors to the point whcre blackness seems tobe 
complete. Significantly, horror comes nat from it, despite the allusion to 
'·skulls grinning from the eaves" (59), but from thc wrong dane to it for 
which history bears full responsibility. "The horror of the wrong by "hich 
she came tobe" is tobe found in the image of the "desert with a long coffle 
of captives passing ~y, and one black, naked woman, fallen aut from 
,,cakncss, knceling with manacled hands, and her head pulled back_ and 
thc Arab slaver's knife at her throat" (59). 

To come to terms with such roots and their gro\\th in a fixced 
cnYironmcnt is for Rhoda a deliberate act, a manifestation of her strong 
will and determination. Note should be takcn as well that in her troubled 
state·bfmind she docs not fail to takc steps in a promising direction. What 
shc senses tobe vital to her is nat to turn her back on the world-that would 
bc suicidal because she îs selfless or so she belicves at the time--but to 
relate herselfto the world once more andin so doing to foster a new identity. 
Thc old coloured woman whom she addresses in the strect and identifies 
with both her mother and grandmother meets her mast deeply felt need at 
the moment. It is to be regretted perhaps that Howells too quickly dissolves 
their relation in the doctrine of brotherly lave preached to the black 
congregation in a Methodist church by a Negro divini!). student. "To Iove 
your way out" (65) is meant no doubt tobe a solution to Rhoda's individual 
plight as this was intrinsically bound up vdth the condition of the Negro at 
a period whcn racism was at its peak. 

(t hardly nccds to point out that thc Christian spirit of the "lecture" 
harmonizes well with Tolstoy's teaching under whose speli Howells, as 
noted earlier, had fallcn a couple of years before. lt is nat unlikely however 
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ţhat Rhoda 's reaction to it, and especially to the audience's response to the 
lccturer's \\'ords, should have benefitted from the author's mvn impressions 
ofblack religious life. Less than a year before he had finishedAn Imperative 
Duty, he visited a black Methodist church in Boston and "felt softened and 
humbled among those lowly and kind~y people." ix The effect on Rhoda is 
nat diffcrent, notwithstanding how dcvastatcd shc fcels within. What knds 
her reaction particular force is the distortion involved in her perception of 
the faces round her. As if her walk in the nightmare had reached a terminal 
point and she had found herself almost engulfed in "frog-like ugliness " As 
perceived by Rhoda the black congregation assumes a surrealistic look. 
This has much to do with the intrusions of white in thc "prevailing 
blackness": "thc light here and therc in the glint of a bald head ( ... ) or the 
cast of a rolling cye" (64) just as the speaker's "goblin effect" is heighti.::ncd 
by "the white point of his shirt collar, and thc glarc ofhis spcctacles" (63). 

As Eisa Ncttcls has pointed out, the divini~- student's kcture 
anticipatcd Booker T. Washington 's Atlanta Addrcss that "advocated 
rcconciliation of the races through white assistance to blacks and black 
submission to the realities of whitc dominance --a policy that Hmvells 
emphatically endorsed." x The black leader also cherished thc idea that 
through cducation the Negro had an opportunity to find a better place for 
himself. Yct he was not to be granted the frecdom to go beyond the line 
imposed by segregation. At the same time "the shadow" Howells's speaker 
sccms to have become, is the sin darkening American history, the guilt 
each generation kept alive, like Rhoda's male ancestors, by paradoxically 
imparting their own whiteness to it. 

It is difficult to say whether a black Rhoda \Vould have fully come to 
life, whether, in other words, she could ha ve really become the new seif she 
takes steps to cope with when making the attempt to relate herself to her 
black folks. 1n fact she is denied the chance, once her crisis is brought to an 
end by Olney's proposal. His lave rnakes it possible for her "to love her 
way out," but in a different sense from what the lecturer at the black church 
meant when he addressed his audience in the same words. There is no 
longer any need for her to bear the cost of acquiring a black identity, even 
if, to keep her old self which her marriage to Olney has brought her back, 
she has to play the part of dissimulation and even of suppression of part of 
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hcr identity. Seriously threatened by her aunt's confession, Rhoda's seif 
eventually survives, though perhaps in a precarious state. She is rescued 
by Olney, in the hero's role, who takes her to ltaly, where her black traits 
can pass unnoticed, although it is questionable whether she can dispose of 
her inner blackness so easily. 

Starting as a fiction dependent for its effects on notation of racc 
and ethnic beviour codes and centred on an identity crisis, Howells 's shorter 
novei seems to evolve from a certain point on in the direction of romance. 
Like Cinderella, ,vho abruptly changes her status in the Prince's eyes, and 
frorn the beautiful princess turns into the unassuming servant she is, and, 
not\\'ithstanding all this, is still found worthy of the prince. Rhoda abandons 
hcr privileged position, at least temporarily, and takcs a place outside 
civilized American society. Howcvcr, Olncy fits the role of the prince only 
imperfoctly, his baldness--othL!rwise a very suggestive contrast to Rhoda's 
lustrous black hair-having very little princely distinction in it. This 
inadequacy somc,vhat dissipates thc romantic glarnour of the ending, just 
as his matter-of-fact teme collapses thc role inspired by melodrama which 
Rhoda adopts when confrontcd with her lover. 

* 

When, at the time of hcr identity crisis, Rhoda \\'as contemplating 
the prospect of acting oul the role of the retum of the native and of 
bringing light to her humble people, she was suppl~ing onc more context 
for the word "duty" already over-solicited in the novei. For the most part 
its rccurrence îs associated with Mrs. Meredith, Rhoda's paternal aunt, in 
whosc care she has been from a child. The duty which the respectable 
Boston lady has so long put off is to enlighten Rhoda as to her maternal 
anccstry. Not doing it has become an obsession to which her i_llness can 
most probably be traced. Rhoda's prospective marriage to the all too fair 
minister Bloomingdale brings about the crisis which, in a sense, the old 
woman had been long expecting. Her failure to rise up to the task to v,rhich 
her New· England morality attaches foremost importance casts a pathetic 
aura round her case, though when looked at more closely, it may take on 
the hue of hcr face which at one time is dcscribed as "ghastly" ( 43). Her 
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death caused apparently by an overdose of sleeping medicine adds to his 
~ffect. In a different context, the allusion to "the disrnal white-marble 
hcarth" of the hotel rnorn is suggestive of coldness. lt can be hardly 
irrelevant that the traditional place of warmth and liveliness is convertcd 
into almost its opposite, while its whitencss is linked to Mrs. Meredith in 
more than one way. 

As a rnatter of fact, if Mrs. Meredith's New England sense of duty 
has taken her sleep away for so long, and nearly tumed her into an invalid, 
as so many ,rnmen of very rigid morality will be in tbe fiction of the next 
period, the explanation lies more in her fear to be held responsible for 
miscegenation than in her guilt of not having been honest to Rhoda. As to 
the harm she has done her niece by letting her assume an identity whicb she 
knewthat sooner or laterthe girl \\'ould be forced to give up, Mrs. Mcrcdith · 
shm\'S little a,Yarencss. Her obsession with duty conceals in rcality 
unconditioned conformism to her culture and its imperatives, and blinds 
her to thc inhumanity of her long silence. It is ,vorthy of note in tbis 
connection that thc clderly lady used to think of bcrself in tem1s of roles 
borro,Yed from fiction. Mucb to her taste was thc hernie gesturc wbicb the 
novels of "romantic coloring" generously supplied to her. So sbe had oftcn 
'·paintcd hersclf in the hernie discharge of her duty." 

Witb each occurrcnce of the word "duty" in rclation to Mrs. 
Meredith: a semantic devaluation becomcs noticeable-repetition as arule 
bas tbis function-so that by the time Rhoda appropriates it and speaks of 
her duties. the word bas already reversed its initial meaning. One instance 
of her usc deserves to b~ brought up, all the more so as the historical 
allusion it contains gives its irony a resonance that reaches back to the 
American Revolution. "( ... ) We've going over to do our dutv bv Bunker 
Hill Monument" (38), she informs her aunt on coming in unexpectedly and 
intcrrupting tbe latter 's confession to Olney. That an octoroon-at the time 
R.hoda has no idea that she is one-should pay her respects to he memory 
of the Founding Fathers who grounded thcir actions in the convictions that 
aH men wcre horn equal, is a gesture not lacking in irony. ifwe are aware 
that by Yirtue of the same declaration that proclaimed alt men to stand 
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cqual before God, a status quo was maintained that deprived quite a number 
of them of precisely this right. When nearly a century later this right was 
eventually acknowledged them, history was again at its tricks, and race 
hatred growing in intensity in Southem and Northem states alike to reach 
a peak during the very decade An Imperative Duty was published, was 
telling on their status in ways that littlc improved their condition. 

However, not only Mrs. Meredith and Rhoda are connected to the 
title of the book; Olney too has his duties to perform, and to be sure, these 
arc not to be slighted. The interest in his case alsa lies in the narrow margin 
scparating his concern for an ethics of generosity and altruism:--according 
to it a rival should not be unfairly treated--from a course of action he takes, 
,vhich making allowanccs for small breaches of ţtiquettc, actually furthers 
his mrn cause. Diffcrcnces of style aside, Olney's visit to Mrs. Atherton 
rccalls similar situations in Henry Jamcs's novels when messages are sent 
and rcceived by some means other than the words uttered and against their 
commonly accepted meanings. Contrary to ,vhat he apparently pleads for, 
that Mr. Bloomingdak, Rhoda's declared suitor, should have his chance, 
Olney understands Mrs. Athcrton 's pressure ofthe hand that she will bc in 
fact his ally. No \\'ondcr that when the conversation ends, he feels reassured. 

There is howcvcr another duty \\'hich Olney fully assumes only to 
forgct it in the end. rt is specified early in the book as part ofthe motive for 
his return to America from his Italian journey. lt is in this passage, by the 
way, that the word ·'duty" appears for the first time: "Besides, he recurred 
to that vague ideal of duty which all virtuous Americans have, and ht: fclt 
that he ought, as American, to live in America" (9). This duty seems no 
longer to occupy Olney 's thoughts once Rhoda has become his ,,.-ife and 
the couple settled in Italy apparently for good. A remark needs to be made 
at this point. As the conflict at the heart of the book draws to its resolution, 
the narrative becomes less focalized, and the character's perspective--in 
part three we see again with Olney--is more obviously contained in the 
voice of the narrator. Often enough it makes its control felt by directing 
the reader 's attention, even when pretending to make no imposition on it, 
to this or that explanation, to this or that meaning. An observation to the 
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effect that "to cach must bc left to question ofhow far the Puritan civilization 
has carried the cult of the personal conscicnce into mere idolatry" (89) 
may encourage rcadings ofthe novei that focus on Mrs. Meredith and her 
sense of"an imperative duty" leaving less explored the ironic reverberations 
ofthe phrasc when associated with Olney and especially with Rhoda. 

The voice that concludes thc story of Olney's courtship of Rhoda 
and sets both ofthem on the course "with the every day duties oflife plain 
before thcm" (99) is modulated by deep sympathy for the black people. 
Given Howells 's option for conceahng Rhoda's Negro blood, one may 
\\"Onder \Yhether the narrator 's feelings--an expression of thc author 's 
racialism-are not tobe viewed as an attempt on thc writer's part to make 
up for his evasion of Rhoda's real case. 
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6 

THE SUPPRESSED SELF OF 
MAGGIE JOHNSON 

Two Endings. When Stephen Crane publishcd Maggie: A Gir! 
oft he Streets (A Story rfNew York) in 1893 he ,,as an obscure joumalist. 
ln his carly t\Yenties he could not have much behind him. The number of, 
revisions to \Yhich the text had been submitted is proof of the high standards 
he set for himself as a writer. These had much to do \Yith making "eve~ 
darnned word do the work of six."; Thc almost Dickensian suggcstiveness 
of his image~-, otherwise so diffcrcnt in its lack of opulence, and the 
"modern" fashion in which he structurcs his narrative round experiencing 
selves bring Crane in company with lhc early modemists. As shmrn in a 
previous context, before the decade was over and a year before he died. 
both Conrad and James looked upon him as definitely one of them. Later 
Hemingway had good reason to make a similar acknowledgment 

But in 1891 when the young author was completing his first draft of 
Maggie, he had only himself to take encouragement from. Not even the 
memo~ ofhis fa.ther was stimulating; or if it was, that happened not because 
Crane was a good son. On the contra~·, not only in reading fiction, but 
also in writing it, he di"sobey·ed parental ,vish; for Reverend Dr. J. T. Cranc, 
a strict Ne\\ Jersey Methodist, had been suspicious of novei reading and 
advised: "If any harm results, stop at once." Far more safe was of course 
no exposure at all. Hence the "rigid iron rule for the guidance of all, young 
and old, lcamed and unlearned: Total abstinence frorn novei reading 
henceforth and forever." ;; 

Rejected by many legitimate publishers,Maggie: A Gir! of the Streets 
was printed at Crane's expense in March 1893 by afirm that had little to 
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do with literature. Its name did not appear on the yellow cover: neither did 
Crane's. Thc slim volume hardly sold and-so the legend goes--thc copies 
lefi were put to other uses such as kindling a fire. One of them, however_ 
reached W. D. Howells. Hamlin Garland who had received a copy by mail 
was impressed with it and promptly sent it to Howells. The next day he 
lcarncd that the author of Maggie was Stephen Crane, the youngjournalist 
whose article on one of his 1891 lectures had impressed him so much that 
he looked him up. Less prompt a reader because ofhis many engagements, 
Howells Jet some time pass before he started reading the book, but when he 
finished it, he \\'as as deeply imprcssed. As mentioned earlier, Howells 
gave Crane not only encouragement, but used his immcnse authority to 
introduce him to the reading public. The litera~· market was no longcr 
closed for Crane. 

By thc time thc sccond edition of Maggie \\'as published in 1896, 
this timc both in America and England, Crane had become a well known 
writer andjoumalist. Maggie too had got public recognition a year before, 
when Ho\\'ells commented on it in Harper ~· Weekly. Mention has already 
been made that thc London edition of 1896 further benefitted from Howells 's 
authority: "An Appreciation ofW. D. Howclls'' was added to it. Shortly 
after the American edition had been published, an expanded vcrsion of 
Howells 's appreciation came out in a Ne\\ York periodica! under a new 
title-"Ne\\' York Low Life in Fiction"- also including comments on George .i· 
Mother, another fiction inspircd by Ne\\ York slums, Crane had written in 
the meantime. 

But the second edition was not a faithful reproduction of the 1893 
text. Maybe because the editors wanted them, Crane macle a number of 
changes, deleting at least a passage and t(ming dmvn certain expressions. 
The bearing which this revision had upon the text as a whole was quite a 
belated discove~·- lt was only in the I 960s that critics turned their attention 
to Crane's own edition and came to the couclusion that it should bc given 
precedence over the 1896 edition. This editorial shift assumed, in Cady's 
words, the significance of "a revolution," "the hon or and glo~- of making 
it" belonging to Maurice Bassan and Joseph Katz who in 1966 published 
a case-book edition and a facsimile edition respectively, both based on the 
earlier text.iii The University of Virginia E2ition ofthe Works of Stephen 
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Crane (ed. Fredson Bowers) in ten volumes (1965-1975) followed their 
examplc, but not cntirely: it lefi out a passage which, as shown further 
down, by bringing in suggestions of a different ending, is likely to modify 
scnsibly aur perception of Maggie. lt seems that John Barth was not the 
first novelist who changed the ending of his floating Opera fc;,r the second 
cdition. Cranc did thc srunc, though in a more equivocal way. 

* 

A Bowe1y fiction. Amang the first things in Crane's novei to 
dra" the readers' interest was its location. For most of them Maggie:,A 
(,ir/ of the Streets ,vas another Bowery novei. While often comparing it 
with previous fictions inspired by New York Lo\\' Life, they generally 
n.:garded it as a most serious \Yaming about the moral degradation specific 
to that New York precinct. Oncc a farm that belonged to Peter Stuyvesant 
(bmYery/bouwerij is Dutch for fann or country-seat), this part in Eastcm 
Manhattan that dcveloped along a Street nearly one mile in length, to which 
the old name came to be attached, had won for itself in the nineteenth 
ccntu11· the repute of a famous slum. lts tenement-houses ,,ere full, as 
\\ere the bars, though there \\'as no small number ofthem: "In 1891 on the 
fourteen-block long street there \Yen; sixty bars on its cast side and seventeen 
on its west side, an average of six per block.'' ;, 

But not only the saloon gave the district its fame: the flophouse 
dcscncd some ofthc credit too. One can make an idea about thc inmates 
from Crane's own experiment in misery ,vhich he conducted in the winter 
of 1893/4. ("An Experiment in Misery" was published in the New York 
Press, April 22, 1894.) To carry it out properly, he had to put on a tramp's 
clothes. The figure which Crane cut when the experiment was over is tobe 
found in the recollections of one of his friends. On retuming to the studio 
where he was staying with some artists, he and his companion who had 
shared in his adventure were "both in rags, no overcoat, clothes all holes, 
toes out oftheir shoes, no umbrella (of course nat), and soaked to the skin, 
,vater dripping in pools about them. ,. ' Tramp for a night, he had a good 
chance to get familiar with the flophouse--a cheap hotel where thc bowery 
tramps and poor slept in rooms, cach "accommodating" scores of them. 
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The adventure was more then demanding for "shortly after the beginning 
of the joumey (the walk along the corridor) the young man foit bis liver 
turn white, for from the dark and secret places of the building there suddenly 
came to bis nostrils strange and unspeakable odors that assailed him like 
malignant diseascs with wings. They seemcd to be from human bodies 
closely packed in dens; thc exhalations from a hundred pairs of rccking 
lips; the fumes from a thousand bygone dcbauchcs; thc cxprcssion of a 
thousand present miseries." ,i 

The Bowery produced recognizable pattems of speech and behaviour. 
Thus the Bowery boy who was quite a prominent New York type had bis 
own language, manners and, of course, "apparel" by which he could bc 
casily distinguished. Here is what may pass for om:. of his portraits: 

The Bowery boy ofthe nineteenth centul}· dyed his moustachejet-black. 
wore perfume. oiled his hair profusely, and affected rough airs he 
considered exquisile. His trousers \\ere vc:r-y tight and needcd no 
suspendcrs, he wore a silk hat and a huge black silk scarf undcr thc 
collar of his flannel shirt, and instead of shoes wore well-polished boots. 
( ... ) With a cigar tilted heavenward, the Bo,YeI}' boy used to sprcad his 
elbmYs apart so that nobody could pass him, and then if someone jostlcd 
him he would immediatcly be insulted and fighl with his fists. In a ,·oice 
'modeled aftcr that of a firc-trnmpet' (to quote .Iulian Ralph) he spoke a 
language of bis own. ''" 

As for the Bowery girl, she did her best to acquire the Fifth Avcnuc 
look. "Bowery girls," Martha Banta informs us, "take the proper tone by 
aspiring to the aesthetic ofthe American girl which can be copied by ,vay 
of cheap versions of expensive clothes and by imitating, gratis, Fifth Avenue 
poses and gestures."viii Keeping her eyes on the place where fashion was 
displayed, she had to work hard, of course, for even imitation, no matter 
whether grotesque or not, asked for a high price. From tirne to time, howevcr, 
her efforts were more fully rewarded, and her style appeared nat to be 
devoid of the genuine note. Her success was proof that like others beforc 
her who had started as low and managcd to reach to the top, the poor girl 
in America, especially if she was still an immigrant, could have her share 
of the American Dream. At the beginning of 1896, the verv \'car when 
Crane's novei was to make its way into the American and Briti~h market, 
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New York .Journal offered for contemplation (and reflection) the pictures 
oftwo girls, each in its own framc, but similar in shape andjoined under 
thc same heading, which was in fact a question: "Which is the American 
princess?" The claim for the high rank, borne aut by figures so much alike 
in elegancc, brings together the two girls who otherwise are separated by a 
widc gulf; for one is Gertrude Vandcrbilt, the daughter of a millionaire, 
and the otheris Bertha Krieg, a Bowery gir! who works in a dry~goods 
shop. The distance bet\veen them tends to decrease if they are set in a 
longcr historieal perspective, and note is ta.ken that Cornelius Vanderbilt's 
start was similar to Bertha's: he too had been a poor immigrant before he 
became one of the richest men in America. IX 

If American Princesses could be found in the Bowery, so could 
prostitutes. It was in fact the paintcd cohorts that gave the Bowery its 
rcputation and not the likes of Bertha Krieg whom the Journal advertised. 
To n:form them and abolish drunkcnness ,vas a concern at least as strongly 
advcrtised. Fighting against vice often took unexpected turns as those 
lcading thc campaign had a.Iso the police to reekon as enemy. The battle 
fought by Reverend Dr. Charles Henry Parkhurst is a case in point. In 
1892, a year before Maggie: A Gir! of the Streets came out. he openly 
accuscd the Ne\\· York Police and the District Attomey of being in league 
\\ith the Bowery vice. When his allcgations were rejectcd in Court, he was 
able. by adequately disguising himsel( to collect further cvidencc straigbt 
from the "city's dens of vice." It should be noted that neither on reverend 
Dr. Parkhurst, nor on any other reformer did the first edition of Crane·s 
novei make an impression; or, ifit did, no one acknowledged it. The author 
who took care that the 1893 Maggie reach them remarked on their ''iceberg" 
coldness in terms that surely eneourage one to speak of the hellish look of 
the Bowery: "You' d think the book can1e straight from hell a.nd they smelled 
the smoke. Not one of them gave me a word." ·' Perhaps the reformers 
found it hard to put up with the treatment which Maggie got at a clergyma.n 's 
ha.nds: when in her distress she is about to ask him for help, he simply 
turns his back on her, fearing for his respecta.bility. The absence of a.ny 
moralizing too might have estra.nged them, as fev,; other novels ofthe period 
inspired from slum life lefi preaching aside. ,When the second edition more 
properly dressed for the market broke the silence, it did so for the mast 
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part in order to call attention to the Bowery and its sordidness, as well as to 
the need for a change. To onc rcviewer, Maggie was "a powerful scrmon 
on the need of missionary work among the heathen in the tenements of aur 
big cities, and it cannot foii to open the eyes of many who have only taken 
a sentimental intcrest in the class that seems to be no nearer to them than 
the natives of the Congo." xi Absent from thc book, the preaching was 
supplied by the reader by virtue of the expectations the slum novei had 
created by the 1890s. 

But the frame of refercnce more generally used was that of realism 
with its emphasis on the truth-to-life desideratum. The appreciation, oftcn 
contradictory·, rcsulting from its application indicatcs that thcre were many 
,rnys in which realism and truth to life \\ere understood, even if in camcst 
or in jest, Howclls's narne was invoked. To somc, Maggie ,,as realistic 
bccausc it offered "instantaneous litcrary photographs of slum life," ,ii to 
others it ,,as lcss so becausc it grossly exaggerated what was unplcasant 
about Nc,v York slum lifc; to others stilL it had littlc to do \\Îth realism, 
bccausc ''thcrc is nat a gleam of sunshinc in the wholc book." ,,ii The tao 
heavy oppressiveness of the environment on thc onc hand, and Maggie's 
giving in to it so smoothly, on the othcr, made of Cranc's novei but a poor 
iliustration of what realism was understood to bc. 

Though comparisons \\ith Zoia were not missing in the nincties-­
later Flaubert's Madame Bovary will more consistcntly supply the French 
point of reference-it ,vili take some time for Crane·s novei tobe reiegated 
to the province of naturalism that was being mapped out in the 1890s 
according to subscquent divisions and labellings. Thcre was evidence that 
he had read the French \\TÎters in translation, and, consequentl~·, the relation 
in which he stood to them gained in interest. However, Crane 's favourite 
was neither Zoia, nor Flaubert, but Maupassant ,vho apparently intluenced 
his choice of the fonn of the short novei or novella .. or, much more Iikely 
reinforced his attraction for it, as the fictional fonn had been at home in 
America for some time. (See Howells's plea for it in thc previous chapter.) 
As already mentioned, impressionism will claim Maggie too. In fact, 
attempts along these lines were madc as soon as the second edition came 
out. (It is true, they were stimulated by Crane's other works, especially 
The Red Badge of Courage, which had appeared in the meantime.) The 
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rcviewer who appreciated the book to bc more "impressionistic than real" 
was obviously in disagreement with Crane's version ofrealism demanding 
that the writer should be true to his impressions. But his remark that "the 
cssential figure is the least delineated" bears out from another perspective 
thc point made in this chapter. Maggie is, in the jargon implying a certain 
notion of charactcr, "the least delineated," xi" becausc there is not much in 
hcr to call for delineation. Innately disposed to human s~mpathy, she is 
nonetheless denied a seif ofher o"n. She exists by virtue ofthe impressions 
macle by hcr environment and ends by being suppressed altogether: a seif 
too precarious and dependent on othcrs not to deny her the force to fight 
back the violence surrounding her and thus to make her survival possible. 

* 

A universe consumed by "flarnes of umeasoning rage." 
No discussion ofMaggie can ignore the world of which she was a product. 
Besides, the Bowery in Crane's novei is a space too richly informed with 
significance not to claim promincncc among fictional cityscapes that were 
shortly to proliferate as the attention of American writers was increasingly 
drawn to town life and the kind of success (or failure) it was having in 
storc for the individual. 

Ali in all a human environmcnt par excellence, the Bowery in 
Maggie: A Gir/ of the Streets is mapped out according to the nceds it 
presumably serves to meet. The tcnement house where the Johnsons have 
thcir home, thc places of entertainmcnt to which Maggie is introduced, the 
facto~- where she works for a period, the saloon, and connecting them all, 
the street, are each contained within its boundaries. None ofthese spaces is 
completely cut offfrom the others, or from the fashionable New York. On 
a larger scale, the street is a link to both downtO\vTI and the river. 

lt can be further noted that in the Bowe~· the traditional boundary 
betwcen domestic and common, private and public, can be maintained only 
at a high cost. This is an effect of the far greater clai~ that the commonly 
shared space makes on the individual. It is between ,vork-an activi~· that 
brings individuals under the same roof-and the theatre or the saloon that 
the inhabitants ofthe Bowery divide their time. ln a more important sense, 
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the loss of private ground is something to ,vhich Bowcry lifc in general is 
conducive. Thc tenement house is no doubt mast expressive in this respect 
Each of the dozens of families dwelling in it has its O\\·TI rooms and, 
apparently, its privacy is assured, but the proximity ofthe neighbours and 
the space they have in common use make a poor protection against intrusion. 
Making up a regular, though not always visiblc, audiencc to cvcry domestic 
scene, the little community gratifies its instincts by voyeuristically indulging 
in the violence unleashed, their spectatorship further stimulahng the 
performers: which does nat in the Ieast hinder it from acting as a forrnidablc 
repressive force in the namc of.pattems of behavior held in respect by its 
inherited cui ture. lt is the group man or rather the group \\'Oman that imparts 
its attributcs to the building and makes it appear both multitude and onc 
singlc human body: 

( ... ) from a careening building, a dozen gruesomc doonrnys gaye up 
loads ofbabies to thc strcet and thc guttcr. A wind of early autumn raised 
yellow dust from the cobbles and s,,·irled it against a hundrcd windo\\s. 
Long ~treamers of garments fluttcred from firc-cscapes. ln all unhandy 
places therc ''"ere buckets, brooms, rags, and bottles. ln the street infants 
played or fought with other infants or sat stupidly in thc way ofyehicles. 
Fonnidable womcn ,vith uncombed hair and disordered drcss, gossiped 
while leaning on railings. or screarned in frantic quarrcls. Withered 
persons in curious postures of submission to something. sal smoking 
pipes in obscure corners. A thousand odours of cooking food came forth 
to the.street. The building quivercd ,ind cr~aked from the \\cight of 
humanity stamping about in its bowells." , _, , . 

As the activitiesthat help define the tenement house are all connected with 
Maggie 's mother, her immense body may well appear as ah image suggestive 
of the building itself. 

That a place of one's own is hard to find, the Johnson children have 
been trained to accept from an early age. They know that privacy for them 
is the shelter they might take either under the table v,hen very young or like 
their molested father in the corner of the room--the border of a space that is 
thus denied to them, but which nonetheless keeps them helplessly exposed 
to the violence perpetuated within the faur walls. Fighting his mother while 
still a kid, Jimmie, an urchin is "tossed" to "a corner, where he lirilply lay 
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wceping" (I 00); somc time later "in one corner of the room his father 's 
limp body hung across the seat of a chair" (103). As for Maggie, it is 
compassion for her brother 's condition that drives her to the corner: "She 
grasped the urchin's amin her little trembling hands and they huddled in a 
corner" ( I 03). 

lf the "'corner" implies pressure that can hardly bc rcsisted, the 
"door" is put to fur more uses, which explains its exceedingly high incidence 
in the text. It is not only a connector between two self-contained spaces, 
the little segment where the . boundary is abolished. The door brings the 
outside in and with it the promise of change, a possibility to transgress 
what is felt as too narrow a confinement. "The door opened and Pete 
appearcd" (115): the import of this matter-of-fact statement is brought up 
a little further do,,11 in the text when Maggie's absorption with the doors is 
given particular emphasis. Three weeks after "the ~oor opened and Pete 
appeared," Maggie abandoncd in the "hilarious hali"""; (122)-Pete having 
disappeared with "the woman of brilliance and audacity" apparently for a 
short walk--"was watching the doors" ( 125 ), "was paying no attention, 
being intent upon the doors" (125), '\vas still staring at the doors" (125). 
The intensity of her concentration "on the doors" bespeaks no doubt her 
attachment or rather her dependence on Pete, and at the same time 
anticipates a reversal in her relation to the object of her preoccupation. 
Back in the tenement house only to be driven out by her mother and 
Jimmie, it is she vvho attracts now the attention of "the doors": "As the 
girl passed down through the hali, shc went before open doors framing 
more eyes strangely microscopic, and sending broad beams of inquisitive 
light Îrito the darkness of her path;" "the crowd at the door fell back 
precipitately" (127). Facilitating access to various points in the space of 
the novei, the door also acts as barrier, as ifthe boundary, once reinstated, 
receives additional authority and becomes impossible to cross. So is the 
door Pete "slammed" "furiously" a<, an extra retort to Maggie's question: 
''But where kin Igo?" (128). 

Doors in the Bowery are often invested with unusi.iaJ power over 
hllhlan beings, an instance of a metaphorical stratcgy greatly favoun:d by 
Crane, bere working to express the strong grip which the envirotunent has 
upon the individual. In Dickensian fashion, the "dozen gruesome doorways 
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gave up loads of babies to the strcet and the gutter." Extended to very 
young childrcn, "loads of," normally used with inanimate objects, conveys 
the passivity and inertness to which human beings have been condemned 
from their earliest age. Reinforcing the analogy between buildings and 
bodies, the door appears tobe "an open mouth" no less powerful to change 
the course of human lives: ''the open mouth of a saloon called seductively 
to passengers to enter and annihilatc sorrow or create rage" ( 117). James 
Nagel has noted the occurrence of the same image in Georges Mother a 
novei also laid in the Bowt:ry where Jimmie and Maggie brought to life 
once more recede, however, to the background. Taking stock of the more 
suggestive, though related, image in "An Experiment in Misery" of the 
doors of the saloon and their "ravenous lips," Nagel who is otherwise 
tcmptcd to lay much storc by Crane's impressionism at the expense of his 
naturalism is forced all the same to observe that what the image suggests is 
"that the environment kills and devours human bcings." "'i 

* 
Perhaps nothing distinguishes the Bowery better than violence and 

its manifestations. It is all encompassing despite appearances to the contrary, 
and affects humans and things at their very core. "Conflict as Condition" 
is the titlc of the chapter devoted to Maggie in David Halliburton 's book 
The Color of he Sky. as well as the first of the headings under which the 
novei is analysed. His statement that "the series of fights in the first pairs 
of chaptcrs demonstrates the sheer incrtia of the violence unleashed (in 
Crane's view) 1,rithin the Bowery by the Bowery" is fully borne out by the 
fights in the opening part ofthe book_x,iii Apparently, with the exception of 
Tommie \\'ho is too young tobe taken into account, all the other characters 
are agents of violence. After Jimmie's battle with the urchins ofthe Devil's 
Row, an impressive amount of energy is consumed by the mother in the 
thrash she gives Jimmie to be shortly followed by the scuffle with her 
husband. As for Maggie, for the most part the recipient of Jimmie's cuffs, 
she too causes physical discomfort to Tommie by dragging him against his 
will. Although violence as its most intense is to be found in the tenement 
house and especially in the domestic ambience of the Johnsons; it can hard.ly 
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bc confined to thosc prcmises alone. [t manifests itself on a far larger scale 
that can ultimately be identified ,vith the entire space of the novei; and-the 
point needs special emphasis--though it is displayed by the humans, the 
objects have their share init too. The universe inMagg1e is one of permanent 
collision: human bodies clash with each other andget covered with brnises; 
on the other hand, things are dislocated or, when not heavy enough, brokeo 
ioto splinters; thc "chaotic mass of debris," "shreds," and "clatteriog 
fragmeots" are the periodic effects of this ever-reoewed process of 
disiotegration. Defioitely there is nothiog striking in this aspect of the room 
as Maggie takes it io: ''the usual upheaval ·of the tables and chairs had 
taken place. Crockery was strcwo broadcast in fragmeots. The stove had 
beeo disturbed oo its legs, and oow leaned idiotically to one side. A pai! 
had been upset and water spread in all directions" ( 114-15). lt is worthy 
of note that dse,\'herc in the Bowery, things scarcely submit to different 
impulses. Order and "geometrica! accuracy" (117) scem to reign in thc 
saloon where Pete works as a bartender. However, the scene does nat take 
long to tune itsclf to thc more general la,vs governing Crane's universe: 
'·the place had hcretofore appeared free of things to throw, but suddenly 
glasses and bottles wcnt singing through thc air. They were thrown point­
blank at bobbing heads. The pyramids of shimmeriog glasses, that had 
ncvcr beeo dishirbed, chaoged to cascades as heavy bottles were flung ioto 
them. Mirrors splintercd to nothing" (119). 

Likewise, the bodies severely colliding with cach other often change 
their look taking on a crimson hue as bruises and blotches multiply on the 
skin. Much has been written on Crane's use of"yellow." a colour which is 
by no means absent or insignificant in Maggie. However, if note is taken 
of the recurrence of blood imagery, rt:d appears tobe equally competitive. 
Mast of the characters arc mere bodies dripping blood: ''Blood was dripping 
from a cut in his head" (97); '·Biood was bubbling over his chin and dm\on 
upon his ragged shirt" (98); "Blood stood upon his bruises an his knotty 
forearms where they had scraped against the floor on the walls in the scuffie" 
( 114 ); "Blows lefi crimson blotches upon the pale skin" ( 119); ''their blood­
coloured fists whirk:d" ( 119). The series is far from cxhausted. 

As can be seen from the last cxarnple, the swiftness of the bodily 
movements also adds to tht, impression created by the objects in rapid 
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motion, that the characteristic condition ofthe Bowery is that of a vertigo. 
What may pass for repase in this uni verse is only a state of sheer exhaustion. 
As long as there is energy, there is violence leading to disintegration and 
chaos. That the postures in which the Johnsons mast often find themselves 
are lying asleep on the floor or reeling indicate, of course, an animal-like 
insensitivity altcrnating with utter confusion and dizziness, the relcvancc 
of which is not to be limited to moral life, but dra\\'n aut to include the 
human condition as a whole. We may do well to point aut that it is nat only 
chromatically-as mentioned above-but aurally tao, that violent disordcr 
gains in intcnsity reaching a point that invitcs comparison with twcnticth 
centu~· heterotopias. In more senses than one, Crane's Bowe~· is a roaring 
uni verse. A varieh ofnoises contributes to the overall effcct: the collis1ons 
of humans and objects, the especially son6rous forrns assumed by human 
utterance: "roaring'' and "howling," "yelling," and '·screaming," to which 
one should add thc sound of the stage often accompanied by "the hcavy 
rumb le of booted feet thumping the floor'' (l l I), "the turrnoil and tumblc" 
( 104) of thc street and thc "whirl of noises and odours"(l l l) in thc collar­
and-cuff cstablishment whcre Maggie works for a \\·hilc. 

It gocs without saying that a univcrse in which so many elements 
concur to rcnder it so little habitable cannot offer too many choices for thc 
individual. However, the impression it makes is, apart from inadequacy, 
that of a hellish quality that distorts thc human and condemns him to thc 
"flames of unreasoning rage" (114). David Halliburton is much to thc 
point \Yhen he writes that "the ve~- assertiveness of Crane's colors, thcir 
high pitch of emotional intensity, make his slum novel read at times likc a 
nightmare or a hallucination_"xix If to havc a nightmare or a hallucination 
is to be a little in hell too, then thcre is some good reason to consider 
Cranc's Bowe~· a late nineteenth centu~· version of hell. ln fact, Father 
speaks of his home as "reg'lar living hell" (102). His remark finds support 
in a set of suggestions that seem expressly meant for such a reinforcement. 
Prominent among them are the recurrent qualifiers "lu rid" and "gruesome" 
associated as they are onc with the doors of the tenement house and the 
other with Jirnmie, with "the altercation" of husband and wife, with the 
Mother's face and Pete's glance, as well as the image of the "writhing" 
bodies: Jimmie's "body was writhing in the delivery of"oaths" (97) "thc 
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mother writhed in an uneasy slumber" ( 103 ), "the gir I cast a glance about 
the room filled with a chaotic mass of debris and at the writhing body of 
her mother's" (115), Jimmie "threw aut his lefi hand and writhed his 
fingers about her middle arm" ( 114). It is \\'orth pointing aut along the 
same lines that the expression of the face emphatically brought into focus 
at the expcnse of portrait details rcenacts the convulsions and contortions 
of thc body. Apart from the "chronic sneer" that Pete and Jimmie have 
most obviously in common, a grin which is "wide dirty" when not "ghoul­
like" ( 119) renders their faces almost interchangeable. That human face~ 
tend to become grimaccs and cvince associations with hell is also the effect 
of the clownish number of thc singcr who "made his face into fantastic 
grimaccs until he looked like a devii on a Japanese kite" (111 ). Often bringing 
it in the lime light, Bowery shows have no doubt their role in defining the 
space of the novei. 

Before considering it, lct us make sure that the implications of what 
has bccnsaid so far about Maggie's mother and her relation to the Bowery 
havc been carried to their conclusion. The large woman, a lifeless body 
whcn nat violently destructive, belongs to the place in a more intimate way 
than any other charactcr. She emanates from it, Jet it be said, forcefully 
mastcring it in retum. The analogy already mentioned between her and the 
lenement house works to the same effect. Her "dishevelled" ( 106), "tangled" 
(103, 115), "tossing" (109) hair, and "the rollingglare" of"hereyes" (113) 
further qualify it for hcr dominant position in the infernal world, as does 
for that matter '"the drunken heat" of her burning brain. The <lance of the 
street urchins as they "hoot and yell and jeer" -- "a wide dirty grin sprea9 
ovcr each face" ( 113)--is suggestive ofa devil's ,vorship. There is of course 
truth in her calling Maggie "d'devil's O\'.n child" (116), which makes the 
imprecation sound all the more ironica!. 

Mention has already been made that the Bowery space takes some 
of its characteristic features from the shows supplying a variet_y of 
entertainment of which Pete and especially Maggie appear to be constant 
watchers. These places are easily assimilated to the more general 
atmosphere, their chromatic and sounds rendering them almost 
indistinguishable from either the tenement house or the collar-and-cuff 
facto~·- Still, they have their o,vn suggestions to make, and we might do 
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well to heed them too. There is first the repcated allusîon to imitation as 
regards both interior and repertoire: the impression of opulence is maintained 
through fake effects, and parody makes its way in the actors 'play, as whcn 
a dancer delights the audience by imîtating "those grotesque attitudes which 
were at the time popular among the dancers in the theatres uptown" ( 11 O). 

According to David Hallibmton thcatricality as he calls the cffcct 
associated with the stage and, more generaliy, with entertainment is closely 
related to demonism-a strain to which, in the wake of Dickens, Balzac 
and Poe, some ofCrane's contemporaries such as Frank Norris and Ambrase 
Bierce were dra,,n. In Halliburton's vie,v, the theatricality in Maggie 
"leaning now tem-ard melodrama, now toward the grotcsque, expresses a 
tcnsion bet\Yeen irreconcilable forccs."-' ln melodrama it takes thc form of 
open opposition, in the grotesque it is controlled combustion." lt is important 
to underline howcvcr that if thc grotesque offered to the onlookers for thc 
sake of amuscmcnt such as the rows of frcaks in the dime muscum, îs 
somcho\\· in tune with the grotesqucries exhibitcd by thc characters 
thcmsclves, lending Maggie's world as a whole the characteristic of 
appcaringfewfit!, quasicomic, and wondrous--to stick to thc tenns in ,, hich 
Halliburton defincs the grotesqucxx;_·_melodrama on the other hand is put to 
a different usc. 

For one thing what is happening on the stage, whîle havîng 
rcsemblance to "real'' life-the roles of the hero and thc heroine havc their 
counterparts in thc audience-, evolves along lines which are the very oh verse 
of the course taken by the characters. Maggie's story and her relationship 
to Pete is a complete reversal of melodrama. Apart from a different 
distribution of virtue and vice in their lives, as in the lives of the other 
spectators, generally speaking, their solution to the conflict, if one can 
speak of a conflict, reflects ironically on the play. Another point of interest 
is supplied by the response of the audience. It is mast likely that the scene 
was meant to be a parody not only of melodrama, but also of its impact, 
which at the time counted quite heavily in American culture. Nevertheless, 
it îs quite clear from the attitude of the Bowery consurners that the appeal 
of melodrama, though apparently a target of ridicule, sheds a good deal of 
light on both human nature and the environment. One may even detect a 
suggestion that there is a care in every human being where moral distinctions 
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can still be made and the forces of good prevail, or as William James 
would havc us bclieve, there is a spiritual seif in each ofus, even if it is stil! 
in an embryonic stage. For otherwise how could "unmistakably bad man" 
evince "an apparently sincere admiration for virtue?" ( 113) It seems t:hat 
the impulse towards identification with the hero and heroine on the stage 
has its abode in a psychological need, but thc sociologica! factor is not to 
bc disregardcd either: "the loud gallery was overwhelmingly with the 
unfortunate and the oppressed ( ... ). They sought out the painted misery 
and hugged it as akin" (I 13). 

The Betrayal of Clothes. The question pressing for an answer 
in thc cnsuing pages is about Maggie and can be framcd as follows: is it 
possible for her to foster a seif of hcr mm being confined as she is to the 
Bowerv world? 

The traditional view, more generally accepted, that holds the 
environmcnt responsible for Maggie'sjoining "the painted cohorts" (129) 
and ultimately for her death has not remained unchallenged. James Nagel 
for one lays far lesser stress on the pressure ofthe economic factor and the 
power of heredity and this, bccause, as mentioned earlier, he is especially 
conccrncd with proving that Crane should be link.ed ,vith impressionism 
rather than \\'ith naturalism. If Maggie continues to be a victim, it is her 
distorted vision of things and peoplc that makes her so, rather tha.n the 
slum in which she lives. Such a reading compels Nagel to take issue with 
Crane himself. The inscription thc latter wrote on severa! copies of the 
book which he presented to, among others, Hamlin Garland, is quite 
emphatic on the shaping role of the environment: "it is inevitable," he warned 
bis friends, "that you will be greatly shocked by this book but continue 
picase with all possible courage to the end. For it tries to show that 
environment is a tremendous thing in the world and frequently shapes lives 
regardless. If one proves that theory one makes room in Heaven for all 
sorts of souls (notably an occasional street girl) who are not confidently 
expected tobe there by many excellent people." x.xii It goes without saying 
that the critic has no difficulty in disregarding Crane's brief comment on 
his own book. After all, a well-kno\\11 lesson of the "intentional fallacy" 
discreetly echoed by Nagel is to keep the work distinct from whatever the 
author bas to say about it. 
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Shifting the responsibility on to Maggie herself, that is, to her 
disposition to take thc world for what it is not, Nagel is accordingly less 
inclined to lay the blame on "societal pressures. '": For him, Maggie's 
coinpassion and innocence show her to be different from the world around 
her. Had she been detennined by hcredity and errv,ifonment-his argument 
runs-shc should havc rcsembled her mother. (Why nothcr fathe(,vho likc 
Maggie herself is successfully pushed to a corner?) The contrast in which 
Maggie stands to Nell, "the woman ofbrilliance arid audacity" with whom 
she shares her environment and lover, also pleads, in Nagel's opinion, in 
favour of a reading that does not make a point in specifically taking the 
environment to task. This is not exactly tenable either. To judge Maggie by 
Nell 's standards is to acknowlcdge callousness as not only the right moral 
responsc to the world, but also as a way of survival, to endorse, in other 
words, the la\\ of thc fittest, the other pole round which gravitates the 
interest of thc naturalist writer in America. 

It appears obvious that as part of the world of thc Bowery, as this 
emcrgcs from Crane's novei, neither Maggic, nor any other character can 
bc approached independently ofit. Any estimate of Maggie's freedom 
should start therefore by taking into account the choiccs she has before 
her. Her identity or rather her chances to develop one, is largely a matter 
ofthe course(s) she can adopt and this in turn can hardly be divorced from 
her response to the world. Two are in my view the ways in which thc 
characters in the Bowery can relate themselves to their world: defiancc 
and apparent submission. It is tempting to imagine that if they had been 
granted the vision oftheir author, they might havc asked the same question 
as Matthev,' Arnold: 

1s there no life, but thesc atone . 
Madman or slave, must man be one? xxiii 

As can be easily inferred, of the two attitudes, it is defiance to which 
the characters are more irresistibly drawn. The destructive impulse, so 
active in the Bciwery/can be hardly distinguished from the sense developed 
in early childhood that despite its aggressiveness or rather because · of it, 
one should look do""11 upon the world and never doubt his superiori~·­
This brand of nihilism leading to thc hypertrophy of the ego, finds a more 
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permanent expression in the "chronic" or "'cholţric" sneer. Pete's 
distinctive mark in the beginning, it is reduplicated in due timc by J immic. 
They both ~h;illenge the world in its own terms, t.ţiat is, by challenging 
each other, and this act, which is another tcrm for ,fi.gl;iting,. is not only the 
kgitimization of their morals, but also their raison,d 'etre. Dţ:fiance alone 
cndows thcm-in their own cycs---with a frightcning stature: "lhsrc was 
nothing in space which could appal" ( 107) P~te: as for Jimmie, "he was 
afraid of nothing" ( I 04). 

Apart from the fighting disposition they have in common, the motives 
bchind their behaviour are not always the sarne. Pete is in a larger measure 
dominated by his instinct for power. Hence bis fascination \\ith the spectacle 
offighting, whcther of monkeys or kids, and bis admiration for the winner. 
His intercst in such demonstrations-entertainmcnt as a rule leaves him 
passivc and indifferent---prefigures the penchant of Drciser 's characters 
to identif\ with thc survivors of strugglcs in \Yhich the weak are literally 
dcvoured. On the othcr hand, an e.xceedingly strong sense of honour 
appcars to motivate Jimmie. It îs truc, this is not to be associated ,,ith 
Jimmie alonc. As John J. Conder makcs a point of stressing, generally 
in Cranc's world, "the biologica! instinct to survive (as in "The Open 
Boaf') is coupled \\ ith ''a psychological instinct for self-esteem." "This 
latter instinct," he expia ins, '"is a natural corolla1; ofthe biologica! instinct 
for survival, the social dimcnsion of the physical." "" ln Maggie, this 
instinct for seif estecm is at ,rnrk on a large scale too. Maggie ·s mother 
îs not lacking init either. By assuming în her case the forn1 of respectabili~­
that otherwise clashes so violently with her behaviour it becomes a major 
source of irom· in the novei. 

The demands of respectahility have their say with respect to J immie 
too. He does not take long to dismiss the thought that his sister "would 
have been more firmly good had she better kno,,n how" ( 122) and to side 
with his mother in driving her away from home. The sense of sclf-esteem 
is, however, far stronger in him than in all the other characters including 
Pete, and often enough it is to be found behind his acts of defiance. Thus 
his inconclusive fight with Pete to avenge Maggie's ill reputation reiterates 
the opening scene when he, then an urchin, is fighting desperately for the 
honour of Rum Alley. But even when it is not particularly challengcd, his 
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sclf-esteem is in need of gratification. As only defiance can give it ful[ 
satisfaction, it is to be regarded as more than a gcsture: it is rather an 
existential condition in one of its most constant manifestations. 

lt seems worth making the point that Thorstein Veblen 's views on 
the force of respectability (what he calls "reputability") mentioned in an 
carlier conncction can be easily brought to bcar on thc Bowery charactcrs. 
Thus the cade at work in late nineteenth centul}· that invested self-estcem 
and seif-respect with absolute value ,,as as much of those at the bottom as 
itwas ofthose at the top. Besides, as the fonner wcre pronc to imitate thc 
next higher stratum, they felt it their duty to convince that they were in 
eamcst and thcir loyalty to the ethical nom1s had real mcaning for them. 
They could do that by acting in the "right" way, or by keeping the topic of 
"right" and "wrong" alive in their talk; which is precisely what Maggie's 
mother does. 

But Vcblcn 's book of 1899 might be brought to bear on the fictional 
Bowery in other respects tao. Dealing \\ith the duci as a lcisure-class 
institution, he comments that in modem societies, such as was American 
society at the tai! end of the nineteenth century, two categories of people 
resorted to fighting as a means for settling disputcs: ccrtain leisurc class 
members, such as naval and militai}· officers, and lower class ddinqucnts. 
With both of them self-esteem \\as the supreme value, and with both of 
thcm the recourse to blows was 'lhe universal solvent of differences of 
opinion.""' Just as the duel was grounded in a cade ofhonour, so fighting 
was the only way in which the rowdy could assert their good repute. 

* 
Unlike Pete and Jimmie, nat to mention her mother, Maggie '·opts" 

for submission, the only other course that is open to her. Nat aggressive, 
she can be only obedient. It may be even tempting to jump to the conclusion 
that her untimely death was due to her constitutional inabili~- to fight back 
the world that repeatedly pushed her to the corner. Her being different 
from the rest is well brought into view: "The gir!, Maggie, blossomed in 
a mud-puddle. She grew to bea most rare and wonderful production of a 
tenement district, a pre~' gir!. None ofthe dirt of Rum Alley seemed tobe 
in her veins" (105-106). The passage is a portrait--Maggie's-. as well as 
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an implicit criticai comment (on the Bowery). ln being so rare a sight, her 
good looks reflect back on slum lifo. espccially on its adversity to prettiness. 
J-kr purity suggested by the absence of the Rum Allcy dirt in her veins 
--though the absence in question is a matter of appearance rather than fact­
is nonetheless in full harmony ,vith her good instincts: abhorrence of violence 
and compassion for its victims. 

But is Maggie a repository of good qualities alone to be crushed by 
an environment thoroughly inimica! to them? Is she a mere innocent victim? 
There is no doubt that she is suppressed by her world either by an act of 
suicide which shc is pushed to comrnit_ or, as ,ve shall sec further do1,1,11, by 
sheer murder. lt is nonethclcss worth pointing aut that her horrible end is 
as much a resuit of her sharing in her culture and taking for granted some 
of its "valucs." Her response to thc world and closely connected with it the 
kind of seif she devclops from the embryo in which human sympathy has a 
prominent place, can in no \Yay be kcpt apart from what the Bo"ery is. 
What nccds to be stressed in my view is that regardless of the pressurc thc 
Bowcry is exerting on her through her poverty and thc norms of 
rcspcctability to which hcr family givc such a public and noisy allegiancc, 
her world is no lcss a shaping force by acting on her libido and giving it 
whatever substance it is capable of acquiring in ways that arc not so casy 
to define 

Although she is not the only character who functions as "register," 
Maggie often supplies a point of vicw from which the Bowery is seen and­
in a vcry simplistic fashion-evaluated. It is perhaps more to the point to 
spcak ofhcr response as desirc rather thanjudgment however rudimenta~· 
the latter can be qualified. Maggie rclates to the world by way of desire 
and this in turn tclls on the seif she becomes. lt is of course relevant that 
1,1,hat she desires are clothes. Deprived of them--in her earlier stance she is 
the '·ragged girl"-it is of course natural that Maggie should project her 
dcsire on such things. At the same time clothes attract her attention as a 
symbol of status, her case presenting itself as a solid endorsement ofVeblen 's 
views in the chapter discussed above. If she is so deeply impressed by 
Pete, that is partly due to his ·'wardrobe," which to ber appears to be 
"prodigious." She does not fail to respond to "the fascinating innovations 
în his apparel" ( 108), which he, by the way, barcly falls short of displayi.ng: 
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"He spent a few moments in flourishing his clothes, and then vanishcd 
without having glanced at the lambresquin" (I 08). For Maggic clothes 
have a magic power. Having become Pete 's mistress, they give her thc 
reassurance she needs: "She contemplated Pete's man-subduing eyes and 
noted that wealth and prosperity were indicated by his clothes" ( 120) Thc 
kind of awareness that Maggie develops also supplies her with a standard 
by , vhich shc estimates her relation to others. Maste ring the means and art 
of dressing we!L N cil imposes on her promptly, some time before she realizcs 
how intimate the well-dressed woman is with Pete. It should be likewisc 
noted that Maggie's aspirations and thinking--whatever amount she is 
capable of-cannot be divorced from the glamorous lights ofthe theatre. As 
the place where cos!umes are displaycd-she is obviously preoccupicd ,,ith 
them, often estimating them in tcrms of money--and where thc melodrama 
types emerge so appealing as to havc all thcir audicnce under their speli, 
thc stage appears as the focus par excel!enc:e on which the young ,voman 's 
desire is more and more boldly projected. When capable of distancing herself 
from the characters with whom, like the rest of the spectators, she could 
nat.help identifying herself, Maggic is stimulated to think that is, she 
contemplates the possibility of acquiring "the cultu re and refinemcnt shc 
had seen imitated" (113). 

A point not tobe missed is that what forther attracts Maggie to Pete.: 
is the extraordina~ strength which she thinks he possesses. He appears to 
her not only wealthy and prosperous judging by his clothes, but alsa 
thoroughly able to control and dominate the Bowery with its own weapons. 
Thc apparent contcmpt in \\·hich he holds aggressiveness and violence is 
above all a sign of his superiority in these matters, in other words, an 
irrefutable evidence of his power; and to this, Maggie is not in the least 
indifferent: "Here was a fonnidable man who disdained the strength of a 
world full of fists. Here was one who had contempt for brass-clothed power: 
one whose knuckles could ring defiantly against the granite of law. He 
was a knight" (108). Undoubtedly, Maggie's image of Pete is highly 
idealized, a good example of how distorted her vis ion ~f the world can be. 
(Read with Veblen in mind, on the other hand, the above passage might 
strikc one as meaningful Î.11 a different sensc.) 
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However, a question can hardly be suppressed: why does Maggie 
idealize Pete in these terms? Why docs she make so much of his strength 
and the attitude of defiance it presumably inspired? The answer, in my 
view, is most likely to have sorne bearing on the terms in which Maggie ·s 
own seif can be defined at this point In the golden ring she casts round 
Petc's face-to her, he "loorned likc a golden sun" (112)-·· there is a good 
deal of self-projection. Not that Maggie wants power for herself. She is 
far from entertaining such a thought, just as she is wholly unaware that her 
imagc of Pete is in any way distorted. What she projects on him is a desire 
of \\'hich she is also wholly unaware to invest him with the attributes of 
powcr. Instinctively, shc knows that as long as she matters to him, she can 
share in them. Hence her increasing concern with his feeling for her, and 
hcr increasing dcpendence on him. Shortly after shc had become his mistress, 
"thc air of spaniel-likc dependence had been magnified" ( 123). This 
cxplains why even at its best, her relation to Pete is not in thc lcast 
stimulating as far as the prospect of developing a seif of hcr own is 
conccrncd. Transferring her desire on to him, Maggie can get a seif only 
if bv one gesturc or another he acknowledges his interest in hcr. Except 
for such an act of validation she is lifoless, rcduccd more and more visibly 
to the status of object. Crane's usc of passive voi ce in connection with 
hcr is no doubt suggcstive in this respect. When he "-rites that "•from her 
cycs had been plucked all look of self-reliance" (120), the responsibility 
for this dcprivation that is bound to deeply affect her sense of her mm 
seif is placed on some force other than Maggie. 

Submission which Maggie has chosen "is a fonn of irnprisonrnent" 
that will empty her of any desire to assert her selfhood. She becomes a 
mere body to be used, and then a corpse to be "plucked" fonn the river. 
The transition from one condition to the other is quite smooth, and it would 
almost pass unnoticed were it not for the chance it gives Maggie's mother 
to lament the death of her daughter. Thc amount of affection exhibited by 
the former and her consent, apparently under the pressure ofher neighbours. 
to forgive Maggie renders the scene nothing short of ~i1e grotesque. 

An idea is perhaps in nccd of further emphasis. Although in a sense 
the course Maggie takes is not apparcntly irnposed on he--after all it is she 
who makcs of Pete the butt of her projections and is thus responsible for 
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her distortcd vision (Nagel's reading)-in another, therc is no other coursc 
which she could possibly have taken. There is no other alternative for hcr, 
since in clear-cut opposition to her mother she is unable to defy the world 
by means of her fists. However, the lines along which she "evolves'' 
ultimately make hcr as much dependent an her body as her mother is, 
though, obviously, the use to ,vhich she puts it is differcnt. In this shc 
comes to rcscmble all the others who in carrying out their acts of defiance 
have only their bodies to rely upon. At the same timc we might do well not 
to overlook that her image of Pete, bound as it is with her o\\n desire, is 
alsa a product ofher cm~ronment. If Magie's imagc of the ,,arid is distorted, 
that can be in a Iarge measurc accounted for by her compulsory exposun: 
to what hcr culture has to offer her. As sho\\n above, her very desires arc 
subsîantiated by the Bowery. It is therefore hard to take issue with'R.W. 
Stallman 's statement cchoing Crane's om1 apprcciation of his novei that 
''the truc villain îs thc environmcnt that shapes the lives ofthe charactcrs:''"'' 
but environmcnt should by no means be reduced to the economic factor 
alone. În Maggie it exerts pressure on thc individual conditioning his 
rcsponse to the \\orld and ultimately his vision of it by a multitude of 
channcls and a largc network. of influcnces which arc not always easy to 
see for what they arc. By making the individual rcsponsive to his privation-­
clothes and physical strength in Maggie's case--thcy arouse dcsire which în 
turn binds him e,cn more to the shaping power which it simultaneously 
mcreases. 

Thcrc is one more thîng that shows that Maggie's relation to her 
environment is an~thing but simple. lf in thc long nm she is destroyed by 
her environment, tha1 happens not before onc ofher dcsires is fulfilled: she 
gets the beautiful clothes she so much admircd as a working girl. The last 
image we have of her îs that of a well-dressed young woman who is nat 
lacking in refincment either: "She hurried forward .. bending fonvard in 
her handsome cloal<, daintily lifting her skirts, and picking for her well­
shod feet the dryer spots upon the sidewalks" (129) 

1n view ofher prosperity, her death is bound to raise severa! questions. 
They have challenged Crane's critics of late, especially since the Crane 
edition of 1893 was brought into focus as a more reliable version. One 
passage in it is likely to place Maggie's end in a new light. This was lefi 
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out in thc 1893 edition and found its way back into the text as late as 1966 
\\'hcn Crane's own cdition was simultaneously restored to legitimacy by 
the two editors of Maggie mentioned above. lt was once more expunged 
apparently for aesthetic reasons from the edition issued by the University 
of Virginia, although this edition too used the text published by Crane in 
1893 Toc passage in question is a dcscription of the last man Maggie 
encounters on her way from the glittering avenues down the darker streets 
leading to the river. Her walk in search for a customer for the night takes 
her to three parts of the city in descending order of repute: in each of them 
he mcets three men \\"ho for one reason or another reject her. They also suit 
thcir surroundings, a corresponding decline in their quality being noticcable. 
According to Halliburton, Cranc's usc of trios is not accidental. Intent on 
bringing to light their role, the critic, obviously a lovcr of correspondenccs, 
point out three functions. The pattem of Maggie's life based on repetitiveness 
is thro,, n into relief and so is thc \\ orsening of her situations: they also 
'·contribute an aura of mystery or mysterious horror." xxvi, 

The crescendo of "mysterious horror" finds its climax in the last 
man· 

When almost to the riYer the girl saw a great figure. On going fonrnrd 
she perccin:d it to be a huge fat man în torn and greasy gannents. His 
gray hair straggled down o\"cr his forehead. His small, bleared eyes. 
sparkling from amidst great rolls of rect fat, swept eagerly over thc gir! 's 
upturned face. He laughed. his brown, disordered teeth glcaming under 
a grey, grizzled moustache from which beer-drops dripped. His ,vhole 
body gently quiyered and shook like that of a dead jelly fish. Chuckling 
and leering, he followed the girl of the crimson legions. x.-n,ii 

The passage does nat supply a clear explanation of Maggie's end. 
On the contra~·, while reinforcing the traditional reading that she committed 
suicide, it suggests some other ,vays in which she could have met her death. 
There îs further reason for her suicide in the repulsiveness of the man that 
could have been beyond her power to endure. At any rate her desperate 
gesture shows her to be at odds with her world, to say the least. There 
rcmains the possibility that to the end she preserved a core in her being 
\\h1.::rc tenderness and compassion continued to exist. ln this case the fat 
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man simply pushed her to a resolution which anyway had been long forced 
on her by the Iife she was leading. The other alternative which Halliburton 
îs tempted to accept seems tobe as tenable: Mfiggie's death was an act of 
murder, and the fat man ,vas responsible for it lt stands to reason that a 
murdered Maggie will alter our image ofhcr. 1n that case she is no Iess 
a vîctirn of her environment but her relation to it is some,vhat different. 
Such an end indicates that the pressure on Maggie was so heavy as to 
force her into a readjustment at the expense of her own seif Long before 
her death she had been shaped into a painted and well-dressed vacuity. 
She îs even worse than all the others; for reduced to exist by virtul) of her 
body she has no name attached to it Thc shaping or rathcr destructi\'e 
po\\er of thc cnvironrncnt is thus thro\\'n into baider relief: it not only 
distorts the îndividual's sense of himself and in so doing condemns him 
to perpetuai "unreasoning rage": far worsl), it may turn hirn into a big 
ernptiness. As Maggie's casc stands proof, it is thosc who "choosc" 
submission that are so suppressed. 
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7 

CASTING ASIDE A FICTITIOUS SELF: 
THE AWAKENING OF EDNA PONTELLIER 

New woman and mother of six. BY birth and cducation Kate 
Chopin belonged to Creole culture. Her father was lrish, it is tme, but his 
role in hcr upbringing ,,as apparently insignificant in comparison with the 
influcnce of thc ,rnmcn on thc maternal side, especially of her great 
grandmothcr: hcsides he dicd whcn Kate had not rcached yet the agc of 
fivc. Surviving with some difliculty in St. Louis, her native place, a town 
that on becoming thL: '·gateway to the WL:st," dre\\ in pcople from all over 
America, Creole culturc continued tobe at home in Louisiana. 

It \\as on her marriage in 1870 to Oscar Chopin, the son ofa ,,·calthy 
plantation o,,ner, that Kate O'Flahcrty came tobe fully exposed to it, first 
in Ne,, Orleans ,,·herc she lived for ninc ycars and then în Northwest 
Louisiana. (The move to the family plantation in this area was caused by 
Oscar Chopin's failurc in business.) When her· husband died, four years 
later, Kate Chopin, now tht.: mother of six children, retumed to St. Louis, 
Her \\Titing career would be associated with her native place. As the story.· 
goes, one ofher friends, Dr. Frederick Kolbenheyer, highl) impressed \\ith 
the literar) qualities of the letters she had sent him from Louisiana, insisted 
that she should try her hand at story telling, and, satisfied with the resuit, 
pressed her to find a publisher; which she shortly did by sending hcr stories 
aitematcly to Boston and New York and thus establishing connections with 
influential editors. 

It goes without saying that the different tradition to which she 
belonged should be wcll kept în view: her relation to contempora0-· writers 
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can be better grasped, and this in turn might highlight her options in matters 
of literary techniques and the overall effect they ,vere meant to serve. 
Understandably, the education she had in St. Louis-she attended there the 
Sacred Heart Academy-was Europe oriented and later her exposure to 
New Orleans Creole eulture, whose allegianee to the French tradition 
continued to be strong, mediated further contacts with French literaturc. 
Besides, she macle her own impressions of France and Paris whcn 
immcdiatcly after hcr marriage she spent severa) months in Europe. Kate 
Chopin's biographers associate this period with her "emancipation;" from 
now on her look and hobbies would be thosc of "the New Woman": "she 
smoked cigarettes publicly, "alked about alone, and drank beer; she learned 
to ro,y and got herself a sunburn." i Strolling about the tm,n alone would 
be a pastime she enjoycd all the more so as her frequent pregrrancy was to 
keep her indoors for long periods of timc. Some such pleasures arc not 
unknmrn to Eclna Pontcllier, the protagonist of her novei The Awakening, 
which encouragcs one to think that for Kate Chopin the\ really meant a 
good deal. Even whcn the family lived in Northwest Louisiana, shc had 
her ,rny in matters of drcss and dcportment an eccentricity that peoplc 
\Yho had knmm her had no difficulty in recalling. 

Along the same lines, Chopin's relation to Maupassant appears to 
havc been decisive in more than one way. lt is tempting to venturc the 
remark that Dr. Kolbenhcyer's encouragemcnt would havc had little effect, 
if she had not discovered Maupassant's ,uitings. Anyway, one can sec 
more of a coincidence in the fact that she published her first sto~· "Wiser 
than a God" ( 1889) a year after she had discovered the stories that were to 
impress her so deeply. Her response to them is most telling: 
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Here was life, not fiction; for where were the plots, the old fashioned 
mechanism and stage trap ping that in a vague, unthinki ng way I had fan ci cd 
were essential to the art of story making. Here was a man who had escaped 
from tradilion and authority, who had entered into himself and looked oul 
upon life through his own being and with his own eyes; and who, in a 
direct and simple way, told us what he saw ... I even like to think that he 
appeals to mc alone ... Someway I like to cherish the delusion that he has 
spoken to no one else so directly, so intimately as he does to rnc. ii 
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Her fascination with Maupassant was twofold: she was imprcssed 
with his "direct and simple way" of telling his stories, o~ his achievcment 
in point of narrative mcthod, which Henry James and Stephen Crane admired 
and thc latter emulated: also with his trust _in his own perceptions, something 
that Henry James deemed fit to question, not because he distrusted per~onal 
imprcssions or cxpcrience, but because the terms in which Maupassant 
valued them seemed to him dubious. Looking up to the French writer's 
craft, Crane too laid little stare by the former's interest in sexuality. For 
hcr part. Kate Chopin felt frec-upon reading Maupass~ryt-to confront thc 
issuc as. boldly as he did, little awarc at the time that coming to tcrms with 
fcmak sexuali~· was tao heavy a demand one could make on American 
culture. Chopin 's relation to the Frcnch writcr is bound to lay bare further 
faccts whcn note is takcn that she translated a numbcr of his stories and 
Edna Pontellier has invited comparison with the protagonists of Une Vie 
and .'·Reveil." (lt is not lacking in relevancc either that when having to 
change the title of her novei - originally it was called A So!itary Sau/ shc 
crentually chose The Awakening, \\'hose Maupassant ring is likcly not to 
be missed.) 

* 

"A world unto itself." Crcated frorri mcmory, Kate Chopin's 
fictional ,,arid has a historical counterpai:t în the Louisiana of the 1870s 
and the early 1880s of which she had direct knowledge. As recent culture­
oriented criticism has argued, she had a deep understanding of this section 
of American culture, the local colour elements so highly valued by her 
contemporaries being as a rule functional in a larger sense. It has become 
evident that apart from creating picturesque effects, they are suggesti ve of 
differences so great in comparison with American cultu re as a whole as to 
encourage one to speak of a cultural identi~· in their tenns alone. Perhaps 
the mast distinctive feature ofLouisiana was "the closed nature·df its social 
structures," iii a feature that is thrown into bold relief in Chopin 's stories 
and novels tao. Of course, the division in whites and blacks was part of the 
rough definition ofthis culture, as it was elsewhcre in the South, but here, 
unlih in other Southern States, a caste system prevailed: either division 
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was made up of smaller, racially and socially well-defined groups, cach 
having its place in the hierarchy. Thus whereas in the ladder-like social 
organization of the ,vhites, it was tradition that had the say-~the Creole 
plantation owners, descendants ofFrench and Spanish aristocrats, were at 
the top and thc rootless acadians at the bottom..:...in that ofthe biacks, on the 
other hand, the percentage of Negro blood automatically and irrevocably 
relegated the persan to thc category of Negro, sacatra, griffe, mulatto, 
quadroon, and octoroon. 

In Kate Chopin's fiction set for the most part in Northwest Louisiana 
and New Orleans, characters are easily idcntifiable in terms of their social 
and racial roles. It is truc, she was littlc concemed with the racial issue as 
such, and \\"hen she was, hcr attitude hardly differed from that ofher caste-; 
an exception is "Desiree's Baby," a moving story in which fcar of 
miscegenation, so terriblc during Kate Chopin's residence in Louisiana, 
leads to an act of cruelty: thc husband who comes to suspect his ,,ife of 
bcing part Negro and indirectly condemns hcr and his baby to death, finds 
out in the end that he alone is responsihle for the (self-)aecusing looks of 
his child. A more recurrcnt figure is thc Acadian who, when nat taking thc 
bold step to gratify his desires i11 the city only to expericncc bitter 
disillusionmcnt afternards, suffers from somc cxistential boredom duc to 
isolation or to a relationship that in a closcd community is bound to 
deteriorate sooncr or later, for one rcason or another. 

On the other hand, the refined Creole \\as likcly to appeal to Kate 
Chopin most forcefully, and indeed the \\Titing by which she is bcst kno,,n, 
The Awakening is thoroughly informed with Creole culture from which 
New Orleans in late nincteenth centu!}· took its most distinguishing note. 
As onc ofChopin's critics ,,rites, "New Orleans culture in the late nineteenth 
centu1y· constituted a world unto itself-a set of traditions, mores, and 
customs unlike any other in America."i, Even ifhisto1y· had told on some 
of its codes-liaisons with black women were now to be avoided as 
disreputable-the Creoles of New Orleans continued to set a high premium 
on refinement in social occasions and artistic taste. Having registered but 
few significant changes, the femalc code still evinced some differences 
when compared with other cultures in America, particularly with that of 
the Protestant South. It should be admitted though that they barely affected 
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women's basic position, but culturally they had their share of relevance. 
Thus, the demands that women's upbringing and education were called to 
meet were of a more markedly artistic nature without neglecting in the 
least the norms of conduct on which the modus vivendi of the lei sure class 
was based. (Littlc wonder then that Thorstein Veblen's book that came out 
the samc ycar as Kate Chopin's book has been brought to bear on it'.) But 
the code goveming New Orleans Creole women differed in other respects 
too. They were not denied participation in a lifc that could be described as 
characteristically hedonistic. Their indulgence in the senses with respect to 
cating, drinking, and drcssing could only invite contrast with Protestant 
\\omcn of similar social status who, like their husbands, made of asceticism 
thc ethical la\\ of thcir daily lifo. Married women enjoyed freedom in thcir 
relation ,,ith thc opposite sex, provided they did not go beyond the !imit 
that could cndangcr thc marriage tie. Necdless to say, neither their rcading, 
nor their talk \Yas subject to severe ccnsorship, and to a Protestant at least, 
a quitc extensive sphere of thcir social life had all the chanccs to show a 
dangcrously mislcading face. 

Contempt too could be read init, for conscious of their good manners 
and artistic superiori~·. the Creoles of New Orlcans, male and female alike, 
m:re generally tempted to look dO\rn on the "Americans." Apparently, '·to 
the refined Creole, thesc huntcrs and farmers" ("the backwoods 'Americans' 
who poured into this major port city with boatloads of timber, furs and 
tabacco") "seemed crude, dirty and socially backward, and although they 
came down the Mississippi from a variety of states, Kentuckians must 
have seemed particularly offcnsive, because the Creoles called all these 
outsiders "Kaintocks." vi 

* 
"A valuable piece of personal property." A gulf separates 

Edna Pontellier from Crane's Maggie. Few female characters in American 
literature can be, socially and intellectually, more widely apart than the 
New Orleans mÎddle class woman and the Bowery prostitute. A somewhat 
similar narrative technique associated with impressionism meant to bring 
into focus the character's response -- Maggie's in some sections ofCrane's 
novei and Edna's throughout the Awakening - renders it an even easier 

137 
https://biblioteca-digitala.ro / https://unibuc.ro



task to measure thc intense emotional and spiritual life of Chopin's 
protagonist and her contentious questioning against the narrow spherc 
containing Maggie's thought and feeling and passive acquiescencc. The 
contrast between the two can be hardly overrated. If the comparison is 
carried further orr, it may evince, true, an ever sharper discrepancy in 
a\vareness: Edna is increasingly absorbed in hcr attempt at self-dcfinition, 
\\hereas Maggie, having few notions about her relation to the world, nevcr 
seems to ask herself \\ho she is: at the same time, it may as well suggest 
that there is something disturbing about thc female sclthood as prescntcd 
and explored by Maggie and The Awakening respectively. This has to do 
\\·ith the emptiness covcred by the clothes Maggic covets and managcs to 
get in the end, \\'bich givcs her ,,hatever idcntity she possesses; and in a 
far greater measure witb Edna's ever-renewed self-exploration that lcads 
her to strip herself nakcd before hcr final pi unge into the Gulf of Mexico. 

In a sensc both Edna and Maggie have thc status of object, no mattcr 
ho\\ othern isc differcnt are the relations in \\'hich they exist. Whcn the 
narrator attributes to Leonce Pontcllier the convinction that his wifc was 
'·the sole objcct ofhis cxistence," ,;, the double mea.ning of the word ··objcct" 
giyes bim a,Yay. Edna may be his sole raison d 'etre. but the terms in which 
he understands it are perceived to be utterly reductive in respect to her. 
That he regards his \\ ife as a "valuable piece of personal propert)"' ( 20 I) 
is something tbat bis way of looking at ber bas already made clear. Sucb 
disclosures ironically teii on carlicr passages charging thcm with further 
revcaling po\\'er as concerns Edna's place in her household. A good 
ex.ample is supplied by the remarks on Mr. Pontellier's devotion to his 
home that has gained for him the renown of the best husband. They 
make it plain that his attachment to her cannot be disentangled too easily 
from his sense of 0\\11ership: "He greatly valued his possessions, chiefly 

,becaµse they were his, and derived genuine pleasure from contemplating 
,ii painting, a statuette, a rare Iace curtain-no ,matter what-after he had 
;b.ought it and placed it among his household gods" (259-60). "No matter 
w~at" might easily find a substitute in Edna as t~e reader familiar with 
.the wholc text does nat fail to grasp. . 
· , Edna's realization of the role that her husbruid wishes her to play 
m<,1.rks the beginning of her awakening; appropriately it manifests itself as 
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disobedience to his commands; outbursts of revolt shortly follow, directed 
symbolically at her wedding ring, the seal of union with her husband, as 
well as at the vase, an object not lacking in female associations. Her 
husband's reaction to her repeated acts of rebellion is worthy of note too. 
He does not retaliate by putting pressure on her, but does his best to conceal 
the widcning gap between Ecina and the role to ,vhich she had been plcdged. 
He not only resorts to a fiction, but acts it out, and in so doing has her play 
her role ~espite her taking a different course of action. "The fictitious seif' 
(269) she is trying to cast aside continues to chase her well maneuvered by 
hcr husband's fiction. But Edna's refusal to comply with her "dutics" has 
consequences that are bound to go beyond her household. Hcr gesture is 
subversive in a far larger sensc: it puts into jcopardy not only her domestic 
life, but thc gender role on which her culture is generally based. 

Having a t\\ofold allegiancc--to her parental Presb~terian Kentuky 
and to hcr New Orleans husband 's Catholic traditions-shc has alsa thc 
advantage of not being fully immersed in cithcr ofthese cultures. Not that 
the diffcrcnces betwecn thc two with respect to woman's role mattered in 
any significant way. Edna's father who "had been a Colonel in the 
Confederate am1y" (282) advises "authority. coercion" (287) in dealing 
with a wifo, apparently unaware that his son-in-lmv holds the same view. 
his disagrccment reforring only to the method-smooth, not bmtal---by which 
authority and coercion are tobe carried into effect. Yet, New Orleans Creole 
culture has its own particularities of gender behaviour which Edna as a 
partial outsider can observe with a certain detachment. There is also the 
risk for her nat to realize that some of these are matters of empty fonn 
only, of conventions publicly accepted on condition, of course, that they 
are not taken in eamest. Lave and adn1iration professed for married women 
by their male companions, or a certain tolerance of linguistic freedom in 
sexual matters are among the games played ,vith gusta by Creole society. 
ln the main, however, Edna's different background places her to some 
serious advantage as it secures for her a vantage point from where to take 
în and appreciate the world that has adopted her. 

The charactcr that irreproachably plays the role of the middie class 
woman is no doubt Adele Ratignolle. It is from her Creole friend that 
Edna's search for a seif ofher own takes her farther and farther awaY. As 
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has often bccn commented, in her domestic devotion, Actele meets the highest 
demands of the mothcr woman, thoroughly conforming to the notion of 
Southern womanhood. She is the epitome of supreme selflessncss having 
been wholl~- absorbed by the life of her children and husband. A scene of 
domestic harrnony observed by Edna shows her keenly interested in what 
he (her husband) said "laying down her fork the better to listen, chiming in, 
taking the words out of his mouth" (268). 

There is, however, another, deeper, sense in which her 
submissiveness is emblematic ofher culture. By surrendering her body to 
its lawful mmer-her husband-she has her sexuality protectcd, conforrning 
thereby to a requirement that concerns thc individual as much as thc group: 
for thc sexuality of the white man of a certain social standing was an issue 
of a far more general import. As a Chopin scholar makes a point of obscrving 
"the scxuality of upper-class white ,rnmcn-likc its reverse, their chastity­
constitutcd the visible and sacred prize of upper-class white mcn, \\·ho 
werc honor-bound to defend it. But this very claim also reveals the dcfcnce 
of: whitc fcmale scxuality to have been a class and racial, rather than an 
individual, mattcr. -, ,·i,i It is as Mmc Ratignolle, thc wifc of a drug storc 
o\\'ncr and mother ofthree children, that Adcle, this "sensuous Madonna·' 
(212), invariably drcssed in white, so exquisite in her role of upper class 
white "·oman, that she impresses Edna whilc forcing her to rcalize thc 
inadcquacy of the role itself. 

The "ecstasy of pain" (334) involved in birthing that is part of 
,,·oman ·s lot too-social and other roles have a lesscr say when procrcation 
is in question-is also brought into focus. Adele's labours in giving birth to 
her fourth child-a reminder of Edna's o,,n sufferings on similar occasions­
are not spared "their agonizing moments" (334). Occurring towards the 
close ofthe novei, the end of Adele's pregnancy that results in "a little new 
life" (334) also serves to foreground Edna's awakening. To her, birthing is 
"a stupor which had deadened sensation, and an awakening to find a little 
new life to which she ha.ci given being" (334). "Stupor" and "awakening" 
are precisely the stages Edna has traversed while experiencing a different 
kind of birthing, the birthing ofher new seif. Adele's pregnancy coincides 
then with her gradual and conflictual awakening, just as her death to folio\\ 
soon can be almost superimposed on the coming to life of Adele's newly 

140 

https://biblioteca-digitala.ro / https://unibuc.ro



bom. 

* 

"A newly awakened being." Awakening from stupar is for 
Edna only the beginning of her qucries. She does not take long to find out 
that not only is her attempt to no longer be what she has been almost 
thwarted by a fiction keeping her in her former role, but--what is far more 
important-in ordcr to exist at a!L her newly born seif makes claims which 
she is little prepared to meet. 

A rcmark needs to be madc at his point. As Chopin takes care to 
leavc no onc in the dark about it, Edna's rejection of what shc comes to 
pcrceivc as her "fictitious seif' is bcr O\\TI decis ion and has nothing to do 
with tbe more general lincs of action cbampioned by \\'omen 's liberation 
mo\'ement. Ncither her connections, nor ber reading suggests a possible 
influencc from those quarters. Thcre is no bint at the women 's movement 
triggcrcd by thc Declaration of the Sentiments ( 1848) or similar initiatives, 
as thcrc is no mention of prominent American fcminists sucb as Margaret 
Fuller or Elizabeth Cady Stanton, or oftbeir texts sucb as Fuller·s Woman 
in the Nineteenth Century (\ 845) for instance, or E. Cady Stanton ·s The 
Woman.~ Bible (1895, 1898) '' The lines along whicb Edna stmggles to 
rcbuild hcrself arc cntirely her own. In this sbe _is not unlike Chopin ·s male 
prcdecessors, Emerson in thc first place, who set for themselvcs a similar 
task. Tbe reference to Emerson to whom Edna tums at one point is 
thcrcforc most appropriate, even if it migbt be rcad as expressing rejection 
ratber than approval. ("Edna sat in tbe libral} after dinner and read 
Emerson until sbe grew sleepy;" 288) Her decision to devote more ofher 
time to reading; ''now that her time was completely her own to do \\'ith as 
she liked" (289) is a promise that she would resume ber contact with the 
text. Besides, Emerson himself insisted that the growth ofone's seif is a 
matter to be settled by each individual in terms of bis own choosing or 
making. No books, not even Emerson's, can supply tbem. To grow an 
independent seif, Edna bas to find a path of ber own, and it is precisely 
this tbat brings ber (and Chopin) in the company of self-questers and 
self-champions. 

I am therefore more in agreement ·witb those critics wbo on val}·ing 
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grounds link Chopin to the tradition of the American Renaissance. Hers is 
a seif exploration from a different gender perspective; which îs to say that 
the issues challenging her are bound to he different. The options presented 
to her may entail difficulties which as mothcr she finds it hard to surpass. 
A mother is likely to discover that she is related to the other, her children, 
in ways that conflict with her aspiration for an autonomous seif illustrated 
at its most free by nineteenth-century Amencan literature. As Barbara C. 
Ewell has argued, while pressing Edna for answcrs that she finds hard to 
give, her quest critically reflccts on the male seif that made of its absolute 
freedom its strongest asset." lt nceds to emphasizc ho,Ycver that subvcrting 
the terms in which the male seif ,vas defined in thc wake of Emcrson îs 
paradoxically no invalidation ofthe author of "Self-Reliance:" for Edna's 
indirect challengc of the male seif is madc possiblc only by hcr incrcasing 
allcgiance to the Emersonian belief in thc supremacy of thc seif 

Edna's rejection of hcr role as Mr. Pontcllicr's wife îs no doubt 
promptcd by her impulse to rcach self-dcfinition: shc "was bcginning to 
realize her position in the univcrse as a human bcing, and to recognize hcr 
relations as an individual to thc ,,orld within and about her" (214). Edna 
starts to pcrceive, even if only dimly, that shc is an individual with an inner 
lifc ofhcr 0\\11 following on sharing Robert" s company and falling in Iove 
\\Îth him. Her reaction to her ncw feeling indicatcs that she is little tempted 
to project herself into the othcr and run the risk of obliterating her being by 
absorption into the loved onc. Edna is no Madame Bovary. If Chopin 
wrote The A1,rnkening with Flaubert in mind, she undoubtedly meant her 
novei to be a rejoinder to his novei rather than an endorsemcnt ofit from 
a French milieu across the Atlantic. Edna's Iove for Robert-a crucial 
stage in her awakening-sets her on an entirely different course, even if, 
like Flaubert's protagonist, she ends by committing suicide. 

Severa! analogies have been revealed between Chopin's protagonist 
and heroines in fairy-tales who are awakened to life by a prince 's kiss that 
dispels the magic holding them captives. Some version of Snow White or 
the Sleeping Beauty is acted out by Edna and Robert on their visit to 
Cheniere Caminada when Edna sleeps for what seems to her a long period 
of time and Robert estimates to be one hundred years. However, The 
Awakening is far from being the old story in a late ninetcenth centun· 
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American disguise. On the contraty·. What concludes the tale-the heroine's 
marriage to her prince-is in Chopin 's novei only the beginning of a process 
that considerably refocuses the princess 's awakening. 1t is the change in 
the perception of life brought about by Iove that has an increasingly 
strong hold on Edna impelling her to self-examination. Her awakening 
from sleep on Cheniere Caminada has thc significance of an initiation, as 
her partaking of bread and ,,ine clearly suggests. She is also ,vcll aware 
of the moment. On rejoining her family and resuming her usual life, she 
rcflects that '·she herself-her present self-,rns in some way different from 
the other self' (248). 

Sensing that she is no longer the same does not make things any 
casier for Edna. Her '·newly a\\akened being" (254) has revealed to her 
hm, vital self-definition has bccome in her case. Hence not onlv her resolve 
"ncver again to belong to another than hersel-f: (297), but also her search 
for what--in hcr mrn terms-might give her seif the validation,jt needs. 
From thc outsct, art seems to offer itsclf as an answer. Edna 's relation to 
Mile Reisz, the pianist, is obviously most meaningful in this respect. Jf, 

Edna does not follow in her footstcps_ this is to be accounted for by t,,o 
things. Much as she admires MIie Reisz as an accomplished a1tist and is 
dctcrmined to become one hersclf, shc is nonetheless alienated from her 
-and the artistic career-by the high prices the artist has to pay in tenns of 
his humanity. lt is evident that the conception of art informing Chopin's 
novei is bascd on the opposition art/nature. Devotion to art nms counter to 
living in harmony not only ,vith society· but also with nature. The twofold 
disagreemcnt is amply illustrated by Mlle Reisz: sociall:'"1she is almost an 
outsider, whereas her relation to the elcments (water, for instrutce') is one of 
well-knmm hostility. There is a similar suggestion in the dry geranium 
leaves that Ed.na picks in her friend's apartment. ' 

On the other hand, the artificial violets Mlle Reisz is wearing pinned 
to the side of her hair-n::>t at all in keeping with her times or rather in 
advance of them- are emblematic of a vision of art--claimed by sy mb,olism 
and modemism--that scts a high premium an the artifact a.nd an the s~ mbols 
inspired from it and nat from nature as the Romantic tradition would have 
it The fresh bunch of violcts Edna sends her is alsa an implicit refusal on. 
her part to accept Mile Reisz's exclusive absorption in her music. As can 
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be inferred from her friends' response to her paintings, Edna's artistic 
aspiration is closer to thc realists for whom fidelity to life is of the utmost 
importance. In view ofthe above remarks, the significance of Mlle Reisz's 
ornament lies in the opposition it creates: the artificial as against the naturaL 
rather than in what a violet usually stands for: protection against harm. 
Mcntion should be made in passing that the decade was fond ofviolets. (A 
novei Stephen Crane published in I 896 ,vas entitled The Third Violet.) In 
fact the hegemonic position of yellow was somewhat subverted, the 
American 1890s emerging no longer monochromatic, but with patches of 
purple and violet on the hue in fashion. 

There îs something else involved in the artist's dedication to his art 
as is prescnted in The Awakening-the other reason for which Edna stops 
half way on the path taken by Mile Reisz. Of this the pianist has full 
knowledge a.nd shc generously imparts it to Edf!a. A kind ofthe corolla~ 
of thc opposition between thc natural and thc artificial noted abovc. it may 
be exprcssed as the extra.ordina~- strength the artist must possess in order 
to make his dedication possible, otherwise so dema.nding in what he bas to 
give up or contra.vene; in Mile Reisz's words, it is "the courageous soul" 
( ... ) The brave soul. The soul that dares and defies" (277). It goes \\ithout 
saying that Edna does not possess it, no matter hmv da.ring, defying, and 
courageous shc might be vis-a-vis codes and authoritative discourscs. She 
comes to value her seif too much to dedica.te it even to art. If. like lcams,'1 

she ends in the sca, this is not beca.use her flight takes a too risky course, 
but because shc may not be fully convinccd that by pla.ying Daedalus she 
can do justice to herself. In all respects a pertect contrast to Adele Ratignollc, 
Mlle Reisz simply stands for a.nother, far more dema.nding alternative, to 
which Edna is drawn, but not without rea.lising that the price she has to 
pay may be too high for her. 

Edna 's relation to Alcee Arobin a.dds to her awakening in a sense 
that can be ha.rdly overlooked or viewed too critically when her seif definition 
is in question. His kiss, the first of "her life to which her na.ture had really 
responded" (3 Ol) reveals her sexua.litv to her both as desire and 
consciousness of this; also tha.t desire and Iove ma.y not be one: once 
awakened, the body has a life of its own that can easily disobey Iove. 
Hence the new way in which she relates to her body. Wha.t she nmv definitcly 
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knows is beyond her power to do is to let hersclf be used as object for 
somebody elsc's desire. She claims possession ofher body in terms that by 
every standard of women's emancipation at the turn of the centuiy· are 
nothing short of courage and defiance. Appropriation of body is bound to 
have some important bearing on the grov.th of self. The point has been 
made with a a good deal of emphasis by somt: of Chopin's critics, such as 
Barbara C. Ewell and Patricia Hopkins Lattin. Writing about Edna, Ewell 
asserts that "in recognizing that her body is not merely another's (sexual 
objcct) but hcrs and the subject of her own desire, such a ,voman alsa 
cncountcrs a seif.",;; At a crucial moment Edna herself endorscs this view. 
When finally Robert confesses his Iove and makes it cicar that he has set 
all his hopes on Mr. Pontcllicr's consent to give up her claim on her, she 
confronts him with a resolution that significantly shifts the choice entirely 
on to hcr: ·You have becn a vciy·, vciy· foolish boy," she reproachcs Robert. 
"Wasting your time dreaming of impossiblc things \\hen you speak of 
Mr. Pontcllier sctting me frec! I am no longer one of Mr. Pontellier's 
possessions to disposc of or nat. I give myself,\here I choosc. lfhe \\'ere 
to say, 'Hcrc Robert, take her and bc happy: she is yours' I should laugh at 
you both" (331) 

lt îs also note,vorthy that though the awakening of her body comcs 
to mean a lot to Edna, it does not enslave her completely. Her experiencc 
of sex as something divorccd from Iove leads her to see desire as conducive 
to a state \\'hich if not exactly anomie may all the same enhancc her sense 
that life is monotonous and dull: "Today it is Arobin; to-morrow it will be 
somcone else" (339). lf, as she herself realizes. her soda! descent and her 
spiritual risc stand in clase relation to each other, so the self-consciousness 
she develops following on her individual expansion may not be unrelated 
to her ennui. ln other words, the more of an individual. Edna becomes, the 
more aware she grows that loveless life can be mere boredom. Or even 
worse. At one moment she feels that '·her whole existence was dulled, like 
a faded garment which seems tobe no longer tvorth ·,vearing'·' (255). It is 
true, the low spirits to which she is now subject are an ihunediate effect of 
Robert's departurc: as if, by becoming absence, Iove that has awakened 
her is undoing the very meaning on which she felt her new self to be 
grounded. But even later, well after she has set out on her ne\\ course, to 
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be overcomc ,vith ennui is a familiar state with hcr. That it occurs du ring a 
social occasion whcn shc has every reason to savour hcr triumph throws 
into even baider relief the emptiness behind the well-observed forrns and 
conveniences which her husband finds so meaningful. And something else 
besides. Shining in splendour of attire and beauty at her select dinner meant 
to be thc last shc givcs in hcr old house, shc fccls opprcsscd by the samc 
feeling. Edna knows too \Yell that the grand absentec is responsiblc for it, 
he who ,vould have been the thirtcenth, if all the guests had shmm up. Thc 
exquisite mea( contrasts with her cari ier partaking _of bread and wine in 
framc of mind too. Though it moinentarily holds her captive, Arobin's 
passion littlc amelioratcs her condition. Someho,, rcminiscent of Emerson 's 
"h;pocritic Days," ,iii thc passing time holds out its promises, only to 
conYincc her of thcir lack of substance. Thc only moments shc fcels to bc 
truly re,varding for her are thosc in \Yhich shc is cngrossed in somc kind of 
\\ork. lf_ as sho\\11 above, Edna comes to bc absorbed in hcr painting and 
evcn contcmplates an artist's career, this is in thc first place bccause shc 
has disem-cred thc rcgcneratiYc po\\er of,vork. She rnay not takc pleasurc 
in \\·hat she can accomplish, but likc Emcrson or Thoreau. she dra,vs 
"satisfaction from thc work in itself' (289). There is somc good c,idcncc 
in this that her Protestant background and education lcft a deepcr imprint 
on hcr that might bc thought at fitst sight. 

* 

In "the cradle endlessly rocking." A good deal of criticai 
commentary occasioned by The Awakening has focused on its final episode: 
'Edna's suidde. Quite often it has been approached in either/or terms. Does 
Edna's death signify triumph or defeat?-is a question that seems to prcss 
for as clear-cut an answer. 

There is, of course, plenty of evidence to the effect that at the timc 
Edna retums to the Grand Island, she is almost ovenvhelmed by a sense of 
emptiness, desire having reached a stage when its whet has ceased to bc 
felt. It is true, faina longs for her lover's prcsence, but the intimation she 
has that cven he a:nd "the thought of him would melt out of her existence, 
leaving her alone"' (339) renders the imagc of her future an~thing but 
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desirable. Transitory, the satisfaction she has drawn from work as 
pcrfo,mance is behind her too. Her children alone arc on her mind and 
momcntarily bar out indifference from taking full possession of her bcing. 
Undoubtedly, her suicide has some connection with them. The defeat she 
hersclf admits is bound up with her rcalization that their power over her 
carrics wcight after all, and even thrcatcns to restorc hcr to thc slave ·s 
condition she has striven to evade. The pressure they exert on hcr is 
emotional and moral, and evcntually she gives in to it by sacrificing 
hcr life and thus acting oul her earlier conviction that she \\'oulc! give 
her lifc for them, but she would ne, er give hcrself. Edna 's dcath lays 
bare thcn the conflict bel ween thc need for a full assertion of the seif 
and, on the other hand, thc demands made by the other, to whom a 
woman by virtue of gi\'ing birth to other human beings may fccl related 
in a rather special \\ay. This is important enough to be given further 
consideration; but not bcfore more is said about the s_elf that turns aut 
to he Edna 's mast precious discovcry. 

By giving up her lifo in a supreme gestu re to assert thc indcpendencc 
of her scit~ Edna also lends the support of gestu re to ,,·hat earlier in the text 
was a mcrc figure of speech. Whcn standing naked on the beach beforc 
taking thc fateful step, shc already disposed of ''the fadcd garment ,,hich 
sccms no longer ,rnrth wcaring." Concomitantly, her nakcdncss is suggesti\'c 
of an aspiration that has long been idcntified as essentially American: to 
give cxprcssion to one's seif as nat in lcast encumbered. While laying bare 
thc body, and compellingly making it visible, that is, acknowledging it to 
bc an integral part of seif, nakedness stands for the more general tcndency 
of the seif to express itself in all its freedom. Walt Whitman became fa.maus 
for cclebrating it as Kate Chopin who was drawn to his poet[} knew tao 
wcll. Through Huckleberry Finn, T\\ain turned out to be as fascinated 
with nakedness: it served him to expiare both frcedom in is ideal state. and 
the impossibility of experiencing it for long. As for female characters in 
nineteenth centul}· American literature, they were nat ind.ifferent to it either, 
and occasionally pondered as their creators wanted them to do on how the 
seif can bcst express its true naturc. A text famous for raising the issue is 
thc dialogue bet\veen Madame Merle and Isabel Archer in Henf}· James 's 
7'he Portrail of a Lady which has been commented in chapter 2. To the 
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questions asked by Madame Merle: "What shall we call our 'seif'? Where 
does it begin? Wherc does it end?," the ans,ver is given from a doublc 
perspective: the Europeanized Madame Merlc insists on relation and 
expression as defining one's self, whereas Isabel, who in this respect is 
definitely in the ascendancy of Edna Pontellier, views seif as an absolute 
and thc cloth.:s shc is wcaring as a kind ofbarricr. For Crane's Maggic. ,vc 
recall, clothes are a goal to attain, they alone giving hcr an identity which 
she othcrwise lacks, cven if this is thoroughly ''fictitious"and easily 
identifiable with a recognizable gendcr role. At thc other pole, Chopin 's 
protagonist takes stcps that are unthinkablc for lsabel "·ho no matter ho\\ 
suspicious she is of social impositions nevcr gocs bcyond the pale of 
convcnicnccs. Eclna 's gcsturc signals hcr liberation from them in a scnsc 
that doing mrny \\ith cvery barrier. consecrates allegiancc to seif as the 
supreme good. I-Ier dcath .simply reinforces thc significance of this act. 
\\·hich is not to say that its use stops hcre. 

Edna ·s definitive mcrging with thc sea is suggcstive of many 
meanings: somc of thcm have an unmistakable Whitmanesquc ring, bcaring 
out Chopin's kinship ,vith Whitman, to ,vhich Lewis Leary ,ms onc ofthe 
first critics to call attention. As he has pointed out. the scductivc, tbi:cnodic 
refrain of thc sca cchocs not only "Out of thc Cradk Endlessly Rocking,'· 
a poem which- I venture to remark-prcfigurcs C'hopin ·s novei in ascribing 
Iove an ontologically rcvclatory pm,er, but also SL:ction 22 of "Song of 
Myself." xi, Signifying complete liberation and-in tenns of self-unequivocal 
triumph, her death may bc understood as the moment when seif and elements 
have attained full harmony. What needs to be emphasized is that hcr 
immersion in the watcr is nota purely symbolic act; it engages the responsc 
of her body to a degrce that makes of seif a matter of soul as well as bodily 
consciousness, of spirit as \\t:11 as sensuousness. As a rt:sult, the old split 
bet,vcen the two, the soul as something separate from the body appears to 
Jose in importance. 

However, there is more in Edna's swimming and death than a 
Whitman-inspired version of a seif awakened through the body, to a sensc 
of harmony with the elements to its final absorption in them. Edna's 
vanishing in the waters of the Gulf is likely to yield some other meanings 
as well, if attention is paid to the s~mbolism associated with her. The Chopin 
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scholars could have hardly failcd to consider it. 1n fact with soroc ofthem 
it has been a most scrious concern. Sara deSaussure Davis relies on it 
when she argues that Kate Chopin evolved towards an exploration of 
reality that employed images and symbols suggestive of "frontier states of 
consciousness" induccd by drugs both as evasion from and perspective 
upon rcality. or as "cnabling agents of awake~ing with ncw insight and 
vision."" 

It is of interest to notice that by bringing Mircea Eliade to bear on 
thcm, Edna's symbolic associations and their interrelation can be as well 
highlighted. One cluster is especially relevant in this respect. It comprises 
the boat, thc snail, thc snake. the sea and the moon. Except for the snail 
they all ha\'c a high incidencc. and this of coursc lends thcm prominence. 
As all of them stand in rclation to Edna, their association with the femalc 
seif is firn1ly cstablishcd. Edna is watched as she '\yas advancing at snail's 
pace from the beach" (200). Her triumph over the \Yaves when for the first 
timc she gcts ovcr hcr drcad of\,·ater and cxults in her S\\imming occurs in 
the '·,, hitc light of thc moon'' in a quiet sea that '·swelled lazily in broad 
billo\\s that mcltcd into onc anothcr a.nd did not brcak cxcept upon thc 
bcach in littlc foamy crcsts that coi led back like slow. \\hite serpents -, 
(23 I). Thc other recurrenccs of the chthonic symbol reinforce the link 
bet\\ ccn snakc mid wornan, though along different lines. Robert ·s invitation 
to Edna togo to Grande Terrc and "look at the little \\Tiggling gold snakes" 
(241) is suggestive of awakencd sexuality and regeneration, while Adele's 
plaited hair, lying on the pillow "coiled like a golden serpent" (333) as she 
suffers in labours connects it with pregnancy. 

As viewed by Eliade, these symbols are not only interconnected. but 
anyone of them ma~· stand for another in a chain of mutual substitutions 
,Yithout implying, however, perfect identity, the moon and water symbolism 
supplying the more general headings under which they are grouped.m The 
significance ofthe two is, needlcss to say, only partially overlapping. The 
moon govemed s~mbols such as the snail, the snake, the sea, and the 
pirogue, al! convey the idea of regeneration, of hecoming as an uninterrupted 
state, just as the moon, having died is r~bom a.nd creates itself anew. The 
moon's death and rebirth, its waning and waking, have their counterparts 
in the disappearance and appearancc of the snail, its regression into and 
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emergcnce from its spirally coii ed shell. As for the S)mbolism of the serpent, 
its impressivc richness and multipliciiJ· should not obscure a significancc 
deriving from its character of "a moon animal." According to Eliade. "le 
serpent a des significations multipl~ et parmi Ies plus importa.ntes ii convicnt 
de considerer sa 'regeneration'. Le serpent estdn animal qui se ·transfonne.' 
"wii Along thc same lincs, thc piroguc. or. more generally, thc boat, sharcs 
in the moon syrnbolism, not only bccause it implies the sea that is well 
known to bc in full concord with the heavcnly body. but also because it is 
shaped like acrescent (waxing moon). 

A glancc at the isotopy established above renders its insistencc on 
rebi11h and rcgcncration quite obvious: it becomes visiblejusl as at othcr 
lcycls-response to an other, thc nccd for a diffcrent integration into the 
world and thc subjcctivity's co11scious efforts to take the full measurc of 
all this-thc phases of Edna's growth can hardly be missed. lf the idea of 
becoming is the mai11 c6nnection in thc symbolism prcsidcd by the moon in 
which ,rnter symbolism is also included, a shift in significancc occurs in 
thc lattcr \\'hc11 in itsclf is rcgarded as a go\'eming symbol: "Ies caux." 
\Hitcs Mircea Eliadc, symbolisent la totalite des virtualitcs; ellcs sontfrms 
el origo, la motrice de toutes Ies possibilites d' cxistcnce." ,viii Thc cmphasis 
is 011 potcntiality rather than on actuality, on what is virtual, rathcr than 011 
\\·hat is real. Associatcd \\ith water is then thc idea of forrnlessness whcnce. 
howcvcr, \\hat bas form may emerge again. Hcnce the significancc of 
immersion in ,rnter \\·hich is tempting to extend to Edna's vanishing for 
good in the sea. lf, in a sense, this s~mbolizes an annihilation of ,vhat had 
existed as form, or '·la regression dans le preformel," ,i, in another it ma~· 
be read as a symbol of the new ernerging forms. Signifying reintegration 
into undiffcrentiated pre-existence or death, it is also the way to rebirth. 

https://biblioteca-digitala.ro / https://unibuc.ro



8 

IN THE MAZE: THE BEWILDERED SELF OF 
MAISIE FARANGE 

Hemy James's "Exquisite Failure." For Henry James the 
1880s came to a closc with thc publication of The fragic Muse, thc last of 
thc novels whcrc socicty at large-London society in this case-is as much 
foregrounded as thc individual dcstiny. Richly infonned \\'ith both the 
,rnrld of politics and thc thcatre, the novei turned out to be to William ·s 
liking. Writing to W. D. Hmvells, he indirectly praised it in a statement 
that has oftcn bcen quoted sincc his lctters wen: hrought to public notice. 
Thc year \\'hich shall have \\Îtncsscd the apparition of your 'Hazard of 
Ne\\ Fortuncs·. of Harry's 'Tragic Muse·, and of my 'Psychology·.-- he 
half-humourousl) complimented Howells, his brothcr and himsclf ·•\\'iii 
mdccd bea memorablc one in American literatu re I I"' 

Little affcctcd, it seems, hy William's apprcciation, Henry .lames's 
career and work ,, ere to vecr, în the opening decade, in a ne\\· direction. 
Ho\\evcr, the 1890s were noi only experimental. but ;<treacherous „ as 
well. Bet\\'een experiment and betrayal there was a relation, as Leon Edei 
argues, although the terms in which he explains it would naturally leave 
rnom for revision. ii 

Perhaps experimellt should be grant~d a far wider range: its 
beginnings are not to be located in the mid-18 90s ,vhen the writer ha ving 
failed as a dramatist became aware of"compensations and solutions" that 
"seem to stand thern with ope11 cţrms for" ii_i him, but much earlier when he 
was irresistibly drawn to. the stage: as such it includes the dramatic 
prqduction ofthc earl) 1890s. alsa viewed as experimental by the writer. 
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(But is there any period în James 's long career-one is temptcd to ask­
which he looked upon as other than innovating and experimental in some 
,vays? Even the novels written in the previous decade, more "traditional" 
because based on a model-as supplied by the French realists-· appeared to 
him to be experimental, if, for no other reason, at least because their genesis 
was bound up with thc sclf-imposed practice of jotting dmm imprcssions 
ofrea/places and pcoplc.) On the other hand, James's sense of failure. no 
doubt most painful at times, can scarcely be traccd to the unhappy evening 
of Guy Domville. Leaving asidc thc somewhat powerful impact of "Daisy 
Miller" in the late 1870s, none of James's writings was kno,vn to havc 
reached the rcading public at large. By the timc he made his decision to 
\\'ritc for thc stage. he must havc been long accustomcd to the idea that he 
\Yas nat, unlike Twain, a widely rcad author. The tcrms in \\hich he \\'ould 
later distinguish bctween failure and success, more specifically his attempts 
to relegate the formt:r to achievcmcnts prcscntcd as falling undcr such 
headings as ''selection," ''discrimination,"· "apprcciation"--opcrations he 
prc-em.inently valucd and \\·hose full measure his own ,vork undoubtcdly 
gm·c-might havc had an inccntive in his a\\areness that somc considcrablc 
distance had long separated him from contemporary rcadership (including 
turn of thc centu~ readers). 

Thcrc arc sound rcasons to bclieYe that indeed the 1890s "ere a 
crucial decade for James. lfhe was most sevcrely tricd at the time, this ,vas 
because the increasing sense of failure, whieh he could not help feeling, 
came in thc \Yakc of an extremely intense desire for success. The \\TÎtcr·s 
craving to be publicly ackno\\ ledged for what he kncw he ,vas, reachcd a 
peak never equalled before or after in his career. His failure on which so 
much has been written cannot thus _be kept apart from what he so intensel~­
desired all the more so as "the ve~· rustic of the !aurel" i, seemed to be 
within hearing. The writings of the period c:1.re grounded in this conflicting 
expenence. 

* 
A glance at James's litera~· production in the 1890s is Iikely to 

evince the two impulses intensely at work: · 0ne triggered by desire for 
success, the other by failure in the sense în which the word is understood 
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by the artists in his shorter fiction. They account, too, for a noticeable 
shift in the writer's iiteraiy· and criticai interests. lf earlier, James had devoted 
his entire creative energy to fiction and criticism concemed ,vith that genre, 
now himself on the way to reaping dramatic success-or so he hoped-he 
foit seriousiy challengcd by "the scenic art" both as text and performance. 
One resuit was that he channellcd his criticai intcrests in that direction. 
Indecd the dramatic chronicles he wrote now carried greatest ,veight--if not 
the only weight-in his criticism of the period. Texts where he responded to 
contemporary achieveinents in the field of the drama, as well as to the 
attractions of the London stage got pn.:cedence ovcr the art of fiction and 
its practitioncrs. It is true, he had written notes on the theatres of Boston, 
Ne,, York, and Paris since the early 1870s, but these werc occasional 
pieccs scattered among his other productions.' 

Howevcr. thc 1890s wcre not lacking in James's discriminations on 
"hich. in his vie", the art of thc novei ist so grcatly depcnds. and. 
conscqucntly. his status as artist. Only they are exprcssed indirectly, or, 
rath1;:r are part of an implicit poetics tobe found in a series of fictions he 
,,rate du ring the decade, all of them centred on thc artist; his craft, and its 
rcccption by thc rcading public. What had been openly articulatcd in his 
essays and, in the next decade. would inspire his Prcfaccs, is no" thc vcry 
substance of his stbries ofwriters and artists With the difference pcrhaps 
that the case ofthc mtist par excellence is stated in far more radical terms 
in the sense that thc claims made by art and thc writr.::r's dcvotion to it arc 
seen tobe markedly exclusive. Hence the impression that the artist is bound 
to live in isoiation. This seems tobe the compuisory and-in human tcnns -
exceedingiy high price he has to pay for possessing the quaiities rendering 
him what he supremely is. 

The artist's relation to the world as it emerges from the stories ofthe 
1890s is in need of some eiaboration. lt becomes obvious that his work, or 
rather the kind of novei ( fiction) he couldn 't help writing, was responsible, 
in a highly significant way, for the reception his culture gave him, just as 
in its very response it too found itself mirrored. Not that James's novelists 
cntitled tobe called artists are surrounded by indifference. They are usually 
lionized as Neil Paraday is, or James himselfwas in his own time. The act, 
however, has little to do with their work, being instead an effect of the 
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magic oftheir namc, oftheir literal")· renmvn as established so by the initiated 
fe,Y: in other words their social value !ies in lending interest to social 
occasions, this category of ·'readers" showing . little disposition to 
distinguish between a manuscript and an wnbrella. As to the reading public 
at large, this is simply nonexistent, which recommends the artist to be a 
casc of '•fadure," oftcn qualificd by James as "exquisite" (245), ,,hich 
sub, erts the meaning of the word and changes it to its opposite. 

Time a11d again James centrcs the stol")· he (re)writes scveral times 
in the 1890s on the contrastive pair: the author who sells well and, 011 thc 
other ha11d, thc "riter who, likc Ray Limbert and himself, is wholly unable 
to achicvc that kind of success, 110 matter ho\\ much he counts on it "thc 
11ext timc "\Vhich brings us to a central issue in James' s work, whieh can 
bc framed like a qucstion asked by one of his novclists: "why trY tobe an 
artistr ( I 06), a question that can bc read too as: what's thc good of bcing 
one for oncself as ,,cil as for thc \\mld at large') The ··mercenar:· muse" 
(I 33) is littlo cxpected tobe involvcd in the answcr; moreover, the point is, 
unusually ,,ith James, made quite explicit \\hen in \\hat appears tobe an 
ceho coming straight from Thorcau. it is said ohhe artist that •·J,e must bc 
able tobe poor" ( 139). That James had never found himself in the situatio11 
to test his ability i11 this respect should not obscure the importance of this 
aspect of thc artistic \\·ill. lt is esscntial to poi11t out in this conncction that 
for James 's 11m clists who are cntitled to the status of artist to be creative 
is an inner neccssity so compelli11g. as to make of its '·consuming ache" 
( 140) the 011ly raison d ·etre. No deviation from this imperative is possiblt:, 
no matter how much willed, as Ray Limbert, no doubt, one of Jarnes's self­
projections at the period, so aptly wams. 

As to whether, apart from supplying the foundation of the artist's 
selfhood, art is of any good to the world, the stories of the 1890s are so rich 
in implications -and allusions that one is likely to have the imprcssion that 
the stol")· of the Prefaces had already been written in them. Here too the 
commitment to the real through the novelist's ''pleasures of observation 
and the resources engendered by the tritk of analysing life" ( 197) is 
inextricably bound up with the famous challenges of;foregrounding thc 
points of interest that alone can render life intelligibi<:: in:l-1uman tcrms, 
demiurgica! intelligence being thus the ground on which ;art and moral 
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sensc can meet. ("Moral intelligence" is a favourite Jamesian syntagm.) 
Far from opting for bcing a rccluse, James's artist is rewarded in the long 
last with the only presence that really matters for him: the intelligent reader 
\\'ho is nat denied the revelation ofthe "figure in the carpct," orthe "thread 
on \\'hich the pearls are strung." (Less famous than the former, the latter 
image seems to have bcen no less cherished by James who uses it in the 
Prefaccs in relation to his own work. "i) 

More reccntly, "The Figure in the Carpet" has becn claimcd as a 
bas ic text by reader 's response theories, deconstruction, and other 
postructuralist trends; \Yhich should not discou rage James 's readers less 
disposcd to ignore thc \\Titer ·s belief that it is the consciousncss of thc 
artist that infonns his ,,ork, to aspire to the role of those rcadcrs in thc 
storics to ,,·horn writcrs do not deny access to their proximity 

* 

1t appears obvious then that in thc 1890s, unlike in other pcriods, 
Jamcs·s criticism and a part of his storics stand in contrast to each othcr. 
Onc is informcd \\ith an art in which the pcrforming seif can hard!~- exist 
outsidc thc relationship \\ ith some audience: inherent to it is success 011 the 
spot, somcthi11g socially ,alidatcd, prcciscly ,,hat a dramatic chroniclc is 
supposed to tacklc, if not--i11 varyi11g degrees--to celebrate: the other, as 
hintcd abovc, projccts i11 fictional form Jamesian artistic creeds which the 
Prefaccs \\'ntten almost a decade later would make a point of elaborating. 

Older beliefs in "the lesso11 of the master" with its emphasis on the 
artist's devotion to his art and the consequences such a consecration entails 
011 him as a human being ,vere reinforced no doubt by James 's unambiguous 
failure in the theatre. To make an idea of James 's frame of mind after his 
exposure to the jeers and hisscs in the St. James's theatre where his Guy 
Dnmville had just been performed, to take, in other ,vords, some rneasure 
of his dramatic collapse, one should keep well in view the alrnost half a 
decade during which James had written for the stage. (The night of January 
5, 1895 was meant to he its crowning.) A year before, he had published 
J'heatricals including faur comedies modelled on the plays of Victorien 
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Sardou and Emile Augier. lt was thus French drama that he was trying to 
e.mulate in hislown dramatic productions. Sardou and Augier also supplicd 
him.with a frame ofreference when in the late 1890s, having "crept round 
throu'gh long apparent bareness, through suffering and sadness intolerablc'' 
he had the revelation of a "kcy" that "fits the complicated chambers of 
both the dramatic and the narrative. -, The novels he wrotc at the time ('/'he 
Spoils ofPoynton, 7'he Awki-rnrd Age, and What Maisie Knew) were meant 
as experimcnts along dramatic lincs. or as attempts to convert his "infinite 
littlc loss" into "an infinite littlc gain.•· vii 

But \\·hat about Jamcs's dramatic chronicles ofthe I 890s which, as 
shmrn abo\'e, count most hcavily i11 his criticism of the period'1 Are thcy 
more rcvcaling than oldcr texts of the samc kind, and if so_ in "hat \\a~ '1 

It is evident that James displayed thc same intcrests as befon> he 
continued to be drmrn to the play of famous actors and actresscs. A part 
frorn his great French fa\'Ourites likc Bcnoit Constant Coquclin, Sarah 
Bcrnardt, Adelaide Ristori, · somc English namcs- Henry l!v'ing is onc-­
began to claim his attcntion more forcefully no\\'. The \Hiter had good 
n.:ason to observe their acting vcry closely since-one is tempted to believc­
it offercd him models of stYlized bchaviour on \Yhich to bui Id his eharaetL:rs. 
At thc samc timc a dramatic perfornfancc was likely to offer itself as a 
sample of scnsously pcrceived reality. something to which a writer concc1m.:d 
\\·ith creating '·the illusion of life," a dcsideratum for which he pleaded in 
his most important criticai cssay of the 1880s, "The Art of Fiction," could 
hardly bc indifferent. It needed a no,,elist to say that ''an acted play is a 
novei intensifi~d." viii 

However, a new interest could be discerned no\\. Triggcred off b~· 
London perfonnances oflbsen 's plays, it sheds light on the early and more 
problematic stage of Ibsen 's reception in England and, more specifically, 
on how James 's reading ofthe plays--both as text and perfonnance--affocted 
him. To bring it up is also to note that "reading'' in that <::ontext was not an 
individual act; leaving aside the circumstances under which it occurred­
the reader as part of an audience-it presupposed dialogue and conversation, 
an exchange of opinion that in a larger measure than novei reading was 
kno\\n to give rise to. 
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Rather wary ofthe Norwegian playwright in the beginning, James 
was won over to him on seeing Elizabeth Robins play in The Pillars of 
Society (1889), A Do!H House (1891), Hedda Gabier (l 891), The Master 
BuiLder ( 1893) Rosmersholm ( 1893) J,ittle E,yo(l( 1896) and.John Gabriel 
Borkman ( 1897). Her high opinion of lbsen's drama, as well as William 
Archer's response to the part played init by symbolism stimulated James 
to revise his fonner appreciation oflbsen that insisted on his provincialism 
and accounted for the vitality ofhis drama in tenns of thc material he used 
rathcr than treatment. (The chargcs ieYelled at Tolstoy sccmed to have hcld 
tmc of Jhsen too.) Stil!, Hedda Gabier had appealed to him. It ,,as, as 
James read it, "the picturc not of an action but of a condition'· (:.) "·the 
portrait of a naturc, thc story o( \\hat Paul Bourget would call an, etat 
d lime. and of a state of nerves as wcll as of soul. a state of tempcr, of 
hcalth. of chagrin, of dcspair." ix Jamcs's reading is self-revcaling: if thc 
focus in Ibsen 's play turns out to bc thc story of a sclf--an etat d 'âme that 
cannot bc scparatcd from a psychological make-up-this is largcly so hecause 
thc particular kind of sto~ had alrcady gained in importance for him. 

James 's later chronicles givc furlhcr support to this point. Especially 
,,cighty is thc obscnation occasioncd by thc Master Builder that lbscn·s 
drama as a \\hole îs centrcd on '·thc supremely criticai hour in the lifc of 
thc individual, in thc histo~ of thc soul. -, x What is brought to thc fore is 
thus the tcnsion \\·ithin the ego at a certain moment that requires a wholc 
play to rcsolve as much as to account for. Responsible for it is-Hedda 
(iabler is ample proof of t11is--one ·s tcmper, but also the cla:Sh' with other 
cgocs. The intensity of inner life when selfand other are brought iri i-elation 
could hardly be !ost on James who rcmarked, speaking about Litile J,_,'yo(f 
and John Gabriel Borkman, on how '•in the ve~ front of the scene lunges 
\\Îth extraordina~· length of arm the Ego against the Ego, and rocks in a 
rigour of passion the soul against thc soul-a spectacle. a movement, as 
definite as the relief of silhouettes in hlack paper or of a train of Eskimo 
dogs on the snow" xi 

A part from pointing, in mattcrs of dramatic trcatment, to some model 
othcr than Ibsen, the chronicles on the Norwegian playwright indicate that 
on bcing exposcd to him James responded to what he recognized as his 
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o\vn challenge. The supremely criticai hour in the life of the individual. in 
thc history ofthe soul, was to supply thc focus ofthc novels he wrote in the 
early years of the present century. Now in thc mid- I 890s he mast sharply 
experienced, if not the supremely criticai bour in his life, at least an hour 
that was criticai in more than one way. 

* 
As told, probably most completely by Leon Edei, the story of thc 

first night of Guy Domv;/le has a restless protagonist. lJnable to supprcss 
his nervousness, James whom disillusionment did not spare in the end. 
could not but be \\-cil awarc that all bis reputation, including that of the 
novclist, was at stakc. lt is nat difficult to understand his decision to whik 
away the timc by watching An Ideal Hushand. Osc<!.r Wilde's play ,,·hose 
opcning at a nearby theatrc coincided with thc Domvil!e event. 111c four 
\\'Cck rehearsals in "·hich he had become emotionally involved right from 
thc start told on his physical condition as did on his psychc thc losses he 
had suffered sincc thc beginning of thc decade: Alice James. his sister had 
died in 1892, a year before Wolcott Balcstier. a promising American writer 
and publishcr (a recipient of James's dccp affoction) and, as the opening of 
his mrn play was in view, newsreached him ofthe death of Robert Louis 
Stevenson. Though of diffcrent kind, the pain in1lictcd by the1 hm\'ling 
audience seemed at first to have no balm. James ·s apprehension of the fate 
of Guy Domville after hearing the applause that roundcd off the Wilde 
night in no degree diminished the shock he rcceived when he was brought 
on the stage and faced an explosive gallery:';; 

On the following days James 's spirits ,vere tao low to take any 
comfort from the reviews and notices scattered in various magazines and 
gazettcs.';;; There is nonetheless evidencc that he summoned up all thc 
energy that was left in him not to wholly give in to the mood of dejection 
threatcning to overwhclm him. Although it took him Ionger than a month 
to consider the benefits he could reap from his failure, he tumed his 
thoughts to fiction as soon as he came aut of the state of shock and 
regained his composture. References to the "the most horrible hours"xi, 
ofhis lifc in his letters and memoirs of his friends indicate that he was in 
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control of himselfthe very next day aft:er the opening when he entcrtained 
Edmund Gosse and other friends at his place. But according to Leon Edei 
such appearances were misleading. James's wound was kept aut of sight 
and no scar was in its place: 

He had pronounced the detcstable incident closed, but he could not stop 
the pain as easily as he could lower the curtain on his play. The beliayiour 
of the audience at the St. James 's had struck at the \·er-y heart of his self­
esteem, his pride of craft. his soyereignty as artist. He spoke ofthe theatre 
as an abyss-an abyss of 'yulgarit) and British platitude'-and also as ·a 
black abyss.' The theatre doubtless had been one kind of hell. and he 
\\as nm\· oul of it. He liYed on howeyer in his other. his prirnte hel!­
\\Ounded. sorc. depressed. Jn one or his letters of this time he in\'Oked 
Dante. He had been. he said, plunged into 'the nethermost ci rele or thc 
lnfcrno.' "' 

lf he found a \\·ay out of thc Inferno, that ,ms because his \Yill had not 
completcly desertcd him and-more importantly pcrhaps-hc \\aS not \\·ithout 
friendly support when he needed it most. The image ofthe Master \\Titing 
in thc solitude ofhis sanctuary that the modernist artist \\'as said to emulate 
should be altered accordingly as to make visiblc the ligaments connecting 
him with his fello" artists and the world at large. 

lt is hardly irrelevant that it \\ as from across the Atlantic that a 
fricnd came to James's succour. In giving his professional support to James, 
W D. HO\vclls gave one more proof of how valuable his help \\as to 
American \\Titers both young and old. As alread~ pointed out. he had a 
criticai sense to rely upon when estimating their work and especially whcn 
he judged James's work, it did not play him false at all. In a letter dated 
December 13, 1894 to which referencG was made in an earlier connection 
he expressed his admiration for James in superlative terms. ("So far as 
literary· standing is concemed there is no one who has your rank arnong 
us," he wrote James. '"') No doubt, Hov.·ells's high apprcciation helped 
James to maintain his self-esteem at a time when it was severely tried. To 
understand how severei~·, one should take stock of, apart from his dramatic 
collapse, the low sales ofhis fictions that determined his publishers to turn 
their backs on him. Signs that he was no longer ·'wanted" had been clearly 
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in sight in the early J 890s, and they accountcd as well for his dramatic 
efforts in the first half of the decade. In thc same lctter HoweJls assured 
him that "if now you were to write a novcl of thc same quality as your 
Lesson of the Master or The Death of the Lion, you would address a largcr 
public than you cvcr have reached before." James 's confession to HoweJls 
shortly after the dramatic evening that thc lattcr put his finger 
sympathetically on the place and spoke ofwhat he wantcd him to speak of 
sounds more than thc grateful note: it expresses rather the reassurance one 
must fee! that one rises to one's expectations, that one is what onc thinks he 
is. It is the reassurance that, in an important sensc, validatcs the seif Coming 
as it does from an other, it also underscorcs how vital such a relationship 
is for thc sensc of one ·s selfhood. 

It appcars oncc more evident that dcspite disagrecmcnt on many 
issucs-thc condition of thc American \\Titcr, his relation to tradition-Ho\\·ells 
articulat cd no\\· James 's dcepcst dcsire, and in doing so he proved that their 
relationship \\'as alive and frnitful. Evcn if William James \\as cager to 
sustain his younger brother in bis criticai hours, it is qucstionablc \\'hcthcr 
his help could ha,,c had thc sa.mc effcct. Henry James knc\\' too wdl that it 
was not his work that madc thc dcepest impact on William: and ifhe had 
any doubts about it, it \\'as not beforc long that he was assurcd that his 
brothcr's favourite \\Titers belonged to a diffcrentca.mp. Just as thc novclist 
was breaking ne,\' fictional ground, less than t,Yo years aft:er the (iuy 
Domville cvcning, William ,,as imparting to him his cnthusiasm for Tolstoy 
"My great litcrary impression this summer has been Tolstoy," he ,note the 
novclist in 1896 and continued: "On the whole bis atmosphere absorbs mc 
ioto it as no one's elsc bas ever dane, and even his religious and melancholy 
stuff, bis insanity, is probably more significant than the sanity of men \\'ho 
haven 't bcen through that phase at all." x-ii 

* 

As mentioned above, a series of stories written in the 1890s can be 
read as an implicit poetics not without connection with James 's status among 
his peers, bis condition as author, and thc rcsponse. or rather lack of 
responsc. of the reading public. Quitc often thc successful but artistically 
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sterile vvritcr is contrasted to the artist par excellence condemned to suffer 
the consequenccs--in terms of money and worldly acclaim-of his lofty 
dcdication. 

James's fictional production ofthe period includes some other novels 
and stories beside the series focussing on the writers and artists. Each a 
piccc in its own right, it tums aut, at a closcr look, to bc linkcd to thc 
others in ways that encouraged Leon Edei to see them as a sequence. The 
Other Ho11se, originally conceived as a play and h_Jmed into a nmcl in 
1896, What Maisie Kneu· ( 1897), ln the Cage ( 1898), The Awkward Age 
( 1899), they all have in cornmon girlhood as one of thcir major intcrests. 
When note is takcn of thcir chronology, it becomcs obvious that with each 
ne\\· novei or story. thc girl gcts oldcr. As Edei was thc first to remark, if 
thcsc \\Titings arc vic\\'ed as a scquence, it bccomcs evident that thc girl, 
fi:lur years old in The Other House, grows from thc age of fivc to that of 
probably cight or nine in What Maisie KneH'_ to bccome a tccnager ln the 
('oge and 7'he Awkward Age. 

What to James"s biographcr amounts to an obsession with thc \\ ritcr 
in the lattcr half of thc decade also finds in his vie,, a psyd10anal~tical 
cxplanation: thc littlc girls--cach cntrappcd in a cagc or labyrinth of the 
adult world--arc projcctions of thc author's hurl sclf: kept in broad daylight, 
safcly out of sight. of other pcoplc and of thc \\'riter himsclf it was more 
frce.:. in \'Îe\\ of some Freudian thcories--to manifest itself in thc act of 
\\liting. Toc identitics it evcntually assumcs originating in James ·s childhood 
of ,,hich his mitobiographical writings give ample evidence, challenged 
the writer's creative powers and helped him grow as an artist, effocting all 
along an inner_ cure. Growth ,vas thus a twofold process: psychical and 
artistic. Edei is even tempted to see some allegory of the seif in the fiction 
of the late 1890s: "whether wc call this a 'crisis of identtty' or a 'middle­
age crisis,' thc sequence of his stories reveals the benign workings of the 
imagination moving-in this instance in chronological fashion--from direct 
confrontation of disaster through the death ofthe spirit to its re-emergence 
and growth within the familiar shapes of the past " xv,,i 

Apart from the relevance it has to the psychica.l condition of its 
author, What Maisie Knew may be read as just one more instance of a 
self's state of confusion and the kind of questions it generatcs; or, i f the 
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agc of the protagonist is taken into account, the point of interest in the 
novei is more likely to bc that of a nasccnt seif and thc proccss-the 
"imbroglio" is an essential part of it--by which it comes ioto being. 

* 

A "domestic labyrinth." Thc ending of James 's novei more than 
echoes the beginning, for its last scntcnce: "She (Mrs Wix) still had room 
for ,rnnder at \\hat Maisie kne,v" '" concludes \Yith thc three words that 
give the novei its titlc. By taking the reader back to the starting point. Whot 
Maisie Kneir is not unlike recent novels such as 7'lw C,ying u/Lot 49, Io 
mention only onc of the postmodern lictional achievcments whose circula.rity 
as to the issue at stake has elicited a great amount of commentary. 

As the titlc foregrounds, \\hat is at stake in Maisie is knowledge, 
and this poscs the question of the protagonist's eapacity to discovcr or find 
out for hcrsclf an ans\\er to what prcsscs her mind atone moment or anothcr. 
Uscd in severa! tcnses, ''to know·' appcars to. be a key ,vord: it has as 
refcrcnce a mental acti,·ity, ,vithout ho,vevcr being rcstricted to it. that is 
no lcss challenging for belonging to a little gir!. 

Thc cxtraordinary '.'muddk ., Maisie lives in may ,,ell stand for lifr 
in general, as it does for that mattcr in many othcr contexts in James. 
Alongside \\·ith '·confusion" arrd '·,rnste,'' it was a favourite ,,ord of the 
\\Titer ,vhen spcaking about the human condition at large. To be in thc 
muddle as Maisie surely finds herself in when tirst \\aking up to the \\orld 
around is also to be in the dark as to what it all means, or in a labyrinth in 
search ofthe centre where ţhe monster/treasure is believed to lie, a discovcry 
that conditions finding.the. ,vay out . 

Both Maisie's spa~, m;:i.de up of confusing passages and crookcd 
paths, and her roind, for,th~ most part, confused and bewildered, are brought 
together in her name: that Maisie and mazy are homophones can hardly 
pass unnoticed. In discussing what she is or rather becomes, one is therefore 
not to ignore that in terms. of muddkment the line of demarcation between 
outside and inside îs hard to dra,v. Note should be takcn as well that for 
James a state of confusion is not lacking in artistic appeal and in the 
Preface he takes some of its measure: "The great thing," he writes, "is 
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indeed that the muddled state too is one ofthe very sharpest of the realities, 
that it also has colour and form and character, has often in fact a broad and 
rich comicality, many ofthe signs and values ofthe appreciable.""" 

Maisie 's world is one of perpetuai entanglement: her parents' divorce 
and the necessity undcr ,vhich she lives that she should spend half of the 
vcar ,,ith hcr mother and thc othcr half with her fathcr crcatcs furthcr 
complications for her as the experience she has of each parent and his/her 
spacc is constantly subve,ted by the language the other employs when 
referring to it. The child"s impressions ofher world(s) suffer the intrusion 
of ,rnrds that are meant to knd thern an entirely diffcrent hm:. When she 
is told to tel! her mothcr that the latter is a '·nasty horrid pig" (31) and to 
inform hcr father that ·'he !ies and he knows he !ies" (33), she is of course 
littlc awarc ofthe mi::ssagc she transmits-hence her fa.ithful report-, but as 
timc passcs and she has her increasing share of linguistic knowledge, she is 
bound to outgrow her immunity to the meaning of words Her developing 
notions of ·'mama" and '·papa" under thc guidance of hcr successivc 
gm crncssc:s contradict the names that her parents call each othcr with great 
gusto. Thc incongruit~ is a first sourcc of confusion. What thc little gir! 
makcs ofit and ofothcr confusing situations, how shc rclates to their agents. 
arc qucstions that scnsibly bear on her growing sense of seif and its 
consequent manifestations 

Beforc attempting an answcr, we might do wcll to bring up James's 
o,rn commcnt on his rather special protagonist. Occurring in the Preface, 
a text first written for the Ne,, York Edition that followed the publication 
of the novei by more than a decade, it rather addresses thc ri::ader as the 
formulation of an intention. lt is clear in the light of what James writes 
that Maisie ,,as not to be so maltreated as to be incapacitated for feeling 
aud thinking. On the contra1:·, '"the small expanding consciousness" was 
to be "saved" by "the experience of certain advantages, by some enjoyed 
profit and some achievcd confidence, rather than coarsened, blurred, 
sterilised, by ignorance and pain." xx, The advantages, profit and confidence, 
of which luckily Maisie has her share, are also a source of confusion: it is 
her stepparents that facilitate her experience of these. 

However, she is far from being only a "receptacle" (31 )where things 
qoth sweet and bitter are pourcd. It is true, in the beginning she is a "read~ 
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vessel for bitterness. a deep little porcelain cup in which biting acids could 
bc mixed" (25), but it is not long bdore she turns into a ditferent kind of 
vesscl: a medium through which c0nnections are made, as that between hcr 
governess and her father, resulting with respect to the fonner in a change 
of status. She proved tobe a more fonnidable agency of entanglcment 
\\"hcn at a later stage shc had-as shc hcrsclf rcmarked-"broughf" hcr 
stepparents "together" (67). Though perhaps the most important as far as 
Maisic is concerned, thcse are not the only erotic rclations to \\·hich the 
little gir! was ex.posed Equally short-livcd, the rc-marriages of hcr parents 
\\ere promptly follmYed by a series of entanglements similar in thcir 
ephcmerality. 

lf Maisic ;s slow as shc somctimes appears to be, this is duc to hcr 
not kccping pace" ith thc specd at \\hich her parents change their partners. 
ln addition, there is the shift of hcr mother's husbands on to thc forma 
gm·emcss. The more particular alliances struck by parcnts, steppan:nts, 
Im crs, and govcrncsscs are hardly lcft. unaffectcd by thc "restlcss changc, ., 
and a question facing Maisie at regular intcrvals is to gucss ho\\ ''thc 
distribution of pa1iics ., is going to tdl on hcr, more spccificall~, ,, hcthcr 
'•it ,,ould lcad to a rushing to and fro and a changing of placcs·' (89). '·A 
rcceptacle" and a '·vcsscl" at first. thc littlc girl is also a spectator, a role 
suggested by onc of the earlicst imagcs describing hcr \\orld as 
'·phantasmagoric·' '·as ifthe whole perfom1ance had been given for hcr­
a mite ofa half-scared infant in a great dim theatre" (27). Butjust as by 
being a vesscl she develops othcf functions, among which thal of 
connecting people is not the least important, so the almost frightcned 
onlooker she is at the outset gradually leaves room for a different kind of 
experience and role: without ceasing tobe a spectator she sees hersclf as 
part ofthe evershifting scene(s). Shc appears to progressively split hersei( 
into observer and observed, another way of saying that while thc line 
bet\\"een inner and outer tends to become blurred, Maisie develops a sense 
of a twofold being: as a private w6rld and, on the other hand, as part of 
the more general entanglement. Her "small expanding consciousness" 
has much to do with both. 

How Maisie appears in her own eyes, what she makes ofthe other's 
relation to herself-whether they are on her side or not, and what that side 
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is-are no doubt issues worthy of attention. That she is treated in such a 
\\ay as to further ends that are not her own is somcthing too obvious cven 
for herself to miss. It is of interest in this connection to note that she is 
simply handled like an object owned atone time or another. To look upon 
human being as means and/or mere possessions is an impulsc inherent in 
too many Jamesian characters prior to or in the wake of Maisie not to 
count heavily in James's work as a \\'holc. What distinguishes Maisic's 
tn.:atment from, say, Pansy 's or Charlotte Stant's is that she may be literally 
classed with objects, as some of the verbs used in connection with her have 
a reference restricted to this class. Thus Beale Farange, her father, is said 
to complain that he "cannot afford a wife and daughter" (60), a use Maisic 
echoes \\hen later on she speaks of herself as of somethi11.g that can bc 
stolen or '·borrowed" (219). 

More rclc\'antly still, Lhe \\ay her body is handlcd. the "pats" and 
'·pulls" to which it is submitted bcgin to function as a code through \\·hich 
messages arc com·cycd to her as to "the steps and signs of other people's 
business and c\·cn a little as (to) thc wriggle or the overflo\\ of their 
difficulties" ( 165) What Maisie kno\\S comcs-at least in part. but the part 
she k11ows in this \\ay is no doubl important--from transmitters eonsisting 
of a rangc of bodily touch. A systcm of communication seems to bc 
dcn~loping betm:cn Maisie and the othcrs that is different from language 
and often subversive ofit. Hcrc lies further rcason why language should 
not be fully trusted. Maisie 's refuge into silencc \\·hen a young chi Id 
follo\YÎng on her mediating the exchanges bet\Yeen the parents may ha,e 
something to do \\"Îth it. That they rcad it as proof of hcr stupidity enhances 
the irony of the situation, while reflecting back on their limited perception 
and thought. 

Maisie's option for silence and stupidity seems to indicate that the 
entanglements amidst which she was living impelled her to\\ ards 
concealment and duplici~ ... Just as the vessel to which she was compared 
in the beginning assumes other functions-that of connecting people is one, 
as shO\m above-, so the theatre image initially suggestive of her confusion-­
she was "a mite of a half-scared infant in a great dim theatre"-"-foreshadows 
ways in which Maisie would later on relate to the stage w~ere the grown­
ups were busy changing parts much in the manner ofthe_ plays perhaps nqt 
entirely offJames 's mind at the time he started to write What Maisie Knew. 
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By learning that to speak the words she bas been taugbt to is 
something the othcrs do not approve of, and so not exactly to her advantagc, 
sbe is guided to evolve her own line of conduct with respect to them. Bascd 
on the association she makes between safe~ and stupidity--"she bad nevcr 
been safe unless she had also been stupid" ( 18 l) is what her memory kccps 
in a safe corner-, hcr bchavior prcsupposcs conccalmcnt dcpcnding to a 
great extent on the mask she bas becn driven to assume. In such instanccs, 
when she prefers to appear stupid to those around hcr, sbe turns out to bc 
hersclf playing a part. No longer a half-scared infant in the great dim 
theatrc, she 110\\' appears to havc had hcr sbare of initiation in tbc ,,ays of 
the stage. "Diplomacy" may be anotber word for ,,·hat Maisic does \\hcn 
pretcnding tobe differcnt in ordcr to, if not cxactly risc up to aud dominate 
a thrcatcning or a\\ k\\ard situation, at least to find a ,rny out ofit. lt is "an 
innocencc so saturatcd \\'ith knowlcdge and so directcd to diplomacy·· ( 152) 
that the child cvinced at the last mceting she had ,, ith her father \\ hen thc 
lattcr '·secmcd, and quite touchingly, to ask her to help bim to pretcnd-­
prctend he kI1c,, enough about hcr lifc and her cducation, her means of 
subsistcnce and hcr ,·iew ofhimsclf. to gi,·e the qucstions he couldn ·t put 
her a natural domestic tone'· ( 151 ). That for hcr part. '·she \\ould han: 
pretended \Yith ecstasy if he could only havc.: givcn hcr tbe clue" ( 15 I). is 
proof of her resources in this respect 

It nceds to be stressed at this point that \\hat Maisic is \\·illing to 
prctend atone moment or another can hardly be kept apart from ho\\ she is 
related to the pcople addressing her; in other words, the kind of role she 
takes on seems to be prompted to her by thc circumstances in which shc 
finds herself and only apparently is freely choscn. Shc is "directed to 
diplomacy." "Diplomacy" in her case is not sornething she was bom with, 
butan acquisition she may put to usc as the occasion arises. A diplomatic 
Maisie is only a provisional seif. 

We may do well to take note along the samc lines that pretending 
and acting on the one hand and not pretending and not acting, on the other, 
may get confused. Thus, towards the end of the book Maisie bas some 
reason to wonder whethcr in answering Mrs Wix shc only appeared stupid. 
Here is the passage: ''Maisie was aware that her answer (to Mrs Wix 's 
question: "Haven't you really and truly any moral sense?") though it had 
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brought her down on her hcels.; was vague even to imbecility, and that this 
was thc first time she had ap't,eared to practice with Mrs Wix an intcllectual 
ineptitude to meet her-the infirtnity to which she had owed so much success 
with papa and mama" (22 l ): ''To practice an intellectual ineptitude" points 
to conscious effort and trairting as mcans by which a quality or its reverse 
can bc displaycd. Maisic is temptcd to sec thc ignorancc she manifcsted in 
her particular case-the question ,vas far beyond her pom!r to answcr or it 
appcared so-as just another instance·of assumed stupidity The narrator 
makes a point of cxplaining that '"the appearancc did her iujustice" (221 ): 
so thc girl ,,as far from pretcnding that she was ignorant. As a matter of 
fact she "as ignorant. However. from Mai sie 's point of Yie,Y-in the quotcd 
passagc it is hcr awarcness that supplics the lcns through \Yhich things are 
sccn- the confusion remains. En;n though it is for only a littlc ,, hile that 
lhc houndary bet\\cen bcing wîthin a ,,cll-learnL:d role and being out ofit 
appears too blu rrcd to bc indicatcd \\ ith certainty. 

* 

"A mute resistance to rime.'' As Maisic·s parcnts keep replacing 
thcir partners and stepparcnts fonn a liaison of which shL~ can function as 
a most convenient co\'er, Maisie too suffcrs a changc: shc gets older. (By 
the timc eyents reach a conclusion. she has passed from early on to late 
childhood.) A qucstion that ariscs is whether, in a sense, hcr gro\\th is 
only a matter of more consiskntly practising her art of concealment which 
rcquircs ofhcr a certain amount of pretending or acting. We,might do \\·cil 
to recall that her "idea of an inner seif' or, in other words, of aoncealment 
\\as meant as a '·remedy" to mcet "the feeling of danger" (32) shc had 
bcgun to be subject to in the presence of her parents Expressed as 
concealment, her idea of an inner seif makes little room for gro\\th, for 
Maisic is seldom atone. Most often she is shmm to be related, and this 
substantiates her seif in ways that make it dependent on the role(s) she is 
playing, that is, on what she is pretending to be, which in turn is suggested 
to her by a particular situation. 

But even when alone Maisie is drawn to role-playing; this time her 
impulse is of a different nature, as are for that mattcr the parts she is 
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temptcd to act. Frced from the adults' company, she resorts to playing as 
childreri characteristically do. As is knm:m, this îs ,a complex activity that 
involves various elements and forms including imitation of adult behaviour 
or roles. Children may thus play by playing roles they find in their immediatc 
environment. As arule, they act within a context they agree upon pretcnding 
to bc thc pcrsonagcs thcy arc intcrcstcd in for onc rcason or anothcr. Whcn 
playing \\'Îth Lisette, her dol!, Maisic acts out a situation \\bere in 
comparison with real life thcre occurs a significant rcversal: shc chooses to 
play thc mothcr's role \\'bile thc doll is cast in Maisie 's. The passagc needs 
to bc quoted at lcngth: 

Therc \Icre for instancc days \\'hcn, aner prolongcd abscncc. Liscttc. 
,rntching !ier take off her lhings. tricd hard to disco\'er ,,hcrc shc hac! 
bccn. Wcll. shc discoycrccl a littlc. bui nc,·cr discoYered all. Thcrc ,,as an 
occasion when, on her. bcing pm1icularly indiscreet. Maisic rcplicd to 
hcr--and preciscly about thc moti\'e of a disappearancc-as shc. Maisie. 
had 011cc bccn rcplied Io by Mrs Farangc: •Find aut for yoursclf!" She 
mimickcd hcr mothcr·s sharpness. bui shc ,,as rather ashamcd ancrwards. 
though as to whcthcr of thc sharpncss or of thc mimicr:, ,,as noi quitc 
cicar (p . .ţ5). 

lt should bc notcd that \\hat Maisie transfers to her doll is ren;aling as to 
ho\\' at tbis stage she perccivcs hcr mother ·s rclation to her. Thc mystery in 
Ida ·s life is much on hcr mind, even if sbc cannot be aware of ,, hat it 
cxactly is and how it affccts her. There seems to bc a conncction betwccn 
the dol1 's curiosity and the gir! 's '·sense of bcing untutorcd and unclaimed" 
( 6 I) that shortly \YÎII be articulatcd in such words as "Mamma doesn 't 
care forme" (81). 

As Maisie grows up other roles will he available to her. At least one 
is ,vorthy of mention since its origin seems to bc different. ln thc briâ 
conversation she has with the Captain-one of her mother's lovers-in 
Kensington Gardens, Maisie suddenly places herself in a hithcrto 
unpractised position: that of a young lady at a ball addressing her partner. 
There is a good deal of the dialogue generatcd by thc image Maisie has 
invented and appropriated on the spur ofthe moment. Oncc she has created 
the young woman in her imagination, an imagination nourished by talks 
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she might havc becn exposed to, she is intent on imitating her. Maisie's 
rcactions belong to the young woman, rather than to herself. So.does her 
manncr of laughing: "Maisie laughed, with a certain elegance. in return­
the young lady at the ball certainly would," or of showing surprise: in 
making a rctort, '·she judged her young lady would say that with light 
surprisc" (127). Both hcr laugh and "light surprisc" might be read a.-; ironica! 
comments on hcr nrnther 's disposition to proliferate hcr lovers and so as 
evidencc of the girl's imitation in matters she was not expcckd to kno\\'. 

The tcndency Maisie shows to mimic real and imagina~ pcople 
whcn playing, as wcll as whcn living, can be easily turned against hcr. As 
a matter of fact those rcadings that insist on her having bcen contaminatcd 
by thc "atmosphcres'· that "it \\'ould bc appalling to analysc ., ( 168) are 
usually bascd 011 arguments having to do with such cxhibitions on her part. 
Of coursc, not all hcr acts can bc accounted for so readily. Thcrc is in the 
first place, her answcr to Sir Claude 's proposal: askcd to givc up Mrs Wix 
shc agrced on condition he gi, c up Mrs Bcale, a sacrifice it ,,as beyond his 
po\\ cr to make. Some critics arc tcmpted to sec hcrc a mancuvcr in kccping 
"ith thc game playcd by othcr charactcrs cnabling Maisic to reach hcr 
goal: she ,, anted Sir Claude for hcrsclf. More than that. Maisie ·s n;ply to 
Sir Claude-an argument rnns-,Yas meant as an offor to becomc h1s mistress. 

Thcre is no doubt that Mai sic ·s emotional attachment to hcr stepfather 
is ,cry strong indced. She grcatly enjoys his prescnce and m1sscs him 
whcn notat home. His sho\\ing up aftcr periods of long abscncc is an event 
that brings hcr joy. It is trnc, Sir Claude's typc of beauty-in voguc at the 
timc--and aristocratic manners are not without effect on women Ali the 
fomale characters in the novei faII under his speli including Mrs Wix ,,·hose 
pressure that he should break with Mrs Beale îs obvious[y due to some 
incentive other than the moral sense she so loudly advertises. Maisie's 
relation to Sir Claude is differcnt though. A point not to overlook is that he 
impressed her as truly caring for her,' even if his concern that appeared to 
be real and not false did not hinder him from using her. The affection he 
aroused in her might simply reciprocate his interest in her: after aII it was 
hardly parental Iove that she had been offcred before. 

Maisie's last walk in France in Sir Claude's company brings proof 
that to separate from him was nota prospect she could in the least cherish. 
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lndeed all her reactions on that particular occasion testify to how closc she 
foit to hcr stepfathcr. He scemed to completely absorb her attention blinding 
her to sights that had previously cnchanted her: "She sa\v nothing that she 
had seen hitherto--no touch in the foreign picture that had at first been 
ah,ays before hcr. The only touch was that of Sir Claude's hand. and to 
fccl hcr mm in it was hcr mute rcsistancc to time" (26 7). Jn onc scnsc 
Maisie ·s resistance to time refers to her dcsire to put off for as long as 
possibk their retum to the inn. that is, the moment \\fo.:n she is cxpected to 
givc her answcr. ln another scnsc, it means not to gro\\ up and rcmain a 
littlc gir! who can always foci hcr fathcr's hand clasping her mrn. Maisie's 
lmc for Sir Claude is filial not erotic, and to sec it othcrnisc is to assimilatc 
hcr to thc fomalc figurc such as Mrs Beale and Mrs Wix--not to mention 
hcr mother-, whosc line of acticm is dccidcd by the game they intend to 
play rather than by a moral scnsc. 

* 

"The circus" aud "the glade.'' lt is somc\\hat ironica! that Mrs 
\Vix diffcrcntiatcs bct,,ccn game and moral scnse as a moti,·c bchind hum_an 
acts. Appcaranccs arc misleading as to thc real impulsc al \\ork Shc makcs 
thc rcmark ,Yith rcfercncc to Maisic ·s stepmother \\ho by joi ning Maisie 
and her go\'cmcss in France gave first the impression that the reason for 
hcr coming was her duty to her stcpdaughter, \\hercas in fact as she was 
able to rcalize shortly. it \\"as a clever movc to make Sir Claude dependent 
on herself. But, as already mentioned. Mrs Wix hersclf is liable to mix up 
the two. lt is difficult to say whether her insistcnce on a course of action on 
Sir Claudc's part requiring his separation from Mrs Beale is not duc to an 
unarnwed desire: that she herselfwould enjoy his company. 

Mrs Wix's question about Mrs Beale has an implication that should 
be, more fully, brought out. If a game may pass for moral sense, is nat the 
latter endangered by the confusion? Is the distinction tenable in the sense 
that a moral sense does exist and a game can be distinguished from it'1 Or 
is it just another name for the same game people are used to playing? It is 
important to attempt an answcr to these questions as they bear directly on 
the issuc under discussion: Maisie's idea ofan inner seif, and, more generally, 
the terms in which seif can bc understood in the novei. 
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The point made earlier about Maisie's tendency manifest in several 
contc:\.ts to take on ro Ies, or about her diplomacy, even if they were suggestcd 
to hcr or imposed on her by the situation, might lead to the conclusion that 
the seif she was evolving was dependent on them. There are hmvever 
reactions on Maisie's part that discourage one from accepting tao readily 
such a vicw. If wc look at thc mattcr in terms of game and moral sensc, it 
is plausible to wondcr on their evidence whcther the latter has no claims to 
make on her being. In other words, the question addressed by Mrs Wix 
'·Havcn't you really and truly any moral senseT' (221) can be answered în 
thc affirmativc: yes, Maisic has a moral sense in contrast to her governcss 
too much preoccupied with conventionaL manifest fonns to have a real 
and truc moral fceling. In Maisic 's casc on the contrary, it is bound up 
"ith her idea of an inner seif and so well concealed. OnlY no,v and then 
docs it come up baffling thosc ,Yho an.: exposcd to iL for it exprcsscs itself 
in fonns that arc shocking for anyonc trained to sec in conventional morality 
its only form of manifcstation. lt is in fact thc crucial issue in thc other 
nm'ds of Henry James. 

Perhaps thc bcst knmYn instancc ofthc girl's rcvcaling herself in all 
tlic nakcdncss of hcr cmotional impulscs is supplied by her talk \\·ith the 
Captain in Kensington Gardens Therc is incrcasing irony in the dialoguc 
bctm:cn Ida 's lovcr at the timc and thc girl who gives too faithful an image 
of her mothcr ·s penchant for entanglcments b) umYittingly making 
rcfcrenccs to onc fonncr lover after anothcr. The irony is hmYever seriousl~, 
subvcrted by an altogethcr different note that gains in intensity as their 
conversation comes to a clos1;:: in her childish way Maisie is putting pressure 
on the Captain that he should make the confession she expects: "'Say you 
Iove her, Mr. Captain, say it, say it!' she implored" ( 13 l ). At the same 
time she confesses to experiencing the same feeling. lt is Iove that rendcrs 
Maisie's words morally meaningful, for next she asks the Captain not to 
bc like the others. 

A moral sense that owes so much to Iove is something entircly 
different from Mrs Wix's notion ofit, or of any other character's. Sir 
Claude atone has a glimpse ofit when a few moments before his final parting 
from Maisie, he pronounces "it" tobe "the mast beautiful thing l've ever 
met," ''cxquisite" (276) and "sacred" (277). According to Tony Tanner, 
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Maisie's "qualities belong to a pre-moral or trans-moral realm. In her 
ignorance she is all potcntial, all readiness, all humanity. What is innatc is 
her spontaneous affection, her appetite for the new, her aptitude for lifc, 
her unprejudices uncondemning eye which is hospitable to the whok 
spectrum of sense impressions." xxii 

To admit that thcre can bc such a corc in seif is to rcsist reducmg it 
to role-playing. Pcrhaps more to the point ,rnuld be to say that just as therc 
is a '·an inner seif," so there îs an outer sclf ah,ays in the making and 
gaining consistency in exposure. As such, Maisic'.s seif ties in \\Cil with 
the notion of seif as devclopcd by William James. ln the vie\\· of Henry 
James 's brothcr, the pluralization of self-the capacity of thc indi,·idual to 
e, oh c forther facets as the context, cspecially social context, rcquircd-did 
11ot preclude, but on thc contra~· presupposed a "seif of selves. '.· , 

Refcrring oncc more to Maisic ·s innL:r seif and the ,rny it came to 
thc fare in her talk to the Captain, it is perhaps ,, orth noting that the scene 
is laid in a gardcn. Oncc she has rcached Kcnsington Gardens in Sir Claude ·s 
company. an c:xit out of thc labyrinth in \Yhich shc \\as \\andL:ring appears 
in sight. The diffcrcncc the place makes is pointcd out by Sir Claude: he 
contrasts it to the '·prctty bad circus ·, ( 120) they ha, c lefi behind. The ,ralk 
promises to be an escape into nature as thc landscape- the "great grccn 
gladc," "the fresh tu rf," '·thc crooked coursc of a rural footpath" ( 120)-· 
clearly suggests. The allusion to the Forest of Arden and Rosalind ( 120) 
no doubt rcinforccs the imprcssion hinting at an opposition bet\Yeen naturc 
and ci,~lization, the latter somchow held rcsponsible for man 's entrappment 
into the labuinth. 

Howcvcr, it ,vould not do to emphasize the divergent course of 
civilization vis-a-vis naturc. For one thing, Kensington Gardens is thc name 
of a space where the two are meant to stand in harmony rather than to be in 
discord. By bringing together the virtues ofboth, the garden appears as the 
focus par excellence ( of the mind as well) where higher attributes (including 
a moral sense as James understands it) are at home. As Tony Tanner remarks 
in his discussion of The Portrait of a Lady, James, when setting ''house" 
and "garden" in opposition as he often does in that novei, associates the 
latter with, among other things, the "imagination of loving," exemplified 
at its best by Ralph Touchett. Isabel too is drawn to the garden, especially 
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to Gardencourt, a name that in Tanner's words "points to the fact that this 
is the locale in the book which mast cxudes a mood of mellow reciprocity 
betwcen the ci vilised and the natural." xxiii In contrast to Ralph, hmvever, 
who is from the outset '·a true J amesian artist figure," she needs to experience 
pain at thc hands of others before developing a capacity to respond to it. 
("Suitably, he is mast oftcn scen sitting in gardcns." xxi,) 

But \\hat about the effect of_their exposure to Kensington Gardcns 
on Maisie and Sir Claude? It is obvious that the child's response is difforent 
from the man 's. The "green gladc" and the "•fresh tu rf' are likely to appeal 
to hcr "imagination ofloving," a phrase that can bc taken tobe synonymous 
"ith her moral scose, in mtys that bring it aut giving it particular direction. 
Thc child foels stimulated to cxprcss herself more intimatcly. As for Sir 
Claude, his temptation to sec the gardcns as a place whcrc to take refuge in 
Romantic fashion from thc world turns against himsclf with a vcngcancc. 
Thc human prescncc has the effcct of dispclling its ch4rms and of rcvcaling 
it as what it actually is: a part of thc London world. His shock prefigurcs 
I he more farnous scc1w of Rccogni tion in The A mhassadors. Strethcr ·s 
projcctio11 of a Larnbinct on the landscape under his cyes is as mcrcilcssly 
comxtcd as Sir Claudc's projcction of a literary· tcxt-Shakespcarc·s As 
Yo11 like lt-on Kensington Gardens. Jn both cascs thc mind is forccd to 
g1vc up its fonner perspcctive that \\as adopted or rather built from a 
rcading experience. 
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9 

WHITE AND/OR BLACK: 
THE RESTORED SELF OF TOM DRISCOLL 

Mark Twain 's resounding success. Exccpt for a few periods 
of varying length in thc first half of thc decadc--not cxcecding, hm,cver, 
sc,·eral months-\\hcn business took him over to America. Mark l\\ain 
spent the I 890s in somc parts of thc \\'orld other than the United Statc.:s. 
Lcm ing aside thc onc ycar lccturc tour round the \\'orld (July 1895 - Jul, 
1896). if ,,as in Europe that he found his abode. With his family he scttkd 
succcssi, cly in ltaly, Gcrmany, England. and Vienna: in thc last hm placcs 
he rcmaincd for two ycars or so respectivcly·. 

ln 18 91, with thc greatest pa,t of the work behind him. 1\vain ,,as 
already a famous \\Titcr. Somewhat fastcr than America in acknowlcdging 
his manifold talent, both England and Gemmny had given him a ,,arm 
reccption on the occasion of fom1er visits. Over thc l 890s his reputation 
further consolidated, and, apart from France that kept its ful] praise for 
Edgar Allen Poe, Europe acclaimed him as America ·s grcatest writer. His 
fame reached Asia too as he was to realize when lecturing in India: there, 
people "knew only three things about America: 'George Washington, Mark 
Twain, and the Chicago Fair.' "i At home he had now not only his readers 
and fans, but a high literal)· reputation as well, America having caught up 
meanwhile with European enthusiasm. He had always been a popular 
author and the sales of his books in the J 890s brought further proof of his 
readership. In September J 898 Pall Mall Magazine published an anecdok 
that must have flattered Twain a good deal. In the leading bookstorc of 
Hartford a lady asked for Taine's English Uterature and was told by thc 
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shopkeepcr that he had not written such a work. When she wondered, the. 
bookrnan replied that he was absolutely sure for "I have read every,line;hc 
has published from 'The Jumping Frog' upwards." ii 

An important change in Twain 's rating as a writer was noticeable 
throughout the 1890s. While he continued to be labelled a humorist in 
somc quartcrs, ip others thc seriousncss and innovativc qualit~ of his 
Mississippi writings were being brought to light with the resuit that the 
\\TÎter cmergcd a far more complex personality than his public image credited 
him in thc previous period. In the wake of Andrew Lang in Britain, who 
wrote in February 1891 that he had ''no hesitation in saying that Mark 
Twain is one among !he greatest of contemporary makers of fiction. ,. iu 

came Brander Matthews whose appraisal ofT\\ain sounded the prophetic 
note in that he singlcd out Huckleberry F'inn as the ,,-riter's masterpiece: 
'"(. .. ) I do not think, ,. he predicted in 1897, "it will bea centu~· or take 
thn.:c gcncrations bcfore wc Americans generally discovcr how great a book 
1-luckleberry Finn really is." ". As is known, Amcricans took less than a 
ccnlury to bc ,,·on mer to Matthe,,s· judgment as far as T,rnin's novei of 
1884 is concemed. 

Thc grO\ving interest in l\rnin 's \\Titings associated with thc 
Mississippi, and, rcsulting from it, the tcndency to speak ofhim as a writer 
of dccp moral vis ion wcrc stimulated, no doubt, by thc bold those writmgs 
,,ere having on their more perceptive readers. However, some polemica! 
impulsc must havc been at work too. That is plainly visible in Brander 
Matthews · essay of 1897, as well as in the essay, highly appreciative of 
Twain, William Lyon Phelps wrote in 1907. Both Matthews and Phelps 
took issue with Charles E. Richardson for whom Twain's merits were 
confined to those of a huniorist exclusively. ln his "American Literature" 
( 1886) Richardson had referred to the author of Huckleberry Finn only 
sparingly even by comparison with George Cable, disposing of him as a 
minor figure, certainly inferior to James Russell Lowell and Oliver Wendell 
Holmes. The revision to which Twain's work began tobe submitted in the 
1890s led to a new evaluation ofhis writings and consequently ofhis status 
as a writer, a process that was to be shortly rcflected in his inclusion in the 
canon of American literature. Huckleberry Finn, Tom Sawyer, and 
Pudd'nhead Wilson were considered now tobe his major achievements, 
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and also to take a good deal of their substancc from their author 's intimac\· 
with the ante-bellum culture of the American Midwest, as wcll as with 
''the living speech that he knows so well as to use with the assurancc of 
original proprietorship " 1 Wc may do well to point out that to Twain 's 
more insightful critics -Matthews and Phelps are definitely among thcm -
ncithcr Tom Smtyer nor Huckleherry Finn is primarily a book for childrcn, 
even if both of thcm are •"cievoun.:d" by boys; Huckleberry Finn "is really 
nota child's book al all." lnviting eomparison with Ptlgrirn 's Progress, 
Robinson Crusoe. Gul/iver s Trave/s, a tradition valued, wc undcrstand. 
for moral guiclancc (a11d satirica! cffects) they are eonsidcred among thc 
books „that an.: rcad at diftcrcnt periods of one ·s lifo frorn very diffcrcnt 
points of vil:\\'·· (Phelps has in view Tom Sm1yer, but the statement is 
implicitly applied to ''the other masterpiece."'i) 

' Thc recoursc to Europcan cxamples in order to take measurc of an 
American \\fÎtcr's \\01th shcds light. to bc sure, 611 thc practice of American 
criticism at thc period or rathcr on its standards: cven \Yhcn conccmcd "·ith 
undcrlining thc Amcricanncss of thc author undcr discussion, it could hardly 
rcsist looking across thc Atlantic. lndced, it was l\Yain's Amcricanncss that 
cngaged thc att1,;ntion of his critics in thc l 890s and thc carly ycars of thc 
twcnticth ccntury Some othcr meanings of his work, of HucklehenJ· Nnn 
in particular- its mythical significancc in the first place--had to \Yait for T S. 
Eliot and other critics of subsequent gcneration(s) tobe brought to light. 

* 

A gloomy decade. The great fame Twainwas enjoying în Europe 
and America. cspecially his rise as a literary figure, gave him good rcason 
to takc pride in his achievcment; but othenvise the 1890s were far from 
being generous to him. Even the decision he made in 1891 to settle for a 
time in Europe· \\'as chiefly motivated by financial difliculties; over the 
next couple ofyears these became so serious as to face him and his family 
with the spectre of poverty. 

A rich man by all standards--his Hartford house stands proof of the 
grandiose scale ofhis living-Twain had not ceased to be lured into money­
promising schemes. The large investments he made in James W. Paige 
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typesetting machine that despite its appearing "superb" and "perfect" \ost 
in competition with Mergenthaler 's Linotype, and, on the other harnl. Charles 
Webster 's inefficacy to run the publishing firm he had setup and financed-­
at least that was Tv,ain's vers ion of the story-brought him to the verge of 
finaneial ruin. (n going into bankruptcy in 1894, apparently to his mininrnm 
disadvantagcs under thc given conditions, he took the advicc of Henry 
Rogers, one of the pillars of Standard Oii Company: it was also Rogers 
\Yho helpcd disentangle him from the intricate involvement \\ith the Paige 
machi ne. To kcep unimpaircd bis prcstige as a writer, Twain plcdgcd himself 
to pay his dcbts The lceturc tour round the world on which he \\ cnt in 
1895 ,ms meant to bring the money he needed or. at least, part ofit. 

Despite the success he had always enjoycd on the lecture platform, 
he \\as hardly in Iove \\Îth the job. He kne\\ tao \\Cil that \\hat his audicnce 
\\anted \\as amuscment, and to supply it for twelve months at a stretch 
could have drained him of all his cncrg~. When he followed the equalor he 
\\as sixty years old. From thc reviews occasioned by his tour, onc can get 
a glimpse of the man and his performance on thc stage. Seeming '·to _iest at 
his scrious side. just as in his books. ,. he could bc nonethclcss '·mon::d by 
thc n.:membranee of the iniquities pcrpctratcd on libert:,. in the old slave~· 
days amid which Huck Finn and Jim the slave lived:'· his prefcrence for 
·'thc quaintest amcricanisms, for instance, his usc of "t,\am Y instead of 
'•it \\ as nat," or of ''they dane it" \\as not lost on his Australian audiencc. 
Ncithcr ,ms thc ,rny he spoke: '·slowly, lazily. and m::arily, as of a man 
dropping offto sleep," or "that charact1..:ristic nasal sound which penetrates 
to the back of thc largest building .. , But \\-bile seldom failing to respond to 
all this, the listcners must have had their eyes fastened on "the picturesque 
figure'' on the stage, further described to the readers of the London Sketch: 
"His long, shaggy. white hair sunnounts a face ful! of intellectual fire. The 
cyes, arched with bushy brO\VS, and \\ hich seem to be closed mast of the 
time while he is speaking._ flash aut now and then from their deep sockets 
with a genial, kindly, pathetic look, and the face is deeply dra\m with the 
furrows accumulated du ring an existence of sixty years." ,;; 

Just as the tour ended, Twain 's furrows deepened and others \Yere 
accumulating. The death of Susy, his ddest daughter, plunged him into a 
depression from which full recovery could hardly be possible. He and his 
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family spent the remaining years of the decade in Europe-during the five 
years he did nat set foot in America, nat even once-hoping that away from 
''home," the grief over their loss would be more bearablc. Finding a refuge 
in writing, he produced now an impressive mass of manuscript that after 
his death was to challenge the editors in a number of ways. Those of his 
works gcncrally labcllcd "late Twain" postdate 1896, an important boundary 
in thc T\\'ain chronology bcing thus supplied by thc mid-l 890s. Thc cssay 
"What is Man?," fictions such as "Thc Mystcrious Strangcr" arc all 
pcm1cated \\·ith despair at \Yhat human nature tums out to bc: a series of 
\\'Îckcd impulscs, over \\hich. man, thc pla~thing oflargcr forces, can havc 
no control whatevcr. 

T\\ain ·s dcspair is ho,, evcr containcd: it leads Lo resignation rather 
than rcbcllion. The contrast in \\·hich his bod) of ,uitings stand to thc 
,,Titer ·s earlier ,rnrk madc Theodore Drciscr ask thc qucstion: ··wcre thcrc 
two T,,ains from thc beginning'r' Although thc question had bccn askcd 
bcfore Drciscr and \\ould bc rcpcatcd aft:cr him, b1xoming a kind ofburdcn 
in thc T,rnin criticism, its association ,,ith Dreiser seems more justifii.::d: 
and this not so much bi.::causc Drciscr had in vie\\ a more relc,ant contrast 
and put a good of emphasis on "thc pO\vcrful and original and amazingly 
pcssimistic thinkcr that he (Twain) rcally \Yas,"' ,ii, as bccause ""Mark the 
Doublc T\\ain," thc titlc of Dreiscr ·s centi.::nnial cssay, is far more broadly 
suggcstivc ofthc ,uiter's personality. Ina sensc ·'Mark, thi.:: Double T,rnin" 
supplies thc focus of the present chapter too: J>11dd 'nhead Wilson is too 
greatly dependent on doublencss not to invite a commentary on it. 

* 

"Different selves" in "rivahy and conflict." The first who 
invitcs such an approach is Twain himself. It is difficult to say whether he 
adopted the pen-name of Twain because by the time he launched himself as 
a writer he had become aware of inner contrnry impulses. (The story he 
told is of course different.) Once he came to be kno,,11-- well-kno,,11 seems 
a more appropriate word-as Mark Twain humor:ist, entertainer, journal ist, 
and story-teller, he was tempted to look upon 'hîs name as fully expressive 
of his personality. Later his practice as a novelist must have evcn more 
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encouraged him to stress thc rclevance of a name for its bearer. "Onc 
doesn't name his characters haphazard," he enlightcncd one reporter who 
wante_d to find out (!) whether "Tom Sa,vyer" was invested with any 
partkular significance."' , 

There wcre many reasons why the doubleness suggested by 'Twain," 
a word so closc to twins, should haw1t him, as it \Ycrc. Having grown into 
Mark T\\·ain he had not in thc lcast ccascd to bc Samuel Langhomc Clcmcns. 
"Clcmens" \\hich he sometimes liked to read as "claimants" continued to 
bc the namc by which he was addressed by acquaintanccs and friends, 
including litcral'y friends. W.D. Howclls for onc seldom callcd birµ by his 
pcn-name. 

Thc sensc of a split ,Yithin bis personality incrcascd \\ith fame and 
agc. lt ,ms cspccially kccn during thc late 1890s. It \\as thcn thal over a 
long period of timc he contcmplatcd thc idea of bringing his twin idcntitics 
in thc open. As Justin Kapl~m informs us in thc biography ofthe \\"ritcr. so 
aptly cntitlcd M1: C!emem and Mark /1.rnin, a few recurrent ,,ords in the 
notcbooks 'foain kept at thc timc arc mcant to bc an inccntiyc for a futurc 
\\ork: ··s. L. C. intcrYÎc\\s M. T" His old intcrcst in dreams that amounted 
to a shcer obsession no\\ was also whettcd b>· a bclicf ha, ing many adepts 
at the time that the more enigmatic aspects of human bchavior had thcir 
c:xplanation in a seif of ,,·bose e:xistcncc man \\as littlc a\\"are: the dn~am 
seif as it \\as called. Hcncc the ne\\ turn takcn by his fiction ccntrcd on the 
conflict \\Îthin thc individual. In thc stories he wrotc in thc late 1890s and 
thc next decade, Twain \\as far more intcrested in presenting drcam life in 
opposition to the state of wakefulness when the seif ,,as believed tobe in 
full control. The same question appears tobe asked over and ovcr again: 
"'Which was the dream?,'' a question which is bound to invite another one: 
'•Which was reality?:" for, to Twain in old age, reality and dream are hard 
to keep apart and harder to define: dream dislocates reality, and reality 
takes on the attributes of dream. · 

Prior to Pudd'nhead Wilson, however, the uses to which the double 
had been put were rather different. Quite often Twain sa,v the conflict in 
tenns that were more central to the nineteenth centurv. With another kind : ' .. ' ~ 

of emphasis he was to follow the pattern which E. A. Poe had set in 
''William Wilson": conscience is. at odds with 'indrilgence in ·sensuous 
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pleasure. Bound up with fea,r of damnation, thc moral imperative îs for 
Twain a source of guilt and remorsc that may have crippling effects in 
respect to man 's capacity to respond to lifc. Hence thc impui se to turn 
against it and free thc seif from its crippling pressure. It îs what happens 
în '"The Facts Concerning the Recent Carnival o_(Crime in Connecficut." 
a fantasy he first rcad at his Hartford Monday Evcning Club in 1876 \\'hcrc 
conscience îs subverted and essentially dcstroyed. 

But t,\'inship enabled him to dramatize discordant sides of the seif 
not ncccssarily connectcd \\'ith the uncomfortable dcmancJs of a supcrego. 
Severa! ycars bcforc he presented his '·Carnival of Crime.'' he had based 
one of thi,; sketchcs on the figurc ofhe Siamese twins. Written in 1868, at 
thc end of the Civil War, '·Personal Habits ofthc Siamcse T,,·ins" bind in 
Chang and Eng a scrics of opposites: sornc of these ,,hile relcrnnt to thc 
Civil War and thc sympathics thc t,,o sides polarizcd-C:hang fought for 
thc Union and Eng for thc Confcdcracy-might shcd light on Twain ·s dividcd 
loyalty: bom în thc South he \\'as contcmplati1ig marrying North (the 
Langdons \\CfC known to ha,·e bcen dedicated abolitionists): others refer 
to such addictions as smoking and alcohol. to ,,foch onc of thc brothcrs 
,,as gi,·cn. \\hilc thc othcr was a confirmed nonsmokcr and tcctotalcr. 
Apparently, the writer himsclf ,,as tom bct\\'cen the plcasurc he took in 
smoking for a number of ycars no,, and thc pressurc Olivia Langdon. 
whom he ,ms ,rnoing in the late sixties, ,,as putting on him to give it up. 

No wondcr then that being at the ccnter of many ofT,rnin 's \Hitings 
and occupying his attention to the cnd ofhis life--thc story go<:!s that a littlc 
while before his dcath, he was preoccupied with Jekyll and Hyde and othcr 
similar impersonations in literature-twinship often supplied the clue by 
which his work has been approached, even if some of the critics who took 
this route were biased towards one ofthe twins and too readily suppresscd 
the other. A reading that madea long career in T,vain's criticism presented 
the genteel tradition of the East-Olivia Langdon embodied it at itc; most 
persuasive--as the unequivocal winner in the contest it must have had with 
Twain's Midwestem background, upbringing and hostili!)· of whatever stood 
in the way of personal freedom.' When the ordeal of Mark Twain 
presumably Ieading to the suppression of his more genuine seif was not 
traced to the split caused by these contending forces, it wac; understood to 
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be related to the writcr's double status in his culture. The Gilded Age 
repulsed him because of the sham values it so hy -pocritically advertised, 
but on the oth_er hand he was flattered when tycoons like the Rogerses and 
the Rockfelkrs befriended him. For reasons too evident to mention, readings 
along these lines proliferated in the 1930s. xi Still the over-emphasis laid 
by thc critics of the angry decade on Twain 's moral discomforts \\'ith thc 
corruption of the Gildcd Age which hardly prevented him ho\\'ever from 
enjo~ing the company of its bcneficiaries should not obscure a conflicting 
attitudc from his part. Justin Kaplan underscores it timc and again, cach 
chaptcr ofthc \\Titer's lifc supplying him with an occasion to make remarks 
as the follmYing: "He \\as, at the vcry least, already a doublc crcature. He 
\\antcd to bclong_ but he also wanted to laugh frorn thc outsidc." 'Thc 
rcprcscntatin: of a broad spcctrum of paradox, as a writcr he stood outsidc 
American societ~ ofthL: Gildcd Agc. but as a businL:ssman he cmbraced its 
business rnluL:s.""i Martha Banta·s way ofputting it is characteristically 
suggcsti,·L': Mark T,\-ain '·containcd the personalities of both loafer and 
climber ,- "i' 

* 

(Un)twining the threads of the stmy. Pcrhaps to a greakr 
extc11t than An American Yankee in King Arthur.\· Co11rt that precedcd it 
by a couplc ofycars, l'udd 'r1head Wilson forcshadm\s thc cynical sombre 
vision informing th~ fictions and essays which Twain ,, rote aftcr 1896. 
This of course lends further point and emphasis to Dreiser 's question. 
Without claiming that there \\ere t\\o Twains from the very beginning, it is 
not difficult to assumc on the evidence supplied by his writings that for 
many years before 18 96 he had been evolving tmvards the vision he more 
unequivocally adopted after his daughter's death. Thathis evolution in the 
aforesaid direction spceded up, as it were, in the early years of the 1890s 
can be. of course, expfa.ined by his financial entanglemcnts for which he 
was not atone responsible, if we are reminded of the crash of l 893 that 
kept even Henry Adams "suspended, for severa[ months, over the edge of 
bankruptcy .. , But the rise of racism had a share too in accderating the 
process. There is relevance in the fact that while far away from home 
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Twain was absorbed in writing a'novel where the race issue figures 
promincntly: and this apparently contrai}· to bis wîll, îf we pay heed to hîs 
confession that three ofthe charactcrs (of these two are black) insistcd on 
having their way. Thc increasing prcssure put by them cxplains--according 
to the author at lcast-the more complicatcd gcnesis of Pudd 'nhead Wilson. 

Although in Dcccmbcr 1892 T\\ain wrotc that he had finishcd the 
novei entitlcd 7'hose 1'.,:-ctraordinary 7'wins and a rnonth later repeatcd thc 
announccment having mcamYhile changcd the title to /1udd "nhead Wilson 
- a Tale. ît ,ms only at thc cnd of July 1893 that thc final vcrsion cmcrgcd. 
Thc resuit of severa! rc\\Titings, Fhe fragedy o( Pudd 'nhead Wi Ison 
c, cntually partcd company "ith The ( 'omel{\' <fnwse l~\:traordinm:i- 7ir111s. 
Thc lattcr \\as includcd as a companion pîccc ,,hcn Pudel "nheod Wilson 
came out în book form in Novcmbcr l 894 haYÎng bccn scrîalizcd in thc 
('ent11ry magazine (Dcccmbcr 1893 -Junc 1894). T\,ain confesscd that he 
'·pulkd onc of thc stories out by thc roots. and ktt thc othcr onc--a kind of 
litcrary Cacsarcan opcration." rn 

During thc Yisits T,rnin madc în thc Unitcd Statcs în 1892 am! 1893 
thc \Hiting or IT\\TÎtîng of 1'11dd'nhead Wilson \\as not compktch 
abandoncd: in thc hours. not mam at a tirnc. he could snatch from his 
c:xtrcmely dense social and business cngagcments he madc some progrcss 
\\ith hîs ,rnrk. Ho\\C\ er it \Yas during his resîdence în Italy that he dcvotcd 
most ofhis cnergy to the novei. The chann of Florence and ofVilla Vîvîani 
în its vîcinît~· ,,as not !ost on the author of l'udd'nhead Wilson, less disposcd 
than the author of The Jnnocents Abroad to pokc fun at thc European past. 
despitc the playful tone he adopted in "Whisper to the reader,'· the preface 
to bis novei, whcn speaking about the still-felt presence of Dante and 
Beatrice. The high antiquity of the Villa he inhabitcd for severa! months 
\\as a point of interest and attraction for him. To bis relatives in America 
he wrotc about ''thc fine beautiful family '.portraits" that "cari}' one well 
back into the past," imagining possible.meetings between the respective 
ancestors and Dante or Boccacio or Columbus. But it is the Italian landscape 
near Florence that impressed him in a;way that recalls Henry James's 
response to the same sight: • 
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The variet, of lo\'ely effects, the infinitude of change, is something not 
tobe belie;.ed by an);one who has not seen it. No view that I am acquainted 
wilh in tl1e world is al all comparablc to this for delicacy. charm, 
cxquisiteness, dainty coloring and bewildering rapidity of change. It 
keeps a person drunk with pleasure all the time. Sometimes Florence 
ceases to be substantial and becomes just a faint soft dream, with domes 
and towers of air, and onc is pcrsuadcd that he mighl blow it away with 
a puff of his breath." 

As thc landscapc undcr T,rnin ·s eycs would dissolvc in dream, thc 
imagmary \\orld of Dm\son ·s Landing finding a support in thc ,nitcr's 
childhood mcmorics ,,as gaining in substance and consistency. lt may not 
bL: irrdcrnnt that ,,hat brought Rhoda Aldgatc to Italy in the nowl Howclls 
had published a ycar bdon: T,,ain staited I'udd ·nhead Wilson ,also supplioo 
thc point of intcrcst in thc nm·cl l\\ain \\as no\\ \\Titing ~, ith thc Italian 
landscapc closc at hand to admire and wondcr at. 

* 

A double pai ring. Thcrc is no doubt that the t,rn pairs, Tom and 
Chambers on thc onc hand, a.nd Luigi and Angelo on thc othcr. arc suggcstive 
ofa rclationship--a point also borne out by thc gcnt:sis ofthc nove!. That 
from tlw outsct T\rnin had thought of developing his stor~ along double 
lincs, both ofthcm connectcd to forms ofh,inship, be they real or apparent 
is in itsclf an 111dication that thc idea of duplicating the pair \\as not ,, ithout 
importancc for him. The "Caesarea.o operation" of a later date leading to 
the cxtraction of thc Siamese twins hardly altcred the original conception: 
the Italian twins no longer Siamese but separate replaced "those 
extraordina~ twins" whose story would be published as an independent 
text having the same title together with Pudd'nhead Wilson. 

There are grounds to believe that Pudd "nhead Wi Ison depend on the 
twins too, and this not only because their presence contrihute to the vivacity 
of the narrative, or is required by the plot machinery. 1n some ve~· important 
sense they reflect on the issue at the heart of the novei and provide the key 
for an understanding ofT\-vain's attitude towards the relation ofwhites and 
blacks. As dramatized by the two pairs, it appears to point to two levels 
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correspondţng to the real and the ideal respectively. In the master/slave 
relation brought face to face with the affection nourished by the twins for 
each other there crceps a suggestion of a different possibility. altogether 
dcnied in the world of Dawson 's Landing, it is true, but which might have 
had a hold, no matter how frail and fleeting, over the l 890s reader. This is 
not to say that T,,ain \\cnt bcyond racial prcjudiccs. Tom's disrcputablc 
inclinations for laziness. robbery, and co\\'ardice arc almost automatically 
attributr~d to "thc nigger in him." Roxy too believes so and no less Tom on 
whom the knmYlcdge about his black blood bas crippling effects. 

But the automatism involved in thc incriminating attributions is, 011 

a closcr Iook, doubk-cdged. To associatc thc Ncgroes ,,ith \\hat is basc in 
human naturc so promptt~ and so generali~ ···apparentl~- cvcn thosc 
incriminatcd do not S\\ cn'e from this bclicf. is to indicate that thc prcvailing 
opinion is cspeciall~ powcrful. 

Bcsidcs thcn: is more than an intimation in Tom ·s casc that not only 
bclicf is a mattcr of conditioning, but idcntity as \\·cil. Just as '-C]1amhcrs „ 

,,hcn rcstorcd to his \\-hÎtc idcntity turns out tobe unfit for \\hite socict,. 
so Tom may mn; somc ofhis moral trcspasses to thc kind ofupbringing he 
has gat at Roxy·s hands Thcrc is no doubt that his "mamm~·-s" extra care 
that he should bc trcakd as a mastcr had a sharc in thc com iction he had 
that thc ,,·oriei cxistccl in order to gratify bis dcsircs. From such ccrtainty it 
\\as only one stcp to thc fcding that if an~thing \\as at cross purposes "ith 
him. he ,,as frec to resort to no matter \\hat means to haw bis ,,ay. More 
impo1tantly still, Tom offors himself as an intcrcsting illustration of thc 
part ,vhich .belief has in shaping the seif Although as Judge DriscoJrs 
nephe,v he gre,v up ,vithout cxcelling in any virtue--on the contra~· -. thc 
a\\areness ofthe ''nigger in him" forced upon him by his mother leads him 
to indulge in vice all the more freely, as he now believes that being what he 
i~-a Negro-he cannot escape a Negro's nature. It may not be irrelevant in 
this connection that his more serious offences culminating in selling his 
mother dmm the river and murdering his unele are committed when he has 
assumed his identity as Roxy's son. 

But ,to revert to the point macle earlier about the two pairs shedding 
light on each other. lt seems obvious that both of them illustrate a relation 
of se(fto other so close as to make the fonner the equivalent ofthe half dog 
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that David Wilson wished to possess. Hearing a howling dog, the nev,:comer 
to Dawson's Landing shocked his listeners by saying that he ,vished he 
owned half ofit: it was his intention, he further informed them, to kill it. 
The name of Pudd'nhead by which he came tobe known originated in this 
piece of rcasoning. On debating whether he was aware that if he kilkd his 
half. he ,rnuld kil! thc wholc dog, thc citizcns concludcd that he must bc a 
puddcnhead. It is one ofthe fine ironies of thc book that whcn finally thc 
citizens ha,c ceascd to usc his nickname, Wilson enacts it, as it werc. By 
cxposing Tom as a Negro and slave, Wilson also changes Chamber ·s lifc 
in a ,,m that makcs of him an outsider m both worlds. \Yhitc and black. 
Along diffcrcnt lincs, Roxy 's mancU\ cr is, in thc words of Langston Hughes. 
"a grie, ous sin·· bccausc shc paid littlc hccd, if at al!, to ho,, thc othcr \\ as 
to bc altcctcd by the re, crsal of rolcs that \\as intended to protect hcr son 
from thc \\orst possible lot."' 

As for thc t\\ ins. ··thc brothcrh· bond.·• a used and abused nincteenth 
. -

century s~ ntagm. may still prcscrvc some of its old mcaning to do _justicc 
to a rclationship in \\hich rhe orher îs gin::n affcction. as \\cil as support 
,,hcn bis lifc is put in jcopard~. It sccms that, apart from the role it pla~·s in 
thc melodramatic plot. the great risk Luigi takcs to sm e Angelo ·s lifr may 
bc rcad as prccisely conveying this kind of im olvement. That the twins 
whilc looking alikc arc also differcnt în some othcr regards renders them 
all thc more suggcstivc of thc intcrplay of sameness and differencc. The 
contrast in "·hich they stand to each othcr în respect of liquor, for inslance. 
gcnerates some comic incidenls, but its function can hardly be confined to 
thcse effects alonc. [f note is taken that colour îs among the differences 
sctting thc twins apart from each other- '·one is a little fairer than the 
other. but othenYise they were exact duplicates" (30) , and, on the other 
hand, no such difference exists bet\\"een Tom and Chambers, then thc bond 
uniting Luigi and Angelo reflects even more directly on the unbridgcable 
gulf separating the black from the white. The harmony between brown 
and fair illustrated by the [talian twins foregrounds the discrepancy created 
by colour exemplified in Tom's relation to Chambers where paradoxically 
no difference in colour is to be noticed between master and slave. 
Concomitantly, it provides an alternativ~ that implicitly sets the American 
pair in a critica] light. Twain may have been racially biased in many respects, 
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but, on the other hand, he was hardly indifferent to the thought that nothing 
but history was responsible for the degradation of the blacks and the 
revengeful thought they nourished at times beneath their obedience and 
devotion to thcir ,vhitc masters. Of this stands proof, among other things, 
the original conccption of Tom as character and, as a direct expression of 
it, thc dclctcd passagcs from thc carlicr vers ion. In Pudd 'nhead Wi Ison as 
\\'e kno\\ it. T,Yain supprcsscd thc unambiguous statement: by rclying. in 
kccping \\'ith his more general pcnchant, on duplication and travesty 
rcminisccnt of thc carnivalesque \\'here surf ace and depth constantly change 
places. but also generative of stark contrast pcculiar to melodrama. he 
projccted a responsc to thc racial issue so prcssing at the timc that t\\incs 
black and ,,hite in ,,ays highlighting more tha11 one facet oftheir rclation. 

* 
Tom Driscoll is subjcct to a shock somc\\hat similar to that 

e:xpcrienccd by Rhoda Aldgate. When• a young man of t\\cnty three. a 
re,clation _is made to him to thc effi..:ct that he is not ,,hat he passcs for in 
thc cyes of the ''"orld: he is not Tom Driscoll, the legitimate son of one of 
thc rnost outstanding men in thc thcn front ier tmrn of Da\\son ·s Landing. 
but Valet de Chambre. a Negro scrvant"s son. Thc authority 011 ,Yhich the 
infonnation rcsts is beyond any doubt, for it is frorn his motlwr that thc 
nc\\s comes to him. 

Unike An Impen;tiive D11ty whcn.:: Mrs. Meredith ·s confcssion to 
Olney about Rhq~f1-S N'cgro descent is only obliquely anticipated, 
Pudd 'nhead Wi(von does not keep the n:ader in the dark as to the real 
idcntity of "Marse Tom» In fact what triggers off the story in T\\ ain 's 
novei is Roxy's ,s\\'itch of the babies informing an early chapter of the 
book. Mother and mq.Illilly at the same time, in charge, that is, of both her 
mistress's son arid her· o,m. she had no difficulty in exchanging the infants 
in their cradles orice fe~r of the future of Valet de Chambre, her son, had 
inspired the step': tlie babies looked so mtich alike that not even J udge 
Driscoll c6uid 'telftnen?one from the other when they had been stripped of 
their clothes'. As 6ibthes alone supplicd the markers of their identity, dressing 
Vale(de Charribre iri a' snowy gown and putting the coral necklace on bis 
neck was erioilgh to cast hirn in the role for which the other child was 
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convcrscly skilled. To emphasize thc identîcal look of the babies as Twain 
does îs alsa to wîpc aut the difference în colour: they both looked whîte. 
lndced Valet de Chambre who dislocated the lawful heîr at a very early agc 

was thirty one parts white: however, as was the case ,vith his mother tao, 
the part of him that ,ms Negro, no matter how small, '·outvoted" the other 
parts and macle a slave of him. "A fictîon of law and custom" (9) tu med 
aut to bc po\\crful enough to prevaîl over other things including 
parado:xically the colour îtscf origînally at thc root of thc discrirnination. 

To a vcn great c:-..1cnt it \\as rcsponsible for the shapc and strncturc assumcd 

by rcality individually and socially in the slaveholding South of thc ante­
bdlum ycars. lt is mast unlikcly that there \\'ere pcoplc ,,ho did not takc it 

for gra,itcd, and if thcrc wcrc any. thcsc could hard!> bc found among thc 
\\hitc inhabitants of Da\\son ·s Landing, a town „half a day's joumcy, per 
stcamboat, bclo\\ St. Louis .. (I). None ofthcrn \\Cnt too far to intuit thc 
fictio,~al natu re of cither Im, or custom. Nothing of the sort happencd în 

1830 \\ hcn the babies whcrc born, or h,·cnty-thrcc ycars later \\hen they 
\\ ere restored to thcir propcr idcntitics. 

Tom alo.ne contcnds against thc omnipotent la\\ and custom. but 
,, hcn he docs so. he knm,s tao \\CIi that he îs no more onc ofthe ,,·hites: he 
bclongs no,,·\\ ith ··thc niggcrs .. , lndced hîs reaction upon beîng told thc 

trnth about his parentagc is nat ani> to commiscratc \\Îth himself for thc 
ne\\ ly-rcyealed Negro blood în hîs ,·cins, but alsa to ask a numbcr of 

questions that go to thc hcart of thc matter. Both thesc impulses set him în 
contrast to Rhoda Aldgate. Though equally shockcd to the poînt of fccling 
hcr ,,·hale lîfe tom up, Howells·s protagonist, wc rcmember, appcared 
determined to takc a ncw course and accepting the loss ofher former seif to 
forstcr herself a ncw identity in terms of a relatîonship with her mother's 

race. No such possibility could have ever occurred to Tom. His ,,arid 
almost half a centu~· earlier în time _and located further dmrn on the map 
,,as wide apart from Rhoda's, and the Negro init was given no chancc. It 

is to the Negro's plight in general that Tom now responds, the questions he 
asks havîng a relevance that goes beyond his o,w case: "Wpy were niggers 
and white made? What crime did the uncreated first nigger commit that the 
curse ofbirth was decreed for him? And why is this awful difference madc 
between white and black?" (53). 
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It is not lacking in interest to notice that in an carlier version of 
Pudd'nhead Wilson, Twain had Tcjm make bitter comments on slavcry. 
The remarks to follmv are based on Daniel Morley McKeithan's reading 
of the manuscript wherc the passages in question were marked out for 
deletion by the author, or, without being so, were omittcd from the novei 
when it appeared serially and later in book. form togcthcr with Those 
F,xtrcwrdinmJ1 Tit'ins. 

lf one is to judgc by the deletions gencrously quoted by McKcithan. 
Tom in thc manuscript sccms to bc quite ari teu late. Consequent upon thc 
shock is his hatred of thc \Yhitcs and cspecially of his father. of \\hosc 
idcntity he is, unlike in the book, wholly ignorant: also, an impulsc ht: 
apparently c:xpcricnces for thc first timc. that of thinking. The contempt he 
used to foci for thc Negro îs hardly. mollified oncc thc idcntit~ of an cx­
,,hitc man has bccn forced on him: un thc contrary, it bccorncs strongcr. as 
he has himself too to dcspise Whatyver repels him in his new conditiun. 
the cm, ardicc ancl sclf-contcmpt he fcels. appcar to him now as an cffcct of 
thc dcbasing po\\cr of slavcry itsef, ,-·Wh_y was he a co\\ard'> lt ,,as thc 
·•niggcr·· in him. Thc niggcr blood? Ycs, thc nigger bloud dcgraded from 
the original couragc to cmrnrclice by dccades and generations of insult and 
outragc inflictcd in circumstances ,,hich forbade reprisals, and made mute 
and meck cndurancc thc only refuge and dcfencc." "" lt is little "ondcr 
thcn that the rc,engc gratit~·ing his dccpcst nccds at the moment dcri,cs 
from the position he holds among thc highly distinguishcd and the chancc 
it gin:s him to mb shouldcrs ,,ith those \\'ho would shrink from him in 
a\\c, \\ere his '·real" idcntity kno\\11 to thcm. As he himself gives utterencc 
to his feclings: "he loathcd the 'nigger' in him, but 'got plcasure out of 
bringing this secret ''filth" as he callcd it, into fa.mliar and constant contact 
with the sacred \Yhites." '"iii lt needs to mention likewise that what Tom 
Driscoll understands now is also the deplorable effects slave(}· has on the 
white masters too. Bringing the slave and the slave owner ioto a relation 
similar to that existing between victim and victimizer. the system englufs 
in its corrupting power not only the former, but the latter as weU. To the 
question he asks: "Whence came that in him which was high, and whence 
that which was base?," the answer he gives is quite explicit in this respect: 
'That which was high came from either blood, and was the monopoly of 
neithcr color; but that which was base \vas the white blood in him debased 
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by the brutalizing effects of a long-drawn heredity of slave-ov,ming, with 
the habit of abuse which thc possession of irresponsible power always 
creatt:s and perpetuates, by a law of human nature." xi, 

It is obvious from the exaniples above that at one stage in the genesis 
of Pudd'nhead Wilson Tom's appreciation ofhis ovm situation tended to 
supply thc centre of interest. The Jamcsian terms are no doubt incongruous 
with a Twain character; they are, however, hardly out of place in speaking 
about Tom Driscoll who ,ms fatcd only to a manuscript existence. Had 
T\\'ain followcd the lead of his original insight. he ,,ould have produced "a 
powcrfi.Il-psychological study of a ~pe that he had never dcalt with bcfore,"'' 
More iniportant from the point of vie\\' of the prescnt discussion is thc ,,ay 
thc virtual Tom rclatcs himself to both his ,,·hitc and black ancestors. 
Rhoda ·s impulse to sec thc blacks in tcrms of appealing qualities is alien to 
him. In his eyes the ·•niggcr·' is too debased a creature to arouse any 
s~mpathy. What he fccls instead is hatred for the white man who-as shmrn 
carlicr -- by pcrpctuating the systcm or slavcry dcgraded not only thc Negro 
but himsclf as ,, cil. lt is a , ic\\ on slavery that the author-narrator utters 
in his o,,n rnice: ·'Slavery was to blame,'· he comments at om; point, '·not 
innak natu re. It placcd thc sla\'c bclow thc brntc, \\ithout the ,,bite man's 
rcaliz\ng it_., Brought by Roxy·s disclosurc into a more intimate relationship 
\\ith her--hcr idcntity as his mothcr is no longcr kcpt back from him--. Tom 
is bY no 111~ans induced ţo sec hcr in a more favourable light. His attitude is 
the ·rc~;prsc·of Rţ10da Aldgate who bccame detcrmined, \\C recalL to train 
hcrself int_o acccpting hcr 11~othcr ·s folk. Yct the "poor Io\\ ly and ignorant 
crei:wure'. is found )Vorthy of his respect on the only ground that "she has 
never O\med a slave." Toc remark reveals its full force \\'hen placed in its 
context, for the next sentence reads: "Ali the white respectabili~ of this 
tmrn is shabby and rnean beside that one virtue .... "xxi 

* 

The thoughts occupying Torn's mind and the more impersonal 
exposure of slavery as the root of al! evil have, for the mast part, clisappeared 
from the published version. Hence the change in the character of Tom that 
ternpts McKeithan to conclude: "Tom in the manuscript and Torţ1 in the 
book are not exactly the same man." .<xii 
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By suppressing Tom's inner monologue and ,vith it bis impulsc 
to question and even to challenge thc status quo, Twain once more 
makcs bis character dependent on comic and ironic devices. ThL: 
emphasis falling on appearances and surfaces-the reverse is true all 
the same-Tom fits the world of Dawson's Landing \\herc discordant 
, oices and incongruities meet at evcry stcp, seldom giving the observer 
the chance to reach bcyond them, while rL:versals in public esteem arc 
not lacking in frequcncy cither. Jn "the camivalesquc drama of twinship 
and masquerade" as Eric J. Sundquist calls Pudd 'nheod Wilson, thc 
whitc black boy is hardly out of place, as ,rnuld havc becn probably 
lcss thc casc \Yith a more cnlightcncd Tom_,,;,, 

Yct, as it îs. Tom ·s rcaction îs not dcvoid of interes!. His thinking 
triggcrcd by Roxy ·s disclosure takes a ne\\, c,cn more interesting line. lt 
bccomcs sclf-orientcd. and in this act of sclf-rcflexivencss he experiences 
bis seif as a doublc, onc \\bite, thc other black.''" What is especiall:­
intcrcsting about it and lcnds point to his thoughts is that thc black ,,horn 
he uscd to dcspisc· and a busc is nm, part of his scl f too. or rather-as thc 
fictions of la\\' and custom havc it-his ,,holc seif: 

For days he ,,andered i11 lonely places. Lhinking, thinking. thinking­
trying to gel his bearings. lt \\ilS ne,, work. lfhe mel ii fricnd. he faunei 
that thc hi1bit of ii lifctimc had in somc mysterious ,,ay, ilnished-his arm 
hung lump. instcad of inrnluntarily extcnding the lrnnd for a shakc. li 
,ras the "niggcr'' in him asserting its humility, and he blushcd and ,ms 
abashcd. And the '•niggcr"' in him inYoluntarily gi\'ing the road. on thc 
side,rnlk, to thc whitc rowdy and loafer. When Ro\\ena, lhc dcarcst 
thing his heart knew, the idol of his secret worship. indted him in, thc 
·'nigger" in him madc an embarrassed excuse and \Yas afraid to enter 
and sit with the dread \Yhite folks on equal.terms. The "nigger"' in him 
went shrinking and skulking here and therc and yonder. and fancying ii 
was suspicion and maybe detection in all faces, to nes, and gestures. ( .. ) 
He presently came to have a hnnted sense and a hunted look, and then he 
fled away to the hilltops and the solitudes (54 ). 

HO\vever; his "former seif," to use Rhoda Aldgate's words in a similar 
plight, after feeling threatened and insecure for a while, recovers the lost 
ground, as it were. Once more he is "Master Tom" in full control of the 
situation, at least apparently. It seems that the restoration of his white seif 
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was not so much the result ofhis tuming against his double and suppressing 
it, as of an agreement between the two. lt is significant in this connection 
that whenever he acts as a robber and thief, Tom invariably has recourse to 
disguises fabricating a series of tempora~· identies that go beyond his 
racial sclves. Judging by appearanccs, it is neither Tom, nor Chambers 
\\·ho brcaks the law, though in another sense "both" of them are. It is 
anothcr \\aY of saying that thc qucstion about \\'hich blood, \\hite or black_ 
bcars responsibiliy for such acts, is pointless. 

ln a \\Orld \\hcre "surface'· counts enormously-even if it is short­
livcd--clothcs can assume great pm,er, and indeed in Pudd 'nhead Wilson 
thcy arc an olwious means by \\hich thc other is manipulated. Misleading 
is a form of manipulation and this is preciscly \\·hat Tom docs when 
disguising himsclf for his raids as a gir! or as an old \\oman. (Wilson 's 
rcaction in thc bcginning confinns Tom 's expcctations.) It needs to be 
obsen cd all thc same that though in a sense clothcs arc used to cstablish an 
idcntity, provisional in Tom's casc or permanent as \\'hen Roxy S\\itches 
the babies by dressing thcm in cach othcr's gown, in another. their messagc 
is continuously sub,c1ted. Thus the stylish suit Torn is ,,earing atone timc 
is thoroughly dcvalued \\·hcn imitatcd by the old deformcd negro bcll-ringcr. 
On the othcr hand, clothes arc oflittlc use to Chambcrs \\hen. he is restored 
to his '·real'' 1dcntity. Having been long excludcd from \\·hite company aud 
having gro\\n up likc a negro, thc false Vakt de Chambrc is fatcd by speech 
and training to belong to no othcr space Lhan the kitchen. Indeed he found 
himself 

in a most cmbarrassing situation. He could neither read nor ,nite, and 
his speech was the basest dialect ofthe negro quarter. His gaiL his attitudes, 
his gestures, his bearing, his laugh--all were ,ulgar and uncouth; his 
manncrs were the manners of a sla\'e. Money and fine clothes could noi 
mend these defects or cover them up; they only made them the more 
glaring and the more pathetic ( 143). 

But even the switch of the babies dependent as it was on Roxy's 
dressing them in each other 's gowns reflects back on clothes in "ays that 
question their power. · A point not to miss is that they are contemplate~ 
from the perspective of death. It is not that they are despised as too worldly: · 
Roxy 's toughts are absorbed in them as she wants to rise up to the occa~ion, 
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her ovvn death, tbat is, whicb sbe strongly desires at the moment as something 
to bc preferrcd to being sold dmm thc river. No longer inspiring awe, death 
assumes a familiar look, not unlike in tbe Camival. A tendcncy to tar-ne 
down thc terror of deatb was also peculiar to the frontier spirit and the 
literary forms it bas gcnc1;ated. As the beginnings of bis career testif\ 
Twain had long bcen contaminated by it. Rox~ brings fmther proof of 
tbat: sbc gets ready for deatb by putting on hcr new Sunday gom,, "·a 
conflagration of gaudy colors and fantastic figurcs. ,, which sbe has not 
had yct the chance of ,,caring and by drcssing hcr hair "likc ,,hite folks ·· 
shc trics '·to make hcr dcath-toilet perfect.,. Shc applies thc samc trcatment 
to her baby. and it îs only \\·hcn noticing that "Dat chile îs dress · too 
indelicate fo- dis place.'' that she procceds to strip him off his shirt and 
clothe him '•in onc of Thomas a Becket's sno,,~ long baby gmrns, \\ith its 
bright bluc bows and dainty flummcry of ruftlcs'' ( 14). Thcn thc idea 
strikcs her that aftcr all dcath is not incscapablc, and \\hat she has to do îs 
to put hcr baby·s outfit on thc child. Ho,,c,·cr, it needs to bc obscrved that 
if în a scnsc thc clothcs manipulatcd b~- Rox~ an.; powcrfol cnough to 
changc onc ·s idcntity, in anothcr thcy arc sho\\n to be cmpticd of an~ 
significance. Des pite Roxy ·s, icw of the mattcr. deriving, tobe sure, from 
another fiction of custom. thcy can retain none of their power in the prcsencc 
of death. 

* 

Roxy's manipulation ofbabies and go,\ns did not savc her son from 
the foture shc dreaded most: that he should be sold down the river. What 
bas the last say in bis punisluncnt or ratbcr in tbe change of his sentencc 
from imprisonment for life to "pardoned'' was of coursc his blackness now 
made visible. "Everybody granted tbat if 'Tom" wcrc white and free it 
would be unquestionably right to punisb him-it would beno loss to anybody: 
but to shut up a valuable slave for life--that ,vas quite another matter" 
(143). The creditors of Driscoll estate were especially articulate on the 
matter as tbey considered Tom to haw been long tbeir property of ,,·bose 
profits tbey were unjustly deprived. 
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But even the public exposure at Wilson's hands, now the mayor of 
thc town, brings blackness to bear on thc charges of robbery and murder 
on which Tom is accused. Unmasked as negro and slave, the murderer 
somchow assumes a collcctivc identity. The group labei that is now attachcd 
to him gets priority ovcr the individual act, dcspitc Wilson's cherished 
procedure that in fact depcnded on universal difference. (On the basis of 
tbe „natal autograph" ( 136) the amatcur detective of Da\Yson :S Landing 
argues that no two individual arc completdy alikc. not evcn ,~·lien thcy 
happcn to be t\,·ins.) Wilson ·s irrcfutable proof was based on thc use of 

fingerprinting, a fictional premiere indced. if mcntion is madc that although 
intercst in fingcrprinting had bccn many ccnturies old. it \\as only in 1896 

that it bcgan to be programmatically studied as a means of criminal 
idcnti tication. Twain ·s kncmfodge of fingerprinting that he transferrcd on 
lo Wilson came from Finger I'rint.1·, a book Francis Gal ton publishcd in 
1842. at the very time the \\Titcr ,Yas engrosscd in ,niting hi.s tale,of thc 

hm babics. He hopcd that thc novclh of thc material \\Ould lcnd intcrcst 
to his ne)\ ci. "' 

It 11l:eds tobe stressed, howcver, that oncc it has rosultcd i1n111111asking 
Tom as Charnbcrs, Wilson ·s rncthod is itsclf sub,·crtcd b, thc omnipbtcnt 
fiction of la,, and custom. 
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10 

THE RENEWED SELF OF THERON W ARE 

A 1896 bestseller. Wherc to nm\·? The dccade--and. \Yith it. thc 

century-haYing run its coursc. this seems a rcaso11ablc question to ask 
Thc fictions that ha\'c bcen brought into focus ha\ e all signal led that thc 
issnc at stakc has much to do \\·ith thcir protagonists·s scnsc. incipient or 
de\ dopcd. that their idcntity is (could bc) sub_ject to ccrtain mutations. 
willed or, as is more frcquently thc casc. imposcd. Thc) all reach a poinl 
\\hen thcy ha\·c to takc stock of thcmsclvcs as part of an imbroglio for 
\\·hich thcy hm·c littlc or \-ar·ying shares ofrcsponsibilit~. What distinguishcs 
thc rcsponse ofRhoda Aldgatc. Tom Driscoll. Edna Pontellicr, and Maggie 
Johnson, \Yhen confrontcd "ith thc incscapablc facts. is thc high dcgrcc to 
\\hich thcir rdation to their o,rn sdvcs is affectt.:d. (Maisic 's n.:action is noi 
lacking in relevancc cithcr, but it is more difficult to separate it from her 
rclationships to thc grO\rn-ups ) Thc vcry foundations of sclfhood are no\\ 
questioncd in ways that !cad to self-suppression---suicide is onc form. 
degradation is another-, or to changes of idcntity, bc thcy well envclopcd 
in mystery. Othenvise stated, self-collapse is writ largc in the fiction ofthc 
closing decade. 

Thereon, the question: now, whcre to? is quite justified. Wc can bc 
sure of one answer given by the 1890s: "to the twentieth centul)·." At the 
time few were likely to take issue with it, although in hindsight we might 
be less sure as to when the threshold of the new centul)· was actually 
passed: 1900? 1912? 1914?-literal')· historians seem quite reluctant to reach 
a consensus. But the question that, no doubt, was on many minds as the 
decade waxed and waned must have received many other answers, some of 
them the resuit of sharp observation and deep thinking. One of them tobe 
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found in a novei, The Damnation of Theron Ware. will be brought into 
focus in the pages to follow. As it too starts by asking the question raised 
at the beginning of this chapter, and, moreover, does it in its vcry title-­
don 't we read Warc precisely like whcre?- it simply cannot be slighted so 
easih lt is true, there are some other rcasons for sclecting it, such as the 
strong scnsc of community lifc it convcys that lcnds thc protagonisfs 
associations with its various sections a larger significance in tcrms of thc 
,arious forccs--religious,. moral, cconomic-at work in late ninetecnth-ccntury 
American socich 

To a grcatcr cxtcnt than any othcr fiction discussed here, or, for that 
mattcr, ,, rittcn in America at thc timc, Harold Frederic ·s novei has its 
ccnh:r of interes! di,idcd bct,,ccn thc individual sclfand the ,, orld of ,,hich 
thc indi, idual is a part. Thc cntanglcmcnt în ,,hich thc former finds himself 
is as much seif re, caling as it is rclC\ant for the honds making his 1rnrld 
hang togcthcr 

Thc close intcraction bct,, ecn protagonist and cnvironmcnt resulting 
in bringing to thc forc a scction of American rural life in its shapes and 
colours hclps cxplain thc succcss lhc no,·cl cnjoycd \\hcn it came oul. (lt 
"as "onc of thc ten bcst-sclling books of thc ~car ... ') Probably bccausc of 
thc hostility_ sho,, n to it in ccrtain quartcrs and thc untimel~ dcath of its 
author_ '/'he /)0111natio11 o/'l11eron Wnre, a bcst scllcr in 1896. had to ,,·ait 
for almost t\\o dccad~s · bcforc it was prinkd again. Severa( editions 
published in thc I 960s stand proof of a rcnc,,cd intcrest in it. as do a 
numbcr of introductions and commentaries. inţluding some more recent 
oncs. which find a con1mon note in a tone· minglîng praise and regret: 
praise. because Frederic ·s masterpiecc is demonstrably fully entitled to it: 
regret. because thc novei "is now virtually forgotten." The remark in 
quotations belongs to Joyce Carol Oates who, not very long ago, deplored 
the negkc.,1: which apparently continues to be its lot, contradicting Larzer 
Ziff's 1966 pronouncemeP-t that "the novei is again prominent and seemed 
assured ofits deserved place as a minor American masterpiece." ii Certainly, 
Oates ,vishes the novei were widely read, as she makes no secret of her 
admiration. "What a ,vonderful novei is "The Damnation ofTheron Ware"!" 
rcads the first sentence ofher essay published in a 1995 issue of'The New 
York Book Review. iii .1 , • • 
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lt îs relevant in vicw ofwhat has been said about Frederic's approach 
to seif that if critics responded to it, that was due precisely to the humanized 
space in which the individual exists in his novei, a space that is so wdl 
particularized in tenns of beliefs, pattcms of behaviour, ideas, and social 
practice 4s to deserve thc name of a worfd. Larzer Ziff's appreciation of 
Frederic shculd be retained: 

Posscssed of an imaginatiYe knowlcdge of his home county. in \\hich 
cha racter m1s inseparable from ethnic. rcligious. historical. pol itical. a nd 
social conditions. he was able to folio\\ Ho\1-clls's lca<l i11 producing a 
liction ofthe commonplace. ~el to surpass the dean in rendcring a sensc 
of communal dcnsity. Not until Faulkncr's Yoknapatm,pha County dicl 
American liternt11re ha,c a region so l'iill~ ancl inlimatch· c.\plored as 
Frcderic's lictionalization of his nati\'e arca-thc land arounct t he im·cntcd 
ci1ies ofTyre. Tecumcsh. and Thcssaly." 

Th::it I farold Frederic ill\ itcs comparison ,, ith Faulkner on account 
of thc \\ o rid to ,, hich he ga, c fictional I ifc is in itsdf an ackmm ledgcmcnt 
of merit, jusl as it is to compare him ,, ith Thomas Hardy whosc nm cls he 
had ncar at hand. But \Yhat about "his home county,"' thc countcrpa11 of 
thc American South or English Wcsscx'J Upstatc New York,, as, likc man~ 
othcr arcas of thc country. rich in cthnic colour and hardly sparcd religious 
rimlrics. Taken o,·cr from thc Dutch and mcrcasingly populatcd b~ thc 
English, it pcrpctuatcd ccrtain rcscntments, especially against the cartier 
scttlcrs. Frederic \\as dra\\n both to its more remote past--thc settlcmcnt of 
the region in thc sc,:enteenth century--and to its late nineteenth-ccntury 
present ,Yhen politics that had baflkd Rip Van Winkle a hundred years 
beforc \\as constantly giving peoplc food to talk and reshuffling their 
positions in their small towns and villages As "evcrywhere in Frederic 
man is a communal animal not to be undcrstood excep1 in terms of the 
community,"" the changes affecting the life ofthe area as a whole-many 
of them had been triggered by the Civil War and thc industrial expansion 
ofthe country-are in the picture, if not thrown ioto bold relief. 

* 

Saving the soul vs. furnishing the mind. The obscure 
Octavius, the new appointment of Theron Ware, the young Methodist 
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minister, is, too, a meeting place of various cultures. If the Dutch element 
is less conspicuous in it, the Irish is more prominent instead, and this, from 
thc start, defines the space in tenns of a major religious difference: that 
betwecn Protestantism and Catholicism, to which certain trends, 
rccognizahly as in vogue in late nineteenth-century, or in the "yellow" 
decade, such as social Dam inism or acstheticism, should be added: Very 
much '-a communal animal"' in a sensc--though, as shmrn later, the version 
cxcmplificd by him points to a significant ahcration \\'hich the term 
communal undergocs 110,, --, Theron Ware is subje.ct to a change that, slow 
in thc bcginning and spccding up with cach.of the si:-. months he spends în 
Octm·ius, brings him to the moment whcn he sees himself as a different 
seif altogcther. Apparcntly bis evolution--or dcgeneration as the proccss îs 
, ic\\ cd by othcr charactcrs in thc novcl--is a mattcr of thinking and 
intcllcctual dcbatc nol unrclated to his incrcasingly dcsired exposun; to 
onc more varicty of religious experience. 

I Iis attraction to Catholic rituals and a ,vay of living \\·hich to his 
mind bon: thc imprcss ofCatholic faith is proportional to his disposition to 
call into question thc role his own rcligion ,,as having in encouraging a 
rcsponsc to lifc he pcrccivcs no,,· to bc inadequatc in severa! respects. As 
Mcthodism is countcrpoiscd by Catholicism, Octavius becomcs the locus 
of diffcrcnccs not only at thc levei of dogmas and rcligious practice. but 
also at the levei ofhuman rclationships and consequcntl~- ofthe seif. Thcy 
can be sununcd up in thc qucstions askcd by Protcstants and by Catholics 
rcspectivcly: "Is your,soul saved?" and "Is your mind furnished?'' '' 

Although living in late nineteenth centul}- (probably in the 1870s or 
in thc I 880s) thc members of Theron Ware's congregation take their 
primitive Mcthodism scriously" ( I 77) and, unlike man) others of their 
crced, they do so \\ithin their m\n church. A fact ofthe religious history of 
American Methodism informing the novei too needs to be mentioncd at 
this point. About mid-nineteenth century a revival occurred \\"ithin 
Methodist Episcopal Church that in many rural places led to the break 
with the Church of many believers who proclaimed themselves "Free 
Methodists." 

The seceders resented gro\vth in material prosperi!)-; they repudiated the 
introduction of written sermons and organ music; they deplored the 
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incrcasing la:--ity in meddlcsomc pict:,, the introduclion orpolitc manncrs 
in thc pulpil and class-room, and the development ofeven a mdirncnlary 
dcsirc among the youugcr pcople of thc church tobe like others oulside 
in dress and speech aud dcportmcut (111). 

Mcthodism in Octavius had bcen sparcd the schism, but not without 
a pnc~: 

Thc peoplc whom an open splil ,vould have taken away remained to 
leayen and domi11ate the wholc lump. This small advanced seclion, with 
its men of a t);pc all the more aggrcssivc from narrowucss, aud worncn 
who went about solemnly in plain gray garmcnts, with tight-filling, 
unadorned, mousc-colored sunbonncts, had not been ablc wholly to cnforce 
its Yicws upon the social life of the church members, but of its controlling 
inl1uence upon lheir official and public actions there could be no doubl 
(111-12). 

Including both conservative and radical mcmbers, the church in 
Octavius offcrs thc new minister (and the reader) thc chance to take stock 
of how heavily profit counts in the cyes of the most prosperous-it was not 
by accident that of the three trustccs holding mortgages on thc church 
propcrty, two who were promincnt practising Methodists claimed the highcst 
rate of intcrcst-and of the pressure put by thc "small advanccd section" 
that plainncss should bc thc rnlc in all mattcrs, and rcligious cmotion or 
rathcr ecstasy should find its way back to their souls. The "discipline" to 
\Yhich they stick requires of Alice, Theron's wifc, to take the flowers out of 
hcr bonnct, to no longer order milk on Sunday, and of him to drop thc word 
epitome from his future sermons. As to emotional involvement, though 
probably genuine, it takes on, through its complete lack of restraint, some 
fonns verging on the hallucinatory. 

It îs riot, however, the "maudlin and unseemly scene" (158) that the 
miryister finds the most unwelcome; the handling of emotion in cold blood 
\\ith sbrhe purpose other than religious experience appcars to him, in the 
beginhirtg, to bc dO\rnright repellent. Having become quite a profossion, 
dcbt-raising has developed and perfccted its own strategies that niake usc 
of thc cmotional potential of the congrcgation. What will bc discloscd in 
time to thc minister is that the money raised, cnough ofit to pay· the church 's 
debts, \\as thc resuit ofan ârtful scheme in which one of thc trustces had 
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his pa1t to play. Thc dcvoted Mcthodist fought in a duci of generosity, 
profcssionally staged, only to take bis money back on thc pretext tbat he 
acted under a false impression witb respect to his business, leaving the 
other combatant to fee[ sorrow for being carried away by bis inflamed 
heart, and, cvcn more perhaps, for losing his money. 

Although more and more irrcsistibly dra,vn to takc note of what 
was wrong with his own people, Theron Ware is not unlike them in some 
important rcspects. "lnnocent candor," "guileless mind," "good hcart," 
"pious zea!" ( 19) are all his, as is, for that matter, ignorance, of ,vhich he 
gives such jolly proofs. There is in him, however, a certain Emersonian 
disposition that prompts hirn exclamations about nature's charrn which 
docs not disagree with an irnpulse to idealize progress-intellectual and 
social-and to sec bimself on the ascending line. His rnind appears to hirn 
like an octopus, whose arms ,vere "reaching out on all sides ( ... ) exploring 
unsuspected mines of thought, bringing in rich treasures of deduction, 
assimilating, building, propounding as ifby sorne force quite independent 
ofhim" (21). The irony ofthis early self-estimation is no doubt enhanced 
by the subsequent stages of his evolution. 

A new direction of fecling and thinking has been opened up for 111eron 
by his accidental initiation into the Catholic ritual of death. His response, 
aesthetic at first-the sound of Latin almost casts a speli on hirn-, promises 
to widen, as bis recent experience subrnits his "truths" to re-vision. One of 
thcm concerns the practitioners ofthe Catholic faith, the Irish. Being firmly 
confined \\·ithin a pale of common charactcristics not any less rigid for 
being not quite flattering, their ethnic identity appeared to have been too 
well defined at the time. Soine cvidence to this effect comes, wc recall, 
from Howells's novei discussed a few chapters back, and therc is no doubt 
that rnany other texts stand proof ofthc same ethnical label, as well as of 
the role they thernselves playcd in the period in disscm(nating and reinforcing 
thc samc opinion about this category ofimmigrants. Up to that moment the 
lrish had been ··only a name" ( 49) to him, arid Theron could not read it 
otherwise than his culture had taught him: 

His ,·iews on this general su~ject werc merely thosc common to bis 
communion and his cnyironment. He took ii for granted for example, 
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thal in the largc citics most ofthc povcrty and al! the dmnkenness. crime. 
and politica! corruption were duc to the perverse qualitics ofthis foreign 
people,-qualitics accentuated and emphasised in cvery evil direction by 
thc baleful influcnce of a false and idolatrous rcligion (49). 

It is one more irony that thc "false and idolatrous rcligion" comcs to 
interest thc Methodist minister a goo~ deal, his mind being brought to 
accommodatc-despite his initial recoiJ...:.a scries of rcflections of thc natu re 
of comparative rcligion. The approach to sin is a casc in point. As Catholics 
and Methodists hardly meet on common ground in this respect, their rcligious 
practice differs tao, it being characterized, as far as thc sinner is conccrned, 
by tolerance and intolerance respcctively. Whereas with the former, thcrc 
is little discriminat;on, if at all, betwcen the morally wretched and the 
irreproachablc ones, the church being impartially hospitable to both, with 
the Mcthodists, on thc contrat}·, a barrier is raised , as a rulc, betwecn the 
congrcgation distinguished by moral rectitude and eagerness to obcy the 
commandments of the sermon, and whoever else fccls that is unworthy to 
step in, or is considered to be so. As a more detached observer in the novei 
remarks, it is "the excellent character of the parishioners which imparts 
virtue" (76) to the Methodist church, whereas with the Catholics, the 
converse is trnc: it is their church that supply them with virtue ,vhcnever 
they fccl they arc in necd ofit. 

Vicwed in the t\vofold perspective, the belicvcr's relation to the 
Church cannot fail to further highlight the contrast bctween the Protestant, 
\Yho assumes that he is in charge of his soul and keeps it under severe 
scrutiny seldorn being spared the painful consequences of his self­
exploration, and the Catholic for whom the Rite ofConfession is an easily 
accessible spiritual comfort. One might expect Theron Ware and Father 
Forbes to make up a contrasting pair; what they in effect do, but only in a 
sense deriving from the kind of religious practice over which either of them 
presides. To the preaehing ofthe Methodist minister, an artful and eloqucnt 
speaker-his sermons gain in force as his religious faith loses ground-, the 
Catholic priest opposes a manifold activity such as is required by his 
parishioncrs. "What is wanted of him," Theron is informcd, "is that he 
should be thc paternal, ceremonial, authoritative hcad and centre of his 
folk, adviser, monitor, oversecr, eldcr brothcr, fricnd, patron, scigneur, ·-
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\\hatL:ver you likc,-cver")thing excepta borc" (75). On the othcr hand, if 
he no longcr sees any point in preaching, the cxplanation Iies with thc 
linguistic difficulty posed by the service to the Iistcners, and in a larger 
mcasurc pcrhaps, with his penchant for heterodox views. 

This latter reason needs tobe enlarged a bit. Jt is evident that it is his 
too wcll furnishcd mind that has led Father Forbes somcwhat astray from 
the dogma His impressivc emdition, to which Theron's lmowledge limited 
as it is to thc basic tcxts can only compare unfavourably, has brought 
home to him historical evidence to the effect that lege11ds and traditions 
bclonging to peoplc widely separated in space and time (such as the 
Chaldeans and the Celts of Britain or Ireland) meet 011 a common ground 
which in turn tends to recedc into a still remotcr past. To assimilate them 
to myth may have been an impulse accompanying anthropological research 
in fashion not only in Gcrmany butalso in England-James Ftazer published 
the first volume of his Golden Bough in 1890-and it is probable that the 
eaptivating examplcs supplied by Father Forbes had their source in some 
contemporary material. (The interest Harold Frederic took in the Celts 
macle him, no doubt, keep an eye on the novelties in the field.) 

I-10\Yever, Father Forbes goes much farthcr than that, as he tends to 
assimilate religion too to myth. He makes no cxception for Catholicism 
cither; 011 the contrar")·, Catholic Rites arc traced back to earlier rituals, 
such as those belonging to the Persians, and, beforc them, to the Turanians. 
Moreovcr, he views "this Christ-myth of ours" (73) as the !atest of a scries 
,Yhose beginning reaches back to the "divine intennediary" (73) of the 
ancient Chaldeans. Believing in an original myth that has never ceascd to 
take on ncw forms rcsulting in as many religions, Father Forbes cannot be 
an adept of significant change, much less of progress. 

His argument that "there is nothing new" (72) invites reflectio11, all 
thc more so, as it is borne aut by an idea of deep cultural resonance, 
notwithstanding the mixturc of the scientific and the religious jargons in 
which it is expressed: "Just as the material earth is madc up of countless 
billions of dead men's bones, so thc mental world is all alive with the 
ghosts of dcad men's thoughts and bcliefs; thc wraiths of dead races' faiths 
and imaginings" (72). "Thoughts and beliefs," "faiths and imaginings" 
cover a good deal of what man has projected on the world by way of 
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cxplaining his relation to it. To give thcm thcir duc is to havc a conception 
of the human bcing that connccts it at a vcry deep levei with an ambicncc 
already fillcd or saturated with what has been thought, believed, put faith 
in, or imagincd; in a word, with what \VC have come to call culturc. Thc 
connection casts serious doubt on thc Adamic stance, so passionatcly 
advocatcd at an cartier stage of American history, on thc assumption that 
a frcsh eye was possiblc, and the \Vorld could be seen in its pristinc colours. 
It was in th.is scnsc too, th.at America was envisaged tobe a "New World," 
a vision that for Father Forbes could beat best a revişion, thc people who 
scttled thc North American Continent, no matter how "ncw," stiH inhabiting 
a "mental world ( ... ) alive with thc ghosts of dead men's thoughts and 
bclicfs; the wraiths of dead races'faiths and imaginings." 

As for thc future, Father Forbes's predictions are the first to force 
themselves upon our attention; and this, not because they have been borne 
out in any way by the twcntieth-century religious history of thc American 
people. On the contrary·, fo\v anticipations could have been so groundlcss 
and illusory· as the view of an America dominated by the Irish Catholics. 
No wonder that it is unique in the American annals. Again, F athcr Forbes 's 
arguments are cultural rathcr than religious, though certain elements in the 
Catholic dogma and, closcly connected with it, the high authority of the 
Church cannot fail to count in his considerations. Thc aesthetic element 
continues to be invested with power, but it is now bctter intcgratcd into a 
type of civilization that puts a premium on confomuty and makes it possible 
for good manners tobe observed. Rcligious doubts are simply discouraged 
by "the convenances." To read this more civilized fu ture in the new 
drinking preference-beer over whisky-might seem a nice joke-Father 
Forbes is in real earnest though-, but drinking habits have their part to 
play in a culture, and there is no doubt that a change in them is not 
,\·ithout consequences for a civilization as a whole. The observation may 
strike us as amusing, but this is not to say that thc issue behind it cannot 
be serious, culturally speaking. 

Thc perspective on Catholicism associated with Celia Madden should 
be brought in focus too: as already mentioned, it does much to explain 
Theron Ware.'s attraction to this religion, apart from being in itself of intcrcst 
for its cultural relevance. John Henry Raleigh notes that '•Historically, she 
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(Celia) rcprescnts a phenomcnon that occurrcd in thc late nineteenth century 
\\'hcn, as a rcaction against utilitarianism, rationalism, relativism, 
Catholicism cum art emerged with a vengeance." ,·ii It is obvious that for 
her religion is not a matter of dogma; neither is it of faith in any sense: it 
is rather a matter of what it offers in the way of aesthetic gratification, in 
othcr words, of its hospitality to thc arts. Shc takes no pains to confess 
that: "I am only a Catholic in the sense that its symbolism is pleasant to 
me" (260). 

Asif she were an adept of Matthew Amold's rnid-nineteenth centu1y· 
cultural programmc calling for the encouragcment of "sweetness and light" 
to balance the hold of morality ("the tradition ofHebraism"), very strong 
with the Protestants, Celia would have her own church too get out and out 
Hellenised. The cult ofbeauty of which she is a devout practitioner assumes 
for her forms of worship that are hardly confined to the church. The style 
of living as a wholc is bound to thoroughly change by restoring to thcir 
proper place "art and poet1y· and the Iove ofbeauty, and the gentle, spiritual, 
soulful lifo" (260) that had been characteristic of the Greeks. Her own 
room, though not lacking in Catholic symbolism, reminds one in its nude 
statua1y·, columns, and capitals, of a Greek temple, a most adequate 
ambicnce for a priestess of beauty, a role shc unequivocally assumes ,vhen, 
dressed in Greck robcs, she plays Chopin. It has not passed unnoticed that 
Celia's devotion to beauty cchoes Walter Pater's aesthetic hedonism just 
as her taste, the chromatic one in particular, discloses more immediate 
influences coming from England, such as the vogue, itself traceable to 
Pater, established by the Yellow Book th~ very decade Harold Frederic 
was writing his novei. If, "despitc the fact that Celia is Irish and American, 
she bears the stamp aflate nincteenth-century English cultu re, "v,ii the light 
she in turn shcds on how American culturc stands in relation to the 
movements in fashion in England lends her relevancy of a kind that cannot 
be ignored. 

It is obvious that the same influences are at the root ofher feminism.. 
One should ;1ote though that her views on the matter are so bold and 
determinate, and her way ofliving so consonant with them, as to recomrnend 
her a '.'new \\--Oman" much on her own terms. Three years later her language, 
or what might be more appropriately called, her feminist discourse, ,~ill 
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bc echocd by Edna Pontellier; indced, what she tells Theron îs voiced by 
the Chopin character almost in the same words: "You don't understand, 
my fricnd, that I have a different vie,v. I am myself, and 1 belong to myself, 
exactly as much as a.ny man" (257). Thc analogy between Celia Madden 
and Edna Pontcllier bccomes evcn more evident when their views on 
matriagc and Iove are takcn into account. Ncithcr of thcm sccs a el osc. 
much less causal, relation betwccn the two: Celia is dctem1incd not to 
man~, a resolution that in hcr cycs scarccly stands in ţhc way to Im c: 
Edna for hcr part finds Iove outsidc thc paic of marriagc, a revelat ion that 
gocs hand in hand ,,·ith her rcscntmcnt for a role hcr culturc bas imposcd 
011 hcr. Thcir iconoclasm in domcstic·mattcrs may bc safely rclated to the 
intcrcst thcy both takc in thc arts, and so may bc considcred as a1\ cxampk 
of ho\Y art-avant-gardc a1t in Celia ·s casc-can subvcrt a prcvailing todc 
ancl ushcr i11 a ne\\ onc. Both ,,omcn arc highly artistic. and ,,ithout bctng 
dcdicatcd a1tists not only givc exprcssion to their artistic inclinations. to 
mus ic and to painting rcspccti,cly. but invest thcsc \\ ith scrious importancc 
fui thcir L,. ·.:s, rcgarding thcm to bc n,uch more than a mere accomplish111c11l 
rcscrTcd for thciF sex ,, hcn of a ccttain social condition, as Vcblcn "as 
tcmpted to argue. 

The Maddened Minister. What is striking în Thcron's casc is 
that his attraction to Catholicism can hardly be confined to aesthctic 
and intellectual cmotion only: it is a sexual gratification as \\ell. the 
two compcincnts, spiritual and instinctual, being bound up with cach 
other, or rather, the latter manifcsting itself through thc former. As a 
matter of fact, Theron's growing attraction to Catholicism can hardly 
be kept apart from what shortly becomes his obsession with Celia 
Madden, a very fine cxample of ho,v private and intimate life pushes 
its way into the everyday texture woven round inherited symbols, and 
shapcs itself by assimilating them too. 

Therc is, of course, a good deal of irony În the fact that while 
Theron bclieves that Catholicism appeals to. him intellectuallv and 
aestheticaily:, what he actually feels îs passion' foi- Celia Madd;n_ He 
may ,veli tel1 himself in the beginning that bis curiosity is purely 
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intellectual; tbis can scarcely conceal tbe erotic impulse tbat bas sucb 
devastating pmvcr on him as to bring bim to the verge of ruin. In the 
final stage of his relationship with '"that Madden girl." his condition is 
that of one gone insane, of a maddened man. 

Tbat Celia 's hold on the minister is primarily sexual, is 
synccdochically suggcstcd from thc vcry outsct: '·thc bold, luxuriant quality 
of hcr beauty, -- rcminiscent of Hestcr Prynne, is scxually aggrcssivc, just 
as thc '·rcmarkably brilliant shadc of (hcr) red hair" (42) signals somc 
dcrnming capacity, not unlikc that of a spidcr. Thc symbolism of hair 
reinforccs thc imagc of destrncti, c fcmininity as, apart from its associations 
,, ith \\ater, it stands for binding tics of all sorts. aud so brings togethcr in 
one scries of images ··thc spidcr.·· '·thc octopus, -, and "thc fatal \\Oman. -,L, 

Sincc another signification ofthe spidcr. that of "thc exemplar~ ,,cavcr'', 
can he associatcd "ith Celia. thc speli she casts on Theron reaps bencfit 
from both hcr art and sex appcal: or, rathcr. thc lattcr îs considerably 
enhanccd b) thc scducti, e force ofhcr music and '·Ycllo\\ Bciok„ interior 
For the !Vkthodist minister shc scems to impersonale thc po\\cr of sex at 
the root ofmany m~ths studied by anthropologists al the period and brought 
home to Anglo-American rcaders. lt is to suci, a context th_at onc should 
refer. I think. Celia ·s rcmark about thc link bct\\·ccn n.:ligion and sex, as 
\\Cil as hcr rcjcclion of thc Early Fathers on account ofthcir mortificatirn:i. 
of thc tlcsh. · 

At !cast thrcc stages can be markcd off in Thcron ·s relationship 
"ith Celia, corrcsponding to as many phascs of his evolution/involution 
to,vards his ne\\· seif There is first his prolonged attempt at dissimulation 
,,·hen he acts under the impulse of his desire, but scarcely appears to be 
aware ofit instead he refcrs to reasons having to do with the enlightenment 
of his mind in matters of Biblica! scholarship with the view of putting into 
effect his projected book on Abraham, and, generally, with the more elevated 
state induced in him by bis encounter with, on tbe one hand, Catholicism, 
and, on the other, with post-Darwinism. (The mouthpiece of the latter is, 
obviously, Dr. Ledsmar.) Whereas Cdia seems to claim his attention only 
obliquely, the converse is truc ofhis other pursuits: a good chance not only 
to bring out his ignorance, but also to have it forced upon himself. Theron 
Ware, the minister who has planncd to write a book on Abraham, kt;:epi~, 
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an eye on profit and în this making no exception from his other fellow 
Methodists, reveals himself to bc a fittle American Casaubon: like his far 
better kno,\n English-predecessor who was engaged în writing his Key to 
al/ Mythologies in ignorancc of German scholarship, he has as little idea 
of "hat has bcen aehieved in the field, and even less of the German 
contributions to it, \\'hich, as it turncd aut, ,,ere tao significant not to takc 
into considcration. Theron's rcading, howcver, "·iii take him a\\ay from 
Abraham, and this nat only because he rcalises thc inadequacy of his 
hibliographical training, but alsa becausc on mceting Celia his curiosit~· 
swerves tmYards tht forbidden ground. 

The state of clation that folio\\ s is \\Orthy of note: he fccls joy for 
ha Ying disc O\ cred "a ,, o rid of cultu re and grace. of Io ft ~- thoughts and thc 
inspiring communion of real kncm-ledgc. \\ hcrc crceds \\ere not of 
importancc ( Y ( 135). What he considcrs 10 bc "thc tuming-point in his 
carcer" ( I :,4) appears to him to he dctcrmined by intcllcctual illflucnccs of 
thc highcst ordcr. his reading of Renan bcing among thcm '·thcy hac! 
liftcd him boclily out ofthc slough ofignorancc. of contact \\Îth tem minds 
and sordid. narTo\\ things, and put him on solid grournf' ( 134) 

l11cre is no doubt that such thoughts supply some ofthc bright colours 
undcr ,Yhich the ,Yorld presents itsel f to his cycs. but this ·should not obscure 
his other emotions that ani~ a different kind of attachmcnt could stir up. 
Mosl rele, ant in this respect is h1s treatmen1 of his \\ ifc. the c, idence of 
his drifting apart from her accumulating with e,·ery domestic mceting: from 
the first s:,mptoms when he surprises hcr ,, ith his indiffcrcnce to hcr 
narrativcs or \\'hen he has· recourse tb the classic hcadachc as pretext for 
being sparcd hcr company to the moments wht:n he can barcly suppress 
thc discomfort he fcels in her prcsence. Despite her cff01ts that, far from 
restoring their older hannony, can only make the situation \\orSe. their 
relationship progresses through all the charaeteristic stages ofestrangement. 
In attcmpting to find some _justification for his attitude towards his wifr 
other than his infatuation ,\ith another woman, his thoughtc;; reflect ironically 
on the domestic dialogues he is not always successful to evadc; and an 
themselves tao: for all their apparent concern with the role of women in 
general în securing the spiritual welfare of the mcn of genius, it is nol 
difficult to see that the same blind passion is bchind them. 
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However, fooling oneself cannot go on indefinitely, and even the 
minister has to admit to himself after a: time that although he had told 
bimself that bis steps would take bim to Father Forbes, in fact "he had 
come tbere in thc hope of encountering Celia Madden" (p. 18 9). In thc new 
stage tbat bcgins in bis rclationsbip witb tbe rcd-baircd girl, he will make a 
fool of himsclf in thc eyes ofall the otl1ers including the girl. His obsession 
with her rcnders him now incapa:ble of any of bis former intcllectual 
pretences. and no sharp insight is needcd to realizc \\hat his casc is. Dr. 
Ledsmar ctiagnoses it in a way that, whilc doing dubious justicc to 
ernlutionary post-Darwinian thcorics in voguc al thc end ofthe last centur., 
gi, cs sex its duc. thc aura of sin, it is truc, still glittcring round it. Thc 
passage dcsen1es to quotc in ful-I: 

At last he (Dr Lcdsrnar) pl1111gccl his hand into thc opaquc fluid and 
circ,, forth a long. slim. ycllow-grccn lizard. with a coiling. sinuons tail 
and a pointcd. e,il hcad. Thc reptile squirmcd and doubled itselfbackward 
around his ,,rist. darting 0111 andin with dizzy swiflness its tiny forked 
tonguc. The doctor hcld the thing up to thc light. and scmtinizing it 
through his spcctacles. nodded his hcad in sedate appron1l. A grim 
smile curlcd in his beard. ·'Ycs, rnu arc the type. ·· he murmurcd to it. 
"ith c,·idcnt ccţjoymcnt in his conccit. "Your namc isn ·1 Johnny any more. 
lt"s lhe Re,. Thcron Ware (230). 

lf the symbolism in it appears to bc o\'erdonc. one should rccall that 
masterpieces of American litera turc arc open to the samc rcproach. Theron 's 
idcntifieation with the yellow green lizard insists on his regression to the 
earlicst inhabitants oftbe planet-a lizard being also thc name under which 
a dinosaur is kno\\TI-·, and while somehow endorsing a conunon origin of 
man and the creatures below him, it also scriously calls in question tbe 
idea that the line claimed by the former as representing his history is really 
and unreservedly ascending. On the other hand, its "coiling, sinuous tai!," 
as wel I as its other movements, are more likely to be suggestive of a snake, 
the image par excellence ofthe sexual libido, the ''darting in and out" of 
the "tiny forked tongue" adding an extra emphasis to reading it this wa~. [t 
is onlywith irony that one ofTheron's former t~oughts reverberates now: 
"they had lifted him bodily out of the slough of ignorance." 
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Once Theron has ceased to pretend as to the motives behind his 
interest in his new circle of fricnds, his bodily slough imprisons him even 
more firmly. Clumsy and shy as his advances to Celia are, they testif} to 
his dcsire for her bodily prcscnce, his,efforts to get closer to her and touch 
hcr being his raison d'etre for thc moment. Evc~thing clsc pales out by 
comparison, as all his abortive attempts. to declare his Iove are as ma.ny 
unmistakable denials not only of his Methodism, but of Christian faith as 
,,cil. "I \\a.nt to bc a Grcek mysclf ifyou're one. I \\ant to get as close to 
~-ou-to your ideal, that is, as I can ( ... ) I am going to put thc things out of 
my Iifo that arc not \Yorth ,,hilc" (206). He is still having recoursc to th.: 
older prctcxts, but shovtly he" iii lcan; thcm bchind altogcther and folio\\ 
dmYn his declinc as, dcvastatcd by jcalouşy and dcsirc, he chases thc gir! 
on an itincra~· that is more of a labyrinth. 

Fro111 sclf-dclusion Io erotic obsi..:ssion no longcr concealcd, and fro111 
it to hu111iliation and sdf-abascmcnt: thcsc are thc fcclings colouring in 
succcssion thc route cm cred by Theron \Varc To han: n;ached the Io\\ est 
poinl of this dcscending line is for the mi11istcr to bc brought face to face 
,, ith his disintcgration-his indulgencc in drinking is its most, isible although 
most shallo\\· aspcct-and, morcovcr, to \Yish it "ere compk:tc. He 111ay bc 
a figure of comcdy in many rcspects---characters \\ho make fools of 
thcmsch cs usually arc-. but the pain he so acutely suffcrs on finally rcalizing 
wherc he is in rclation to Celia and the others renders him pathetic in \Yays 
that scem to point to the human.condition as a wholc that bespeaks a deeply 
felt human 11eed. It is a craving for Iove, as well as for sympathy, more 
generally for a form of rcsponse 011 the part of the other. What runs counter 
to it is indifference, something ve~- hard to accept, as Theron 's experie11cc 
not only with Celia, but also with the little girl 011 thc train proves. 

The episode can hardlypass unnoticed. The car is a space not unlike 
the tenement house in Crane's novei, Maggie: A Citrl of the Streets. Thc 
travellers 1 bodies lying in various postures and the smells emanating from 
them have the effect of distorting and degrading the human, of le11ding it a 
lurid tinge: ''the dim light disclosed recumbent fonns, curled uncomfortably 
into corners, or sprawling at di:fficult angles which involved the least 
i11terfere11ce with one another. Herc and therc a.n upturncd face gave a livid 

208 
https://biblioteca-digitala.ro / https://unibuc.ro



patch ofsrnfacc for the mingled play ofthe gray dawn and the ycllow lamp­
lighf' (307). To bc in thc car is to head for a frightening dcstination, a place 
Thcron Ware was shortly to reach whcn showing up in Celia's hotel room 
he is no longer left in the dark as to where exactly he is in relation to Celia 
and thc others. To alt of them he is no more than "a borc" (326). 

Awakening from mystification breeds rage and thoughts of murder 
to bc follmved by a loneliness so complete as to \\'iden the gulf bet\\'ecn 
himself and Celia to the point at which the scale assumcs cosmic dimensions. 
Facing him arc now ''planeta~· solitudcs" that simply ''cmshed him." (The 
Pascalian overtones of thc passage have not been ignored by Frederic's 
critics.) Abruptly dislocating love-even as illusion-indifference as responsc 
to human desire, now on the point of cngul:fing him, is something beyond 
his power to oppose. To takc the full measure of its cffects on Theron, it is 
essential not to overlook that Celia's brutal denia! of any emotional 
involvement on her part has a prologue in the attitude of the child in the 
car. lmprcssed ,vith the self-possession of the little girl, ''her capacity for 
sclf-entertainment, the care she took not to arouse the others," he offered a 
coin to her hoping in this way at least to stir her curiosity. She took thc coin 
calmly, but gave no sign that he interested her in the least: "her indifference 
produced an unplcasant sensation upon him somehmY, and he rnbbed the 
stcaming window clear again, and stared out ofit" (309). 

Unpleasant sensation beeomes pain so acutely felt as to render him 
incapable ofmaintaining a sense of dircction, literally and figuratively. He 
collapscs in the end not because he had too much rum, a different kind of 
drug to stupefy his faculties, which proves totally inefficient though. As 
diagnosed by Sistcr Soulsby, \\'hose insight ioto human nature seldom fails, 
"hc's grief crazy" (343). " 

However much as Theron wishcs for his death, he will not end like 
Maggie Johnson and Edna Pontcllier. He will find a way back to lifc, 
undergo, that is, a rclatively Ion~ and painful process in the eourse of 
\\hich concomitantly with the disintegraţion ofhis old seif, a ne,\' seif \\'iii 
gradually emerge to answer to a new prospect then opening to him. lt 
nceds to bc stresscd that if Theron Warc is about to make a fresh start. that 
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is possible because of a chalknge coming from outside his old seif. Thi..: 
effort requircd of him is to accept it and to take a new line of action by way 
of answering it: ,vhich is to say that the chance he takes to build himsclf 
anew !ies in relating himselfto a ncw situation, to new social relationships, 
and new tendencics and values. Thc ncw identity he is on the point of 
cvincing is largely a matter of bis acting as superintendent of '·a land and 
real estate company" (34 7) in the West. To make it possible for it to emerge, 
a break with his old sclf is necessary: Theron Ware who is leaving for 
Seattle is not the same man that arrivcd in Octavius a year before. 

It is difficult to say whether the valucs of which Theron 's old seif 
was the spokesman have been entirely suppressed. They may still have 
meaning for him, but the new object promising to engage his interest and 
energy is Iikely to get precedence over them. Besides, informing Theron's 
process of "rene,\'al" is also the awarcness that words in themselves are 
powerful and he who possesses eloquencc is cntitled to a privileged position. 
Apparcntly in keeping with a more general practice ofhis time and place, 
the former Methodist minister comes clase to understanding power as skill 
in using words. By possessing it he can substitute speeches for sermons. 
Having lefi the ministry he is now free to become a politician. His last 
words before leaving for the West lcaves no doubt about bis intention: 
"What Soulsby said about politics out there intcrested me enormously. I 
shouldn't be surprised ifl found mysclf doing something in that line. I can 
speak, you know, if I can 't do anything else. Talk is what it tells, these 
days. Who knows? I may turn up in Washington a ful! blmm senator 
bcforc I'm forty. Stranger things have happened than that, out West!'' 
(349). It is of intcrcst to note Jhat he is already playing in imagination thc 
role he envisagcs. Just as he uscd to cast a speli over bis parishioners, so 
now he imagines a similar response from somc audience he addresses in 
his new capacity. Noticing "thc attentive faccs all rapt, cagcr, crcdulous to 
a degree," "their eyes" "adn1iringly bent upon a common object of excitcd 
interest" ("him"), "their ears strained to miss no cadcncc of bis voice" and 
finally heaving '·a mighty roar ofapplausc in volume like an ocean tempc-st" 
(348), his dcsire for powcr scems to bc fully gratified. 
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The pragmatism of Sister Soulsby. lf onc is tcmptcd to consider 
Thcron 's capacity to rcncw himsclf worthy of attcntion, this is also bccausc 
a conccption of seif postulating mobility and flcxibility with respect 1to 
somc ofits csscntial fcaturcs, is advocatcd and illustrated by' Sistcr Soulsby. 
Hcr affinities \Vith Twain's characters suggcst an approach to life that, 
broadly speaking, rcaches back to Sancho Panza. Indecd Sister Soulsby 
sharcs with her remote anccstor a disposition to see things in thcir mundane 
context andjudge pcoplc by rcferring them to a similar framc\vork. Open 
to experience, shc becomes initiated ioto the ways of thc world and thc 
mysterics of human na ture. Such knowledgc deepening insight to the point 
of secing through people is ,vith Sister Soulsby nothing short of power. 

It is truc, Sister Soulsby strikes the Methodists of Octavius as 
efficacious rathcr than powerful. She and her husband are successfol beyond 
doubt in performing the job for which they were hired: that of raising 
moncy from the parishioners to pay the debts incurred by the Church. 
Dcbt-raising was a widespread practice at the timc and those involved in it 
had to be wcll skilled for thcy werc expected to induce generosity in close­
fisted people. To this cod, "machinery, management, organization" (181) 
had their part to play, as for insta.nce in their approach to music-the means 
rnost adcquate to: arousing pcople's emotions. As Sister Soulsby cxplains 
to Theron, the great impact of thcir singing on the audience ,ms due not 
only to their training, but to a fraud as well: "we take these tunes, ,vTitten 
by a dcvil-may-care Pole who was living with George Sand opcnly at the 
time, and pass'cm off on the brethern for hymns" (181). 

A part from supplying further evidence of how much and in what a 
varicty of fonns, Chopin \\'as played in America at thc time, ofhm, decply 
rcsponsive to him wcrc both the Catholics-Celia, we recall, was drawn to 
his mus.ic too-, and the Protestants, Sister Soulsby's disclosurc should 
ret~n our attention as proof that frauds are not all of a kind. She knows 
shc has rcasons to call her fraud '·good" (J 8 I). Like Hucklcbcrry Finn 
whosccl<;ler sistcr shc is in a sensc, Thcron 's mentor is rcluctant to takc a, 
courşe ofaction that gives satisfaction to abstract moral principlcs at the, 
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cxpcnsc of fcllo\\'-focling. What is rcally rcmarkablc about hcr is hcr 
suspicion of any boundaries and fronticrs scparating pcoplc in morali~ 
idcntifiablc catcgorics. Evcn more rcmarkable is hcr belief that no one is 
dcnicd a frcsh start, and no labei can be attachcd to anyonc for good: 
implicitly, at no moment in its cxistcncc thc seif is to bc rcgarded as having 
exhausted all its potential for changc. Backing her "religion'· that "thc 
shcep and the goats are to bc separatcd on Judgmcnt Day, but not a minute 
sooner," her explanation to Thcron descrvcs to bc quoted in full. 

ln other words (says she, speaking to Theron after the latter had touched 
bottom) as long as human life lasts, good, bad, and indifferent, arc all 
braided up together in every man's naturc, and evcry woman's too. You 
wcrcn 't altogcther good a year ago, any more than you're altogether bad 
now. You wcrc somc of both then; you' re some of both nmv. If you \ c 
becn making an extra sort of fool of yourself lately, why, now that you 

· recognize it, the only thing to do is to slow steam, pull up, and back 
. engine in the other direction. Jn that way you'll find things will e,·en 
themselves. It's a see-saw \\ith all of us, Theron Ware,-sometimes up: 
sometimes dmm. But nobody is rotten clear to the care (341). 

Hcrc thc mattcr is considered in a rcligious and moral perspective. 
Thcre is, howcvcr, more than an implication in Sistcr Soulsby's discontinued 
biography that a new start might be tantamount to breaking with the old 
self in somc more important sense and taking on a ncw identity. That to 
Thcron she evoked an actress though he had never been to the theatre, is 
not only an irony directed at thc Puritan aversion to that [nstitution and at 
Thcron 's inexpericnce: it highlights her scenic resources, her huge capacity 
for assuming ne,,· roles. 

Thc point to stress in this connection is that Sister Soulsby's flexibility 
taking on radical forms at timcs, can be accounted for in terms of practicai 
ends. She knows that "a little buttcr sprcads a long ,vay, if it's only 
intelligently warmed" ( 144). Having this in mind and working to this cffcct 
shc cannot bc exactly rigorous as to how hcr mcans stand ,vith respect to 
thc moral catcgorics of right and wrong. In her vie"·, cven "dirty work" 
(72) can be excused if it hdps sprcad thc buttcr. To object to it is also to 
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say that ''potatocs arc unfit and unclcan tocat bccausc manurc is put into 
thc ground they grow in_" ( I 72-7 3). 

It gocs without saying that this last point of Sistcr Soulsby's practicai 
philosophy may be found objeclionable. What is at stake here is not so 
rnuch thc opposition betwccn right and wrong, an opposition difficult to 
maintain given the irnpurity of facts as against thc purity of abstractions, 
but the difficulty to say hmv much ''dirty work" one can take upon himself 
for the sake of some practicai resuit one expccts to achicvc. The problem is 
serious indeed, and although it cannot be answered in general tenns having 
always to be referred to the concrete situation, it is obvious that no mattcr 
ho\\ long the buttcr can sprcad in somc particular case, othcr consequences 
which the dirty work might cntail arc not to bc ignorcd cither. 

Though all make for efficiency, not al! the frauds practiscd by Sister 
Soulsby are as innocent as her usc of Chopin. Thc dcbt-raising owed a lot 
to Chopin 's sixths, but it could not have been the success it was without 
her use of human frailty, a .remark that retums us to the beginning of the 
commcnt of which she is subject. The question that should be asked is 
inspired in fact by her formidablc insight into human nature a.nd the power 
it gives hcr: is not her efficicncy largcly a mattcr of using pcoplc in the 
scnsc of profiting from their liabilities to yield to temptation? There is no 
doubt that vanity and pridc had their say in thc wholc affair. They are 
feelings aroused at the right time by the machinery set in motion by Sister 
Soulsby whose management and organization are tao good to fail. It can 
be argued noncthclcss that if less noble featurcs wcrc brought into play, 
thcy ultimately turned against those who possessed them. They literally 
paid for being vain and proud. 

What has bccn said about Sister Soulsby might qualify her approach 
to lifc as pragmatic. She fits the definition of the type in some important 
rcspccts, for, according to a famous charactcrization, a pragmatist "tums 
away from abstraction and insufficiency, from verbal solutions, frorn bad 
a priori rcasons, from fixcd principlcs, closed systcms, and pretended 
absolutes and origins. He tums towards concrcteness and adequacy, towards 
facts, towards action and towards power." " 
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Statcs and ofthc State wherein thcy rcside" granted citizenship to Negroes (including 
formcr Negro slaves) and to the 15th Constitutional Amendment, ratified in 1870, 
whosc scction 1 rcads: "thc right of citizens of the United States to vote shall not be 
denicd or abridgcd b~· thc United Statcs or by any State on account of race, color, or 
previous condition of scrvitudc--" Tize Co11stit11tio11 of the United States of America. 
Mention should be likewise made of the Civil Rights Acts, a series of la,vs enacted 
b~- the Congress to enforce the threc Constitutional Amendments. Amung their 
purposcs was the curtailment of the legislation passed about thc same time by 
southern statcs. Thus the first of thcse Acts ( 1866) \YUS directed against the so­
called black codcs that while granting slavcs freedom in keeping with the l~th 
Amcndment scvcrcly controlled it, thcir ne\\" status of frcedmen making practicallv 
littlc di!Terence from tliat of their former condition. Similarly the last of the series, 
passcd in 1875, guarnnteed Ncgroes' cqua] acccss to public places opposing therebv 
thc practice of scgrcgation. 
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''" Joh11 M. 131oom \Yith olhcrs, Tl,e Na11011al Hxperie11ce, l'arl Onc, /1 Flistory of t/,e 
l.-"11ited State.,· to 1877, T-larcourl Bracc Jovanovich, Inc., I 9T/. p 372. 

"'' I !elen Taylor, Ge11de1; Race, and Regior1 i11 thc! H-hti1Zgs c1f Grace King, Ruth 1\1c/{11e1y 

Stuart. and Kate Clwpi11, Louisia11a Stale 1Jniversity Press, lfaton Rouge, 1989, p. 5 
,mi lbid., p. 4 

"'"" Eric Sundquist, To Wake the ,\'atio11.1·, "Mark Twain and Homer Plcssy," The Belknap 
Prcss of' Harvard Univcrsity Press, 1993, pp. 225-271. 

"'"" lbid., p. 241. 
~~i, Mark Twain, Pudd'nhead IVilso11, Banlam Books, New York, 1959, p. ). 
~"" Eric Sundquist, op. cit., p. 247. 

CHAPTER 2 

i John J. McDermott, lnlroduction, 111e Writings of TVilliam James, cd. John J. McDcrmolt, 
The Modern Libraf)', New York, 1968, p. xxvii 

ii Richard Poirier, Tlw Renewal of Literature, Yale University Press, 1988, p. 51. 
iii William James, The Principles of Psychology, Macmillan and Co., UD., 1901, voi. I, 

p. 226. Further references will be citcd parcnthetically in the text. 
iv Ross Posnoek, The frial of Curiosity, Hemy James, William James and the Challenge 

of Jiodernity, Oxford University Press, 1991, p. 35. Posnock insisits on William 
James's individualism and absorption iu his own seif, contrasting them to his brother's 
innale disposition for eontemplation and "curiosity," attitudcs whieh, in his vie\\, 
are more hospitable to relationships. 

'" William James, "On a Certain Blindncss in 1-Iurnan Beings," 711e Hhtings of IFi/liam 

James, cd. John J. McDermott, pp. 644-45. 
vi As discussed in the Pri11c1jJ!es and the !friefer Course (hcre "stream of thought" is 

rcp\aced by "stream of consciousncss"), consciousness cvinces a number o[ 

charactcristics 11ml havc been sumnied up by McDermott as follo,vs: ''First, 
consciousness is personal and has ciianging and sensibly continuous states; 
seeond, consciousness has a fringc as \\·el\ as a focus and thus is able Io grasp a 

sliding stream of impressions at thc periphcry of attcntion; third, consciousncss 
includes the apprehension of re\ations as„well as of elemcnls, of "transitivc'' as 
\\ cil as of "substantive" states; fourth, thc activity of consciousness is selective, 
!hal is, consciousness wclcornes, re_jects ·a,nd chooses from among the, ohjccls 
prescnlcd; fifth, in that human thought appears to deal with objccts independent 
of itsclf, ii is cognitive." McDermott, lntroduction to The IVi-itings of William 

James, pp XXIX-XXX 
vii Henry James, The Portrait of a Lady, Bantam Books, 1987 (first published 1881 ), 

p. 175. 
vii George II. Mcad, "The Social Seif." 711e Journal of Philosophy, Voi. X, Janu11rY­

l)ecember 1913, p. 377. 
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"li sccms nccessury to quali1\ lhc unconscious as Frcudian. as thc tcnn was far from 
bcing unknown in Western Europe in thc ninctt:cnth ccnturv. Apparcntly, l;duard 

\'011 I lartmann's Philosophy of the Unconscious launchcd it most succcssfull~, in 

1868. !'or in thc 1870s, ·'thcrc wcrc at least II hal[-dozcn books with thc \\'Onl 

'unconscious' in thcir titles.'' What rendered it so shocking when uscd by Freud 

\\ as thc sc:-.:ual conteni it reccivcd now. Francoisc Meltl'.cr, "1Jnconscious," Criticai 
'frr111s for Uterary Study, ed. Frank Lcntrichia and Thomas McLaughlin, Thc 

lJniversity of Chicago Press, 1990, p. 148. 

'Thorstcin Vcblcn, The Them:11 of the Leisure Class, Dover Publications, INC., Ne\\ 

York, 1994 (first pub\ished I 899), p 103. Further rcfcrcnces will be cited 

parcnthctically in the text. 
,; 7he l11slincl for Workmanship is the litie Veblen gave to his book of 1914 where he 

holds that "industrial and scientific development" ( lookcd upon as the conseq ucncc 

of the instinct for workmanship) "îs the ultimatc source of the increasing \Yealth 

and powcr in America. l.ater in his lile, Veblcn would view the trained technocrats 

\\·ho cmbody this impulsc as best fittcd to run society." Andrew Hook, American 
/,itera/lire in C ontexl I 865 -1900, Methuen, 1983, p. 186. 

CHAPTER 3 

' Robc1t Mildcr, "llerman Melville.'' In Columbia Utera1y Histmy of the C'nited States, 
cd. Emory Elliotl et.al., Ne\\' York, 1988, p. 445 

;, lbid. 

,ii W. D. HO\\clls, Letter to Mabcl L Todd, 2 Dcccmber 1894, Selected Letters of 
rr: D. Howells, voi. 4, ed. Thomas Wortham el.al., Twaync, 1981, p. 83. 

"J\ccording to Everctt Carter, "By 1895 1-lo\\·ells was falling from favor, and by 1928 he 
had completed thc fall. and during thc descent of his reputation no more damaging 
accusation has been madc than that of his prudery." Everctt Carter, Howells and the 
Age of Realism, Lippincott, 1954, p. 140. 

'llelen McMahon, Criticism ofFiction, A Study of the Trends in The Atlantic Alonlh/y, 
Bookman Associates: New York, 1952. 

,i Richard H. Broadhead, "Literalurc and Culture" în Columbia Literw:v Hislory of the 
L'l1ited States, p. 473. · 

vii F R. Leavis, '/'lie Great Truditio11, Percgrinc, 1962. 

viii Henry James, Lctter to \Villiam James, The Letters of HemJ' James, 2 voi., ed. Percy 
Lubbock, Macmillan, 1920, voi.I, pp. I 64-65. 

"Hcnn· James, ''!Icnrik fbsen," The Scenic Ari. 32 cssays cm thc English, I:<rcnch, and 

American Thcatre, Aclors and Playrights. From 1872 to 190 I. ed. Allan Wade. A 
Drama Book, 1957, p. 243. 
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'Sophia l lawthornc. Lcttcr lo hcr sisler l\lizabeth T'cabody. in llcrman Mclville. 'lhe 

Co11fidence-:\Jm1. A Norton Criticai Edition. New York, 1971. p. 260 . 
. ,i W. D. Howclls, Lctter to Monearc D. Conway, Mareh 5. 1890, Se/ected Lellers of 

li'. J).ffoweffs, Voi. 3, cd. Robert C. Leintz el al., "l\vayne, I 980, p. 276. 
xii Richard I l.13roadhcad, op. cil„ p. 472. 
,iii IIelen MeMahon, op. cit. 

xiv Justin Kaplan, ,\ft: C/e111e11s a11d Afark 'J'wain, a Biography, Simon and Sehustcr, New 
York, 1966, p. 135. 

"'' Larzer ZifT, op. cit., p. 218. 
xvi Henry James, Hawlhome, Macmillan, New York, 1967, p. 23. 
"'ii W. D. I Iowells, "Henry James, Jr.," Sefected Litera,y Criticism, Indiana Univcrsity 

Press, 1993, voi. I, p. 322. 
xviii W. D. I lowells, Letter to llemy James, Deccmbcr 13, 1894, Sefected Lel/ers of H'. I). 

Howeffs, voi. 4, cd. Thomas Wortham et. al., Twayne, 1981, p. 84. 
xi., W. D. 1-lowells, Letter to Henry James, July 3 I, 1898, Selected Letters of H'. /)_ Jloweffs, 

vol.4.cd. ThomasWortham el. a/.,'1\vayne. 1981,p. 181. 
""Henry James, "William Dean Ilowells," The Theory of the America11 Novei, ed. George 

Perkins, Hoit, Rincharl, and Wiston, 1970, p. 204. 
,._,i Graham Greene, "The Private Universc" in Hemy James, A Coffection of Criticai 

Essays, cd. Leon Edei, A Spectrum Book. 1963, p. 11. 
>-."<ii Henry James, "William Dean HO\vclls,'' The Themy of the American Novei, p. 206. 
xxiii W D. Ho\\ells, Letter to Amelia H. Howells, February 24, 1901, Selected Letters of 

rr: D. Howeffs, voi. 4, ed. Thomas Wortham el. al., 'J\vayne, 1981, p. 258: 
X'<IV lbid. 

~-w W D. Ilo\\·ells, Leller to Thomas B. Aldrieh, Deeember 8, 1901, Selected Letter.,· rif 
W D. llowefls, vol.4, cd.Thomas Wortham el.al., Twaync, I 981. · · 

=·i W. D. Howells, "An Inquiry" (190 I), Selected Literary C,-iticism, Indiana Univcrsily 
Press, 1993, voi. 3, pp. 39-40. 

'°'""ii lbid., p. 40. 
>cwiii Helen McMahon, op. cit. 

"-"<ix W. D. f Iowells, Letter to Stephen Crane, 26 January 1896, Selec:ted l,el/ers rif W J). 

Howells, voi. 4, ed. Thomas Wortham et.al, l\vayne, 1981, p.123. 
~"' R. W. Stallman, Stephen Crane, a Biography, George Brazillicr, Nc'\V York, 1968, 

p. I 85. . 

,x,i W. D. Howclls, Letter to Stephen Crane, 26 Januar~' 1896. Selected Letters of 

U: D. lloll'ells, vol.4, cd. Thomas Wortham et al., Twayne, 1981, p. 123. 
:axi• R. W. Stalln1an, op.cit, p.72. 
~"'iii Ed\Yin Cady, Stephen Cra11e, T\vayne, I 980, p. 42. 
~""i,· W. D, Howclls, "New York Lo,\· Life in .Ficlion," Selected Litera,J-• ( 'riticism, voi. 

2, p. 276 
~-w lbid. 

218 

https://biblioteca-digitala.ro / https://unibuc.ro



'-""i I•:dwin Cadv. op. cit.. p .43. 
'""i James Nagcl. Stephe11 ( 'ra11e a11d /,iler(IJ:1' l111pressio11ism, Pennsylvania Stale 

Univer~ily l'ress, 1980. Sec cspe1.;iallv lhe 1.;haptcr "Backgrounds and 

Dcfinilions:Conrad's ·Complete lmpressionist,' " pp. 1-35. 

'-'-wiii Quoted from R.W.Stallman. op. cit., pp. 500-:50 I. 

"-"' Stephen Crane, "llarold Frederic," The D1eo1:v of the American .Novei, ed. George 

Perkins. p. 23 I. 

'
1 lhid., p. 233 

.,li Helen Taylor, Ge11de1; Race, and l?egion in the fVi'iti11gs of Grace King, Ruth !vfcEne1:v 

Stuart. and Kate Chopin, Louisiana State Univcrsily Prcss, Balon Rouge and London, 

1989, p. 19. 
xiii lbid., p. 20 
,liii lbid., p. 149 

,liv lbid., p. 159. 

'
1
' lhid. 

.,Ivi Lewis Leary ,vas probably lhc first of Chopin 's critics nol only to respond to 

Whitmanesque echoes în Chopin 's The Awakening but also to pinpoint and diseuss 

thcm. Lewis Leary, lntroduction to The Awakening and Other Stories, Hoit, Rinehart 

and Winston, Inc., 1970. 
,i.·ii Helen Taylor, op.cit., p. 146. 
xl,iii [bid., p. 147 

,ii, lbid., p. I 45 

CHAPTER 4 

'Rene Wellek, A History o/Modern Criticism. 1750-1950, IV Thc Later Ninctcenth 

Centul")·, Yale University Prcss, 1977, (first published 1965), p. 212. 

ii Rene Welleck, Concepts of Criticism, Yale University Press, 1963, p. 230. 

ii, W. D. Ho,,·clls, Criticis111 and Fiction, Selected Literary1 Criticism, voi. 2, Indiana 

University Press,l 993, p.311. Furthcr references to Criticism and Fiction will be 

cited parenthetically în the text. 

i, Rene Wellek, A History uf :\fodem Criticism, p. 212. 

'Edwin J-1. Cady, '11,e Realist ul Wa,: 'l11e Jfature l'ears r~f" William Dean Howells, Syracuse 
Univcrsity Press, 1956. p. 14. 

,i Evcrctt Carter, Howells and the Age of Realism, Lippincott. 1954, pp. 185-90. 

,ii W. D. HmYells, Criticism a11d Fi"ctio11 and Other Essays, cd. Clara Marburg Kirk and 

Rudolf Kirk, Introduclion to. Criticism and Fiction, New York University Press. 
1965 (first printing 1959). p. G: 

,iu W. D. Ho,,·cIIs to William C. I lowclls, /\ugusl 9, 1891, Selected Letters of W /J. 

llowells. vol.3, cd. Rohc11 C. Lcintz el. 11I.. ÎWa\ne, 1980, p. 318. 
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ix W. 11. I Imvclls. "Emilv Dickinson's Poems," Selecled Litera1:v C:rilici.w11. voi. 2. Indiana 
Universitv Press, 199:l, pp. 60-65. 

x William James to Theodore Flournoy, 30 August, 1896, '111e Letters of William James, 
cd. by his son Henry James, voi. 2, The Atlantic Monthly Prcss, 1920. p. 48. 

,; W. D. I-lowells. "William James and Hjalmar 13oy·sen." Selected Uterm:v Crilici.1·111. 
vol.2, Indiana University Prcss, I 993. p. 178. 

,ii Sec Alfred Ilabcggcr, Ge11de1; Fm1fasy a11d Realism i11 America11 l,ilemlure, Columbia 
Univcrsity Press, 1982. 

xiii W. D. HO\\'Clls, "Profcssor Wcndcll's Notions of American Literature," Selected Literm:v 
Criticism, Indiana Univcrsity Press, 1993, voi. 3 , p. 56. 

xiv Jbid., p. 57 

"'W. D. Howclls, "Edgar Allan Poe," Se/ected Litera,y Criticism, Indiana lJnivcrsity 
Press. 1993, voi. 3 p. 250. 

wi Gilbert Phelps, The k.ussian Novei in Hnglish Viction, Huchinson, London, 1956. 
"''ii I I. E. Scudder, "Mr HO\vells's Litcrary Creed," The Atlantic Month(v, October, 1891, 

p. 568. 
xv,ii W. D. Howells, Criticism and Fie/ion and Other Essays, p. 346 
xix W. D. Howells, "James's Ha,vthorne,'.' (1880), Selected Literary Criticism, Indiana 

University Press, voi. 1, p. 293. . , 
"W. D. JIO\vells, "Ed,vard Bcllamy," Selected Utera,y Criticism, .Indiana University 

Press, voi. :l, p. 213 
~-i W. D. HO\vells, "James's J!awthome" (1880), Selected Utera1y Criticism, [ndiana 

University Press, voi.I, p. 293. 
"ii W. D. Ifowells, Lcttcr to Aurclia H.l [owells, 15 July 1900, Selected Letters of' 

IT: D. Howells, voi. 4, cd. Thomas Wortham el.al„ Twayne, 1981, p. 243. 
~,iii W D. Howells, "The Two Catharines of Emily Bronte," l/eroines in F'iction, Harpcr 

and Brothers, 1901, p. 239. 
~-"- W. D. Howells, Letter to Aurelia H.Howells, I 5 July 1900, Selected Letters (f 

TT'. D. Howells, voi. 4 
lO(V Jbid., 

'""i W. D. l-Io\vells, "The Two Catharines of Emily Bronte," Heroines in Fiction, p. 231. 
"-""" Letter to Hamlin Garland, 11 March 1888, Selected Lellers of W D. l/owells, voi. 1, 

ed. Robert C Leintz el al., Twayne, 1980, p. 221. 
.,xsii, W. D. Howells, "My Favorite Novelist and his Best Book" (1897), Selected J,itern1:v 

Crilicis111, voi. 2, Indiana University l 'ress, 1993, p. 282. 
,,ix W. D. Howells, "Profossor Barrett Wendcll's Notions of American Litcrature," Selected 

LiterwJ' Criticism, Indiana University Prcss, 1993, voi. 3, p. 58 
~- "Mr .Howells's Speech" in Criticism cmd Fiction and Other Essays, p. 369 
~""'i W. D. I Iowells, "The Futurc of the Ametican Noyel," Criticism and Fiction a11d 

Other Es.mys. p. 347 
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"',; W. D. I lowells, "An Exemplan· Citi1.c11," North American Rcvicw. 190 J. CI .XXJU, 
p.279. 

"'i" W. D. Howells, "Paul Laurence Dunbar;· (lntroduction Io l~vrics of Low(v l,/fe, 1896). 
Selected Literary Criticism. Indiana University Press, 1993, voi. 2, p. 279. 

mi, W. D. Ho,,el!s, "Mr Charles W. Chesnutt's Stories" (1900), Selected l,iternrv 
Criticism, Indiana Univcrsity Prcss, 1993, voi 3, p. 2:33 

m·.- W. D. Ilowclls, "Paul Laurcncc Dunbar," Se/ected l.itera1J1 Criticism, Indiana 
lJnivcrsity Prcss, 1993, vol.2, p. 280 . 

''""; lhid. 
xxwii Eisa Ncttels, l,anguage, Race and Social Class in Howells s America, Thc University 

Press of Kentucky, 1988, p. 85. 

CHAPTER 5 

i W. D. Howells, Criticism and Fiction, Selected Literary Criticism, voi. 2, Indiana 

University Press, 1993. 

ii T. S. Eliot, "Wilkic Collins and Dickens," Selected Literary Criticism, Harcourt, Braee 

and Company. 1932, pp. 375-382. 
iii Evcrclt Carter, Howells and the Age of Realism. Lippincott, 1954, pp. 39-41. 

i, Martha Banta, lntroduction to An Imperative Duty, A Seleeted Edition ofW. D. Ho,Yells, 

voi. 17, Indiana University Press, 1970 

'W. D. Howells, A11 Imperative Duty, vol.17, Indiana University Press, 1970. l•urther 

reJ'erenees will he cited parenlhetieally in the text. . 

,i W. D. Howells, Lettcr to Aurclia H. Howells, 17 July 1891, Selected Letters of W D. 
llowells, voi. 3. ed .. Robert C. Leint.z et. al., Twayne, 1980, p. 316. 

,ii Martha Banta, lntroduction to An imperative D11ty, A Sclccted Edition ofW. D. Howells, 

voi. 17, Indiana University Press, 1970._ 

viii Kenneth W. Warren, "Possessing thc Common Ground: William Dean Howells' An 
Imperative Duty, " Ame1ican Literary Realism, voi. 20, No 3, 1988. 

"W. D. llowells, Letter to William C. lIO\vells, Dec. 22, 1889, Selected l,etters of TF D. 
Howells, ed. Robe11 C. Leintz el al., voi. 3, p. 264. 

x Eisa Nettels, op. cit., p. 89. 

'R.W.Stallman, op. cit., p. 331 
iilhid.,p. 15 

CHAPTER 6 

iii Edwin H. Cady, Stephen Crc111e, Twayne, p. 106. 
i, R.W.Stallman, op. cil.. p. 572. · 
' I hid.. p. 94. 
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'' !1ie :\iorto11 .-fothology of 1lmerica11 Uterature, voi. 2, cd Nina Ba~'l11 el. 11/.. W. W. 
Norton & Compan~·, 1979. p. 716 

vii W. R. Stallman, op.cit .. p. 68. 
vii, Martha 13anta. /11111gi11g :lmerican fVome11. Idea a11d ldeals in Cultural /list01:v. p. 

109. 
ix lbid, pp. 105-109. 

'Quotcd [rom R.W.Stallman, op. cit., p. 79. _ _ 
,i Sec "Maggic in Revie\\," Appendix, in R. W. Stallman, op. cit., p.539. 
xii lbid., p. 542 
xiii lbid., p. 543 
,iv lbid., p. 544 

"" Stephen Crane, Maggie A Gir! of the Sb·eets, American Short .Vovels, ed. R. P. Blackmur, 
Thomas Y. Cro\Yell C0mpa11y, New York, I 960. p. 99. Ali furthcr quotations arc 
taken from this volume with page numbers givcn in the text in parcnthesis. 

wi Rcpctition scems to be one of Crane's favourite dcvices. Often presentcd in tcrms of 
one or two fcatures, his eharacters appcar stylizcd in \\·ays that call attcntion to 
their appearance, or rather to the impression they make upon "the other," substancc 
in their case being reduced to mere surface. Thus rcfcrcnces to Neil include thc 
same qualifying phrase: "the woman of brilliance and audacity" ( 123, 124, 127. 
132, 131); in !he beginning Maggie is "the ragged gir!" (99, 100) \yhilc Pcte's 
"chronic sneer" is repeated three limes on the same pagc (98). 

"'ii James Na gel, Stephen Crane and Literary lmpressim1ism, Pennsylvania State lJniversil~' 
Prcss, 1980, p. 139 

,,iii David I lulliburton, The Color of the S!.,y. A Study of Stephen Cranc; Cambridge 
University Press, 1989, p. 39 

xi, Jbid., p. 60 

""lbid., p. 48 
xxi lbid. 

xxii Stephen Crane, Lctter Io Hamlin Garland, [Marei!; J.893] '/11e Theo,y <~( A111erica11 
Novei, cd. George Pcrkins, Hoit, Rinehart and Win~ton;-p: 234. 

"'iii Matthew Arnold, Poetica/ Works,. London, Oxfor~ µniversity Prcss, 1969, p. 244. 
~""'" John J. Conder, .\'aturalism in .-lmerican Fie/ion, The C/assic Phase, The UniversitY 

Press of Kentucky, 1984, pp. 45-46. · 
m· Thorstein Vcblen, op. cit., p. 153 It may be of interes! to note that Vcblen alsa takcs 

into account the wcll-known faci !hat .the fighting instinct is not confined tq the two 
catcgories; !he boys of every communitv are likcly to givc cver~yday proof thal the~· 
posscss it and thut they are nol deprivcd of a sense of honour either. On the olhcr 
hand, as thc duci can bc traced back to whal Vcblcn calls the predalory stage of 
barburian culturc, thal preccdcd modern or pccuniary culture. he is lcmptcd to belicvc 
!hal "the fighting impulsc bclongs to a more archaic temperament than :1hnl posscssed 
by !he a\·eragc adult man of thc industrious clusscs" ( 155). Whcn he brings to bem 
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011 this obscrvation bis conviction tbat thc agcs of tbc individual rcpcat tbc stagcs or 
culturc, one condusion prcscnts itsclf Io bis attcntion: ·'thc lcisurc-class and tbc 
dclinqucnt-class cbaractcr shows a pcrsislcnce into adult lifo or traits tbat arc normal 
to childhood and youth, and thal arc likewise normal or habitual Io thc cartier stagcs 
of cui ture" ( l 55). The modern industrial community is the stage of culture lhal 
corrcsponds to thc maturity of thc individual, whcrcas thc two catcgorics discusscd 
abovc cxhibit "marks of an arrestcd spiritual development" (155). That Vcblen's 
views or "the leisurc class in its barbarian stage" are noi always flattcring can bc 
accountcd for b~, the fact that he spokc from a place and time that bore the irnprint 
of the pccuniaf)' culturc; which docs noi mcan, on thc othcr hand, that he was 
apologetic of thc later stage. ln this Vcblen met on common ground with Mark 
Twain; for thc author of J'udd 'nhead /fi Ison also makes a point of subverting, though 
by different mcans, thc duel as a form in which thc scnse of honour expressed 
itself. 

xwi R.W. Stallman, op. cil., p. 74 
"''·ii David Haliburton, op. cit., p. 67 
m·iii Quotcd frorn Edwin H. Cady, op. cit.,p. 68 

CHAPTER 7 

i Emily Toth, "A New Biogrnphieal Approach," Approaches to Teaching C/wpin :S The 
/\\\akcning, Thc Modern Languages of /\merica, ed. Bernard Koloski, New York, 
1988, p. 63. 

ii I !elen Taylor, op. cit., p. 159 
iii Linda S. Boren, Introduction, Kale Chopin Reconside.rtJd: Be.yund !hi! Uayou, cd. 

Linda S. Borcn and Sara dcSaussure Davis, Baton Rouge, Louisiana Univcrsity 
Prcss, 1992, pp. 5-6. 

i, Nancy Walker, "The Ilistorical and Cultural Setting," Approaches to Teaching Chopin s 
Thc Awakcning, ed. Bernard Koloski, The Modern Languages Association of 
/\merica, 1988, p. 67. 

' Dale Marie Bowcr and Andre\\. M. Lakritz, 'The Awakcning and thc Wornan Qucstion," 
.-lpproache.s to 'J'eaching C/wpins The Awakening, pp. 47-53. 

"Nancy Walker, op. cit., p. 69. 
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1 Kate Chopii1, 111e Awakeni11g and Othe.r Stories, Hoit, Rinehart and Wiston, !ne., 1970, 
p. 204. Furthcr refcrenccs will bc citcd parcntheticall~- in the te,-.1. 

,·iii Elizabeth l„ox-Genovese, ·'J11e .-lwakening in thc Context of the Experience. Culture. 

and Values ofSouthcrn Women," Appruaches to Teaching C/wpin s· The Awakcning, 
p. 38. 

" 111 her hcnncncutic approach to thc Bibic, Elizabeth Cady St.anion rehabilitates Eve. as 
it werc, b~, considering hcr "qucst for goc,d and cvil a \rnrthv onc." Publishcd during 
thc four ycar period that prcceded 'l'l,e .-Jwakeniniţ it \\·as. too provoking to pas: 
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unnoticcd. lts imriact turns to he lung lasting, ir note is taken that it supplies thr 
a,sumptions 011 which a rel11tively recent studv is based. Bonnie St. Andrews. 
Vi1rbidde11 /i1•uit. On the Relationship Between TVim1e11 and K1wwledge i11 lJuris 
Le.ui11g. Se/ma Lagerlăf, Kate Chopi11. :\1arw1rel ,I twood, Whitson Publishing 
Company, ÎTO)'. New York, I 986. Sec Chapter I, Feminist Perspective, p. 24. 

'Barbara EwclL "Kate Chopin and thc Drcam of Fcmalc Sclfhood," Kate Chopi11 
Reco11sidered: Beyond the Bayou, pp. 157-165. 

,i Lawrence Thornton. "l~dna as Icarus," Approaches to Teachi11g Clwpin ~ The Awakcning. 
xii Barbara C. Ewell, op. cit., p. 162. Also sec Patricia Hopkins lattin, "Childbirth and 

Mothcrhood in The A\\·akcning and in Athena'isc," Approaches to Teaching Chopi11 :~ 

The Awakening, pp. 40-47. 
xiii Ralph Waldo Emcrson, "Days," Thc Norton Anthology of American Literaturc, 

voi. 1, ed. Nina Baym et.al., 1979, p. 988. 
xiv Le,Yis Leary, op. cit, pp. XIII-XIV. 
". Sara deSaussurc Davis, "Chopin's Movement Toward Universal My1h," Kate Chupin 

Reconsidered: Beyond the Bayou. pp. 205-206. 
"i Mircea Eliade, Traile d 'histoire des religions, Payot, 1975. 
XVII lhid., p. 149 
xviii lhid.. p. 165. 
xi, lbid. 

CHAPTER 8 

; William James. Lctter to W. D. Ho\vclls, August 20, 1890, I'he Letters r~( William 
Ja111es, cd. by his sem Henry James, The Atlantic Monthly Prcss, Boston, l 920, 
rnl. l,p.299. 

ii Leon Edei, The Treachero11s l'ears, J. B. Lippincott, 1969. The fourth volume of 
Edcl's Biography of James covcrs the )'ears 1895 to 1901. bul casts frcqucnt glanccs 
back to thc first half of the 1890s. 

iii Tl,e Notebooks of Henry James, ed. F O. Matthiesscn and Kenneth B. Murdock, Oxford 
University Press, I 962, p.188. 

i, Henry James, Stories of 1Vi·iters & llrtists, ed. F. O. Matthiessen, /\ New Direcl1011s 
Rook, Fourth printing, p. 113. The volume ineludes a number of storics \Hittcn in 
thc 1890s such as ·'Greville Fanc" (1893), "Thc Real Thing" (1893), 

0

"The Middlc 
Ycars" ( 1893), The Dcath of the Lion" ( I 894). "The Nex! Time" (I 895). ·'The 
Figure i11 thc Carpct (1896), "Broken Wings" (1900). Refcrcnecs to these storics 
and "Thc Lcsson of the Master" ( 1888) are madc to this volume with page numhers 
givcn in the text in paranthescs 

,· Sec The Scenic ,1rt. ed. Allan Wade. /\ Drama book. Ne\\ York. 1957. 
,i I Iugh Vereker is reportcd to havc referred to thc grcatest point of interes( of his work 

challc11ging his critics as "thc vef)' string that mv pearls are strung" (293) and "(111; 
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string thc pcarls Hcrc strung on" (311 ). l11 the Preface Io '/1ie l'ri11cess Ca.wr111assi111a, 
James makes use of thc samc imagc when pointing oul the importancc 11·hich !he 
eharaclcr's responsc has for him: "The whole thi11g comcs to dcpcnd lhus 011 the 
,111ality o[ bcwildcnncnt characteristic or onc's crcaturc, thc quality involvcd in !he 
given casc or supplied by one's data. ( ... ) Thcrc wc havc at once a case of feding, 
or cvcr so many possiblc fccli11gs, strctchcd across the scene like an attachcd thread 
011 whieh thc pcarls of interes! arc strung.." Similarly în thc Preface to ll7wl Alaisie 

K.11ew, James uscs thc samc image with reference to the young \Voman of "111 thc 
Cage," Maisic, Morgan Morecn ("Thc Pupil") and Hyacinth Robinson (The Pri11cess 
Cascrmassima). Thc pa1t of thc passagc rcferring to Maise is worth quoting as it 
abo exprcsscs a criticai apprcciation of the novei wrillen a dozen years earlier. 
James seems to be satisfied with it: "Thc range of \vonde1ment attributcd in our 
talc to to the young woman at Cockcr's differs littlc in cssence from thc speculative 
thread on which the pcarls of Maisie's experience, in this samc volume--pearls of so 
strange an iridcscence--are mostly stmng." Henry James, The Art of the Novei, ed. 
Richard P. Blackmur, Charles Scribner's Sons, 1937, pp. 66, 156. 

vii 71ie Notebooks of Remy James, ed. F.O. Matthiessen and Kenneth B. Murdock, p, 188 
viii "Thc Parisian Stage" (1872), The Scenic Art, p. 3. 
i, ·'On thc occasion of Hedda Gabier" ( 1891 )_ The Scenic Ar,, p. 250. 
x "On the occasion of the Master Builder" ( 1893), The Scenic Art, p. 258 
xi "John Gabriel l3orkman" (1897), The Scenic Art, p. 293 
xi, He had entered the theatrc by the stage door when thc sho,v was over and had no idea 

!hat nasty remarks about thc play were shouted at thc actors during the performancc. 
James must havc foit his hurt even more acutely as "the intellectual and artistic 
elite" of London among whom there wcre many of his suppo1tive fricnds- -Edmund 
Gossc, John Singer Sargent, Mrs Humphry Ward were only a fcw· of them- tried in 
vain to silence \\ith thcir warm applause lhe howls and rears of rebellious spcctators. 
I lowevcr, othcr names were more likely to be retained by literary historians in 
conni:ction with for James-an ill-fated night. H G. Wells, George Bernard Shaw, 
and Arnold Bennett, whose journalist careers had just bcgun, were, too, in the 
audiencc. Latcr Sha,v and Wells would date their acquainlance with each other 
from thc same event thal cost the author of G-uy Dombville so much. See Leon Edei, 
'/'he Treacherous Jears, pp. 61-96. 

xii, /\pparcntly a number of them including thosc of William Archer and especially G. B. 
Shuw, wcrc laudatory of the text, whilc laying the blamc on George Alexander ,vho 
dirccted thc show and played the titlc hcro. There were also rnmours to \\·hich somc 
rcporters gave their crcdence !hat the uproar in thc gallery had been plotted by 
Alcxandcr's cnemies and had thc famous actor as ils targel. Whatevcr comfort 
James took from them, thcy could hardlv have alleviated bis suffering. 

,i, Quoted by Edei, op. cit., p. 84. 

" Leon Edei. op. cil„ p. 90. 
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,-., W. I). I lowclls. Lellcr to I Icnr:, James, Dcccmbcr 13, 1894. Selected /,effers c/· ll"il/iu,11 
/)eon Howells, voi. 4, ed. Thomas Wortham el al.. Twaync, I 981. p. 84. 

"i' William James, Lcllcr to Henry James, Scptcmbcr 28, 1896. '/1w Letter.1· of ll,l/iw11 

James, cd. bv bis son Henry James, Thc J\tlantic Monthl\· Press. Boston, I 920. Viii. 
2, pp. 51-52. 

xviii Leon Edei, op. cil., p. 266 
,i,J Icnry James, ff7iat Maisie K11ew, Thc Bodlcy licad. Vl, 1969, p. 283. fourthcr rcfcrcnces 

will be citcd parenthetically in the text. 
~- Preface to H71al ,\.faisie K11ew în Henry James, The ,lrl <?f the :\-'ovei, cd. R. P. Blackmm. 

Charles Scribner's Sons, Ne,v York, I 937, p. 149. 
""i lhid, p.142. 
~-ii I.Ii contrast to F. R. Lcavis who is "at least half won over bv her (Mrs Wix') rhctoric." 

Tony Tanner argucs that Maisic's both governesscs. Mrs Beale and Mrs Wix. stand 
for "sclfish appetitc and spiritual appropriation" rcspcctively. Onc embodies "thc 
sort of social selfishness which wishes to posses and usc,"' the other, "a type of scit~ 
righteous morali"sm which hungers to subdue and thwart." Tony Tanner. The Reign 
of Wonder, Pcrrenial Libra1y·, Harper and Row, 1965, pp. 291, 290. 

"'iii Tony Tanncr, "The Fcarful Seif: The Portrait of a Lady." llem:11 James. Alodem 
Judgements, ed. Tony Tanner, Macrnillan, 1968, p. 153 

~Xi\' lbid., p. 156. 

CHAPTER 9 

i Justin Kaplan, J/1: Cleme11s and 1vlark Twuin, Simon and Shustcr, New York. 1966, 
p. 334. [t ma~- be of interes! to mention that al the cnd of the ninetccnth ccntu~­
Mark Twain ,vas a familiar name to Romanian rcaders. In the 1890s, his portrait 
appcared at lcast three timcs in Romanian magazincs. each timc accompanied b~- a 
biographical note. News of his bankruptcy was givcn in a note published in a 
Bucharest weckly, Universul literar (Scptember 11, 1895, p. 3). Thrcc vears later 
the same magazine infonned its rcaders that Twain and his family were staving in 
Vienna: one of his daughters was taking piano lessons with a famous professor, 
while thc writer was collccting material for a book. ubout the Austrian capital. . Thc 
banquet given in his honour b~· "the litcrary· societies" of thc city was, apparently, a 
good occasion to come in touch with thc writer and appreciatc his "humour." (A 
good prool' that 'I\Yain \\'as capable of kccping his wound \\'cil hiddcn.) Cniversul 
literar (Bucureşti), January 19, 1898, p. 2. A shorl articlc aboul the American 
writer and the lecturcs he lrnd givcn in Vienna a winter beforc was publishcd in 
Familia. Herc, Twain is praised both l)S a 1vriter and lecturer. His writings, inspircd 
cspccially by "his own life" have been "translated in all thc languagcs of the m1rld. 
Some of thcm can bc rcad in Romanian too.'' Familia (Oradea-Mare. August 22. 
1899, p. 407). 
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i, ('ritical /issays 011 Mark '/ivain, /867-1910, ed. Louis J. Budd, G. K. l)all & Co„ 

1982. p. I 38. 
,ii J\ndrc\\ Lang, "The Art of Mark Twain." Criticai Essays on lvfark Twain, 1867-1910 . 

p. 88 (rcprinted frorn fl!u.l'lrated Londo11 Xews, Fcbruary 14, 1891) 
". Hrandcr Matthc\VS. "Mark Twain - His Work," Criticai Essays on Mark Twain, 1867-

1910. p.124 (rcprintcd from Hook Buyer January, 1897). 
,. llamilton W. Mabic, "Mark Twain thc IIumorist," Criticai Essays 011 Mark Twai11, 

1867-1910, p. 204 (rcprintcd from Outlook, November 23, 1907) 
,i William Lyon Phelps, "Mark Twain," Criticai Essays an Mark Twain, 1867-1910, 

p. 195 (reprinted from lvorth American Review, July 5, 1907) 
vii R.C.B., "Mark Twain on the Platform,'' Criticai Essays on Mark Twain, 1867-1910, 

p. 116 (reprinted from Sketch (London) November 27, 1895; reprinted at the time in 
Critic, April 25, 1896) 

\'iii Theodore Dreiser, "Mark the Double Twain," Mark Twain s Wo1111d, ed. Lewis Lea1y·, 
Thomas Y Crowell Company, New York, 1962, p. 145. 

i, J ,utc Pease, "The Famous Story-Teller Discusses Charactcrs. Says !hat no Author Creates, 
but Merely Copies," Criticai Essays on Mark Twain, 1867-1910, p. 108. 

' J\ major argument of'l11e Ordeal o/Mark 1ivain, Van Wyck Brooks' seminal book first 
publishd in 1920 is that Î\Vain developed as a split pcrsonality as a resuit of the 
prcssurc put by thc genteel East on an ego prone to an inferiorit)1 complex because 
of his Mid\Yestern birth and upbringing. One ofthe writer's favourite thcmes having 
to do with, \\hen nol Siamese nvins, the secret bond bcnveen t\vo beings cast in 
opposite rolcs, hclpcd to illustratc thc proccss. Being impclled to accentuate 1\vain's 
long allachmcnt to the thcme of dual pcrsonality, Brooks asks rhetorically: "Could 
he cvcr bavc been aware of the extent to which his ,vritings revealed that conflict in 
himself! Why was he so obsessed with joumalistic facts like the Siamese !\\'ins and 
thc Tichbomc casc, with its theme ofthe !ost heir and the usurper? Why is it that the 
idea of changelings in the crad!e perpetually haunted his mind, as \Ve can see from 
Pudd '11head Wilson and The Gilded Age and the variation ofit that constitutes The 
Prince and th'e Pauper? The prince who has submerged himslf in the role of the 
beggar-boy- Mark Twain has drawn himself there, just as he has drawn himself in 
thc "William Wilson" theme of "The Facts Concerning the Rescent Carnival of 
Crime in Connecticut," where he ends by dramatically slaying the conscience that 
tormenls him. J\nd as for th~t pair of (ncompatibles bound together in one flesh the 
Extraordinar~· Twins, the "good" boy who has followed the injunctions of his mother 
and the "bad" boy of whom society disapproves- how many of Mark lwain 's storics 
and anecdotes turn upon that samc thcmi:, ,that same juxtaposition •-does he not 
rcvcal thcrc, in all its nakedness,. Ilie true histoly' of his life?" Van Wyck Brooks, 
·'Thc Ordcal of Mark Twain" in Mm·k 7ivain '.î Wound, pp„ 58-59. 

,i Thc ciitics aller Brooks scldom sharcd his opinion that in the conflict to which Twam's 
scll'had becn subject. thc husband who used to look up to his Eastern well-mannered 
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wik prcvailcd ovcr thc Mississippi bo~, in him. Much as thcv disagrccd on this and 
othcr issucs with the exception of Bernard De Vuto and his more ardent followcrs 
thcy hardlv qucstioned Brooks' insight that in Twain lwo impulses were at odds. 
Considcring 13rooks's approach to bc vulncrable to thc,~xtent ii views Twain as a 
case of sclf-supprcssion, Matthew Joscphson for onc admits ncvertheless that "Mr 
Brooks 's perception of thc dualism of Mark Twain 's d1aractcr is kcen and just'' 
This docs justicc to Twain as an American writcr in thc first. place, thc J\rncrica11 
charadcr generally finding his distinguishing mar-k in a largc capacity to accommodatc 
discordant tcndencies; a poinl of vie\\- that applied to thc J\mcrican seif by Richard 
Chase a couplc of decades \ater was to make a powerful and long-standing impact 
on J\rncrican culture and criticism. J\s for thc tcrms in which Joscphson viewed thc 
\vriter's inner conflict, these \Vere supplied by the conflicting rclation in which 
T\\·ain stood to his ovvn culture: on the one hand he was exceedinly criticai ofit, 011 

the other, he was attractcd to its ccntres of powcr .. Matthew Josephson, "A Dividcd 
Nature," Mark 1\Yain s Wound, pp. 83-84. 

xii Justin Kaplan, op. cit., pp. 18, 322 
xiii Martha Banta, Failure & Success in America, A Literary Debate, Princeton University 

Press, 1978, p. I 91 
x,v Justin Kaplan, op. cit., p. 314 
"" From Twain's letters to Susy Crane. One is datcd Oct. 22;'92. 11ze Selected Letters r~f 

:\1ark foain ed. Charles Neidcr, Harper and Row, 1982, pp. 218-19. 
xvi Langston Hughes, lntroduction to Pudd 'nhead Wilson, Bantam Books New York, 1959. 

F urther rcforcnces to Pudd 'n/iead Wilson will he cited parenthetically in the text. 
wii Daniel Morley McKeithan, The Morgan Manuscript of Mark 7ivai11 s Pudd'nhead 

Wilson, Upsala, 1961, p. 36. 
xviii /bid., p. 37. 
xix /bid., p. 36 
""lbid. p. 63 
""; /hid., p. 35. 
xxii lbid , p. 61 . 

xxiii Eric J. Sundquist, op. cit.,-• p. 225 
io:iv George E Marcus argues that "J\vain's novei is ccntred 011 an cxploration of identity 

rather !han race. "Racc is merely an occasion_ albei! a seminal one in American 
culturc, for exploring the masked complexties of consciousness and seif." What 
T,\'ain achieves b~· his use of crosscd sclvcs is, in Marcus's vie\\, a new şensc of 
seif that in so far it challenges boundedncss and cncourges thc merging of both selves 
in each charactcr simultancously, anticipatcs the postmodcrn fragmented seif. George 
E. Man;us, "What did he rekon would bccome of the othcr half if he killed his hali'/ 
Doubled, Divided, and Crossed Sclves in Pudd ·nhead /Vilso11: or, Mark Twain as 
Cultural Critic in His 0\\11 Times 1111d Ours." Mark '/\1•ain \ Pudd'nhead Wilson, Racr_, 
Cm?flict and Cu/ture, cd. Susan Gillman, Duke lJniversÎt\· Prcss, 1990 
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"i' Susan Oi liman," 'Sure ldentiticrs,' Raee, Scicncc and lhe I .mi in Pudel 'nhead Wi/so11,· 
.\ lark '/ivain '.5 l'udcl'nhcad Wilson. Race Conjlicl and C'u/t11re. 

' I ,mzcr /.itI op. cil., p. 212 
,i lhid. 

CHAPTER 10 

,ii Jovce Carol Oates, "Fall from Grace," The l•{ew York 1i'mes Book Review, December 
17, 1995, p. 24 

" Larzcr Zi!T, op. cit., p. 209. 
"!bici., p. 210 
,., Harold Frederic, 'f11e Damna/ion of'f11ero11 Ware, New York, Hoit, Rinchart and Winston, 

196 L p. 135. Furthcr refercnces will be cited parenthetically in the text. 
,ii John Henry Ralcigh, Introduction, The Damnation of Theron fiare, New York, Hoit, 

Ri11ehea1t and Winston, 1961, p. xiii. 
\'iii lhid. 

,., Gilbert Durand, Structurile antropologice ale imaginarului, Univers, 1977, pp. 
128-30. 

' !hid. p. 392. 
,i William James, "What Pragmatism Means," The Writings of William James, ed. John 

J. McDcrmott, The Modern Library, New York, 1968, p. 379. 
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