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Introduction

Ever since Joseph Warren Beach's pioncering study of James's work in
1918, a substantial number of James critics have tended to approach his
fiction along the lines suggested by the prefaces to the New York Edition.

By so doing they almost inevitably limit themselves to James's special formal
and compositional concerns at this time (1938—9), and do not adequately |
recocnise the fact that the prefaces were written in retrospect = in soms
cases as much as 30 ycars after the first publication of a particular weorke

This approach has taken the period from 1890 to 1895 as a tuming-point
in James's career; after the failure of his plays his fiction is character-
ized by a greater dramatic economy, condensation and intensity. These critics
have swmed up this narrative mode by using James's own notion of orgenic
unity, whereby each separate fictional element, be it description, point of
view or analysis, fuses into the others so that in the finished work they are
indistinguichable.

The particular emphasis varies from critic to critic, but in general they
put a double stress on objectivity and scene. Thus from Beach throuch Percy
Lubbock, Francis Fsrgusson, Oscar Cargill, J.A. Ward and more recently Ronald
Wallace, James's later fiction 1s described as epproaching the state of drama
whereby the narrative enacts itself without thé interruptions of a narrator.1
Perspective emerges from the internal relation between the different parts of
the narrative and not, by implicit contrast, through any rersuasive rhetoric
directly addressed to the reader. |

Fow clearly there is considerable evidence within James's fiction, as
well as in his notebooks and prefaces that this was the broad direction he
wished to take after 1895. Throughout the prefaces runs the refrain 'Dramatize,

dramatizel® and his notes on the composition of The Spoils of Poynton and

what Maisie ¥rew are explicitly in terms of act and scene. Less than a month

after the failure of 'Cuy Domville! (January 1895) he attempted to salvage from

his shattered hopes 'the preciocus lesson....of the sincular value for a



prrrative planseeof theseedivine principle of the scenario! .2 ind in his
fiction from 1896 onwards Jarcs relied more end more on workins out sotion
in dislogue, and on using eymmetry, paralleliem, ecenes of contrast, and
other devices taken froa the tradition of the 'well-male play'.

The critics descridbed above thus do bring out important formal elements
in Jares's fiction but they consistently nezlect the question of the parrator,
agssuning that his function has been aticnuated out of existence. Furthercore
the period of James's writings froo 1396 to 1901 has all too often beén
written off as uneven experimentation leading up to the 'Major Ihase' =

The Golden Bowl, The Ambassadors and The Wircss of the Eove.’

As early as 1521 this critical approach had hardened into dogma, in Tercy
Lubbock's The Craft of Fietion. Here he etipulates that all fiction should

aspire to the drazatic, &nd cormends The Amhaseadors in a way vhich reveals

Lis ypresuppozitions:

The world of silent thought is thrown open, aend instead of telling
the reader what happencd there, the novelist uses the look and
bchaviour of thought es the vehicle by which the gtory is rendered.
Just as the writer of a play embodies his sudbjeot in visible
action and audidle speech, so the novelist, denlins witha
situation like Strether's, rerresentas it by means of the movement
that flickers over the surface of his mind.4

Lubbock has taken the ¢ramatic aralosy to such an extreme that he gives the
impression of James somehow granting us direct access to Strether's mind
without the medium of wverdal expresaion. The predictadle converse of his
argument ia that if the author does not maintain his objectivity then he is

a 'showman' and a gheer nuisance to the reader. Lubdock's critical position
reéts on the analozy with drama already myntioned and also on certa;in visual
potaphors (key terns throughout 1he Croft of Figtion are 'window' and 'uirror!)
plainly intended to sucgest a condition of total objectivity. Beach similarly
developed some implications of his study of James into the doctrinaire
proposition that the twentleth-century novel has progressively eliminated the
narrator (or author - Beach does not really distinsuich between the

t\'IO) 05



Even with the novel which Iubbock singles out for special praise, a cursory

clance at a typical passage shows that his description is fundacentally
inadequate. The following lines from the beginning of Book Three of The
Ambascadors are representative of the novel's techniques
Strether told Waymarsh all about it that very evening, on their
dining together at the hotel; which needn't have happened, he was
all the while aware,6hadn't he chosen to sacrifice to this occasion
a rarer opportunity,
The passage opens with quite traditional narrative summary end shades into
Lambert Strether's thoughts partly with the help of the phrase in parenthesis.
But the use of 'free indirect speech' (a flexible form of reported speech) of

its very nature implies the existence of a narrator organizing Ctrether's
reflections and selecting information for the reader. Lubbock's description
would apply more closely to Stream of Conscioucness fiction than to Jemes's
novels.

More recently, perhaps as a reaction against the New Critics' insistence
on cbjectivity, some James critics have becun to focus attention on the
narrators in the late novels., Articles by J.E. Tilford, Leo Bersani and

W.B. Themas have dealt with this aspect of The Ambassaders and The Winra of the

Dove, suggésting that James retains some traditional prerogatives of the
Victorian narrator as well as considering some innovatory functions in these
novelsas ! In his monograph on James's late style Ceymour Chatman has shown
how the very grammar and syntax of his prose suggegts the presences of an
authoritative narrator guiding the reader through his fiction.8

Behind these writings lies one critical work which has played an important

part in defining my approach in this thesis = Wayne C. Booth's The Rhetoric of
Fiction.9 Partly by detailed textual analysis and partly by considering
questions of point of view and perspective, Booth replaces the dramatic analogy
with one of discourse or argument, He discusses fiction as an encounter
between the author and reader whereby the author attempts to persuade the
reader to see an action in a certain way. In one of his early articles he

summarizes this as:t 'In any reading experience there is an implied dialogue



among author, narrator, and other cha.;acters, end the rea.der'.w} Booth gives
the general name of *rhetoric' to thel various forms of persuasion which the
author exerts on the reader and indeed for him a na.n'ator is fundamentally
necessary to give a t‘rame of reference to the action. Instead of being an
unwelcome mterference with the reader, the narrator becomes mdispensable to
the f:lction's intelligibiuty. |
Booth has been largely responsible for refocusing critical attention on‘

the narrator and also for suggesting useful distinctions withinr that notion,
distinctions which Roger Fowler has recentlyl summarized a.é:

[The narraforI may be the author speaking 'in his own voicé'; the

author, adopting some role towards the reader...or a 'character!

or 'characters' introduced to 'tell a story's 12
The concept of volce is central here e.nd with 1t Booth has insisted on a close
attention to the details of verbal texture. Together these offer an alter-
native complementary approach to that which stresses the drematic qualities in
James's fiction, afxd also to a second critical tendency which involves abstract-
ing moral issues in the plot or discusging the moralify of_the main gharé.cter

13

separate from the novel es & whole, This is not to suggest that the moral

element is not important in James's fiction. As Booth and Mark Spilka have
argued, the na.rra.tor plays a vital role in discussinp values within the m':vela.14
There are however certain dangers in Booth's method. Firstly he expands

the notion of rhetoric to become a catch—-all term for the fictional techniques

eddressed to the reader.’? So ina retrospective article on The Rhetoric of

Fiction he attempted to take the term even further, using the phrase *rhetoric
of event! to cover those shaping and selecting activities whereby the author
organizes a novel's scenes, An example of this would presumably be James's
blatantly theatrical axrest of Owen Gereth's declaration of love to Fleda at
the end of Chapter 14 of The Spoils of Pomtone DBut if this is accepted it
becomes difficult to see what formal elements of fiction are pot rhetoriey

end 8o the term loses all explanatory power. Secondly Booth takes his analogy
between fiction and argument so far that he comes to insist on a novel having

moral finalitys <that 1s, 1t must conclude its 'argument' explicitly. 7 But



this again is not useful for James's fiction which is typically open-ended,

and especially in his later work the narrator's voice plays around characters
and events without necessarily giving a conclusive perspective.

Although the first chapter will clarify some of the theoretical issues
involved in this discussion by considering James's own critical writings on
the narrator, it is necessary to make an initial distinction between some key
terms, ‘Author' is distinct from 'narrator' since the latter refers to the
voice which unfolds the narrative. The narrator, in other words, is a role
vhich the author adopts for the duration of a novel, and may or may not
coincide with his actual views. In her survey of the narrators in Victorian
fiction Kathleen Tillotson briefly considers the notion of the author's 'second
self! or projection in the novel.ﬂ But either this is identical with the
narrator or it raises philosophical problems of whether it refers to our
cumlative impression of the author within the novel, the author's general
literary reputation, or to some aspect of the author's biography. - Lastly the
narrator must be distinguished from the 'reflector! which denotes the character
through whose eyes we gee the fiction. This last distinction is especilally
important in James's fiction after 1896.

The critical vocabulary relating to the narrator sometimes carries veiled
value judgements. Thus he 'intrudes' in the fiction or 'violates' a
character's consciousness. ' Generally such terms imply an overly rigid notion
of ﬁctive 1llusion. Throughout my discussion of James's novels then I have
taken as a premiss that the experience of reading fiction is a voluntary

collusion between author end reader, and that, while the illusion may vary in

18
intensity, it is never total.

As suggested above, the critics who stress James's dramatic objectivity
concentrate on his later works. But dictates of length make it impracticable
to attempt to cover all his fiction after 1896 in order to show that the
narrator still plays a very important role. Accordingly, since the Major
Phase trilogy have received enormous critical attention, my discussion will
1imit itself to the period from The Other House (serialized in 1896) up to

’




The Sacred Fount (1901). This period has clear boundaries, beginning with the

combined crisis of James's theatrical failure and poor sales, and ending

immediately before the publication of' The Wingss of the Dove.

There are only two book-length studies of this period, Walter Isle's

Experiments in Form and Joserh Wiesenfarth's Henry James end the Dramatic

Anal g,z.w Of these Isle discusses the structural aspects of the fiotion,

concentrating on James's immovations in plot, dialogue, etc, His survey 1s
quite general and pays a little attention to‘the narrators in What Maisie Enew
and The Sacred Fount, but only as a minor part of his overall study. As his
title suggests, Wiesenfarth focuses exclusively on James's attempts to apply
theatrical techniques to his fiction and considers such aspects as its intensity
and objectivity,

Recent research on the period has similarly neglected the narrator.
S.Be. Meltzer thus discusses the novels purely in tefms of how to relate a
divided self to rea.l:lty.zo And, despite raising the question of James's
theoretical attitude to the narrator in his introductory section, John Tytell

has confined his discussion mainly to questions of scene, condensation and

structur9.21

The first chapter of this thesis surveys James's theoretical writings on
the narrator which gives important preliminary information for considering the
novels themselves and which also clarifies some of the critical issues involved,
Thereafter the chapters deal with each novel in turn, following their chronol=-
ogical sequence. I have included 'The Turn of the Screw® since James
originally intended to publish 1t sepa.ratelyszz and also In the Care since
this too is of novel length and was published individually, With each novel
the role of the narrator will be examined, particularly in defining the
relation between the main and subsidiary characters and also the overall
perspective. The thesis will concentrate mainly on those sections of the

novels which are not in dialogue since here the narrator's voice is most



important. Also cross-reference between the novels will be made so that the

themes and concerns running throughout the period can emerge clearly.



Chapter 1

The Narrator in James's Criticism

It will be a useful 1ntroductioh to & study of the series of novels in
question to survey the comments which Henry James made about tho nature of

the narrator in his own criticism. This serves a double purpose. Firstl&
it will begin to answer those critics who give primacy to James's prefaces
when they are deciding what his critical tenets were. These prefaces deal
nainly with the gestation of the wo;ks which he selected for the Kew York
Edition and are only secondarily general essays on the mature of fiction. .
Also they were written retrospeotivaly at a particular atage in James's career
and are concerned with prdblems of structure, the representation of conécious—
ness, etce Since hé did in fact change his critical emphases quite radically
in the course of his career, it would be unjustifiable and arbitrary to confine
a discussion of his theories to only two years (1908=3). |
Secondly a consideration of James's criticism will help to crystallize
some of the questions which will be put to his fiction., It will clarify the
relevant theoretical issuesj &and drief reference will be made to James's
fiction outside the period in order to show what his actﬁal practice was.
One‘imporfant proviso must be made right from the start. On the whole
James tended to construct his critical arguments in such a way that différent
features blended into eaéh other., Quéstiohs of plot merge info questions of
character; the morality of riction‘éhades into the nature of its structure,
and s0 on, This method finds particulaily clear expression, 'The Art of
Fiction' essay of 1884, for example; Sd. although it 1s vital to aebarate
out particular toplcs for discussion, a total avoidance of overlsp might run

the risk of misrepresehting and distorting James's criticism.



(1)

If wve consider firstiy the narrator's relation to the characters in a
novel, one of James's prime requirements was that the latter should be fully
created. He returned to this question again end again in his early criticism.
In his review of Harriet Prescott's Azarian (1864), for example, he states the
following?

When a very little girl becomes the happy possessor of a wax-doll,
she testifies her affection for it by a fond manipulation of its
rosy visages If the nose, for instance, is unusually shapely and
pretty, the fact i1s made patent by a constant friction of the
fincer-tips; so that poor dolly is rapidly smutted out of
~recognition. In a certain sense we would compare Mics Prescott
- to such a little girl., ©She fingers her puppets to death.?
This passage is quite typical of James's early reviews in its rather self-
conscious cleverness and magisterial tone. Immediately before it he had
been making a real attempt to take the novel seriously, but the figure quoted
is so vivid that it undermines these efforts and makes the book seem utterly
ridiculous. For James Miss Prescott smothers and distorts her heroine by her
wilful refusal to allow her any independence. - She is constantly terpering
with her Just as she interferes with the descriptive passages. The analogy
with the doll of course goes even further end sugmests that the whole novel is
natve and childishe Bearing in mind the criticisms which James made of
Thackeray elsewhere, it is intéresting in this context that he cites Becky
Sharp as a real 'breathing person, and Thackeray's relatlionship with her as a
prime example of fictional success'.?
James's mmds for criticism here are primarily ones of realism,

Because lMiss Preséott is constantly adding extra toﬁches to her characters
they never take on any separate existences Here this is the result bf sheer
smateurishness, but it can also be related to the sentimental purpose of some
popular fiction. o, in reviewing Mrs. R.H, Davis's ¥Waiting for the Verdict
(1867) James has this to éay: | R
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In her desire to impart such reality to her characters as shall
make them appeal successfully to our feelings, she emphasizes
their movements and gestures to that degree that all vocal
sounds, all human accents, are loat to the ear, and nothing is
left but a crowd of chastly, frowning, griming automatons )

Once again he i1s objecting that the characters are distorted by the gheer
weight of emphasis which is put on them. Mrs. Davis is all too eager to
enlist the reader's symﬁathies on their behalf and the verj fact that she is
g0 importlmate nakes her characters’ seem grotesque and lifeless, On the one
hand James reiated this téndency to a.n‘overallv gsentimentality which was at
odda/ with ény clear vision; and on the othér‘he caw it as a :eversal of ;the
correct fictional procedure, ?_;_r_s_g the characters should be éreated, and
then the author can look for the reader's sympathies.4 |
In these and other reviews James 18 attacking a habit of mind vhich tries
to telescope the arduous taak of creating characters by msistence on their ’
qualities or by asaeﬁbling a series of attributes. For him this was a fatal
weakness, It was elther Just lazy or wrong-headed, More seriously, it was
an evasion of the novelist's creative rea;bonsibility. | James pointed this
out explicitly in an unpublished review of Elizabeth Stodda.rd's Two Men (k1865).
There he discusses her hablt of meking crude violent coments on her cha.racters.
Because they have not been adequately created the rea.der does not understand
them and is forced back into the position of having to create then for himself.
James continuess | |

It is Mrs. Stoddard's practice to shift all her responsibility as
story-teller upon the reader's shoulders, and to give herself up
at the critical moment to the delight of manufacturing incoherent
dialogue or of uttering grim impertinences about her characters,”
In other words the author expects the reader to do half her work for her.
The author's desire to make a moral point too quickly could also severely
damage the charactera' realism. This was one of the main charges which James
made againat the novels of Mrs. Humphry Ward. His 1891 essay on her (included

in Edsays in London and Elsewhere) centres around Robert Elsemere (1888).

James muted his criticisms no doubt because Mrs. Ward was a close friend, and



M
go he praisecd the novel's intelloctual enercy snd comprehensive moral acope.6
Dut in privatz he evidently felt he could be e 1ittle more frank, So, in the
followins corments on her hero (made in a letter to Mrs. VWard), hiz praise
ghades urbazely into criticiom:

You never touch him but he lives; ond much a&s you tell about him
you never kill him with {t « thougch perhaps one fears a little
coretimes that he moy suffer a sunstroke, damaging 1f no% fatal,
| from the hich, oblique lisht of your alriration for him.
Althouch the result is not destructive, James clearly saes‘ a tinaion bet&eeﬁ
thon ind;pendgnt movcmcnrt‘ of the hero end‘ ¥Mr3, Ward's narrative comments on
lhim. Striotly speaking she has nof conpletely se:mated her 'hsro fron
herself; and this is partly because she s shaping’ her novel to an explicit
moral end and pa.rtly becauze of hexr admiration for the qua.lities he reprusents,
| In tho lecture which James gave on Ialgzac nhen he vis:lted the Unlted States
in 1504, ho explained the failure described above to give characters an
independent lifo in national téms. Ina ‘contraat 'betwéen Dalzao \and
Thackexray James arsued tho French writer would create hias subjoot end allov 1t
to g;enemte 1ta own va.lue; uhereas Thackeray tended to smother the identity

of his characters with morallstio or reflective coxment. The compariaon is

s;ecifically detween Zecky Charp and Valerie !’.ameffe (in Les Faronts Pauvres),

Jamea deacribes tho latt-r and then Eakeﬂ tha eontrast in no uncertain ternsy

A1l his fBalmc'a] impulse was to 11 faire waloir, to givs her all
her value, jJust es Thackerzy's attitude was the opposite one, a

desire positively to expoae and degecrats poor Becky « to follow her

‘upy catch her in the act and bring her to ghame: though with a
ritigation, an ademiration, an inconzequence, now and then wrosted
from him by an instinet finer, in his mind, then the so-called
'moral' eazerness.

‘He cdr.cludea with a rather sentiméntal corzent about ﬁlanqhe Lmory (in |
Fender ‘with the author's lash n.bout her iittle bare wvhite beck from ‘tho
ﬁrst' One im;orta.nt ditreronce bet\.em this lectm and the early rcviews
i3 that here Jamcs is teM to ﬁentiry mral end formal criteria. %The

fundamental question = ?the respect for tha libcrty of the aubject' - 1s
'discua-ed in terms of one’ person's relation to snother and Jomes gives tho
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izpression (as he gometimes does in the prefaces) that the characters had a
1ife somchow apsrt from the novels themnelwé.9 “Also, as an accoumt of Becky
Sharp's portrayal, the lecture is groesly one-sided.  Throuchout long
sections of Vanity Paiy (eepecially in the first half) Thackeray's commentary
attacks social hypocrisy and shows respect for Becky's skill at turning
eituations to her own advantage, James's droad contrast however sets an
IEnglish tendency to moralien against a French respect for detaciment from the
sudject.

Vhen James found exarples of this detachment in English fietion, he did
pot hesitate to do them full justice. . One such was Cynthia Kirkpatrick in
Mra, Caskell's ¥ives and Daurhters, which James reviewed in 1866, = She
(Cynthia) was a1l the more surprising because she was so different froa the
other charzcters in the novel:s

She [ Mrs. Caskelllcontents herself vith a simple record of
inmumerable amall facts of the younz girl's daily 1life, and leaves
" the reader to draw his eonclusions., He drawa thea as he proceeds,
ond yet he leavea thom always subject to revision; end he derives

' from the author's own marked abdication of the authoritative
cencralizing tone which, vhen the other characters esre concerned,
she has used as a right, a very delighiful senso of the oystery
of Cynthia's nahﬁe end of those la.rm proportions which mtery
slvays suggests,

This pacsoge suggeata quite clearly what kind of imaginative engagement
James valued detween the realer ard the cha.ra»cters_ot a novel, The main
reagon wvhy Cynthia Xirkpatriek 18 more interesting than the other characters
is 'beca.une hm. Gaskell has curbed her nmative voice. Inoteald of surround=-
ing her with eeneralizing coment ahe ur.folda Cynthia's character step by step.
Thug for Jones thera vas a vory close link between fullneee cf ch..ucterization
 and mthoria.l interferemce. The two were qute mcompatible with each other.
In James'a view the namtivo voicn should play around t.ho oha.mctera as if
they wero roal. It ghould on no cecount usurp their 'redity' or a.ttempt to
replace their autonomy. Of courss a character like Cynthis Kirkpatrick
1iterally docs not peed « lot of explanatory corment simply because she has

been so well composed.
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In the review quoted above James also emphasizes how provisional the
reader's judgement is, subject to constant change and revision in the light of
succeeding events in the novel. This is a more total and heuristic engage-~
ment of the imagination than that demanded by the more popular fiction he
reviewed, There the reader was only expected to assent or *feel! - to yield
to the general emotional drift of the narrative.

As can be seen from the essays and reviews discussed so far, James did
not make any notional distinction between the author and narrator of a novel,
In general he took the narrator to be a particular expression of the author's
personality (Just as his choice of subject, for instance, would be another)
although he did recognize the chajxges in narrative voice from novel to novel.
He noted with dismay, for example, George Eliot's growing intellectualism.
But in approaching the question of character James constantly attacked the
Victorian notion that the author's personality could give a novel unity.
This was not because he wished the author to be excluded for he thought this
was impossidble. But he very ofﬁn regarded an obtrusive narrative voice as
evidence that a writer was trying ‘avoid the full labour of conposition. He
made this explicit in a letter of 1899 to Mrs. Ward during the course of a
br:lef exchange on the theory of fictional compositiom

I am afraid I do differ from you if you mesn that the picture can
get any objective wity from any other source than that [a
disciplined subject]s ocan get it from, e.g., the 'personality of
the author!

- For James then the question of characterization was just part of a
general need for detachment by the author which runs as an insistent central
theme throughout his criticism. And his use of metaphors of painting is
similarly part of his reaction a&ainst what he took to be an indulgence in the

narrative voice. This did not prevent him however from approvinz of an

overall unifying voice in some writers, but this will be discussed in the

second pa.rt of the chapter.
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Quite early in his career James seems to have found an aversion to
obtrusive narrative commentary on characters and nowhere does he admit that
this could be completely beneficial. He nefer recognized, as did Percy
Iubbock, that Thackeray's method of reminiscence in Yanity Fair whereby the
narrator claims to have known the characters in the past, could be a source
of realism.12 Instead James praised the self-restraint above all of Ivan
Turgenev. In his 1874 essay on that writer James admires the interpenetration
of meaning and form so that the one gives life to the other, In Turgenev's
best works he saw & perfect dramatization of ideas, and here James introduced
the analogy which has functioned so prbminently iﬂ éubsequent criticism.
During his discussion of lLisa he states:

In this tale, as always with our author, the drama is quite
uncormentedy the poet nmever plays chorus; situations speak for
themselves, : . ‘
And earlier in the same essay James stresses a different aspect of this
techiniques
Everything, with him, takes the dramatic form; he is apparently
unable to conceive anything independently of it, he has no
recognition of unembo?%ed ideasy an idea, with him, i3 such and
such an individuale.. v

In viéw'or the fact that laterkcritioinm has placed so much emph;sis onr
James's sceﬁic scnse it is 1m§ortaht'here that these passages do not make up
his only reason for valuing Turgenev. = He places at least as much stress on
his breadth of moral perspective. James is not suggesting here that all
fiction should aspire to be like drama, but is rather using the analogy with
the theatre to frame his praise for the Russian's situational sense and
objective characterization. He returned to the latter point in his 1896
article on Turgenev, where he commended his characters! freedom and 'absoluteness'14

Whereas the example from Wives end Daurhters discussed above was only a
rare exception to much Victorian fiction, James clearly found in Turgenev a

consistent alternative method to that involving cumbersome narrative commentary.

He found especially congenial the Russian's detached and analytic stance, and
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his tactful refusal to force the reader'!s reactions. But even in the same
1874 essay he held important reservations about Turgenev'!s work.e At times he
was 1f anything too detached and this gave an impression of coldness (James
made quite similar - and stronger = charges against Flaubert on this account).
So there could be liabilities in the absence of commentary as well as gains.
But it remained Turgenev's intelligently disinterested capacity to see
différent espects of characters and eituations which James admired most of alls

If his manner ia that of a seaibhing realist, his temper is that

of an earnestly attentive observer, and the result of this temper

is to make hinm take a view of the great spectacle of human life

more general, more impartial, gore wnreservedly intelligent, than

that of any novelist we know.1

There was more involved in James's admiration for Turgenev than detachment

in itself. Behind it lay a notion of what the relationship.between .author and
reader should be. And in a review of Adam Bede (1866) which predated his
discovery of the Russian by several years James gave one of his rare theoretical
statements on this sudbject:

The assurance of this possibllity [of future events befalling Adam

Bedel] is what I should have desired the author to place the _

sympathetic reader at a stand-point to deduce for himself. In

every novel the work is divided between the writer and the reader;

but the writer makes the reader very much as he makes his characters.

When he makes him 111, that i1s, makes him different, he does no

work} the writer does all, When he makes him well, that *g, makes

him interested, then the reader does quite half the labouft.
This is James's most explicit surmary of the best relation between author and
reader, end clearly it is one which demands tact, reticence and a strict
1imitation on the narrator's functions. James also ﬁuts a surprisingly
modernistic stress on the projected reader almost as irvhe were another fictive
character.‘? But this is really a matter of specific emphasis for a particular
pﬁrpose. By suggesting that a novelist can create the reader in the same way
aé he can construct a character, James is drawing attention to the element of
craftsmanship which must go into establiching the reader-writer relationship.
By his self-restraint as well as by his shaping ekills he should put the reader
in a position where he can see enouch to be interested, but notso much that he

has nothing to discover.
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'This sucgests in turn that Jemes is stressing intellectual engagément as
against moral or emotional appeal in the experience of reading., He wa.nté. in
other words, to stimulate the reader's thouschts and to do this the narrator
must inevitably function on a more limited scale, Eis rolé, to judge by the

review of Adanm Bede and the essay on Turgenev, will be typically to clarify,

explain and imply different a.speéts of a situation without preventing the
reader from earning the particular novel. '
It 1s not however true to say that James never explains his characters.

In chapter 12 of The Portrait of a lLady, shortly after Lord Warburton's
proposal to Isabel Archer, James directly explaiﬁs her desire not to form a.n'
attachment to him: | ’

It may‘appear to some rea,dere‘ that the young ladjr was both =

yrecipitate and unduly fastidiousy bDut the latter of these facts,

if the charge ye true, may serve to exonerate her from the discredit
of the former.'8 : .

James 1s here trying to counter an impression which the reader may be getting
of Isabel's egotism and coldness. He argues that instead we should defer
conderminz her in order to see what she subsequently does. But strictly
speaking James does not explain her in the sense of giving the reader further
information. Instead he tries to outwit hypothetiecal criticisms of her and
only refers to possidilities ('if the charge be true') through the legal
terminology of charge and rebutial. , v |
Jemes makes a simila.r direct corment on Eugenia in The Furopeans as sghe

becomes progressively eicluded from the zction. The New England setting gives
her no oﬁporttmity tb show the good qualities which James has sucrested she
possesses. Accordingly he is forced to apologize for this, pleading shortage
of spacel
-' 14 is my misfortuns that in attempting to describe in a short
compass the deportment of this remarkable woman I am obliged to
express things rather bruta.lly.19

In neither of these céses, which are in any case ra.re,vdoes James revert

to an oider more ommiscient mode of commentary. He claims no special privileged
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knowledge, mzkes no reference to moral absolutes, and even thoush he addresses
the reader directly, he does not undermine the realiem of the characters he is
describing. - ‘

A far more typical example of how the Jamesian narrator is interwoven
with the subject czn be seen in the following passage from 'Daisy Millert.
The subject of the description is Winterbourne who gives us our angle of vision
towards Dalsy herself., Apart from necessary information we are given no
direct assessment of him, and yet the narrator's ironies about his forays into

romance arc clear to seed

essewhen his friends spoke of him, they usually said that he was at
Geneva, 'studying'. VWhen his enemies spoke of him they said - but,
after all, he had no enecmies; he was an extremely amiable fellow,
and universally likeds What I should say is, simply, that when
certain persons spoke of him they affirmed that he was extremely
devoted to a %gdy who lived there = a foreign lady = a person older
than himself. :

The inflections of this passage are brilliantly economicales The narrator
suggests that Winterbourne is both likeable and rather conventional, which is
an important hint not <to accept his estimate of Daisy too readily. The

parrator in fact adopts the role of a member of Winterbourne's expatriate

commmity, but one with a great deal of savoir-faire, Richard Foirier's
comment on the cormexion between the narrator of The Portrait end Ralph

Touchett could equally well apply herel

While Jenes's voice at the opening is not identical with Ralph's,
1t expresses an equally amused and undefensive urbanity of mind. 21

The narrative voice in the extract from 'Daisgy Miller! sets the social
context of the tale and sirmultaneously captures the reader's interest by hinting
at gossip relating to Winterbourms, It perfectly exemplifies the method of
deduction vhich James had deséribed in the review of Adam Bedejy and ﬁ:
enacts the detached stance which James had admired in Turgenev. For the
reader must decide for himself on Winterbourne's é‘&aracter after he has seen
the whole of his situatién. This point is worth s';ressing because James

wrote all his criticism with a practitioher's interest in fiction. %hen he
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condemms abuses of characterization he is by implication ruling out possible
methods for himself, Ilastly, in 'Daisy Miller'! James never relaxes his
perspective to give us direct acceas to Dalsy herself, So when his brother
William objected to the last paragraph in the tale, Henry replied 'the teller

<2 For the narrator seems to be 'reading'

is but a more developed reader!.
the situation in a way similar to Winterbourne and the reader himself. The
only difference is, as James said, that he is more developed and more aware of
social nuance.

In his later works James evolved an even more complex method of relating
the narrator to the main character by 'free indirect speech?!, vhere the
narrator's organizing activities and a character's thoushts are interwoven in
the detalls of phrase a.ﬁd inflexion. This kind of reported speech is the
1ogica.1- stylistic outcome of James's earlier attitudes towards the narrative
volce and it will be considered as it manifests itself in The Sreils of Pornton

in chapter 3.

(11)

Thé secohd broad aspect of the narrator to be considered is his relation
to thé reader. This question received scant attention from Rene Wellek in his
surmary of James's criticism for he stresses objectivity above 211 elses

veoin the novel James, while granting an ultimate (personalﬂ quality,
insists on extrcme objectivity, an illusion even to the degree of
delusion. The novg} rust not appear to be a novely the author
must not interfere.< . ;
And he goes on to mention i:riefly James's praise of Turgenev and criticisms of
Herriet Prescott. But this is a one-sided accounte James did in fact set
great store by the 'ul*_timate personal quality' of a novel and throughout his

criticism stressed that fiction was the expression of the author's persor .
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Ee attempted to steer a middle course between what he saw as a Victorian
indulgence in the lattér and an equally pernicious insistence by the French
Naturalists on extréme bbjectivity; He criticized Maupassant, for instance,
on these poundé, é.rguing that it was impbssible to escape an author's
personality since it must inevitably come out in his novels.24 |
Despite the importance which James attached to fictive 111usion, he also
recognized that in the act of apprehend.j.ng a novel the reader builds a picture
of the author from the wvay in which his style plays around his material, And
the fdrmer is in practice very often his style of expression and the inflexions
of the narrative voice. | | |
When writing about English fiction James frequently praised the narrative
commentary, that unifying reflective voice which draws together the different
scenes in a novel and suggests thelr general significance. In a review of
1864 he described Tom Jones as a fictionalized sermont
The story is like a vast episode in a sermon preached by a grandly
humorous divine; and however we may be entertained by the way, we
must not forget that our ultimate duty is to be instructed.?
Although he finds mterest and value in the novel, James is really locating;
Fielding in an old-fashioned mode and later in the review praises Wavérllexb for
being the first 'irresponsible’ novelj by which he means the first novel
written to entertain and not instruct. Similarly when he referred in later
years to 'Fielding's fine 0ld moralism' James was paying ieépect to a classic
rather than admitting a possible method for fiction of his t»ime.zsk
Pa.rtiy because of her connexion with the English Nonconformist tradition
of moral earnestness and even mofe because of her undoubted stafu.re in
Victoziiah fictioﬁ, George Eliot presents one of the key figurés ‘:Ln Ja.mkes"s
discuséion of narrative ata.;xce. As ea.rly as 1866 he pra.ised her combination
of the qualities of humorist, satirist and philosopher, the latter giving her
an advantage over Dickens and Thackeray: ‘ )

' The constant play of lively and vigorous thought about the objects
furnished by her observation animates these latter with a surprising
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richness of colour @nd a truly human interest, It gives to the
author's style, moreover, that lingering, affectionate, comprehen-

sive quality which is 1ts chief distinction; end perhaps
occasionally it makes her tedious.27
Her commentary in other words suggests a rich experience on the author's part,
end then in turn enriches the narrative itself., So, ten years later, James
praised the fullness of George Eliot's style in Daniel Deronda; it was 'so
charged with reflexion and intellectual exper:l.ence'.28 Interestingly James

reversed this opinion in a letter of the same year where he stated that the

novel!s style was excessive:

‘It disappoints me as it goes on = the analysing and the sapie;;ge -
to say nothing of the tortuosity of the style - are overdone.€

In view of his own late syntax there is a certain irony about James criticizing
another novelist for having an involuted style.
Eis most extensive praise for George Eliot however comes in his review of

Eelix. Holt (1866):

It (ber stylel 1s not bold, nor passionate, nor aggressive, nor
uncompromising - it is constant, genial, and discreet. It is
apparently the fruilt of a great deal of culture, experience,

and resignation. It carries with it that charm and that authority
which will always attend the assertions of a mind enriched by
researches, when it declares that wisdom a.nd affection are better
than science,

Then James turns specifically to the first chapter of the novel:
On this cubject [Midland country 1ife] the author writes from a
full mind, with a wealth of fancy, of suggestion, of illustration,
at the command of no other Inglish writer, bearing you along on the
broad and placid rise of her speech, with a kind of retarding
persuasiveness %ch allows her conjured images to sink slowly into
" your very brain,
George Eliot's voice suggests firstly her quality of mind and she demonstrates
a verbal equivalent of Turgenev's detachment - a comprehensive over-view of
humanity which both supports the fiction and grows out of her intellectual
breadth. James further suggests that her narrative voice is nationally
ymbolic and reflects the rich diversity of English socia.l life.
But above all James gtresses the importance of discourse in her fiction.
Her narrative voice addresses the reader directly but discreetly, working by

persuasion and not compulsion. It is authoritative but operates on the
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reader with a humane warmth which reflects the experiencé that lies behind 1it.
By contrast James found coldness in the exotic stylistic finicsh of, for
instance, Théophile Gautier, especially in what he termed the latter's
tfantaisisme! « hig tendency to surround his material with elaborate verbal
detail.”’

When he describes the opening of Felix Holt, James pinpoints another
important effect of George Eliot's narrative voice: 1t determines the pace of
the novel. The reader is carried forward by its general authoritative tone,
but still has enough lelsure to digest the material. James summarized all
these qualities in the notion of intelligence and althouch he had constant
doubts about George Eliot's sense of form he never denied her intellectual
scope. He admired the way in which she drew the reader into what W.J. Harvey
has described as an intelligent and sympathetic contemplation. Harvey adds
that George Eliot's moral comments on her characters do not usually refer to
any particular system of metaphysics and thereby take the reader out of the

fictiom ‘
seothey are, in the main, the sober, unemphatic, and mature state-
ment of those great commonplaces of human nature, those basic fag%s
of 1life, which underlie all human situations, real or imaginary.

» Whether we say that George Eliot's narrators bring divers information to
bear on the narrative and suggest different aspects of it (James); or that
they bring out the moral generalities implicit in the action (Harvey), they
certainly function on a much more generalizing level than do James's. Even
in mg_',_!‘m_g_m,s_g he could not capture her densiﬁ of reference to Engl:lsh‘
1ife; but his constant fear of moralizing and his distrust of the discursive
meant that James never really attempted to imitate George Eliot's style.

Indeed from the very beginning James had some doubts about her method.

with the publication of Y¥iddlemarch and Daniel Deronda his respect for her
grew, but so did hia reservations, A danger which had been more or less latent
was now coming to the fore. So, in his review of Middlemarch, he returns to

the question of narrative voice:



22

The constant pressure of thought, of generalizing inatinct, of brain,

in a word, behind her observation, gives the latter itz great value

end her whole manner its high superiority.
This sounds as if James is really Jjust repeating his earlier praises of her
comprehensive scope, but he has shifted the emphasis to put it more singly on
intellect. And he contimuess '

Many of the discursive portions of Middlemarch are, as we mayAsay;

too clever by half, r'l'he author wishes to say t00 many things, and 33

to say them too well; to recommend herself to a scientific audience.

Here Je.meé i3 raising two distinct’issues.' In her early fiction he had
praised the unifying effect of the narrative voice, but here he relates her
expansiveness to a redundancy end over-abundance of fictional material,
Throughout the review he gives the impression that the novel can only just
contain its aubject—ma.tter. which seems to be consta.ﬁtly on the verge of
bursting out into formlessness. Then secondly James is objecting that George
Eliot is becoming too importunate. This obviously grows out of her desire
to be comprehensive and inclusive, but here the commentary is both excessive
and too theoretical. In effect James suggests that George Eliot is putting
too much of herself into the narrative volce; 4t is becoming too direct an
express_ion of one aspect of her personality and the result is an ungainly
intellectualism which swamps the action. looking back on her career in 1885,
James concluded that 'the fault of most of her work is the absence of
spontaneity, the excess of reflection', and stated that in her eagerness to
instruct the reader she constantly moved from the general to the particular,
instead of vice versa.54 So what he hod originally seen as a source of
strength had got out of hand and eventually became a damaging liability. |
One reason why James came to distrust George Eliot's narrative voice was

that it began to force the reader's reactions, and he had the same objection
to Kingsley's eagerness to preach. _ When, in Hereward (1866), he for once ’

forgot this tendency the cain in ease and energy was immenses
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He writes in all sexriousness, and yet with a most grateful suppression

of that egoressively earnest tone glazich has hitherto formed his chief

point of contact with Mr. Carl;rle.
Kingsley's moralizing is both fatiguing to the reader and quite out of place
in the novele. Although this is not an example from fiction, James caricatured
Ruskin's method of writing about Italian Art as that of an irritable schoole-
ma.atef copsta;xtly lecturing the reader to take a morally correct v:l.ew.}6 In
both cases‘ the writer's stance towards the reader is false because it is super-
ior and insulting to the latter's intelligence.

James's attacks on the 'novel with a purpose! and his criticisms of
Georce Eliot do not constitute attacks on narrative commentary as such. Ee
was quite willing to admit its enlivening effects when successful, Instead
he is criticizing a lack of discretion on the author's part because he either
tries to force certain rcactions on him, or fails to respect the fictional
subject. Similarly James attacked an excessive or self-indulgent style of
expression because of its obscuring effects for the reader. He variously
criticized Victor Hugo for beinz too grandiloquent and verbose; Carlyle for
being self-regardings COur Mutual Friend for being over—written; and the
style of George Lliot's 'Brother Jacob' for being self-consciously epilgram-
matic.” Again end again James retﬁmed to the point that the relation between
the reader and the narrative voice required the exercise of tact and a sense
of proportion.

James gives the name of 'objectivity' to this desired self-restraint, but
it is an aﬁproximate term and one which refers to degree, not to a total self=-
effacement by the authore The 'objective' novelists then were those who did
x;lot poralize excessively, at least according to the distinction which James
pmade in a review of 18653 | |

mcwson, vhom the world is coming back to after a 10:)3 desertion,
is valued as the great inventor and supreme master of ‘realism', but
his moralism hangs about him as a dead welght. The same may be said

eeee0f Thackeray's trivial and shallow system of sermonizing. As a

story-teller he is well-nigh everything = as a preacher and teacher
he is nothing. On the other hand, the great '%Jective' novelists,
from Scott to Trollope, are almost innumerable.
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It is ironic that James singled out Trollope for rraise as an 'objective®

novelist because he later attacked him quite strongly for making frivolous
asides in his novels.v This attack comprises James's most famous statement
on the narrator's correct posii:ion in a novel. It begins during a long
survey of Trollope's works which James made in 1883, Ha.ving pald due respect
to Trollope's soclal breadth," he then turns to the queétion of the fictix}e

11lusions

He took a suicidal satisfaction in reminding the reader that the
story he was telling was only, after all, a make~believe., He
habitually referred to the work in hand zin the course of that work)
as a novel, and to himself a3 a novelist, =znd was fond of letting
the reader know that this ggvelist could direct the course of events
according to his pleasure.

One uxample whic_h James cites is the opening sentence of the last chapter of
Barchester Tovers ('The enc_l of a novel. like the end ofka‘children's dimmer

m, must be made up of sweet-meats a.hd'suga.r-plums'). Such comments as
these are ,'sui_cidal' because they appear to attack the novel's illusion for no
purpose at alle They trivialize the whole enterprise by reducing it to a
game of make-bclieve and reminding the reader that the plot is totally arbitrary.
They also contradict Trollope's plea for a more mature pleasure in novel=
reading which he makes at the end of Chapter 15 of the same novel.
- his
Immediately following his attack on Trollope Jemes makes, famous defence of

the seriousness of novel=-writing:

It 1s impossible to imagine what a novelist takes himself to be

unless he regard himself as a historian and his narrative as history.

It 1s only as a historian that he has the smallest locus standi.

As a narrator of fictitious events he is nowherey to insert into

his attempt a back-bone of logic, he must relate events that are
assumed to be real.4

The analogy with 'l:,he historian gives Jemés a means of insisting on the
responsibility (and respectability) of the noveiist's crafte The context of
these passages shows that he really has considerable respect for Trollope's
works, tmch moré than he showed in his early reviews, for example.“ James

returned to these criticisms however, one yeai later in 'The Art of Fiction!
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essay (1684), where he condermed Trollope's ‘attitude of apology'! towards the
rea.der.42 Again James reverts to the historian analogy because he wants to
counter Trollope's lack of confidence in the novel form. By meking such selfe
denigrating asides the latter is really trying to anticipate and evade possible
criticism from the reader. Once again James is not attacking the notion of
overt commentary as such but is using Trollope's wecakness as a symptom of a
more general distrust of the novel in England., His theoretical statements
then should be read in that light. They refer beyond Trollope himself and do
not necessarily imply an 'illusionist® notion of fiction such as that lying
behind W.D. Howells's strictures of 1891. Compariny Trollope with Jane
Austen, he concludess

seobut he was so warped from a wholesome ideal as to wish at times

to be like the caricaturist Thackeray, and to stund about in his

scene, talking it over with his hands in his pockets, interrupting

the action, and spoiling the illusion in which alone the truth of

art resides.43
James does not go as far as Eowells although the latter's view of Thackeray
would be congenial to him. In fact he leaves unstated the best relation to
operate between narrator and reader.44 Hig criticisms cut in two directions
by implicationt against Trollope's lack of courage in his craft, and against
the reader whose prejudic;as might create these fears,

To put James's criticisms of Trollope in their proper perspective we

should recognize that he himself put comments in his novels which drew
attention to their fictiveness, VWhen he introduces Catherine Sioper in

Washington Square (1881), the narrator pretends to be embarrassed by the fact

that she has a weakness for cream cakess ',..though it is an awkward confession
to make about one's heroine, I must add that she was something of a glutton! .45
Here James is adopting the persona of Catherine's biograrher, a traditional
play to introduce material which the reader might find uncomfortably realistic.
But unlike Trollope's comments, this is a mock-apology and does not damage or
disrupt the fiction. Indeed by referring to Catherine as his 'heroine' the

narrator draws attention to the differences between her and the conventional

heroines of romance.
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A second example can be found In 'Pandora', a tale published in the same
year as 'The Art of Fiction's Hers a certain Count Vogelsteln, a grotesquely
serious Gernian, is sitting on a transatlantic steamer reading a Tauchnitz
edition of a tale by a 'young American writer's As the narrator descrides it
to us (over the COm{t's shoﬁlder, as it were), it becomes obvious that the
tale is 'Daisy Miller! (Téucrﬁutz was James'.s‘only continental publishers) and
this joke provides eniry into the latexr tale.46~ There is a rmltiple irony in
the fact that the. narrator apparently does not know America at all and so does
not overtly satirize the Count's preconceptionse But of course the author
of this tale is identical with the author of the book the Count is reading, and
American to boot. = Here James is exploiting the difference between the
narrator and the author himself in order to give a richness to the tale's
texture, |

These examples are not as rare in James's fiction as his comments on
Trollope would lead us to imagine, and a recurring function of his narrators
is to alert the reader to different levels of fictiveness within a particular
work. =~ One important difference from Trollope and George Eliot is that James,
as author, never comes directly into the fiction to comment. Eis narrators
are generally limited to a particular dramatic role end play against the
11lusion instead of disrupting it (as does Trollope) or overloading it with

extraneous material (as does the later George Eliot).

(111)

As I have been suggesting, James held no doctrinaire theories of imperson-
ality in fictioh and bélieved ‘that style always expressed an author's personality.
€0 he admired George Eliot's tone., which certainly isn't *objective', for tﬁe
mind vhich lay behind it, This is a further important aspect of the narrative

voice .- 1fs quality of expressiveness,’
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- One British writer who did exemplify a fully achieved style was R,L.
Stevenson. It was particularly his finely-wrought prose which stimulated
James's admirations

Before all things he is a writer with a style = a model with a

complexity of curious and picturesque garments. It is by the

cut and the colour of this rich and becoming frippery - I use

‘the term endearingly, as a ter might = that ke arrests the

eye end solicits the brush. 1
He is significantly wary here in commending Stevenson's style because it shows
cars and labour, but tends to excess. James praised a narrative style if it
was personal end highly worked. He had no respect for naive sincerity as
guche So for instance In 1902 he testified to the sheer quality of Conrad's
prose, all the more astonishing because English was not his native language.48
James set great store by a narrative gtyle which showed evidence of labour and
in his article on Stevenson he was on his guard acainst over—praleing the
latter's bookishness ('the tone of letters') which appealed to James
temperémentally but which he saw could be a danger,

In his review of Felix Holt James had demonstrated an admiration for the
gsociable way in which George Eliot eddressed the readef. Her narrative voice
was 'genial?!, in other words attempting to please the reéder; and this was a
value which James also found in Alphonse Daudet. Daudet, for him,‘was really
outside the body of Naturalists proper because of the qualities of warmth and
conversation in his narrative voice:

The wish to please is the qualitylby vhich Daudet persuades hié
readers mosty 1t is this that elicits from them that friendliness,

that confession that they are charmed..s.sIt gives a sociability to
his manner, in spite of the fact that he describes all sorts of

painful and odious things.
Or againi ‘ _
He tells his stories as a talkery they have alwags something of |
the flexibility and familiarity of conversation.4

What James admires here is Daudet's capacity to establich a social context

between narrétor end reader. 4And he similarly pralsed Plerre loti for

5o

achieving en intimate and anecdotal style. If both these writers expressed
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their perconalities, 1t meant that rosding thelr works vas alzost like meeting
the writers themzelves and allowing them to speak to the reader, to convince
him verbally. '

Janes however recognized that Laudet could narrate in such an effortless
discursive way decause of the hish value attached to conversation in French
cultxm:'..51 Davdet :nd Ceorge Tand were thus examples for him of a tochnique
of expression which he could not hope to imitate himself, The latter he
termed en 'improvisatrice' because the could articulate her narrative spontanc-

52 But Ceorge Cand was a special case, James

ously without sacrificingy form,
cama to have recervations abdout Daundet's method and finally decided that he
expreszed ino rach personality in his style.” " Le cnvied Yoth French writers
for their case and fluency but could never really get eway from niggling doubts
that they were glossing over forral difficulties,
Kathleen Tillotson hask characterized one differcnce betwecn Victorian
and twentiethi~century fiction in the following ways
[In modern fiction] one character is missing: the narrator in
persone There is rno cne there wvho siands outside the story and
says '1', vho explains how he knows what hae is telling us, who
a’drezases the rcader, who diccourses, confides, cajcles, end
exhorts. Ve are unbidden guests, there is no welcome, no 54
Losgpitality = the social context embracing us as readers Les gone.
Jemcs had far too rigorous & scnse of form to rely on his narrative velce to
wnify his ficticn. Although, es I have been suggesting, ko valued the
personal and socliable qualities of tome nerrative styles in others he ¢id not
tzko them as stylistic zodels for hie cwn proctice, |
There werc geveral rcasoens for this. Firstly James had tco strohg a
gence of privacy to give his percenslity unrestrained expressicn in his

parrative ctylese A5 he admitc 4n the preface to The Colden Towl, hig

rreference wags alvzys for oblique marrative, rartly to mask hig irmer celf and
partly to give sdded intcnsity to his fiction.”” Then agaln, Jeres &1d not
vant & narrater to srezk from outsice the stery since this misht damace its
unity or even its illusion. Fe did however retain the notion of intizacy
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between the narrator and reader. Their transaction is still social in his

novels but in a restricted way. Fo vhen the narrator describes the Inglish
Ycererony' of afternoon tea at the degimninz of The Fortrait of a Indy, he

reassures the reader by hias coﬁfident tone 2nd suzzestion of social soyhistic-
ation. The reader aecerts his guidence decause he seexna authoritative. But
in general the difference between Jamesian rarrators and Victorian ones emerges
in two ways. The former are limited personas and give us a more tcnuous sense
of a rersony and aleo they are less conclusive, susyesating rathor than stating
interpretations.

James's narrators froquently spcak directly to the reader and adopt a
‘confidential tona, but on the othar hand he deliberately constructsd a atyle
that would select his readerse Wwhen in 1872 his family succested that
Janes's essays were over—refined, re replisds

The smultitude, I am more and more convinccd, has absclutely no
taste = ncne at least that a thinking pon 45 bound to defer to.

ﬁg_ngin&;m;lnazL;zL_pnme« all writing not really lcavened with
thoushteseis terribly unprofitadle, and to try znd work one's own

material clossly i1a the only way to form a mcnner on \ﬁigh one can
keep afloat = without intellectual barkruptey at least,” .
Te v@a realistio enouch to see that he could never achieve a popular case of
expréaaion. A formality anl elegance of style-were to be a buffer to him
against the pressures of ropular tuste. In stressing thousht so much here
James in effect explaing the style of his narratofs. If they explained too
ruch and in too simple an fdion then the reader's rind would not be cniaged.
And the further implication is (frem the oppositién betweﬁn yublic end private,
roral and.financial valuc) that only readers with certain mental capocities i
vill be engased anywaye -

Jamcs's conception of the naxratcr then wvas tr:nsitional. le vas moving
away from the broad wnd discursive commentary of the Victorians towords a mor§
limited function, closely wvoven into the narrative prOper. he &2 ietain sone
preronatives such as direet addrcsa end informative sumary, but on a tuch
reduced ccale. And above ell he retaired the ultimate functicn of the

parrative veoice, nazely to set dialogue in a context and show 1ta 1lluctrative
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significance:
- There is always, at the best, the author's voice to be kept out.
It can be kept out for occasionsy 4t cannot be kept out always.
The solution, therefore, is to leave it its function, for it has
the supreme one, This function, properly exercised, averts the
dicaster of the bl%g;ht of the colloquy really in place = illustrative
and indispensable,

(1v)

Throuchout his career James held a constant distrust of first-person
narrative and with the exception of 'The Aspern Fapers', 'The Turn of the

Screw' and The Sacred Fount confined his use of this special mode to short

stories.

In the preface to The Ambassadors James gives come indication of why he' )

disliked this method. Its unique combination of subject and object, hero
and narrator he describes as 'romantic! and ta form foredoomed to loosenecs'.

The particular occasion is of course the composition of The Amhassadors and

" James 1s discussing the various options open to him. In doing so he sets
‘the terminology of formal discipline ('rigour!, *pattern®, etc.) ageinst 'the
terrible fluidity of self-revelation' which comes from what he calls the
tautoblography' (and he cites Gil Blas and Dayid Cor Berrieid as two prime
g:,-:campleze:).58 |

James's objections here centre around the question of form. He constantly
1inks the use of first-person narration with a casual disrecard for form and
relates its popularity to the English reading public's disregard for carefully
constructed fiction. Its use implies that the author can make the hero's
character the principle of the book's unity and James denied the efficacy of
this as hotly as he had denied that the author's rersonality could unify. It
was anyway an outmoded practice. This 1s the pejorative weicht of a term

1ike 'romantic' as James uses it, referring to the apprenticeship of the novel
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rather than its formal maturity. And earlier he had described Kidnapped and

59

Henry Esmond as fictive autobiographies in an tarchaic form'. James made

his attitude plain also when he wrote to H.G. Wells in 1911 about The New

Machiavelli. He professed (rather vaguely) to admire Wells's sense of life

but then ‘his language suddenly takes on a hard critical edge when he complains

of Wells using
that accurst autoblographic form which puts a premium on the loose,
the improvised, the cheap and the easy. <Cave in the fantastic and
the romantic (Copperfield, Jane Eyre, that charming thing of
Stevenson's with the bad title = 'Kidnapped'?) it has no authority,
no persuasive or convincing forge = its grasp of reality end truth
isn't strong and disinterested.®©

James then goes on to say that for him a novel lacks authenticity and beauty

unless detachment has operated and unless there has been soms artistic trans-

mutation of the material. In other words another reason for disliking the

first=person form is that its material is not properly digested.
These statements were made quite late in James's carcer and they virtually
diesmiss any possible value which first-person narration may have. But in an
early unpublished review James gives a more balanced account. He mentions
the looseness which can come from retrospective 'autobiography', but then
describes its own special technical difficulty:
esselt has the prime disadvantage of beinsg the most dramatic form
possibles. The author not only puts off his own personality, but
he assumes that of another, and in proportion as the imaginary hero
is different from himself, his task becomes difficult. Hence the
merit of most fictitious autobiographies is that they give you a
tolerably fair reflection of the writer's character. To project
yourself into the consciousness of a percon essentially your
orposite requires the audacity of great genius; ond even men of
genius are cautious in approaching the problenm.61

Here James is being far less wholesale in his rejection of the form and

acknowledging the strong imagination and sense of drama which it requires.

In fact because it is so difficult it can only be used briefly as Browning did

in his dramatic monologues (James takes Browning to be its great exponent at
the time of the review = 1865). Jomes demonstrates the same alertness to

formal discipline as he does in the later strictures on the first-person, and
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suggests by his ironic use of 'merit' that many extended fictive autobio;rephies
fail. But at least he gives another possible reason why he himself tended
not to use that form, because of its sheer imaginative difficulty. 4s we

ghall see, when he uses it in 'The Turn of the Screw! and The Sacred Fount he

reduces the reliance placed on the personality of the narrator and minimizes

the element of autobiography by using only a brief time-span.
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Chapter 2
The Other House

(1)

There is abundant evidence that The Traric Muse (1890) marked for Jemes a

turning-point in his career. Partly because of bad sales and partly dbecause
of his growing interest in the theatre, it was the last of a series. <o in

May 1890 he wrote to his brother Willlam: 'The Tracic Muse is to be my last

long novele For the rest of my life I hope to do lots of short things with
irresponsible spaces between'.1

At first sight The Trarsic Muse seems to come nearer to the 'ormiscient

authort! convention than its successor The Cther House, but James does not give

us direct access to the characters' thoushts indiscriminately. The novel is
concerned, as D.J. Gordon and John Ttokes have demonstrated at length, very
ruch with ideaa.2 In other words the characters tend to embody attitudes to
art or to socilal and family position; =and the narrator performs an important
function in clarifying these attitudes,

For example, early in the novel, the Dormer family are visiting the sights
of Paris. Lady Agnes begins to show some anxiety for her son Nick because he
doean't seem as interested in his parliamentary seat as he should be. This
signals the beginning of the conflict belween Fick's artistic leanings and the
obligations of family tradition, which is to run throughout the novel. At
this point however we are given direct insight into his mother's worries:

esescand Lady Agnes noticed that the 'lots of things' to which he
proposed to give precedence over an urgent duty,eeesewere implied
sonehow in the friendly glance with which he covered the great
square (the Place de la Concordel, the opposite bank of the Seine,
the steep blue roofs of the quay, the bright immensity of laris.
Vhat in the world could be more important than making sure of his
geat? = 80 quickly did the good lady's imagination travel.’
By giving us her thoughts directly James makes Lady Agnes's standpoint appear
more sympathetic, and counteracts the impression of her coldness in disapproving
of Parisian ert. The narrator thus hints at the emotional substance in her

feelings of helplessness which might not emerge sufficiently from the action.
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ironizing ledy Acnes. By juxtaposing the features of the Paris scene with her
question to herself, he implies that Paris also is important and beautiful;
tbright immensity! belon s to the phraseology of the narrator rather than lady
Agnes., Such comments are typically oblique and a matter of nuance. ’

But one of the main differences between The Trasic Muce and The Other

House is that in the earlier novel the narrator makes frequent reference to
national and social types. The Dormers, in the dpenin{; scene, belong to the
*tweed-and=-vwaterproof class' of Inglish tourists and a.ie 'finished productions'
in their wa.y.4 In edopting the persona of the cosmopolitan tourist, James
directs the reader towards a detached stance where he can appreciate both sides
of a question = here balancing the serious pull of family obligation a.gainst
the physical attractions of Paris. It is a glancing irony that the narrator
should deséri'be the Durmers as if they themselves were art-objects (in the New
York text they are 'finished creations'), but he introduces a fundamental theme
of the novel: namely, how much a person is shaped by his society and its
institutions.

In underlining characters' generic, representative qualities the narrator
helps to define their historical identities. Throughout The Trarsic Muse

characters are scen in their social and historical relations, and this explains
in turn vhy the narrator must supply considerable background material on them.

So when Nick Dormer, Just after his election to Parliament, goes to visit

Mr. Carteret (an 01d friend of his father's), we apprehend the latter through

his setting. The background information of his connexions with the Dormer
femily end the physical details of his house and its village must all be

conveyed before the two people actually meet. And although James presents

some of this information through Nick's point of view there is very little
practical difference from conventional direct narrative. The village, Beauclere,

with its narrow cobbled streets and ruined abbey, is representative of all that
is best in conservative English politics; and, despite such interpolated
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phrases es 'Nick thoucht', its description and symbolism is really the work of
the n;u'ra.tor. So, as well as clarifying the ideas discussed by the novel, the
narrator serves a ba,éic function of conveying informativon to the reéder,
infofmation which is used ¢to see the characters iIn their settings.
Laétly the na.rra.tor'ra.rely makes di;’ect comments on the characters in

The Trasic Muse, and that usually to show theii' géneric nature. 'l‘ypicé,lly
the chmments are oblique and tentative, but bccasibnally there is a‘ pas.sa.ge of
consciously heightened rhetoric to mark a partiéularly. drematic moment, So
whén Nick decides to resign from Parliament his éonfrontation with his mother
is even more tense than the decision itself since it makes the c;)llapse of all
her hopes for hims " ‘ -

He measured, in tho look that she gave him when the full truth loomed

ypon her, the mortal cruelty of her discomfituret her face was like

that of a passenger on a ship who sees the hure bows of another

vessel towering close out of the fog. 'I‘herg are visions of dismay

before which the best conscience recoilSeeee
Here we see a characteristic Jamesian stratezy = the use of a vvivid conéz?efe
metaphor tq render physivca.lly an emotional réa.ction, in this case bintroduced
by the verb 'loomed’. The narrator draws back from the immediate scene in
order to "make the comparison because 11 is generalizing as well as vivifying.
And this is taken one step further in the explicit generalization which concludes
the passage. Such comments are more frequent in the works of Ceorge Eliot,
but James ':ls really layiné claim, as shé does, to a broader viédom than his
characters possess in order‘to meé.sure their actio'ns.‘ In James's fiction

these comparisons are rare, but fundamentally similar to the earlier practice

of George Eliot.

()
By contrast The Other House has a much reduced scale of action. Indeed

it was not originally planned as a noirel at alle James first conceived of the
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idea as a possible subject for either a short story or a play in Decerdber 1893.6

Deciding on the theatre he wrote a scenario for a three-act play called 'The
1

Promise' to be performed by Edward Compton. This scenario, which is now
lbst, was completed probably in the summer of 1895 and then ‘converted into
novel form during the second half of 1896. It was subsequently reconverted
into a play in 1909 and performed under the same title as the novel., The novel
displays its origins in retaining a three-act (or three=book) structure with
chapters conforming rigidly to theatrical convention in that they ‘begin with |
entries by characters and conclude either with exits: or a climax.

The first chapter of The Other House is an explicit introduction to the
action. - It contains virtually all the preliminary information which we need
to identify the characters, and James recosnized this when he wrote to his
translator Auguste lMonod in 1907. 'The 3 or 4 opening pages', he stated,'
formed his only 'departure from the scenic form! .8 In other words the first
chapter really stood outside the novel's method. This makes one clear
difference from The Tragic Muse where background information emerges throughout

the novels In The Other House this is reduced to the absolufe minimum and

the action focuses on the character of Mrs. Beever, the proprietor of Eagtmead,
a house on the edge of the town of Wilverley. Being a shrewd (but not 'cruél',
as the narrator points out) observer, she misses little of what goes on at
Bounds, the eponymous other house and thus makes it plausible for a description
of her to shade into an outline of the situation where the novel's action
beginse

Because Mrs. Beever demonstrates much of the alert detached interest
typically shown by 1:heb Jamesian narrator, the latter balances a recormition of
her intelligence against ironizing her middleéclass social pretensions.
Mrs. Beever for instance clearly prides herself’ on organizing her own situation,
as well as arranging her son Paul's life for him. She particularly wants to
marry him off as soon as possible, The narrator, in the course of his
gummary, gently satirizes this quality of deliberation: | |
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‘There would have been difficulty in saying whether it wes a feeling
for peace or for war, but her constant hobit was to lay the sround
bare for complications that as yet at least had nover token place,

Her 1ifo was like a room prepared for a dances  the furniture was
all acainst the valls.?

Because the sheer bulk of narrative coent has been reducéd in this novél. the
narrator's style constantly approaches the epigrammatic., lers kLo ptresses
Vrs. Beever's exagrerated tendency to take precautions, so cxagrerated that it
comes to geem a performance. : CUimiles such as these also ¢stablizh a tone of
social comedy since the inhabitants of the two houses are the leadinyg lichts in
the world of Hilverley and both depend for their financial status on the bank.

.In the hlerarchy of characters in the novel }rs., Seever holds a gpecial
position. Decause of her capacity to see all round a situation, the narrater's
inaights at times merze with hers and he points this out, again t.mouﬁ o
theatrical metazhor. <£he thus has the advantace ‘of always ceeing, in anyv
relation or discussion, the other party become the spectacle, while, sitting
bvack in her stall, she remained the spectator and even the critict {pp.132=133).
This pascage comes at a rather awkward point in her attempts to arrange an
engogenent between her son and Jean Fartle, a gucst at the other house. the
feels bound to Justify her actiors to him and, in so doing, reverses the ucual
confortable relation between observer and spectacle which che enjoys. Instead
she feels like a circus perforrer, going through various acrobatlcs for her
gon's benefit. . But her deterrination does not flag ('She would have to lexp
throu h a boop, but ehe would land on her churger's back.') ind here che
demonstrates an intellicent awareness of herself which is direcily comparable
to the narrator's own perspective on her, |

Fach of the two later books of the rovel open with passages of gatirical
description centred on Mrs. Beever, just as in Dook One. The second section
introduces a new note of social ccmpektitioz‘bx butween {*trs. Beever end Tony Breom
(the ovner of Bounds), Ee micht have a more modern, wellecquipped house, but
the garden at Eastmead cannot be surpasseds  The narrator sumuarizes liras.

Beever's pride that her grounds are the moat beautiful in Vilverley end then



adds the following mock~serious reflexion:
Such degrees and dimensions, I hasten to add, had to do alto;ether
with short relations and small things; but it was just the good
lady's reduced scale that held her little world together. So true
it is that from strong compression the elements of drama spring and
that there are conditions in which they seem to invite not go much
the opera~glass as the microscope (ppe104=105).
Immediately after this we are given a visual éxpression of this tendency when
we see Mrs. Eeever surrounded by the paraphernalia for efternoon tea and boxes
of birthday presents for 1ittle Effie (Tony Bream's baby)s Clearly the
narratoi adopts a comically portentous tone of voice in order to state a general
rule about the kind of drama Mrs. Beever imagines. when really he is making fun
of her preoccupation with minute details.

The narrator's explanation that he is only dealing with 'short relations
and small things' underlines one difference between this novel end The Tracic
Muse. Here we encounter only details of social ambition. personal idiooyncra—
cles rather than largﬂ public issues., The narrator's language, for all 1ts
poise, raises problems within the nbvel however. The whole description of the
rivalry between the two houses stands outside the action of the novel. Ve
never see any of this competitiveness and in fact it seems to be a pretext for
James supplying further description of the 'set!, " The sane irrelevancy marks
the account of Mrs. Beever's taste in furniture at the beginning of the third
book. She inherits a house full of mahogany furniture only to find that
rosewood comes into fashion; but at the time of the action she is gratifiéd
to Qee that mahogany 1s oncé again coming back into style. Now the narrator's
concentration on sociallniceties at this point 1s grotesquely out of place
because Tony's baby hés Just been murderéd. To revért to an urbane éocial
voice directly undermines the tension which James has been building up in the
preceding chépter.

Indeed the subject of the novel i3 not really social at all after the
first book, which James described as a 'prologue'.10 Tony's wife dies after

giving birth to Effie and, because of painfulkexperiences ghe has had with a
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stepmother, she extorts a promise frem her hucband never to narry while Iffie
is alive. Book Two then presents the conflict in hin between love and
obligation, and between Jean Iartle and Rose Armiger who are both attracted to
Tonys The climax (at the end of the second book) comes with Rosze's rurier
of the baby. GStrictly speaking then the action conslsts of 2 moral or psycho-
logdcal draca and narrative roferences to faghion, social status, etc. only
dissipate the ihtensity of the action Instead of helpiny it. Throushout the
last two books there is this growing diaperity between the narrative voice and
the novel's true subject.
What mif;ht be temed the narrator's 'soclal voice' emerg,es alzo in the
miniature aketchea which he gives of characters, und this 13 a method which
looks forward to "@ e Awkward \gc. v“° of Dr. na.aams, \Rh hra. Eeever the
other misov‘ng;;-uaura in the novel, we learn tha.t
He was a little man vho moved, with a warning air, on tiptoe, as if
he were playing some drawing-room gacme of surpri.:,ea, and who had a
face so candid and circular that it sucgested a large white pill (2.23).
or of Tony Bream we learn the following:
To look at him was irmediately to see that he was a collection of
¢ifts, which yrescnted themselves as such yrecigely by having in each
case slightly overflowed tho measuresss.esiis &recs was Just too fine,
his colour just too kigh, his moustache Just too lonZesssfut the result
of it all waa a presence that was in itself a close contaet, the
immediate, unconscious, unstinted life, and of his dcin:; vhat he
liked and likinz to please (pe3d). .

These are not as satirical as the miniature portraits in The Avanard Ave, but,

particularly in view of ths minimal description in The Other llouse, such .

passaces stand out as rhetorical set-plecea, - They dierlay an excess, a
virtuosity which sets them apart from the general language of the novel, . Both
accounts begin as cescriptions ind proceed to define the characters as if by
{nference from their aypearance not by reference to their social type.

With Tony Bream especially we do not really get a complete visual sense of his
person 8o much a8 a series of zspects which all imply one dominent characteriastic
- generosity. Also both accounts have a rounded finality becouse of the

comic £nalozy in one case, and the ccneluding chiasmus in the other.



Apart from their rhetorical flourish these descriptions are unlike those

in The Traric Muse because they introduce no new material, and make no

reference to the characters' past history or social dvackgrounds In The Other
House characters are presented dramatically. They are only important as they
interact during the novel, and not as they grow out of different cultural or
goclal contexts. This means firstly that the narrator has far less information
to convey, and then also that he must refer above all to the visual in order to
convey what spectators might see for themselves in the theatre. One contempor-
ary reviewer saw this as a great losss
esetherc is roon for very little of the daintily whimsical commentary
upon his characters, their looks end thoughts and motives and amiable
absurdities, which he knows how to make so delightful. VWhen he is
not putting dialogue into the mouths of these characters, he is
engaged almost wholly in providing that necessary description of
their movements, their smiles and sighs and general stape-business,
which in the theatre the spectator would see with his own eyes.
The writer, who incidentally recognizes James's new method in this novel, charges
him with raising unnecessary difficulties in tryins to imitate a play. - But
he gives the impression that the descriptions are simply neutral and informative,
when really this is pot true. The passagés quoted above show how the narrator
can merge description with analysis, partly for comic effect and partly to
highlight the good qualities in the characters.
when we finally see Faul Beever, for example, the description begins with
purely visual aspects, and none of them flattering. He is 'tall and fat, and
bis eyes, like his mother's, were very small' (p.127); his bulk is massive,
grotesquely so and ‘his creat tastes were for cicarettes and silence!. But then
the narrator consciously restrains his tendency to rhetoric in order to
counteract the cumilative effect of these details. Paul may be fat but he is
also active in the town social life and popular. By implication the narrator
is doing more justice to Paul's good qualities than his mother who thinks he
is just stupid and lethargie. The narrator is practising James's own
principle that an author must allow his characters sonme :Lndependence.12 By
leaving his account of Paul's open he allows his good qualities to come out in

his actions. And these qualities are subsequently demonstrated when he
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proposeé fo Jean Martle and a.ccépts her réfusal with a pood grace, In this
particuia.r instance there is a direct continuity between the narrator's
interprétation of a character ahd his actions.

In his account of fiction which attenpts to imitate the methods of tﬁe
theatre Norman Friedrnian has written that the reader ié put into the position of

*the fixed front (third row center)'.13

He suggests that the reader's
perspective does not change in any significant way. But the narrator's

selectidn of descriptive detail docs alter the perspective in The Other House

and plays an important part in determining the tone of scemes. (uite early
in the novel Rose Armiger meets her fiance Denis Vidal who has ‘Just returned
from several years in China, Understandably they are rather tense with each
other and the narrator brings this out in his general comments ('.. & good
deal more pasced between this pair than they uttered! - p.42)s, Then he moves
in to describe Vidal fingering a plece of his lover's dress (suggesting
agitation), only to draw back in order to sce the two figures together on the
gofa., These variations in focus show a technique which could not be achieved
on the stage. By selecting certain details for description the narrator
achieves cincmatic effects of close-up )for insta.nce>and suggests an atwmosphere
of intimacy in the scene outlined above.

Similarly the description of the 'set' is more dynamic than would be the
effect of a curtain rising on a stage. When Jean lMartle first enters the hall
at Bounds James avoids the awkwardness of having an objective third-person
description by presenting the setting through Jean's eyess we follow her as
if che looked all round the hall noting the decorations, one or two furnishings
and then suddenly stopped upon spotting Rose Armiger at the far end of the
room. Or again at the close of Book One the characters group themselves
around Tony Bream in what on the stage would be a static tablcau. But the

narrator follows his line of vision to Mrs. Beever and then lirs. Beever's

towards Rose Armiger in one of the other enirances. Thereby we gain e sense

of movement and also of the smothered antagonism between the two women,
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James was to make more use of this visual technique in 'The Turn of the Screw!,
In 'Covering End'! the description is rather cruder. This tale was
converted from a one-act play which James wrote in 1895 called *< ummersoft'

It formed the companion tale for 'The Turn of the Screw'! in The Two Mazics,

Because their origins were almost identical James frequently linked this tale

with The Other House in his letters. It opens with a description of the

house which gives it its title, but in a way more direct and explicit than in

the novels ‘
This is the central hall, high and square, brown and grey, flagged
beneath and timbered above, of an old English country~house; an
apartment in which a single survey is a perception of long ond lucky
continuities. 4
Then follows a broad-rancing survey which demonstrates the cate@rical state-
ment at the end of the passage. The narrator has momentarily adopted the
guise of a visitor to the house (and the reader with him), and explains that
the butler's temporary absence from the hall gives him the time he needs for
this description. It is quite consistent with the tale itself since it deals
partly with tourists going round the house examining its details. But also,
beginning as it does in the present tense, this description sets the scene as
if it were at the beginning of a playscript.
'Covering Ind' and The Other House both contain narrative comment which

becomes quite similar to stage~directions and James's attitude to both works.
wag b.éually dismissive because he thousht that their conversion into fictional

form was all too obvious and crude. VWhen Edmmnd CGosse praised the novel in

1896, James was rather embarrassed and insisted that The Other House was merely

a little thrifty pot=boiling turnino-to acct, of the scheme of a
chucked=away 3 act play = an old relinquished sc?pmrio tumned into
a little story on exactly the same scenic lines,'’
And Theodora Bosanquet, one of James's secretaries, quotes him describing the
reworking of both tale end novel as a process which involved 'embedding the
dialogue of the plays in a certain amount of descriptive connnentary'.16 His
poor opinion of these works stemmed from the lack of unity between dialogue

and ‘commcntary's The two did not gell together and anyway they were only
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revorked for commercial reasons.
Put althoush there arc marked dieprritics betwecen the narrative voice and

action in Tha Cther @cuje, James 1 not really doinz the hovel Justice by these

blanket dismissals and in o letter to HeGe Wells of Lecember, 1338 he explained
more fully what kind of narrative comenté.ry he was using. le 1s descriding
'Covering ind' but thé comhts épply equally well to the rovel:
The Bfritish] Pludlic] wen't read a play with the mere names of the
gpookers = o I sinply paraphrased these and ~dded guch indications
es mi:ht be the equivalent of decent eoting - a history wnd an
evolution that scems to me morcover explicatively and sufficiently
goeared all over the thing.l/
Lecording to Jumes here the narrator has been uscd for expedlency, simply to‘
explain end meke clear what cannot be seene In 'Covering Ind' and She Other
Toure however ithe narrator's role goes beyénd the purcly furncticnal.
Throughout much of thie novel the narrator scts as e.n alert observer,
conveyin;; the expressions &nd movements of the characters and making his
commentary only implicitly analyticale Jo, in the course of a conversation
between Tony Dreom and lra. Béever. the former i1s accuzed of being vrono-headed
bocause he has allowed Juan Martle to stay in his hoﬁxsa a8 a awﬂié.n {or his
child., lirs. Seever's chiarge is sericus becasuse it su;cgesta that Tony might
have beon encouraging feelings in the girl which he could not requite., His
reaction is described visually:s ‘Tony 1ifted his shoulders; with hia honds
{n his pockets he had begun to fidget about the lawn..e' (pe126). His very
movements succest anxiety and deep thousht, especially es they are not typieal
of Tory. DJut the movenents themselveé convey his feclings without the need
to spell then out explicitly. Or egain when Dennis Vidal is talking to
Mrs. Deever about Lose irmiger (his fiancle, in theory) .: he asks lixrs, Lleever
1f the girl is really in love Qith Tony. Her scruples prevent her answering
this question and che turns eway fron him mtarily, encoting her refusal
btefore ehe actually articulates it. 4and in the novel generally description
of gesturc and cxpreséion tends to replace analytical comentm. In this

gense the description azproaches the nature of ';ocd acting' and al:zo makes
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the narrative more objective, The narrator ruldes the reader asg to how he

ghould rcad aprearancesrather than t-king rinm directly bencath their surfzce,

This iz a technique which Janes used erxtenaively in The “poils and The Ailamrd
Ara, 2nd one which Jacques Barzun recosnized when he was discucsing Ihe Other
Houzes ‘'James has systematically translated love, fear, hatred, sucgicien,
envy and the premeditation eof crime into bodily aesture...'18

This metlod can te a way of understating emotlion which blends in aprropri-
ately with the characters' cwn cense of decorum, particularly of rot expressing
2ll their feelings directly. then Taul Beever, quite late in the second book,
realizes that kis leve for 2cse Arzicer is hopelezz, only Jean Iartle and (by
implication) the narrator see the depth of feeling bchind his comparatively
avkword gesturet:  'o.che covercd, for an instant, workins it clu:sily, one of
nis 11ttlo eycs with the base of cne of hiz big thwmva® (p.235)s In o sense
the narrator displays the sane tact as sore of the characters by not actually
namin~» I'zul's feelings.

fhe narrative éomments. however, have a particular style of expression

which in The Avkwarl Ase i used so ruch that‘it bacomes an irritating mannerism.

e followin: two senlences are rcpreséntativa:'
his exclamation male her meet hla eyes with a tum of her own that
ri~ht have ctruck himeeeoThen che ghook her head - geermed to chaka
outyeseler cencrous galety (re37)e [my emphasis]
Jamen 13 so concerned not to go beyond hia self-irposed formal restrictions
(ruling cut dircet intorpretation) that thece comrents are stuiisusly tentative,
They offer hypotheses of what an intelligent spectator would understand from
the scene, but carefully avold being final, Accorldingly the narrator's
corments very often contain phrases bvecinning with Yas 1£fY, cr rcferunces to a
hypothetiéal observer. At times this can be exagzeratedly tcatatives
Tle [Dennis Vidall evidently felt that he had bdeen almost violently
avrupty but it woull have becn equally evident to a crectator that
he was a ran of cool courase (pe62).
This sentence bezins to dlsplay one of the idiosyncracies of James's late styles
namely that ho uses phyzically exprecsive vocabulary to convey eroction

(*violently abrupt') and then swmothers its vigour by elaborate conditicning,
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The explicit references to a spectator (which occur also in *Covering Imd' and

particularly The Awkward Are) are anyway irrelevant b cause they are implicit

within the technique itself = in, for example, the use of conditional verb-
tenses. The result is that James seems to be drawing attention to his method
which unnecessarily distracts the reader from the action. Also the cumila-
tive descriptive effect of these end the more direct accounts of movement gives

an answer to the writer in the Saturday Review who stated that the novel

ceddivides itself Into three parts, each of which has a set scene
provided for its action, so finite and circumgcribed that the reader
has a sense of missing the stage directions.?

In fact when James rewrote The Other House as a play he retained almost

verbatim several of the lbnger explanatory descriptions as stage-~directions.
Thus the novel has:
Ie [Dennis Vidall looked at her as over a floods +then he thrust his
hand behind him and glanced about for his hat. e moved blindly,
like a man picking himself up from a violent fall - flung indeed
suddenly from a smooth, swift vehicle (p.73).
In the play this becomes:
Vidal (who looks at her an instant as over a flood; and then, while
he thrusts his hand behind him and looks about for the hat he has
somewhere put down, moves blindly, like a man picking himself up
from a violent fall),20
James has removed the rhetorical addition to the second simile, but otherwise
he kept the pessage virtually intact and thereby demonstrated that the comments
can cecrve as stage-directions even thoush they go beyond the immediately visual.
As the novel Progresses there is a steady reduction in the kamount of
cormentary given. The narrator's 'soclal volce' recedes throu;;h the second
book, thouzh still lingering for instance over the comic analogy between Tony
Brean's servants and soldiers, and by book three has virtually disappeared.
There is however a noticeable incrcase in the fineness with which characters!
reactions are conveyede VWhen Dennis Vidal rcenters the novel in the second

book Tony insists that he should stay at his house ond not a hotel., This

comparatively cimple point is explained thus:
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Dennis Vidal ascented to this arrangement without qualifications and
indeed almost without expresslionts there evidently lingered in hin
en operative sense that there were compensations lMr. Bre:m might be
allowed the luxurious consciousness of owing him (pp.205-2C6).
This 1s doubly oblique. It presents the probable sense which one character
(Vidal) has of the probable sense of another (Bream). And its complexity is

not a matter of psychological depth so much as nuance. The passage is not

typical but certainly in The Othex Nouse we can see some begimnings of James's
later style. 4And although the actual bulk of description is reduced, the
narrator'c rhetoric is at times so consciously intricate that it becomes very
obtrusive.

| Despite the new and at times stringent techniques which Jomes uces in this
novel he still retains the basic functions and prerogatives of the narrator,
albeit on a much reduced scale. The narrative is 'objective' in the sense
that characters work out the action wit: comparatively little explanation out-
side thelr dialogue. But nevertheless we gee into the minds of the main |
characters as and when the subject requires, particularly into the minds of
Mrs. Beever, Jean Martle and Tony Bream since these are either the most intel-
ligently alert or emotionally full characters. Also, as I have been suggesting,
James retains direct comment, analysis, description and even supplies information
in retrospect. BPut in all thece functions, except visual description, the
narrator divides his work with the characters themselves. FHe can summarize
the growth of Tony Bream's relationship with Jean Martle; but we learn of his
wife's painful experlences with her step-mother entirely through dialosue.
And even though The Awkward Ave makes a far more thorough~going attempt to
{mitate the theatre, we shall see that James keeps these same narrative

privileges.
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The Other Houce contains a second kind of narrative rhetoric which is quite
different from the lichtly ironic, social voice described earliers To under-

iz
stand why James should use\we have to consider the novell's subject a little

more clo»ely.
It is clea.r from the earliest outline of the plot in the noteboocks that
James saw the action in terms of an opposition between a Ygood heroine' and a

21 In view of the fact that Brean

tbad heroine' for the love of Tony Bre~m.
micht mATTY the good he‘roine, the ba.kd‘ heroine decides to poison his child, In
the event however thevchild waé to rceover. James rejected this habpy ending
in tﬁé novel, got rid of the melodramatic device of fhe poison, and hﬁd Rdae
Armiger rurder little Effie by deliberate drowning. His intention seems to
have been to present her as a person of very strong will, consumed by frustrated
passion. And in this, as well as other thematic aépects, critics have seen

the influence of Ibsen, as if James was tryinu to create a character similar

to Hedda Gabler for instance.??

The contrast then between Rosg and Jean Mattlg isufather schematic since
they are such total opposites. Rose is more agrressive, and more sinister
because wve do not really ‘see into her‘thoug;hts. .lee.n however is warm,
affectionate end a logical second mother for the little child. The importance
of the murder is that = again theoretically Rose e¢an contain her paﬂsion no
longer =nd it breaks out into violent action. But the curulative effect of
the narrative comments discussed up to this point is to hold the zction on a
gocial level and‘to prevenfbthis kind of ihtehsity from growing. Iven in the
1ast book, vhere James experiments with Ibsenesque symbolisﬁ (the backecloth is
of a gloomy sform, following the murder), he opens the section with quite
Lnappropriate’social comment on Mrs. Beever. | ‘

Throughoutithe novel there is a kind of rhetoric used to aepict Rose
Armiger whichlcoﬁstantly hints at deep feeling which we never actu#lly seé.

And s0 one recurring firure applied to her’is that of a mask. When Jean Martle

first sees her at Bounds she is sitting as if she has abandoned herself to
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intense misery; but as soon as she realizes that she i3 being observed, she
rretends to be cheerful. And later, following an outburst of sobbing in front
of Tony Breanm, her regained composure is described in terms of acting: 'She
had stopped before a mirror, still dealing like an actress in the wing, with
her appearance, her make-up' (p.84). The requrring contrast in such
descriptions is between surface ond depth, appearance and inner intensity, but
her intensity 1s rigidly controlled so as not to break the decorun vhich all
the characters observe. So when her flancé shows her a letter from his ‘father
pronlsing him financial help, this mekes it possible for them to go shead and
MAYTY - Really Rose does not want to marry him and reveals her sense of being
trapped - but only for an instent: |
If there had been anyone at that moment to sce her face, such an
observer would have found 1t strangely, tragically convulsed: she
had the appearance of holding in with extraordinary force some
passionate sob or cry, some smothered impulse of enguish. This.
appearance vanished miraculously as Demnis turned... (p.65).
Theoretically this gives us a glimpse of the emotional forces which will
burst through soclal restraint end result in the murder. But the momentary
intensity seems grotesque because 1t 1s too much at odds with the gencral social
level of the scene., James has been too chary of spelling out the reasons for
Rose's apparent anmuish, rnd so 1t comes to be intensity without adequate
explanation or demonstration. Vhen he is describing Rose, the narrator's
languase becomes too insistent, especially in a novel where so much importance
is given to gesture. -
Rose's so-called 'passion' for Tony figures too i‘undamentally in the plot
to be left to verbal insistence or hypothesis by the narrator. And one :}eason
for this difficulty may be that James was attempting to do two rutually
incompatible things at onces to stay as close as pdssible to what the reader
could see and to suggest forces and notives too far below the surface. The
result is that the narrator's languace becomes literally meaningless at one

point or melodramatic at another. Vhen Tony and Kose sense some feeling

between them,
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1t [their glance] represented somethins that no lapse could long
quench = something that gave out the measureless white ray of a
1light steadily revolving (p.150).
Or again, after Lffie's dead body has been found, she meets Dennis Vidal who
is shocked at her changed appearance:

eeein a single hour she had so altered as to be uzly, without a

trace of the charm that had haunted himj,..thus ravaced and

disfigcured, wrecked in the gust that had come and gone (p.270).

Lven the second of thesce passaces evades direct description. [Rese's

change is naned not described in the detail which might make such a rapid
transformation possible. Once again the intensity is purely wverbal and not
enacted. And similarly the comparison of Rose with the lledusa is brief and
not developed, althoush Oscar Cargill has attached considerable importance to

:11;.23

For all the narrator's insistence, the tgust'! which sweeps Rose to murder
is never seen nor any force which would moke it plausible. And in fact, in
the course of the second book, there is a narrative comment on her which
directiy contradicts the possibility of the curder:

Rose was capable of astonishment, as she was capable of other kinds

of emotiony but she was as little capable of giving way to it as

she was of giving way to other kinds (p.199).
Apart from the one time when_ she bursts into tears before Tony, Rose lives up
to this corment completeiy. Che displays a rigid self-control. At no point
does her social mask slip enouch to make murder believadle. o when Jacques
Parzun writes that 'we know from the start that we face the diabolical and the
real in one embodiment' he is reading her actions on a very superficial level.z4
And Michael Egan similarly describes the murder as ‘an act of calm deliberation
built on a foundation of seething emotion' .25 Neither critic 1s attaching
enough importance to what the novel actually demonatrates.

If Rose Armiger represents desfructive passion Jecan Martle embodies
emotional warmth. We see into her thoushts considerably and witness her kind
treatment of Izul Beever, and so her prime qualities emerze far more convince
inzly, although Valter Isle has complained that she is 'made to carry the

26
weizht of too many undemonstrated qualities'. Jean too is supposed to feel
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a passion for Tony but Qé only witness affection between them. She displays
compassion towards him and her selfiess devotion to his child is 'eiquisite'
but nowhere.do we see a nore powerful feeliny., The reason for this would
seeﬁ to be that James was far more intercsted in presenting the noral dilemma
of affection conflicting with honour (witness the original title of 'The
Fromise') than in depicting violent passion. This is partly why the language
describing Rose becomes melodramatie, and why Jean demonstrates affection
specifically.

This means also that when, after the rurder of the child, Jean and Tony
finally come together, the Intensity of the scene does not seem consistent
with their earlier relationship:

Hle held her and she vielded with a passion no bliss could have given;

eeoThis long embrace was the extinction of all limits and questions =

© swept away in a flood which tossed them over the years and in which
, nothing remained erect but the sense and the need of each other (p.2?8)-

Althoughkthe’:hetoric here is quite powerful it is literally misleading. | Thié
gcene is directly‘compaxable withﬁthe love=scene between Owen Gereth and Fleda
in The fpoils. In both cases the rhetoric is heightened and concentrates on
the characters' sense of emotional release. But here the resfraints havé/not
been swept away by passion because irmediately afta; the passage quoted Tony
Bream dempnstratea that it is more important for ﬁim to havé moral self—reépect
(in not seeming to profit by his child's murder) than to have Jean.. Their
legalistic conversation about the ethics of their position effectively arrésts
the vague current of feeling which the narrator's descriptibn’conveys. Aérip
thé passages describing Rose Armiger, there is a qualitative differeﬁée between
this passage's language and the visual or ironic precision which‘charactefizes
most of the narrator's comments. Iere the physical act of embracing shades
rapidly into metaphor which is vague as vell as eontradicting the two
characters! actual wordse In what sense, for instance, are they 'tossed over
thé years'é It seexs here, as in parts of The Spoils, that James is making
gestures towards sexual passion'without substantiating them.
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A possidle explanation of why the narrative voice becomes so unconvineing
when it refers to Rose Armiger and Jean lartle may lie in the fact that the novel

was originally serialized in the Illustroted London Xews from July to Cepteumber

1896. In February of that year James wxote to Clement Chorter, the editor, to
say that he would be glad to .write 'a story energetically designed to meet your
requirements of a "love-story"'s. And two days later he added, 'I shall
endeavour to be thrilling, and my material is such that I think I shall succeed.!
lastly, when James was discussing the deta.ilé of'seria.liz:.ztion, he assuréd
Shortér that he would do thirteen parts and that each cne would be 'so

2 5 ' ’
1 These letters suggest that James was deliberately

unmistakably defined*,
injectinz elements of sensationalism and romance into the novel in order to
cater more for the jourha.l's readershipe And indeed the serial carried a
title illustration by Walter Taget showins a womon holding a cup = presumably
poisoned - at arn's length while a devil leeis ba.t her behind her left shouller.
This pieture harks back to James's earlier melodramatic idea of making the
crime an attexﬁpted poisoning, an idea which he subsequently abg,ndoned; Also
when he told Chorter that the installments would be clearly defined he was
perhaps making a tongue~in=cheex glance at those readers who would want every-
thing made obvious for them. Perhaps this in turn was why James had a poor
opinion of the novel and did not include it in the lew York Ldition.

At any rate the narrator's rcfercnces to hidden passion are rhetorically
unconvincing and try to evoke intensities which the reader is not given access
to., Instead of complementing the novel's actlon they stand ocutside it and do

pot blend in with the overall cocial tone at least of the first two books.
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Chapter 3
The Spoils of Poynton
(1)

'Unliko.v e Other House, Thé Spoils of Poynton presents a narrative
reflecth through a clﬁractu'a consciousnesss This means that the reader
comes to thovevents indirectly 'instea.d of through the direct explanatory
comments of a fictionalized prodﬁcer. a8 in the earlier novel, Certainly
James thougﬁt that this was one of the main distinguishing features of his
fiction; 4 Looking back on his career in the ﬁefaco to The Golden Bowl, it
was 'tho only conéisterit characteristic vhiéh bhe singled out for coxmmm‘t.1
And partly because Fleda. Vetch stands at the centre of The Spoils, it achieves

a natural compactness vherea.s The Other House seems limited in order to

conform to non-novelistio comtiom.

With Fleda at the centre of the novel it follows that the critical
questions relate mainly to her, and they could be summarized as: firstly, if
Fleda is the 'reflector', does she totally determine the perspective of the
novel, or do we see beyond her? And secondly, can Fleda bear the veight of
parrative put on her? The latter question in practice has emerged in the
debate about whether Fleda is admirable or not. Clear expression of the two
basic viewpoints possible here was given in an exchange between A, Bellringer
and John Iucas in Essays in Criticism from 1966 to 1968. Bellringer's position
was that the reader has no standard to measure Fleda.‘by and so we must accept
events at her own eva.luai::l.on.2 Lucas hovever argued that there were many
cases of Fleda reading more into events than they warranted, that the reader

3 Neither

could see this clearly, and that Fleda was in fact quite corrupt.
critic refers to any narrative voice as a factor in this debate although lucas
tmplies that James is clearly shaping the narrative in order to highlight
Fleda's weaknesses.

The majority of critics on The Spoils have tended to take one of the two

41ternatives outlined above, sometimes with the result that critical argument
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has shaded into the moral questions of obligation, responsibility, etc. To
gome extent James himself was responsible for this since in his preface to
The Spoils he made his famous distinction between the 'free spirit' (Fleda)
and the *foola’ (specifically Mrs. Gereth and Mona Brigstock)s? Here the
tfree spirit' refers to the reflecting consciousness of the novel, which is
less committed, more intelligent and &0 superior to the other characters in
the fiction. When considering this distinction in the preface to The Princess
Casamassima James explicitly identified himself with the free spirits, and when
discussing Fleda's position in The Spojls it is as if she were in a position 61'
power over Mrs. Gereth: v ' 1 :

esosthanks to the 'value! represented by Fleda, and to the position

~ to which the elder woman is confined by that irradiation, the latter

is8 at the best a 'false' character, floundering as she does in the

dusk of a disproportionate passion.’ .
In the preface James's formal and moral concerns constantly shade into each
other but here they are virtually identified. Fleda is superior to Mrs. Gereth
because she 13 not confined to a passion and is capable of seeing different
gldes of their situationj; but also she is superior because she is the central
consciousness revealing the other characters. The very fact that James has
gingled her out to construct the novel's perspective gives her a special
importance and authority. Furthermore James's repeated use of the word 'fine'
in the preface leaves us in no doudt as to his estimate of Fleda.

The péssage quoted above exemplifies what Leo Bersani has seen as a

general tendency in James's prefacess that 'he tends to discuss character and

gituation almost entirely as functions of technical ingenuities's 4And so in
The Golden Bowl (although this could equally well apply to his other fictienm,
according to the prefaces) 'James's characters enact the psychological adequacy
of their creator's compositional motives'.s The value which James claims for

Fleda in the preface has nothing to do with a.ny. strength of character or vhat
ghe actually does, since he explicitly contrasts her success with any worldly

notion of it. James's attempted identification of her structural value with
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her moral stature 1eads directly to the kind of critical étance adopted bjr |
Bellringer since it implies no reserve towards her at all and makes no mention
‘of any elements of comedy in the novel. _ o |
One Mthgr 'reas‘on why this should be so is that when James vas planning
out The Spoils in his nbtebdoks he was thinking in terms of the theatre; he
discusses the narrative in terms of acts and scenes, and in the middle of an
entry for August 1895 noteds
" weewhat T have gathered from it [James's theatrical experiment] will
perhaps have been exactly some such mastery of fundamental statement
= of the art ?qd secret of it, of expression, of the sacred mystery
of structure. : ’
This could stand as a comment on all of James's fioction from the late nineties,
but for The Spoils in particular it suggests that he was deliderately placing
more importance on the arrangement of scenes than on the discursivi, rhetorical
aspects of fiction. In other words his comments on The Spoils both in the
notebooks and in the preface are heavily coloured by the fact that James was
attempting to apply theatrical techniques to the novel. Taking his lead from
the prefaces, Joserh Warren Beach could write as early as 1918 that The Spoils
represented 'the type and classic instance of the "scenic® method in fiction'.®
If this is true, what role is left for the narrator, since the extensive use

of scene rust inevitably reduce his importance?

(11)

The opening scenes of the novel force on the reader one element which vas
conspicuously absent in both the notebooks and the preface, namely irony.
without any preamble James establishes an energetic pace from the outset,
focusing his satire on Mrs. Gereth which catches the reader's curiosity and is
full of humour, Her exaggerated sensitivity is burlesqued particularly:
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It wvas hard for her to believe that a voman could loock presentadle

who had been kept ewake for hours by the wallepaper in her roomj;

yot none the less, as in her fresh widow's weeds she rustled scross

the hall, she was suctained by the conseicusness, wvhich alwvays

edded to the unction of her social Sundays, that she was, as usual,

the only perscn in the houss incapadle of wearing in Ler preparation

the horridle stamp of the same cxceptional smartness that would be

conspicucus in & grocer's wif g She would rather have perished

than have locked endimanchee, y,
Superficially the narrator might sppear to be presenting her’thought- in a
neutral, non=comuittal way, but this ia in fact a method of mdmfatement.
He drily follows her series of)discriminations (nimed out in the eyntax) ind
then inaerta the information that she is a recent widow as if it vere an
unimportant dota.ll = certainly not as important as her Suntzy dress. Hor
culminating ehudder of horror rresses homa \mat 1is cvidmt thrmighont the
mngo. that Mrs. Gereth has an exagcerated sense of decency which has atrophied
more human feelings (such as griet for her deceased husband), This proves to
be central to her character and typical that ber distaste should be provoked
i{nitially by a house - Waterbath, | | | |

0f the nml'n critics only 7.G. Eunt has noted that The Sroils bcgina
through Mrs, Gereth's perspgctivo.‘o This goncentmtea the narrative since
we are introduced to the house and its crotesque inhabitants (the Erigatocks),
and limultcnémmly take in those features of Mrs, Cereth's character which
James has strategically wnderlined, 1In the early part of the chapter Mrs,
Cereth is more the ohject of the pmpec‘tiw than tim perapéétivo 1tself.
Then there is 2 mdual shift from her to the Brigatocks a.nd the detans of
their house, vhich gina Janes an opporhmity for indulging in more direct
gatire at their vulsaritys There is yet another shift in peraspective towards
Fleda at the end of the chapter, For the bulk of thé novei Jamez j:ecps eithei'
her perspective or that of the parrator (although they are not aluays different)
end very rarely returns to lMrs. Gereth's, Eowever. her tone and critical
attitude are very close indeed to the ua.mtcr's own socia.l zatire, wvhich
persists tbrough the novel,
Apart from giving us an obuquc point of accezs to the Iiction. theso
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opening strategles can be explained by the process of the novel's composition.’
Although James wrote to Horace Scudder as early as June 1895 that The Spoils
vas 'half finished', the novel did in fact grow, much to his embarrassment.''
In the course of constructing it Fleda Vetch emerged from a minor foil to
Mrs. Gereth, to the central character.'® = Initially James had planned a
stralght contrast between the two houses (Waterbath and Poynton) with himself
as the explaining intermediary. But as he wrote the installments for the
Atlantic Monthly Fleda 'grew more and more in stature. This is reflected in
the ehift of subject from the spoils themselves to the Telationship between
Fleda and Owen Geretii. But certainly in the first chapter James's original
{dea of a social comedy is still quite evident.

This social contrast is expressed partly through the ironic comments
discussed abovej but also it emerées visually as a contrast between the houses
in the novels Throughout The Spoils of Poynton the narrator shows a constant
concern with the visual and with objects and places as revéaling character.
The very title of the novel - ofiginally planned to be 'The Hduse Beautiful!
and then 'The 014 . Things! - might lead ua to expect what is in fact the casej
that things literally dominate the whole texture of the narratives - In his
preface James acknowledged the influence of Balzac in this, and one critic
has narrowed the debt down even more to cne particular novel.ﬂ

Compared with the dense and exhaustive detail with which Balzac describes

the Maison Vauquer in Le Pere Goriot however, James's depiotion of Waterbath

4s selective and economicals
ssothey [the Brigstocks] had smothered it with trumpery ornament and
scrapbook art, with strange excrescences and bunchy draperies, with
gilmcracks that might have been keepsakes for maid-servants and
nondescript conveniences that might have been prizes for ;:he blind.
. ' (P-S

This is an overall impression rather than a systematic description, and shot
through with grotesque metaphors. Waterbath comes to seem & rag-bag of
disconnected and vulgar objects. The details stick out but do not cohere
into any kind of a whole. Indeed the house presents a massive Joke as if the
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Brigstocks hnd‘ccnaictently cone out of their way to avoid taste or proportion.
There 1§ absolntely-no gcnse of dome#tio confort, only of usliness run riot;
end the crowning touch 1s the vamish vhich seexma to cover everything, as if
the Prigstocks smeared 1t on with their hands, |

With the P'.é.iaon Yauqner) Balzac builds up aﬂvory strong impression of maas
by painstakingly cataloguing its do;tailu, 80 that the inhaditants seem literally
turied in odjects. And the squalour and discomfort of the house form a |
physical correlative of thé inhaditants' emotional sterility. But the house
has a tangible physical existences In The Snofls the houses verge conatantly
on being metaphorical extensions of thelr owners. ,

In the description of Waterbath the narrator's metaphors pull the individual
details even farther apart and divert them more from any poasidle unity. Dut
vhen Fleda first sees Poynton the tone and arrangement of the description is
totally different. |

esoPoynton was the record of a 1life. It was writien in great

syllables of colour and form, the tonsues of other countries and

the hands of rare artists, It was all France and Italy with their

ages composed to resi,..There vere not many pictures - ths panels

and the stuffs vere themselves the picturej; and in all the creat

wainscoted house there was not an inch of pasted paper. (pe22).
Whereas the narrator had 'stood behind! Mrs, Cereth in depicting Watezbath,
here the presentation is direct and it is only after the dezcription proper
that the narrator emphasizes Fleda's recactions. Initially his main concern is
to render Poynton in such a way that its beauty stands out clee;:ly. For the
bouse 1s such & total expression of Hrs. Cereth's personality that it bas
drawn her humanity into itself. The narrator thus emphasizes the unity of
1ts parts as if it were an sctual organisn (reflected in Fleda's careesing
toucheﬂ)o. Once again the details are very sparingly chosen and in his
description the narrator retraces the process of composition which Mrs. Cereth
herself had }origina.ny followed in assendling the spoils, anou@out the
passage runs an enalogy betveen wverbal and painterly compdaition whmbj the
very cadences of the symtax function as brush—ctrokea,‘mkiné a sense of

space and harmonye This analogy is quite femiliar in James's writings about
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the novel (in 'The Art of Fiction' for example), and blends in closely with the
whole texture of The Spolls which places a consistent emphasis on the visual,
laurence Holland has discussed a similar theme vhich he sees in the method of |
The Portrait of a Iady and points out that the novel's imases contain
evaluations within their utructu:e.u '

The description of Foynton moy also owe a specific dedt to the technique
of the peinter J.S. Sargent. In an article of 1387 eurveyins his vork James
praised Sargent's lishtness of touch, wnity of impression and matural selectiv-
ity ofh detall, all qualities which he practised in The Sm11§.15 And one year
before he started that novel (1694) James explicitly modelled 'The Coxon Fund®
on Sargent's mothod, 6 |

The description of Ioynton was evidently recosnized as important by James
because he took particular pains to revise it for the first book edition.

The passage in tho Atlantic text beginss
eeofoynton was the history of a devotion. The devotion had been
Jealous, but it had not been narrows there reigned a aplendid
rizor, but it rested on a deep curiosity.17

In the revised version the reugim metaphors are far more subdued and the

house is rendered visually rather than through abstrastions,

After the first sisht of Poynton, the tone is lowered mo that the narrator
can comment on Fleda's poverty of experiences

Such were the emotions of & humgry girl whose seneibility was almost
as great as her opportunities for comparison had been small. (p.23)

Ee is x;ot here denigrating Fleda's responaen ’beca.uu that would 1nvolvo caating
doubt on the bteauty of Foynton, but sinpiy wmderlining tha cheer physiéal
pleasure she foels on first seeing the house (exactly like Hiyacinth Robinson's
raptures vhen he visits Medley). Taking his lcad ﬁom.neda.'s position as a
treflector?, Oscar Cargill has arguod that the 'mlno of the spoils is purely
relative and that they are only valmblo at Foynton not at Ricks « the third
country house in the mwol.'la But thin to confuse the um. The m.rro.tor'-

careful rhetoric makes it clear that the yhole of Foynton is beautiful, not
Just the objects in the hanso and thereby implies that Mrs. Cereth ia betraying
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her original conception when ehe removes them., Poynton is a focus of value,
commenting on the other characters as well as on the other houses. Of course
the ironic cormexion with Mrs. Gereth is that the house has been finished = it
is a statioc art-object; whereas her situation has been rudely disrupted dy
the English law of inheritance.

The narrator then describes the three main houses in the novel in order to
imply a hierarchical disposition of the characters. The descriptions are
certainly not neutral and with Ricks, as with Waterbath, he builds upon Mrs,
Gereth's critical reactions., Unlike the first house Ricks calls forth no -
grotesque metaphorss It is suburban and the noted details (the geraniums in -
white pots, for instance) are both typical and fragmented., However the
oclassification of the house is not final and this emerges in the contrast
between Mrs, Gereth's view of it and Fleda's. Mrs. Cereth merely sees vulgar
objects, but Fleda 'reads! the house metaphorically, and sees the character
of the maiden-aunt which lies behind it. In other words she shows the same
kind of intelligence as the narrator himself has already demonstrated in his
presentation of Poynton.

This theme reappears towards the end of the novel when Mrs. Gereth finally
acknowledges defeat and arranges Ricks as best she can. When Fleda sees the
result = and this time sghe gives us the perspective - she is amazed at the beauty
of the place. Ricks 18 'recomposed! and in the process the maiden-eunt is
revived. ;I'he scene gives our importg.nt visual resolution to the novel because
it suggests a softening of Mrs. Gereth's rigvmr. a huma.ﬁiiing capacity to-
compromise, After that the destruction of Foynton 1s not so important.

In these scenes James is tending to move away from overt narrative comment
to a more physical or visual method of implication. Thus vhen Fleda spends a
night at Ricks after the spolls have been moved there, the narrator stresses
the beauty of her bedroom but also the reduction in size. The things seem to

crowd in on Fleda giving a claustrophobic expression to her own sense of being
put under moral pressure. The objects themselves seem to complain to her and
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Fleda even feels guilty of extreme violence ('The maiden-aunt had been exter—
minated = no trace of her to tell her tale' = p.83). The narrator is here
articulating an effect vhich originates in Fleda's etate of mind, end indeed
virtually renders it in terms of dialogue (between the girl and her surround-
ings)e Thus one structural implication of Fleda being a 'reflector' is that
the narrator is closely dehind her angio of vision, Qla.rifying her thoughts
and reactions, It will be seen hovever that the control of perspective is
more complex and variable than this might at first appear. '

As I sugrgested above, James uses Mrs, Gereth's point of view in order to
catirize Vaterbath and the Prigstocks. And 1t is largely from this voice that
the novel's humour growse M.E. Hartsock is the only critic of The Spoils who
has begun to do Justice to this aspect of the novel. In the first sections of
the novel, _she argues, the tone of social comedy comes from verbal exagzeration
and from the mock-epic reference.19 And obviously this comic rhetoric forms
part of the pnarrator's volce. She tends to overstate her case however, by
gugooesting that the comedy is uniformly strong throughout the novel, ' In faot
{4t recedes as the relationship between Owen and Fleda comes to the foreground.

This satirical volce = analo.gous to that of the narrators in The Other
House, What Maiele Knew and The Avkward Age - relates Mrs. Gereth to the

parrator, because it is psychologically consistent for her to descride }ona,

for instance, as beinz comically mystifying:

She belonged to the type in which speech is an unaided emiasion of
sound, and the secret of being is impenetrably and incorruptidly

A kepte (p.8) ,
Such rhetorical precision and flourish would be right out of character for
Fleda, who shows no capacity for irony at all. Ostensibly it is Mrs, Gereth
wvho fﬁmes this view of Mona and yet the element of bravura in its phrasing is
closer to 'the metaphorical exuberance of the narrator than herself. However
ir we take these as Mrs. Gersth's words, she is classifying Mona just as James

himself does in the preface and in the novel when he compares her to a doll
vith dlue eyes = a recurring figure which in no way diminishes her silent force
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in the novel. In the preface James compared Mona to a personification of will,
just as he saw Mrs, Gereth purely in terms of a monomania (her i)asaim fbr
collocting).?'o They are both in other words type-characters, having one
tendency in grotesque excess. So although Mrs. Gereth caricatures Mona just
like James, she is ironically unoconscious of her own comic type—quality.

Sinilarly Mrs. Gersth sees with the eyes of an artist, again like the
narrator. The analogy between assembling Poynton and the narratort's description
of it has already been mentioned., But when at Waterbath, she reflects 'she
had seen Mona in her appropriate setting...' (p.6), which summarizes the
technique of James's visual presentation in that section. And painting, or
more generally comﬁosition, forms the subject as well as the method of The Spoils.
As Adeline Tintner has written, '

The Spoils of Poynton shows the plastic sense diverted by a mother

from her son to her furniture, producing a beautiful house and a

unforaed zesulta of & motberts stsemtioneir dl | o Lot e

Oleoee ,

The themtio link bétweeﬁ the spoils a.nd Owen is central to the novels But
there is a furthe}r‘connveaion ’this time between Mrs, Gereth and James himself,
She constantly prides_ he:self on her ekill at composition but mistal;énly
ascumes that her success with Poyntvon» authorizes hér to arrange the other
characters in wvhatever séttings she chooses =« and this is the prerogative only
of the ’novel‘iat himself, Tize narrator hintsv at this téndency by constantly
Qtresaing her arrogance and in one of her rare burﬁts of deriance Fleda accuses
Mrs. Gereth of trying to play destiny with people. In other words the
parrator, through these apba:ently tmobtmife ﬁxetaphors. uses the ané.loa
vith an artist or novelist to suggest e character's self-deceived sense of
powerj a sense svhich the narrative itself destroys. And this ig a feature
common to moét of James's noveia in this period‘.

At some poiﬁts in the novei ﬂhe narrator's perspective is virtually
{dentical with Mrs. GCereth's; at others they are quit§ separate = when, for
instance, she is the object and not the medium of irony., James manages these
shirts with great ease because of the similarity between her sharply critical
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gense and the narrator's ironic voice. And roughly the same is true of Fleda.

(111)

like Mrs. Cereth and the Jamesian narrator, Fleda too uses the language
of art-appreciation to refer to Poynton, as has already been mentioned, but
also to Owen Gereth. She descrides him variously_as 'beautiful' and 'exquisite’,
put this in the face of appearances which suggest the contrary = that he is a
rather stupld, passive, bver#grown child, The implications of this disparity.
properly belong to the discussion of the rhetoric the na.rrator uses to depict
their relationship. . Suffice it here simply to point out this element in
Fleda's language. | | | (

Secondly Fleda sees more in characters and in the central si‘.tuation than
Mrs. Gereth. She attributes dignity and even intelligence to Owen and finds
more warmth and companionship in Mrs. Cereth than does the narrator, who tends
to emphasize the latter's obsession and arrogance. Indeed at times Fleda seems
constitutionally 1ncapable or gceing a bad side to anyone.

When 1t comes to understanding the novel's basic aituaticn Fleda once .
again uses a Jamesian method of inference =~ of ‘probing beneath the‘ surface to
£4nd implicit motives and relations, Vone particularly cle_a; example of fhis
comes vhen she receives Owen's final letter offering her any object from
Poynton which che 1likes, Fleda cannot accept this offer at face value -
especially afier che bas become so involved personally. And so she racks ber
brains to discover whai Owen 'really' meanss ‘ .

What did it mean, what did it represent, to what did it correspond

in his imagination or his soul? What was behind it, what was

before 1%, what was, in the deepest depth, within 1t7 (p.278).
At this late stage in events Fleda 1s realistic enough to realize that ghe
can't and has no need to answer these questions. For this reason (and shgv
ghows & persistent sense of realism throughout the novel) she avoids the
morbid love of intricacy and complexity which bedevils the protagonists in
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James's other fiction of this period, and which culminates in The Sacred Fount.

Throughout The Spoils the narrator hints at the waste involved in Fleda's
assessment of the situation, as 1f it was not really worth it. And this
rescrve, this suggestion that Fleda's excess of scruple is humorous, shows that
James is keeping one of his dominant tendencies under control in this novels

namely, a desire to over—elaborate situations.,  During the composition of

The Spoils James wrote to Horace Scudders:

I find, in my old age, that I have too much manner & style, too
ereat & invincible an instinct of completeness & of seeing things

in all their relations, so that development, however squeezed down,
becomes inevitable = too much of all this to be able to turn round
in the small corners I used to, I select very small ideas to help
this = dbut even the very emall ideas creep high up into the teens, 22

James's wry admission refers specifically to The Spoils and 'Glasses'! which
both first appeared in the Atlantic but in fact it gives an important gloss on

all of his fiction written in this period. It describes quite adequately
Fleda's own efforts to chart out the implications of different courses of
action and to see ‘all mﬁﬁ' the situation. Indeed she sees 80 many aspects
end relations that she comes to feel tangled in their web, immobilized by
their sheer diversity, _

The similarities between Fleda and James have been noted by several
critics, particularly J.C. Bfoderick.. - He argues that she approaches James's
{deal in that her sensibility loses nothing and in her 'a.rtistic' handling of
Owen, among other reasons.25 And J.W. Gargano implies more or less the same
position when he puggests that Fleda is the only character in the novel to

24 These critical arguments point to an

possess a truly comprehensive vision.
mporta.ntwaapect of Fleda's status, but go too far in igxmring' the reservations
which the narrator demonstrates towards her at frequent intervals,

Although the na.rrafor does not use an ‘extensive rhetorio to persuade the
reader to take Fleda's sensibility seriously, nevertheless he inserts
unobtrusive commenfs to bolster her position. Vhen wevfirst see her che is

described as being 'dressed with an idea! (p.3) and as a young lady 'whose
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only treasure was her subtle mind' (ps13)s These recur quite frequently and
contrast Fleda with the other characters who are defined by their homes or
possessions. Unlike them Fleda has nothing, but the marrator is enxious
that she should not appear stra.nge or ridiculous simply because of that.
Ohe glde-effect of Fleda's abeence of possessions is that che seems to have no
place in the fiction, to be an intelligence at large rather than another of
the characters. |

Apé.rt'frbm the two similarities in approach between Fleda and the nmarrator
discussed above, she also performs some of the functions which we mizht expect
of the suthor himself. Thus she imagines the scene between Owen and Fona vhen
they first visit Poynton together as a hearty but short-sighted romp. And
later Fleda constructs szm‘s words to her vwhen he is explaining the difference
between herself and Mona. These cases are actually articulated in dlalogue
and; because they are quite consistent with what we know of their general
characters, they exemplify Fleda's alertness. 4

'S;Lmilarly when Fleda and Mrs. Gereth ere first at Ricks a maid comes to
announce that Owen has arrived. At this point Fleda dramatizes her sense of
suspense by momentarily composing the scene as pure theatres

'Poynton - Poynton}' said the morsels of muslin [on the maid's ecapls

so that the parlourmaid became on the instant an actress in the

drama, end Fleda, assuming pusillanimously that she herself was only
a spectator, looked across the footlights at the exponent or the

principal part. (pp.36-87)
Fleda organizes the scene in this way because Mrs, Gereth has just removed the

spoils to Ricks and the girl is agog to see what will happen next. It is
only a brief effect and yet shot through with irony because Fleda later imagines
perself as the heroine in a private romantic drama where she and Owen are
marrieds Partly from this wishful dream and partly from her rizld sense of
honour comes a line of vocabulary comprising such terms as 'danger', 'betrayal’,
etc. which provides a further strandin the novel's drama.

Since Fleda is one of our main means of access to Mrs. Gereth ('reflected’

through her) it is fitting also that she should articulate the disastrous
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effects which the removal of the spoils will haves
_The mind's eye could indeed see Mrs. Gereth only in her thick,
coloured air; it took all the light of her treasures to make her

concrete and distinet, She loomed for a moment, in any mere house,
gaunt and urmatural, then she vanished as if ghe had suddenly sunk

into a quicksand. (pp.155=156)
(The New York text reads ',..mere house of compartments and angles,...').

Once again we have returned to the language of plements and composition, and
Fleda's impression simply clarifies the implication already latent in the
description of Poynton - that Mrs. Gereth depends on that place for her very
existence. There i1s a comic grotesque element in this passage from the
mannered rhetoric but Fleda registers the impression without recognizing its
comic aspect. '

vIn these instances Fleda imitates the techniques of the narrator himself,
Just as in many cases their insights overlap. Eer interest in her situation
is frequently so detached that she seems to be a spectator watching herself,
as well as ‘her_ surrounding circumstances. Thus, as T.G. Funt notes, ‘her
gensitivity and perception allow James a.'hnost complete freedom of description

25 By making Fleda's method of

and analysis while maintaining this attitude®.
serutiny similar to his own James has in effect retained many of the preroga-
tives which he seems to have abandoned by making her a reflector.

Throughout The Spoils the relation between Fleda and the narrator is
constantly shifting, The whole narrative texture of The Spoils is in fact
extremely intricate and a clear example of this can be seen at the éonclusion
of Chapter 12. Fleda is being pushed at Owen more and more strongly by Mrs.
GCereth, and both are waiting for a.n anncruncement. in the newépaper that his
engagement is off. James summarizes Fleda's sense of being forced to act as
i1f she vere chasing Owen ('lending herself to this low appearance'); then &
turns to metaphors of siece diplomacy to express her role as go-between. . This
{g followed by direct narrative summary ('Mrs. Cereth every morning looked
publicly into The Morning Fosteee') and a passage from Mrs, Gereth's point of
view, accusing Fleda of being too passive, The perspective then reverts to
Fleda's by way of more direct narrative comment ('Fleda was not only a brilliant
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creature, but she heard herself commended in these days for attractions new and
strenge'). Finally her impression of being beautified for Owen's benefit

concludes {:uss

She had the sense not only of bveing advertised and offered, dut of
beinz counselled, enlishtened, initiated in ways she scarcely

wnderstood ~ arts obscure even to a poor girl who had had, in good
soclety and motherlesa poverty, to loock straight at realities and

£111 out blanks. (pe149)
Here the phrases in parenthesis demonsirate the narrator drawing cut Flela's
thoughts by explanatory comment. Io briefly strosses hor sexual ignorance
and reninds the reader of her early backsround, but in a tons which 15 lamorous:
end tinged with irony. There is no attempt to make Fleda seca a pathetic or
deprived figure.

In this section and throughout Tre Spoils the rarrator weaves in and out
of ¥Mrs. Gereth's and Fleda's perspectives, clarifying and adding comment but
alveys briefly. These constant ehifts force the rcsder to see different sides
of the centiral situation and, even in the seotions of summary or snalysis, they
retain some quality of éialogue. In the seotion discusced above it is as if
Fleda complained to Mrse. Gereth, who in turn ansuered hery and then Fleda
expressed hexr bwildamént at how she 1s being trsated. If thers iz a
continuity between the three perspectives, the various clements of narrative
also merge into one fluid process. Cenerally description, analysis, cozzent,
etc. blur into each other in The Speils givin; the narrative a very unified
texture. This technigque has been swmarized by Kenneth Craham as followss

It [The Spcils) 18 an extraordinary mizxture of meditative cuthorial

monolocsue and dramatized action and dlalogsue, both of the latter
being neverthsloss essentlally within the former, and never entirely

deteched from that one presiding, intelligent veoice = thoush
Cetackcd enouch for variety and drazatic conviction.26
The continuity which James achieved in The Svolls wes not possible in
The Othex Fouse since thore he hod to flesh out an already existing play. The
parrator there comments on the action from the wings, ss it wvere. In The
£poils however the parrator very often stands closely btehind Fleda in her -

efforts to work out her situation, thereby giving a new effect of intimacy,



67

The followinz lines are typical of this process, Tleda 1s now sucpecting
that Owen loves her and tries to srother her pleasure by tortuous raticnslizations
Iven in the ardour of her mcditation Fleda rewained in eisht of the
truth that it would be an odd result of her marnsenimity to prevent
- her friend's sghaking off a womsn be &islikeds  If he didn't dislike
Fona what was the matter with hin? And 4f he 814, Fleda ssked,
wvhat vas the matter with ker own silly self?  (rp.114=115)
Lere the narrator hints ircnically that Fleda 1s in danger of beins carried
awvay by her oun tendency towards meditation, and gradually ¢hifts the rhetoric
fronm comcnf tovards direct reprecentation of her thouchts.

At the opening of his stuly of modern ficticn, The Tuerntieth-Centuxry Novel,

Joseph Warren Beach quotes the following lines (sli:htly ebbreviated) from
Parchester Tovers which moke an instructive ccrparison with The Snoils,  They

descride l'r. Arabin's feelinss vhen he ;earns that Lleanor 30ld is probdably
going to marry Obadlsh Clope, a sycorhontic fellow—cleryman, Upto that point
Y'r. Arabin had never thoucht of her as wife for himself, and cven then did not

do g0 v

eessbut he experienced an inverd indefinadle feeling of deep regret,

a gnawing sorrow, an uncongjuerable depression of spirits, and also

a species of palf-abasement, that he « he, !, Aradin = hnd not done

something to prevent that other he, that vila he, wvhom hg g0

thoroushly despised, from carrying off this gweot x:rize.‘_
Beach patronizingly gamits that this paseare is 'precise, succinct, orderly,
complete! but then goes on to states it eseems an empty and perflunctory
substitute for the :eal thinz, It 12 as arid end superfivcial‘ s an algebraic
formulal -28 [is argument is that Trollope is deficient in imaginatioen
because he 'talks about! his characters instend of drematizing thelr feelingcs.
Leach's study is cne of the most extreme (snd copent) ciatements of 4tho bellef
that fiction chould be objeotive ;and‘dramatic; end his theoretical vocabulary
and standpoint both crow out of a study of James's fiction. Dasically Deach
sces the presence of a narrator as incompatible with th1s aim,

It 157 not poseidle here to cnecwer all the lssues which leach raises or to

4o justice to the historical score of his erpument, Bq_t 1% would be yossidle

to turn his criticiems of Trollope ecainst pany passages in Tre Srils ainilap
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to that quoteds What he does not adequately recognize is that Trollope's
rhetoric enacts the slow rise in Mr. Arabin's indignation, just as James's
reflects Fleda's inner debate. Both passages deal with love but not passion =
love muffled by old habits or by exaggerated scruple., In the Trollope

Mr. Arabin'é feelings rise through accumulated phrases to a dramatic peak,
equally qomhining love and anger. The passage from The Spoils concludes a
lengthy meditation by a contrasting realization that Fleda is acting para~-
doxicallye The final questipns to herself, in their simplicity, comically
undermine her earlier complex syntax. And in both pa.ssagés we see rhetorical
summary shading into enactment. »

If we take Barchester Towers as one of the clagsic examples of the Vigtorian
tomiscient! author convention, the similarity between the two passages suggests
that despite his references to theatrical technique, James is still retaining
gsome traditional uses of the harrator in The Spoilg. By keeping to the third-
person he still holds the final authority and one of the main differences in

practice between the narrators of The Spoils and Barchester Towers is that ‘the

former ma.:l,nta.ins a more thorough and consistent intimacy with the main character.
The above comparison also shows the total inadequacy of a crude opposition
between !talking qbout' a character and dramatizing his thouchts, because the
rhetoric of description can contain a stirong element of drema within itsel.f;.
James also retained other traditional functions of the narrator in _T_h_e_
Spoils. He uses the 'referential narrative! he professed to despise in giving
the background to the cer;tral dispute;29 he directly ‘explains Mrs, Cersth's
chara.ot.er and - as will Ve seen = directly comments on Fleda, whether to
criticize or to explain, He objectively describes Fleda's father (in Chapter
13) without recourse to eny character-perspectives He inserts the traditional
comments to ;x:ark off developments in the narrative. And finally he introduces
Fleda to the reader directly es 'that member of the party in whose intenser
consciousness we shall most profitably seek a reflexion of the 1ittle drema with

which we are concerned' (pp.6=9), thereby summarizing his fictional method within

the narrative itself.
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One source of chedy in The Spoils 1s the di:fgrence between Fleda's
perspective and that es’tablished by James through the narrator. Although at
times these overlap and have concerns in common, nevertheless James maintains
a definite (4f mnot constant) Teserve towards hei view of events. C’ritica
like A.W. Belhinger rule out any possible perspective other than Fleda's but
in fact James sdmetimes makes the most overt comments within the narrative
that Fleda is self-deceived.

In his study of Jamesian irony J.A. Clair‘ has usefully defined the
necessary conditions for \its success as the huwiedge required to enable the
reader to distinguish between what & character knows and what he thirks he
knows.Bo We can aiaply this directlﬁy\ to Fleda, bdut before kwe see her self;-
deception in action the narrator prepares the way by giving thek reader a series
of strategic hints,.:

He emphasizes for instance the poverty of Fleda's experience; as the novel
begins che has recently returned from Paris where she has been 'arming herself
for the battle of 1life by & course with an impressionist painter' (p.13).
Secondly Fleda has a strong impulse towards melodrama. Unlike the narrator
ghe reacts to events in an excessively emotional way, and is constantly looking
for a crisist '..Fleda had an imagination of a drama, of a "great scene', a
thing, somehow, of indignity and misery, of wounds inflicted and received...!
(pe59). Within this grand confrontation the position of Owen remains
wnsatisfactorily vague, Fleda cammot quite locate his role but she knows
enough to sense that he wouldn't have the insolent poise of a young man in a
novels These ironic comments on Fleda generally stay within the lines of
reference to battle and painting, and also look forward to the governess in
'The Turn of the Screw! and the young telegraphist in In the Cace. Both gee
their situations in comparable melodramatic terms. -

The narrator is also at pains to point out two further aspects of Fleda's

character - her unwillingness to admit to herself that she loves Owen; ang
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her inability to take any positive action. So when she is considering the
possibility of Mona and Owen separating she does not face directly the personal
benefit she could gain from this, even though it affects her thoughts ('This
was a calculation that Fleda wouldn't have committed to paper, but it affected
the total of her sentiments' « p.116). Or earlier, when first confronted by
e conflict of loyalties between Owen and his mother, Fleda makes no effort to

find a solution:

She dodged and dreamed and romanced away the time. Instead of
inventing a remedy or a compromise, instead of preparing a plan
by which a scandal might be averted, she gave herself, in her
sentient solitude, up to a mere fairy~tale, up to the very taste
of the beautiful peace she would have scattered on the air if

only something might have been that could never have been. (p.47)

(The Xew York text reads '...dreamed and fabled and trifled awayeso';
and '...in her sacred solitudeses').

Here we have quite unequivocal criticism of Fleda. She evades decisions and
even facing up to the actual state of things. James glances at her indulgent
love of privacy (inr the New York text, her 'sacred solitude').and @eﬁ makes
his comment’as rhetorica.lly obtrugive as )posa‘ible by accumulatihg 80 many verbs
in the initial sentence. _ -

Broadly speaking such passages occur more frequently in the first half §f
the novel and alert the reader to possible discrepancies which might ocdu.r in
the dialogue-scenes, between Fleda's perspective and a mére objective one.
Here, as throﬁ@out the bulk of the novel, the narrator kfunction; as a volice
which goes beyond straisht-forward description. He constantly hints at value-
judgenments without crudely 'categorizing' characters and without claiming any
gpecial knowledge. His tone however carries great weight and authority.

Several critics have noted discrepancies between what Fleda sees snd what
the reader sees but the most thorough examination of them has been made by
R.Ce r-IcLeam.’1 Throuch a close reading of the four meetings between herself
and Owen he shows how Fleda constantly reads more into words and events than
they actually warrant, and almosi always colours them in a way vhic\h is
romantically flattering to her. FNot only does Mclean's argument contradict

James's apparent intentions but 1t also brings out an element of situational
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comedy in the novely whereas other critics arcue that Fleda is a monster of
egotism as if a moral evaluation of her cheracter was identical with a criticiem
of the novels 2 In the scene where Owen and Fleda walk into Eyde Fark (the
second half of Chapter 6) James uses the fluldity of perspective in order to
understate Fleda's arbltrary assumptions. By moving rapidly from description
('Even in the Park the autumn air was thick') to reported thoucht ('I'e wanted

to stay with her = he wanted not to leave her'), James deliberately gives the
latter a spurious authority. Owen's 'approaches' to Fleda assume the status

of facts unless we follow the inflexions of perspective very carefully.

In fact in this particular scene Fleda emerges as tremulously romontic
and then positively grotesque; and lMclean shows what a crucial effect even
the variation in pronouns can have in the dialocue. But he assumes that
James's perspective towards Fleda is constant - ironic throuchout the novel.
This is not the case. It shifts as does the novel's subject. The narrator
becomes more solicitous towards Fleda as her relationship with Owen replaces
the question of what will happen to the spoils.

In contrast with Mclean, P.,L. Greene has argued that the fact that James
poves in and out of Fleda's perspective, or = as he rather dramatically puts
4t = tviolates' her consciousness, gijes her authority and renders her reliable:

esothe implied author of The Spoils is totally cormitted to the
reliability of Fleda Vetch and...Fleda's sctions, including her

secrets and decepggons, are supported by the author as serving
a heroic purpose. '

Creene's argument is influenced by a desire not to contradict James's apparent
intentions, but significahtly he infers Fleda's reliability by James's closing
of the distance between her snd the narrator's perspective. And he supports
this position by reference to Wayne C, Booth's proposifion that the deeper we
go into the mind of a central character the more unreliability we are prepared
to accept.34 7

There are two wealmesses here. Firstly it is impossible to see how Greene

could take passages such as that quoted above as an endorsement of Fleda's
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thoughts. The irony is far too direct. And secondly we do not see deeply
into Fleda's psychology. Her love for Owen grows just beneath the level of
her conscious articulation and then comes out into the open. It could hardly
be described as _ts_u_}lconscious; and beyond that we do not see any other of
Fleda's concealed desires. Once again Greene discusses the overall perspective
as 1f it were constant.

we have then two contradictory arsuments which secem irreconcilable.
Either Fleda's self-deception is dramatized ironically by James or he under-
writes herlieroism by contrblling the perspective. Both positions bring out
important formal aspects of the novel but can hardly both be tenable, One way
out of 'this impasse can be found if we exanine the different' kihds of language

vhich the narrator uses.

(v)

James underlines the comic aébects of the dispute over the spoils by using
geveral lines o; imggery. , Qne ofk these 15 of siege and‘ battle, He compares
Mrs. Gereth to a latter—day Helen of Troy in the preface and the narrator
takes this up within the novel by depicting Mona and Qwen as barba.riza.ns.3 5
Owen's servants are his 'myrmidons'! and yet fhe compgrison is patently absurd
because it would be difficult to imagine e.ﬁyone less like Achilles than Owen,

This line of battle 1magery gpreads in two directions: to Fleda who is
caught between two figurative armies and 18 desperately trying to avoidv taking
gides. It shades into her own sense of the melodramatic also because the
battle never actuaily materialiies. In the other direction we see Mrs. Gereth

as a plunderer. The spoils are constantly compared to booty, as here where
Fleda is 1magin1ng herself in her companion's positions |
She would have returned from her campaign with her bagrage-train and

her loot, and the palace would unbar its shutters and the morning
flash back from its halls. (p.156)
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Such comparisons contrast violently with the ectual events. They are not
glamorcus and remind the resder of the materialistic origins of the dispute,
The gpoils are after all only thince. And so, as M.IL. Hartsock points out,
the result is mcla:-!mzrcm::.36

Another important line of imagery which the narrator introduces is that
of relision. TFoynton is constantly compared to the temple of a private cult
of which l'rs, Cereth i{s the high priestess, Fleda undergocs her initiation,
is accepted as a dsvotce 2nd then later is procoted 1o a priestess herself,.
But Fleda diverte the relisious references to apply them to Owen; che feels
che has 'profaned' his mystery by trying to come bdetween hincelf and Mona.
ind f£inally, vhen she rcalizes che hag lost everything she falls back on lMrs.
Cereth, accepting the role the other has prepsrcd for her and accepting also
the narrater's metaphor: 'f,he equally, she felt, was of the rcligion, and
1ixe any other of the paszlornately ;ious the could worship now even in the
deserts' (pe252).

These figurative continuities constantly shade into otlhers. end imply
dirferent attitudes to the main situation, The relisious couparicona stress
Mra. Cereth's rigour, Jjust as cowparicons between the two women and a Judge
and accused underline Fleda's puilt-feelincs and rebound on lrs, Gereth since
ghe is tryinz to eircumvent the law of inheritance. The cumlative effect is
coric 2nd indeed throu@out the rovel the narrator displays an exuderant
inventiveness in sclecting estonishingly diversze mﬁghom which all tend to
have an element of rhetorical excess about them, Thus Fleda is compared to
a dancing eypoy vhen lirs. Cereth is trying to force her to jursue Oweny here |
the main contrast 1s between the clgmcur of the fisure end Fleda's actual
disconfort and hesitorney. Or zgain Mrs. Cereth's abondorment of the spolils
{s likened to an arrutation:

Eer ler hag come off = che had nov bteoun to stump clony: with the
lovely wooden substitute; she would stump for 1ife, cnd what her
younz friend was to ccme end admire was the bteauty of her rovement
and the noise she made about the housoe. (p.74)
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In the absence of very much sustained description these metaphors stand out all
the more, here as a grotesquely physical rendering of a feeling of loss. And
at times the sequence of images can be extremely rapids At one point, within
30 lines, Mrs. Gereth 1s compared variously to Marie Antoinette, a tropical
bird and a female warriorjy and Fleda to the custodian of a ruseum. Because
they are generally hyperbolic they builld up an ironic sense of the narrator
expending energy on material which will not support it.

In some of the revisions he made for the New York Edition, James strengthened
many of these metaphors,ftrgnsforming unclear or abstract expressions. Thus
when Fleda is speculating on the possibility of 4taking care of Foynton for Owen
and his wife, she 1lmagines herself as

eeead custodlan who was a walking catalogue and who understood beyond
any one in Ingland the hygiene and temperament of rare pieces. (p.156)

In the New York text this becomest

a custodian equal to a walking catalogue, a custodizn versed beyog?
any one anywhere in the mysteries of ministration to rare pieces,

Here the awkward personification of the spoils has been removed and James
retains the museun image while tyinz it in closely with the hieratic notion of
a rare cults OSuch changes strengthen existing patterns of imagery but do not,
as S.P. Rosenbaun points out, add new ones.38
Irony likewise dominates the sequence of references to 1llicit love and

2 When

rape between Fleda and Owen, as Arnold Edelstein has pointed out.
Fleda spends time alone vith Owen in London she feels ‘*as frightened as some
thoughtless girl who finds herself the object of an overture from a married mant
(p,71). lLater she sentimentally pictures Owen as a flamorous peasant and sees
hin as a personification of 'all potent nature' and at the beginning of their
love-scene imagines herself as (morally) stripped nakeds

He had cleared the high wall at a boundi they were together without
o veils She had not a shred of a secret left...  (p.201)

One way in which we can rationalize this vocabulary is to susgest that James

is once again satirizing Fleda's desire for Owen and the theatrical way in
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which she tries to stifle it. But the tone'of the above pacsage is not ironie.
Of this scene AJe Bellringer stated that *there is a complete absence of
qualification from the author'. 40 More geriously these references sucgest

that Fleda's feelings for Owen are a mixture of desire end fear (she speaks in
the love-scene of his approach beilng an 'atta.ck');v and that suggests by
implication that her renunciation of Owen 1s a rationalization of these fears.
It should however be emphasized that the references to Fleda's submission and
1£211' to Owen only operate on the level of sugsestion, But this suaestion
runs against taking her moral scruples seriously = which we are clearly intended
to do.

The bulk of the narrator's language, as I have been suggesting, is
controlled, witty and vivid; but in the love-scene we find an example of quite
a different style. When Fleda and Owen first embrace the sentences are short
and dramatic; the metaphors express the surge of pent-up emotion. But then
in {he middle of scene James suddenly veers into sentimentality:

He clasped his hands before her as he might have clasped them at an
altarj...le assisted this effort [by Fleda to regain her composurel,

soothing her into a seat with a touch as limt as if she had been
really something sacred.  (p.201)

In the absence of the narrator's qualifying voice the two characters fall into
the stylized gestures of melodrama. As W.B. Stein comments, here Owen 'becomes
an actor in Fleda's illusionary drama of chivalry!. 4 He plays his part with
a delicacy that is quite out of character and the metaphors which earlier had
been used with ironic purpose here appear quite solemn, with a disastrous lo.ss
of authenticity.

In fact whenever the narrator is insisting on Fleda's moral status his
language loses its hard edge and becomes vague and insistent. Co during one
of Fleda's conversations vith Owen she 1s described as followss 'She was
wound up to such a height that there might be a light in her pale, fine little
faceeess! (pe105)s James is attempting to give Fleda a pseudo-relisious status
and his constant references to her taste as being 'sudlime' and 'fine', as vell

as to her 'heroism' are purely adjectival. They gather no force because they
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are incapable of resisting the accumlated ironic welght of the narrator's other
idiom. And after all the nuirrator does justice to Fleda's qualities of loyalty,
etc. and offsets Mrs. Gereth's criticisms of her by his satire.

The pivotal issue in this strand of The Spoils is that James is attempting
to demonstrate Fleda's love for Owen in peculliarly selfless termse There is
even an awkwardness in the narrator's summary of her proposed action:

Of a different manner of loving she was herself ready to give an
instance, an instance of which the beauty indeed would not be

generally knowne. It would not perhaps if revealed be genera.lly
understood.ees (po114)

The narrator is rather defensive here and chary of spelling out exactly why -
Fleda's act would be *beautiful'. The root cause of all this awkwarcness
lies in James's desire not to make the relationship between Fleda end Owen
conventionally romantic. This, he stated in his notebooks, would be 'bana.l'.42
And in fact his insistence on Fleda's fineness in the novel echoes the
vocabulary of the notebookss

The fineness is the fineness of Fleda.,...Fleda's gveux are all

qualified = saddened and refined, and made beautiful, by the sense
of the IMPOSSIBLE....43 -

There is then en unresolved contradiction between two quite different
types of rhetoric from the narrator of The Spoils. One idiom is exuberant
and guiding the reader to view the novel's central situation from different
angles.s This ironic voice undermines for instance the materialistic notion
of possession which all the characters have except Fleda. But the other
voice, lacking the quality of irony, insists on an alternative value (selfless
loyalty) instead of merely implying it. The result is that The Spoils
ultimately lacks unity despite its closely woven texture, and this grows out

of a contradiction within the voice of the narrator.
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In Volume 10 of the New York Edition, James included one short story
('The Chaperoﬁ') and one nouvelle (*A London Life') with The Spoils ‘becauso
they were all three reflected' throuzh the consciousness of 'very young women,
....a‘.ffectved with a certain hic;h lucidity'. 44 A orief comparison between
these tales and The Spgils shows, in conclusion how varied can be Jamea'
control over the narrative foms. '

In the preface his over-riding concern is with structure and reflecting
consciousness, end he oxbreoses his pride in 'The Chaperon' (1891) because it
is consistently presented through Rose ’J‘.‘ra.more.45 the is the danghter of a
woma.n who has fallen into social disgrace becauso she was mvolved ina divorce.
After years in the wilderness Rose mderta.kes (succcssfully) to bring her
mother baozc into favour a.nd in the process becomes her cha.peron. 'In other
words the ta.le tums pa:r:tly on the reversed situation between chaperon and ward.
But there 1s a second interest growing out of the narrative volce 1tse1f. The
narrator throughout ghows an interest in social types and the politics of
regaining society's acceptance. Ie shows, ini other words, a broadér khowiedgo
of society than does Rose whose experience of its procedures 1s, as we night
expect, limited. This difference underlines the difficultj of her action since
it is made with such imperfect lmowledge.

But there is far greater divergence 'between the narra.tor and heroine in
'A London Life' (1888). lLoura Wing;, a young Aperican girl, has come to England
to visit her married sister uelena. ‘She has only been there & short time
before she discovers that her sister is having an affair and that a divorce ia
pending. Her sympathies swing to the husband and then back to uelena vhen
Laura discovers that he too seems to be having an affair. The situa.tion 13 ‘
thus similar in some i'espeots to that of The Spoils. Like Fleda, laura is

really an outsider caucht in the middle of a distressing situation which ig

beyond her control and where she 1is enlistved a8 a go-between. Once again we

see a difference between the narrator's social awareness and that of Laura.
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For instance, in describding her interest in museums we are told:
Besides her idea that such places were sources of knowledge (it is
t0 be feared that the ﬁoor &irl's notions of knowledge were at once
conventional end crude) they were also occasions for detachment, en
escape from worrying thoughts.

The aside reinforces many other hints James makes about the girl's limited

experience and, in the light of the whole tale, laura's desire for escape also

comes to mecan that she constantly tries to evade the truth of her sister's
situation. |

The critical edge in the passage above is clear enouch and comes directly
from the narrator since Laura shows a total incapacity for self-criticism.
Once again we would not suspect this ironic interplay between narrator and
theroine! from James's corments on the tale in his preface. There Laura is
described as a ‘candid outsider' who measures the eocial values revealed in the
1’.3.10.47 Jemes's tone 1s not as commendatory as it is when he is describing
Fleda, but favourable nonetheless, as if Laura represented qualities of fresh-

ness end honesty.

In the tale this i1s not so. Laura is too ignorant of Inglish society to
act as a narrative focus and the tale enacts her mounting hysteria as she
gropes for understanding and at the same time paradoxically tries to shut her
eyes to the immorality around her. Her language gradually diverges from that
of the narrator and consists almost entirely of melodramatic vocabulary such
as 'ghastly', 'hideous' and ‘horrors'e. She constanily imagines that a violent
catastrophe will take place, totally underestimating the capacity of social
forms to absorb shocke And she sees her sister's behaviour as evil and
horrifying, whereas the narrator's calm understatements imply that 1t is
immoral perhaps, but certainly not unusual. laura's reactions are constantly

exaggerated but, as Tony Tanner has noted,

It is not that Laura Wing is wrong as to her facts....but rather
that she is excessive as to her regponse to the facts, misguided
as to the light she sees them in 4
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The narrator, by his implicit acceptance of their kind of social behaviour,
moves closer morally to Selena end her husband than to laura herself. And his
frequent critical comments reinforce their charges that Laura is a prig and a
hypocrite. Her evasiveness and 1morahce thus offset her hypérsensitive
reactions and thé clima.x' of the ta.le'cox:ies as no surprise = i.aui‘a suffers a
nervous collé.pse and then leaves the country. Indeed at times she appears so
ridiculous and'unpleasant that Jcmes interrupts the narrative to plead for her,
Thus soon after she discovers her sister's affair she deliderately puts off
making any decislon

She driftadjkn, shutting her eyes, a.verting her head and, as it seemed
to herself, hardening her heart. This admission will doubtless
succest to the reader that she was a weak inconsequent, spasmodic
young person, with a standard not really, or at any rate not

continuously, high; and I have no desire that she ghall appear
anything but what she was. It must even be related of her that

since she could not escape and live in lodgings and paint fans (there
were reasons why this combination was impossible) she determined to
try and be hazgy in the given circumstances = to float in shallow,
turbid water, ‘ ‘ ‘ ’
Unlike the similar interruptions where James explains Isabel Archer and the
Countess ii‘ﬁgenia,so this could hardly be called a defence at all. Here James
does nothing to xnitigate the weakness evident in Laura's inaction and even adds
a gratultous ironic gibe at her pathetic ideal under the traditional guise of
parrative honesty ('1t must even be relatedees')s Unlike The Spoils where
James softens the 'common-sense' criticisms levelled at Fleda by Mrs. Gereth,
in 'A london Life' the narrative voice reinforces the mocking effect of events

and highlights the personal weaknesses of the central character.
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Chapter &
YVhat Maisie Knew
(1)

When What Maisie Knew was published in 1897 it brought forth complimentary

revievs. One of these in the Academy praised its psychological skill and

sumarized its method thuss | 7
You follow the story through the mind of Maisie; you see and hear
only what Maisie saw and heard} and yet such is the combined
humour and pathos of the presentment, you know so much more than
Maisie could possibly knoweee ;

Here we have stated, though in a vague way, an all-important distinction in the

novel's structure: namely, that between what Malsie experiences and vhat the

reader knows. This difference is fundamental to an understanding of the novel
and can be explained to a large extent through the nature of the narrator's
volce. | '

Several critics have noted this distinction, but without going into its
exact source. JeA. Hynes has treated the novel's main problem in showing not
wvhat Maisie knows but what her impressions add up toy while Glauco Cambon has
argued that ve see the action through Malsie's wonderment although there is an
objectified writer's voice interposed between her and the reader. J.W, Gargano
has rephrased basically the same notion when he states that the reader must,
with James's help, supply the normative terms which Maisie lacks. And J.C.
McCloskey finds that James 1s the 'conductor of the narrative', and because he
intrudes so often the novel is not truly psychological.z In general these and
other critics give only a perfunctory recognition to the presence' of a gulding
narrative voice and of the two exceptions (A.E. Dyson and Rosemary Sweetaple)
only Dyson discusses the general importance for the novel of the narrator's

l'mmou:x.'.3 ‘

.fames himself 'recognized an important function of the narrator in the
preface to Maisie where he admitted that without his presence the action would
have gaps and would perhaps lack intelligibility. Accordingly he decided to

present the narrative with Maisie as a witness rather than a reflector. This
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in turm would put both reader and narrator in basically similar positions,
They too would be witnesses but eimply more expert ones than Ma.isio.4 But then
there was a further problem - a child's lack of vocabula.ry, So instead of

a.ttemptiﬁg to let Maisie speak for herselt James reserved for the narrator the

full po_wér of articulation:

Maisie's terms accordingly play their part = since her simple
conclusions quite depend on themiy bBut our own commentary constantly
attends end amplifies, This it is that on occasion, doubtless,
geems to represent us as going so 'behind' the facts °§ her spectacle
as to exaggerate the activity of her relation to them.

This statement is quite in keeping with James's practice in The Other Eouse

and The Spoils, since he claims a superior awareness tut not privileged
knowledge. The narrator is present in order to clarify and explain what Maisie
experiences. And vhen in 1899 James wrote that he went behind 'singly' in
this novel he meant that he limited himself to access to her mind only, as

part of this explanatory prt::ceo:‘.m:«.6 In the preface then, he distinguished
pbetween lMaisie's experiences and the narrator's commentary on them as well as
between her vocabulary and the narrator's. »

During the detailed composition of Maisie in the nﬁtebodks = with The Spoils
the most-thorough plan of any of James's novels = h§ ﬁxade no mention of iho
narrator. Thia- vas partly bocauso‘ he was constructing the nbvel - aga.in like
M_l_g_ - in térms of mcene. As such they are coz;cemed largely v;th devel-
opment and plot. But he do‘es’ glve some indication of the structural role to
ve played by Maisie. So at several points he insists that she must be the
yitness of all the actions 'EVERYTHING TAKES FLACE BEFORE MAISIE' and 'Every-
thing is formilated and formilatable to the ch1ld'.! In view of the importance
of the question how mch does Malsie sctually know, it is important to stress
that James is viewing her in structura.l} not mora.l terms here. She will be the
t{ronic centre' or the mirror of the action renecfing it and creating its
Inevit;bly this means that she can only play a passive part in the

gymme try.

povel. But her compositiona.l value emerges in the vividness with vhich sho

gees things, as James aclmowlOdeed in the preface.a Because she i1s a chilad
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her vision is both fresh and clear and so she gives James a way of rendering
her situation.

The necessary explanations of Maisie's experience could pose a threat to
the novel's realism and James recognizes as much at the end of the passage
quoted. Ee glances at the objection that he is imputing too much to Maisie,
crediting hér Qith too much intelligence; but then disinissea it by stating
that the difference between her perceptions and the reader's‘ understanding is
'but of a sbado'. | This is rather disingenuous of James because in fact that
differénce generates most of the novel's comedy. And secondly, the prodblem
of hi§ Yover-working' Maisie's interpretgtién of her situation is one which he

by no means managed to avoid.

(11)

Like The Other House and The Spoils, What Maisie Knew opens with a
prefatory section which establishes a perspective over a large part of the
povel. But this introduction differs significantly from the earlier novels in
referring outward to society and in being bitingly satirical.

The divorce proceedings are surveyed, apparently in a non-committal way,
as if the narrator was a witness himself or even a member of the Faranges'
social set. His account stresses the parents! preoccupation with money end
casually mentions that it was impossible to find a third party (a friend or
relative) who could take care of Maisie. Right from the start the narrator
'a,dopts a method of under-statement. He does not spell out the degraded family
1ife the Faranges must lead or the dubiocus nature of their friends because the
asgumption is that this is not necessary. In other words he 1s crediting the
reader with enough moral and soclal intelligence to draw the conclusions which

ke is implying. So, when in the rreface James refers to 'our own commentary!,
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he is here including the reader's silent commentary, his inferences which the

narrator raises but does not actually make.
We can see this procedure at work in the very language used to descride

Maisie's situation:

'She was abandoned to her fate. What was clear to any spectator

was that the only link binding her to either parent was this lament-

able fact of her being a ready vessel for bitterness, a deep little

porcelain cup in which biting acids could be mixed, They had

wanted her not for any good they could do her, but for the harm they

could, with her unconscious aid, do each other.9
As with all James's fiction in the late 1890's, the narrator professea to bve
interpreting appearances, and sumarizing ‘hie interpretation in a concrete
metaphor. But we have to follow the tone of this interpretation very carefully
because it is ehot through with ironies. Maisie's fate is apparent to any
spectator except. by implication, her parents who seem to be unconsoioua of
how blatantly cynica.l their use of her is. And yet at no point does the
narrator imrite the reader to pity Maisie. | He makes no explioit statement of
sympathy for her beyond shaking his head over the !lamentable faoe' of her
position.‘ It is only the metaphor which mitigates the comparative a.ueterity
of his description for there we sea the violence e.nd possible da.nger in her
position = delica.te beauty ha.rehly Juxtaposed with corrosion.

moﬁghout the novel the narrator tends to direct irony against those who

exploit Maisile rather than linger over tho pathos of her situetion. \v.'ayne.
Booth has pointed out how irony repla.ces pity as the dominant feeling 1n the
course of James's composition of the novo]..10 Although in his notebook entry
for August 26th, 1893 James was still trying to balance the ironic interest
vith the pathetic, his rejection of the latter was latent really in the original
{dea of the novel where he wanted the child to be a 'source of dramatic situa-
tiona'o" Similarly in the preface James rejected the sadness of Maisie's
plight as a main source of interest and stated that instead he was fascinated
by the complicating and transforming effects she would have on a sordid
12 The ironies in the passage quoted above then lead us beyond

gituation.
Maisie herself to the behaviour of those around her, and secondarily to their
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wvhole soclety. This is why W.S, Worden is largely correct when he states that:
The conflict here is almost whoily in the way of external aétion.
There 1s little suggestion of any arduous inner contest between
love and right in Sir Claude, Malsie, or Mrs. wu.’
If the conflict is external, 11; does not of course imply that Maisie's .‘mner
1ife does not develop.
James conocludes the introduction with a brief account of how 'society'
(by wvhich he means the society of the Fa.ra.ngea) received the divorce. In this
vay he summarizes the hinterland of v'ulga.rity ‘and superficiality which lies
bvehind the immediate action of the novel, Once again the narrator a.dopta the
persona o‘f‘& member of that social grbup in order to satirize its assumptions

and values. The divorce and conflict between Maisie's parents 1s 1jolly* in

the sense that it gives peopj.e something to talk about over their tea, and the
narrator professes mock-sympathy for 'poor Ida! (Ma.isie'ﬁ mother) because she
bas hardly eny money left, although this is the end result of her consté.nt
extravagance. In the introduction and through thé first half of the novel
James makes use of‘ this traditiona). ironic stragegy = of stating one thing é.nd
really implying its opposite. The general quality which he is attacking 1n
the Faranges 1is their moral blind.ness.‘

James had already commented on 'chg corruption of the English upper class
in a letter to Charles El;ot Rozjton. 'I'he Dilke divorce case of 1886 was the
immediate cause but Jaﬁes took his criticisms much fu.riiherx‘

The condition of that body [the upper class] seems to me to be in

many ways very much the same rotten and collapsible one as that of
the French ar%ztooracy_bgfore the revolution - minus clerness and

conversation.

They are, he states, grossly materialistic and this is enother of the fallings
of the people who surround Maisie: they constantly try to replaée affection
or moral obligations with money. The most direct and biting sarcasm from

the narrator comes when, at Folkestone, her mother tries to buy her way out of
Maigie's 1ife. Maisie puts an abrupt stop to her pretentions declarations of
concern by mentibnixig one of her discarded lovers. This spoiis Ida's pose,
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for that is all her fine words amount toi
She turned this way and that in the predicament she had sought and
from which she could neither retreat with grace nor emerge with
credit: she draped herself in the tatters of her impudence, postured
to0 her utmost before the last little triangle of cracked glass to
which 80 many fractures had reduced the polished plate of filial
superstition. (p.182)

This passage 1is unique_ in expreasing such strong sarcasme And in it the

parrator brings together the physical details of her dress and manner to trans=-

form them into metaphors for her cynical vanity. Ida seems like a grotesquely

self-regardins actress, ;;erforming purely for her own benefit. Hexr moral

emptiness comes out in her 'tatters' (contrasting with her actual dress) and

in the reduction of motherly feeling to a mere fragmentary ‘superstition'.

One tangible expression of her cynicism 1s the money which she almost offers

Maisie, thereby exactly complementing the narrator's description of her,

Such an example demonstrates that C,0. Kaston is only partly correct to
argue that 'the varlous voices of soclety in Maisie forge a species of talk
remote from the work's sources of feeline'-’s If by 'voices of society'! he
means the voices of the other characters then his statement can stand. If :
hovever he includes the narrator's volice within his category then it canno‘t.
gince it represents a powerful source of irony and indignation, especially
throughout the first half of the novel,

So great is the narrator's irony against Maisie's parents and governesses
that we frequently perceive two totally different interpretations of the same
event without losing eny clarity at all. So when Miss }Oven’nore,}a beautiful
" vut impoverished "1a.dy'. is hired by Mrs. Farange as Maisie's governess, a
proviso of her post is that she should not see Maisie's father, However, as
ghe puts it, she conceives such a deep affection for her charge that she
finally comes to his house'.; Because the prevailing tone of the narrator has
been g0 consistently ironic 1t only required the slightest hints to show that
che is lying end in fact is attracted to Beale Farange. So ehe explaina her
reasons *fronkly' to Maisie and then is descrided as a *martyr' to her

arfection (p.17). Even the literal summarizing of her words by the narrator
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makes them seem rehearszed and « what they in fact are = a blatant pretext.
Irony then 48 one of the main charncteristica of the narrator's voice,
end behind it lies a2 deep~rooied resistance to the casual irmorality and

oynicicm in the novel's society. In his preface to Tre lesson of the Fastew
Jemes explained that irony was constructive because it implies altermative
valuea to those under attack, and for it to be worth-while these alternatives
must be betters
llow can one consent to meke a picture of the prepondersnt futilities
and vulgarities and migeries of 1life without the iopulse to exhibit
as well fron time to time, in its x;ai!.ax:e1 6som fine example of the
reaction, tho opposition or the escape?
Jomes is in fact noticeadbly vague here about whot the alternatives might bvej
they might even involve evasion. DBut at any rate we can take the irony in.
@g_g as a prolonged gesturo of criticien agninat a society where even the
fundazental values of honeaty.‘loyalty. affection, etc. secem to be totally
abgent.

If the narrator places himself at times within this society it is an
ironic stance which associates him by implication with liaisie's fate. Until
ghe becomes fond of Sir Claude che seema alones The narrator is evidently
the only one who can see ihe cyniclam of others in its true lizht, but, decause
he is not a character within the fiction, he can only come to her rescue throush
the tone of his wvoice, 5o vhen he swunarizes »mmo'a rerplexity at her
gtranze situation, he conveys a puzzlement which is comic mther than moving:

Shee.eereconized the hour when = the phrase for it came back to ker
frowm Mrs. Beale = with two fathers, two mothers and {two homes, six
proteotions in all, she shouldn't know *wherever' to go (p.SZS.
4'rhin realization doez not seriously distrust eithei' Maisle or the reader and
this is becauss the rnarrator's absolute lucidity reduces her plishit to a
question of qumbers and diverts it from pathos into comedy. Eis voice
constantly butiresses Maisie againat the possible bald effects of her surround_— -
ins circumatancess This is very important for the novel's percpective because

na:“j,. geems extraordinarily wvulnerable., It was no doubt to add extra
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‘reassurance to the reader that James included in the opening section the
. unobtrusive detall that Maisie had inherited a secure regular allowance from a
godmothers
- Although the narrator constantly hints at meanings which are beyond Maisie's

reach, there is a strong continuity between her experlence and the kind of
language he uses. So when Mrs. Wix tells Maisie stories instead of giving
her lessons her conversation takes on a superficial glamour:

Her conversation was practically an endless narrative, a great

garden of romance,.with sudden vistas into her own life and gushing
fountains of homeliness. - These were the parts where they most

;mgered.(p.zs)

These mmces have been culled from chezp fiction and pﬁt ﬁrs. Wix into the
compeny of James's other female characters in this period who eompensate for
limited experience by romantic longing = Fleda Vetch, the governess in 'The
Turn of the Screw' and the telegraphiet of I_g. g;g But more mporta.nt
here 13 that the narrator takee material from these romances and converts it
into a metaphor of Mrs. Wb:'s emotional mdulgence. Ha.ieie actually exper:l-
7ences her gushee aga.in and again vhen she eeizes ‘the child in eudden hugs.
The phra.ee 'garden of rome.nce' also predicts the later ecenes (a.t Earl's Court,
in Byde Park and in m-ance) vhere Maisie literally does seem to be movlng ina
romentic 1dyll. | |

The verbal texture of the first half of Malsis then contains an intricate
2nd close-knit alternsticn between the metaphoﬁcaiana tfm actusl, In onder
to convey Maigie's sense of con.msion or her firet tentative efforts to fom
connections between things the na.rrator takes the ma.teri.als of her limited
experience (toys, etory-books. vieits, etc.) end uses them as metaphors for her
rea.ction. Her first parting from Mrs. Wix comes soon after a visit to the
dentist and the latter pravides an analogy for the:lr sepa.ration. Maisie is
tembedded in Mrs. Wix's pature as her tooth had been eocketed in her gun' (p.2b),
This comparison is eimple enough to be peycholog:lcauy realietic. Maisie

herself could have made it. 4nd 1t renders her feelings in terms of immediate
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physical sensation. In fact the mnilogy is rathe: ambiguous because Maisie's
visit to the dentist was painful but necessary (and éo perhaps is her pa.rung
from Mrs Wix).  And secondly it could refer to Mrs, Wix as well as F‘aisie;
gince her governess has demonstrated an extreme possessiveness towards the girl
from the outset.

Of course Maisie's attempts to understand what goes on around her are
halting and very limited at first but they gemerate most of the novel's comedy.
She constantly compares the actions of adults to games but games whose rules are
frustratingly obscure to her. But the adults'! 'games' are most seriously
irresponsible than she realizes., By strategically hintingz at the gaps between
her knowledge and the real state of things the narrator drains off the possible
golemity which might surround a child in such a position. This is why F.R.
Leavis was right to state that the novel's tone and mode were those 'of an
extraordinarily high-spirited comedy's'! . The tone is not constant however and
as the satire recedes in the second half of the novel, so does this broad comedy.
lastly, although Maisie compares adult behaviour to games, at times this seems .
to be literally true, because they change their liiisons with routine frequency
and in a compulsive superficial way. The metaphors for Maisie's perception
thus point in two directions: inward, to her growing mental facultiesj; and
outward to the actions of those around her, So Peter Coveney misunderstands
the nature of the action when he objects that the changes in adult relationships
pever have adequate psychological motivation.18 It is faithful to the child's-
eye perspective and also true to the nature of the society that there should not
be any deep reason for these changes.

At some points the explanations of Maisle's responses become charged with
a significance which goes beyond her immediate situation. For instance when
she is going to Hyde Park with Sir Claude, Maisle reflects with satisfaction
that he (and Mrs. Vix) are the only ones who explain enything to her. But
even this brings back pemories of past disappointmentss
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It all came back - all the plans that always failed, all the rewards
and bribes that she was perpetually paying for in advance and perpet~
ually out of pocket by afterwards « the whole great stress to be
dealt with introduced her on each occasion afresh to the question of

money. (p.113)
Eere the carefully balanced rhetoric makes little attempt to enact the process
of Maisie's realization. It is much more of a direct comment and, although
occasioned by a meeting with Sir Claude, it could apply much more strongly to
Maisie's parents. In this particular context it signifies that Maisie slways
feels somehow fout of pocket! when she is given promises or explanations. They
always seem inadequate. But the references to money set up resonances which
extend outwards to the novel's society in general, For its members constantly
attempt to replace obligations or emotional transactions by fin:mcial ones.
Shortly after the Hyde Park scene the American 'countess' buys Maisie off on
behalf of her father by giving her a handful of soﬁreigns, which are then
taken from her by Mrs, Beale. These financial and commercial metaphors in
this passage extend throughout the first half of the novel, and always carry
comnotations of cynical calculation end materialism in the characters they refer
to. |

since our point of access to this society is through Maisie it follows
that her perspective must affect the :eality of the ché.racters she encounters,
Except in the introduction to the novel the nénator does not eupply descz;ipt-
jons which are not mediated throuch Maisie.r But thé fact that his ironic and
mumorous tone shades easily into Malsie's own impressions does not mean that
the irony is more important than the psychological realism. The one nourishes
the other and enriches the texture of the novel's style, as Walter isle has
noted.19 v .

Because Maisie can scarcely uncerstand the adults she meets, hgr world
comég to seem a phantasmagoria of vivid disconnected pictures. Martha Banta
has commed this effect with the Alice books but a specific comparison is
_carcely necessary.>) This fantastic quality emerges from the kind of figum-
ative lenguage which the narrator uses and from the speed and fragmentation |
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of some descriptions. One particularly clear example of this technique comes
in Chapter 18. QMaisle is being taken to the Earl's Court Exhibition by Mrs.
Beale and this comes shortly after their experiment at going to educational
lectures together. Both are adventures to Malsle, but the Exhibition gives a
vigual metaphorical summary of Maisie's experience up to that point. It is
composed of side-shows, each one costing a small sum. %he narrator carefully
underlines the metaphorical importance of these payments ('small coin dropped
from her as half-heartedly as answers from bad children to lessons that had not
been looked at'). This is no mere rhetorical decoration because the outing
will form part of Maisie's education = in more ways than one.

The scene at Earl's Court depends for much of its effect on vivid visual
details. Indeed throughout the‘ wvhole novel ther; is a constant emphasisv on‘
the act of seeing, firstly to take in sense—d#ta and ‘then more and more on the)‘
act of peréeption. So Ma.isie stops before a side-show (the Flowers of the
Forest) wl;ich has the brightly coloured surface of a picturé—i)ook scene, Mrs.
Beale tells her that Sir Claule 15 not definitely coming vhich makes Malsle's
vision dlur Qith tears which are carefully left un-nameds |

+e.a Temark that caused the child to gaze at the Flowers through a
blur in vhich they become more magnificent, yet oddly more confused,
and by which, moreover, confusion was imparted to the aspect of a
gentleman who at that moment, in the company of a lady, came out of
the brilliant boothe The lady was so brown that lMaisie at first
took her for one of the Flowers... (pe143)
By sticking to physical facts the narrator understates Maisie's disappointment
and also mimes out her shifts in vision. Her momentary rise of tears gives a
pnatural transition from the description of the side-chows to that of the
tgentleman' (who is in fact Malsie's father) and the brown lady (who is his
latest mistress). Maisie's vision here defines their reality because they
appear to grow out of the exhidbits, appear to be exhibits in a sense. Exactly
the same thing happens when Maisie's mother disappears into the dusk at the
Folkestone hotel, and when Maisie meets other adults. They move rapidly in
and out of ﬁcr vision as if they were bewilderingly unreal and in each case the
mﬁor unobtrusively relates this effect of fantasy to the characters' moral

naturoc



91

In the scene at Earl's Court the narrator also emphasizes that Maisie

feels as if she had stepped into a romance (*The child had been in thousands of
stories = «..but she had never been in such a story as this's p,146). And part
of this romance 1s the way one scene shades rapidly into another. Her father
takes Maisie to Mrs, Cuddon's (the brown lady) where once again the narrator
makes implicit comment throush the visual detalls of her drawing-room. Every=-
thing dazzles Mailsie with its meretricious brightness, and, just like at the
Exhibition, the objects noted in the description seem strangely unrelated to
each other. Similarly when Maisie is finally sent home the short phrases under-
line the speed of eventss

The next moment they were in the street together, and the next the

child was in the cab, with the Countess...quickly taking money from

a purse whisked out of a pocket. Her father had vanished....the

cab rattled off. Maisie sat there with her hand full of coin (p.164).
Once more cormectives are noticeably absent and explanation reduced. to a minimum.
Maisie is bewildered :ather than upset, and reasst;red by the handful of sovereigns
that she is still in the Arabian Xi{?ﬂltao But the reader knows better and is
well avare of what kind of relationship there is between the Countess (Mrs.
Cuddon) and Beale, Just as in The Spoils place reflects a character's nature
but what is nevw in w is the insistent conversion of immorality into
grotesque humour. ‘

In scenes such as that Just described Maisie functions partly as a mask

through which the narrator can caricature '.che’ people she meets, DPerhaps the
most grotesque description in the wvhole novelv is that of the bdrown lady:

She literally struck the child more as an animal than as a 'real' lady;
ghe mizht have bem a clever frizzled poodle in a frill or a dreadful

human monkey in a spangled petticoat. (p.161)
This caricature is only a more extreme form of the technique Jamés uses in The
Other H;mse and The Avkward Age since the narrétor only claims : fo be offering a
possible interpretation ('might have been') of appearances. But there is a
gtronger rhetorical flourish here, a more conscious display of comio virtuosity
which reduces the woman to a circus animaljy and that in turn suggests her

corruption, which is beyond the reach of Maisie's understanding.
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Similarly when Mr. Ferriam, one of Ida Farange's lovers, visits the school-
room his features are comlcally displaced so that we receive no visual sense of
his person as a whole, He ‘seems to have moustaches over his eyes and his 'beyea
(?these pélished 1ittle globes') roll around the room as ir they were bi111ard-
ballse Billiards is Ida's one undisputed skill and, since Maisie would probably
have no way of knowing this, 1t is the parrator who through this comparison
guggests that Ferriam 1s just an eppendage of her mother. ‘

This descriptive technique of reducing charé,cters to ebsurdity probably
draws on Dickens, and especially on the early chapters of Oliver Twist and David
Copperfield (Mrs. Beale at one point compares Mrs. Wix with Mrs. Micawber). In
all three cases a hallucinatory effect of distortioryx\ is gained through the
child's—eye perspective by focusing on d;sembodied features which define the 7
characters in question. The main diffe:ér;ce between Maisie and Dickens's novels
however, is that in the latter the child hero is usually the victim of those be
encounterse So their magmified features are both grotesque and full of threat
to the child.s In }Maisie these minor cha:racters never come into close enough
contact with the girl to be any danger to her., And the confident rhetorical
control which the narrator exercises over them further reassures the reader
that they are simply ridiculous. o ,

H.R. Wolf has argued, rather perversely, that this tonal reassurance is
just one of the many censoring devices that James uses in order to avoid facing
the unpleasantness of vhat goes on around Maisie, and that the rea.dpr never
vorries about her moral eafety because everything is under such firm control.zi,
Strictly speaking Wolf is raising two points here. Firstly he suggests that
ﬁaiaie is protected in various ways from the surrounding comption. This is
cewy true and, as I have been guggesting, the result partly of the
parrator's rhetorice. Secondly hg geems ‘o suggest that James 1s emdirigtho

corruption around Maisie. But in fact What Mcisie Fney has an air of £ rimess
in dealinz with promiscuity which James rarely achieves, and this is because {t
ig only important in so far as it impinges on Maisle herself. James was quite
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categorical in denying that explicit sexual love was a fit subject for fiction.22

But on the other hand in the preface to Maisie he firmly rejected the convent-
ional moralism which might surround the portrayal of a child in such sordid
circumstances. Instead, resorting to his traditional analogy between the
novelist and the *painter of life', James put forward a different morality =
that of seeing, of painting such a situation frankly and honestly, and not
hiding behind vague epithets like 'd:l.sgus’c:l.ng'.25 So the emphasis on the visual
forms an integral part of the novel's whole moral purpose,

Furthermore Maisie's ignorance and wonderment supplies a further defence
for her against the immorality of the adults., This is stressed several times
in the preface and made explicit‘in the novel itselfs

seothe sharpened sense of spectatorship was the child's main supportese

It gave hexr often an odd alr of being present at her history in as

e L it S AT e e
This comment mskes it plain that Maisie has enough difficulties trying to under—
stand her own experience without making sense of the behaviour of aduit as well.
And throughout the first half of the novel the narrator stre-sées how the connec-
tions she does make only carry her a short distance ‘towa.rds understanding.s As
william Walsh po;lnts out, James 1is far more concerned to capturé the absolute,
present quality of the girl's limited expericxm‘e.25 |

Of all the charp,otera who are presented through visual caricature Maia:lo's
parents receive the most extended attention, and the implicit reason for this
is that they have shown the most Irresponsibility in their treatmeni: of her.

Ida is defined by her huge staring eyes, her red halr and the dazzling array of
Jjewelry she wears. When she remarries it literally changes her appearance, a
gtartling effect which Malsie puts down to her being 'in love's
...sh§ wag able to make allowance for her ladyship's remarkable
appearance, her violent splendour, the wonderful colour of her lips
end even the hard stare, the stare of some gorgeous i1dol described
in a story-book, that had come into her eyes in consequence of a
curious thickening of their already rich circumference. (p.57)
0f course phrases like 'violent splendour' and ‘rich circumference' carry us a

considerable distance be:fond X*’Ka.isie's reaction since she could not artiéulatg
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it in this way. But Ida's actions are Just as grotesque as her features. She
ws moods at the bat of an eyelid and constantly mdulges in sudden physic#l
gestures - whether to clasp Maisie to her ample bosom vor to thrust her away.
Similarly Beale Farange is defined mainly by his gleaming array of teeth and
large giéssy beard, Now although thesé are further exampleas of composing
characters ‘through Malgie, the narrator describes the parents in this way
M we begin to see events through Haisie‘s eyes, IHer father appears in
the introduction as an ostensibly attractive man:
Beale Farange had natural decorations, a kind of césfume in his vast
fair beard, burnished 1like a gold breastplate, end in the eternal
glitter of the teeth that his long moustache had been tralned not to
hide and that gave him, in every possible situation, the look of the
Joy of 1ife. (pe5)
In both Eeale and Ida the narrator stresses the element of theatre but becé.uae
ve nevér see beyond their surfa.cé, their costumes seem to cover a void. Partio-
ularly ii'onic here 1s the sugpestion that Beale has ’a. feeling for *vthe' t oy of "
1ife' because what this boils down to in practice is promiscuityka.nd then
financial dependence on his mistress. The depiction oir Maisie's parents then
follows on logically from these initial thumb-nail sketches in the introduction,
and constantly hints at a notlon of performance a.nd of the soclal or ae:ﬁ:al
purposes of their dress which Malsie could xiot even 'beé;ﬁ to ;‘ealize.

Although the marrator very rarely makea an overt céndemnatioh of Ida or
“Beale Farange, his descriptiéns of them have a tone of finalitybwhich ‘rule out
the'possibility of their even showing real kindness to lialgle, _This is nof
the cage with the descriptions of . Beale or Sir Claude. Both of them are
generally atiractive. They do not have any grofesque reductj.ve peculiarities
of appearance. And so the fact that they escape the narrator's tetidency to
caricature suggests that they may form a more genuinely affectionate relationship
vith Ihaiaie.' This they both do at times, but not a constant or reliable one.
The simple fact that they are physically attractive is important but ultimately

guarantees nothing.

The last important character to consider in connexion with the technique

¢ ca.ricaturﬁ is Ma.isie'ﬂ £OVeIrness, Mrs, Wixe In a recent ﬂtUdY of her I‘Ol.,
o . ,
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L.As Johnson has argled that the narrator performs the function of pointing out
that she 1s more grotesque than any of the other characters realize.26 But
Juliet X'Iitcheli sees in the portrayal of Mrse. Wix 'one of James's nastiest

characterizations' because he indulges in ridiculing everything about her.27

The constant reductive i:ony which plays around Mrs. Wix is more explicit than
towards any other cha.racter, but it is not necessarily self-indulgent Just for
this reason.

From the very beginning, even before he gave her a name, James clearly had
in mind a ridiculoua character, In the early notebook entries he calls her
'the frmnp' and whex; she first appears in the novel James brecks his normal
practice of presenting a purely visual portrait end gives a 1ittle information
ebout her past life - in particular that ehe had had a daughter who had been
knogkeci down in the Harrow Road 'by the cruellest of ha.naome" and killed (p.zd).
this ihformatibn seens merely comic, not because of James's self-indulgence,
but béca.use Mrs. Wix kaepé thruasting it on Maisie and noﬁhere shows a.nj
capacity for deep feeling. _

She too is deséribed thrpugh grotesquely individualized details, but‘each
one suggests some Qeakness in her character, She wears, for instance, a dingy
rosette on her neck, .hinting at a comically wrong-headed vénity, And above
all she wears glgaseé vhich correct her sight. 3Bearing in mind the importance
of the notion of seeing in Maisie, these glasses (her 'stmie,htenérs' ‘as she
calls them) glve concrete physica.l expression to the blihkered conventional
.tandafds of morality which she displays later in the novel. James ma.kes his
caricature quite unequivocal when she is sumarized as being 'passively comical
- a person whom people, to make talk lively, described to each other and
imitated' (p.21). In the New York Edition this becomes even stronger. Mrs.

Wix is 'as droll as a charade or an animal towards the end of the "natural

history"'om The revision makes her absurdityr all the 'stronger fof being t;xore

concrete.
The kind of vocabulary used by the narrator towards Mrse. Wix is full or

metaphors = of animals, of attack and defence (as if che was really defendlng
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Maisie from immorality); and he describes her scruples in exactly the same way
as her dress. She has a 'dingy decency! Jusi: a8 if her morals were an extension
of her clothes, which in a sense they are. And even Mrs. Wix is self-pudbliciz~

ing also:
Everyone knew the straighteners; everyone knew the diadem and the

button, the scallops and satin bandsj everyone, though Maisie had
 never betrayed her, knew even Clara Matilda. (p.21)

This is all under-stated, but the implications are clear. _J}rs. Wix is
recognizable from her grotesquely inappropriate dress and also from constantly
repeating the story of her daughter (Clara Matilda). So when the narrator
calls her 'poor lMrs. Wix' his mock-sympathy is actually ironizing her way of
parading her misfortune. She even takes this to the extreme of trying to make
Maisie a substitute for her lost girle So the heavily sarcastic rhetoric
which the narrator uses towards her is only borne out by her actual behaviour.
It is neither excessive nor indulé,ent.

Commenting on the novel's descriptive detail, Cicely Havely has written
that 'what Maisie needs is precisely that solidity of detail with which James
describes Mrse Wix'.29 This 1s to misunderstand the effect of the descriptions
mkthe novel. The narrator places Mrs. Wix, morally speaking, by evaluative
comments embedded within the physical details of her description. As in most
of the novels of this period, the characters are arranged hierarchically, those
at the bottom being the most caricatured. Maisie is by implication at the
opposite extreme to Mrs. Wix, and anyway her structural role (as a reflector of
events) tends to rule out a physical description of her.

In fact, as several critics have noted, Mrs. Wix gains considerably in

gtature when she reappears in the second half of the novel.z'o The ironie
micatuxing comments from the narrator are muted, and sho takes a i‘ar more
positive part in the action, It is she who raises the question of whether |
Maisie has any moral sense or not, but, not sui'prisingly, the girl failas to
\mderstand the meaning of the term 'moralt. 'I'his suggests another reason why
James should have been s0 intent on ridiculing Mrs., Vix's attitudes, apart from
pher conventionality _and hypocrisy. In an early review of Mrs, E, R. Charles's
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Winifred Bertram (1866) he had insisted that children should not be made
precociously good in fiction.”! Instead they should be allowed to grow
naturally and from their own moral sense., Mrs, Wix comes in for ironic assault
because she i3 constantly interfering with Maisie and feminding her of right or
wWronge By»contrast 1t seems to be only the narrator who is capable of
disinterested concern for Maisie, -

In order to avoid overt moralism about Maisie's tfeé.hnent the narrator
frequently summarizes otk;era‘ commezits on particular events, and in so doing
generateé a strong element of verbal humour. So when Maisie is separated |
from Mrse Wix for the first time, lNrs. Beale (or iss Overmore as she is a.t’
this stage) protests that it is a shame., And Maisie reflects fata.listicaily
that 'there seemed almost tp be "shames" connected in one way or enother ﬁth
her migations' (pe25)s This is yet another device for deflecting the pathosv
into a comic general rule which Maisie haif-fommlates to herself. But there
is a further point to her misunderstanding of the word 'bad' or misappiication
of the word 'lov?'. They are an important comment on the society around her
where such terms have become displaced from their moral realities, This is
yet another example of the narrator meking a veiled comme{nt on thé adults |
throuzh a misteke which is psychologically #ppropri#te to a child of Mailsie's
Again and again in the first half of the novel her mistakes prove to

F:Bay: Y
have an element of literal truth about them.

(111)
So far I have been suggesting that the narrative voice in the first half
of What Maisie Knew achieves two main results. Firstly by concentrating on the
grotesque aspecfs of those adults Malsie meets, the narrator reduces her

11ability to moral or emotional injury from them, And secondly he establighes
en ironic perspective which directs the reader towards implications vhich Maigie
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cannot see, and hints at hidden meanings in the scenes presented mainly through
dialogue. In this wa& James, as Rogemary Sweetaple points cut, combines tﬁo
methodas ~ that of dramatic presentation through point of ﬁew, and that of
tauthorial comment' (by which she means comment through the na.rrator).B 2
However James's use of the narrator here raises a critical problem, one
" located by A.E. Dyson in virtually the only extended discussion of the novel's
narrator. Dyson argues that the narrator shows a constantisense of amusenment,
not at Maisie's expense (like some of the adults), but because he enjoys his
own absolute lucidity in depicting hidden motives, etc. The narrator shows
the pleasure of an artist wrestling with an artefact rather than the tone of
the moralist and thereby glossea over the moral issues which the narrative

raises in relation to Maiaie.3 3

The comic tone, in other words, is ultimately
evasive. Dyson, like Rosemary Sweetaple, wants to resist the novel's comedy
because it seems to be at odds with accepting the seriousness of Naisie's
position.34 .

This argument is closely related to one by Paul Fahey where he accuses
James of not facing the emotlonal realities of Maisie's situations So, instead
of having an effect on her (as they realistitally ought to do), her experiences
only define her essential needs by coxrxtz:asi:.3 >

- If the narrator's volce established the total perspective these objections
would have a lot more weight than they in fact do. But the narrator's humour
constantly invites the reader to sisp back and see Malsie's plicht as a whole.
It is the lozgical end result of James's situational interest during the compos—

ition of the novel, wherc he noted that the subject formed a 'melancholy comedy!

6
or an 'ugly little comedy'.’

The narrative volce does not exclude deep
feeling on Maisie's part. It simply understates it and refused to linger over
it, And comedy is by no means the only tone the narrator adopts. When Maisie
1s being fought over in the last sceme, between Mrs. Wix and Mrs. Beale, her

governess insists that she has brought Malsie's moral sense. But Maisie cannot

angvers:
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- eeeds if she were sinking with a'slip from a foothold, her arms made -
a short Jerk. VWhat this Jerk represented was the spasm within her

‘of something still deeper than a moral sense, - She looked at her :
. examinerj she loocked at the visitors; she felt the rising of the

" tears she had kept down at the station. (p.296)
wm; bi:iliiant econory James translates Maisie's feelings into one physical
gestui'e; " And then the narrator follovs this up with an explanation which
mp].iesk that now only he can fully understand her feelings. ' The other have in
their' various Ailays let her down and so deserve their relegation to the anonymity
of 'exa.minei" a.nd 'visitors' Implicitly the na.rrator contrasts his concern -
for Ma.isie with Mrs. Wix's a.nd Janes heiahtened this contrast by adding a
further comment after the passage quoted, in the Kew York Edition (*They had
nothing = no, distinctly nothing - to do with her moral aense') This is one |
of several places where the na.rrator smpends his comic tone a.nd depicts l‘aisie'a
deep feelinge And even in the ea.rly chapters where the comedy is at its
broadest, his voice plays against Maisie's actions which_ are sometimee. r}n}ore

moving than his tone wculd swst.

Around the middle of What Naieie Krvew there is a decisive shift in the
texture and concerns of the na.rrative. ~ After the exits of Maisie 8 ‘pba.rents‘ |
the narrator's tone of ironic humour recedes and a nruch stron,ger emphasis is
placed on i_nterpretaticn e.rid_ana.iysis. Significa.ntly also, there is a marked

change in‘the ’scenle's\:at Bouio@e. There Maiaie's sensibility feels to expand

and this is rendered visua.lly by the coherence, brightness a.nd sense of space
which the pictures of Boulog;ne contain. ~of these Peter Coveney suggesta that
James is importing an element from his own sensibility and that Ma.isie'a thrills
for 11ife! are irrelevant.37 This is however & carping criticiem because
Maisie's trip to France parks a point in her psychological growth where such a
capacity for appreciation is plausible,  Of course an unspoken irony behind
these descriptions is that Maisie should only feel this sense of release after
she has left her Pai‘eﬁtso o o

Dyéon's armument outlined sbove bridges both halves of the novel and

relates to the portrayal of Maisie in the last chapters. One of the narrator's
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main concerns throug,hout is to make plain Ma.isie's situation and clearly as her
(capaeity for understandinu grows, so their interests converge (since she too is
trying to make sense of her situation) From around Chapter 17 onvards the .

style of her thou{,ht and the narrator 8 idiom tend to overlap and merge 80 that
at times it becomes difficult to identify the voice. The early example of this

comes when uir Cla.ude spends more time with Maieie because his wife is occupied

with other mens , , _
v It threw him more and more at la.st into the echoolroom, where he had

.plainly begun to recognize that if he was to have the credit of
perverting the innocent child he mig;ht aleo at lea.st have the X

‘ amusement.  (pe80) -
The tone of this passage suggests that the narrator is atiributing these thoughts
to pomecne = but who? It is uncertain who is doing the recognizing; it could
be Mrs. Wix, or the reader (as hypothetical observer) or even Maisie, ‘t.hou,f_z;h;i
the latter seems scarcely conceivable. This is an important detail here "
because Sir Claude forms. the close relationship with Maisie of all the adults
and never seems as cynical as this description sucgests. ' ‘
The most noticeable result of the interest shifting towards analysis is an

{ncrease in the complexity of the symtax. - So for instance we learn of Mrs.
Beale's agitation when her relationship with Sir Claude does not run swoothlys
ees8he wept now with passion, professing loudly that it ad her good
and saying remarkable thingss to the child, for whom the occasion was
‘an equal benefit, an addition to all the fine reasons stored up for
not meking anything worse. It somehow hadn't made anything worse,
' Maigie felt, for her to have told Mrs, Beale what she had not told
Sir Claude, inasmuch as the greatest strain, to her sense, was between

S4ir Claude and Sir Claude's wife, and his wife was Just what Mrs.
Beale was unfortunately not. (pp.1 32-3)

This ie the free indirect speech which James came to use more and mere from 1897
onwards, whereby a cha_racter's mental processes are doveta.iled into the na.rrator'
expla.nations of them. Here the narrator insists that Ma.ieie is doinz the s
ana1yzing but he credits her with undereta.ndin‘, the dirference between a marj.ta],
end extra.-marital relationship which is beginning to strain plausibility. From.
chapter 17 onwa,rds it seems in fact as if James was less interested in distinguish-

j_ng between Haisie's perceptions and the narrator‘s, than in conveying finer
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end finer shades of variation in her situationj end this is one reason why the

language becomes more complex.
A second_and external reason for increasing complexity was that James changed

his method of composition to dictation in the middle of What P‘eisie Knew.

Indeed one of James s oldest friends, Thomas Sergea.nt Perry, clalmed that he
could loca.te the very sentence in Chapter 18 where this method began.’el ‘The
implication was that it a.ffected his style end made it more diffuse, and this
is confirmed by 'l‘heodora Bosa.nquet, one of James's later steno{;raphers, who
wrote that Ja.mes openly a.cknowled{;ed this tendency.”- Perry's cla.im is belied
by the existence of one of the original type—scripts of the novel which begins
with Cha.pter 17 and finishes in the middle of Chapter 18. The corrections
which James inked in and the subsequent revisions which ke ma.de for the novel
text all testify to his scrupulous care to achieve precision and nuance in
Maisie's interpretations. 'lhe lines innnediately preceding the passa{;e quoted |
above have been corrected in some detail and suggest that James went to some
lengths to counteract e.ny looseness of expression which mi(,ht have come from
dictation.4° The centra.l phrases of the p‘..ssa.ge ‘quoted were again revised
for the Ncw Ycrk Ldition where they rea.dz Yisean a,ddition to all the fine
preca.utiona-ry wisdom stored away. ' It somebow hadn't violated that wisdom, ’
Maisie felteoo! WA ‘. The later version is less cumbersome and more compact, ’
without being more expla.natory. The narra.tor is ma.king little attempt to
enact the procees of Maisie's interpretation directly.‘ | -

‘The use of such complex synta.x to present laisie's thoug;hts subgeste that
she is quite detached from her own experience, but in fact she ca.n only achieve
this deta.chment intemittently. As she develops a sense of her inner self
and as the pace of the action slows down, she becomes more concemed with tho
eymmetry of her situation a.nd with a total understa.nding of it. In her concern
with pattern (how the choracters are arranged around her) she comes to resemble

James in the notebooks and prefa.ce as well as the narrator. It is towards this

area of tne novel tna.t' che;*@es about Maisie's realisn are directed., Thus
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M.G. Shine argues that her perceptions are dissociated from her emotional
development, and Tony Tammer that her reflexions become more complex but not

her knowledge.*? -

These end other comments point to a growing ineietence on one aapect of
Maieie's character (her perceptiveness) at the expense of others, and in fact
it waa a danger which James himself recognized. He admitted that great demanda
vere made on Laisie’s sensibility but that she must rcmain probable, which :
Donald Pizer argues that James achieved.4§ . But James did admit that the tele—l

graphist in In the Caﬂe (included in the scme volume of the New York Edition as

Iaisie) vas unrealistic because she ‘was over-intelligent.44

The culmination of this tendency comes in Chgpter 20 of laisie. By this
point Maisie has had her final partino with her father and is preparing for tho
move to Folkestone and France. She has such an upsurge of pcrceptione about
the implications in Sir Claude's non-appearance that the narrator has to apologizo

and admit that he cannot possibly hope to trace them all:
eoel must be content to say that the fullest expresaion ve may give
to Sir Claude's conduct is a poor and pale copy of the picture it
presented to his young friend. (p.168)
Despite the reference to 'picture‘ Haisie'e perceptions are now rendered
abstractly and more through the inflections of the syntax than through ooncrcte
metaphors. The latter preserve a strong continuity between Malsie's actual
experience and her attempts to organize it, in the earlier chapters of the
rovel., Here however the cadencing, the hypothetical questions and conditional
verb-tenses all tend to smother the facts of her experience and to focus mainly
on charting out relations between the four charactera involved - Mrs. Wix, |
Mrs. Beale, Sir Claude and Haisie herself.

In the paragraphs followinu this passage the narrator's defensive insis—
tence that Maisie really did see all these connexions runs like a refrain. | The
notion of 'Seeing' has by now become completely internalized and the key verbs
denote analysis rather than emotional reaction. Indeed it scems as if MEisie's

exhileration at making all these inferences coincides with the narrator's
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delighted helplessness before these complexitiess
©1r hrs. Wix, however, ultimately appalled, had now set her heart on
strong measures, Maisie, as I have intimated, could also work round
both to the reasons for them and to the quite other reasons for that
lady's not, as yet at least, appearing in them at first hand.

Oh decidedly I chall never get you to believe the number of
things she saw and the number of secrets che discoveredl (p.171)

Despite the gestures towards realicm ('She had ever 6f course in her mind
fewer names than conceptions's p.170), the narrator claims more knowledge for
Maisie than she could reasonadbly have. For instance she apparently understands
the difference between Sir Claude's sexual interest in Mrs, Beale and his care
for herself. Yow this is implausible because Mailsie has no conception of
sexuality and does not understand the term 'lover' althoush she uses it
(mentally). We can say that the impulse behind this complexity and analysis =
the desire to make sense of her situation - is quite realistic. But James
exploits the overlap between her perceptions and the narrator's voice in order
to claim for her a greater kmowledge than she can have. The impressive array
of analytical vocabulary, the syntactical balancing of one hypothesis against
enother, here smothers the fact that she is a child; and indeed to all practical
intents and purposes she could be an adult., The style, the sheer complexity
of her thoughts, is ultimately the most unrealistic thing about this section.
Although Seymour Chatman has argued that in James's later style the use of
logical analytical vocabulary is the hallmark of a narrator interpreting a
character instead of letting him interpret himself, it is here carried to an

extreme because the character is a child.45

It would seem that James recosnized that he had let his desire to see as
many interpretations as possible run away with itself because the concluding
chapters of Maisie are presented largely through dialogue. And when Paul
Bourget's wife told him that she liked the novel, James perhaps had this partic-

ular section in mind when he replieds

It is a volume the merit of which is that the subject - and there ig
a subgect - is, I think, exhaustively trecated - over-treated I dare

saYy



This tendency towards over—treatment, to pile refinement on refinement,
runs throuch all the fiction of this period and finds its logical conclusion

in the obsessed narrator of The Sacred Fount..

104
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Chapter 5
, in gh; Care
(1)
In ¥hat Maisie Knew complex variations in a satirical narrative voice .

ensure a measure of freedom for Maisie herself, But‘Jmn'l next novel lacks
this broader soclal scope. . .The action is comparatively static and focuses - .
mainly on the inter-relation between the narrator's voice and the protagonist's
imagination., In fact the telegraphist heroine of In the Care proves to have
an inventive energy similar to that of Fleda Vetch although more excessive,

~ In_the Care has attracted comparatively 1ittle critical attention and the
main direction of existing criticism can be ocutlined quite clearly., :Apart
fron contemporary reviews, the earliest extended discusaion of the movel is by
L.C. Knights in his famous article 'Henry James and the Trapped Spectator! _.1
Enights's general contrast is between 'observer-figures' and those characters
who exploit others in the novels., He argues that,;lthough circungtances often
thwart characters ):ln fact their apparent failure is offset by an increase in
pmoral life. So he stresses very heavily the moral positives inherent in a.
work like In the Care, Here he suggests that the telegrarhist's yrogreasion
is towards recognizing the ‘dleakness of rea_uty',z - In other words .the .
parrative presents & moral parable of enlighterment vhereby the telegraphist
ga,m.- in svareness although she has 1ittle tangible to show.

This a.rg.ument has persisted in a tundamenta.ny unchanged vay in more
recent articles. - L.C. I‘:iend for m*.mco has mconscimuly dmloped 1tl
aangera of aentimenta.uty by taking the tolographiat on hcr own terms as 1f
ghe vere really heroic. selfless and adminblo. ' The novel, ho proposu,

dramatisu her 'avakening' £0 tbat by the end

" She has cttained a ttatc .of avarencu which ropresenta ther cwn
~ return to reality's . Capable of a sort of sublimity, she is liberated
by her love for Egvra.rd and made a.nn. and ghe carries vithin hor

| . the germ of hope.” . R S : , -
rr;lmd's ;ccount 13 both mlam and vague, and he constantly yields to a
current of exaltation. The telegraphist emerges as not simply admiradle, but
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& positive saint, resigning herself ultimately to her marriage with mystical - -
calm. Onoe again she has attained an over-view of human destiny = 'the depths
and heights which mark man's lot!.?

There is no suggestion of any possidle discrepancy between the telegraphe
1st's perspective and the overall direction of the tale which is strange
because Friend has introduced material which could be used to demonstrate this,
Ho discusses James's preface and his use of the Danae legend, but in a perversely

2 P A

1iteral waye

' In his introduotion to In the Cage M.D, Zabel explicitly rehearses Knights's
a.rgument.s‘ The telegraphiet experiences a die:lllusionment from her dreame, o
tyet 1t ie‘ eomething more' Zabel 1e less eager than Friend to epell out |
what the eaving gmce 1n her recognition 13. but both (and Knighte) concentrate
very much ox_x the novel'e ending. This is crucial to their search for moral
poeitivee because, vithout any private enlightenment, In the ggg might seem
Lnteneely 'bleak end peseimietie. Vha.t ie common to e,11 three critice :le an
aeeumption that thenzoral Vperepective should be deduced from the contours or’
the }plot rather the,n from enyinterplay between the telegraphist's viewpoint
end the narretor'e. L - o ‘ |

Important qualiricatione to thie approach were 1ntrodueed by J. F. Bla.okall'e

gurvey of the no_vel'e figurative language. 4'1'he'nove1, che argues, contains a
strong element of humour, and thle origina.tee _ |

in the discrepancy between the thing obeerved....and the ineig%te
" that a limited observer has to bring to bear on this material.

The telegraphist's interpretation of events may be comically inadequate, but
Migs Blackall does not go on to explain vhat sort of alternative perspective

ve can have on 'the thing observed'. This can come, I shall argue, from the
{nflexions in the marrator's voice vhich alert the Teader to how fanciful the
girl's imagination is. Miss Blackall recognizee a disparity in perepeotive

but it still does not seem to her a central critical issue since she subordinates
it to her examination of the figurative language (as if the two were quite

geparate)s And, although she makes passing references to James's ironic -
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comments on the telegrarhist, she suwmarizes them rather blandlys .'He [ James ]
18 indulgently sympathetic towards his heroine but conceives of her in comie
tom'-’"‘ et o T
It is only with A,D, Aswell that a really poverful disaenting note froa
all these accounts is introduced, . Aswell's article uses the analocy between
the telegraphist end the artist - specifically the novelist. Since I shall
have oom;on to refer to it during my discussion of the novel, aufﬁ‘cor_ it here
fo indicate the ma.i.n thrust of Aswell's a.rg\mnt. .He sees the telegrarhist as
egotistical and sums uwp her pretentions to superiority a8 follovss ‘
- The girl believes that her lively imagination and intuition authorin
her to dominate the slugzish minds of her associates. In her view
. these facultlies entitle her to the prerogatives of the artist, to . .
treat human beings as her own creations, to place them in apyropriate

- artistic settings, and then to make them react in response to her
intellectual and emotional needs. James's nouvelle is the atory of

the failure of these attmpts to mposo 'u-tIntIc' control ‘upon .
sutonomous lives.8 -

This is doubly" héisive bécauho 1t —qubitiohs the moral statuhi of the telémph-
ist and at the same time = throueh the artist u.mlogy - locates the level on
whichherimaginationvorkl. B LA LR R

© Aswell's article is all the more cogent because it menosuvres ekilfully
throuch the embiguities of Jamea's preface to In the Care, vhich may have been
reaponaiblo in part for the rather noraultic lnterpretations ut on the work
by Lnightn, Friend and Zabel. " As uml he attemptn to x-etraco the gmoai- of
the novol fronm its o’oscure origins 1n the London scene, md ha describen ths
prdcess almost a3 4f ho had elevated the figure of the telegraphist toa
position of stature. The great danger, however, in taking such a comparatively
puzble subject is 'inevitadly of imputing to too many others, right snd left,
the critical impulse end the acuter vision! 2 s acknowledgement 1s
P°1nfedly relevant to James's fiction of the late 1890's since in this period

he shows a conutant tendency ‘to over-burden his leadmg characters with too

groatmwateness. : Ot et g
Izmediately after the passage quoted James makes his famous prondwicement

on the mature of critictsa ('to criticize is to appreciate, to eppropriate,” to
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take intellectual possession...'). On anelevel this could refer to the mental
activities of his heroines; on another it could refer to James's own relation
to his subject-matter in general. Interestingly neither are conventional
examples of 'criticism', except in an oblique or analogous way. On balance .-
the second significance seems the more probable in the immediate context of
the preface since James is presenting himself as a "student of great cities!,
abstracting his material from the texture of their social life. He points in
the firat passage then to i:he danger of projecting too much critical intel- -
ligence on to the telegraphist for the novel to bear. . It is a question partly
of form, in fully objectifying his heroinej = and partly of realism, since a
person in her social position would not be likely to have an elaborate intellig-
ence. - In fact James grudgingly admits that the telegraphist is 'too ardent a
foous of divination' to be completely realistic.'© But he makes this admission
in a tone which implies that he is rather i{mpatient with 'verisimilitude’
anyvay, and all the average expectations of what is probsble that it carries.
The second main point which James makes in the preface relates to perspec—
tive. The telegraphist is so much at the novel's centre that in a sense the
narrative is her character. She is both the focus of events and also one
gource of the perspective on them., James states that 'the action of the drama
is simply the girl's "subjective" adventure® and links her sensibility with
that of Morgan Morqexg in fThQ Pupil? a.nd Hyacinth Robinson." Common to all
three is en excessive sensitivity, but thia becomes 2 demonstration of their
value rather than a possible weakness. For James defines character here alxnost
excluaiv’ely in terms oi' mind 'whic-h suggests in turn that the action of In the
Caze ta.kes placo to a large extent within the telegraphist's nind. o
There is a slight evalua.tive ambiguity vhen James refers to the tolegraph-
1st's omnge of wondement' sinco he seems to be sgimiltaneously hinting at the _
naivete of her reactions and their admirable qualities. 1In effectvhie a.rgumeﬁ;’
‘glven the premiss that mind is the main conltituent of

came down to thin
character, the telegrarhist is admirable as a type because she exercises her
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mental faculties so fully. And, as in the desoription of Fleda in the prei'e,oe
to The S ils, the telegraphiet'e formal or structura.l value does ot eppea.r

to be distinguished fron the moral q_ualities she demonstrates as a cha.racter.

In both instances the qualifying ironies in the novele themeelvee are completely
abeent in the prefa.oes. And it may be i‘or thie ree.son that ea.rly critioism :
'of In the m oonoentrated on supposedly mora.l quelitiee in the protagonist.

' If the la.tter is an inadequate approach, the critical question ha.s to bo
asked, how rar do we take the telegraphiet as sho sees herself? Tuo lines of
'explanation present themselves. Firetly, uaing Aswell's analogy, the girl
inagines her situation in speoifica.lly i‘ictive terms and thereby becomes her ovn
na.rratoro Seoondly what sort of role does the e,otua.l na.rrator pla,y in preserv-
ing & rea.listio perepeotive throughout the novel? Although the first question
does not litera.lly centre on the narrator, it is neverthelees importa.nt to o
understand the nature of the telegraphiet' inngination. And it is e.lso o
mportant i'or showing the continuity between I_g the C&&!) 'The‘ Turn of the Screw'

andz'_h.e_!iw_e.d_zm-

(ii)

When the novel opens we learn tha.t the telegraphist is sub;‘ject to odd
freaks of curiosity, capricious periods of interest in her customers which come
and go intermittently. Right i‘rom the sta.rt we gsee a oontrast 'between her - -
imaginative energy and the physically static nature of her work." Her interest
takes the form, as Aswell suggests, of composing imaginary contexts and settings
for them; so that when her friend Mrs, Jordan boasts of her skill at arrenging
flowers in the homes of the rich, her friend superciliously exclaims to herself:

Combinations of flowers and green-stuff, forscoth! What she could - -
me Sreely, 'sheea.‘idi to,herseif, we.e oonhinstione oi‘ men'end

SN A
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Already ve see her supreme confidence in these mental exercises, a confidence
which 'aprings from hezf hxovledge that they cost her nothing and are completely
priva.te.‘ Indeed she relishes their privacy much more than Aswell suggests.
They are her 1nner entertainment which compensates both for her former poverty
and also f_or her present demeaning ogcupation. : Her life 19 thus split between
her imginatign an@ her dgyftq-day_gxpgrign¢e, and her bd_esire to indulge in a
_Qplé.j of mind* (in é. fairﬂmore jtr_z;esponsip;e aens%e‘ than this phrase carries in
thio“ ‘pr‘q.flaco) demonstrates her reluctance to aé;::ept her social sitﬁation which
-will culmina.te in ma.rrying Mr. Mudge, a grocer, |
Bocauso the narra.tive emerges 'through' the telegaphiat we are drawn into
a pa.rticularly close relation with her, Even though the narrative is third-
person, it ha.s an :lntima.cy and 1mmed1acy which we tend to expect rrom more
cpnfessional first-person f:l\ction ‘111:9 'fI.fhe Turn of the Screw! which was written
efore In the Ca,ée, althopgh 1t was publiahed. in book ‘fom after it, James had
finished writing 'Tho Tum of the Serew! by December 1897 end it began its
seria.lization the tollowing month; In the Cage was finished in July 1898 and
published in Ausust: W appea.red in October.ﬂ ' L
The folloving lines give an example ot ths sort of effect which has become
typical by the middle of the novel. Captain Bverard bas appearsd in Cocker's
folemph otficg Juat long enough to rascinate the girl, a.nd therearter becomaa
a regular customer. , Her response (at the opening of Chapter 1) L
She would have admitted indeed that it consisted of little more than
the fact that his absences, however frequent and however long, always
ended with his turning up again, It was nobody's business in the
‘world but her own if that fact continued to be enough for her. (p.62)
The first of these sentences glves us a rather tortuous self-justification. -
The pronoun 'it' refers to what she has called ('without words') her *relation'’
with the Captain, and trails over from the freceding chapter. It is as 1f
che were engaging in a private dialogue, alternately criticizing end defending
herself, and throuchout most of the novel she displays a povelist's interest in
her own experience, "and in the organizing end rationalizing of 1t. Of course
the irony dn this self-absorption is that she cannot be detached enough from her
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experience; : but on the other hand she does have a freshness of discovery in - -

 examining her own impulses. :
" fThe telegraphist then 1s divided between aéting out her experience and
serutinizing 1t = just like the governess in 'The Turn of the Screw':. For the
reader this helps to create the 'double vision® which operates in the novel =
seeing what 'theft'elegraphist sees, and seeing beyond her. ' So when the narrator
hints at hidden meanings he is in fact bullding on an important aspect of the
girl's own character, and simply taking her self-examination one step further.

The telegraphist'!s adventure begins with an *expansion of her conscious-
nees' (ps9)." The height of the soclal season puts her into a state of nervous
receptivity. - Her sensibility is called into play by the impressions which
offer themselves in the office and the vicarious life which they suggest.
vhen a lady of impressive bearing (en associate of Captain Everard) comes into -
Cocker's she releases the telegraphist's pent-up energys -

To Cissy, to Ma.ry. vhichever it was, she found her curiosity going
- out with a rush, a mute effusion that floated back to her, like a
* returning tide, the living colour and splendour of the beautiful -
head, the light of eyes that seemed to reflect such utterly other
things than the mean things actually before themjeee  (Ppe13=14)"
A1though the girl's curiosity is the first faculty to be engasged, the passage
also hints at her extreme idealization of the lady and of her self-denigration
(she is one of the 'mean things' before her). The syntax enacts the girl's
purst of feeling, losing its initial impetus in accumulated descriptive phrases.
This suggests in turn how unconscious and spontaneous her reaction is..

Since the telegzraphist is our only means of access to the marrative she,
1like Mé.iéie, determines the actuality of the other characters. There is very
11ttle direct description’in the novel and what there is tends to be impressions
coloured b} the girl's reactions, ° In the passage quoted above for example ' :
the lady seems to consist of beautiful parts, blurred into an 'apparition! by
the intensity of the girl's feelings.

1t is sometimes difficult to pinpoint where the telegraphist's interpret< -

ation of her experience shades into the narrator's, but there is nevertheless
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a difference in their styles of expressions Hers is typically full of super-
latives, either rising on a wave of emotion or sinking to her own kind of
rigorous loglc.: Her initial emotion commits her to forming a sort of
‘relation with Captain Everard and her logle (vhich shas had previously confined
to inventing connections and settings from the cryptic evidence of the tele-
grams) rationalizes it to a certain extent. But even here she hesitates,
During her self-examination she hunts for the best words to express this .:
relation, not always with success,  Indeed it becomes apparent that she does
not really want to find a word because to call it 'friendship' would fix and
define their connexion too precisely., Instead she prefers to keep a margin:
of wvagueness, of unexpressed thought which she can turn to at will, - This . - -
margin is in fact a metaphorical conversion from the counter behind which she
gserves her customerse - The physical margin thus fimctions as a kind of defence
againat them Just as her mental margin gives her room for manceuvering her

imagined relatiomship, ™ - . . . .

Paradoxically then the telegraphist displays two contradictory impulses. -
One is tovards vagueness and the other works towards complete analysis. ' A
particularly clear example of the latter comes when she is trying to convince
herself that the Captain really does like her. . The actual occasions of their
contact come partly from the fact that he writes some of his letters in a
curious way, end that the then ha.s to ask him to explain them. With typical
wishful mgemij.ty she hypothesizes tha.t he knows ahe is only pretending to be
puzzled, end she concludes: 'If he xnew it, therefore, he tolera.ted it; :
1f he tolerated it he came back; end 1f he came ba.ck he liked her.' (p.67).
She comes to the desired conclusion throuah a eeries of moves which have all
the euperﬁ.cially impeccable Iogic of the na.rrator in The Sacred Fount and th.
govomesa in 'Tho 'l‘urn of the Screw': 'but \mlike those two worke ve are given ‘
hints from the a.ctua.l na.rrator tha.t the telegraphist ia deluding herself.
These vill be considered le,ter. but ‘the g_g_l_e_ of tho girl's imaginative activity
algo gives us a hint tha.t it is less logical than 1t might a.ppea.r. o
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She constanily refashions her 'romance' as the narrative proceeds although
when she firsi sees the Captain she is pleased because he fits into th; role
gho bas already ass;@@ to ‘lzim. . She claims pﬂygtelx to know all a.bc':utw his
situation, tfgt;'lmpw;pg' for her consists of wish-fulfilment and rejecti_ng o
mconvenient aitematives. ' Althou@x ghe ha.s indulged her curiosity towa.rd§
custoxnera before, the Ca.ptain and the 1ady are specia.l and idea.l figures; they
embody the 'higl_l ‘real{ty, the bz‘.-ist‘vlivng :t;jzth that she had hithezjto only patched
up and eked out' (pe14), perhaps because they fit into her névelettigh romanée

80 neatly. -

«

Once under way, this ‘romance genera.tes an impetus of its‘own and more a.nd T
more new elements sl;de in unobtrusively. - The girl's dealings with the Captain
?@‘,t‘?wms theg segg;. _ ;T}'zg £ap betwegn hér day~to-day life and her ‘ima.gina-
tive,life 'becomes more acgte. : She cultivates the 1ma.ges ofithe‘ Ca;ptair; and .
Lady Bradeen as assiduously as James gua.rded the 'germs' of his fiction. ~ As
his notebooks and prefaces show, he would typically seize on a chance anecdote,
detach 1t from its contextv aml gradually fashion in into fiction. During this
process he would exclude any in.fomation which might damage the shape of hin
first 1dea_,.1,5 . This is exa.ctly what the teleg:raphiat does. Other impres_sionu
come _thick a.nd fast a.fter tl}e f%rgt appearance (o_.tf *Ehe Ca.ptg,in a;u! Lady Brgdeen o
but she leta ‘them got |

_ Most of the elements swan straiglt away, lost themselves in the

" bottomless common, and by so doing really kept the page clear.

_ On the clearness, therefore, what she did retain stood sharply outj

" ghe nipped and caught it, turned it over and interwove it. (pp.}2—33)
The terminology here ;8 specifically a.rtistic. " he girl is composi.ng her
images with the same relish of private power as James himself displays in his
prefaces. .. . . , _

Since her romance 13 bunt, as she thinks, out of privileged lmawledge, the

telegraphist can qonfidmtly patronizg hgr friend Mrs. Jordan and her riance
Mr. Mudge. She is however rather uneasy that MMrs. Jordan might marxy a
wealthy man and is both re}igved gnd»na.s?ily gnobbit_sh \{hex; she discovers that

ner friend 1s going to marry a man-servant after all., She polarizes things
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into opposite extremes. = The actual in her life is 'low' end ‘vulgar'y the
imagined 1s 'high' and beautiful. "And she eneers at Mrs., Jordan for mot
making this separation and for compromising her ideals. ' '

Tho telegmphist ahowa a similar oondescension towa.rds Mr. Mudgo. a formcr
employee of Cockor's and now a prospering grocer. Mudge a.nnoys hcr boca.uao
he will not fit decorously into her mental life, and when they go on holiday
to Boumamogtix V(iﬂﬁi;go;qiaiely:cféor "Tch'o cl_imot‘ic‘ episode jin’Hydo Park) she more
and more ignoreo ~hin'1," ﬁecootixi'g(comﬁiotcly aboorbed 1n her own 'sccret conversa=
tions' (p.166). Aswell describes her scenes with Mudge as 'dress rehearsals
for the full-scale performances ehe puts on before the more glamopous Everard!.'®
This 1s true in the sense that che uses Mudge as a sounding-board for her new-
found knowledge, but Aswell implies that there is a clear separation between
the telegraphist's view of Mudge and James's own. In fact this is not so and
the references to Mudge constantly suggest a blurring together of the two

-~

perspectives. L | » -

Just gs the teleg:aphiat tends to caricature Mrs. Jordan by concentrating
on her big teeth ‘(compare the depiction of Beale in }’faisic), go she reduces
Mudge to the point vhere he is indistinguishable from his own merchandise.
Again and again ghe mocks his dingy respectability. To her he is the 'perfect-
ion of a tybe' 8:‘ tho genua 'grooer' and when revising the novel for the ﬁew |
York Edition James reinforced the comforting s0l1dity which he had for hezr.

Origina.lly (in the 1898 text) we are told

o ...perfection of a.nything was much for a person who, out of early
_ troubles, had Just escaped with her life. (p.53) |

In the New York text this has become.

. esalmost anything square and smooth and whole had its weight for a
person atj‘]il conscious herself of being a mere bruised frarment of

Tho rev-ision‘ render_s the voontrast between the two characters in far more
oonoreto terms, but the rhetoric is reductive and ironic towards the grocer
rather than towards the girl. , She 1s ‘conscious' of that view of herself
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whereas he 1s not, and pa.rtly for that _reason he becomes comic. L

- If the 1ronies in the passage above come me.inly from the narrator proper,
the girl'e own comments on Mudge are framed in the same 1diom. . When he
decides on Bournemouth for their holiday. she satirizea hie ponderoua way of
examj_ning a problem, from every poseible side, because it falle g0 far behind
her own speed end ingenuity. = = N | | .\

He had amnownced at the ea.rliest day cha.ra,cterizing the whole -

" businesS.s..as their 'plans', under which name he handled it as
‘a syndicate handles a Chinese, or other, Loan... (p.84)

The metaphors relatmg to Fh:.dge are typically fixed or static, whoreas those
referring to the girl's adventure (of sea or wind) suggest swift exhilera.ting
movementr L ; AU o
~The rhetoric surrounding Mudge, whether direot from tho narrator or rehea.r-
sing the girl's reactions, :ls usually fomal in a way which gua.rantees en
1ronio aloofness. , I-iudge, ve are told, aelected Bournemouth - X
- by a process consisting, it seemed, exclus:lvely of inmzmerable
pages of the neatest arithmetic in a very greasy but most orderly -
o 11ttle pocket~book. (p.111) _ R (
The narrator'e surprise that his book is 'most orderly' pa.rellelﬁ the tole-
g;raphist's own surprise at his single—minded purpoee in waiting for her. Both
are surprised because both assume he is basically ridiculous. 4s Mudge'o ;ery
name suggests, he belongs to that cla.ss of minor Jamesia.n chara.ctere who hold
inferior positions and who are comio because of their conventiona.l attitudea -
1ike Mrs. Grose and Ptrs. wu. Furthermore there is zomo evidence in the B
preface of James'e viewpoint overlapping vith the telegraphiet'a. B'.e mkes
it clea.r that both she and Maisie he.ve 8 luxurioua life and then adds the
provisos. 'The luxu.ry is that of the number of their mora.l vibrationa, vell-
nigh unrestricted = not that of an account at the grocer's'. 8 James is
‘clea.rly comparing two notions of 1ife here = that of the eensibility and that
of physical emenity. . The telegraphist 19 an example of one, and the grocer
placed at the opposite extreme.‘ This offers a. theoretical reason why the

telegraphist's ironic attitude towards Mudge is usually endorsed by the
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narrator of In the Cace. But the fact that this is so creates an obstacle, °
albeit not & major one, to knowing how to take her. ~In this particular case
1t hardly geems relevant that her attitude to Fudge rests on self-delusion and
fantasye T N . ' :

One important factual detail which is apt to be overlooked by present-day
readers is that Cocker's is both a post office and a grocer's. As the frontis-
plece for Volume 11 of the New York Edition James chose a photograph of a post
office whose window is full of advertisements for tea and eimilar goods. This
fact sheds an ironic light on the telegraphlst's feelings of superiority over
Mr, Mudge since in a sense they both work in the same kind of shop, = -

The telegraphist's general bearing towards Mudge and Mrs. Jordan stems of
course from the romance she weaves around herself. They”ustaily‘have a °
funotional significance for her because she cen try out her ideas on them. And
guch is her over—weening confidence that their puzzlement never retards the -
thrust of her imagination. At first she is content with a passive spectatorial
role.. But then she begins to invent dialogue to fit her fiction. - Thus vhen
the Captain gives her new telegrams he is adding to her nowledge of his
situations and in her conceit she 1mag1nes that he knows this and admits it
to hers’ - - | | s

‘tOh yes, u have me by this time so completely at your mercy that
it doesn't in the least matter what I give you now. You've become
~. a comfort, T assure youl® (p.63) ST T
This fragment is actually unspoken, only imagined,” Dut it sets the tone for
the other dialogue which the girl invents, in that it ehifts her into a position
of power. She thereby manoeuvres herself imaginatively from a position of
observer to that of participant, moving as 1t were from the vings to the stage

i1tgelf.,

1t scarcely needs underlining that creation of dialogue is cne of the = °
prerogatives of a novelist. And the telejraphist follows James's own practice
of making it economical &nd 1llustrative, -This procedure is however shot

through vith irony because the girl's point of departure is the actual words -
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which the Captain uses. ~His pleasant banalities when she is serving him first
of all tantalize her with a suggestion of hidden meaning, and then furnish her
with a pretext for whole-hearted invention. - The speech which she invents 1s
more articulate and interesting than the Captain's actual words, but the reader
becomes more and more aware of the gap between what he says and what she
imagines he says.  This 1s a gap between the ordinary and the romantic, and
indeed the whole thrust of the telegraphist's imagination is to lift her out of
the ordinary end the mundane. |

One aspect of the girl's hyper-active imagination is that she constantly

probes beneath the surface. Like the morbid narrators of The Sacred Fount and

'The Turn of ‘the Screw' she displays a perverse ingenmuity in wringing meaning -~
from the merest detail, At the end of her talk with the Captain in Hyde Park, ‘-
he says, rather ineffectually, 'See here = see herel' But, instead of taking’
these words at their face value (they are eimply a vague expression of surprise),
the telegraphist turns them over and over in her mind, hunting for the emotional
significance she 1is convinced lies below their surface. But in a sense his
words do not matter eince 'these were on the mere awkward surface, and their-
relation was beautiful behind and below. them'.19 o
How can we explain the effect which such ordinary words have on the girl?
One answer would be in terms of character - psychology.  We can read the novel
as a gradual unfolding of her hidden desires and hopes; indsed one reviewer
commented on just this aspect of plot and praised its novelty.2o In these -
terms we can take the telegraphist's 'subjective adventure! as an exercise in " -
wish-fulfilment and compensation. . But this focuses very much on cause and
does not explain the style and method of her imagination. - I am suggesting
that she invents a romance in specifically novelistic terms. :She is literally
ber own narrator because must alternately create roles and settings for herself,
and then justify these creations to herself (texplain' them). * And this she
does without ever becoming aware that this procedure is logically circular. So

even the smallest utterance by the Captain becomes a latent threat to her romance
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because it might not fit in. Her ingenuity then could.be seen as partly

LA

protective.

This of course is para.doxioal but then so 15 tha telegraphist'a imagina.tion
in general. For exa.mple appea.ra.nces are aimultaneously vez-y 1mporta.nt a.nd
irrelevant to her. ; Shc composes dialogue when the Captain is not even

present; at other times she works from appearance alone - details of mammer,
expression, etcs - - ’ P B

The imagination of a passive role 1s, as I suggested above, not satisfying
enough for the telegraphist. So she imagines a role for herself as partici-- -
pator in the Captain's affairs. * The next step is to act out these roles and
this the girl proceeds to do. : Firstly she calls at Park Chambers where Captain
Everard lives, and then flees in panic because she fears he might see her there.
But the step has been taken and this paves the way for the crucial scene where .
ghe does meet him, where her chosen role geems to come true at last. . - -

Immediately before the scene proper much emphasis is placed on the girl's
high aspirations and the setting (the street outside the ‘chambera) seems to
come into focus out of her thoughts. Just as Lambert Strether feela to step

into a Lambinet painting in the rivexbside scene of ‘l‘he Ambassa.dors. so the -
telegraphist aeea the street as an area of lig'ht 'like a vista painted 1n a.
ploture?, (pe86)s o - Once she moves towards Everard however the analogy shifts .
to that of a stage where the girl is of course playing the female lead. °

1t is important that the mode of narrative switches between Chapters .14 .-
end 15 from direct presentation to retrospection since this makes it practically
poss:lble'ror’thrtelegraphist to colour it from her own imagination. . The atmosg-
phere, 11terally obscure as night falls, has a dream-like quality where:the.
conversation is extended to unnatural length as if each person was carefully
caleulating what to say to the other. 'On one level then we are given a scenic
projection of the girl's frame of mind. Now she can perform her dreams instead
of just thinking them. - This is not to suggest however that she feels to be in
control of the scene, and in faot she wavers between confidence in her imaginary
role and 8 background fear that she is after all just a public servant. : . .
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Aswell has commented pointedly on the mixture of realism and fantasy which
- runs th::ough the girl's whole fiction of herself: o ‘
With the curious blend of fantasy and reality that characterizes her .
‘attitude towards her customers, she wants Everard to recognize her
importance in his life, and yet by imagining herself as a character
in a novel she carefully protects herself from personal involvement’
» in that life.21 _ S
This 1s finely put because 1t begins to suggest how the girl's psychological
contradictipns find _thgi;{ expression in fi_ctiye terms, _She longs to penetrate
Everard's life because it is glamorously remote from hers (she is fascinated.
for instance by the term fbougioir')_ and yet she still retains a residual awere-
ness of what is real. So the social gulf between 'his sort' and 'her sort!
comes to be articulated as the dj.ffg:ence between the 1deal or fictive and the

rea.l 'y

-

The girl and the Captain go to sit in Hyde Park and in the course of their
conversation she m;keg v‘hgr confessiox}hto him that she will do anything for him.
This is the neg.rest she comes to direct sexual overture and she at the same _ .
time fak;a pride in her own styles ‘
| ~ 11'd do anything for you.., I'd do anything for you.' Xever in her
"1ife had she known anything so high and fine as this, just letting -
. him have it and bravely and magnificently leaving it. = Didn't the _
place, the associations and circumstances, perfectly make it'sound
~ vhat it vas not? and wasn't that exactly, the beauty? (Ppe100-101)
The telegraphist is carried away. by the theoretical selflessness of her action
- what she describqs ajs_;av fhero%sm of syx_npathy'ﬁ - asvifishe}were hgr own “best
a,udiezi;:e. . But once we try ‘_to pin Adgw’n how 1t is 'fin'e'”and lan,gua,ge conceals
' ‘definite meaning from us. The passage quoted returns once more to the paradox
of her thought a.n¢ mAfact the conclud;n.g questions are dgup}wdbred. Tpe T
_parrator (Iand by implication the “re‘adez‘:)‘wpuld, because of his detached stance,
give a negative answer to them. And the scene's 'nobility' and 'beauty!
emerge)as reélly the inappropriatg and highly subjectige‘_ cqlourings of a
romantic girl's imagina.t:lon. . ' '
After the meeting with the Capta.in, which forms the centrol event of the
novel, the girl tries to hypostatize her memory into a 'picture that she

ghould keep' (pe119).  She clings desperately to this memory which soon begins
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to fada, but at the sama time retreats into her cage as a‘nervously%dofensiva
geature against the Captain's agitation when he reappears in Cockeﬂl. ‘ So etrong
is her egotism that she imagines he is going to mako gome sort of direot propoaal
to her., But ohe has perrormed her desired role and now only wants to cling on
to the 1mage of Hyde Park hefore it passea auay.. ;\.,:v | |

Everard now becomes an alarming figure. even an 'alternate self' to the
girl, who turns more and more to the defensive. One reason for this is that
something has obviously gone urong with the Captain's female rtlationships and
that events speed up to the point vhere the telegraphist can no longer comfort-

bly assimilata them into her fiction. The girl tries to counteraot this by h
transforming hia aituation into ao absurd guessing game} and tries to imagine
'uhat he is doing 1n Cocker's without actually 1ooking at him, in Just the same
vay as the governess in 'The Turn of the Screw' tries to work out who the uoman
is the first time she sees Miss Jessel. ."<: | );»:0 ' ;He"~, o

In the last scene between Everard and the girl, when he asks her to find an
old telegram for him, the girl's romantic fiction begins to fragment but she
imagines alternative roles for herself. -Ee is like 'a frightened child coming
to 1ts mother' (p.147). . Then the girl begins to act as a telegraphist, adopt-
ing the tone of Paddington (when presumably in her imagination her real tone is
of Mayfair).  This performance is for Everard's benefit just as much as the
one in Hyde Park but this time 1t is sadistic in reality.'EShe pretends to
hesitate and go through official motions vhen all the time she knows the inform=
ation which he wants from her.; And all the time she is relishing her sense of
power (Othis made her reel 1ike the very fountain of fato'z Pe150)s  Similarities
vith the governess in 'The Tum of the Screw' have already been noted, but one
metaphor brings out the sadistic commexion particularly clearlys !'There were
twists and turns, there were places where the screw drew blood, that she
couldn't guess® (Pe155)s . Of course the suggestion of torture is relatively

brief here but it grows predictably out of the girl's self-absorption. :.

«
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1 The later sections of the novel mark the telegraphist's gradual return to
reality which 19 sigxalled by her agz-eement to marry Mudge. But before sho
finally relinquishes her 1nteres§ @9 the‘Captain she_imagineq that he 1s heaping
towards a public scanda.lz |
He was at any rate in the strong grip of a dizzy, splendid fate;  the
wild wind of his life blew him siraight bvefore it....She literally -

~ fancied once or twice that, projected as he was towards his doom, her
‘own eyes struck him, while the air roared in his ears, as the one

~ pitying pair in the crowd, . (p.70). e .

Even at this late stage she still clings to a hope that she stands in some
privileged :gla’piog_to ‘him, butit is a relation wh;ch‘has _retumec} }to the:
passive one of gpeqtafl;qr.\ AShe feels herself to be on the verge of some climac-
tic gven;'where she micht stj..lld be able to play an important ‘part,_ if not the -
heroinefs. But her part w111 still be heroics BT et
Deep down in his [the Captain®'s] eyes was a pioture, the vision of a
great place like a chamber of Jjustice, where, before a watching crowd,

a poor girl, exposed but heroiec, swore with a uavering voice to a .
document, proved an alibi, supplied a link. Pe156) . o

This visién gives her a simila.rlj gelfless role, but 1t is onlyﬁoxneiiit’a‘.i:y'. | The
poped~for climax never comes. = She givés the information to the Captain. He
valks out without even thanking her. And the girl is left with her memories,
and of course with Mudge.

Sacrifice has proved to be one of the key-notes of the telegraphist's
'gubjective adventure's And the critic Peter Brocks has commented on this
general theme in James's work in a.way directly relevant to In_the Cage:

The theme of renunciation which sounds through Jamea's novols;..is
incomprehensible and unjustifiable except as a victory within the
- pealm of a moral occult which may be so inward and personal.that it
, appears restricted to the individual's consgiousness. predica.ted on
. the individual's ‘'sacrifice to the idealt,?
He also argues that James's heightening of the moral alternatives means that
characters' crucial choices seem to have little to do with the practical .
realities of their situation.. -In In the Came the telegraphist creates an . . -
imaginary context inside which she can make her chosen gestures of selflessness,
but the context is made In such a contradictory subjective way that it is

digricult to locate her values, They are every bit as private and inaccesszidle
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as Brooks suggests and this is because she 1s more interested in the style of
her gestures than in their meaning.

Throughout this discussion I have been suggesting that the telegraphist -
imagines her role in fictive terms and vhat distinguishes her imagination from
say James's own is that she thinks in melodramatic terms. .Although she never
makes it.eiplicit she clearly acts in Hyde Park as if she were the Captain's -
lover. Throughout the novel she is constantly searching for a ﬁuintessential\
meaning below the surface of4appegrance and the spoken word,. She tends to sece
her experience in polarized absolutes and imagines a heightened style of action
and gesture which is grotesquely at odds with her actual situation. . Similarly
her imagined settings are variations on melodramatic stereotypes (the 'bad girl!
geduced by the glamorous hero; the hero publicly disgraced, and so on).
the rapid transformation of these roles and settings testifies both to the. -
agility of her imaginaiion end to her radical uncertainty about her own poéition.
In contrasting her view of events with the narrator's James is exploiting the
difference between two narrative modes = melodrama and realism. It now remains

to be shown how this difference is demonstrated.

.(111)~-

‘The telegraphist's imagination is so energetic and fascinating in its °
perversity that there might seem to be no.place in the novel for an orthodox
narrator. - But this is not so. In Chapter 26 the narrator descrides the ’
¢ailure of the telegraphist's dreams as'a 'retum to reality'. 4ind it is
precisely this reality which the narrator keeps in the reader's view. Hig
volce is ironic and normative, and for the most part throws the girl's imaginings
As is typically tho case with James s fiction of ‘the late 1390-3.

mto reliefo
the narrator conveys a minimum of additional information and exists more as a

tone of coice. ‘ Predictably then for the contrast lying at the centre or o
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In‘the (.:_eﬂgg‘. ,‘ his tone must be dry, under-stated and ironic in order to oountcract
the girl's" i‘lights of fancy.

One source of the marrator's irony lies in the variety of labels given to
the g:l.rl. : She is variously tour young womn' s 'the betrothed of }Mr. Mudge' and
even 'oui‘ heroine', to name the three commonest omes. This feature of the

S acced .
‘%by the reviewer for Literature when it was first published, but only as

nove
a.nother irrita.ting mannerism in a general conte:rt of vagueness. 23 However the
title 'the betrothed of Mrf. Mudge' is pointedly ironic because it reduces the
girl to an appendage of Mudge, when she sees herself as both independent and |
strong-willed. 'The young person from Cocker's' has ’exa.ctly the sane effect,
a,nd runs counter to the girl's own strenuous efforts to resist being classified
by ber Job. | |

These ‘titles occur in two ma.in areas oi' the novelx i‘irstly, when she is
just embarking on hexr 'romance' (when her strmgeness begins to make itseli' felt
to the reader), and secondly in its closing stages. In the late scenes with
Mrs. Jordan the label 'our heroine' has become grotesquely inappropriate, since
her egotistical romance has demonstrated that she is no one's heroine but her
owne The phrase impliee the kind of intimate relationship between na.rrator
a.nd prota.goniat that wve might expect in ea.rlier Victoria.n fiction, but in fa.ctp
the whole direction of In the ngg is to deny this possibility.

This is not to suggest that the narrator performs no traditional functions.
He describes the telegraphist's previous tendencies to i‘itml imagination before
the na.rrative proper begins. thereby givin.) us cmcia.l information towards
establishing a perspective on her. He also gives us glimpses of her early
1ife, but glimpses only. | ’l'hey a.re the ba.rest minimmn for sketching in her
origins. One of the relevant passa.ges explains that the girl's early poverty

has left pa.ini‘ul memories and concludesx

4

eseedB oonscious, incredulous ladies [the girl and her motherJ
guddenly bereaved, betrayed, overwhelmed, they had slipped faster and
faster down the steep slope at the bottom of which she alone had
rebounded. - Her mother had never rebounded any more at the bottom -
than on the way} had only rumbled and grumbled down and down, making,
in respect of caps and conversation, no effort whatever, and too often,

elas! smelling of whiskey. (p.5)
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Imnediately before these lines Jumes seers to have been ¢eseribing the girl's
thouchts, but what _imedia.tely strikes us here 1s that »t)_xe rassagze \dirspla.ys a
humour which would bde quite out of place as far as her reactions are concerned.
The family's descent to roverty sounds wore like a ride on a helter—ckelter
than a fin-neial catastrorhe. 4nd the narrator's mock-dismay in exclaiming
talasl?! rcduces the mother's drinkins to comic anecdote. - : o

. The humour in the passage is broadly reductive gince it diminishaarthe
emotional force of the eventa it is presenting. The irony here 1s méra or less
identical with that koc_:ca’sioned by tpe strange contmdiqtion be@wéen_the cirl's
pretencions and her actual eircumstonces. And that in turn neans that the
narrator is hinting to the reader that the girl is eaptiatlcal and selffdeceived.
There 18 also a secondary purpose to such ironys As in Faisie it rrevents the
girl from becoring a figure of pathose The narrator is trying to stirulate a
detached curiczity on the reader's part ratker then en emotional enumme;zt,
end it is a sentimental misreading of the overall tone to sucrest, és Coes
J.F. Blackall, that the girl's situation 1s pathetic.u ) |
v The accounts of the girl'a poverty end of the ways in which ghe zmd Mrs. .
Jordan try to cope with it misht scenm rather remote from the urgeney of roverty
because of the deecriptions' ironic tone. Dut they enly ﬁmctién &s corrobor-
ative evidence over a.nd above the teleg;raphist's obvious desire to esca.po from
her humdrun circwmstences. | | ~

It is the narrator yho ¢ives us our firét gense of place in the novel = of
(:ocker'a"tolagmxh office. = The tonpwing is the neareat we got to a visual

mpresaicm

This tmnapamt gcreen tenced out or fenced 1n, a.ceordinq to the
gide of the narrow counter on which the human lot was cast, the
duekiest cormer of the shop pervaded rot a little, in winter, by
the poison of perpetual ¢as, and at all times by the presence of
hems, cheese, dried fish, soap, varnish, raraffin, =2nd other solids

© and fluilds that she came to know perfectly by their cumells without
consenting to km:sw by their nomeg, (y.z ,

This description is brilliant in its concentration on essentiale. Tha cege
‘15 a lattice, tmparent 8O that .1.t 15 a physical obstacle, but not a visul

ones Then, in an apparently mcidcntal aside, the narrator hints at thg
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cccia:I gulf which thebarrier Ttts:'{mb(‘ﬂ.iz&‘es." a.nd 'at* the p‘csas:l‘t;i.l:l.'t‘jr~ of £hé;e being
two altemate perspectives - one from within the cage (the girl'a), and one
from outside (the narrator"' and reader'a) In effect the na.rratcr demon—
strates his avareness of both perspectives.' C o |

Iuaturally enough the description rests on a notion of 'seein.g which is
developed into an important theme in the bcdy of the novel. For there is a.; |
cbnsfént ecuivocation between' seeing as visual registration and éééin;g ﬁas' o
comprehensﬂio‘nr‘ in the teiegz;aﬁhi:st‘é a.ctivitjf, Aés 1n that of the 'go;\’re"rr;evss 1n |
"The Tum of the Screw'. o In ﬂ;e aééémt of Cocker'sﬂthé narrator gives the
place a solidity oftexture by itemizing some of the commoditles and then
shades th’evvlﬁj.'stw ‘into écnefalities ( 5c;tnér solids and flﬁids.')," just éé the
objects would shade visually into obscurity in the dark corners. This'is
accurate in ‘Visual terns, but 1t also gives a metaphorical hint cf the way the
telemphist's mind will work since 1t too ha,s a margin of o‘bscurity. “ Although
we only see one activity at Cocker's, it combines the functions of a telegraph
office with those of a grocery. CAnd this is hig,hly stmtegic since it -
encapsulates both the girl's ggeéent situation and her future with Iudge. In
other words the description does not simply give information. It functions
(as do the dcécz.";ptions inw;l_g) on a.n intricate nicté.iinoricél ’levelxwaxlid
suggests important aspects of the telesraphist's character. One small but
clear example of this comes in the concluding comment which hints at how futile
are the girl's gestures of refusal to accept her situation.

The ’desc‘ripfion' of Co‘cker‘"s,:” as I \ha"‘.'{r“e 'bcén:suégcsfiné, hé;deévintc ine*!;aé-
pnoI;; and immediately a.fter the passa,ge quoted James goes on to spell out the
gocial symbolism of the cage ‘ This is e hint as to how ‘we should rea.d the =
novel in general, but here the metaphors are made explicit. " Later they are
Towa.rds the end of the book Mrs. Jordan and the girl go to a High Church

not )

Bervicé”-amon;g ‘chents and ‘incense and wonderful music' (p.163). " The narrator

makes xic corment on this but it is clearly another visual ﬁrefléction of the”

girl's greams. If the telegraphist's cage becomes a metaphor, so also does '
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her 'ma.rgin' which is literally the counter 'behind which she serves her L
customers. . E.D. Aswell has examined how ‘many different meaninge the term |
carries, from imaginative space to financial leeway 2 These variatione in
mea.ninu are enacted by the telegraphist. but articulated hy the narrator. .

The repetition of the term 'ma.rgin' ie one of a number of hints to the
rea.der the,t the girl is concerned to create an area within which she can 'build .
up her romance a.bout Evera.rd. As 'i'zveta.n Todorov pointe out, ehe is far more
interested in her own imaginative manoeuvres the.n in i‘indinD out the truth.zfq
And the fomer is dictated mainly by her psycholorrica.l neede. -

1r the narrator's main role is to keep reality in eight, even at the height
of the girl's 'romance', one way of doing this is to suggest alternative
poesible interpretations oi‘ scenes from those which she offers. 'i'hia can be F’
done through the rhetoric oi‘ the narrative, a.nd here again James often diepla.ya
an astonishing econonw of expression., The following exa.mple comes durin.g the
firet eta,gee oi' the relationship between the girl and the Captain. He has _
become a regul:,r customer e.nd hae even - to her trenmlous delight - started o
exchanbing pleaeantries with her. ) With comioal care she ehoosee the word ,
!agea' and states tha.t she has not seen him i‘or 'ag.es't

To this he replied in terms doubtless less anxiously selected. but
"perhaps on this account not the less remarkable, 'Oh yes, hasn't it
been awfully wet?' That was a specimen of their give and takes
it fed her fancy that no form of intercourse so transcendent and
distilled had ever been established on earth., Everything, so far
" as they chose to consider it so, misht meon almost anything. ' '
‘ | . . (pp.62-63) , |
The narrative comments here are typical of thise period in Jamee's writings in
that the narra.tor does not appear to be vouching for amything They seem
veiled a.nd tentative. But in i‘a.ct the na.rra.tor pretends not to make oategorical

conclusions precisely beca.use he assumes tha.t those conclusions are obvious,
So he \mderetates the gap (or 'margin') between Captain Everard's words (which
are mere banalities) and the exalted interpretation put on them by the tele-
graphist because the gap is 80 vide. The dispa.rity is blatantly grotesque.
The na.rrator displays his authority by vouching for the representative qua.uty‘
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of his example and then appears to return to the giri's perspective.  But her
conclusion brings her reassurance whereas, thanks to the narrator's guidance,. '
we ca.n see 1t for what it is = a license for giving free rein to her imagination.
' This passage is typical of the ingenious way in which James': dovetails -
the narrator's comments:into the girl's own reactions, - Without recourse to
any new information which might be unaveilable to the telegraphist,.the narrator
makes it clear what sort of a stance the reader should take towards her, This
is achieved by dete.iled va.riatione in tone and nusnce,’ which in tu.m gives the
narrative its richness of texture. lhere is certainly no doubt a.t ell a.bout
the na.rrator'e authority which rhetorically oveszha.dows the e;irl's thouc;hts.
And the comedy oi‘ the novel is genera.ted by the ga.p between the twc. This gap
is of course consta.nt a.nd persists throu@out the conversations with Mudge
Ilrs. Jordan and the Captain These a.re the more‘ 'scenic' eections of the
novel where na.n‘ative comment seems virtua.lly non—-existent. | But James can
only present these conversations without overt comment, not because he is tryi-ng
‘to practise a dootrinaire obdectivity, but beca.uee the narra.tor has alregz
esta.blished the kind of ironic ecmi;iny which he would like the reader to a.dopt.
So in the Byde I‘a.rk scene Captain I}vera.rd thanks the girl i‘or taking g0 much
trouble on his behalf She replies that she lmew he wa.nted to tha.nk her, then
sees his su.rprise but d.raws no conclusion ('She innnediately saw tlmt he was
’surprised a,nd even a little puzzled at her frenk aesent': p-95) " This s all
we have 'by wo.y oi‘ na.rrative comment but it is ample to alert us to the faot
tha.t the girl sees an intention which is not there. Appa.rently James is only
pm;g.ent;m0 wha.t can be seen. But the ironies present originate in non-visual
rhetoric which, a.e Seymour Chatma.n has argued, moves e.way from the dramatic

(('showing') towards discursive a.na.lysis. 27 \/ ) ' ST B P

The na,rrator's ea,rly conments either confim the uriattractive aspects of
the teleoraphist' s oharacter or olarify features oi‘ her» aituation which mig;ht
'otherwise be missed. ‘In her ca.ge the gi:cl lea.ds *ihe 1ife of a g'uinea,—pig or

magple! (p,1) jus‘l: as in 'The Great Condition' (1899) a hotel receptioniat
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28
is figured as a priestess in her 'immer sanctuary'. In both cases the

narrator 1s contrasting his freedom of mind (in the comic invention of metaphor)
with their physical confinement. Or again the comments might be more explicit.
Of the telegraphist's aspirations the narrator states ther conceit, her baffled
vanity were possibly monstrous® (p.30), where the 'possidly' does little to
soften the criticism.  And when she tries to picture to herself the Captain's
arrival at home in the ear.'L_y hours Qf tha morning, thepza.,rra.i‘:or ;eflgcts:

- But if nothing was more impossible than the fact, nothing was more

intense than the vision. What may not, we can only moralise, take

‘place in the quickened, rmffled perception of a girl of a certain
kind of soul? = (pp.73=T74)

The parrator here it not overtly condemnatory, but directs us towards an under—
standing of how the girl's mind works by indicating that she belongs to a
certain psychological types So in the New York text he made this even clearer
by revising the end of the question to 'a young person with an ardent soul's
It is sig;nificant that even in the passage sbove, when the narrator is speaking
explicitly, he is not actually evaluating the girl, | o

' One last method used by the narrator to throw the girl's imagination into
an ironic light is through the refercnces to the myth of Dana¥. When she
rirst sees lLady Bradeen 1in Cocker's the telesraphist compares her to Juno and
the Captaix; similarly seems 'Olympian' in his bearing. - Now these can be
explained as features of her general tendency to idealize the rich. But the
| narrator develops these references to Creek mythology in & more thorough and |
coﬁéistently ironic vay than’ the ‘girl herself could possibly do. According
to. the m&th Dana.e was mﬁrisbized' in a tower where é.he‘waa visitéd in a shower
of gold by Jupiter. ° From this visit Perseus was bom. - This mythological
analogy was spotted by A.C. Friend but he mistakenly essumes that the girl
reates it and thereby nisses its ironic poi_.n‘_czz?\  For the myth is giifgctly
gexual but the only shower of gold (and the actual rhrase is used) vhich the
girl 1is destine‘d‘ to see »is thg mx,m{(’;iwn in payment for the ‘Felegrams. ‘T.he

phrase recurs in the Hyde Park scene. AThis time she has a shpwer p; eold in
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‘h‘ei lap- a.nd it io‘ aft this ‘poivnt)’ that her yea:mirig becomes tthe‘mvost oexual.
She hopes (and i‘ears) that he will ask her up to his room. But Ca.ptain LVera.rd
proves to be an unsatisfactory Jupiter indeed and only g;iveo her vague pats on
her hand. The mythic pa.ra.llel is doubly inappropriate a.nd expo.,es the tale-
g:aphist's va.nity as well as pointing a.n ironic finger at how ungodly Everard

a.nd his set really are, "‘hese mythologica.l references then a.re a device used

by the na.n'a.tor to expose the girl's waste of imaginative effort. Exactly the
same device occurs in The Ivory Toyer. where tha narrator compares characters
a.ssocia.ted with Rosa.rma. Gaw, the heroine, to Mercury and Juno a.nd then expla.ina
that they are 'wtholo,gical comparisons, which we make for her under no hint

that she could he:oeif have dreamed of one'.3 ~ The same gloss could be made

on In the Cage. . ,
_ Earlier I was suggesting that bhe telemphist'a imagination was melodramatic

and the nan-ator insists at severa.l points that this tendency finds its root

cause in the cheap fiction she reads. » This preference she has in common with
Fleda. Vetch and the governesa of "I'he Tu:m of the ocrew' The telegraphist's
roma.nces give her tangible models i‘or her mental histrionicse One critic has

geen Saintine's Picciola as standing behind her dreams because this is named in

the text.31 But the recurring references are to pulp fiction in general,
because James wishes to suggest a type of imagination. So it would be irrelevant
to be more specific in this novel. And secondly these refei‘ences heighten the
reflexivity of the narrative, for one richness in its texture is the way in
which different levels of artifice exist, the one inside the other.

When In the Care was first published James sent a copy to his friend Paul

Bourget and in the covering letter he described it as

seed poOOT 1ittle pot=bollingz study of nothing at all qui ne tigg ras
a conséquence. It is but a monument to my technical passion.

This flatly contradicts the valuation he put on the novel in its preface, and
1t should also be borne in mind that James regularly denicrated his owvn works

when describing them to friends. But even so these corments suggest that he
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had doubts about the thirmess of the subject and the possibility that it had
been overworked. o | |

These fears were justified in one respect., Althoush the narrative voice
Xeeps the telesraphist's imaginings under ironic control, this is not consis
tently true for the novel as a whole, despite S.B. Meltzer's statement to the
c:ontx:a.r;yr.33 In practice the telesraphist comes to show so much cleverness in
analyzing her experience that it blurs into the narrator himself., This is a
question partly of her capacitles and partly also of idiom in that the style of
her thoughts approaches the style of the narrator's rhetoric.  And this vas
spotted by one discerning reviewer (in the Athenseum) when the novel was first
publisheds

weethe girl has to use the most extraordinary ingenuity to discover

what she does of the story, and in her efforts she almogt rets to

“talk and split logic as if she were the author himself,34
Although this attribution of analytical capacity never reaches the proportions
of the central chapters of Maisie, it 1s nevertheless an obstacle to the ironic
clarity of the narrative. ' The humour of In the Cage is the best guarantee that-
James has kept the two perspectives firmly differentiated.
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Chapter 6
The Turn of the Sorew!
()

with the exceptions of 'The Aspern Papers' (1888) and The Sacred Fount

(1901), "The Turn of the Screw' was the only fiction of any length which Jemes
vrote in the first person. His reservations about this method received their

most famous expression in the preface to The Ambassadors where he roundly

declared that 'the first person, in the lonz piece is a form foredoomed to -
looseness'. ! It was associated inevitably for James with a casual disregard
for formal rigour and a hlurrinb of the necessary distinction between tha
author and his main character.. ‘ o

I have already discussed James 8 theoretical objections to first-person
narration, and so it might seem paradoxical that he used the method at a11_2
1r we 1ock briéfiy at fThe Aéperﬁ Papers' we can Seé#that thia paradox'ia‘cnly
apparent not actusl. Broadly speaking.the irony of that nouvelle grows out of
a concistent tension between the narrator's view of scenes znd scenes themselves.
He projects one ‘view but the scenes are s0 structured that they imply quite a
different perspective on the same eituaticns. This difference creates the
work's comedy, end again and again brings the narrator's motives and methods
into question. He appeals to the abstraction 'history' to Justify his prcbing
into the private life’of Miss Bordereau end yet the narrative emerges in
personal terms. Sbv ;1th5#85 fhe narrator coﬁstantly trieé to maintain what
he sees as the correct iﬂtellectual detachmcnt, in fact he slides into a
relatioﬁship with'Miac Bcrdereauis niecc, Tina. This in turn 5ecomes a debased
re-enactment of Miss Bordereau's romance with Geoffrey Aspern. -

In neither the preface nor his notes onicThe Aspern Papers' did Jemes go
into detalls about the narrator. He was to be a 'fanaiic' simply.3 And in
the work itself there is a more or less even balance between the narrator-

account of events and a direot presentation through dialoguse. This sugpestg

that James's main focus of attention was on the situation. One éxa&fla will
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demonstrate this — the first meeting rbétvsréen 'the narrator end Juliana Bordereau.
He has entered her house full of confidence that she is just an awkward senile
0ld woman who can be xﬁaﬁdetzx{réréc{ intogiving up f.hé Asﬁexl'xi ‘kxiapéi-; without too
much difficulty. To his chagrin he discovers that she is rea.lly very sha.rp—
witted but his first actual sig:ht of her comes a.s a shock: HTAR R e
Then ca.me a check, with the perception that ve were not rea.lly face
~, to face, inasmuch as she had.over her eyes a horrible green shade .
* which, for her, served almost &s a maske.seselt increased the -
presumption that there was a ghastly death! s-head. lurking 'behind i1t. .
The divine Julia.na. as a griming ekull...4 ’
Thése'- éfartling a.nd momenta.ry visual impressions set up\zf'eve:rbé‘:mtionr; thro{zgh—
out the whole nouvelle. It is ironic that the narrator sees a mask before him
because he oo is trying to keep up a mask of disinterestedness. And the
whole work has been seen quite ‘rightly by one critic as a comic interplay
between va.rious forms of ma.sk and diéguisé.s ‘I'he "fénls; cl;afacfér 'whb ha.s no
mask 1s the mgenuous ¥iss Tina and she stands significantly outside the comedy'
proper' : : o R
The gfofeéqué zy‘eferé‘nc*e’s to (ieafh in the passa.ge 'a.bcv;é‘ qﬁés’cion the very
possil‘ailiytjr‘bf Yreca{ptﬁri'né \t"he‘ past and i.mply that \thre narrator is oﬁ k;xie lev‘el
4 desecrator, a grave-robber. ~And he does literally become a thicf vhen Miss -
Bordereau catches him in'the act of trying to force open her desk. In this way
the’v:na.rfaiéor"s 1deals are gradually eroded g0 that ’by'thfe end he has become
completely discredited. This suggests that the character of the narrator is
cne important aspect of "The Aspern Tapers', albelt not the main ones’ =
In critic(iziné 'ifirstnperéori nar:éaﬂdh Ja;:xéé names eﬁcamples éf fjﬁibafesqﬁe,
riction (Gil Blas), chronicle Lobinoon Crusoe) and 'auntobiography® (Ja.na g.p_g,
David Conperfield and X gg )' ‘Vhat all these works ha.ve in common 1s =

that they ’document long stretches of tiiné!; : They have 1h'other “{.roir'd's a hi’stérical

scope.  And this 1s entirely absent in 'The Aspern Papers' (which discusses the
notion of history but does not present it), 'The Turn of the Ccrew' and The

Sa r-réd Fount.  In these three works the interest is ’e‘i’th'erk *dra;nataié ~-in

working out a situation; or p.aycholo sical in bending back our attention to the

parrator. They cover relatively short time-spans, and only give us ninimal

{nformation about the past lives of characters.
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We can meke similar conr:ents ahout two ‘possible sources which have been_
suggested as sources for 'The Turn of the Screw's Two critics have located
debts to Jane Eyre and Miriam Allott has proposed a specific source in Mrs.
Gaskell's 'The 014 Zurse's Story'.7 The elexrent of horror in both these works
grows out of their preoccupation with the past working itself out in the present.
In Jane Dyre this emerges as past responsibility undertaken (Rochester's first
marriage) and in 'The 01d Kurses Story® ghosts appear as a direct result of the
Lord's cruelty in driving away one of his daughters and her childe Indced the
tale ends with his surviving dauchter pointing the moral: '"Alas! alas! what

is done in youth can never be undone in age! Vhat is done in youth can never

8
be undone in agel"',

In 'The Turn of the Screw' by contrast James is far more preoccupied with
the psychology of the present end our uncertalnty about what Quint and Miss . -
Jessel have actually done 13 a necessary result of this shift in attention. .
Their past misdeeds do not tring about melodramatic consequences in the present,
but instead they act as triggers for the governess's imagination.

These contrasts are quite consistent with James's theoretical statements
about first-person narration since he does not condemn the metiod outright, . only
for certain bad results which he ha.e seen in past literature. And although he
mcluded 'The Aspern Papers' and 'The Tu.m of the Screw' in the same volume of
the New York Ddition, the later work differe from its predecessor 4in two main
aspects. Firstly it concentrates much more on the psychology of the na.rrator.

And secondly 1t self—consciously refers to old-faehioned modes of fiction within

the texto
This 1is why the introductory section deserves more critical attention than

1t has bitherto received. Superficially like ¥ uthergy; Heich's (and Miriam

Allott arcues that this novel 13 the ultimate source both for James's work and

Mrse Gaskell's ta.le), 'The Turn of the ocre\n is a story vithin a story. - h'e
really come at the action from three removes. Firstly there is the S‘OVemess

giving her aecount from some retrospective point after she has left Bly. This

\
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ia medlated throuch Douglazs who takes an ¢ditorial role, end then throuch the -
111 of the introduction who i3 znother member of Douglas's fireside group.
To enter the fiction throush a series of namtors, each within the ethcr,.
dista‘nces.us risht from the start. - And yet parodoxically the ifsmediacy of
the gﬁvefmecs's story to a certain extent tetrays this detachment.

 The in'teriulay‘ be;cweeh tre 'I' and Touglas is particularly important in
the introducticn. The fireside settins is, as the first norrator recormizes, °
a conventional occasion for telling shost stories. Criffin has just finished
a tale about a boy seeinz an apparition, which the narrator deseribes as &
tcase's And in faot he takes an interest, not in ghosts, but in the techniques
of telling a ghost-story. Co he pays a vory close professicnal intercet in
Douglas®s performence, In an interesting eomparison detween the framing -~
na.rrafors ¢f *The Turn of the Ccrew' and ‘Heart of Darkmess' Rorer Remsey ;atatos
of Jares's narrator that 'evon in his very first sentence... he ] evekes the mood

3 But this is completely misleading because the first

of chilling mystery'.

gentence in fact der:cr tmtcs the na.rrator's mther condescendinu detachment!
"he story held us, round the fire. sufficiently brcathlws, but
except tlie obvious remork that it was gruecome, as on Christmas Eve
in an old house a %range tale should essentially bde, I remember no
co..ment uttered... v »

Despita tha incluaive 'us‘. he holda ba.ck from the group to criticize the

routine ree.ction.x caused 'by Griffin's t tle, and t‘re conventional situation cf
its delivery. |
uimila.rly pe s?zr;wdly obsgxfyes that Douslas deliverately delays his tale

in order to tan'talvizey thé é;mup e‘md' to'n»tress hia privileée or beih;; tize only
one tha gcvemess took 1nto her cenfidence. The ns.rrator's irpatience with
g’ha,t he clea.rly tuinks to be a r‘.ther hacmeyed technique of dalivery maken hin
mtarrupt Dougla.s with the facetiaus c’eclaration that Lx_e; has a title fcr the

tory- And ho evidently th.inks th.at the situation which Douglaa is outlinin,g
is so stereotyped that the (;ovemesa must of cou ce be secuced by the owner or
tho house. But nruch to his sur},)rise Douglas tums t.he tables cn him ;md 4
insists that the governess only saw her amployer twice.
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In his general tone<and attitude the na:ratorkdispiays a‘critical scepticisn
towa.rds the \-hole notion of a Christma.o ghost-story. There ig one Srief moment
of mutual regpect. as between two professionals, when he guesses that Douglas 8
governess was in love with her patron. But for the most part he’ comes very
near to James's own position in the preface vhen he refers to 'the time-honoured
Christmas-tide toy';11 Indeed there ie an approximate correspondence between -
the situation of the introduction and the actual circumstances under which James
composed 'The Turn of the Screw'. He states in the preface that it was to be

one in a series of Christmas tales for Collier's Weekly. - Althoush A.E. Jones

has argued that the reader is drawn into the fireside circle and that no one is
placed outside as the ultimate‘authority, the narrator's detached attention to

methods of narration does carry considerable weight, and it susrests that the

reader should take the same critical stance towards the governess's Btory.12 S

One of James's reasons for disliking first-person narration was that it seemed
%o encourage uncritical reading: s '
The 'first-person' then...is addressed by the author directly to
 ourselves, his possible readers, whom he has to reckon with, at
the best, by our English tradition, so loosely and vaguely after
all, so 1itt1? regpectfully, on so scant a presumption of exposure
to criticism,. 3
The introductory frame to 'The Turn of the Screw' stresses, by 1ts multiple
narrators, that James is not speaking directly to his audience. 4&nd it guides
the reader towards Just the critical stance which he feels to be lacking in the
passage abovee .. .-

In effect it divides possible readers into two categories. One is -
represented by Douglas and the narrator, especially the latter. The second
type of reader comprises ihc majority of those present, who are gullible,
uncritical and all too eager to yield to 'a common thrill?, The naxrator o
glances sarcastically at the women who exclaim with delizht at the tale' &

Jifulness or with disappointment at the governess s lack of romantic ‘success.

These are comically punctual reactions and the reader draws a sense of supericr
amusement from the narrator ] perspeotive. "But there 1s a sting in the tail,
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because, as Lverett Zimmerman has noted, this detachment can scarcely be

maintained in the narrative properx
- The introductory section of James's tale has a function eimilar to:
the 1itera.ry references of the governess's account: it helps to
create a sense of bzrror by providing a viewpoint too limited for
_ succeedil.n‘2 events,
And indeed, althouah the introduction appears to ironize heavy—hended narration,
the work itself_ imita.tee Douglas's delaying tactice; for the first ineta.lment
ends’ where. he iekweiting forthe mannscript totbe sent fron London.

Douglae acts, as I sucgested, in an editoria.l capacity. The hint of a
romantic attachment between him and the governess ha.s led Louis D. lxubin to |
argue that he is Miles, which leaves the rath r inconvenient fact of Miles ]
death to be exple.ined away -1ns> But any attacament between the two is eimply &
device to explain how Douglas came into po.;seseion of her recortl. ~ He functions
like Mr. Lockwood in Wutherin~ He1~hts, and when he stre ses. thet'he has copied
out the story in ‘tan exact transeript! (p.8) this 1s yet another traditiona.l
device. Douglas in effect disclaims responsibility for the narrative end puts

its full buxden on the governess.

(11)

.- In considering the governess as a narrator it is important to melce an
initial d.ietinction between her role asg a.gent (in recountin‘, evente) and her -
role as subject. James himvelf mnkes a related distinction in the prefacez

It wasb 'deja tres-joli' in ""he Turn of the »crew', pleare believo,
the general proposition of our young woman's keepinz crystzlline
her record of so many intense anomalies and obscurities - by whicli\
dontt of course mea.n her explanation of them, a different ma.tter 6
The compositiona.l problem which James is articulating here means tha.t on the
one hand he wante to ensure ' the visual cla.ri*y of her deecriptions whilst on

the other he does not wa.nt to vouch for the reliability of her asoessments.
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Notioﬁallj 1t would ééém duite ea.sy t‘to'differentiate "beh}eénv the £§o a.nd ;}et
the whole directlon of his fiction throush the 1890's is away from 'neutral'

description.  We have already seen examples In The Spoils and In the ngg of
how he dovetailéa’assessmén’c‘ oxr evalﬁatﬂion ‘into"de“scriptio:ﬁ - whether‘oﬁf the .
prota.gonist\or of the ifia:t'rator.’ A.nd 80 typiba.liy we féc;éive a personal view
gimultaneously with the description. There 1s a further complication in i‘i’he
Turn of the Screw' because the protagohist' is also the narrator cnd has to
speak for herself without any external authority. | | o

In the event the distinction which Jamgs:proposes- in his preface does ‘m;)f
hold up to scrutiny.’ For example when the governess first sees Quint, this
1s before she knows that he 1s dead. So we ‘might ieipAect‘ her ‘sic‘céu'nt ’to‘"‘be: -
relatively objective.  Such is not the case. One afternoon she 1is wandering
in the grounds of Bly and indulging in a romantic day—dream of meeting a man
(the owner?) there. Rounding a cormer she suddeniy sees a man ptanding at the
top of one of !th'e towers. But instead of describing him che diverts attention
eway from fhe man to survey the architecture of the house. This tones down
the shock of the event but also it avoids any direct visuél presentation of' o
Quint. "Be&ond:the fact that he is not wea.ring a hat we know nothing about him.
at this rpoin‘t. It ?is only latgr, during a conversation with Mrs. Grose, that
the governess says he has red hair and glves other details. In fact the
governess hgsitétes to say what cshe saw and concentrates much more on her.

reactionss

It was as if, while I took in ~ what I did take in - all »thye rest of
the scene had been stricken with death...land then rejecting an easy

use of the pathetic fallacy]. The gold was still in the sky, the
clearness in the air, and the man who looked at me over the battle-~

ments was as definite a3 a picture in a frame. (p.31)
Eer cbncluding analogy vouches for clarity but does not actually give it. B'y,.x
1o stretch of the imagination could this account be called torystalline's
Instead, throuch carefully rehearsed hesitations end shifts in focus the govern=

ess tries to recreate for the reader the immediacy of her reactions. '
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This procedure is not constant but it can appear quite anthoritative.’
When ehe first gees Liss Jessel across the little 1ake at Bly she notices that
ghe and Flora have 'an interested spectator‘ (p.55) And once aaain ghe
| swings our attention away from the figuxe it elf while she tries to fathom out
who it could possibly ve. In neither of these examnles does ghe betna& any
horror - only surprise.‘ And her rationel}seanch fortennexplanation’cf their
presence minimizes the strangene°s of thc events. It‘anouses cuiiosity in
the reader and a certain amount of suspense but m“kes no use at all of the
conventional trappings ‘of Gothic melodrama - disueed uings of the house, eerie
nocturnal settings, 2nd g0 on. o & ‘ '

James gives a theoretical comment on this kind of technique in his review

of M.h. Braddon's Aurora, Floxd (1865) where he praises Wilkie Collins for =
having initiated a new school of ‘flction = the ‘domestic mystery. 'He attacks

R

The MYSterieS of UdblPh° f°rﬁbein3 impossibly exotic and ‘concludess™

A'good ghost;story;)to be half.ssbtefrible ae'aigood mﬁrdér—story. :

§??:.b$ connected at a hundred points with the common objects of .
James'clearii gees Aurora‘Flozd as an advance on oidenfnore eensstionai fiction
because‘it has attached less weight to the ghost-element., And in a letter to
Edmund Cosse about 'The Turn of the séiéo' Le made it_piainéthat ghosts were
not an accepteole:ingredient of'fiction'; at least in their t;aditionai’fonmg

The>difficn1ty, the'ﬁroblem was of course to add, organically, the\

element of beauty to a thing so foully ugly = the success is in
that 1if I have done it. But I despise bogles, anyway. 18

The review quoted above is directly relevant to 'The Turn of the & ocrew""
because the governess herself rejects the sensational possibilities of an |
ingane relative at Bly (ao inJ Exg e) or a 'mystcry of Udolpho‘ " These '
references seem a reversal of Jemes's usual practice in thie period of suugost-

ing a romantic tendency 1n his heroines from the novels they have read (as in

the cases of Fleda Vetch and the telegraphist of In the Cene). ’ By contrast

PN 1

the govemness Seems moxe aware and less romantically sueceptible. Indeed she

explicitly denies that Bly is myeterious.- '
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I had the view of a castle of romance inhabited by a rosy sprite,
guch a place as would somehowesetake all colour out of story-books
and falry-tales. - Vasn't it Jjust a story-book over vhich I had

" fallen a~doze and a~dream? Noj; 1t was a bdbig, ucly, antique, dut
convenient house, embodying a few features of a building still
older, half-replaced and half-utilised... (p.19)

The gcverness's recogniticn of how Bly really is adds to the superficial reas—
surance created by her tendency to reduce the mwsterious. But it also

¥

continues the hints thrown out in the introduction that 'The Turn of the S ocrew'
consists of different levels of artifice. The Eoverness sets her feelings
about Bly against the sort cf thinb which happens in story-books as if what
she experiences is more real. And in the opening stages of her narrative she
yields - but with conscious fancy -toa feeling that her life with the two

chiléren is a ‘romence' in order to contrast uith sutsequent events which are

19

treal! for her. This is a stratagem every bit as calculated as her mnnipu-

lation of the reader's reactions in ber accounts of Quint and Miss Jessel,
There is a further POssible explanation of the governess 8 rational tone.

James was probably trying to counteract the conventional emotional responses

assoclated with governess—novels.‘ In an article oi 1906 on American women he

thinks back to

those Larly—Victorian and Mid-Victorian governesses of English girl—
hood, daughters of country sons and half-pay officers, heroines
(while their fashion lasted) of sleepy three-volume novels, whose
neagsre erudition, whose melancholy musie, vhose painting on velvet,
it was so easy and B0 usual to deride,20

1The Turn of the ocrew' amalgamates aspects from two genres ~ the ghost—story
and the governmess-narrative (its protagonist is also the dauchter of & parson)
Both were old—fashioned to James. although the ghost-story less so because of
contemporary interest'in‘psychicalresearch.z1 And, es the quotetion’eoove
suggests, James saw the governess as a conventional figure of pathos. Accord-
ingly he reduced the possible melancholy uhich could eurround her by stressing
hLer analytical rigour, and by minimizinb any references to her past.

'In her narration the’ governess constantly uses forensic terms such as‘*

*proof and 'evidence' as 1f she were bullding up & case abainst possible o

objections rather than simply recounting events, Indeed she strivesg throughout
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for a total understanding of the situation at Bly, a.nd mi}esv's‘ death rounds off
this search for her because it seems to give final confirmation to her vie;: o‘i“
things. * It becomes clear that she has never been in a eihmti_cn»icqmpar/able
to her present one - with such freedom, respect a.nd respons.ib‘ili”tyi.,;, ,Acg:ozid- )
ingly her desire ‘4o understand Bly is a direct expression of hng urge to broaden
her experience. She is.so eager not to miss any 'clues' that che '_qor?sf:antlyz .
retires to her room to ransack the day's events for their hidden meaning.
This provides 'The Turn of the Screw' with cme of -its main rhythns - the
governess's periods of solitary speculation alternating with the more 'scenic!
passages, either of dialogue or where she encounters the ghgsvts.?z | |
The governess comes more and more to distrust appearances or the surfapp
significance of events. Throughout 'The Turn of the Screw' che refers to her
sctivities as a kind of exposure and articulates her hunt for knowledge through
the metaphor of a system of corridors. - The labyrinth of corridors however .
has an sctual as well as a figurative existence so that when the governess 1is
looking for the children che is in a sense trapped.within her own metaphor.mzs

As with the ‘obsessive narrator in The Sacred ‘Fount, the governess displays a., .

fa.sciziation with intellectual pattern. - She hesitates, fqr,instanqe!yh‘er}_ s}le
discovers that Flora used to 'spend much of her time in Miss Jessel's company
because it seems too symmetrical, coming as it does just after Frs. Grose's ..
adnission that - Miles was with Quint, : The governess's scruple is more S
apparent than real however, znd she only hesitates briefly.: . .- . . . ..
o Right to the very end of 'The Turn of the Screw' she shows a pride in her
skilfui'reaéo;ﬁng. ' With amused condescension she imagines that her lucidity
: mpressed and terrifies the housekeeper, and constantly uses Mrs. Crose to .
boost her own vanity.. So, after 'convincing' her that Flora really can see
Miss Jescely the governess interjects a patronizing aside: '...the chain of
ny logic was ever too ‘tach for hers - It dragged her at my heels even now',
" (p.133)s  James heightened this metaphor of bondage when he revised the first
. gentence into 'ever too strong for her' in the New ;Yo\rk E@ition.} \ Q{T?{ers 15 en
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irony in this confidence because Mrs, Grose in fact throws & rather questicnadle
1light on the governesa's reasoning. ‘

At several points the governess seema to show an awareness of how wrapped
up she is becoming in her own theorising. She speaks of her 'rrodizious
private cozmentary' (p.74) as if it was perhaps in excess of the facts; end
she confesses to the reader that she haan't the space to express all the lmpiica-
tions she sav in the children's behaviour. In her references to her search -
for knowledge as an ‘cbsession', and in her spells of panic (she considers -
running avay from Bly at one point), the governess implies that her capacity to
draw inferences is a liability and even an illness vhich she can barely control.
Such moments of self-knowledge are however sporadic and retrospective. Because
the time of her marration and the time of the events are blurred together so as
to give more immediacy the governess demonstrates self-knmowledge and wmconscious-
pess in a paradoxical combination. She recognizes her own failings but at the
time continues ,tor act on then.‘ In that gence she could ‘bo;a'ud to oombino”tho
role of deluded protagoniet vith that of an ironic marrator viewing herself.
A considerable amount of the criticism which 'The Tum of the Screw' has received
consists of detailed diagnoses which, the sexual element apart, only fill out *°
the comments which the governess makes adbout herself., '

when the governess cormers Mrs., Grose and attempts to make her admit that
ghe (or possibly Flora) sees Miss Jessel, the latter materializes in the grounds.
The governess states that che felt a perverse jJoy 'at having Srought on a proof’
(pe136), and this is typical of the steps in her argumeni.  Vhenever she moves
pearer to total understanding she experiences a sense of joy, exaltation and
pover, VWhen on the verge of such discoveries her reactions are descrided in
physical, ._,hmt gexual termsi she is typically *hungry' or 'panting' for
confirmation of her inferences. : T

. Despite her apparent logic, the governess in fact makes quite arbitrary
assumptions about the children and Mrse. Grose. - She leaps to the conclusion -

that the children can both see the ghosts on ths evidence of a very smbiguous
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change in their behaviour.  And she imagines that there is some kind of commm-
{cation between herself and Quintj  on the fourth meeting she reports 'he knew
me 28 well as I lmew him' (p.77). - But in fact such ehifts in verbs from
1feel! to 'know', or in syntax from hypothesis ('as 1f' - clauses) to fact are
all stylistic details which demonstrate that the governess's rationality is a
mask for extreme subjectivity. There has been a cortain amownt of critical
dispute about whether James increased the subjectivity of the governess in his
textual 'reviaions.u-t The evidence is detatable and anyway hardly crucial,
because there are numerous examples of how arbitrary a course her thoughts
follows  ~ o . o FERT “loioie
Her tl';mghta do not only become more and more subjective, but also
progressively more convoluted.: So the governesa's language becomes richer in
metaphors and more complex syntactically. . Witness the following after her
first sight of Quints. -0 ol i U e o Je T g e s T e sl

*." This was not so good a thing, I admit, as not to leave me to Judge"
that what, essentia.lly, made nothing o].se much signify was simply

my charming work. ' - (p.36)
In its false starts, triple negatives, parenthesis and pseudo-conversational -
tone, the passage shows an exaggerated atiention to nuance. Such complexities
reflect the govemesa's eelf-a’bsorption. And mdeed she becomes 80O abaurdly
careful about uhat she says to the childrm tha.t aho actua.lly rehea.rses her
behaviour in the privacy of her room,” trying out possidle approaches.: - She .-
constantly shows & desire to Justify herself to the res.der.25 And yet, as
her sensibility becomes nner. her treatment of the children becomes worse not
better. This is hardly surprising if we accept that the governess is bocomi.ng
more a.nd more preoccupied with her own reactionn. 7 »

The peculia.r:lty of tho govemess'a way of thou@t suggeats that shc 15 as
much thc subjcct of 'The Turn of the Screw' 88 tho ghosts, especially nnce |
a.nowa.nco has been ma.da for a cultural shift awaw from belief in the supex,\- |
natura-l cgntempora.ry revim of 'The 'I‘urn of the Scm' vm heavily morale
{ytto, balancing distaste for the subject sgainst & Erulging Tespect for James's
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skill. 6 By contrast the grea.ter bulk of modern criticism ha.s been taken up
with disputes about the existence of the ghosts. Although absolute certa.intyk
is not possiblc, the bulk of the evidence suggests that they are only importa.nt
in revea.lins the governess 8 character. ’ In ‘the two possible sources referred
to earlier - Jone gg;_ and 'The 014 lmrse 8 Story' - the sources of horror are
never in question. Rochester'u first wife is inescapa.bly rea.l a.nd several -
people see the gjxosts in Mrs. Ga.skell's story. _\ So the very exi.»tence of -
ambiguity in "I'he 'l‘u.rn of the Screw' suggests tha.t the interest is now located
in the governess 8 ps ycholog;r. And, as C.B. Ives has pointed out, the ghosts
are really minimal. 'I'hey appear silently, do virtually nothing. end then
atsappear.’| -

In fa.ct the ahosts appear with great psychological plmctuality. So the
governess sees Quint for the second time Just a.fter she has begun to porry about
mleg's expulsion from school; she first sees Miss Jessel just after discoverin,_,
how Quint dieds a.nd 50 on. : Althoug;h she describes them as objectively there,
they always appea.r when she is in a tense sta.te of mind. The figures then seen;
to Mction as extemalizations of her own impulses and fears. As John Lyden-

‘verg has ara'lled' -

d ’ - - - ’ ' -.".“A

. The apparitions satisfy a deep=-lying need; they permit her to
" objectify her fears, to project her uncertainties onto something: -

ex‘l'.erne.l...z_‘8 ‘ L _ “
One of the earliest psychologica.l expla.na.tions of the ghosts was given in 1918

by Virginia Woolf: .

. The governess is not so muoh frightened of [the apparitions ] as oi‘
' the sudden extension of her own field of perception, which in this
, case widens to reve%% to her the presence all about her of an
“unmentionable evil. ' : - : B

The virtue of these very similar approaches is that they avoid the trap of .
arguing about vhether the ghosts are 'internal' or 'external', and they also

avold the diagnostic extremities of some Freudian criticiem.”"

" The governess
perself even considers the possibility that the ghosts are Just private

" pallucinations, but soon dismisses that consideration.
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In other vords the ehosts play a structural role in the govemess's gradual

She 'acts herself out?, to use Leon Edel's phraso.” And the

gelf~exposure. -
character which emerges is a strange mixture of cdntra.dictofy clements. She
ghows a certain intense rigour in rationalizing her éx]:;erivences,kbﬁt on the
other hand an extreme subjectivity in. drawihg ini'srencs"es; ‘She has ;:onvantiona.l
attitades to class and morality, and this 1s why che is so horrified to learn
of a liaison between Quint and Miss Jessel., Che tenda to yield to romantic
day-dream, and pours out her emotions on Miles and Flora far in excess of tho
demands of her Job. ‘She displays on the one hand a single—minded persistence
in pursuing her ideas. end on the other a liability to pa.nio snd a susceptibility
to 'impressions's - ‘ o R ' S
As events unfold so the governess reveals herself more :a.ncl more to the
reader. Despite the immed.ia,cy vhich her narrative creates she does also at
times perfofm the fsnction Of ’a'n imPérsénal hai;i'atéi‘ when she comments on herself
and gives the reader hints of her tendencies. . As in 'The Aspern Papers' however,
the govomess 'gives herseli' aws.y' unoonsciously for the moat part. 4nd in
this James is using ﬁ:.hel fi:st-_-person mode to uni‘old character, in basically the
same wa.y as d°.°? Brownins in h_iq Qramatio monologues;? .. ‘In order for this self-
ex;issurs '_to be ss‘cc{essf_‘ul Jaxses has to establish a perspective‘which is quite ..
diffei'snt from the 'go’vsxfsess_'s. : 'I'his he/does in several ways. . Firstly the
mtrodustory: sectipl? alerts “the. readerh tp a professional ssrutiny of her method
of narrationv.; .- ?ecqndly we ca.n see foi-_ op;selves how much truth lies in the - ...
go'v,r;mg;is ci'iticismsg oi‘v herself. | ‘rhirdly - and this is a very extensive ...
source of irony = we _observe the contradictions and paradoxes within the .
governess's a.ccount, s.nd asdess tho senera.l style of her imaginings., More will
be said about this last point in the next section.
The tourth main sourco oi‘ our second perspective is through dialogue, and

wticularly tm-ough Mrs. Grose. The governess of course patronizes her through-

3o

out.
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She offered her mind to my disclosures as, had I wished to mix a
_ witch's broth and proposed it with assurance, she would have held
out a large clean saucepan. (Pp.86)

The poise of this comparison and its confident superiority echo James's own
ironies against for instance Mrs. Wix.' Mrs. Grose's mind is as comically
concrete a..ndnhox’_nely’ as a saucepan only in comparison v}i'th‘ thevi‘ntelle’c‘c“ua.lv

ekill of the g;overneas.‘ : Sb this kind of rhetoric weuld. aﬁpea.r to enhance

the latter's authority.’ But not so. Mrs. Crose functions as particularly
effective feil to the governess's 'Ehangeablo and obsessive theorizing. The
housekeeper lags behind her mental leaps and by so doing creates the grotesque
humour of the pouvelle. For the governess always assumes that Mrs. Grose is
simply dense = never that ghe might be mistaken, ' So, for instance, just before
the apparition by the lake the two are talking together and the governess
mentions Miles's 'divine' way of diverting attentiont o

5

'Divine?' Mrs. Grose bewilderedly echoed. :
'Infernal thenl' I almost cheerfully rejoined.. (p.129)

Thia unobtrusive exchange demonstra.tes the arbitrary way in which the governess
can shift rrom one extreme to the other. o

; 'l'ho governess 8 tendency to act out chosen rolee and to be ‘eblivious to
the mpresaion she makes on the othcra (she doesn't see how gri@gening she is
to the children, for example), prevents her from gainin.g access to the e.lter-
pative perspective I have been outlining., And even when che takes the pia.ce
of Quint after his ?econd appearance, she does not rea.lly register how alarmed
Mrs. Grose is when she sees the governess pee:ing in at her through the dinin@-
room windowv. At thia point she hau put herseif into the poaition ot the ‘ghoat,
and Juliet McMaster has suggested that shc conata.ntly tz-iee to act out the

35_ This momentary reversal. where the governess becomes the object and

@lostﬂo
not tho perspective of the scene, is however yet another scenic hint that we

should question her authority. o . |
In view of the very extensive evidence for an altemative perspectivo to .

the governess's, it is all the more surprising to find critics arguing that
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hers is the final authority. So A.E., Stone has asserted that 'this naive
girl is the‘onlyiconscience, the sole moral imacination in the tale'.34p And

F, R. Leavis has been even more fcrthright: . . o o

o *

,As for the governess's Yauthority', I contended = gnd contend - that
"James clearly means by it, not that she has the power of making the
reader, or the housekeeper, 'helpless', but that we are to accept

- her-in unquestioginb good faith'as a wholly credible witness < a '
~ final authority L L -

fhe governess is in fact extremely unreliable as a narrator - even shen she is
purporting to give us appearances directly.¢ . e v ' ’

,; Althoush I have been emphasizing that the governess's character is central
to 'The Turn of the Screw', Janes himself wrote (in a letter to H.G. wells)
that he had ruled out 'subjective complications of her cwn'. by which it appears
he meant distracting aspects of character which would blur his desired effect.?
In all his comments on 'The Turn of the Screw' however James cons istently under-
rates the complexity of the governess's character., This was perhaps because
he was attemptinu to build up 8 Suvgestion of evil‘in the reader's mind through
the psycholowical perspective created by the gcverness.;‘ So in his letters he
describes the work as if it vas a matter of manipulation or ingenuity -a .

37, And in his preface

vfantaisie absolue dans le genre recherche du frisson'.
he insisted that he wanted his reader ideally to 'think the evil', & purpose

he echoed in his preface to the other ghost stories included in the New Ycrk

38
Edition. T s o

PR
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Such comments imply that James wanted to recreate the governess 5 experience
(ggrcreate because it is retrospective for her) with considerable immediacy 80 .
as to gﬁnerate identical enotional responses in the reader.l But the whole
direction of the boos's irony and of present—day interest in psychology is to
re—focus our attention on the workings of the governess 5 mind. ( Nargaret Lane
has argued that 'The Turn of the Screw' has dated very. badly because we no N
1onger believe in ghosts, absolute evil, etc.;s , But what is lost in that area
is gained in psychology and in the fictive richness of the work. 5 It now remains

to be ghown how the governess's imagination develops and how ehe does try to .

generate a sense of evil.
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Throughout "I'he'l‘u.m of the Screw! the governess uses many of the conven—
tiona.l atrata.gems of a first-person narrator. She séys she cannot put her
feelings into words; she gropes for tems; she hesitates before crucié.l
sections ('I i’ind that I really ha.ng back" but I mst teke oy plunge' - p.75)
And she comments on the difference between the time of narration and the time
of events, as for instance Just a.fter the first sighting of Q,uint: 'I call it
tima, but how long vas it? I ca.n't apeak to the purpose to-day of the “
duration of these things ' (p.4o) Such remarks help to build up the govern=
ess' 8 credibility as a narrator because they euggest that she ¢an do no more

give an approximate account of events. But such disclaimers of ability

are only half—sincere because she rea.lly demonstmtes g:reat ekill in orchestra.—
ting scenes so as to gain the maximum impact on her reader, So, for instance,
ghe retumms to her room one night to find Flora's bed empty. She immediately
Jumps to the conclusion that the girl has been with Miss Jessel and this
suspicion begina a long series of night-time vigils when the govemess is |
watching foxr some Bign to confirm that the children are having contact with the
ghosts. Once again she finds Flora's bed empty and she sees her looking out
through one of the windows down into the grounds. This is described in the
most matter of fact way as if there were no doubts about Flora's activity (or
for that matter about the governess's). She tip-toes towards Miles' door but
then hesitates scrupulously before it, After all, he might be innocent and
she might be wronging hinm. Here the pace of tho narrative quickens a.nd builds
up to a climax ‘I'he governess moves to another vindow and looks down onto the
lawn. ~The climax is expressed through lines of vision. The governess looks
down on to a moonlit figure (Quint?), paralleling Flora's own perspective. But
the figure on the lawn is looking up at the wall of Bly above the governess, at
a person in the tower she assumes. Not until the last sentence of the chaptex
(Chapter 10) is the person on the lawn named, thereby giving it a maximum

dramatic impact. It is of course Miles. By stage-managing her narration so



148

efficiently the governess deflects us (at first) from realizing how ambiguous .
her account really is,  The episode is crucial to her because it seems to
confirm that Miles ;s corrupt and yet really the manipulation of pace and
guspense goncgal quite arbitrary assumptions of purpose in the chiléren. This
1s a1l a matter of ekill on the governess's part, but the sinister aspects of
'The Turn of the Screw' grcw out of a different tendency, - Like the tele-
graphist of In the Cese the governess cecs her situation in melodramatic terms. ,
She invents a drema embracing herself, the children and the ghosts. And the
growth and changes in this projected drama articulate the ehifts in the
govemess's psychology. fon
The second time that she sees Quint the governesa izputes a purpose to.
his appearcnces, a purpose that 1g directed at the children. Her reaction is
first a *sudden vibration of duty and courage' (rpe39-40) erd sccond a desire
for solt—aacrifice: ‘ L

L

. esesomething within me said that by offering myrelf bravely as the
" gole subject of such experience [ the visitations ], by accepting, by
- inviting, by surmounting it all, I should serve as an explatory victim
and guard the tranquillity of my companions. (p.50)

The atatus of the eovemess'a new post was ezhilemting'for her. But that is
pothing compared vith the excitement of castinz herself aa heroine within her
pelodrama, = This relieves the possible boredom of routine teaching in a lovely
old house, and, as E.D. Aswell notes, externalizes her feelinis about the
chil. ’ ;. ‘,V - v . " - . * - ca . . o . " LYy
" The governess 1s motivated to identify the einiater embodiments of
~_her own impulzes with the previous servant at Bly by the need to
- " explain her ambivalent and troudling fears about Miles and to
Sustify her own role es a nme and possessive x:rotector of hia
end Flora's 1xmocenco.4° T
Poasibla psycholocical origins for this melodrama a.re. in other vords. o
obviously not lacking But the govemeau's romance generates 8 momentum of
its own.  She rirst ma,e;ines a transaction between herself and the ghosts,
a.nd tha.t is qu.lte exciung But then sho begina to auspect tba.t thu ghontg

have direct access to the children. and she fears that they may be contaminated,
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Torn be‘t'm;een.l:er'enotione,l' need of the childrenle cee:n{:y,end Inmocence and her
desire to rationalize her experience, the governess g8 'reason' nevertheless
pulls her inexorably towa.rds ‘the’ conclusion that the children ha.ve been
corrupted. " As this conviction @ows “her vocabulary polarizes ‘towards melo=
drama.tic extremeé?’ th_e apparitions are"'ficnda'; the children are tangels'
é..nd 'sa,ints'. In tﬁis:' wa.y t}‘xe'drnmahfor the salvai;ien ci"t:h‘e' souls is forxlxei.
And verbal extremism parallels the governess's increasingly excessive reactions.

) Aga.ina.s in theca.seoi’ :thef teleéi-anhiat'endfoi‘" ihe'”cbseeeed‘narrator'of
The qacred Fount, the governess pute less and less trust in appearances. Under
the impa.ct of her new-found 'knowledg-e' about the children, vhat had previously
eeemed. irresponsible play now is transformed into deliberate deception. The
governese decla.resroundly to X;Ire. Groses “'..:..ei‘renn wliiletheyﬂﬁreterid to be
lost in their fairy-tale they're stesped in their vision of the dead restored
to tnem"pr;92;92) ’ Thesrimirony of ench aﬁcennnentnisithe.t, vhereas the’
governees is accusing Miles and Flora of putting on'a special manner to deceive
her, that 18 what she ia doing o For her 'beha.viour towards the children
@adually changes ‘into a professienal manner behind which she can look for
evidence of their cormption. B

It is::ne"predicta,ble resultof thegmremeea beccming méi}é_ andmore ené;rossed

in her thehcrieex that ehe begins | tenfccn'sii:ruet hypcrhei:icel ecenes’ between the
children and the ‘gh‘ostls. 'I‘hia reaches an extreme when ghe interprets Miles's

extreme politeness at dinner as sophisticated magnanimity, ‘and projecta ‘the

following words on to hims
" The true knights we love to read about never push an advantage oo
far. - I know what you mean now: . you mean that - to be let alone
yourself =~ and not followed up you'll cease to worry and spy upon

o mewes (pazn) o T
The tone and syntax here are those of an adult not a child, and it reflects the

governess's weakening grasp on reality that she doesn't notice the difference
between theée imagined words and the vay Milee,aotna.liy sﬁeakg; ‘ One reason g
for this ia perhapé that by including the children in a mutual game of cateand=-
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mouse the governess counteracts fche_ieelation which has come with her fears
that they have _peen icorrupted.m ’ 7
| AHowever her scepticism tewerds i:he children's manner depriv‘es her of a
definite meesure. Shehlee.es any sense of proportiop ,a..nd& wavers bet_vxeen ex_treme
alterxiatives. : So,_at one point vwhere her confidenee is i‘lagging, ghe Aim%'ines
that the. chilclren have her under their power insrea.d‘ ‘ofuvice versa. She e.lso
:begins to ix{nposeher:’o‘vm_ i‘deafe; on appearances. When Flora understa iably shows
vfear at .thjen .govef’vt'nees"ve ipten‘se qilestionizi;g, the laftﬁyter explains 1t to Mrs. .
Grose in ter;ne oi‘ }liss Jessel"e infvlu‘ence. , When the girl is comn;mica.ting .
with Miss Jeseel, ‘the governess insists, '"she's not a child: she's awnlold,;
old woman"! (p+133). o l N
As her romance develops, fche governess Va.ries her imaginary roles toward
the children ; From expiatory victim ehe shifts to guardia.n or, more precisely,
&ua,rdx 'I was like a gaoler with an eye to possible surprises and eecapes' -
(p.‘lO}A)-‘ _ A11 these 1‘019$ have one thing in common. They go beyond having &
merely\ tutorial responsibility :to the ehildren to,e.» position where the governess
has absolute powver over them. Even when ehe figures herself as a nurse for
Miles this is one of the attmctionsx T L
_His clear listening face, framed in its smooth whiteness, made him
* for the minute as appealing as som2 wistful patient in a children's
hospital; and I would have given, as the resemblance came to me,

+ g1l I possessed on earth really to be the nurse or the sister of
., charity who night have helped to cure him. (pp.120-121 ).

&

She de-nonstra.tee here a morbid fa.scina.tion with illness together with an
ostensible desire for _seli_'less service. Aqd yet of course the whole notion of
illness is suspect. .. Even though in the passage the governess professes to
want to help Miles, her ultimate aim is really to be proved right.  And so, as
E.,D. Aswell points out, her treatment of the children is really cruder than
beforet . . . .. .o L0 S B I

The coarsening of the governess's imagination and sensibility is

* dramatically revealed by her no longer caring that the acknowledgement

of evil was to be only a means toward the end of salvation. . It has

' pecome the end in 1tse1f...4‘ o

4 %
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It is only her increasing subtlety of hypothesis which masks this important
ghift in her attitude towards the children.

Her suspicion that they have communication with the ghosts leads her to
put more and more pressure on them to conform to their roles in the melodrama
ghe has createds Two peaks in the drama occur when she thinks that first
Floraz and second Miles is on the verge of admitting what she wants to 1:1&0\.1.42
In the first of these scenes Mies Jessel appears when Flora and Mrs. Grose are
both present, but Flora does not admit to seeing her. Under the pressure of
the governess's interrogation she falls 111, The incorrigible woman persists
in believing that Flora is being influenced = without once considering that it
might be by hers ‘'The wretched child has spoken exactly as if she had got from
gome outside source each of her stabbing 1ittle words...' (p.140). Initially
the governesa's figurative language was full of religious references. But it
is an index of the huge change which has tsken place in her attitudes that now
the terminology of weaponry and conflict is dominant.

The final climax, where Miles dies. brings together the verbal extremism,
the melodrama and the heightened physical gesture which gives the book its title.
Quite in keeping with the metaphors of torture, the governess is still trying
to wring a confeasion from Miles as to his behaviour at school when Quint
appears. She clutches Miles to her, exclaiming in her record that it was
1ike fighting with a demon for a human soul' (ppe162-163). But really her
violence is directed towards Miles, not against Quintj; and when liles - as ghe
thinks = admits his guilt her Joy is expressed as triumph over Quint when it is
in fact the satiefaction of being proved right.

Thé governess has no doubts at all about the significance of this event,

43

but, as Muriel West has noted, the scene is full of ambiguities. The boy

utters ‘the cry of a creature hurled over an abyss' (p.168), but the governess

tries to soften his falle In thus acting as a saviour she literally squeezes

the 1ife from him. Ironically it 1s she who is a creature since ghe 'springs!

(twice) on Miles while the baffled Quint can only 'provl' outside, This ending
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is of course violent and sensational, but it does resolve the governess's melo-
drama. ' - The whole direction of her responses has been leading her towards a -
point where she has total power over the children. . Ironically at the very
poment when she gains this Miles dies =~ ironically because this demonstrates
his independence of the governess's imagination in the most unanswerable way.
Just like the telegraphist of In the Cace the governess has created a melo-
dramatic fiction which compensates for her'ﬁum—drum existence by offering her
imaginative freedom. . She exploits this freedom by assuming the privileges of -
a novelist, particularly in arranging her characters as she desires. In all
the critical writings on 'The Turn of the Screw' only John Goode has acknowledged
this. lie argues that she models Quint on the stereotyped villain of Victorian
melodrama and IMiss Jessel on the stereotyped fallen woman. VWhenever the
ghosts appear they give her a 'joy of proof', and Goode continuess
This is the Joy of the do~it=yourself novelist. The governess has
created her own Udolpho, The imprecisely realized expansion of her
experience grants freedom to her imagination and, according to her
primitive lights, she is able to create an artefact in which she is
both creator and heroine.
The analogy used here is precise because it helps to explain the governess's
gense of power In a way which does not exclude a psychological account of its
origins. However Goode is slichtly misleading in that he gives the impression
that the governmess is always in control of her situation. This is not the
caseé. From the very beginning there is a certain vagueness about her roles,
partly from the very fact that her metaphors are so varied. Che wants to be
an explatory victim but is unsure what action this will involve, .The notion
of sacrifice is temperamentally appealing to her but mainly for the emotional
and histrionic satisfactions it carries. To her dismay the children do not
£it neatly into the roles’which would support the goveness's stance., Their
play disrupts her early faith in their innocence; TFlora takes herself out of
her reach by falling i111; and IMrs. Grose stolidly resists the wilder flichts
of the governess's imagination. These facts, together with her own background

fears of obsessiveness, delusion and even madness, all point to the governcss's

unreliability as a narrator.
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In In the Care the narrator mde it clear that the telegraphist's romance

must ultimately give way to a reelity where relationships have reduced propor-
tions. In 'The Turn of the Screw' we are denied such resolving finality.

'.l‘he climax gives us intensity but leaves importa.nt questions deliberately |
unanswered. Undeterred critics have attempted to give the work a moral weight
which it cannot bear, Ma.riua Bewley for insta.nce seeirxg2 in it the ’eiege of
hmocence' ve all experience in c:hildlrmod.45 In fact James exploits different
levels of narration( to dra.v us into the goremess 's psychology. The continu-
ally varied ironiee in 'The ’l‘urn of the Screw' make us question the nature of
her a.otivitiee without however giving us the alternative information which

would resolve these diepa.rities once a.nd i‘or a.ll.
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Chapter 7
The Awkward Age
(1)
Throughout the period under discussion there 1s a steady progression in
Jomes's work towards psychological detail, More and more the workings of a
particular mind come to the forefront of the fiction, whether it is Maisie's,

the governess's or the narrator's in The Sacred Fount. The Awkward Ase 1is
the one exception in this development and is a test case in this thesis, since

here James was, by his own acknowledgement, experimenting with a technique

that was stringently objective. He organized a structure which was positively
hermetic in its complexity, so rmch so that, as he wryly edmitted in retrospect,
few people could understand 11:.1 According to his account in the preface
James saw the novel's meaning as emerging out of its structure, out of the
inter-relation between scenes, particularly as they referred to Kanda Brooken- .
ham, It would seem then that in The Awkward Age James's application of
dramatic techniques must rule out the presence of a narrator.

Soon after the novel's publication James wrote to Henrietta Reubell to
explain its method and anticipated the preface in his pride at its siringency
and consistency. = The form was, he wrote, 'all dramatic and scenic'

esewith no going behind, no tellinz ebout the figures save by their

own appearance and action and with explanations reduced to the 2

explanation of everything by all the other things in the pisture.
James here conflates two analogies, the theatrical and the pictorial, without
giving theoretical recognition to cne important practical problen ~ how is the
reader to see appearances if he is reading a novel instead of sitting in a
theatre? This is only one of the difficulties that the main dramatic analogy
ralses.

However by far the great bulk of the criticism which The Awkward Age has
received, takes this analogy at its face value and has concentrated on the -

novel's internal structure. One of the most extreme 'objectivist'! statements

on the novel was made by Percy Lubbock in his The Craft of Fiction:
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In The Awkward Age everything is immediate and particulary there is
no insight into anybody's thought, no survey of the scene from a
height, no resumption of the past in retrospect. The whole of the
book passes scenically before the reader, and nothing is offered but
the look and the speech of the characters on a series of chosen
occasions. It might indeed be printed as a play; whateyer is not
dialogue is simply a kind of amplified stage=directionee.
This passage has the virtue of making explicit the assumptions which most
gubsequent critics have mades The consensus of opinion has been that the
novel's values grow out of the dialogue between the characters; that the
characters reveal themselves as having little moral substance; ‘and that moral
and emotional terms become very fluid and shifting.4 7
At the end of the passage quoted above Iutbock warily adds a proviso that
there is an element in the novel which cammot be included under the heading of
'dialogue’, but dismisses it as stage-directions. Once again he is quite
representatives Most critics of The Awkward Are have recognized in passing

that there are such guiding statements in the novel, but they are only takem to
5

be minimal and anyway functional, We have already met the notion of stage—
directions in The Other House and indeed they were recognized as a mannerism-

in The Europeans in Constance Fenimore Woolson's review of that novol.6 - But
stage~directions, by their very nature, operate on the most practical level and
could hardly qualify as a 'narrator',

The npumber of critics who have seen & narrator in The Avkward Age is
wmderatandably small, and once again recognition has only been given in pasaing
as if it vere a minor concern. So Margaret Walters points out that the
hesitations of the narrating voice remind us that he is only offering plausible

interpretations of appearances and that 'this ghostly figure, tireless in his
ingenuity, sometimes seems to be the novel's main charaoter'.1 - And Wayne
Booth and A.E. Davidson have both also pointed out that the narrator conjectures
aboub appearances without claiming eny privileged knowledge or awareness .8
Davidson particularly insists that these conjectures are explanatory but not
eveluative. Only two crities have argued that the narrator plays en important

part in the novel and the various issues they raise will be dealt with in tum
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in the bulk of this chapter.9 - The initial task here then is to demonstrate
that a narrator does exist in The Awkward Are; and secondly to show that he
plays a more important rols than most critics have admitted. This argument
will complement the discussion of the novel's scenis structure and put it in a
wider context of James's general practice in the 1830's,
~ Before considering the novel itself however it is important to ascertain
what James's attitudes were towards dialogue literature in general, For in
his prefece James writes that the objJectivity of zgé Awkward Are came from
.the imposed absence of that 'going behind', to compass explanations
and am?liricationa, to doag out odds and ends rro%the ‘mere' story-
teller's great property-shop of aida to illusion. e
And in achieving this objectivity he acknowledgeas a debt to Gyp, the nom de
plume of the Countess Martell de Janville (1849-1932), a French writer who was
the leading exponent of the roman dialonua/. :

But this debt i3 ambiguous. James clearly admired Gyp but at the same
time he disapproved intensely of the formlessness inherent in her work. So
later in the yreface he refers to 'the genius of Gyp herself, muse of general
looseness' and launches into a polemical attack on the over-use of dialogue in.
contemporary fiction.'! Within this diatribe dialogue becomes the sauce
which makes a 'slice of life' easy to digest by the undiscriminating public.
And in one of his 'London' articles for Harper's Weekly (the jowrnal which
also serialized The Awlyard Ase) James had made a similar attack on Gissing in
particular, and contemporary fiction in general. Dialogus for Janea mist be
{1lustrative and organic, and he commenteds 'there is always, at the best,
the author's volce to be kept out. It can be kept out for occasionsy 4t -
carmot be kept out a.lvaya'.12 Here the phrase 'author's voice! really means
tparrator's voice's On the few rare occasions when he refers to the narrator
{n his fiction, James regularly speaks of it as a rrojection of his own voice.
In his notebook entry for June 4, 1895, for instance, he mulls over the
possibilities of method for his tale 'The Next Time', First he considers
making the narrator a character within the tale ('a deluded vulgarian') but
then rejects that sirategy in favour of a greater objectivity: 'I become the
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narrator, either impersonally or in my unnamed, unspecified personality' 13
In other words &n enonynous narrator (a 'real ironic painter') was regularly
seen by James a3 a persona for himself without in a.ny way compramising the
vork's objectivitys In fa.qt it was really one guarantee of that objectivity,
B8O muéh taken for éranted that he scg.rcely needed to refer to it in his notes

at a11. 14

Elizabeth Owen has demonstrated that dialogue fiction was a popular minor

5 jnain tact>vhén E.F.

genre in the 1890's in Britain as well as in Hmce.
Bensop gent James the manuscript of his dialogue novel _llo_d_.ggames criticized it
once again for lacking formal rigour, and admonished the young Benson to the
effect that = 'only remember that a story, is essentially, a form, and that if
it fails of that, it falls of its mission'.w Formlessness then was one of
the 1liabilities of such an indulgence in dialogue and although James might
stretch his criteria for Cyp because she was writing within a French tradition
his criticism of her work is substantially the same as that made by Frederick - -
Wedmore in a survey of the short story of 1898. Referring explicitly to Cyp,
vedmore declares that 'pure dialogue, under the conditions of the modern writer,
leaves..sothe work a framt'.” Similarly, in a general article on French
dialogue literature, Henri Pellissier stated (less pejoratively) that it
tended to be episodic and inevitably fragmenteds

Quant a la 1littérature dialogues, elle a ses aises, Aucune regle

ne la géne. Chaque saynete, prise a part, n'est qu'une conversation;

et, quand nos dialogistes en réunissent plusieurs sous le meme

titre, nous pouvons aussi bien commencer le volume par la demiere‘
"I1 n'y a de 1'une & 1'autre rien de contimu ni méme de progressif,

Pellissier in fact makes higher claims for the genre than this passage might
suggest, particularly in the sardonic opening lines. But he agrees with doth
Vedmore end James that the mode inevitably courts superficlality and fragment-

ation. |
Given these theoretical objeotions, we next need to ask how James avoided

guch dangers in The Awkwerd Aze. Iis owun description in the preface of a
compositional diagram Qhereby socenes are grouped in a circle around the central
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character of Nanda, suggests that' he was deliberately trying to avoid shape-
lessness by assembling a complex structure. And the expositions of subsequent
criticisn havé borne out this complexity. Indeed the novel may have been met
vith bewilderment when it was published because James was over-reacting againgt
the absence of form which he had seen in Gyp and her follower Henrl lavedan
(voth named in the preface)s It vill be the burden of this chapter to show
that the narrator offered James a second supplementary formal resource, and

that, although it 1s a relatively minor one, it i3 none the less important for

that,

(11)

Wayne Booth has commented that one immediately becomes aware of a narrating

presence in The Awkward Are despite its apparent objectivity.” And in fact
ve ca.n distinguish between tcm; main roles in 't;he narratoﬁ - to give practical
indications of gesture, etc.j to refer interpretation to a hypothetical
observery to deécribe characfers, especially on their first entries; and to
control the perspective of the novel. |

Firstly then James clearly had to find a substitute for spectator's direct
vision of an action on a stage, and hé does this by having the narrator
indicate the position of a character, | So in a conversation between various
pembers of Mrs. Brookenham's Buckingham Crescent circle we learn that !'Brooken-
ham had placed himself, side by side with the child [Aggie], on a distant

1ittle settee'.zo Similarly the narrator mt convey movement and tone of

volce ('Vanderbank soothingly dropped't p.7); the (PhYSica.l'apPeafanco of
characters (to be considered below); and a description of the action's setting,
A11 these funotions could be termed as roughly a-naloéOus to ntaae-direcfions.
But they go further. The narrator, despite James's boasts in his letferg -
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preface, enters into characters' thoughts ('Vanderbank saw in this too many
deep things not to follow them up': p.18); he gives reported speech (pp.82-83)
and even hypothetical speech which didn't actually take place (p.71). He
uses defining metaphors ('The Duchess watched her as from a box at the play' -
P«76)3 summarizes information about the characters' past, or even summarizes
narrative as a whole (cf. the opening of Chapter 33). And lastly he under—
lines the conscious looks which characters exchange without speaking (e.g.
between Vanderbark and Mrs, Brookenham, p.137). |

This is by no means an exhaustive list but it does show that Lubbock is

1iterally wrong on every single count when he enumerates the resources which

James has denied himself in this novel, The objectivify of The Awkw't_x;d Ape

then 1s a matter of degree, not of kind, Jemes bas in fact retained most of

the traditional resources of a novelist, but has reduced their scope rather
than ruledA then out completely. Frandis Giilen has called many of these
devices !'performance-indication lines' which limits them to the purely funct=-
tonal level.?!  But they o beyond this to have important effects on the
perspective bf the nbvel as a whole.b

Throughout The Awkward Age the narrator pays particular attention to

appearances, and his comments typically purport to offer possible interpreta-
tions of what lies behind thems 1In making these interpretations he constantly
refers to an imaginary or hypothetical spectator. So in the scene where Nanda
first meets Mitchy and Mr. Longdon, her mammer 1s described in the following
vays |
She made no difference for them, speaking to the elder, whom she
had not yet seen, as if they were already acquainted, There was,
moreover, in the air of that personage at this juncture little to
invite such a confidence..,..An observer disposed to interpret the
scene might have fancied him a trifle put off by the girl's

familiarity, or even, as by a singular effect of her self-possession.
atricken into deeper diffidence.  (p.98)

This first meeting is crucial because the relationship between Nanda and
Me, Longlon offers the girl the nearest thing to self-fulfilment, Attention
to the characters' expressions and general disposition is thus obviously
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izmportant. In the passage the narrator begins by describing the girl's ranner,
particularly her informality. Then he swings avay to longdon to sugrest that
his manner 1o not at all encouraging. EHe hints at stiffness ('that personage’)
and by offering hypotheses miﬁica throuch understatement Longdon's own tendency
to conceal hilg reactionse The reference to ‘an observer! is strictly spesking
irrclevant becanse the narrator has a.lreadylbemm to interpret the scene before
that phrase is introduced, |
m™e narrator here, and elsevhere in the novel, is the intelligent cbserver

wvhich he refers to. The dedustions which he draws are those which eny intel-
1ligent observer may draw, but he is actually unigue because he is the only cne
to have acﬁeeg to the charscters' appearance. And this marks his rrivilege
end distinction from the reader, The references to an observer do not however
in themselves guarantee any objectivity. For instance Silvena Cologsnesi
discucees the vay in vhich characters reveal themselves and then corments of
the novelt's descriptions:

la gucrenzia dell' obiettivita 41 queste descriziond ¢ i1 contimo

referirsi ad un ipotetico spettatore, sicche quello che James ci

presenta e £0lo quanto Juo ezsere osservato o dedotto da tale
spettatore.e2

This is rather raive because the narrator is not just describing appearances.
Io is selecting vhat detalls are importante 4And he hints et longdon's rather
perplexed reacticn to Nanda bdecause he knows that he comes from cutside the
Buckinghan Crescent set and is really rather nbocked‘by the girl's golf-
confidences The dry humour °f the passage quoted suggests a perspective
whereby the readcrA(like the parrator) is capadble of doing Justice to longdonm,
and of eeeing the marmers of Buckingcham Crescent from the cutzide. In other
words tho narrator's interpretative corments = whether roferred to an observer
or pot = demand en alert detachment of the reader. And A.E. Davidson has
pade a similar though more narrow sucgestion that the references to an cbserver
sugcest a deductive role for the reader.?
These references are, as I have already proposed, irrelevant and umneceseary,
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since much of the time the narrator is dealing with appearances. And, although

James does maks some effort to vary them, they finally become a distracting
24

pannerism, as they were in The Other House, Even the variations are some-

times inappropriate as when the narrator calls himself 'Mr, Longdon'!s historiant
(pe148). It is precisely a historiecal or chronicling role which the narrator
does not have here, or in any of James's fiction of this period. And if we
teke the attention to appearance at face value, James i3 occasiocnally guilty of
paradox. During a conversation between Nanda and Longdon at Mertle (Mitchy's
country house) we are told that

[(Eanda's expression] would not have been diminished for him, morecver,
by her successful suppression of every sign that she felt his inquiry
a 1little of a snub. (p.162)

If ¥anda hides all visible expression of this reaction then theoretically the

narrator can have no knowledge of it, This detail gives a particularly clear
demonstration that in fact at times the narrator is claiming more knowledge
than mere appearances.

Indeed the references to gesture or facial expression are frequently a
thin disguise for substantial narrative comment. During a conversation between
Longdon and Mrs. Brookenhan, longdon is torn between en impulse of prorriety
end a dislike of the way she rides rough-shod over the relationship between
himself and her mother: - ‘

Mr. longdon's i‘ac':e“ reflected for a minute something he coﬁld sca:.rcoly

have supposed her acute enough to make out, the struggle between his

real mistrust of her, founded on the unconscious violence offered by

her nature to his every memory of her mother, end his sense, on the -

~ other ha.nd, of the high propriety of his liking hersse (p.141)

Oatensibly this conflict of feeling is reflected in Mr. Longdon's face, bﬁt it
would be an impossibly adept observer who could deduce it from his expression
alonoo In effect James has 'gone behind' Mr. Longdon to explain exactly what
two senses are in tension here, | The narrator has adopted two similtaneous
gtances «~ one of an obsemr within the scene, a.nd one explaining Mr. Longdon's

reactions from an exter_na.l position. The latter of course is not far from

tra.difional tormiscience'.
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The passace gbove reveals how much weight James tries to attach to appear-
ances in The Awkward Are. Since the bulk of narratorial activity has been
ereatly reduced we can assume that the narrator only describes gesture and
expression when they are‘important. These descriptiqns glve significance even
to the slightest movement and the merest nuance of expression. But the narrator
is not indulging 1n refined speculation for its own sake, His careful
explanation of selective visual detail is a technical counterpart of the
Buckinghanm Crescent set's own- care to preservé an unruffled soclal surface and
to reduce demonstration of their feelings to a minimm. The narrator is only
doing (with sone exceptions) what lMrs, Brookenham's inner circle do when they
read below other characters' monners. ' And although his explanations are often
phra.sed as hypotheses, in practice wve tend to take them as facts, especia.lly as
they are consistent \rith the actlion as a whole.

Rarely the na.rrator's corments can become an intrusion, but this is not
from thé simple fact tﬁat he is making a comment. During their conversation
at Mertle Nanda tells Venderbank that she is 'true'. Since the question has
been hanging in the air as to whether or not the two will marry, this declara-
tion causes him some exhbanassmeht. The nanatoi scrupulously avolds saying

too mucht

"~ As ¥r, Van himself could not have expressed at any subsequent time
to any interested friend the particular effect upon him of the tone
of these words his chronicler takes advant of the fact not to
pretend to a greater intelligence... (;;.153?9

This is an intrusion in the real sense of the word because here James 1s giving
himself a cue in the course of writing. Ee is reminding himself of how limited
a role the narrator hase Such a comment is however particularly rare in this

novele And once again the title of ‘chronicler' is anachronistic at this

point in James's career.
Apart from furnishing description in general, one of the most important
functions of the narrator is to give brief introductory portraits of the

characters, usually on their first entrance. The following description of
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Mr. Brookenham is representative:
Lean moreover and stiff, and with the air of having here and there
in his person a bone or two more then his share, he had once or
twice, at fancy-balls, been thought striking in a dress copied from
one of Holbein's English portraits...So dry and decent and even
distinguished did he loock, as if he had positively been created to
meet a propriety end match some other piece.ss (DDP.49=50)
Clearly this coﬁld not be called a neutral description. The narrator concen-
trates firsfly dn his rather grotesque mammer and suégeats ironically that
Brookenham can only begin to look impressive in fancy dress, The comparison
with the Holbein expresses a primarily visuﬁ effect but _lafer in the passage
the narrator reduces Brookenham to one of his wife's ornaments, purely decora-
tive and literally useless, This defines his role in the novel since he
functions mainly as a passive sounding-board for his vife's ideas, rmch like
Mre Assin.gham in The Golden Bowl, Brookenha.m then appears like an artefact
a.nd the narrator unobtrusively reminds us or this later in the novel by repeat-
ing that his eyes are 'dead’.
Almost all the descriptions of Book Two f‘ollmew thia pattern, In a sense
Mr, Brookenham is all manner (or 'finish') and no character. Similarly his
son has a sophisticated eppearance oddly beyond his years. The Duchess's
marmer is one of muffled conﬂict between the a.rintocratio and the bourgeois.
And Ca:cria Donner has an appearance vhich ia askew of her manners 'Irregula.rly
pretty and pai.nrully shy, she was retouched. from brow to chin, like a
suburban photograph' (p.75). These caricatures fi.x tha chara.ctera in a moral
hierarchy. 'l‘he more groteaque they are, the more they are pa.asive products
of their gociety and mcapablo of independent moral a.ction. The narrator
manoeuvres them into ridicule by fastening on key dotaila of their appea.ra.nco
a.nd this is a method quite commen to the minor characters in James's fiction
(compare Mrs. Wix, for example) In W characters are compared
to paintings, aztefacts and theatrical perfomera. And once again the method
turns an aspect of thc novel's society to technical account. Manners in
Buckingham Crescent have become hypertrophied so that they become an end in

themselvesa This 18 vhy it 18 so appropriate to apply caricature to its

{nmates.
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But these miniature portraits are sometimes more complex than t!is

discussion might suggest. For instance the narrator introduces Mitchy (Mr.
Mitchett) and points to his apparent lack of features and his chaotic dress:
There was comedy therefore in the form of his pot-hat and the colour
of his spotted shirt, in the systematic disagreement, above all, of
his coat, waistcoat and trousers.
So far Mitchy approaches the other caricatures except that he seems droll rather
than ridiculous, because his dress appears to be a perversely methodical
exercise in bad taste. = But then the description continues away from the visual:
It was only on longz acquaintance that his so many ingenious ways
of showing that he recognized his commonness could present him
as sccretly rare. (p.59)
From his appearance Mitchy looks a clown and at times is treated like one by
Mrs. Brook or the Duchess. But the narrator carefully hints at hidden qualities,
a8 if he was one who had known Mitchy for a long time. And in fact Mitchy's
role in the novel is qulte a sympathetic one. He loves Nanda but is forced
by the intricate socigl rules of Buckingham Crescent into being a performer,
tolerated above all for his money. ‘

The narrator's descriptions then move away from caricature as the characters
become more important. | Indeed the two most central fisures = Mr, Longdon and
Nanda = are hardly seen at all. Mrs. Brookenham retains some element of
disguise, but it is an impressive ones

She had about her the pure light of youth = would always have 1t}
her head, her figure, her flexibility, her flickering colour, her
lovely, silly eyes, her natural, quavering tone all played together

toward this effect by some trick that had never yet been zxposed.
Pe31)

Heré we recelive mpressions rather than ﬂsua.l detalls. Mrs. Brook's beauty
{s asserted and then itemized in a less and less flattering way, until by the
end of the passage it has béen reduced to some kind of coni‘idénce trick. So
althouzh she is beautiful, her beauty is in some waj deceptive. The narrator
however is ca.rehxl not to spéc:lﬁr how this efféct is gained. VWhat sets this
description quite apart from say the portrait of her husbond 1s that Mrs. Brook

geems far less fixed and far less caricatured. Also che seems less passive as
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if she were her own artist rather than some extermal agency.

These descriptions are applied to all the characters in varying degrees and
arrange them in an evaluative way. The na.rrator shows no impa.rtiality. Hia
velled judgements carry & é,enerally authorita.tive tone and also they ;;recmde
the cha.racters' actions. In other words they suggest how the reader should
view the characters end subsequent events demonstrate and con.t‘im these
suggestions. Francis Gillen has been the only critic to recogziza that these
descriptions are important:

James...has used a form of description which, in its close resemblance
at times to stage melodrama and at times to simple old-fashioned
character description, evokes, at first appearance, an emotive

response toward the characters and gives a preliminary and, at times, 2
omniscient, indication of the role that they are to Play in the drama.<?

There is also a social dimension to this method which Gillen does not reoognize.

By his use of ironic description James builds up a cumula,tive indictment of a
socliety where manners may distort or atrophy the self. In his preface to ,
The lLesson of th° Viaster James makes it clea.r that irony should imply *the

possible other case'i- |
How can one consent to make a picture of the preponderant futilities
and vulgarities and miseries of life without the impulse to exhibit
as well from time to time, in its place, gome fine example of the
reaction, the opposition or the escype? 2 o

Irony then was James's vehicle for social protest, a function which 1t performs
in The Awkward Are ‘ without suggesting a specific alternative. The same method
of description is used in The Outery, a novel which James re-worked from a
play-script. The subject 1s American art-collecting and the narrator mokes a
very clear evaluative contrast between the appearance of the English characters
and that of Breckenridge Bender, the America.n.» The former are like portraits
because thelr aociety has historical end inoral substance; but Bendor'a i‘aoe

is just a 'featureless disc', suggesting the impoverishment of a life based

solely on money.27 Approxima.tely the same namtive conventions operate in

this novel as in The Avkward Ar
One other importa.nt point needs to be made adout the effect of tho narrator's

descriptions on the reader. In discussing the point of view created by
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dramatic fiction (and he names The Awlkward Are), as I noted earlier, Normamn

Friedman commentss

...the reader apparently listens to no one but the charscters them=
selves, who move as it were upon a stages his angle of view is that
of the fixed front (third row center), and the dia%ance must always
be near (since the presentation is wholly scenic). 8 ,
In so far as the novel consists largely of dialogue, Friedman's proposition
holds good. The use of dialogue tends to prevent the reader from identifying
with any one character and pushes him back into the position of a spectator.

But there are at least three exceptions to this in The Awkward Are. Firstly

gome scenes are presented from character's points of view - the opening scene,
for instance, is seen throush Vanderbank's eyes. Secondly a description of
expression or gestures often functions like a cinematic 'close-up! and draws
the reader close to the character, Thirdly in the portfaits of characters
described above the narrator's rhetoric persuades the reader by a skilful “use |
of irony and metaphor which have nothing at all to do with the dramatic analogy.
~ So far I have been implying that_ James used thumbenail p;)rtraits to supple-
ment his dramatic technique. But in fact he could have found a rrecedent for‘ :

them in the writings of Gyp. In Le Mariare de Chiffon (1894), a novel which

ia very clpse in subject to The Awkward Age, Chiffon is a young girl who has
just reached marriagable age. 4s in the case of Nanda she experiences a
conflict between her affection (for her Uncle Marc) and the social requirements

of marriege. Again just like The Awkward Ace, the narrator demonstrates
sympathy for Chiffon (because she is so vulnerable) and condemns her mother's

selfishnessi |

Entichee de noblesse = et d'argent aussi, depuls qu'elle en avait, -
aimant pardessus tout le panache et la pose, elle ne pardonnait pas
4 la petite Coryse [Chiffon] une simplicité et wne rondeur qu'elle
ne comprerait point. [K'ayant pas, a proprement parler, de type
déterminé, la marquise s'en était creé un a deaucoup d'images
diverses et banales. Elle avait appris a parler au theitre et 2
penser dans les romans, Et comme elle n'avait, au fond, nulle
finesse de sentiments ni de sensations, elle appliqualt mal ce qu'elle
ne comprenait pas trés blen, et arrivait - lorsqu'elle voulait se
montrer traglque, par exemple -~ a des effets d'un comigua intenge qui
provoquaient chez Chiffon des crises de folle caleté,?

Her mother is & gense, demonstrating as consclously theatrical a mamner ag the
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as the characters in The Awkward Are. She is confused about her values

(muddling 'noblesse'with 'argent') and orudely comic in assembling her public
manmer from miscellaneous theatrical and fictional images, The narrator is
quite categorical’ that she lacks 'finesse de sentiments'and implies, as does
the narrator in The Awkward Ame, that manner must demonstrate immer substance.
Henri Pellissier argues that the French 'dialoguistes® were moralists in expos-
ing the superficiality of their characters and that 'toute leur psychologie
consiste dans le noeud de leur cravate et dans la nuance de leur gilet'.}o

Althouch the irony 1s at times muted, this comment can be applied directly to
the descriptions in The Awkward Are.

If the descriptions of characters are evaluative, so also are the descript=-
ions of place in the novels, From lMrs, Broockenham's windows we gain a back
view of the Crescent: '...a medley of emoky brick and spotty stucco, of other
undressed backs, of glass invidiously opaque, of roofs and chimmey-pots and
gtables unnaturally near' (pe29). In this brief evocation the narrator half-
personifies the houses to give a metaphorical summary of the London characters.
They have a discontinuity between their beautiful frontage (the soclal surface)
and thelr sordid backs (the real moral substance).

By contra.ét' the composition of Mertle (at the opening of Book Five) is
more solldly specific and so, by implication, the place is morally superior to-
the Crescent. The narrator's viewepoint ranges slowly and absorbedly over
the grounds aend then breaks out into a rhapsodic notation of 'old rooms, with
old decorations that glesmed and gloomed through the high windows, of old
gardens that squared themselves in the wide angles of old walls' (pe152).
Similarly Mr. Longdon's country house at Beccles is picturesque and idyllic,
an enclosed product of 'the mild ages' (p.253). The stress on age is partly
nostalglc but also asserts the values of continuity, ease and general amenity.’
In these country houses Nanda feels free and independent for the first time in
per 1ife, an important index of their symbolism. As in The Spolls the narrator
contrasts different values topographically, setting the country houses arainst
the typical London interior of Tishy Grendon's home, for example, which looks
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foreign (its style is FPrench) and lurid. Beccles by contrast is natural in

the sense that 1t has grown out of the past without being foreidly modermized,
¥itchy recornizes that to a certain extent !r. Lonzdon i3 his house, thereby
makins explicit what the deseription has already suzcesteds  There are perhaps
biographic#l xmdertoneé in Janea's location of value in ’tha country house

because in June 1899 he moved out of london to Laxb House, Rye, and beran
31 ‘

diotating The Avkward Ace later that summer. The novel was the first major

vork to be written at his new home, and James uced a photosrzph of Lamd House
as the frontisplece for tho New York Idition. In all the descriptive examples
so far considered the narrator suzzsests a perspective for the reader to adopt.
Jamgn'a original fdea for the novel vas as a ‘picture of contcmpoary manners!
contrasting continental wnd English ways of brinzing up girls, althouwh
initially he only plonned it to be a chort story in the Athenamm.’z In the
finished novel hovever this contrast is secondary to that betwcen the exagper=
ated sophistication of Buckinghan Crescent and the values porsonified in Mr.

Longdon.
In his notes for The Avkward Are Jomes refers to Ianda in projrietary terms

as 'ry little lady' end the narrator develops this implicit to the Inglish way
of usbringing.??  Vhen ve firat seo Azcle, the Duchess's fouhter, che is
described s a beautiful odject, distinctive but umnaturally childishe She is
1iterally an accessory to her mother, a 'little ivory princess' (p.72) decors-
tive to becheld but not a real person. . And it is‘ imnortont for the narrator
to describe lertle directly vhen Agzie is present in order to underline her
total lack of responzivencss to the 1,0, o By contraet Xanda has a
gtrong personality and a genuine simplicity since, unlike the other rore
theatrical members of Puckincham Crescent, she is wnadle to play eny part.
Once scain these descriptive detalln sugoest that the preference for Nanda has
veen mole right from the besinning end that the novel demonstrates the conse-
quences of the two social proctices, rather than speculating aa to which 4s the

beat one.
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At times the narrator imitates the perspectives of Buckingham Crescent,
but with an ultimately ironic purpose. In Book One we encounter Longdon
through Vanderbank's eyess

He wore neither whisker nor moustache, and seemed to carry in the
flicker of his quick brown eyes and the positive sun=-play of his
gmile even more than the equivalent of what might, superficially
or stupidly, elsevhere be missed in himj which was mass, substance,
presence = what is vulgarly called importance. He had indeed no
presence, but he had somehow an effect. Le might almost have been
a priest... (p.})
Here the narrator uses Vanderbank's perspective as a mask to attack conventional
gocial expectations that longdon should have a presence. The description is
rather vague and forced because the narrator is attempting to bring out special
elusive qualities in him, In the event Longdon tends to be treated by
Buckingham Crescent as 1f he were a fascinating and novel phenomenbn. a
different reaction from th_at under attack but an equally superficial one.
Yanderbank's perspective is used here because he is one of the most intelligent

members of his set. Indeed in the preface to The Princess Casamassima James

surprisingly included him in his élite of sénsitive 'perceivers'.”

Several of the Buckingham Crescent set have blaténtly mercenary relation=
ships with each other. Harold Brookenham (Mrs. Brookenham's elder son)
receives regular financial backing from Mr, Cashmore. And to ironize this
connexion the narrator briefly imitates his (Barold's) euphemistic manner:

Experience was to be taken as showing that one might get a five=pound
noto as one got a light for a cigarette; but one had to check the
friendly impulse to ask for it in the same way. (p.118)
Here the sarcasm cuts two ways. On the one hand Cashmore, weak despite his
large siée, has made himself a convenience by being so ready to give, On the
other hand Harold has become so used to 'borrowing' that he sees it as good

panners. The narrator displays mock-admiration for his skill and urbanity,

imitating the very flexions of his speech.
| In his survey of Victorian fiction J. Hillls Miller argues that the

typical Victorian narrator expresses the author's collective notion of sooiety:
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[the narrators of Dickens, George Eliot and Trollopel move within
the commmity. They identify themselves with a humsn awareness
which is everywhere at all times within the world of the novel.
This awareness surrounds and permeates each individual human mind
and therefore %g able to know it perfectly from the inside, to
live its 1life.

By contrast the narrator in The Avkward Ace imitates the perspectives of

members of the novel's society for ironic and parodic effects The narrator
comes close to Longdon in representing a»dying and embattled set of values
wvhich are becoming more end more difficult to sustain. e is not so much a
spokesman as a diagnostician of what is wrong with contemporary sophistication. .

B’hilek the latter proposition is largely true, at times it is questionable
and a consideration of why this is the case will conclude this section. The
narrator's cqmments are not um.que to him, They are taken over by characters.
in discussing ?:hemselves. So his theatrical references are echoed by Mrs.
Brook when ghe declares '"I often feel as if I were a circus-woman, in pink
tights end no particular skirts, riding half a dozen horses at once"' (p.141).
The Buckingham Crescent set are described at one point as the 'votaries of
that temple of analysis' (p.265). This raises a serious critical problem.

In so far as they go in for analysis they display the same kind of mental
alertness as the narrator and it becomes proportionately more difficult to
distinguish between them.

Simila.rly’ terms like 'beautiful' and 'wonderful' are used throughout the
,;;wa by the cha.ra.cters.36 But during an exchange between Mitchy and Mrs.
Brook the narrator borrows this terminology. The subject under discussion is
the relationship between Vanderbank and Kandas

'Have you charged her with 1t7' Mitchy demanded with a courasge that

amounted to high gallantry. It inspired, on the spot, his
interlocutressy &nd her own, of as fine a quality now as her

diplomacy. ') (p.70)

v e <{:
The two characters are competing with each other as to who can be the @3}
generous towards Vanderbank and it secms here that the narrator is dazzled vy
their style. There is no hard ironic edge to his comments. On the contrary

he appears to commend their scruple, and elsewhere, particularly in cormexion:
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with lrs. Drookenham, the narrator appears to find urbanity an end in itself.
The moral forms of the action then becomes serlously blurred.
Perhaps because of such details Carl Nelson has argued that the narrator
18 a kind of showmen who sets out to dupe the readers
' In The Avkward Are, the measure of intellirence is not in the narrator,
vho damns himself with his participatory fervor, but in James's irony
that reveals his spokesman's inadequaggi through the various modes of
rhetorical revelation sketched above. |
The narrator, he suggests, 1s unreliable because he suggests possibilities
only to confuse the reader, not to clarify events. VWhat disqualifies Kelson's
ergument is a fundamental inability to identify the narrator's rhetoric. His
examples of narratorial activity are virtually all taken from the npvel'a
dialogue and, although he makes interesting points about recurring phraseology,
he fails to bring forvard any evidence to tchow that the narrator is in fact
unreliable. It is extremely ra.ré to find examples where dialogue contradicts
narrative comment. One comes during a discussion between longdon and ;
Vanderbank when they are considering whether the latter might marry Nanda.
Longdon probes

- "You've no strong enough impulse = 7' His friend met him with
admirable candour. ‘'Wouldn't it seem that if I had I would by
this time have taken the jump?' (p.206)

The elliptical tenses which Venderbank uses show that he is being far from
candid., He is extremely defensive and careful not to let his marriage to
Nanda mé.terialize beyond hypothesiss But this is only a detall and an

unusual éne. For the most part the narrator's comments are relié.ble and

authoritative, even though they are ostensibly tentative,

(111)

EFban Bass has pointed out that the scenes which cenire on Longdon are far

jess objectified than those dealing with the Buckingham Crescent set.:a And
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the same can be said for most of the scenes which focus on Nanda, Both are
special characters. Fanda is the protagonist and Longdon the representative
of alternative (and preferable) values, But also neither of them is as adept
goclally as a.nyﬁ of Mrse Brook's circle, and so for these two reasons they
receive more narrative comment than the other characters.

Despite his importance in the novel, Longdon is not mentioned at all in
James's notebooks. Leon Edel argues that there are strong autobiographical
features in Longdon over and above the similarity between Beccles and lamd

33 And Tony Tanner sees him as & kind of deus ex

40

House already discussed.
One of thse

machina vhereby James could rescue Nanda from undervaluation.
qualities .which longdon represents is romantic idealism and his main testi-
monial in this direction is his love for lady Julia, Mrse Brook's mother.
But we have to take this information on trust from the characters' dialogue,
not from the narrator. The latter bolsters his stature by suggesting
different roles for him in the novel. So he has a priestly manner, which
hints at his plety and celibacy. When discussing marriace with Vanderbank he
perfornms the function of a Judge ('"Mr. Longdon.eshad mounted to the high bench
end sat there as 1f the Judge were now in his proper place's pp.202-203). He
is a Judge becauée, by trying to meke Vanderbank décide one way or the other :
about Nanda, he is in effect accusing his companion of temporizing and evasion.
When referring to longdon's relart'ionship Qﬂ;h Lady Julia the narrator displays
a solicitude which at times becomes cloying. So when I:ohgdori ksees a vhoto=-
m;m of Nanda who bears a‘ \etron,_, resemblance to her grandmother, the narrator
comxnents the moved about...gently, as if with a sacred awe' (p.109), thereby
echoing the religlose lan{mage of the other characters. ' |
Because longdon is an outsider he has some of Nanda's simplicity, and
ténds to take a wide—eyed view of the metropolitan morality he encounters.
The narrator turns this fo ’comédy by e;mpha.sizing Longdon's use of his "nippere'
(nis pince-nez) which invariably ‘suzgests either surprise or disapproval.
And when the Duchess unashamedly proclaims that she would do anythinx for her
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child, the narrator conveys lLongdon's reaction through comically concrete meta-

thorss
Mr. Longdon's impenetrability crashed like glass at the elbow-touch
of this large, handsome, practised woman, who walked for him, like
gome brazen pasan goddess, in a cloud of queer legend. (pe177)
This comparison, unfortunately rare, helps to counter-act the exagcerated air
of portentousness which surrounds Longdon. It suggests that the Duchess
appears like a figure out of a story-book and is very reminiscent of similar

images in Vhat Maisie Knew. The main source of the humour in this instance

is that although Longdon carefully cultivates a mamnner, he still retains some
child=~like qualities of wonderment. .

Both Longdon and Kanda tacitly recognize that the kind of sophisticated
dialogue which takes place at Buckingham Crescent is an inadequate vehicle for
expressing their feelingee So the moments of greatest warmth between them
come throuch non-verbal communication, through a look or a gesture. Obviously
this cannot be expressed through dialogue and so0 the narrator takes particular
care to describe their expressions. During their first conversation together
Nanda makes the following impression on hims .

It was really reflected in his quick brown eyes that she alternately
drew him on and warned him off, but also that what they were beginning
nore and more to make out was an emotion of her own trembling there

beneath her tension. (pPpe116=117)
The narrator‘hints at Longdon's kindness (in his eyes), but, even more import-
antly, points out that Longdon is nog bemm to “ﬁﬁi"wﬁfﬂ?“m uhich liea:
beneath the girl's superficially self-confident xna.rmez:{ Longdon then performs a
crucial function in giving the reader access to hidden areas of Nanda's
personality through the mediation of the narrator. Or alternatively he some-
times supplies a perspeotife for giving a summary of her situation. Both Aggie
and Nanda strike Longdon as lambs going to the 'creat shembles of life's  But
vhereas Agsie 1s totallj unconscious, 'the other strusgled vith instinctg and
forebodings, with the B\_lsliicion of its doom and thé far-borne 'scm' in the

flowery fields, of blood! (p.180). This excerpt comes from a long passage



174

where the narrator unambiguously 'goes behind' Longdon in order to summarize
the situation of two girlse In his dealings with Nandai,Lcnbﬂdon increases the
reader's engagement with her as a character. Dut here his attempt to inject
a note of urgency about her fate 1s wnsuccessful because the expression is so
vague and melodramatic.

There are, to conclude, two pivotal scenes in the novel, both centering
on Nanda, where the narrator describes the setting in considerable detail,

One is when she is at Beccles. The garden is a ‘nurse to reverie'! (p.253)
and has a protective and timeless quality about it, as if Nanda were somehow
outside the transience of life. Dut the house's attractions are severely
limited. Xanda sees many of Longdon's pbssessions (as if the house were a
beautiful museum) and they give her pleasure, partly from the novelty. The
fact that her main activity is with things, lLowever, underlines her isolatiom.
And this is brought out even more clearly in the last book where she bids
Vanderbank farewell. The narrator here once again uses description as a kind
of comment. e notes her books, her ommaments, the details of her furniture.
end the row of photographs in order to contrast her material prosperity with
ber emotional impoverishment. With the one exception of longdon her friead-
ships have now become reduced to memories encapsulated in souvenirs (the
photographs).

Similarly when Vanderbank is present with her, their exchange is not
presented in scenic terms, because as Carl Nelson has noted, what is not said
is far more important than what 13.41 Hence the narrator concentrates our
attention on posture and nmovementi:

Ee continued to talk; he took things up and put them downj Nanda
sat in her place, where her stillness, fixed and colourless,
contrasted with his rather flushed freedom... (ps374)
By this stage in the novel the narrator can draw on our ability to interpret
He does not need to spell out that Vanderbank uses small-talk

appearancese
and pointless movenent to gloss over his embarrassment that he has not asked
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Yanda to marry hj.m.b She by contrast, bitterly disappointed in her love, sits
in silence, pale and immobile almost as if she herself has become a photograph.
The narrator's descriptions in this scene are thus important to round off the
novel on a negative note of absence and loss, contrasting ironically with
Vanderbank'!s 'freedom's By concentrating on the visua{l' the narrator under-

states Nenda's ultimate plight.
Despite the fact then that James was using a method in The Awlward Age

ﬁhich seems to exclude a narrator, in fact he pei‘férms important functions in
defi;xing our attitudes to characters, in descr:lbj.ng locations, gesture,
expression, etc. | Althéuéh the scale of his astivitiés is réduced, he retains
maﬂy conventional narrative functions, concentrating above all on the visual.

The Awkward Are 1s an extreme example of James's teéhnicél rigour at work,

but his next novel, The Sagred Fount, makes an absolute contrast in its

tortuous subjectivity.
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Chapter 8

‘1The Sacred Fount'

- (1)

If The Awkward Ace was strivihg for a scenic objectivity, The Sacred
Fount seens at ‘times to go to the opposite extreme. Planned originally eas
a short story, it grew during composition and 1s unique among James's works
in being the only full-length novel he wrote in the firstA-person.‘ ‘ ‘I‘ts
poouliarity‘of subject and thstnature of the narrator have baffled critice
and divided “them more or lesa evenly between taking the novel at face value
and taking it as a portrayal ot obaesaion.

Certa.inly it would seem strange that James cast the novol in the rirst
person wvhen we bear in mind his vociferous criticisms of that mode. But
the contradiction is more apparent than real since James attackad extended
autobiographical fiction 1ike David Copperfield. Ihe Sa.cred Fount, by =

contrast, gives us minima.l information about the narrator. We know nothing
of his pa.at. occupation. otc.: and. liko tho na.rrators of 'Tho Aspom Papers'
and 'The Turn of the Scrw' be has no name, Again like the two earlier
works, The Sacred Fount shows the narrator progressively revealing himself

in an unconscious way so that he 1s as much the novel's subject as the events -
yhich unfold before the reader. The fact that the narrator has no name or
past to speak of suggests that James 1s not concerned in this novel with
character in the conventional ‘sense of antecedents, economic position, etc,
The narrator's 'character! as such is rigidly linited to certain intellectual
Pl“’mities and to his procedures during the novel. In 'The Turn of the

Screw! the workings of the governess's mind come to dominate the action and

this is even more trus of The Sacred Founi because events are reduced to a
nipimm. Also the time-span of the novel is severa}ylimited, It onlyk

covers a weekend gathering at Newmarch, a country house.
One of the novel's earliest critics, Wilson Follett, argues rightly



177

that the narrator's sensibility dominates the action, but then Jumps to the
conclusion that he is James himself, examining his own practice as a writer:
'1t is Henry James deliberately turning a searchlight on Henry James.' He
suggests that the novel is a parable which dramatizes in summary James's
philosophy of fiction. Hence the fact that the narrator is not named should

be a warning to the reader:

The warning is emphasized by the further circumstance that the
'I' of the story is patently Henry James in propria persona,

undisguised and unashamed = a.nothe§ flatly impossible breach of
his basic principles as an artist.
In his efforts to work out a pattern in the events he observes. Follett
argues, the narrator is being James's perfect novelist. ~ Follett concedeé
that there 13 an element of farce in the narrator'a exaggeration but pays
1ittle attention to . B
H:I.e asaessment is explicitly followed six years later by R.P. Blackmur
who seea tha novol as tho culmination of a soriea or ghost storios, and who
praises its untque intensity - ’ | I
eseein The Sacred Fount there is é. relish of detaii. a;'passaiojn
of attentiveness, a specific pride of free achievement, which

together give a tone of indepanient, unassailable ma.stery to a11
but the last pages of the book. ,

Blackmur is less definite than Follett in i1dentifying the narrator with James,
but he locates the novel's intensity in the prehensile quality of the -
imagination, in its effort of 'unmitiqatad attention',

Both Blackmur and Follett refer to James's prefaces in their discussions
to corroborate their interpretations of the narrator's overall tone, but
their identification of him with James ~ whether explicit or implicit - ralses
gerious critical obstacles, In the first place Folleti iries paradoxically
to combine two notions = cne of James speaking out directly, end the other
of him scrutinizing himself, The latter makes very little sense without

ing a pexrsona, & dramatic projection of himself which can be the object
Follett implicitly offers one vhen he describes the

posit
of James's serutiny.
parrator as Jemes's 'perfect novelist', but he never really recognizes the
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distinction.
Blackmur's article is considerably more complex although he follows the

basic lines of Follett's argument. Its main weakness can be seen from the
passage qubted; | He ‘gives no acknowledgement to the fact that the novel is a
first-person na:crative, a.nd 80 his discussion constantly leaves us wncertain
whether he is talking a’bout the quality of the nmarrator's mind or of James'a.
By blur;';ng the two together he su.ggest_:s that James's views can be deduced
mm'pm‘or the novel (the narrator) instead of from thegp_o_i_e_ work (aialoguo,
irony, etc.).5. Vhen Blackmur states that The Sacred Fount enticipates mﬁch |
modern fiction in its formal immovations he appears to have in mind a work

guch as Jo:{ce'a' A Portrait of the Artist as a Young Man.6 In fact James's

novel, I shall argue, is by no means as objectively achieved as this
comparison would suggest. - ' ’

The first chapters of The Sacred Fount consist of dramatically realized
scenes which control the narrator's eager curiosity about the other characters.
On his way to Newmarch by train he meets two other guests, Gilbert Long and
Lady John., Long strikes him as remarkably changed (partly because he
recognizes the parrator in a flattering way), and in the course of their
conversation the narrator learns that Mrs. Brissenden, their host,
is also mproved. This information is reliable since it emerges through
dialogue, end is balanced by two further conversations which confirm that -
¥r. Brissenden ('poor Briss') end May Server (another guest) have both aged
gurprisingly.  These facts provide the narrator with the raw material for
propounding his theory of the sacred fount: namely, that in any relation-
ghip one partner dominates the other and draws his vital energy from him,
This is the 'law' which the narrator tries to confirm once and for all in
the course of the novel.

But the opening chapters do more than provide information. They
too flattering perspective on the narrator himself, For

guggest a none
{nstance he explains the sacred fount theory to Ford Obert, a painter, in
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the following wayi-

tBut the sacred fount is like the greedy man's description

of the turkey as an "awkward" dimner dish. It may be

sometimes too_,much for a single share, but it's not enough

to go round.! , .
The enalogy makes his theory sound grotesque to the point of sbsurdity, dut
the narrator never imagines what sort of reactions he might cause in other
people. Gilbert Long shows considerably less patience than Obert,
especially vhen they are discussing Brissenden. The narrator leads Long
on, coyly refusing to state anything explicitly. Instead of being illuminated
howvever, Long becomes annoyeds=

[the narrator] 'You don't see anything?!

Nothing,'
- 'Not what everyone else muat?'
'No, confound youtl!

I already felt that, to be 80 tortuous, he must have had a

reasONeess (Po25) ,
The comedy here grows out of the narrator's refusal to eocept that Long
simply doesn't see anything. IHe is already 80 wrapped up in his theory that
he imputes his own hyper-gubtlety to other characters, and he ironically
accuses Long of his own failing = of being tortuous, ) |

Scenes such as these put :the :r:ea.dei' in a superior position where he

can see the narrator's weaknesses. Pointedly ironic comments from'Lady
John and Briss make it clear that the narrator has a reputation for clever—
ness end suggest. that May Server, one of the 'victima' who he is trying to
gcrutinize, is actually afraid of him.  Although he laughs this off, these
two detalls give the reader importani hints not to accept the narrator's
version of events. Since he is our main access to these events the only
avenue by which we could receive alternative information is through dlalogue.

Initially then we are led to suspect the narrator's self-confidence,

and this links The Sacred Fount with earlier tales cast in the first-person.

D.H. Reimen has shown, for instance, that the narrator in 'The Author of

Beltraffio! (1884) attributes the taesthetic gospel' to the writer Mark
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Ambient vl;en re‘alvly he himselr is far more committed to the notion of art for
art's salce.8 And the sources of our distrust towards the namgo:;.-s of 'The
Aspern Fapers® and 'The Turn of the Screw' have been discussed earlier.
Similarly in The Sacred Fount the pa.rrator pa;siets in thinking that the othex
characters are out=deing him in cleverness and calculation; This tak'esﬁ hin |
ultimately\ to the point where he is no longer capable of recognizing fxomal
utterances’for what they are. Everything, even the most trivial d;ta.ila,
becomes evidence for his theory.

The sugomst;ons that vthe narrator is’ eng'rqseed in his own cleverness are
borne out by his patx\'oniz;ngﬁ a.tt:!‘i:ude towards the other characters. Long is
described as a 'fine piece of human mmiture' (p.2);w ‘and Lady John is
submitted to a medley of ironic metaphors: | | |

She va.s iike & hat = with one of lMrs. VB'::iss's hat-pins = askew on
the bust of Virgll. Eer ornamental information = as strong as a
coat of furniture-polish = almost knocked you down..s.She cracked,
for my benefit, as many jJokes and turned as many somersa.ults as
might have been expected; (pp.16-17)
We have already met this kind of reductive satire in The £ ils, Maisie and
The Awlkward Age. The narrator here ridicules Lady John's social manner as
fnept. She is too consciously trying to gain effect and so reminds him of a
circus performer. But his egotism comes out in assuming that she is
perforning just for his benefit. Throughout the novel he takes a disparaging
and aloof attitude towards the other characters' behaviour. "

This confidence in his own superiority 1s however offset by the need to
get confirmation that his enterprise (to prove his theory) is not 'ignoble’.
Ford Obvert obligingly states that such a search is a 'high application of
1ntelligence' proiiéing that it is limited to ! psychologic evidence! (p.64).
And when he talks. %o Gracq DBrissenden about his theory, she shows almost as
much excitement as himself about it. Since she is certainly the most
intelligent character after the narrator, her interest reinforces the plaus=
{bi1ity of his hypothesis, So, although there are suggestions that the -
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parrator is too clever this should not be taken to discount his search for
evidence that will prove the theory of the cacred fount.

. During the course of the first day at Newmarch the narrator, Mrs. Server,
Long and Obert gather in front of a painting in the gallery. As in The Wings
of the Dove, their conversation is ostensibly about the painting but in fact
sexrves to'reveal their characters, including the narrator's. The painting is
described in the present tense and with a directness which is not at all
typical of the narratori-

The figure represented is a young man in black = a quaint, tight
black dress, fashioned in years long past} with a pale, lean,
1livid face and a stare, from eyes without eyebrows, like that of
some whitened old-world clown. In his hand he holds an object
that strikes the spectator at first simply as some obscure, some
ambiguous work of art, but that on a second view becomes a
representation of a human face, modelled and coloured, in wax, in
enamelled metal, in some substance not human. The object thus
appears a complete mask, such as might have been fantastically
fitted and vorn. (p.54).
Mrgs. Server insists that the mask represents death whereas the narrator takes
it to represent life. 3By crystallizing such contrasts the painting focuses
many later metaphors of disguise and ‘a.rtifice in the novel. In her
exhaustive etudy of The Sacred Fount J.F. Blackall argues that this scene is
the novel's symbolic centre but then concludes that 'Brissenden and May
[Server Jare simply the emblems of two kinds of death'.’ Once agaln it s
not clear if she means that they are emblems to the narrator or from the hovol
eg a whole. The proposition is anyway irrelevant to the scene's centrality
gince the latter depends partly on the painting focusing the many comparisons
of characters to artefacts. “

The painting also reflects ironically on the narrator himself since he
more than any other character observes from behind a maske There may also
pe a glancing contemporary reference to Deburan, the French pierrot who became
totally obsessed with his role, as the parrator does with his theory. Indeed
at once point he compares himself to a pantaloon. Lastly the painting is

extremely enigmatic. It invites speculation but seems to deny any final



interpreiation. And this, to his chagrin, is the narrator's expériénce with
the other characters. He is constantly trying to classify them according to
his 'lavw', but ihey never quite fit. In this way the portrait comments
ironically on subsequent events in a way that the reader recognizes retro-
spectively, but the narrator never does. ‘

1

Virtually all the critics of The Sacred Fount have descridbed the novel
ag if 1t vas uniforn in texture. But such is not the case. The first
chapters and the concluding scenes frame the central body of the novel vith.
passages of dialogue which enforce é. detached perspective on the narrator.
In the central chapters this is very difficult to maintain and the very mode

of the narrative cha.nges.

(11)

In Chapter 6 and from Chaptor 8 onwe.rda there is an importa.nt sh:lft 1n
the novel's xnethod. Inatead of unfolding in a situation the action now ta.kes
place in the narrator'a mind He becomes the subject as well as the vehicle
of the narrative. And this 15 quite consistent with the rush of impressions
he received when first seeing the changes in Long. His perceptions generate
a momentum of their own as well as an increasing finesse, and they come to
dominate the speed‘of the narrative. - |

His desire to eiamino others is acted upon without any thought for the
emotional implicaticns of what he does, either for himself or for others. So
the possibility that he Via in love with May _Smer is not rejecteq, but.

accepted as a 1decent working hypothesis' (p.94); he never considers that
her agitation may be caused by his close observation of hers and similarly he
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does not recognize the intimacy he achieves with Mrs. Briss, an 1nt1macy.that
could be misconstrued. ‘ _ o B ‘

The théory of the‘saqred fount authorizes the narrator, as he thinks, t§
treat other characters as counters in an abstract patt;rﬁ whi&h 50 can arrange
at will. His attitudekto thgm is comparable with that of a ﬁovelist t§ his
raw material, And this is an analogy which many critics h;ve recognized, »
The anonymous rev%ewer of The Sacred Fount for The Academy suggestéd that the
novel was James's 'elaborate satire on himsélr' and that the narrator embédied.
in exaggerated form,wmost of James's own mannerisms.1o Subaoquently-both
Miriam Allott’and Parke: Tyler have compgred the narrator's relation to
Newmarch with the artigt's relation to soclety, and Tony Tanner has suggested
that 'the narrator certainly epitomizes the artistic instinet for James'.11

Newmarch is described by the narrator as 'the great asylum of the finer
wit' (pe97). But if the party gathered for the weekend represents an elite
of sensibility the nar:ator is by implication in the god-like position of
having ghe most privileged knowledge., He is the only one who really under-
gtands the p?inciple of the foynf and this consciousness bolsters his detach-
ment from the other characters, especially as he has no moral stake 15 the
action. So, in a distorted way, he practises James's often-repcated dictum
that an author must be detached from his materials.

One of the narrato:'s self-imposed rules is that he muat not ask
characters for direct confirmation of his theory. This is because the
participants in the sacred fount are unconscious of its processg but it is
also a vay of drawing out the delishts of investigation. And, although he
agrees with Obert that he must not play the detective, he nevertheless uses
the vocabulary of deteotion. Ee constantly figures himself as being 'on the
of more evidence, and hunting for 'clues'. The act of observation

gcent!

rapldly becomes & pleasurable end in itselfi-
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In resisted observation that was vivid thought, in inevitable

thought that was vivid observation, throuch a succession, in short,

of phases in which I shall not pretend to distingulsh one of these

elements from the other, I found myself cherishing the fruit of

the seed dropped equally by Ford Obert and by Mrs. Briss. (pp.92-93)
The very neatness of the opening chiasmus points to the narrator's fascination
with his own mental processes.  Indeed the steps in his argument ('phases')
ere so numorous that he rather conveniently abandons hope of desciibing them
all to the reader. Despite his confidence, even in this passage there are
undertones of tautology and evasion in the na.rrator'a} accounts As PM,
Weinstein points out, he is constantly aware of the possible discrepancy between
his hypotheses end reality, but he protects himself against such contradictions
by insisting on the privacy of his perceptions.12

From his detached vantage-point other characters seem unreal to the
narrator. They are seen as if through glass, or fixed as a series of portraits
in a mental gallery. May Server is described as 'an old dead pastel under
glass' (p.50); end later the characters are described as 'mere human beings'
(p+155) as if his theory were super-human, Even the very atmosphere of
Newmarch is fluid end- = dense, a matter of shifting colours and tones, which
the narrator feels he can compose and re-compose at will,

Whenever he sees characters in postures which appear to confirm his theory
the narrator experiences an intellectual joy, a dizzying surge of power. This
becomes so strong that he even imagines he has positioned the characters
himself. So when he sees May Sexver at the end of one of the gerden walks,
he revels in his 'wizardry's 'It was exactly as if she had been there by the
operation of my intelligence.! (p.128). At this same point he compares
Newmarch to a fairy-tale world which fills him with‘wondementr and delight,

By implication this gives him added licence to indulge in his speculations,
4 similar sense of power is experienced by the pro}tagonists of Inb thé Cagze and

'The Twrn of the Screw's Both enjoy the temporary illusion of dominating
events and try to impose this sense on the other characters.
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The fairy-tale references are however amblguous. They hint at possible
transformations (comparable say to the accelerated aging of 'poor Briss')
whioh might be taking place. But at the same time they raise the possibility
for the reader that the narrator micht be indulging in make-believe. Walter
Isle argues that he becomes more and more 'romantic' (tsking his terms from .
James's preface to The Anericon) as he loses touch with rea.lity.15 The
parrator's pleasure in walking inside a fairy-tale could then rebound
ironically on himself because it could be a fairy-tale of his own invention.

Again as in the two earlier works, the narrator experiences silent
comrunication with Mrs. Server, and also projects imaginary speech on to
other characters. In all three works this projected speech conforms
absolutely to the prolagonisti's wishes, The narrator imagines a tragic
speech by Mrs. Server where she tacitly admits to him that she is doomed to
be the victim of her partner. - And later, during the concluding scene with
Mrs. Briss, he imagines an exchange between her and Gilbert long, the dominant
partners of the two couples in question. In the case of Mrs. Server he
{ntroduces the speech by stating:t '...here follows something of the sense
that I should have made them form' (p.140). The arrogance of the word 'made!
testifies to the aggrandizing direction of the narraj:or's activity. He 1s
pot content merely to observe. He must dominate and in a sense stage-manage
the characters under scrutiny = especlally May Server.

weinstein argues that the narrator wishes to uncover the truth and at
the same time protect the victims, and suggests that this desire to protect
ig an essential link with James hinself:=

esothey both seek a relation through which they can give and
protect, rather than merely take and expose. The limited point
of view, increased stress on surfaces, and a greater ability to
suggest depths of significance through Judicious details = these
are among the formal techniques by which protection is ac:hiewed.14
Wmtemvs-argument iz that the narrator wishes to protect May Server once

he has gatisfied himself that she is a vietim just as James protects his owm
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characters. This chimes in with the narrator's stated attitude, but doesn't
explain the contradictions within it. EHis notion of 'protection' is totally
artificial because h;s real interest in May terver is in pénetrating to her
most private feelingé. To this end he resolutely dogs her foot;ztepé through=
out the whole weekends And he is only willing to extend to her his sympathy,
for wvhat that is worth, providing that she conforms to the role vwhich he has
chosen for hers In an ironic sense his very descriptions of her drain off
her vitality as if the narrator himself was participating in the scacred fount
process.

At the same time as he is pitying Mrs. Server, he recognizes that he must
engage in her 'providential supervision' (p.153). And he refers to himself
eas Brissenden's 'providence, his effective ommiscience' (p.169). S0 what the
narrator describes as his 'sympathy! for the victims is really the culmination
of his sense of power., [Even vwhen lLady John attacks him for acting es a false
providence, he shrucs off her criticism es mere ignorance on her part. L.C.
Burns, perhaps taking his lead from this episode, sees the narrator as defeated
by 1life in the person of Mrs. Briss when she dicmiscses his theories as monsemw.15
In these terms the novel becomes partly a cautionary tale against the adoption
of such a providential role,

The narrator's ultimate egotism can be seen in his references to the play
of his intelligence. In James's own critical writings the tern 'play' cornotes
the avoidance of prescription, but to the narrator his activity is simply e
camee Play' for him suggests irresponsibility., Indeed he himself states
that his obsession began at Newnarch and will bve left behirid #t the close of
the weekend. Eis pursult of characters down £h§ gardeﬁ alleys becomes & gaxﬁo
of cat-and—méuse and du:cing di;mér he indulges in guessing Mrs. Brissenden's
movements without locking at hers This once again 1?repeath;g the actioﬁa
of the telegrarhist of LYLIM.%'E and the gow(erheaa in 'The Turn of the Screw!,
Quite consistent with his éelusion of having ma.nged the charé.cters, the |

narrator even imagines that fh@y are perfoming a play for his private
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amsement:—-
ses€Vvery actor in the play that had so unexpectedly insisted on -
constituting itself for me sat forth as with an intimation that
" they were not to be so easily disposed of,. It was as if there
were some last act to be performed before the curtain could
. falle (pe167).
In effect this impression converts Mrs. Irissenden's party into something
specifically directed towards the narrator. The theatre snalogy then is far
from being simply decorative. It displays his egotisn and points also to
his suspense. IHe is gonstantly expecting a climax, an ultimate exposure or
confrontation, which never comes, lMrs, Brissenden's final dismiesal of his
theory is the cruellest irony of all because it is pure bathos.

Once again the narrator's egotisn is not unique to Jemes's fiction of
this period. In 'Broken Wings', a tale of 1900 also dealing with a weekend’
perty, the protagonist is Just as passive and contemplative as the narrator of
The Sacred Fount. He too imagines the scene as a stage set jJust for him,
And in 'The Coxon Fund' (1894), the narrator professes sympathy for Frank
Saltram's failure as a writer but converts the spectacle into a private
entertainment.16 These examples suggest that the narrator in The Sacred .
Fount displays, in an exagzerated form, an egotism common to other protagonists
of James's work in the 1890's.

One possible reason why the fount theory attracts the narrator so much
i{s that it relieves the monotony of the weekend party. He shows a restless-
pess at the social restrictions to which they are all subjected:-

We were all so fine and formal, and the ladies in particular at
once so little and so much clothed, go beflounced yet so denuded,
that the summer stars called 1o us in vain. Ve had ignored them
in our crystal cage, among our tinkling lamps; no more free really
to alisht than i1f we had been clashing in a locked railway-train
across a lovely land. (p.199)

He yearns briefly for a romantic simplicity but tacitly achowledges that it
is as inaccessible to him as to the other guéats. His attitude towards their
peightened social decorum is of course ironic but this does not Justify an
ynterpretation of the novel as a social satire. In two articles W.B. Stein
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argues that the narrator is a parody of late Victorian social }Wpocrisy.ﬂ

Stein shows convincingly that The Sacred Fount demonstrates (but not parodies)

pany qualities typlcal of the turn of the century but it is far too introverted
a work to be described as a satire, sinée it has irery 11ttle direct g_cg_f_z_gq._]_._
reference.

The narrator, as 1 have been arcuing, becomes obsessed with his theory
end his obsegsion becomes the novel's subject. lany crities have a{;reed that
his single-minded pursuilt of 'evidence' is frea.kish in the extremﬂ, and that
he tends towards fsol.ips:l.sm.18 By the énd of the novel his theory has become
so flexible that it 1s capable of accommodating even the most contradictory
materiale As his projection of imaginary épeech sug.gests. the harré,tor
becomes almost indifrerent to external evidence. James offers né background
psychological information that would eipla.'m his motives in this tendency,
but the novel does make it clear that the narrator gains confidence by taking
upon himself the prerdgatives of an artist, particularly of a novelist, thereby
reducing his surroundings to disposable material.

At the beginning of this discussion I suggested that Follett and Blackmur
were mista.ken to identify the narrator of The Sacred Fount too closely with
James. 4nd yet simila.riﬂes do eﬁ:ist. At times the narrator adopts the
practices ‘of a Jemesien novelist in particular. Firstly, like James in his
criticisn and prefaces, ﬁe refers to his mnatm‘actiﬂties thrqug:h an
analozy with painting. EHe describés 'himseli‘" as the 'painter of my state’
(p.93) end puts a general stxjesé on the visual ﬁmoughout the novel, ’Tho
visual however is his point of departure, aince he is constantly tr;'ying to
formulate the law which 1ies behind people's rglationships. Since the
' fount—relatiénship' is in turn hidden by social decorum the narrator can
only ;scertam his‘ law at two removes., This is a.n exaggerated form of
Jemes's own practice since in 'The Art of Fiction' he praised the method of
wggegting the whole from selective details, end in the preface to The
pnbaggadors he Tetums to ks search for the 'unseen' in terninology which
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echoes the narrator's own: ,
No privilege of the teller of tales and the handler of puppets is
more delishtful, or has more of the suspense and thrill of a game of
difficulty breathlessly played, than Jjust this business of looking
for the unseen and the occult, in a scheme half=-grasped, by the
lisht ori so to speek, by the clinging scent, of the gage already
in hand.

James is here describing a method of composition which deliberately - by
1imitation to Lambert Strether's consciocusness = raises difficulties for
himself by not presenting material directly. The descriptiﬁn could equally
wvell apply to the narrator's activities. e tries to vsee everything, but to
his mtensekfrustration characters typically present their backs to him or
talk with companions who are just out of his line of vision. I'lainiy James

hopes to engoge the reader of The Ambassadors in a kind of deduction, filling
out the narrative from suggestions, and this is also what the narrator of

The Sacred Fount does. As E.P. Schrero has pointed out, his vocebulary is

full of semi-sclentific terms like 'hypothesis' and 'phenomenon'.zo But in
fact the narrator uses a strange amalgam of terms borrowed from detective

fiction, the law (here similar to the governess in 'The Turn of the Screw'),

gcience and organicism.

The latter takes us to a particularly strong link between The Sacred Fount

and J_axnes's prefaces. Several critics have noted a general similarity in
language but only Bernard Richards has indicated that the na.rrator;a language
o,f gestation (as his theory grows) parallels James's ‘description of the growth
of his fictional sn.tbjeots.21 The theory of the sacred fount begins with a
chance fragment of conversation Just as many of Jameg's voris had their 'germ!
in purely accidental origins. In both cases the germ grows to a full
artistic structure a;xd the namtdr'a care ovér his be:rowing idea 18 paralleled
by James's solicitﬁie for his subjects. He is concerned for inatanée with
symmetry as, on the Sunday evening at Newmarch, he gees Mrs. Briss and Long
deep in conversation. His immediate impulse is to balance them wifh therpaj,r

of victims, but then he realizes that this symmetiry is perhaps factitious a.nd

untrus to life:
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These opposed couples balanced like bronze groups at two ends of a
chimey-piece, and the most I could say to myself...was that I
rmustn't take them equally for granted merely because they balanced,
Thinzs in the real had a way of not balancingg it was all an
affair, this fine symmetry, of artificial proportion. (p.181)
Despite this caution to himself, the narrator does not give up his desire for

pattern, and it is the latter's aesthetic appeal which drives him on towards
confirmation. = Similarly James himself set high store by balance, end saw the
tprecious element of contrast and antithesis' as invaluable for increasing the

22
drama of a worke Indeed he altered the basic idea for The Sacred Fount to
23

include two couples for precisely this reason = to intensify its drama,
Lastly the narrator tckes a parfly structural attitude towards other charecters.
vhen he sees Gilbvert long wandering alone he reflects: 'It had for my
imazination a value!' (pe201)3 ond the criterion of value is of coﬁrse that

the impreasion fits in with the narrator's theory. In a similar way James

rellshes the centrality of Fleda Vetch in The Spoils or the usém.]ness of
Maria Gostrey. In both cases they help the structure of the novels to attain

— |
If these éimila.ritiea between the narrator's method and James's own exist,
we n’nmtknexf ask whether there 'a‘re any differenceé and what critical
consequences fhe similerities carry for the novel as a whole, ~ One diﬂf_erence
between the two is that the nairator is :!.ndulgim; in epecﬁiatibn which can B
never Be completed, whereas in the prefaées Janes gives us retrospective
narratives of how he formed his subjects. The rrefeces do not demonstrate a
calmess about the creative pr§cess since James is constantly alert to its
difficulty and its consuﬁption of imaginative eneray.24_ But he does at leagt
have all the available information before hime The narrator of The Sacred
w, on the other band, neve;' can conclude his gea.rch; he can only add
hypothesis to hypothesis. Indeed he has doubis about the validity of his
whole enterprise, referring to it as his 'obsessidn' or 'private madness?®,
The very thought of explaining his theory to one qf the other characters mé.kég

him nervous, especially as 1t grows more complexs
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ool suddenly found myself thinking with a kind of horror of any
accident by which I misht have to expose to the world, to defend
ecainst the world, to share with the world, that now so complex
tangle of hypotheseg that I have had for convenlence to speak of

as my theory. (p.172)
These qualificaticns of his activity are, like thoce of the governess in 'The
Turn of tﬁe Serew!, only tokens. They‘ are a way of forestalling criticism and
do not‘ denote any @eater self-awarencss on his parte CoT. Sarmels argues
quite rightly that the narrator 1s nervous about social exclusion, not about

his own imeginative abil{.ty:
«sothe narrator's fear is ba.séd not so much on his conscicusness
that imagination has its limits as on his suspicion that society's
sheer vigor ond sensuous display moke imagination irrelevent and
can end by shutting it out,2 ,

In the passage quoted the nan;ator imp}icitly differentiates between 'the
world! and the /reader. Throughout the central chapters he maintains a
confidential intimacy with the reader as if he is sure that the lattér will
understand what he is doing, even when he ai'feqi;s to diemiss his theory as an
‘alry stmcture' (p.143). The absence of clear qualifying ironies - except
the fundamental one that he is a character in the novel and not a crcative
artist = enhances the narrator's authority. He hesitates to find the right
words end apologetically admits that it is difﬁcult to recall all his thoughts
in retrospect, which are all gesturgs sucgesting spopteneity and sincerity on
his part. In practice the difference between the time of eventa and the time
of narration has no importance since the narrator is concerned to make his |
account as imed.iate as possible.

For these and other reasons it would seem then that James under-estimated

. ~ ‘A 26
the power of conviction that the narrator would carry. And further the

parrator sums up in his style the‘_wo'rst tendencies in James's fiction of the
period under discussion. His variety of metaphors is confusing. His
hypotheses are absurdly tentative (*That I consistently escaped being might
indeed have been the mcaning most market in our mute reco’mitions': p.92). or
convoluted (!.ssthe words one might have guessed her to wish to use were she

able to use any'l Ppe148=149). In the central chapters of Maisie, In the
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Cage and in 'The Turn of the Screw' a tendency was noted for the narrative to
shift away from the protagonist’s idiom towards a uniformly complex prose
style. The protagonists all begin to sound, in varying dggrees. 1like James
himself. The Sacred Fount marks the ultimate point in this tendency, and it
was a tendency which James was aware of, Shortly before he embarked on the
novel he wrote to Sidney Colvin to confess that his style was at times too
complexi~
eseeyou are quite right = wholly =~ about my being, in places too
entortille. I am always in places too entortille - and_the effort
of my scant remaining years is to make the places fewer,2/
And in @« letter to W.D. Howells he admitted that the subject of The Sacred

Fount was grossly overworked: ‘'given the tenuity of the idea, the large
quantity of treatment hadn't been aimed at'.28

The similarities between the narrator and James examined above suggest
further that, as the novel progressed, James lost control of the ironic frame
he had initially cast around the protagonist and finished, as P.M. Weinstein
proposes, by dramatizing the liabilities in his calling as a novelilt.29
Veinstein cautions against identifying the narrator with James but in the
central sections it is exiremely difficult to decide where one stops end the
other begins. It is to an extent self-parody, but there is little internal
evidence to demonstrate that the parody is conscious.

The narrator becomes as self-absorbed as Miles Coverdale, the narrator in

Hawthorne's The Blithedale Romance with this differences Coverdale becomes

more and more anxious about the morality of cbserving others:-

It 18 not, I apprehend, a healthy kind of mental cocupation, to

" devote ourselves too exclusively to the study of men end women.

If the person under examination be one's self, the result is pretty

certain to be diseased %tion of the heart, almost before we can

snatch a second glance. ‘ o , o
Coverdale's great fear is morbidity. James's ‘narmtor. on the’olther hand,
glances at this possibility only to dismiss it. His introspection groim out
of his narcissistio fascination with the workings of hj.s mind, although he

makes as big a display of scruple as does Coverdale. The two novels are



gimilar in that both authors become mteregted in the status and procedure of
thelr narrators as observers.>! In his study of Hawthorne James showed &
predictable sympathy for Coverdale and described him as 'a ploture of the
contemplative, analytical nature, mursing its fancies® .32 He makes no
mention of his mannerisms or scruples, but it is the latter as much as his
contemplative nature which links him with the narrator of The Sacred Fount.
It riov remains to consider the concluding scenes of the novel and to
examine their bearing on those critical approaches which deny that the

narrator is self-deluded,

(111)

' The theory of the sacred fount is inherently melodramatic because of the
parrator's exaggerated sense of social surface. Society, from his viewpoint,
48 in collusion to preserve unruffled manners whereas below the surface
characters! vital energies are being drained by a form of vampirism (Dracula
nad appeared as recently as 1897). The main subject of this melodrama is
May Server who figures to the narrator as a lonely tragic heroine, He
describes her plight in violent sensational language grotesquely at odds with

his usual analytical stances

I saw as I had never seen before what oonsuming pession can make of
the marked mortal on whom, with fixed beak and claws, it has
gettled as on a prey. She reminded me of a sponge wrung dry with
fine pores agape. Volded end scraped of everything, her shell
vas merely crushable.. (p.135) SR

May is presented as & walking corpse and her faclal expressions freeze, in the

193
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narrator's description, into deatl;—grins. Similarly, in an even more
grotesque way, ‘poor Briss' (the other victim) scems to age with bewildering
gpeed du.rihg the novel. |
In In the Care the telegraphist's ronantic melodrama can be expiained as
compensation for her hum-drum existence. In 'The Turn of the Screw! we can
explain the governess's veision of events partly in terms of her thirat for
experience. But in The Sacred Fount we see the effect without any real

motivations, And the effect 13 abeurd because the notion of vempirism is too
much at kédds with the nature of Newmarch society.’ 3 _

The concludix_xg scenes of the r;ovei briné the narrator back to earth wifh
a rude Jolt, Eis conversation with Obert shows that the latter has boeni
vatching the narrator and »s‘ugge‘st;a that he 1s a victim, not of vanpirisa but
of déli;siori.‘ Thei‘e are even hints in en early conversation with
Mrs. Brissenden that he s participating in the fount process without realizing
1t. Ee tells her '"I feel drained - I feel dryl"' (p.so); which 1ronica.11y
predicts her victory over him the the conoluding scene. During that
confrontation she tells him roundly that he 1s 'crazy'. She bri.ngs to tho
gurface his unjustified assumption tha.t change in one character mt be caused
by another and ironically throws his acrupleé back at him by explaining thét
ghe has to worry a.bonf his effect on others. Even more‘ important she brings
his gpaoula.tions back to a normal lml of experience by stating that lLong and
Lady John are simply lovers. In one fell swoop she tramples rouchshod over
his symmetrical pattern and glves a common-sense explanation of the various
panoeuverings in which the guests have .b}een engaged. They could eimply have
been forming different liaisons. |

vhen Mrs. Humphry Ward asked James about this ending he made his most

extended comment ‘on the novel to her:

Mrs. Server is ILQE '‘made happy' at the end = what in the world has

put it into your head? - As I give but the phantasmagoric, I have,
for clearness, to make it evidential, and the Ford Obert evidence
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all bears (indirectly) upon Brissenden, supplies the motive for
Mrse. B.'s terror and her re-nalling down of the coffin. I had to
testify to Mrs. S.'s sense of a common fate with B, and the only
way I could do so was by making O. see hexr as temporarily pacified.

I had to give a meaning to the vision of Gilbvert L. out on the
terrace in the darkmess, and the appearance of a sensidle detach-
ment on her part was my imposed way of giving it Mrs. S. is
back in the coffin at the end, by the same stroke by which Brissa
i8 = Mrs. B.'s last interview with the narrator being all an ironic
exposure of her own false plausibility, of course.>4
This statement makes no mention at all of the narrator's credibility and
astonishingly it suggests that James intended the sacred fount theory to be
accepted, Mrs. Brissenden's words at the end do not demonstrate a 'false
plausibility' but articulate the reader's own impatience with the narrator's
theorising. It is at this point that he compares himself to ludwig II of
Bavaria, the monomaniac king who ordered private performances of Wagner in
his palace. The suggestion of madness coincides too strongly with Mrs.
Brissenden's accusation to be dismissed. Purthermore James's description of
the novel implies that any self-parody was unconscious on his part.
Despite this ending and despite the confusion and freakishness of the
central chapters, several critics have persisted in attributing more weight to

the novel than it can bear. Leon Edel argues that its theme of vampirism 1is
gerious because it is trea‘ted seriously in other novels such as The Wines of
the Doye, btut says 1ittle about the method of trea.‘l:ment.3 7 Dorothea Krook
and J.C. Reaney give the subject a philosophical weight by suggesting that the
novel deals with the nature of mdereta.nding.36 Edward Sackville-West admits
that the narrator is perhaps 'nosy' but accepts the evil he £inds.’1  ana
Sidney Finkelstein denies thét the narrator is subjective or even that he
pakes any julgement at all’®  More recently AN, Bellringer has maintained

that James achieved odbjectivity in the narrative and that the narrator is

peither unreliable nor ambig-xzous.5 9

The inadequacy of these approaches stems partly from their refusal to
recognige that the framing scenes at the beginning and end of the novel imply
that the narrator is to some degree self-deluded, He has many of the typical
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characteristics of James's unreliable narratorss he is oblivious to his effect
on otheré; engrosae& in his own purpose, arrogant and patronizing. The hints
that this is so come out in other characters' comments and in the style and
procedure of his narratifon. His unreliability 1s further confirmed by the
dismissive ending. The critics surveyed above gloss over the contradictions
vithin the narrator's method and the clear evidence of his false pride,

| Vhat prevehtz a definite conclusion that the narrator is the ironic victim,
is the fact that in the central sections his 1diom blurs into James's own and .
his method overlaps with James's own practice. Furthermore, despite the
suzgestions that the narrator 1s deluded, his activities are presented at
inordinate length. Without some base of character, however slender (as in

The Turn of the Screw' or In_the Cave), his quest becomes grotesquely and
tediously abstract. If his style is virtually his only defining character—
1stic, and if it approaches James's own, then James is indeed at times
parodying himself, o -

The novel's ending leads one to suppose that James wanted to bring back
the narrator under dramatic control. But the very dismissiveness of the
ending suggests further that James had lost faith (and perhaps patience) in
the novel, ~His comments about The Sacred Fount in his letters bezr this out.
He describes it as a 'mere tomenti;:g trifle' and a 'small fantasticality' (to
Mrs. Ward)s @s. 'chaff in the mouth' (to W.D. Howells); and as a 'profitless
labyrinth' (to the Duchess of Sutherland) 40 1 the letters to Howells and
Mrs. Ward he explains that he wanted to abandon the book but couldn't for

financial reasons and because he had a temperamental aversion to leaving any
work unfinished. It represents a purging of the worst tendencies in his
works from the late 1890's prior to embarking on The Wings of the Dove.
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CE .. - - - Conclusion
" In the period of James's fiction from 1896 to 1901 we see a reduction in
the parrator's activities. Descriptioh,' comeint.' béck&ound information are
only supplied wvhere they are essential and directly relevant to the novels'
gituation. But even in The Awkward Age James still retains, on a much emaller

scale, most of the traditional prerogatives of a na.rrator whcroby he can enter

characters' mind.a. sumarize the action, etc.

‘ot only 1s the marrator's role reduced, but 1t is also vcha.ngc;d; In _'I_'_h_e_ )
portrait of & lady he described himself as 'our heroine's biographer', but this
oditoria:J. or quasi-historical stance was rejected for good after James's

1 .

experiments in the theatre.' 'After 1895 he no longer produces fiction dealing

with public issues like political wnrest (The }Pgihcess Casamassima) or the
national importance of a theatre (The_Traric Muse). - The novels of the late
1890's are built on situstions end create contexts within which the narrator '
purports to be an especially alert observer. He interprets appearances by
offering hypotheses which the reader himself could draw, providing he has
gufticient moral and gocial intelligence to do no;' However the narrator,
especially the impersonal narrator, carries a tome of authority vhich reduces
the speculative dimension of his comments, especially as the latter are usually
confirmed by subsequent events within the novéla. ' The sources of this .a.uthority
are various. - He displays an ironic poise and a social swareness vhich imply
& breadth of experience beyond that of the average reader; and he shows a
hospitality towards the values of honesty, idealism ‘and loyalty vhich has
virtually a polemical force within the milieus of novels such as The Avkward
éﬁmdm! Maisie Q . : . o .

The fact that few categorical interpretaticns are offered puts a heavy
burden on the reader since he cénnot Juét respond emotionally to the protagon-
4gt's experiences, ~Ho must élso’balanco'varying possibilities against each

other in order to understand the parrative. The references to a hypothetical
particularly obtrusive in The Other House and The Awkward Ape, form

observer,
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part of & prolonged effort on Jamea's part to put the reader into the narrator's
position. This in effect megvsts that the narmator s not wigue fnhis
inaights azid{this is mrther borne out by the ract that in smral .o‘t the;
novols he divides his interpreting rolo with the characters vithin tho fiction.

_ Chaxactgfg also tend to embody corta.in contrasting qualities. . On the one
band ve £1nd izony, sooisl svareness and good taste fooused in such charasters
as Mrs. Gereth, Sir Claude and Mrs. Brookenham. On the other honesty, . . .,
simplicitj a;nd loyal_fy are Jentxubpdiedy inFleda. Yotckh., Maisie or Mr. Ioixgd;n. | ﬂIt
constantly sessa aa 1f 3t ia only the narrator vho can contatn these ifferent
e of e . Funi eathtustn R R ER IR

Throughout the late 1830's James displaya en increasing fascination with
analysis vhich is the predictable result of his fint'érp'ziétaiiwfq method. At
times enalysis can be carried to such lengths that 1t beglng to danage the
realism of the cha.racte:s. ; AOno of the moat blatant examples or thia tendency'

comes in Chaptor 20 of What Maisio Knew where Jamea temporarily loses a sense

of proportion as to how much Maisio heraelf can understand. In tho firgt-
person fiction of this period and in In the Cage (which 1133‘ between firat- and
thj_rd-person na.rration). ‘the protagonists also demonstrate an intereet in 7
considaring altemative interpretations of eventa.é EThis resulta rathor para-
doxica.lly in their showing an intcrmittent critioal avareness of thcmsclvoa _—
whilo at tho same time they reveal themselvos unconsciously in thoir na.rratinsi
The da.nger here is that at timea they come to sound 1ike Jamea himsolf and if
firm dramtip‘control is r{oii e:_:grciaed git};ir; the fiction they actually begin
to blur into him. , m: ‘is pijegisely wha:t happepgiiz}* The Sacred Fount y{here -
tne narrator 1s defined exclusively @ough bis styles end procedures.  4s the
latter convergs on Janea's 9~@,.P°ﬂ%°d° the narrator loses his 4dmtit§ e
character. . . ... T N T AT T
In The Sggils pa.rticula.rly, but throu@out tha whole period, Ja.mes ma.kas |
increa-ﬂiné' use of 'treo indirect speech' vhoreby & character's thoue;hts, o
f”ungs, etc. are superimposed on the na.rratorcs rhotorio.\: Tho fact that -

LIS BN

na,rration still takes place in the third-person shows that the na.rrator retaina '
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the ultimate a.uthority 1n recounting events. T It means also that 1t caxx

become very, difficult to locate where the na;orator stops end the cha:re.oter begine,

since the one ehadee into the other. l Thie mrther eu@geete that critioal

lteminolog;y euch as. 'mtrueion' or 'v:lolation' is far too orude to desori‘be .‘

the new relation of narrator to character. X In free mdireot epeech oomment

beoomes a ma.tter or nua.nce and syntaetieal infleotiona a.nd ettention to auch

stylietio details ie mpossible 11‘ ve only dieouss the novele in terme of ’eot'

?a.nd 'scene' @ The dra.matio ana.low can be a poeitive hindranoe here. o
Seymour Chatman hae argued tha.t Jamee'e later atyle in genera.l moiree away

from the dramatiox o

o ...the -tyle moves away rrom, not towa.rd, dre.ma. For acts become
‘nominalized, and their predicate is the copula, the verb form for
N exposition, for a listing of particulars and propositions. Instead
of actors performing on a stage, there are increasing numbers of °
N statements of the existence of things 2
This is another consequence of J’amee'e intereet :Ln eno.lysis. Hie 1a.ter style
becomes dense with barpomeeee, as a.lrea.dy noted, hypoatatized perceptions end
scrutiny of the results of evente ra.ther than the evente themeelvee. .
' There 1e however the da.nger of overla.p once again 1n the method or free
1ndireot epeech. . If the na.rra.tor stands 80 elose to a lea.ding chare,oter, the
1atter rieka losing hie eutonomy. . And I-eo Beesmi has argued very oogently

that 1n The w:l.nge of the Dove ehamotm' pointe ot view are gradually e.eeimile.-

ted 1nto the narrator's. Thie is consoiouely not an evaluative e.rgument but
Bersani points out that the method'e ooneequenoe for the ohareotere is tha.t
they tend ;o oecome projeotions of mora.l e.lternetivee.’t Thie euggeste 1n turn
that they are rhetorically dominated by the na.rretor. As cha.ra.etere 1oee
1nd1vidua1 dioms they e.ll begin to eound 111:9 Jamee himeelf. ” So whet the
method might gain 1n mtimacy or detail, it rinks losing in autononq.

mf@ are poesible external ‘Teasons for this development. One oould be,
as A.R. Ge.rd guggeets. the eumulative effect of hoetile revieve on Jamee whieh
made him turn for appreoia.tion toa ema.ll oirole of rrienda. Ga.rd Bumarizeg

@ periocd in Ja.mee'e career :hmediately following the publioat:l.on of The Smi]_g

as followss
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After years of indifference the balance of reviews, at least super—

- ficially, swung in his favour just at the moment when his style was
becoming more and more diffizult, more and more the proper possession
of his specialized admirers.

He goes on to say that this swing came too late and was too short-lived to have
any real effect on James. Accordingly his growing use of an idiom which
exacted more and more from his readers could have been the result of James
turning towards a select circle of friends and associates as the only kind of
appreciative audience he could expect, Ve may add also the failure of 'Guy
Domville' in 1895 whiqh, Leon Edel argues, inflicted a deep and lasting wound
on James.5 Also his withdrawal from the London scene to take up residence at
Lamb House must have been a third factor helping to explain the growing inward-
ness of his fiction during this period. |

~In so far as the narrator's scope was limited in thig period, Jamea has
moved some considerable distance away from Victorian omniscience. But before
we pronounce him a precursor of moderniem it is as well to bear in mind that
the difference between his practice and traditional omiscience is only one of
degree and that the latter's prerogatives are never abandoneds The Awkward
Age demonstrates this quite clearly. During his survey of contemporary fiction
in 1914 James particuia.rly yraised Conrad for his use of Marlow, a device which
helped to create the ‘atmosphere of authenticity's And yet Conrad's use of a
dramatized narrator (or 'reciter' as James calls him) didn't rule out omni-

goience. . On the contrary:

esothe ommiscience, remaining indeed nameless, though constantly
active, which sets Marlow's omiscience in motion from the very
f£irst page, insisting on a reciprocity with it throughout, this
original omniscience invites consideration of itself oz%y in a
_degree less than that in which Marlow's own invites it. .

James had reservations about Marlow's omiscience because it made him appear
too obviocusly a delegate of Conrad himself,
_ His comments in this article are focused mainly on Chance, and lan Watt

has sumariged big criticisms as follows!

James's main objection to the narrative method of Chance 1s that it
compromises the reader's sense of the reality of the events by
 drawing attention to the narrators rather than to the narrative,/
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This 1s true to a certain e;teni;. But Jg.mes also had doubts about Marlow
because his knowledge seemed oo broad. In his own fiction of this period
(1896=1901) he is scrupulous about showing the main basis of his own narrators!
knowledge.  This is why he continually refers interpretative comment to the
appearances of situations or characters. Also James implicitly agreed with
Conrad that authenticity was created in ways other than laborious documentation.
The narrator for both writers played an important part in achieving this effect.
_ Throughout James's fiction of the late 1890's the narrator contimued to.
exert a strong moral presence although his scope had been reduceds The amount
of description supplied in these novels was reduqed to a minimum but the
description which remained was strongly evaluative. In The Spoils and The .
Avkward Age the narrator describes the‘ main locations in a way which combines
topographical contrast with a moral assessment of the characters who inhabit .
those settings. = Similarly in What Maieie Knew and The Awkward Age the narrator

satirizes minor characters through a method of visual caricature. In all these
cases the narrator goes far beyond interpreting appearances. Ee places the.
characters in & moral hierarchy and draws on all his resources of wit and parody
4n order to persuade the reader to adopt his perspective.

Since this persuasian depends upon such traditional rhetorical resources
as metaphor and under-statement, the procedure once again cannot be explained
by reference to the dramatic enalogy. If there is no narrator admitted,then;
plainly there cammot be acy verbal humoux generat]ed by his voice. And it is
this humour, whether ver@ br situational, which James most consistently
neglected in his prefaces. Through the narrator's ironies James could express
his mu@atim at contemporary social tendencles. = So he exposes the mercenary
pature of the society surrounding Maisie and the exaggerated and hypocritical
attention to social manner nwhich _cha;aéterizésr m:s. ?rpokenham's set, The .. |
meta;phoriéﬁ'l. language of the fiction does not always have such a serious purpose,
however. It might be lightly comical as in The Spoils or grotesque as in g_ﬁ_g_
sacred Fount where the figurative references to works of art look forward to
the omatev‘and Wagnerian metaphors of The Golden Bowl., In most cases th;
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parrator's humour 1s closely related to appearances, if only as a point of -
departure, '

In this period the narrator demonstrates a concern for his protagonists
vhich usually contrasts markedly with their treatment at the hands of the other
characters. So he allows Fleda Vetch more freedom than does Mrs. Cereth and
he demonstrates more care for Maisie and Nanda than their parents ever show, -
This solicitude emerges not through explicit statements of compassion, but
through the cumulative effect of the narrator's procedures. For instance, in
the case of Maisle, he allows her to grow by granting her more freedom and
treating her in a more disinterested way than any of the other characters.’ By
go doing he practises the values which are implied as alternatives to Maisie's
society, A considerable intimacy is generated by the marrator's concern for
many of the protagonists end this is underlined by the fact that James retained
guch phrases as 'our heroine' within the narrative, even when it is rather
ironic as in the case of In the Came. 1Indeed Louis Rubin has pointed out that

{n a work as late as The Ambassadors James uses the expression ‘our friend' to
8

sucgest a uniquely close relationship between Strether and the narrator.
Such intimacy is further reinforced by James's use of free indirect speech
gince this is a formal privilege only extended to some of the protagonists of
this periode If at times the free indirect speech appears to compromise a -
character's autonomy that is largely a rhetorical effect, and one which should
pe offset by the broader moral effects discussed above. t

One last theme to emerge in this period is that James's narrators make
recurring use of melodrama either to demonstrate their own or the protagonist's

desire for romance (The Spoils, In the Cage) or sense of violent forces operat-
ing beneath the level of social 1ife (The Other House, 'The Turn of the Screw',

The Sacred Fount). Ronald Wallace has argued that James evolved what he calls

a 'parodicomic form' to negotiate his sense that the forms of romance no longer
narmonized with reality.” In his dlscussion 'paradicomic’ yuns the risk of
vecoming a catch=all term but his diagnosis of James's attitude to reality in
this period 1is directly relevant to the notion of melodrama. When the latter
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is framed dramatically _vfith:tn; a ql;ara,qter it can create humour by contrast with
the way things really happen. Such is the interplay between the narrator's
voice and the telegraphist's romantic yearnings in In the Care.

However at other times James does not strike a satisfactory balance and
the parrator's language splits into two disparate halves - a social ironic voice
and one expressing the emotional intensitles of passion or stereotyped romance.
This happens in The Other House and (briefly) in The Spoils. It was not until

The Golden Bowl and The Wings of the Dove that James achieved & formally balanced

presentation of melodramatic forces acting below social intercourse. In these
cages the melodrama is not imported through ghosts or theories of vampirism,
but throuch characters' heightened sense of horror at the gap between their
assoclates' actions and stated sentiments,

Closely linked with melodrama, James also dramatizes his protagonists®
gelf-delusion in terms of novelistic privilege. What the telegraphist, the

governess and the marrator of The Sacred Fount all have in common is that they

assume the prerogatives of a creative artist in their attitudes to other
characters, Clearly these assumptions bring them into ironic contrast with
Jemes himself or his persona, if the novel uses an impersonal narrator. But
there is a danger of James depicting certain weaknesses through recourse to

one paradigm which discounts psychological variation. The Sacred Fount marks

a predictable culmination to this practice since the narrator's hubristic
depiction of the other characters at Newmarch overlaps so much with James's
own method that his dramatization becomes irretrievably blurred.

1896=-1901 has rightly been called a period of experimentation in James's
career. The fiction of these years shows an unnevenness of texture caused
partly no doubt by the fact that the novels were all planned originally as
ghort stories. In these works James was trying out new fictional methods which
of course varied the role which the narrator was to have in them. In every
case the narrator played an important and integral part in the moral and
psychological effect of these works, IHis limited role places James's practice

at & transitional point between Victorian omniscience on the one hand and



naturalistic objectivity on the other,

204
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