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Editor's Notes

Welcome to the following, who have become members of the Pater Society of the U.K.
and the U .S.A. and subscribers to the newsletter since the spring of 1986: William E. Buckler,
New York, New York; Teresa Franzozi, Torino, Italy; Philip Kokotailo, Canton, New York;
Robert Langenfeld , editor of ELT, Greensboro, North Carolina; Teresa Malafaia, Lisbon,
Portugal; Penelope Newman, Mosman Park, Western Australia; Stephen Negan, Birmingham,
England; Alcira Tamai, Osaka, Japan; Hiroko Tamaki, Kobe, Japan; and Viola G. Thomas,
Cambridge, Massachusetts.

* • •
On thi s tenth anniversary of The Pater Newsletter, perhaps remInIscence is a llowabl e.
On a day in late July of 1976, when Billie Inman was sitti ng at a table in the University of
London Library perusing a li st of Pater's borrowings from the Queen's College Library in an
appendix of Laurel Brake's dissertation, Laurel Brake suddenly appeared and introduced
herself.
Later, at lunch, the chief topic of conversation was the deplorable lack of
communication between American and British Pater schola rs. Laurel Brake said, "Why don't
we start a newssheet?" Billie Inman replied, "That's a good idea ." The first issue, a three
page news-letter (in the purest sense of the term) entitled News of Pater Scholarship. was
published from Tucson in the fall of 1977; the second, from Aberystwyth in the summer of
1978. The first number announced that Gerald Monsman had published WaIter Pater in the
Twayne Series, that Franklin E. Court's Annotated Bibliography and Robert M. Seiler's
Critical Heritage were forthcoming, and that Donald L. Hill was at work on an edition of
The Renaissance.
References were also made to J. B. Bullen, Sharon Bassett, Alan A.
Robertson, Robert Wellisch, Chris Willerton, Richard Bizot, Eugene J . Brzenk, John C.
Conlon, lan Fletcher, and Samuel Wright. NPS, through No. 3, was sent free to as man y
Pater scholars as Brake and Inman could find. No. 3 reported the organization of the Pater
Society of the U.K . and the U.S.A. at the MLA Convention in New York City on 28
December 1978; the names and addresses of 110 scholars (forty-one of whom are still on the
mailing list) were listed, and the names of twenty others were listed with a request for their
addresses from anyone who might know them.
With No. 4, the title changed to The Pater Newsletter, and the format was expanded
to include reviews and a more formalized list of recent publications. Hayden W. Ward was
named as book review editor, and the first book reviewed , by Richard Bizot, was Sir Michael
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Levey's The Case of Waiter Pater. This number announced the first MLA Special Session
devoted to Pater, "Pater and Modernism," to be held in San Francisco in December 1979.
Richard Bizot was named as discussion leader and Sharon Bassett, Franklin Court, Wendell
Harris, and F.C. McGrath as speakers. No. 5 announced plans for a Pater conference at
Brasenose College, July 16-18, 1980, with Bullen, Fletcher, Inman, Monsman, Bernard
Richards, John Sparrow, and Richard Wollheim as speakers.
With this issue, Bernard
Richards and William F. Shuter became compilers and annotators of "Recent Publications."
No. 6, Autumn 1980, was the first to carry the masthead. In the 1980s PN has changed very
little. Although the numbers have tended to get longer, it is still a modest newsletter
publishing news, reviews, and an annotated list of recent publications; but it has served the
purpose for which it was founded--has put Pater scholars around the world in touch with
one another, informing them of one another's work and giving them a sense of fellowship.
The present number is being mailed to 15 libraries and 88 individuals: in the U.S.A.,
55 (including two complimentary); in the U.K., 23 (including four complimentary); in Japan,
seven; and other countries (India, Italy, Portugal), three. If the list of individual subscribers
ever goes beyond 100, the MLA will probably accept the Pater Society as an Allied
Organiza tion.

In response to Laurel Brake's call in PN No. 18, for a venue for an international Pater
conference, Bernard Richards has again offered Brasenose College, where Paterians met in
1980. B.N.C. is certainly the most appropriate and appealing place for Paterians to gather.
The date and the topic of the conference are yet to be determined . The editors of PN invite
suggestions.

• • •
Donald L. Hill has resigned as General Editor of The Complete Works of WaIter Pater,
although he remains as editor of Volume I and chief counselor. Billie A. Inman has become
General Editor, and lan Small has been asked to edit Volume Ill: Marius the Epicurean. The
other volume-editors are still Laurel Brake (I1), Gerald Monsman (IV), Eugene J. Brzenk (V),
William F. Shuter (VI), and Sharon Bassett and Hayden Ward (VII). The publisher is the
University of California Press, whose representative, William J. McClung, Executive Editor,
conferred with Inman and Monsman in Tucson on June 15.

• • *
In July, Hayden Ward will attend a one-week course in scholarly editing taught by
G. Thomas Tanselle in the School of Library Science's Summer Rare Book School at
Columbia University.

• • *
Frank Court will be in London from June 21 to August 10, working at the London
University / University College Library and the British Library, with a side journey to
Edinburgh.

* * *
Wolhee Choe, now teaching at Polytechnic University in Brooklyn, New York, read a
paper entitled "Pater's Aesthetic Criticism: the Future in the Romantic Self," at the Writing
the Future Conference sponsored by the International Association for Philosophy and
Literature, at the University of Warwick, in July 1986. An essay of hers entitled "WaIter
Pater's Romantic Morality" will be published in The Victorian Newsletter, probably in the
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fall 1987 number. She is now writing an essay on Pater's style.

* * *
leffrey Wallen, having completed his dissertation at the Humanities Center, 10hns
Hopkins University, has accepted a position in the Humanities and Arts division at
Hampshire College, Amherst, Massachusetts.

* * *
Richard Bizot has resigned as Chairman of the Department of Language and
Literature at the University of North Florida and recently has been happily teaching at
UNF and resuming work on his study of Salome in literature and the arts. He will spe nd
the fall of 1987 in London, teaching in the Florida State University's London Study Centre
in South Kensington.

* • *
Karl Beckson's biography of Arthur Symons will be published this summer by Oxford
University Press. Also, Macmillan (London) has accepted for publication Beckson's edition
of Symons's letters and the Symons bibliography that he, Ian Fletcher, and others prepared
for Garland. The two will probably appear in 1988.

Reviews

edited by Hayden Ward, West Virginia University
WaIter Pater: Three Ma jor Texts (The Renaissance, Appreciations, and Imaginary Portraits),
edited with an Introduction by William E. Buckler. New York: New York University Press,
This collection of three of Pater's
1986. Pp. 550. $50.00 hardcover, $23.50 paperback.
works in one volume is a mixed blessing, but it is a blessing. There has been an obvious
need for reliable editions of Pater's work, especially for libraries and for use in courses; and
this collection goes part of the way toward filling that need. In its Preface the editor,
William E. Buckler, points to the unfortunate paradox that, "though there is a larger and
more intense interest in Pater at the present time than ever before, full and trustworthy
texts of the books he published have never been harder to come by." All who teach
Victorian literature, and certainly all who care about Pater, owe thanks to Buckler and to
New York University Press for making the latter part of that paradox less true than it was.
Probably the volume's most useful function will be to flesh out the collection of
smaller (and especially newer) institutional and municipal libraries, in which Pater's work is
often under-represented. $50.00 for the hardcover version does not seem so pricey when one
reflects that it is three books in one: The Renaissance, Appreciations, and Imaginary
Portraits. Well made and printed on acid-free paper, this version will be a fixture in
libraries for years to come. The volu me will probably have relatively little utility as a
textbook for courses, however. The $23.50 price tag for the paperback version will preclude
its use in all but the most advanced and specialized courses.
For The Renaissance, Buckler appropriately employs Donald L. Hill's edition of the
1893 text; but the question must be raised: why include The Renaissance at all, since Hill's
edition is available from the University of California Press? The Renaissance takes up 40%
of Buckler's volume. Might he not have published Appreciations and Imaginary Portraits
together at a proportionately reduced price and served the reading public better? Buckler
reprints Hill's text but not his invaluable (and for the serious student necessary) textual and
critical notes. All scholarly collections will need to contain the California Renaissance; and
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in any collection which holds both that and the NYU Three Ma jor Texts, Buckler's
Renaissance will be redundant.
Buckler's Introduction, "Waiter Pater and the Art of Criticism," is an exceedingl y long
(62-page) essay which discusses the volume's Three Major Texts in narrowly focused detail.
His main point is an interesting (if not exactly compelling) onc: that all of Pater's work is
both critical and creative. Pater's critical essays not only aspired toward the condition of,
they actually became, art: Pater "converted criticism into an art form." Conversely, Pater's
overtly creative works, his imaginary portraits, constituted critici sm. Buckler sees the
imaginary portraits as "critical fictions": critical interpretations of myth s. For Pater, he sa ys,
"critical-creative reading of art" was "the first step toward a critical-creative reading of life."
Although the Introduction's length, density, and tight focus make it difficult to wade
through, readers of The Pater Newsletter will find their effort rewarded: Buckler's informed
appreciation of Pater is worth the effort of the specialist scholar. But most readers of
Waiter Pater: Three Major Texts will not know what to make of the Introduction, if they
make anything of it at all. A shorter, general introduction to the works contained in the
volume would have proven more useful to most of the readers into whose hands the volume
is likely to fall. Buckler's Introduction does not so much introduce as it concludes: it
presumes on the part of its reader detailed knowledge of the works which follow it. It
might more fittingly have been published separately as a monograph , or, condensed, as a
substantial journal article. (It may even be rendered superfluous by Buckler's forth comin g
book, Waiter Pater: The Critic as Arti st.)
For the text of Appreciations Buckler follows the New Library Edition of Pater's
Works (1910), except that he restores the essay "Aesthetic Poetry" (which Pater dropped from
the book after its first--1889--edition) and deletes the replacement essay, "Feuillet's 'La
Morte.'" This switch is a wise onc. "Aesthetic Poetry" is an important essay and "Feuillet's
'La Morte'" is a very unimportant essay: mostly quotation from and plot summary of a
forgotten novel.
The only complaint one might make about Bu c kler's printing of
Appreciation s--and it is the tiniest quibble--is that he omits Pater's dedication of the book to
the memory of his brother, William Thompson Pater (he also deletes Pater's dedication of
The Renaissance to "C.L.S."--i.e., his friend, Charles Lancelot Shad well).
For the text of Imaginary Portraits Buckler starts with the four portraits Pater
printed under that title in 1887, then he adds three portraits from Miscellaneous Studies
("The Child in the House," "Emerald Uthwart," and "Apollo in Picardy") and one from Greek
Studies ("Hippolytus Veiled"). Thi s is apparently the first time that "Hippolytus Veiled" has
been published as an "Imaginary Portrait," and it certainly belongs in such a grouping.
(Pater himself referred to it as a "Portrait" in an 1888 letter to Arthur Symons.) Curiousl y,
however, Buckler fails to include another imaginary portrait, "An English Poet." Eugene J.
Brzenk's 1964 edition of Imaginary Portraits did not include "Hippolytus Veiled" but did
include "An English Poet" and also (in an appendix) "Diaphaneite," Pater's earliest surviving
essay. Some day an edition of Imaginary Portra its should be published containing all of
these works, and also (possibly) the first chapter of Pater's unfinished novel, Gaston de
Latour:
"A Clerk in Orders." Until that comes along, however, Buckler's edition of
Imaginary Portraits--though its omission of "An Engli sh Poet" is inexcusable--is a whole lot
better than nothing.
One comes around to imagining quite a different volume from that which Buckler has
produced. It would have contained Appreciations and all of the Imaginary Portraits, but not
The Renaissance; it would have had a shorter , more serviceable introduction; it would have
been just over half the length of the present volume; and it would have been priced
accordingly, at about $27.50 ($12.95 in paperback). Now wouldn't that have made more
sense?
Richard Bizot
University of North Florida
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Beauty and Belief: Aesthetics and Religion in Victorian Literature. by Hilary Fraser.
Cambridge University Press, 1986. Pp. 287. $34.50.
Beauty and Belief is a rich, personal
exploration of a vast terrain that leads directly to our own century and its apostasy. It seeks
to trace the steps that lead up from Keble and Newman, or, after reading this book, one
might say down from Keble and Newman, their deep commitment to Christianity and their
sacralization of art to the present parody of worship which Dr. Fraser sees as the modern
"tendency to worship at the altar of aestheticism" (p. 233). The study begins and ends with
T. S. Eliot as a ray of hope and suggests that his view of art and culture combined with his
orthodoxy is the central getting together for our century of what the Victorians, but for
Keble and Newman and Hopkins, could not get together for very long or with any stability:
culture and faith.
Hopkins's position in the middle of the study is at first startling, until one realizes
that Keble, Newman, and Hopkins are aptly grouped. They are theologically orthodox
enough to be together and are "aesthetic" enough to have held their religion and their
theology (not to be confused) and their aesthetics in harmony, however vulnerably at times.
They also measure up in differing degrees to the Kantian yardstick Dr. Fraser applies:
"Anyone who wished to become involved in questions relating to the self, nature, perception,
and epistemology had to face Kant directly or knowingly retreat from the problems he had
raised" (p. 4).
This is the richest part of Dr. Fraser's study. It reconstitutes with clarity the very
structure of Keble's and Newman's thought and recaptures some of the momentousness of
that thought for their time; and it deals intrepidly with Hopkins's epistemology, without
needing, it would seem, the benefits James Finn Cotter's Inscape, on Hopkins's Christology,
could have provided. With Hopkins's journals and poetry to deal with, this part of Dr.
Fraser's study is moving and is its real climax, leaving one wondering why Dr. Fraser feels
the theory of inscape is "merely an intellectual solution" (p. 106), when it conduced to the
most original poetry and most radically Christian perceiving of the century.
After Hopkins, Ruskin, Arnold, Pater, and Wilde can be seen as only so many steps
downward toward the "altar of aestheticism"; and it is this implied comparison, this
assumption of commensurability in terms of Kantian epistemologs [sic], that gives one a
pause, for very soon Kant becomes irrelevant to this study, as the various notions of "self"
quickly separate from Kantian "subjective" or "objective." When Dr. Fraser cites as wisdom
George Eliot's observa tion, '''1 know no speck so troublesome as self'" (p. 136), "self" is not a
signal of an epistemological problem of Kantian significance, but a signal of a problem of
mere morals and psychology, the tyranny of the ego. With Arnold, "self" is often his own
relentless individuality or the "authentic" other self, buried beneath daily exigency. "Self"
has no stable meaning to Arnold. His contexts are always the sensitive differentiators of his
loose vocabulary. And "subjectivity" and "objectivity" to Arnold are often mere rhetorical
modes, not cognitive modes.
Dr. Fraser says Arnold "fails to do justice to the Kantian tradition" (p. 137). Had he
been aware of such a "tradition," it would not have troubled him. He had conflicts but only
rarely--if at all--can they be seen as that of Kantian intersubjectivity. His conflicts are
more psychological: between feeling and incessant thinking, between hope and despair,
between loneliness and love, between questing and remaining. The Preface of 1853 is an
espousal of "objective" myth not for epistemological reasons but for rhetorical and
psychological and moral reasons: myth celebrated those permanently significant
Wordsworthian primal passions. What does it mean to say "Arnold's painful sense of the
desirability yet impossibility of real self-knowledge, and his fear of the self either being
swallowed up by or taking over the objecti ve world, were questions which impinged
significantly on his ideas about the role of the poet" (p. 145)? It surely does not mean that
Kant is or should be relevant to Arnold in the way Wordsworth is, or Spinoza; nor that
Arnold can be tested as a falling away from confronting Kantian problems. The same
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If commensurability is to be maintained among this group of writers, it could be in
terms of, say, Plato's influence, however mediated by Coleridge, or in terms of their
Christology or both. Certainly Arnold asserted the Platonic identity of beauty and wisdom,
and his Christology reflects that. Arnold's Christ is possibly the strongest initial omen of
muscular Christianity on the wane; his Ch rist is an "aesthetic" Christ that leads directly to
Pater's, Wilde's, and Hopkins's Christ. Arnold's Christ is sweet reasonableness, sweet ness and
light, the identity of beauty and truth. This Platonized Christ--infl uenced by the resurgence
of idealism in the latter third of the century and by the reemphasis on the book of John--is
the sign of Arnold's and Pater's and Wilde's final unity. And it is the quest for psychic
unity, not intersubjectivity, that compels these writers forward to their various aesthetic
Christologies. And this demonstrates their commensurability.
So compared, Hopkins, instead of providing a watershed in the middle of the st ud y
would be the climax to the whole century's effort to rescue and re-Platonize Christianity, to
have both beauty and belief, to perceive again what Arnold said Keats perceived: "the
necessary relation of beauty with truth, and of both with joy."
Pater scholars may be disappointed that Fraser did not make more use of the telling
revi sions to the "Conclusion" to The Renaissance and to Marius the Epicurean in
summarizing Pater's particularly fine tuning of his religious position. Nonetheless, her
cha llenging and learned study makes its way with vigor and reasonableness through the
nineteenth century's deepest struggles and leaves one wishing Dr. Fraser will do the same for
our own century.
C. A. Runeie
University of Sydney
The Sensible Spirit: Waiter Pater and the Modernist Paradigm, by F. C. McGrath.
Gai nesville, Florida: Univers ity Presses of Florida, J 986. Pp. ix + 299. $25.00. As we a ll
know, there is a great taste today for attaching to literary criticism a point of view that
borrows from philosophical interests, whether they are treated hi storically as . they are in
McGrath's book or they conform to philosophies of language and linguistics. The latter is
appropriate when the practitioner bears down on the text; the former when the practitioner,
like McGrath, is concerned with finding the line of thought which, appearing in Pater,
carries on into the Modernist poets. The source he claims for Pater's ideas is Hegel, and hi s
Hegelianism, we are told, animates the poetry of Eliot and the prose of Joyce.
In his introduction McGrath takes pains to remove himself from the ranks of source
hunters. "This book is not a traditional source study, either of Pater's own sources or of
Pater as a source for this or that idea, image, or technique in Modernist writing. When
dealing with the features of a broadly based cult ural movement like Modernism, proving
influence is often a tenuous affair, especially with writers like Joyce, who left us little
testimony about the influences on him outside the ironic climate of his literary texts, which
frequently mislead us about them" (pp. 2-3). Therefore, from detail, McGrath ha s gone to the
opposite extreme in making use of a paradigm based on Thomas Kuhn's The Structure of
Scientific Revolutions (1970), a paradigm which also used "the recognized achievements that
serve as examples that set the parameters and provide the model problems and solutions for a
community of practitioners" (pp. 3-4). The term paradigm is used to take care of the "shared
collection of beliefs, conceptions, perspectives"--all, of course, great general terms. In fact, it
is generality which McGrath finds more satisfactory than the concrete details that are
usually necessary to nail down the transference of an idea or an iconic structure from one
thinker or writer to another. McGrath's large claim for Pater "as one of the great intellectual
synthesizers of the nineteenth century" is based primarily on his role "as one of the chief
conduits" between British empiricism and German idealism to their Modernist articulations.
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"organized around eleven cardinal principles." These include subjectivity and relativity of
knowledge, epistemological skepticism, the notion of a unified sensibility, and the rigorous
attention to craftsmanship, among others.
While McGrath rejects the concept of "influence" in the relationship of Pater to the
Modernist movement, he raises some doubts in this reviewer's mind regarding how Pater did
function "as a conduit" in relation to the specific Modernists Eliot, Pound and Joyce. For
the Joyce example McGrath has considerable difficulty in what "is often a tenuous affair."
Documenting Eliot's rejection of the entire Paterian aesthetic and "moment," McGrath is
convincing in relation to two of the eleven cardinal principles: the scrupulous devotion to
the discipline of craftsmanship, exemplified for Eliot in the examples of Flaubert and Henry
James, and the quest for a sensibi lit y which unifies feeling and thought. Eliot's concept of
"Tradition and the Individual Talent" certainly rejects the concept of Hegelian synthesis.
The references to Pound are few and harder to relate to Pater's synthetic view of the
nineteenth century. To this reader this general attitude to the once called "climate of
opinion" accentuates the possibility that these German Hegelian ideas may have gone into the
Modernist movement via other channels. In the actual working out of his theories McGrath
seems to point (when he has to stoop after all) to the concrete, gritty data of poetic lines to
show the influence of which he speaks, for how else can you specify it? To make a case, no
matter how general and philosophical, you must give the evidence that lies only in the word s
of the poetry or the prose.
Part of my dissatisfaction with McGrath's method is that he has failed to consider the
role of Henry James in transmitting Pater to the Modernist poets. James's writing about the
1873 Studies in the History of the Renaissance, especially the essays on Botticelli and
Leonardo, and the "Conclusion," suggested a mode of being and thinking to both Pound and
Eliot, and probably to Joyce as well.
(Daniel M. Fogel has defined brilliantly and
specifically James's influence on Joyce in an article in JML, 11 [1984], 199-229.)
Pater's influence seems to this reader one which cannot be divorced from its
sensational appeal, its establishment of new tastes in art. (See Gail Weinberg's recent article
in The Burlington concerning Pater's influence on Ruskin in the revival of Botticelli
[annotated on page IS]. The theoretical basis for these tastes and observations, so seductive
at this time to writers and even more so for the Modernists, may have been something in the
air, but neither Pater nor the Modernists were very conscious of the philosophical premises
from which their tastes took off. And again, since it was all in the air, Pater's responsibility
for the diffusion of Hegelianism may not be the seminal one. Pound and Eliot thought
about and wrote about other imaginative writers, not theoreticians, and if medieval thought
affected Pound it did so through Dante and the courtly poets, not through Aquinas and the
Scholastics.
My point is sustained by the fact that, in writing of A Portrait of the Artist as a
Young Man, Fogel contradicts McGrath's statement that "more than any other Modernist
literary art its irony is especially resistant to the traditional type of influence study"
(McGrath, p. 6). Ideas may inhabit poetry and the novel, but, if the poem or the piece of
fiction is any good, that philosophy must have been transmuted until it is unrecognizable in
the work of art or else you are left with a tract, say, by Diderot. However, McGrath has a
good point when he traces the basis of Stephen Dedalus's aesthetic theory to German thought
and he repeats what Ellmann noticed as the dialectical patterns "without using the term." In
other words, the observations behind these mechanics and dynamics of poetry and prose need
never resort to the very general philosophical premises that underlie all our thinking without
our knowing where they come from or what their abstract formulations are. And McGrath
does make us aware of the great breadth of philosophical reading, which included the
Germans, that Pater has left the record of in his collected essays, and these essays were part
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of interest in Pater.

McGrath's book is a contribution to this stream

Adeline R . Tintner

A History of Modern Criticism. 1750 - 1950, by Rene Wellek. Volume V: English Criticism.
1900-1950 (pp. 343), and Volume VI: American Criticism. 1900-1950 (pp. 345). New Haven:
Yale University Press, 1986. $22.50 each. In the "Introduction" to the two most recent
volumes of A History of Modern Criticism, Rene Wellek declares that he still holds to his
former principles: "I am convinced that literary theory cannot be divorced from aesthetics
and from practical criticism in the sense of judgment and analysis of single works of art"
(Ill: p. v). Wellek's survey of the major developments in English and American criticism
since 1900 is unquestionably a landmark in modern scholarship. Each critic's thought is
carefully considered in relation to its biographical and social contexts and placed within the
system of concepts and problems that constitutes literary criticism as a field.
Wellek
discusses changing attitudes to the relation of form and content; the ranking of major versus
minor writers; the moral and social functions of literature and criticism; and the relation of
criticism to philosophy and aesthetics. The "Select Bibliography" for each critic as well as
the "Chronological Table" of major books in English and American criticism are invaluable
guides for research and teaching. Unfortunately, however, Wellek often steps out of his
historian's role in order to polemicize against contemporary literary theories. These irritable
and often ill-supported remarks have the effect of dating the History for current and future
students of criticism.
Volume V covers English CrItIcIsm from William Butler Yeats through William
Empson. Chapter 1, "Symbolism in English," opens with the statement that there were "no
great changes [in criticism] until about 1910" (p. I), which seems to underrate the impact of
Aestheticism on mainstream Victorian criticism.
Wellek also asserts that there was no
Symbolist movement proper in England--a position several times belied as he goes on to trace
the influence of Mallarme, Rimbaud, Verlaine, and Laforgue on Symons, Moore, Pound, and
Eliot. Yeats is seen as inventing "a symbolist theory of his own" quite apart from either the
French or their English followers (p. 1). Wellek has little sympathy with Yeats's "weird"
sync re tic mythology in A Vi sion and dismisses the poet's interest in the occult as an
"absurdity" (p. 2). Still, Wellek does respect Yeats's attempts at a typology of the symbol as
either revelation or evocation. Wellek fails to cite Wilde as a source for Yeats's theory of
the mask , although this omission derives from his previous objections to Wilde's radi ca l
aestheticism (IV: pp. 407-416). Wellek is best on Yea ts's construction of li tera ry hi sto ry,
noting its sources in Victorian medieval ism as well as in Whitehead, and contrasting Yeats's
affirmation of Christian humanism through "tragic joy" to Nietzsche's ironic use of the same
term.
Wellek also shows impatience with Arthur Symons, although for different rea so ns.
The Symbolist Movement in Literature (1900) "should not be rated high as literary criticism"
(P. 13). Symons relies too heavily on biographical inferences, quotation, and that style of
"creative" or "metaphorical" criticism which Wellek disparages in Swinburne, Pater, Virginia
Woolf, and Derrida, among others. Symons's grasp of late nineteenth- and early twentiethcentury English and French literature is commended, and The Romantic Movement in
English Poetry (1909) is singled out for promoting a close contextual reading rather than
following the historical and moralistic approaches then current.
George Moore receives credit for discovering the French Symbolists back in the 1870s,
but Wellek locates his best criticism much later, in An Anthology of Pure Poetry (1924),
whose preface sounds much like the Imagist Pound. As he dislikes Wilde's dialogues, so he
dislikes Moore's Conversations in Ebury Street (1924), relegating their mode of wit and irony
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In chapter 2, "Academic Critics," Wellek makes several interesting observations on the
institutionalization of literary criticism and the discipline of English--a subject of much
debate nowadays. He bemoans the disappearance of "the man of letters," exemplified by
Matthew Arnold, and the concommitant rise of the specialist in literary theory. Wellek
selects A. C. Bradley for special attention, offering fine insights into the relation between
his literary judgments and his metaphysics. Characteristic of Raleigh, Quiller-Couch, Elton,
Ker, Grierson, and Garrod as well as Bradley, though, is an indulgence in the historical and
biographical "fallacy," along with a privileging of moral themes which slights the formal
aspects of literature. Overall, turn-of-the-century critics present a "s ymbiosis of textual
scholarship, external literary history, and impressionistic criticism" (p. 51).
The most striking feature of chapter 3, "The Bloomsbury Group," is Wellek's difficulty
with the issue of gender as it relates to Virginia Woolf's criticism. His suggestions that
Woolf anticipates reader-response theor y and the notion of the indeterminacy of meaning in
a text are brilliant. The remark that "Virginia Woolf's reader reads for his own pleasure"
(p. 66; my emphasis) is a revealing pronomial slip, however, and of a piece with Wellek's
paternalistic condescension toward the feminist program behind Woolf's writings: "But she
also complains (not too seriously, one hopes) about the 'sentence made by men; it is too loose,
too heavy, too pompous for a woman's use'" (p. 82). Similarly, to say of Woolf's criticism on
the novel that the "English -Russian contrast preoccupied her almost as much as the malefemale" (p. 81) seems dubious at best.
Treating "The New Romantics" in chapter 4, Wellek is most informative on John
Middleton Murry and G. Wilson Knight. Wellek warmly applauds Murry's revival of the
Romantic aesthetic of organic unity and the Christian humanist approach to literature, even
though he cannot go along with his emphasis on psychology and the claim--after Shelley and
Arnold --that poetry can replace religion and ethics. D. H. Lawrence is seen mainly as a
debunker who was obsessed by sexuality to the detriment of his critical judgment. His
theory of symbolism as feeling and experience typifies the New Romantics who might
further be seen as one of the main sources for the motif of the "poetry of experience" that
dominated criticism through the 1960s. Wellek is excellent on Knight, who represents "the
whole tradition which interprets literature as myth, ritual, and symbol" (p. 128), and which
culminates in Northrop Frye (VI: 294-295). Knight's The Wheel of Fire provides a locus
classicus for what will become the New Critical method of close reading based on finding
key images and image clusters.
Knight further contributes the "spatial" metaphor for
literary structure that also appears, coincidentally, in the criticism of the Bloomsbury group,
as well as in that of Pound and Eliot.
The grand epithet of "The Innovators" for T. E. Hulme, Ezra Pound, and Wyndham
Lewis (ch. 5), in league with T. S. Eliot (ch. 6), 1. A. Richards (ch. 7), F. R. Leavis (ch. 8), and
William Empson (ch. 10), raises the question of the degree to which the High Moderns were
dependent on late nineteenth-century critics for their methods and idea s. The emphasis in
early modern poetics increasingly falls on metaphor and poetry as imagery--a turn arguably
already evident in Swinburne and Pater. Regarding Hulme, Wellek makes the important
point that the famous opposition between "classics" and "romantics" misrepresen ts both sides,
and later he rightly suspects Eliot's classicism of being "a matter of cultural politics rather
than of literary criticism" (p. 202). Although he is as hostile to Pound's syncretism as to
Yeats's, Wellek sees that Pound's revisionist literary canon "is much more ninety-ish, even fin
de siecie, than it might appear" (p. 164). Likewise, Eliot's choice of great authors tends to
the "medieval-baroque-symbolist" line championed by precisely those Victorian avant-garde
critics whom Eliot savages the most gleefully in print (p. 206).
Earning the title of "innovators," Pound and Eliot reconceptualize tradition as a
simultaneous order of texts, a decisive shift from the historicism of the nineteenth century
and a precedent for the current theory of intertextuality. Both poets reject what they see as

- 10 Romantic-Victorian "rhetoric" and metrics, although Pound is as indebted to Browning and
Swinburne as Eliot is to Keats and Arnold. Anticipating the New Critics, Pound and Eliot
also emphasize contextual meaning or "texture" in poetry--a strategy that might be correlated
with the spatial approach to drama characteristic of Knight and his followers.
We lick's presentation of Leavis as a latter-day Arnold fighting on a pedagogical front
for the su rvival of the "great tradition" of literature is illuminating. By contrast, his attack
on Richards's psychological approach to criticism in favor of his own formalist view of the
"objective structure of the art work" (p. 225) seems defensive and even vindictive. Empson,
too, receives harsh treatment as a modern avata r of the critical school of irony and metaphor
which Wellek dislikes. Of necessity, perhaps, as Wellek moves closer to his own compeers in
American criticism in volume VI, his remarks become more personal and his tone mOre
polemical. Nevertheless, the chapters on Edm und Wilson and Lionel Trilling (as culture
critics), John Crowe Ransom (as a philosopher-critic), Cleanth Brooks (as the centra l New
Critic), and William K . Wimsatt (as the modern critic closest to Wellek's own position), are
comprehensive, fairminded, and often surprisi ng in their insights into the development of
New Criticism. Everyone should read and ponder Wellek's eloquent exposition of the major
and lasting contributions of the New Criticism in chapter 8. If in the "Postscript" Wellek
blasts away at virtually every important development in literary theory since psychoanalysis
and structuralism, we must forgive him on the grounds that a historian of such wide
learning and critical acumen will not come among us soon again.
Thais E. Morgan
Arizona State University
Waiter Pater, Marius the Epicurean, edited and introduced by Sir Michael Levey.
Harmondsworth, Middlesex, and New York: Penguin Books, 1985. Pp. 314. ;/; 3.95, $5.95.
Marius the Ep icurean: His Sensations and Ideas, edited and introduced by Ian Small. Oxford
and New York: Oxford University Press, 1986. Pp. xxx + 292. i 3.95.
Both Sir Michael
Levey and Ian Small (or their publishers) chose to decorate the front covers of their
paperback editions of Pater's Marius the Epic urean with a painting--Levey, with J. M. W.
Turner'S Caligula's Palace (detail), and Small, with Sir Lawrence Alma-Tadema's A Lover of
Art. The two paintings seem representative of the spirits of the editions. The detail from
Ca ligul a's Palace, spread, without border, over the entire cover, its ruined castle emerging
vaguely from a pale yellow sky, its human figures scarce ly distinguishable from one another,
standing stooped, ankle-deep in flowing water--figures and water a marvelous mingling of
bright red, bright gold, black-green, and luminous white--suggests the sensuo us, romantic
qualities of the novel that can still captivate readers, qualities that young Marius associated
with hi s "Golden Book." A Lover of Art, 3 1/ 4" x 4", framed in white and set into the black
cover, is a nineteenth-century Nco-Classical rendering of a Roman indoor scene. Its four
distinctly portrayed human figures, one of them the thematic lover of art, and its careful
color scheme--plum, from very dark to pale, subdued yellow, and subdued white--suggest a
more austere, rationalistic approach to the novel.
Levey's Introduction is thoughtfully and gracefully written for the student who has
bought the book to read for the first time. In the third paragraph it gently conveys a sense
of the whole story: "Marius the Epicurean is the story of a boy growing into manhood in the
reign of Marcus Aurelius, seeking for some truth or firm principle among various current
philosophies, eventually attracted most to the Christian religion and dying suddenl y in
confused circumstances, not a committed believer in the new faith though treated in death
as both Christian and a martyr" (p. 7). By the time studen ts (or general readers) have
finished the nineteen-page Introduction, they will have learned a great deal about Pater's
life and attitudes, in the context of his age, about the genesis of the novel , and about its
themes and atmosphere, in the context of the age, earlier writings by Pater, and books that
Pater had read. All this exposition is presented felicitously, not in a predicta ble Iife-andworks format. As an introduction to a book, Levey's well written essay is a model.
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Levey's text is that of the Library Edition, 1910. His notes, all explanatory, are like
the Introduction, written to help the reader understand and appreciate the novel. His first
note, on the Greek quotation on the title page, illustrates the type of information he gives
and his unpedantic style: "The epigraph is from Lucian's The Dream or Lucian's career: 'A
winter dream, when the nights are longest'.
The dismissive comment is made by an
impatient listener to Lucian describing a dream of his in which Education appears and he
chooses her in preference to Sculpture as the inspiration of his career. P. probably meant the
epigraph to hint slyly at there being serious purpose behind his story, as with Lucian's
dream. Lucian asserts: 'I told [it] in order that those who are young may take the better
direction and cleave to education . . .' Lucian, vol. Ill. transl. A. Harmon (Loeb Classical
Library edn.), 1921. (Lucian of Samosata, born £.A.D. 120, famous chiefly for his amusing,
satiric Dialogues.) Lucian himself appears in Marius, Chapter XXIV." In the introduction to
his notes, Levey states that they "d o not attempt to be comprehensive"; but they number 189,
a considerable number of notes for a text of 240 pages, and they go a long way toward
illuminating the references and quotations in the text.
Ian Small's Introduction is written for the critic, the scholar, or the student of
modern li terary criticism who has read Marius before and is interested in examining the
book as a text, and for modern critical theorists who need to be persuaded that Mariu s is
worth their study.
In his Introduction Small discusses nineteenth-century changes in
historiography that altered the way English historians interpreted Rome, especially Rome
during the Second Century, and the Stoic philosophy, and how these interpretations related
to "the contemporary mind."
He characterizes the novel as "a series of intertextual
relationships" (p. xi), relationships involving Pater in a dialogue with (I) classical texts, (2)
"contemporary historiography and ... nineteenth-century appropriations of The Meditations,"
and (3) Pater's earlier writings. This last type of intertextuality, Pater's attempt "to 'rewrite'
himself," leads into a discussion of Pater's early heterodoxy, intellectual and sexua l. Small
next discusses a subject subordinate to intertextuality, how Pater uses source material,
material which is "the very texture of the novel" (p. xiii). He relates this subject to the
central significance of the work as he sees it: "The attitude that Pater adopts towards his
source material is what marks Marius the Epicurean as original and as modern. The author
who plays with quotation, authority, and intertextuality--the re-emergence of the iconocla stic
young Oxford don--i s what sets Pater aside from his Victorian contemporaries and
establishes Marius the Epicurean as a precursor of those more profound experiments with
form and with textual authority which modernists like Joyce and Eliot systematically
engaged in" (p. xiii). Small differentiates types of source material that Pater treats
faithfully from types he rewrites, but he maintains that the tendency of Pater's method is to
erode textual authority and the ability to distinguish between "truth and fictionality through
the attribution of textu al authority" (p. xvii). The method is consonant with the theme of
philosophical and religious uncertainty in the book. As there is "no sense of fictional
closure ," "there is never a sense of resolution" in the sentences (pp. xx, xxi).
Small himself is concerned abo ut textual authority. He uses as his text
the last that Pater is sure to have touched, the Third Edition (1892), and he
justify using it and to explain his several minor emendations to the text. His
number 169, elucidate references, identify the more difficult quotations,
misquotations. They support his Introduction's claims of intertextuality.

of the novel
is careful to
notes, which
and explain

Each of these editions is excellent in its way, and since the introductions and notes
are complementary rather than repetitious, Pater devotees will want to own both.
Billie Andrew Inman
University of Arizona
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Books
Bullen, J. B. The Expressive Eye: Fiction and Perception in the Work of Thomas Hardy.
Oxford: the Clarendon Press, 1986. (Pater passim)
Dowling, Linda. Language and Decadence in Victorian Fill de Siecie.
University Press, 1987. (To be reviewed in PN)

Princeton: Princeton

Fletcher, lan, ed. and introd. British Poetry and Prose [Short Fiction), 1870-1905. The
Oxford Authors. Oxford and New York: Oxford University Press, 1987. (Contains Pater's
"A Prince of Court Painters"; sixty other authors, including nine women; chronology 1870·
1905; notes; bibliography; biographical index)
Iser, Wolfgang. Waiter Pater: The Aesthetic Moment. Trans. from the German by David
Henry Wilson. Cambridge, London, New York, Sydney, et al.: Cambridge University Press,
1987. (Originally published as Waiter Pater: Die Autonomie des Asthetischen , Tiibingen,
1960) (to be reviewed in PN)
Pater, Waiter.
Appreciations, with an Essay on Style. Northwestern University Press
Paperbacks. Evanston, IL: Northwestern University Press, 1987.
(A reprinting of the
Library Edition text; no introduction or notes)
Seiler, R. M., ed. and introd. Waiter Pater: A Life Remembered. Calgary, Alberta, Canada:
University of Calgary Press, 1987.
(Contains fifty pieces on Pater written by
contemporaries, such as T. Humphry Ward and Violet Paget; detailed chronology of Pater's
life; bibliography; index) (To be reviewed in PN)

Essays
Crawford, Robert. "Pater's Renaissance, Andrew Lang, and Anthropological Romanticism."
ELH 53 (Winter 1986), 849-79. Crawford asserts that his article deals with the "first coming
together of literary and anthropological writing in English literature." His focus is the
friendship between Pater and Lang and the homoerotic "adoptions" that the early Pater, in
particular, drew from Swinburne's treatment of his pagan ladies of pain. Pater's Mona Lisa,
Itlike the vampire . . . dead many times," owes its "erotic excitement" to Swinburne's
Anactoria and Dolores. Lang, under Aestheticism's spell while a student at Oxford, was
familiar with Pater's work. Lang's debt to Pater cannot be proven, but it is likely that they
talked together about their shared interests, since Pater referred to Lang as his "friend" in an
1872 letter to John Chapman, editor of The Westminster Review.
Paterian tones and
Paterian vocabulary consistently pervade Lang's work. [The remainder of the essay compares
Pater's and Lang's interest in Watteau, in Pico della Mirandola, and in the theory of
literature as a preserver of ancient, "mythic" forms, which leads Crawford to the conclusion
that in the years immediately preceding the publication of Renaissance, a work of
"imaginative anthropology," Pater's literary efforts were "obviously" guided by Lang).

Geary, Edward A. "T. S. Eliot and the Fill de Siecle." Rocky Mountain Review of Language
and Literature 40 (1986/87), 21-33. Pater's observation in "Giorgione" that each of the arts
seeks '''a partial alienation from its own limitations'" is characteristic of fill de siecie interest
in the blending of art forms. Pater's application of the idea that responsibilities to matter
and form are "impediments to pure art" constituted "a virtual license for symbolists." Eliot
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matured in that aesthetic atmosphere, revealing the influence of Symbolism before his
reading of Symons. Eliot's mother gave him a copy of The Renaissance when he was a
schoolboy. His undergraduate poetry clearly was influenced by fin de s(i!cie artistic theory,
"Circe's Palace" aspiring toward the condition of symbolist painting.
"On a Portrait,"
inspired by Manet's La Femme au perroquel, is an "appreciation" in the tradition of Pater, a
work of art celebrating another work of art. "La Figlia che Piange" is, in Pater's terms, a
poem about the conflict between art as '''a matter of pure perception'" and its responsibilities
to subject, though its closing lines "sugges t the impossibility of reducing human experience to
Paterian pure art." The poem also suggests the impossibility of poetry's ever attaining the
condition of music, for Eliot learned that to attain the condition of music would mean the
annihilation of poetry.
Harris, Wendell.
"Romantic Bard and Victorian Commentators: ,. The Meaning and
Significance of Meaning and Significance." Victorian Poetry 24 (Winter 1986), 455-69. N. S.
Bauer's annotated William Wordsworth: A Reference Guide to British Criticism, 1793-1899
(Boston, 1978) provides an insightful track for following Words worth's reputation that "for
many purposes .. . is worth any number of discursive essays" on the subject. Critical surveys
of Wordsworth criticism generally agree on the major critical statements of the 19th century,
one of which is Pater's Fortnightly Review essay of 1874. The others are the critical essays
of Stopford A. Brooke, Sir Leslie Step hen, and Richard Holt Hutton. Pater is generally
dismissed as too impressionistic to communicate "meaning," in the sense of E. D. Hirsch's
distinction between "meaning" and "significance" (see Validity in Interpretation, 1967). But
this is not true of his critical treatment of Wordsworth, particularly his examination of
Wordsworth's use of "spots of time" and his astute observation that Wordsworth's speculative
ideas are primarily used '''only for poetical purposes"'--i.e., '''whatever may become of the
fruit , make sure of the flowers and leaves.''' Though Pater's preoccupation with intensity
may have led him to bring to his essay a series "of external structures of thought" as one
frame of reference, he nevertheless did isolate, through "probing interpretation," the strength
of emotion of Wordsworth's experience. Quite different are Mill's and Arnold's essays on
Wordsworth , which are statements about poetry in general, tending not to deal with either
the "meaning" or the "significance" of Wordsworth's poetry. Arnold recreates himself in his
Wordsworth criticism, and Wordsworth's poetry is insignificant to Mill's public purposes, in
spite of his personal attachment.
Jasper, David . "God's Better Beauty: Language and the Poetry of Gerard Manley Hopkins."
Christianity and Litera ture 34 (1984 / 85), 7-22. Hopkins was Pater's "constant companion"
while a student at Balliol College, Oxford. Pater encouraged his interest in aesthetics, but
Hopkins became "more serious" when his ambitions as an artist were replaced by his religious
vocation. His On the Origin of Beauty (1865) reflects Pater's view of art and Ruskin's
scientific attitude toward nature. The work is of major importance to Hopkins' poetry.
Hopkins' interest in the place of music in art criticism is summed up by Pater's famous line
from the Giorgione essay ("all art constantly aspires ... ").
His view of tire "essential
triviality" of art was also learned from Pater and Ruskin.
Kozicki, Henry. "Tennyson's 'Tears, Idle Tears': The Case for Violet." Victorian Poetry 24
(Summer 1986), 99-113.
Pater's critical subjectivism, like that of Anatole France, is
intellectual rather than strictly personal. "Pleasure," for intellectual impressionists like Pater
and France, comes from "creating intellectual analogues to the art they examine." Recent
criticism of Tennyson's "Tears, Idle Tears" seems on the verge of adopting the attitude
toward the poem of pre-1890's "emotive impressionism" in opposition to twentieth-century
preference for a more "objective approach." Kozicki contends that intellectual impressionism
has much in common, in its expression of disdain for Victorian society, with supporters of
the objective approach.

- 14 McGrath, F. C. "Laughing in His Sleeve: The Sources of Step hen's Aesthetics." James Joyce
Ouarterly 23:3 (1986), 259-75. Pater as a neo-Hegelian influenced Joyce's aesthetics. Pater
introduced Hegelian aesthetics into British literature in the 1860s, theories later articulated
in the works of Wilde and Yeats. Dedalus in Joyce's Portrait understands that the "'first step
in the direction of beauty is to understand the frame and scope of the imagination.'"
Though DedalusjJoyce attributes the idea to Aristotle, Pater also underscored the same
epistemological pursuit in his "Preface" to The Renaissance when he advised that the
aesthetic critic must recognize the "'impression as it really is.'" Like Pater, Dedalus / Joyce's
suspicion of absolutes leads him to convert Hegel's "Absolute Idea as the content of art to an
emphasis on the artist's individual vision."

Monsman, Gerald. "Pater's 'Child in the House' and the Renovation of the Self." Texas
Studies in Language and Literature 28 (Fall 1986),281 -95. The "nub" of Monsman's study is
directed at the mirror-like surface of language that turns the image reflected in the language
back upon the author in much the same way as an arc suggests a completed circle. Pater's
tropes are mirrors in which the original and the reflection reflect each other in a
consistently relative dialectic. There can be no "absolute original, no sole genitor, for each
generates the other and neither is the true primary reality." What exactly "The Child in the
House" reflects is related to Pater's grasp of Charles Lamb's essays and is glossed in his essay
on Lamb, published in October 1878, two months after the publication of "Child." Images
descriptive of quotidian existence as well as of religion become mirrors placing the ideal,
"higher self" in relief. Florian's rapt gazing at the red hawthorn in "Child," for instance,
awakens him to his own mortality, an awareness that also enables him to "create himself
anew within the domain of words."
His humdrum experiences in the "house" are
adumbrations of transcendence--doubles, "discontinuous counterparts"--representing cyclic
renewal, linking the idea of mortality with renewal. In the highly imaginative notion of
renewal obtained through destruction is found the key to the portrait's conclusion: in the
end, the house is a corpse, and "as the child leaves the house, so the soul flees its body."

Monteiro, George. "Hemingway's Colonel." The Hemingway Review 5 (1985), 40-45. Colonel
Cantwell's aestheticism in Hemingway's Across the River and Into the Trees is best
understood in light of Pater's pronouncements in Renaissance. Pater's source for the "hard,
gemlike flame" passage is likely Shelley's "Defense of Poetry." Shelley's aestheti c ism is in the
service of poetry; Pater sees in the idea implications not only for art and the artist but for
people similar to the Colonel. [The article examines in detail the Colonel's "Paterian"
attitudes and actions as they express themselves in his attitude toward war; his relationship
with Countess Renata's portrait; his love of the fish market with its harvest of impressions-"the entire action of the narrative is controlled by the Colonel's attempt to bring the
ordering form and intensity of art to quotidian life."]

Taylor, Benjamin. "Waiter Pater's Eucharist." Raritan 5 (Summer 1985),67-88. [listed in PN,
No. 18, but not annotated] Benjamin Taylor writes with the passion and eloquence of a
person finding a definition of his own belief in what he sees as Pater's spiritual place. To
him, Pater found no gods, no Meaning, and therefore no stable self, but he did not like
negatives; he never ceased to long for presence in absence, order in chaos, self in random
concurrence of forces. He revels in moments when "'a sudden light transfigures some trivial
thing,'" in geniuses who seem "a refutation of human marginality," while knowing they are
all only "'pure effect''' of perception and interpretation, the "'accident that may happen
again.'" There was in Pater's agnosticism, for Taylor, "a baffled dignity that cannot fail to
move us" (p. 86): "It is, then, always within the space of an alternative between chaos and
cosmos that Pater goes on asserting himself" (p. 87). While longing for Meaning, he continues
"beguiling his time with the provisional putting of meanings into the wo rl d," like a "Penelope
whose Ulysses never arrives" (pp. 87-88). The title is ironic: "Repudiating the way back to
orthodoxy, neither does he descry the way forward to an earthly absolute. He is left a lone
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with time--which is to say he's left lonely, unable to cry with the Nietzschean hero, 'I love
you, 0 eternity!' and thereby mean genesis itself exalted into the godhead of an eternal
recurrence. Pater's eucharist cannot expiate the guilt of becoming. Bread remains bread.
Words remain words. Time remains time. And death remains death" (p. 84). [B.A.I.)
Wallen, Jeffrey. "On Pater's Use and Abuse of Quotation." The Arnoldian 14 (Winter 198687), 1-20. Wallen's purpose is not to add to the reader's knowledge of Pater's practice of
Quoting and misquoting, but to distinguish his theoretical stance, especially in regard to
Quoting, from those of an early adverse critic of his use of Quotations, Paul Elmer More; a
later adverse critic, Christopher Ricks; Matthew Arnold, whose misQuotings Ricks likes
better than Pater's; and J. Hillis Miller, who has found a deconstructive effect in Pater's
works. In regard to the last comparison, Wallen states, "Pater does not revel in the corrosive
penetrations of critical insight which reveal discrepancy, difference, discontinuity,
inaccessibility, and incongruity" (p. 17). Instead, according to Wallen, Pater uses quotations
in the interest of his general tendency to reawaken "the forces of earlier works," not indeed
the earlier meanings, which have been inescapably mediated by the passage of time, but the
power of the past text to live, thus mediated, in the present text. [B.AJ.)
Weinberg, Gail S. "Rusk in, Pater, and the Rediscovery of Botticelli." The Burlington
Magazine 129 (Jan. 1987),25-27. Weinberg notes that both Ruskin and Pater claimed to have
been the first champion of Botticelli in English criticism, Ruskin in the Epilogue to his
republication of Modern Painters, 11, in 1883, and Pater in a letter to Henry James Nicoll,
28 November, 1881. Pu blica tion da tes of their writings on Botticelli prove Pater's priority;
but Weinberg shows here that in 1872 Ruskin acknowledged when collecting material for his
first piece on Botticelli that he had read Pater's essay in The Fortnightly. In a letter to the
Reverend Richard St. John Tyrwhitt, written 19 September 1872 and discovered by Weinberg
and published for the first time in an addendum to this article, Ruskin states: '''So many
thanks for last letter--can you quickly ferret out anything about the last days of Sandro
Botticelli--Vasari says decrepit & poor--I want to know what othe r accounts there are by
Thursday next at latest--and can you find, or lend me, that paper on Sandro, which I was so
pleased with, in some magazine last year, by an Oxford man--you told me who, so must
know'" (p. 26). [B.AJ.)

Reviews
Buckler, William E., "Waiter Pater." The Sensible Spirit: Waiter Pater and the Modernist
Paradigm by F. C. McGrath (Tampa: Univ. of South Florida Press, 1986). In ELT 1880-1920
30:1 (1987), 87-92. McGrath's study is a "significant contribution" to Pater studies. At times,
however, his dexterity with philosophical ideas outweighs his "literary sensibility." The
"Paterian paradigm"--which is also "the Modernist Paradigm" for McGrath--is linked in
Kuhnian fashion with The Sensible Spirit (the book's title phrase) in order to show how
empiricism and idealism form the basis for all of Pater's thoughts on philosophy, religion,
myth, and art. But there is a pervasive "numbness on McGrath's part to aesthetic values,"
particularly ironic in a study of Pater, who continually insisted on the importance of form
over matter and who had little sympathy for systematizers. McGrath does not provide a
convincing account of the development of Pater's mind from 1867-1868 and 1873-1874.
Appreciations is not listed in the index; the Imaginary Portraits are largely ignored. Plato
and Platonism is characterized as Pater's most mature discussion of skepticism, but McGrath
ignores what Pater set out to accomplish in the lectures. Plato was "an exemplary model for
... self-modeling"; his dialogues are not just literary strategies. Buckler is dissatisfied with
what he sees as a "one-sidedness" to McGrath's approach, but he also recognizes that the way

- 16 McGrath works out his Zeitgeist idea is consistent with the way Hegel, Arnold, and Pater,
himself, envisioned cultural history.

Court, Franklin E. Decadent Style by -John Reed (Athens, Ohio: Ohio Univ. Press, 1985). In
Style 20 (Spring 1986), 110-13. There is a deceptive historicity in Reed's handling of
analogies and the progression of influences: Pater gives way to Dowson; aestheticism gives
way to Decadence, a movement from nihilism, to pain, to disgust. The tradition extends
from Pater's flame inching its way down a sewer, to characteristic elements of early
"modernism," to what is for Reed the ultimate manifestation of 20th century Decadent
form--Hitler's theatrical excesses. But Reed's study should pump some welcome vitality and
fresh diversity into discussion of the term.

Fletcher, lan, "The Dark Eminence of Modernism." Baudelaire and the English Tradition by
Patricia Clements (Princeton: Princeton Univ. Press, 1985). In ELT 1880-1920 30:1 (1987),
81-85. Clements' chapter on the influence of Baudelaire on Swinburne is persuasive, but her
statement that the garden of "Ave Atque Vale" is unlike any other in Swinburne's elegies
overlooks the poisonous character of "The Forsaken Garden." The chapter on Pater is
stimulating; the chapter on Wilde, challenging; the Symons chapter, Fletcher finds less
satisfying, however, owing to Clements' contention of substitutions for a Baudelarian
influence on the early poems. The inclusion of so much commentary on Aldington and the
prominence of John Gould Fletcher in the study, he attributes to North American quirkiness.
The book is impressive, but it is "hard reading." To credit Baudelaire with engineering the
"modern" is to render peripheral the likes of Sade, Gautier, Huysmans, Pound, Yeats, and
Lawrence. Nevertheless, Clements' study is a contribution that every student of "modernism"
must take into account.

Nichols, Ashton. The Turning Key: Autobiography and the Subjective Impulse Since 1800 by
Jerome Hamilton Buckley (Cambridge: Harvard Univ. Press, 1984); Fictions in
Autobiography: Studies in the Art of Self-Invention by Paul John Eakin (Prince ton:
Princeton Univ. Press, 1985). In Southern Humanities Review 20:4 (Fall 1986), 371-74.
Buckley's title refers to T. S. Eliot's image of the key that locks us in "'the prison cell of
self."· Dickens' accounts of childhood influenced Mill, Ruskin , and Pater, who attempted to
describe their own childhood experiences. Role players like Wilde, Moore, and Gosse, along
with the "autobiographical novelists of the period--Gissing, Pater, and Butler--all point
towards autobiographical modernist novels of Lawrence, Joyce, and Woolf."
Buckley
emphasizes the verifiable in autobiography; Eakin argues that fiction is a necessary part of
autobiography--"the self ... is necessarily a fictive structure."

Nichols, Ashton.
Victorian and Modern Poetics by Carol T. Christ (Chicago: Univ. of
Chicago Press, 1984). In Southern Humanities Review 20:1 (Winter 1986), 80-82. Christ's
volume explores the similarities between Victorian and modern theories of poetics. The
danger of the subjective impulse in the Victorian and modern periods accounts for the
popularity of the dramatic monologue, separating poem from poet.
The dread of the
solipsistic prison leads writers to objectify emotions in terms of the use of external facts, a
critical direction emerging directly from Pater's emphasis on arbitrary events producing
"intense sense impressions," from the Pre-Raphaelites' interest in perception, and from Arthur
Hallam's "poetry of sensation."
Richards, Bernard. The Film Version
James Ivory (London: Merchant-Ivory
1986), 403-05. "Room with a View" is
images are not altogether reliable, and

of E. M Forster's A Room with a View, directed by
Productions, 1986). In Word and Image 2 (Oct.-Dec.
an excellent film, faithful to Forster's novel. Yet its
in some ways the film is less cinematic than the book
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the film." Pater's description of the Mona Lisa in Renaissance was surely in Forster's mind
when, in chapter 8, he describes Lucy as a da Vinci woman "'whom we love not so much for
herself as for the things that she will not tell us.'" The film communicates "no sense of any
of this."
Richards, Bernard. The Metaphor of Painting: Essays on Baudelaire. Ruskin. Proust and
Pater by Lee McKay Johnson (Ann Arbor: UMI Research Press, 1981). In Word and Image 2
(Oct.-Dec. 1986), 394-95. Johnson shows the importance of art parallelism in the development
of the Symbolist aesthetic in the 19th century. It is a "new twist" given to the old
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editorial interest continues and he remains marketable. Conscientious editors, of necessity,
must produce synchronically relevant editions; hence, there is really no such commodity as
an authoritatively annotated edition . Levey's Penguin Marius is a reprint of the 1910
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