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Editor's Comment
This issue of The Pater Newsletter is almost a year late in appearing,
partly because, as interim editor, I have been committed principally to learning the duties of the editorship of Victorian Poetry that I shall assume at
the end of this year, and partly because I have been without the aid of a bibliographer and have had to gather and annotate materials as my time has
permitted. I see now, that if the Newsletter is to continue in its present ,
twice-a-year publication cycle, we must find a new American editor, biblio grapher, and book-review editor. Putting out the Newsletter requires three
people; for just one person to produce much of the content of an issue results
in lowered quality and unacceptable delay .
Therefore, with some sense of urgency, I encourage interested and

f

qualified readers to let me know of their willingness to serve, for perhaps
two or three years, in one of these positions . My address is the English
Department, 230 Stansbury Hall, West Virginia University, Morgantown, WV
26506; telephone 304 - 293-3107/3100. If you know of someone who is not pre sently a subscriber to the Newsletter who might be able to take on one of
these posts, ask that person to contact me as well.
To the readers of The Pater Newsletter, I express my regret that number
23 has been so slow in coming out .
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Dating the Harvard Manuscr i pts: A Reques t for Help
\~he n Lawrence Evans published the Letters of Walter Pater in 197 0 , he
obs erved that the letters indicate "how little has been known" of Pat er's
I H erary c areer a nd expressed. the hope that a more complete pic ture of that
c aree r would emerge f r om a study of Pater's unpublished manuscripts at Harvard
(p. xxxi). After twenty years the hope remains unfulfilled. As anyone who
has worked with these manuscripts knows, they constitute the only evidence we
have o f many projects undertaken but never completed by Pater . The problem is
that the evidence cannot be used by critics or biographers to reconstruct his
Ilterary c areer until the manuscripts are dated.
I-Iy own experience of the problem is as one of the editors of the Collected Works of Pater. To determine the connections between the published and
the unpublished work it was evidently necessary to date the manuscripts. For
edch o f t he items in the Harvard catalog I therefore attempted t o list the
characteristics that might serve to indicate the time of its composition.
These indications include such internal evidence as references to books Pater
is known to have borrowed and such physlcal evidence as the characteristics of
the paper on which he wrote. I have sent copies of these admittedly tentative
dnd o ften inconclusive notes to Sharon Bassett, who is editing the manuscripts, and to Billie Inman, the general editor of the Collected Works. But
because I believe that other scholars may well be able to contribute to this
pro ject, I also invite communicatio ns o n the subject from interested readers
of t he Newsletter.

Bill Shuter
Ea stern Mi chigan University
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Karl Beckson reports that he has been awarded a Senior Fellowship by the
Nat i onal Endowment for the Humanities in order to write a cultural history o f
Lo ndon in the 1890s, a project commiss i oned by W. W. Norton. Professor Beckson expects to have most of the book completed by September, 1990 .
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Abstract
(Following is an abstract of a paper entitled "Pater's Autobiography of
the Zeitgeist," which Carolyn Williams, of Rutgers University, delivered at a
conference on "The Subject of Autobiogra phy," in Portland, Maine, September
29-0ctober 1, 1989)
The paper proposed to use certain developments in the theory of
autobiography to illuminate the particular way in which Marius the Epicurean
might accurately be called "autobiographical." Williams explored various
approaches to the "enunciatory tension" within autobiographical narration (the
differences in temporality and identity whi c h are ostensibly covered over by
the grammatical constancy of the "I"). J ames Olney, Jean Starobinski,
Philippe Lejeune, and Paul de Man were us ed a s exemplary figures i n tracing

this line of argument, whose theoretical importance lies in the possibility ot
recognizing "autobiography" in a certain relation of narrative figures.

Wil-

liarns then read the relation between the nineteenth-century narrator of Marius
and the novel's second-century protagonist as just such an autobiographical
relation.

The narrator represents a later version on the "same" epicurean

figure. The :ioke in the title of the paper refers to t he paradoxical (and
figurative) "identity" that Pater constructs across the historical difference
between Marius and his narrator. Pater's specular correlation of an individual subject and the narrative of an overarching historical consciousness was
briefly related to Hegel's Phenomenology; and the paper concluded with some
speculations about the modernity (or perhaps post-modernity) of this narrative
form.
(Note: Another version of this material has now been published in
1'ransf igured Worl,d: Walter Pater's Aesthe tic Historicism [Cornell UP, 1989]).

*

*
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Books Noticed
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Gregory McGrath, · ed. Brasenose College: The Pater Society:
Articles to Celebrate the Society's having reached its 750th
Meeting. 2nd ed. Oxford, 1986. [Includes paper on "Walter
. Pater at Oxford," by Bernard Richards.]
Lawrence Danson. Max Beerbohrn and the Act of Writing. Oxford
UP, 1989. $35.00.
Norbert Kohl. Oscar Wilde: The Works of ~ Conformist Rebel.
Translated from the German by David Henry Wilson. Cambridge
UP, 1989. L40.00.
John Stokes. In the Nineties
Harvester Wheatsheaf, 1989.
L17 .50.
Arthur Syrnons. Selected Letters, 1880-1935. Edited by Karl
Beckson and John M. Munro. University of Iowa Press, 1989.
$35.00.
Carolyn Williarns. Transfiqured World: Walter Pater's Aesthetic
Historicism. Cornell UP, 1989. $35.00. [To be reviewed in
PN. ]
Car l Woodring. Nature into Art: Cultural Transformations in
Nineteenth-Century Britain. Harvard UP, 1989. $30.00.
Linda Gertner Zatlin. Drawing t he Lines: Aubrey Beardsley and
Victorian Sexual Politics. Oxford UP: Clarendon Press
(Clarendon Studies in the History of Art), 1989. $79. 00 .
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Book Reviews
The Myth of the Modern: ~ Study in British Literature and
Criticism after 1850, by Perry Meisel. New Haven and London:
Yale University Press, 1988. pp. 263. $24.00.
Perry Meisel's study seeks to rewrite the genealogy of modernism in
British literature, placing Arnold and Pater as the twin progenitors of the

4

modernist tr~dition. Meisel describes Arnold's chief contrlbution as the pro auction o f a "strong and influential myth of the modern " (39), a myth which
represses the knowledge of its own belatedness--of the impossibility of creatIng a "new," "original," or IItransparent ll language.
The chief offshoot of
this Arnoldian "will to modernity, 11 in Meisel's reading, is r . S. Eliot.
In

contrast, Pater stands as the figure who expresses or exposes all that Arnold
represses: the impossibility of achieving "transparent, literal, or original
meaning in the use of language" (54); the inevitable "presence of one's
precursors; and ~ost importantly, the existence of one's own "will to moderni ty." Meisel writes that "whether or not to admit that any myth of the modern
is a defense against: belatedness is the real crisis that helps to define"
(229) the writers that he discusses, and his new canon would consist of those
writers who self-consciously explore their own mythic tendencies: Hardy,
Pater, Joyce, Forster, Woolf, Strachey, and also Conrad. Meisel does not discuss Yeats and Pound, stating that their work has received comprehensive
treatment in studies compatible with his own approach by Harold Bloom and
Andrew Parker, respectively.
Central to this study, therefore, is the attempt to overcome "Pater's
enduring neglect ' as a central figure within his own tradition" (53). Yet
Meisel spends a scant fourteen pages directly addressing Pater's work, and the
only text that he discusses at any length is Gaston de Latour. There are
dozens of references to Pater elsewhere in the book, and perhaps it is
inevitable that in a study whose primary concern is influence, the best
accounts of Pater's insights are to be found in discussions of his recurring
presence in the works of others, particularly in the writings of Eliot and
Joyce. Moreover, Meisel's actual analysis of Pater is quite schematic: he
describes an "Arnoldian side" o f Pater, and then opposes this with Pater's own
questioning and undermining of "a rhetoric ... of originality and presence"
(54). Oddly, he picks that most famous of Paterian dicta, "all art constantly
aspires to the condition of music," as the clearest representation of this
Arnoldian side of Pater. Arnold would never have written this phrase, and
even if Meisel wants to argue that t he thoughts expressed here are similar t o
Arnold's, he should at least account for the peculiarly Paterian resonance and
style. And Pater's thoughts here are not similar to Arnold's; the words "constantly aspires," particularly coming immediately after the discussion of
IInders-streben, emphasize the never achieved struggle for an "ideal of
unity"--not the possible objectification of it, as Meisel appears to Claim.
Music, for this most unmusical critic of the arts, functions very consciously
as a metaphor, as itself a substitution of the sort that art inevitably makes,
and not as the unmediated presentation of a "'clear transparency' of vision."
Meisel could easily use this example as an instance of the other side of
Pater, of the reflexive writer who handles the "larger problematic called modernism" by the "means of accounting for the will to modernity itself" (58).
This example is intended to point t o the major weakness of the book.
Meisel' s analysis hinges on differentiating between those moments in the text
which repress and those which expose the writer's own means of literary production, and on determining whether the "will to modernity" presented in the
text is straight-forward and unmediated, or ironic and reflexive. But the
only means of maintaining a clear division between the naive and the selfaware or reflexive text is by upholding the very distinctions between creation
and criticism (and all the attendant dualisms such as unconscious and conscious, imagination and fact, etc.) which Meisel claims he is putting into

question.

There certainly is a conflict in Pater's work between a "desire"

for an aesthetic ideal, and the awareness of the impossibility of achieving
this ideal, but Meisel is less interested in working out the very complicated
dynamics of this tension than in using Pater as a figure for a dilemma which
will be repeated again and again in later writers. The complexities of
Pater's own work cannot be subjected to too intense a reading, if they are to
continue to represent the modernist problematic in general, and if they are to
echo the insights of the contemporary critic . Meisel often seems to search
f o r those places in which earlier writers can do his work for him, stating
what he himself is prepared to say. Yet while providing a very strong account
of the belatedness of the modernist writer, the book appears to be wonderfully
free of its own anxiety of influence, despite its very apparent debts to
Harold Bloom in particular. and post - structuralist criticism in general.
Bloom has been a chief advocate for Pater's importance, and Meisel does a
fine job of demonstrating Pater's "influence" (in Bloom's sense of the term)
for modernist writers (a task that Bloonl, a disparager of modernism, would
himself never undertake in this depth). The readings of Eliot and Joyce in
particular provide a strong supplement to Meisel's earlier work on the relation between Woolf and Pater (in The Absent Father), and make a good case for
the crucial importance of Pater's work for later generations. Although
Paterians may nOL find much new in Meisel's book concerning Pater's own works,

there is still much to be gained from his astute analysis of Pater's lingering
after-effects, such as in his discussion of the Paterian echos in the
penultimate paragraph of Joyce's "The Dead" (125-127).
J effrey Wallen
Hampshire College
WaI t er Pater and the Gods of Disorder, by Robert and Janice A. Keefe .
Ohio: Ohio University Press, 1988. pp. x + 185. $24.95.

r

Athens,

"'There are still two things left for me to do ! One is to carry Home
Rule- - the other is to prove the intimate connection between the Hebrew and
Olympian revelations!'" Thus exclaimed Gladstone late in his life. For
Robert and Janice Keefe, who quote Gladstone (p. 65) in WaIter Pater and the
Gods of Disorder, it was such .deternlination to accommodate Greek mythology to
the needs of an uneasy nineteenth - century culture that characterizes
mainstream Victorian mythography. For critics like Arnold, Greek myth-particularly that of Apol lo--supplies a metaphoric system by which key values
can be reassuringly promulgated. The Hellenic ideal duly sanitized becomes
one that promotes masculine concepts of order, restraint, and rationality. In
identifying Apollo as the graceful guardian of cultural stability, many
Romantic and Victorian writers unconsciously use his myth to validate an
optimistic belief in continual material progress; he is "the emblem of an
inevitable process of cultural maturation ... the dark aspects of his original
nature ... left unhyrnned" (p. 62) . Read through a veil of Hebraic soberness
and righteousness, Apollo is an icon for christ, a "cultural metaphor for
human dignity and order" (p. 65).
It is in this context of oversimplified, essentialist readings of mythology that the Keefes locate WaIter Pater, a professional classicist, aware of
the implications of archaeology for the study of primitive rituals and

beliefs, and a revolutionary (even a proto-modernist) in his readings of
c lass i cal mythology. They contend persuasively that Pater's complex treatment
o f Apollo and his rivals in the 1870s challenges "the Victorian sense of the
nature of history and thus of the developmental, civilized self, the product
of history" (pp. 2- 3 ) . Pater, in their view, offers a new and more troubling
myth for his age- -one of cyclical cultural renewal (birth /death/rege neration) .
The Renaissance thus read becomes an obliquely coded enunciation of this
theme, with different artists representing different stages in the cycle, such
as the "springlike" Pi co della Mirandola with his fertile, optimistic mind.
The more serious fecundity of Botticelli's art marks "the rebirth of Western
culture through the marriage of Hebraism [a mysterious, enigmatic Christ] and
Hellenism [an alluring albeit reluctant Venus]" (p. 41); the period peaks with
the androgynous synthesis of masculine power and feminine sweetness in
Michelangelo. But Michelangelo's preoccupation with mortality also marks a
movement to the autumnal phase, as does da Vinci's "enthrallment with death"
(p. 45) and the increasingly superficial focus of Venetian art on surface
detail. The cultural winter arrives with Joachim du Bellay, who invokes the
classical gods purely as "poetic ornaments" (p . 48) . Yet there is a promise
ot' regeneration even in Winckelrnann I s meditations on sexless Greek statues,

for Pater's essay hints at a latent fertility through his dense web of
"procreative metaphors" (p. 49). Moreover, the Keefes make perceptive use of
Frye's links between genre, mode, and cyclic ritual in their brief but suggestive discussions of Pater's tone and treatment of material. He moves
appropriately from the mildly comic handling of Pico in the spring phase to
the satiric essay on du BeUay's "poetic blasphemy" (p. 48).
The chapter on Pater's revisionist readings of Greek mythology, most
notably "The Myth of Demeter and Persephone" a nd "A study of Dionysus," is
equally thought -provoking. Pater is seen to challenge traditional concepts of
the self by his focus on the ambiguous nature of Greek gods. His emphasis on
the development of the gods' narratives from primitive, sometimes brutal
ritual, their association with struggle and suffering , and the "splitting" of
many gods into benevolent and malign personalities all evidence an interest in
the shadowy, savage part of the psyche that lies beyond consciousness. Fearful as Pater was of chaos, of formlessness, of death, he is here willing to
confront them in lIundomesticated" terms, seeing them held in "eternal recurrence" (p. 74) with order, structure, and life.
Indeed, such confrontation becomes a second theme of this book, for the
Keefes also elaborate (rather more derivatively) on Pater's personal terrors-death, flux, and disorder--beginning with a predictable biographical sketch .
His work is seen as a continual enactment of the struggle between eros and
thanatos, with art "a weapon against death" (p. 10); his critical rereadings
of classical myth in terms of an eternal death/rebirth cycle become a product
of this very struggle. More interesting, however, is the suggestion that
striking changes in Pater's treatment of myth in the 1880s may be related to
an overwhelming fear of social and personal disintegration.
An idiosyncratic approach to Appreciations is used by the Keefes to
establish this transition point in Pater's intellectual development. They
read the essays out of their published sequence but in the chronology of their
subjects to demonstrate his "conception of a slow process of withdrawal, a
gradual ebbing of faith from postmedieval Europe" (p. 86), leading from
Shakespeare ' s unheroic English kings to Coleridge 's futile drift into

.,
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"metaphysical abstraction" (p. 94) and Rossetti's morbid, oversensitive disillusionment. Even more significant is the approach of the whole text which
shows Pater's inability--or refusal--to construct an overarching cultural myth
(as he did in The Renaissance). His focus is solely on the historical,
secular world--a shrinking "winter" world of limited vision, untransformed by
even the hint of cyclic renewal.
Imprisoned by death and empiricism, incapable of the "cultural optimism of his age" (p. 100), Pater--like the writers he
considers--is left to salvage what he can from his art. In the "Postscript,"
his analysis of romanticism (fascinated by the void) and classicism (using
form to structure chaos) draws him to the conclusion that the fear of death
informs all artistic endeavor. "Style" is Pater's own attempt to withhold
this void even while he knows any solution will be illusory. As an
impressionist critic, he realizes that language "expresses neither a

simplistic 'external' reality nor an inexpressible, hidden level of mind" (p.
103). But as the metaphors of the essay show, Pater's disturbing awareness of
social disintegration, of "formless reality" (p. 104), makes him opt, tradi tionally and paradoxically, for an Apollonian concentration on surface
reality, on "perfection of form" (p. 106) as the only remaining defense
against fragmentation and meaninglessness.
The essays on Greek sculpture, Marius, and Plato and Platonism are
briefly surveyed to show Pater's retreat to the traditional values of order
and stability he had earlier challenged. His previous acceptance of ambiguity
and multiplicity of meaning (which in turn acknowledges flux, suffering, and
the dark places of the self) is replaced by a strikingly conventional
allegiance to Dorian Apollonianism. His new conservatism is occasionally
tinted with rebellious highlights (e.g., in his subversion of some notions o f
Hellenic dignity and in his representation of the luxurious side of Venus),
but these moments are also tinged with anxiety and a suggestions that any elements of the "primitive ll must be tamed or outgrown.

Cyclic recurrence is

replaced by a commitment to calm progress to a civilized "Apollonian
serenity," even if this is coerced by authoritarian strategies which repress
the irrational, the feminine, the disordered as threatening social and psych i c
stability.
In perhaps the most interesting stage of their argument, the Keefes convincingly demonstrate that Pater's career was not a wholly depressing retreat
to the illusory security of conservative Hellenism. The wild, dualistic Apol lyon in "Apollo in Picardy" becomes a vehicle by which Pater undercuts his own
longing for order and stability. Destroying monastery and sensuous companion
alike, the returned god demonstrates that both Hebraism and Hellenism are
"nostalgic [and exhausted] constructs" (p. 137). As murderer and healer, artist and iconoclast, he becomes a metaphor for the complex enormity of "awesome
unmediated reality" (p. 142), a guarantor, finally, of Pater's own
intellectual integrity, and a signal of the pessimistic end of Victorian confidence in history and the self.
1'0 be sure, many of the directions in this monograph are not new.
Pater's intellectual "retreats," the relationship of Pater to the Modernists
and to other Victorian critics like Arnold, as well as the Hebrew/Hellene
debate of the period have been discussed elsewhere by other critics. Moreover, many of the perceptions which seem striking or challenging--the reading
o f "Apollo i n Picardy" against Ruskin's madness, the polarizing of Pater's
fiction (Dionysian) and criticism (Apollonian), the many intertextual connect i ons (Yeats and Ruskin especially)--are irritatingly undeveloped and more

obvious mate rial or commonplace themes explored at iengch. At times, the
reader might w.' sh for a less frivolous or crude style ("Pat.er is not merely
titilla ti ng himself by staring at Hellenic beef" [p o 116J). Nonetheless, in
their focus on the Apollonian ideal and its subversion, Robert and Janice
Keefe have foregrounded an important myth structuring the Victorian sense of
reality and s harpened our understanding of Pater's contribution to hi s con temporary cultural debate.
M. r' . Moran
West London Institute
of Higher Education
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Summaries and Annotations of Articles
Oaruwala, Maneck Homi, IIIThe Discerning Flame': Of Pater and The Renaissance,

VIJ, 16 (1988), 85-127.
Another consideration of the line of aesthetic influence runn i ng from
Keats through Swinburne to Pater, thence to Wilde and Yeats (with some attention at t he end to Eliot). Central to Pater's influence on Wilde and Yeats i s
Pater's concept of personality, and Daruwala comments usefully on "Ego Dominus
Tuus" and "Sailing to Byzantium," having rehearsed the familiar assessment of
Pater that Yeats gives in the Autobiography. There follows an extended discussion of Pater's essay on Leonardo da Vinci in relation to Dorian Gray;
then, a t racing of the pervasive fire and light imagery of The Renaissance as
it informs Yeats's work. A hint of the broad scope is in this concluding passage to t he fifth of the six sections into which Daruwala's essay is divided:
"The Paterian emphasis is on the mind itse lf, t he dance between i mpress i onism
and outline in the human consciousness ... . Yet it is precise ly in this area
that Pater may be associated not only wi th the experimental novelists of the
st ream of consciousness but also with the central tradition of Romantic
i nwardness, from Wordsworth and Keats's ' Ode to Psyche' to Yeats, with the
autonomous imagination turning more and more upon itself" (pp. 114-115).
Shuter, William F., "Walter Pater and the Academy's 'Dubious Name,'" VIJ, 16
(1988), 129-147.

In the lecture on "Lacedaemon" a nd in t he contemporaneous "Emerald uthwart," Pater describes education as a function of place, the ritualistic
enforcement of traditional customs dnd beliefs upon youth. Elsewhere in Plato
and Platonism, he asserts that the philosopher, following Heraciitus, regards
education as motion--centrifugal, subversive, c hallenging established views by
its dialectical method. From Plato depend the philosophic traditions of
absolutism and skepticism. Pater himself, as the allusive method of his work
indicates, regards skepticism as the basis of the "historical method" of
modern thought, properly understood dS a n "interplay" of centrifugal and
centripetal forces. The scholar addresses this interplay in a condition of
ascesis that both fulfills his intellectual task and reguires the sacrifice of
his individual nature.
Because o f "his fluid method and his stat i c system" (14 2) , Hegel exhibit s
the same dialectical tension i n modern thought as Plato in ancient phi losophy .
A "remote pre s ence" in Plato and Platonism, Hegel is an important presenc e in
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such early Paterian works as "Col.eridgeis Writings" and "Winckelmann," as well
as in the undated Harvard manuscript fragment called (misleadingly, Shuter
argues) "The History of Philosophy."
Shuter's conclusion is that Pater's exposition of the "paradox of Plato r "
that the intellectual method he enacted to create his philosophic system
should subve rt that system in the work of his philosophic successors, may be
"read proleptically for the paradox of Hegel" (143), and hence, one might add,
for the larger historical investigations of the later nineteenth century,
which, attempting to define or fix the past, came to recognize its "subtly
dIsguised movement" (143).

Dowling , Linda, Ruskin's Pied Beauty and the Constitution of a 'Homosexual'
Code," VN, 75 (Spring, 1989), 1-8.
The essay examines the use of the terms Dorian (derived from K. o. Muller's Die Dorier [1824]) and poikilos (meaning "spottedness," derived from
Plato's Symposium) by Symonds, Pater, and Hopkins, writing in the wake of Ruskin, as possible evidence of an individual and institutional valorization of
exclusively male friendship and sexual practice in classical aesthetic and
philosophical studies at Oxford, beginning in the 1870s. Central to the discussion of Pater is the lecture on "Lacedaemon," in which, "with a rhetorical
sleight of hand that is as dazzling as it is virtually invisible, Pater has
appropriated the language of cultural legitimization in such a way as to
authenticate the claims of the proscribed" (5). Especially valuable is the
linking of Pater's essays on Greek sculpture to Ruskin's 1870 Oxford lectures,
Aratra Pentilici, and of Hopkins admiration for "dappled things" to Ruskin's
theory of "spottedness" in Greek art, in Modern Painters. The larger purpose
of Dowling's study is to suggest the complex dynamics of the relation between
"dominant discourses" and the repressed discourse of "homosexuality" in the
aesthetic .and sexual ideological opinions uttered in late Victorian England.

,.
•

Shuter, Will.i.am F., "Pater's Reshuffled Text." NCL. 43. 4 (Spring, 1989), 500 525.
Pater's writings exhibit a habit of self -quotation and allusion that
direct the reader backward and forward between earlier and later texts. This
"reshuffling" is encouraged by Pater's own habit of using the famous little
"paper slips " (Gosse) to jot down, as he read in preparation for composition,
fragments of quotation, reference, or thought that could serve as a reservoir
of "mobile texts," subject to various juxtapositions, realignrnents, and
recontextualizations. Characteristically, as his career proceeds, Pater
"resituates an earlier text by providing it with a new context within which it
is to be read" (505). In exhibiting t his habit in his own writing or defining
it in the works of other writers, most notably Plato, Pater demonstrates the
ways in which later philosophies were derived from earlier ones. A primary
example of the process is the revisions and excisions Pater made in the 1866
"Coleridge's Writings" when he prepared "Coleridge" for the 1889 volume of
Appreciation s.
Pater represents this recontextualization through the figures of metempsychosis and anamnesis (recalling what we once knew), to illustrate his thesis
concerning intellectual history that "the seemingly new is old also" (PP ,p.
8; quoted Shuter, 509).
A variation on the figure of anamnesis is recombination, in which fragments of earlier structures--religious, philosophical, architectural--are

10

incorporated into a new form. The s i gnif i cance inheres in the dialectic of
f orms, or of shifting configura tions of forms, rather than in the fragments of
t exts or customs or buildings themselves. To interpret the history or tradition of these configurations is to uncover the stages of a palimpsest, through
the " s olvent" of the critical intellect. Like the subjects of which he
writes, Pater's own writings, especially Plato and Platonism, with its complex
history as a series of lectures, an intended series of periodical essays, and,

finally, a book, exhibits formally the "reshuffling" process. In PP, taking
his leading idea from Hegel, Pater treats the development of the idea of
thought as n~tion in Greek philosophy. He relates this metaphoric equation to
his other leading notion, that the "historical method" is the establishment of
the traditions by which, in a continual flux, criticism reclassifies or "shuffles" the history of ideas into new patterns of interpretative emphasis.
"Creation, no less than criticism, is an act of rearrangement ll (523).

Not

even the author's explicit statements about the nature or "meaning" of his
writings can halt this continuing process of rearrangement and its consequent
recontextualization.
Shuter's essay is not deconstructionist in method, .but his formulation of
the intertextuallty, within Pater's own writings and in the writings of his
subjects, justifies the current view of Pater as a pioneer of deconstructionist practice and assumptions.
Longenbach, James, "Matthew Arnold and the Modern Apocalypse," PMLA, 104, 5
(October, 1989), 844-855.
Today; many readers find the high modernist myth of historical necessity
and apocalypse self-deluding. In doing so, they fail to recognize that this
myth contains in its tradition its own critique, in the work of such writers
as Tennyson, Arnold, Yeats, Eliot, and Stevens .
Empedocles 3!l Etna is a synecdoche for this tradition. Arnold's poem
shows that he understands that recognizing the fictionality of one's own construct of reality does not preclude one's suffering the (fatal) consequences
of acting as though the fiction were true. As Kenneth Burke, discussing I. A.
Richards, puts it: "Arnold shows us that fictions are implicit in our acts."
Because he recognizes that his fiction of apccalypse The Waste Land) is
not exclusively the product of his own thought or of the present historical
moment (i.e., World War 1), but owes much to earlier literary tradition, especially to Arnold, Eliot, unlike Arnold's Empedocles, is able to distance himself from, to avoid acting upon, that fiction. In writing of Arnold and
Pater, Eliot uses Pater's characterization of Coleridge's "inexhaustible discontent" to describe Arnold, whom Eliot makes stand for the "wasteland
sensibility" from which Eliot seeks to distance himself.
While Arnold shows us that fictions have consequences, and Eliot suggests
that one may escape those consequences through an awareness of tradition, Wallace Stevens, in his essay, "Adagia," asserts that the ability to "believe" in
a fiction even as one recognizes its fictionality saves one from acting selfdestructively under the influence of apocalyptic awareness.
Dissertation
Adams, John Eli, Jr., "The Art of Beholding: Walter Pater and the Aesthetic
Life." Cornell University, 1987. 252 pages.
For Pater, "'disinterested' beholding" of works of art makes for a life

11

that itself achieves an aesthetic integrity "transferred from" the art
observed. Freed by skeptical materialism from conventional aesthetic for mulas, the beholder's "cognitive innocence," nevertheless, resists the
"atomistic epistemology" of skepticism to create in its place "structures o f

psychological coherence."

Pater ' s theory of a "dynamic of cumulative self-

formation and continuous self-effacement" derives from contemporary science

and historicism, and reconciles "passionate subjectivity with the impersonal
repose of formal composition."

The patterns of IIperceptual return" articu -

lated in his historical essays also inform his treatment, in the fictional
writings, of "life as a ritualised beholding."
Reviews

Donald G. Marshall, The Romance of Interpretation: Visionary Criticism from
Pater to DeMan, by Daniel T. O'Hara. CL, 41, 2 (Spring, 1989), 204 - 206.
"For Pater, a synoptic view of the past is filtered through an ironic
and detached aestheticism, producing a continuous drama of self - discovery,
with evident Wordsworthian parallels. In a corrosively skeptical era, the
past is recovered only in the ' hollowed out' form of subjectivity, but it is
then projected in a 'sublime' image which simultaneously monumentalizes culture and immortalizes the cultured self. Everything becomes a question of
style, cultural and personal. Pater thus hopes to achieve the condition of a
creator, whose 'freedom' nevertheless remains simply that of an ideal spectator." (205)
Bernard Richards, Language and Decadence in the Victorian Fin-de-Siecle, by
Linda Dowling. RES, XL, 158 (May, 1989) .
"The central book in this study is Pater's Marius the Epicurean, and many
enlightening things are said about it, but one salient fact goes unstated:
that it is able in part to side- step contact with 'living speech' because it
contains virtually no direct speech. If one attempts to read it as a novel,
the absence of speaking characters is a noted evasion and a fatal flaw. Pater
comes dangerously near solipsism in his attitude to language, but he attempts
to save himself by envisioning ideal communities--clerisies, as Coleridge
would have named them."
John J. Conlon, The Myth of the Modern ... , by Perry Meisel . ELT, 32, 4
(1989), 490-494.
Pater opposes Arnold ' s empirical formulation of the crisis of culture,
offering in its place "a self-conscious manipulation of Classical, Renaissance
and Romantic texts in a self-referential corpus that epitomizes tradition
while altering it."
F. C. McGrath, Walter Pater and the Gods of Disorder, by Robert and Janice A.
Keefe. ELT, 32, 2, 220 - 223.
Until 1880, Pater's writings anticipate Nietzsche and Freud. By Plato
and Platonism, WP is strongly "Apollonian" but subverts his own views with
"Apollo in Picardy." The Keefes mistakenly assume Pater's Apollonianis/Dionysian split reflects a division of his work between criticism and
fiction. They fail adequately to consider Hegel's role in moving Pater toward
his own late Apollonianism. They ignore Pater's desire to defend myth (in the
essays of the 1870s) from the criticisms of positivists.

12
Jf?!f[rey L. Spear, lIPater's Familias ll [Review of Paul Barolsky's Waiter Pater's
Renaissance]. University of Hartford Studies in Literature, 20, 3 (1988),
61-63.
"Much of the interest and challenge of Barolsky's book lies in its partial dismantling of the scholarly critical essay in favor of a more playful
exercise of the educated sensibility .... "
Bernard Richards, Waiter Pater's Renaissance. Prose Studies, 12, 1 (May,
1989), 102-105. Also, Robert M. Seiler, Walter Pater: ~ Life Remembered
(Univ. of Calgary Press, 1987).
"The overall impression gained from . Barolsky's study is that far from
being in some forgotten backwater of criticism and a picturesque anomaly in
Renaissance studies, Pater is main-line, and his mode of proceeding
anticipates that of many twentieth-century writers on art (including Berenson,
Horne, Freedberg, Wind, Panofsky and Gombrich himself), and that to a greater
or lesser degree they tend to do what he does--recreate the life of the paintings in a prose that attempts to match the life of the originals in erudition,
allusiveness and imagination.
[Of Seiler:] "As a collection the essays constitute an interesting testimony,
since the length at which some were written demonstrates that many of
[Pater's] contemporaries did regard him as of sufficient importance to warrant
the attempt to leave careful records. 1I However, in these reminiscences, one
cannot hear Pater himself "speak"; no cogent physical image of the man emerges
from this collective portrait.

Sidney Coulling, Matthew Arnold and the Betrayal of Language, by David G.
Riede, and The Myth of the Modern . . . , by Perry Meisel. NCL43 , 4 (Spring,
1989), 414-416.
Riede describes Arnold as "a model for the modern critic aware of his own
belatedness. lI For Meisel, Arnold plays a negative role, "serving to
illustrate (along with Eliot) the 'weak' modernist as distinguished from the
'strong' (represented by Hardy, Pater, Joyce, Forster, Woolf, and Strachey.
Modernism, according to Meisel, is 'a defensive response' to belatedness and
by its very nature paradoxical: it is the desire to recover origins despite
the impossibility of doing so.
'Strong' modernist texts are those in which
belatedness is exploited; 'weak' ones, those in which it is repressed."
Jacqueline Genet, Arthur Symons: A Llfe, by Karl Beckson. Etudes Anglaises,
42, 2 (April-June, 1989), 223-224. Not available for examination.
John Stokes, Arthur Symons: ~ Life. MLR, 84, 2 (April, 1989), 450-451.
Symons was essentially a journalist: "A man who could write about snakecharmers and circus strong men with the same passion that he applied to
Maeterlinck and to Yeats is to be neither dismissed nor trusted."
John Stokes, Language and Decadence in the Victorian Fin-de-Siecle, by Linda
Dowling. MLR, 84, 4 (October, 1989), 949-951.
Notes Dowling's discussion of "the Paterian tradition of elaborate
syntactic artifice" as pertinent to Beerbohm, Yeats, and Wilde. Mentions that
Pater's belief "that language has a history and can be scientifically studied"
was possibly inspired by Max Muller, "his Oxford colleague." Wilde also
influenced by Muller's view that language "is the parent and not the child of
thought" (949).

