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ABSTRACT

-

Failed potential is a recurrent theme in the works of Henry
! ‘ : - _ _
James. . This thesis examines the theme of failure as it applies to rich
young American women. The first chapter considers the early tales: "A

Day of Days," '"Péor Richard,". "The Last of thé‘Valerii," "Madame de

Mauves,' "Adina," "Longstaff's Marriage," "An International Episcde" and

© "Daisy Miller." The Second‘chépter is on The Portrait bfﬂbfLady.- The

third and fourth chapters are oﬁ; respectively, The Wings of the Dove and
" : . . ¢ . \\ -

The Golden Bowl. There is a brief Introduction and Conclusion. The

chapters on the novels also consider James's use of a controlling symbol.
The works studied in this thesis are seen to form a development in the

‘theme of failed potential and in the use of a controlling symbol.

Civ
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- " INTRODUCTION \

' [
Throughout his career,, Henry James was interested in the

relationship ?etween money and marriége, particularly as it épplies to
rich, young women. Several of his early tales deal with this subject, as

do three of his major novels: The Portrait of a Lady, The Wings of the

Dove, and The Golden Bowl. In these works the relationship between money

and marriage provides a basis for an examination of the theme of failed

potential. This thesis will analyze the development of this theme

-

beginning with James's early tales and culminating with\The Golden Bowl.

Stylistically, the treatment of the theme alsq chy M@ vJames uses

vv ﬁr{k;
S T
FaR

symbolism much more in his later works and by The

symbol to contrél the entire novel.
James useslmoney to free his central chafacters from arcebtain

set of social brgblems while introducing thgm to a new set. Pfactical

" problems are eliminateg; opening up the possibility of completely new

problems. James is seldom interested in how a person survives physically;

what he is concerned with is the emotional and moral life of a character.

%
L

He gives'his heroines many‘of the tools helpful to success and‘theh‘
wafches most of them fail. In the early tales and the novels I will
diséuss, méney i; a crucial factor in\yhe problems féqed by James's
“heroines. The women are pursued not only because they are pleasant and
attrac;ive'bufybeéause they are rich.' Each woman must make a choice
because of her financial sifuation, a choice thch invariably concerns a

©

husband or potential.husband. Money initiates the problem, but the moral



.

i

maké—up of each woman is at the centre of the problem. The pgrsonality
and moral sense of the central character determine not only the choice
made but the'kinds of choices avai;aglei

All the Jamesian heroines must learn what their place in
society is, as well as what their place is in a marriage. The®failure to
recognize the importanie of society, no matter how restricted the society,w

¥ b . . . .
causes failures in the romantic life also. The choice made concerning a

,‘marriage is also a choice regarding society. James often complicates the

-

- ’ "
choice by making the American heroine confront a European society which

is governed by rules different from those she is used to. When the
heroine fails to understand or refuses to accept that the kinq Jf
marriage she makes aetermines-her place in society, the potential for’a
happy and successful marriage is ruined.

The first chapter of this thesis will consider the following

early tales of Henry James: '"A Day of Days" (1866), "Poor Richard"

'(1867), "The Last of the Valerii" (1874), "Madame de Mauves" (1874),

T "Adina" (1874), "Longstaff's Marfiage" (1878), "An International Episode"

_— . ) . A
(1878) and "Daisy Miller" (1878). Many aspects of the early tales,

correspond'to those of the novels. In the éérly—tales, Jameé exploreg
briefly some of the ideas he examines carefully in the novels.

The second»chabter will anélyze the theme‘of‘failed potential

in The Portrait of a_Lady. Isabel Archer believés herself to be a free
agent making an informed choice but, in fact,‘she does not know the
complete situation and réfuses iO»listen to those who warn her against
marrying Osmond. Her determination;to‘be free aﬁd independeéf in her
1choice of husband ultimately thwarts her freedom in life. Isabellis the

1

best example of the Jamesian heroine who unwittingly ruins her chances

)



for a loving marriage. The ﬁeasona for Ismabel's failure will be examined
in detail. , ‘

Chapter Three will focus on The Wings of the Dove. Milly

Theale's attempt at happiness is destroyed in two ways: one, her

apparent friends are really plotting aﬁainst her, and two, she is in bad

. health. Milly's money and her bad health are the reasons why Kate Croy
and Merton Densher devise a plan around‘her. Unlike Isabel Arch;r, Milly
is abfé té'see the people arcund her for what they.are and to re§lize
that éﬁe is fundamentally @ifferent. Milly's awareness does not eliminate
personal‘failure,\but again, unlike Isabel, Milly has a positive effect

on those around her.

.
o .

Chapter Four will examine The Golden Bowl, particularly what

. makes Maggie Vgrver successful. One of the few successful heroines
previous to Maééie is Fhe«Countess Valeri in "The Last of the Valerii."
Héwever;\the Countess's mar?tal problem, aithough similar. to Maggie's,lis'
férfétched and unréalistic. Maggie is the oniy fully realized herping
who\attains some success. Méggiefs suc¢cess in her harriagé is gained at

the expense of her relationship with her father, but it is a choice that

Maggie herself makes. The Golden Bowl is not necessarily optimistic but

it differs fbém most of James's works on money and marriage in that a
hapby ﬁérriagé is a possibility.

In the chapters on the novels some attention will be ;aid,to
tﬁe uée of symﬁolg. As James's concerns become more complex moralry, his

novels become more and more controlled by a symbol. In the early tales

‘there are no controlling symbols. In The Portrait of a Lady the symbol

of the portrait becomes(tﬁe outline of the analysis of Isabel's

personality. In The ﬁiﬁgs of the Dove the symbol of the wings repreSénts

“
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the effect the dove (Milly) has on Merton and Kate. In The Golden Bowl
L]

the bowl as artifact and symbol controls everything that occurs. Not
only did JaMes develop his theme of failed potential; he also refined his
method of éxpression.

My conclusion will draw together the observations made in
chapteré one to four to give a general description 6f the development of
the theﬁe of‘fgfled potential in Henry James. The{importancg of the
change in the use of symbols will be related fo the development of fhe

J

theme.



CHAPTER ONL
THE EARLY TALES

The first of James's early works cogcerned with the marriage of
a rich young woman is "A Day of Days.'" This tale introduces the reader
of James to a particular type of woman: the rich independent young woman
who is considering marriage or who has just been mapried. The description
of Adela Moore, the main character, is important as it encapsulates many

of the qualities James's important heroines usually have.

AlthoughMIQLJMLJneanswpeffectiy“beautifql in person she was
yet thoroughly pleasing, rejoicing in what young ladies are
fond of calling an air; that is, she was tall and slender with
a long neck, a low forehead and a handsome nose. Even after
six years of the best company, too, she still had excellent
manners. She was, moreover, mistress of a very pretty little
fortune, and was accounted clever without defriment to her
amiability and amiable without detriment to her wit.l

*

Adela's parents are dead and so she is free to decide how to li?e her
life. Having travelled extensively and being a little tired of the world
she accepts hér brother Herbert's proposal that she come and keep house
for him.
| The plot of the story ié simple: on the eve of his departure
for Europe, Thomas Ludlow goes to visit Herbert Moore. Herbert is away
for the day, but his sister Adela is at home. Adela and Thomas are
attracted to each other from the moment they meet but Adela is not sure
she will allow him to wait with her for Herbert. Adela is used to doing
as she pleases and knows fhat the decision to ask Ludlow to wait is heps.

After some internal debate she permits the visitor to wait.
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Adala stood debat ing within hersalt, Aftter 411, what (!¢
hepr companion ashould atay with her? [t would, under the
circumstances , be an dadventure; but was an adventupre necessarily
4 criminal thing? 1t lay wholely within herself to decide.

She was her own mlsteesy, and sihe had hitherto been a junt
mistress., (p. 150) . o

By the end of the afternoon Herbert still has not arrived but his abuience
has become unimportant., Ludlov comey ¢ lose to missing his train while he
and Adela discusy the possibility of his staying. The problem is that
although edach has become emotionally at tached to the other, neither will
make a firm commitment. Adela would like Ludlow to stay and he would
like her to order him to stay; but neither will make any~promise.

Because there is nothing concrete to expect, Ludlow does make his train

even s’bugh he knows Adela quite probably loves him.

Ludlow had caught a glimpse of the truth--that truth of
which the reader has had a glimpse--and he stood there at once
thrilled and annoyed. He had both a heart and a conscience.
"It's not my fault,'" he murmured to the latter; but he was
unable to add, in all consistency, that it was his misfortune.
It would be very heroic, very poetic, very chivalric, to lose
his steamer and he felt he could do so for a sufficient cause--
at the suggestion of a fact. But the motive here was less than.
a fact--an idea; less than an idea--a mere guess. (p. 16u4)

The potential fbr love, and perhaps marriage, between Ludlow
and Adela exists but it never has a chance to be fulfilled. Because both
Ludlow and Adela are reluctant to make any commitment they lose the
po:;ibility of a successful- emotional relationship. Both are afraid to
express their feelings and want the other to make the first step. Ludlow
tells Adel;,"'I will give you no answer that leaves you at an advantage.
Ask me to ;tay—-order me to stay, if that suits you better--and I will
See how it sounds. Come, you must not trifle with a man'" (p. 1635. Both

Ludlow and Adela expect a sacrifice from the other without feeling able

to reciprocate. Adela has even less at stake than Ludlow: he could
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. forfelt hlS trlp and Stlll not win her whlle her life would remain

: - SRRV . .
unchanged.g . U . T =3

In The Early Tales of Henry James, James Kraft writes:‘

Like Isabel Archer in The Portrait of a Lady, although without
Isabel's complexxty, Adela is the American woman of quallty and -
\sen§1t1v1ty with a tragic blind spot when it comes to seeing -
what will give her the llfe she wants. . . .~ In the end
"[Adela) retreats into the safe posxtlon for a correct lady,
_ losing whatever freedom and life this "day of - days" mlght have.
L glven her.

v : [ . g : EE 3 o
_Isabel ‘enters into what appears to be a safe marriage and like Adela
loses freedom. Parallels between the novel and thé~tale exist, but the

_ .novel is more complex and interesting because Isabel ‘is more ful-ly-
realized. Kraft‘comments: \
! T . . ] i ,ﬂ

Adela is a too Smely stated character .as James w1ll know ‘by
the time he creates the more absorbing- but 31m11ar Isabel

%, Archer; the complexlty in Isabel's character will be achieved
‘then not alone in his better understanding’a £. the Amerlcan
woman , but ‘also in the contrast of her with the more various -~ -
social scene of Europe.3 "

e

The'her01nes of the tales are prototypes for the her01nes of the novels
C In the tales James 1n1t1ates hlS exploratlon 1nto the falledepotentlal of .
C :
J_ ﬁlch young womeﬂ In the novels he bU1lds on the characters and problems

o he has beenccon31der1ng Adela Moore is the flrst of James s rlch young
‘ wohen to. experlence.falled potentlal and "A Day of Days" is one of the'
few storles concerned with. thls theme that is set in Amerlca. Of the

e e ‘
elght tales. I WLlT”dlscuss in thlS chapten, 51x are set in Europe

. The sI!bnd rlch young woman who experlences falled potentlal is °°

Gertrude Whlttaker ln "Poor Rlchard " ThlS tale is the only other tale :
A\

TR

be31des "A pay of Days" deallng w1th faiied-potentlal that is set ln

Amerlca._ "Poor R;chard"_ls,‘as the tltle‘31gn1f1es, the story,of,a‘yoﬁng
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D . . y
man who not only lacks money but is, as the woman he loves says, '''so o

. . ‘ &
“indolent, so irresolute, so uhdisciplined, so uneducated'”l+ that marriage

Betwéep the two is quite unthinkable. Yet RiChard goes ahéad with his
proposal because he lové; Gertrude and~héeds her commq% sense. ;Richard's
own comﬁon sensé in reélizing_tpét hé needs Gertrudej&pseté her. "There
was‘sémething now so'éﬁlmly resolute in his tone that Certrude was
_‘sigkenedp Sheifoﬁnd.herself weaker tﬁan he,; while the hapginess of both-
6f‘them'deménded that she be the str&hger" (p. 195). Gertrude is adamant
'in her resolution not to.marry Ricgard; a wiée decision as Richard would
bé dependent on her‘for all things, material.and‘emotional:
Gertrude finally falls in[love‘with a man who is pgrhaps téo

sfrong.
. RE

The truth is that the Captain was a great deal too proud.
It was his fault that he could not bring himself to forget the.
difference between his poverty and Gertrude's wealth. He would
of course have resented the insinuation that the superior
fortune of the woman he loved could seem to him a reason for not
declaring his love; but there is no doubt that in the case
before us the sentiment in question didn't dare--or hadn't as
yet dared--tq lift its head. (pp. 206-7)

"
»

The Captain goes to war thinking that Gertrude loves Richard and,diés

/

before he learns the truth. ' /

- Another man present in the story, Major Luttrell, is a fortune -
X . ) o1 S &

" hunter.

’

The Major's present purpose was to possess himself of Miss
Whittaker's confidence, hand and fortune. . . . A man of ,
‘refined tastes, too, he had become sensible, as he approached
middle age, of the many advantages of a well-appointed home.
‘He had therefore decided that a wealthy marriage would spread
.the carpet of repose. A girl of rather a fainter outline than
.Gertrude ‘would have been the woman--we cannot say of his heart;
but, as he-argued, beggars can't be choosers. (p. 236)

- S - - - ’ |

>

"Luttrell manges to engage himself to Gertrude while causing separationé\«
: : : i

I
1l

If
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bedtween Gertrude, Richard and Captaln Severn. Near the end'of theﬂ&ale

2

'Gertrude learns that Luttrell and Richard have deceived her Luttrell

because he wanted her money, Richard beeause"he wanted her love. She -

-

breaks the engagement and is able to go to Europe because of her wealth.

Her great wealth, of which she was wont to complain that it
excluded her from human sympathy, now affords her a most ,
 efficient protection.” She passes among her fellow country-men
abroad for a very independent, but a very contented ‘woman;
-although as she is by this time nearly thirty years of age some
little romanfic episode in the past is vaguely alluded to as
. accounting for her.continued.celibacy. (p. 258)

<

Because of her mohey Gertrude falls pref to the fortune hunter but her .
‘~mbuey also affords her pretectiOUVagainst fufther advauces. ‘Money‘gives
‘Gertrude‘a very comfortable material life but seeme tO'exelude_her from a
.,normal‘emotional life. This problem recurs_in"James's'neielé;and tales;
" James does not find a fortune necessarily baleful hut often theufortune
. becomes a threat because of the innoceﬁce; rather thau the malice, of the

‘holder. This idea is dealt with in detail in The PortPait of a Lady and

N

"The Golden Bowl . o SR o ,

AJ

The Golden Bowl also plcks up many of the 1deas in "The Last of

the Valerll," another early tale about a Young wealthy Amerlcan woman.
- In this tale, the woman marries an attractlve, but poor, Itallan_Count.

The marriage causes her god-father some consternation. -

She seemed to.me in her blond prettiness, so tendeb; so
appealing, so bewltchlng, that it was impossible to believe
that he had not more. thought for all this than for the pretty
fortune which ‘it.yet bothered me to believe that he must like
a good Itallan have taken the exact measure of.°

But' the marriage appears to be a happ&_one, he later reports, "y childlike
ihterchange of caresses, as candid and unmeasured as those of a shepherd .

and'a shepherdess in a bucolic poem" (p. 94).
' m B '
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The young countess loves her husband and is also charmed by his
/ .

N

past and ancestry. With her moﬂé}vgﬁexis 4ble to begin restoration on -
the family villa, a réstorétion coup;ed with a great respect fdr the past.
‘She is shoéked one day to find the workmen'scfaping-thé moss . of £ a_.
‘_éérCOpﬁagus because, as Hef god;father points Qﬁt, Gaftér that slow-
COming,‘slow-going smile of her lbver, it was the rusty éomplexion of hié
'p;tri;onial marbles that she ﬁost priiéd"\(p. 91); Ironicaily it is the
‘ patrimoniai marblés that nearlvaisintegrafe the marriége. The éxcavatprs
uneérth an ancient statue of Juno whiph'the Count begins to adore in
pagén fashion; That the statué'is a &uno is significant. The Couﬁt has
,b;en forthright in.hiS’declarations that he is not much of a Cathélic and
that, in‘fhc£, he is quife superstifidus; :His marriage to. an American '
with no past maf have prompted him t§ think about his own éncestry. It
is ironic that the Countess's money makes possible the excavation.of an
anéien% statue which nearly‘ruiné the marriage. :

The‘Céunéess realizes thé only S;lution,-if.there is any at all,

ié to return the statue to thé earth. She tells her god-father:

"She mustgo back--she must go back! . We must smother her beauty
~ in the dreadful earth. It makes me feel almost as if she were
~alive; but it came to me last night with overwhelming force,
" when my husband came in and refused to see me, that he'll not
be himself as long.as she is above ground. To cut the knot we -
must bury her!" (p.-120) ' ‘

The Juno is returned to the earth and the Count;ss awaits her husband’'s"

reaction. Again the god-father reports the action:

His eyes were brilliant, but not angry. He had missed the Juno
and had drawn a long breath! The Countess kept her eyes fixed
on her work, and drew her silken stitches like an image of
wifely contentment. The image seemed to fascinate him: he
‘came in slowly; almost on tiptoe, walked to the chimney-piece
"and stood there in a sort of rapt contemplation. (p. 121)

-
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Rescuing one's husband from the clutches of a statue is an
unusual solution to an unusual marital problem, but the Countess manages
to do what is‘neceQEiry and is rewarded by the return of her husband's

* love and attention. Later, in The Golden Bowl, James writes a novel in

which a young American woman must save her marriage. Her husband, an

Italian Prince, is having an affair. Winning a husband back from a woman

Fl 7 .

is much more realisfgc than winning him back from a statue. The mystical
elements of "The Last of the Valerii" are replaced by complex emotions in

The GoldenlBoﬁl.

» ‘ Strength in a\wdman is exhibited in 'Madame de Mauves,".a tale
about a wealthy young American girl_ﬁamed Euphemia who marries a poor
European. In this case the man is a French Baron who has an inflated

opinion,of his family name, yet manages becauée of what is at stake to
. . , | N
cover up his disgust at Euphemia's mother's opposition to the marriage.

M. de Mauves had been irritated and mortified by Mrs. Cleve's
opposition, and hardly knew how to handle an adversary who
failed to perceive that a De Mauves of necessity gave more than
‘he received. But he had obtained information on his return to
“Paris which exalted the uses-of humility.: Euphemia's fortune,
wonderful to say, was greater than its fame, and in view of
such a prize, even a De Mauves could afford to take a snubbing.

The marriage takes piace and Euphemia Quickly learns that her huéband is

A\

A . , , ) ‘ ‘ . _
.a frivolous person. Years of unhappiness follow, at which point Longmore,

a fellow American, meets Mme. de Mauves and is intrigued by her. Intrégue

L]

‘turns to love and there is a suggestion that some feeling is returned to
Longmore. However, Mme. de Mauves will ‘not allow herself to betray her

coﬁsciencé,»éven though her hquandAdoeé not seem to care. She asks
- , . | . :
Longmore to'leave her of his own volitién and he, also being anﬁhonourable

creature, understands. - N

\;
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She was giving him a chance to do gallantly what it seemed
unwarthy of both of them, that he should do meanly. She liked

him, she must have liked him greatly, to wish so to spare him,
to-go to the trouble of conce1v1ng an ideal of conduct for him.

(p. 194)7 .

4
- ‘ .
Two years after Longmore returns to America, he learns what has happened

in the de Mauves family.

) SN

Mr: de Mauves had fait "quelques folies, which his wife had
taken absurdly to heart. He had repented and asked her

- forgiveness, which she had inexorably refused. She was very
pretty, and severity, apparently, suited her style; for whether
or no. her husband had been in love with her before, he fell
‘madly in love with her now. He was the proudest man in France,
but he had begged her on his knees to be readmitted to favor.
(pp. 208-9)8 -

1. ¢ .
He kills himself. His wife's actions are the result of being hurt and of
conscience. Losing her innocence and love causes Mme. de Mauves to turn

to herself. Like the standard of conduct she sets for Longmore, the one

set for herself is’ﬁ&fficult.-;Happiness has been lost, so the course of
action is to behave honorably If Mme. de Mauves had accepted her

husband her llfe mlght have been superf1c1ally happy but the acade

would have cracked before long. Her conscience is too strong and
«
P

: 1nflex1ble and settllng for second best after the first lnnocent love
/
has been lost is impossible.. Mme. de Mauves' honesty and conscience are

reworked later in The Portrait of a Jady, another story of inhocenCe_lost;
Isabel's conscience and honesty are much more realistic' than
Mme. de Mauves', although the basis for each woman's attitude is a kind

of romanticism. Of Mme. de Mauves, BAmes Kraft says?

Certalnly no matter how 1mmoral [her husband] was, her refusal
to accept his repentance shows a hardness of spirit that
demands examination. One can only pity a woman whose concept
of life is so fantastic--so romantlcally perfect-—-as to deny
reality and kill llfe.? :
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In The Portrait of a Lady, James examines a woman who-has a romantic view

of 1life but who' comes to gee and éécept reality rather than denying it.
Isabel gains the reader's pity because she is so human. It is difficult
to view Mme. de Mauves in the same way.

There are ma;y stories about young Amgricans swept away by
! ] v

Europeans and in many .of thesé the woman, once captivated and taken out

of her usual surroundings, becomes a much stronger person. The loss of
, v :

innocence is handled in many different ways, but in all cases innocence

is seen less in sexual than in horal terms. Of the stories mentioned so

\

far, all are concerned with moréf awakéning. A'jp;t of §ome'kind is
deliveréd as in for‘example "Poor Richard" Qhen Gertrude learhs that
Luttrell and Richar& kept|Sev¢rn fr6ﬁ§ﬁeb.or in "Mme. de Mauves" wﬁen
éuphemia discoveps her husband is having ;n'affair. The moral sense can

. 7 ) .
also be outraged by blows to someone else, as in "Adina'.

This‘story centres around a topaz, found by a young Ttalian and
sold By him to an American. The Italian, Angélo Béati, is unaware of its
value, while éhe Americaﬁ~suspects. Once it is estéblished-the'topaz is
extremely,véluabie Angelo Beati demands restitﬁtion. The pelationship
betWeenshoney and mdrality»is very étrong in this‘tale. Scrope, the\
Aﬁepican, is clearly inhthe‘wroné as he has tricked an innocent into

giving up something of value. Even while the negotiations are\taking

Al

place, the question of Scropé'S‘morals*arises. Angelo looks "at Scrope

v’

with a dumb appeal to his féirness"lo and when the deal is completed he

: \
answers Scrope's question,' 'Are you satisfied,'"' with another question:

""'Have you a good conscience?'" (p. 219).

A ' .
Scrope. tries to justify his actions to his friend by saying:

\

"'T get my prizej; the in enious Angelo gets a month's carouse,--he'll
% g g > .

4
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enjoy it,--and goes to sleep again. Pleasant dreams to him! What dolh
he want of money? Money would have corrupted him!"'(p.v220). The loss
of a possible fortune certainly does affeet Angelo and when Scrope refuses
to pay restitution, Angelo vows revenge. Angelo, gains an unwlttlng |
accomplice to his revenge, Scrope's fianc&e Adina. Somehow Angelo makes
contect,with Adina;.a few days later she breaks her engagement and runs
aﬁay as Angelo's»wife; Angelo, haviné lost a material fortune, takes his
reveﬁge by marrying Scroﬁe;s fiancée.

Angelo and Adina do appear to be happy and she, at least, is in
love with him. The narrator comments: "That [Angelo]‘wés in love I
don't ﬁretend to say; but I think he had already forgotten how his
happiness had come to him, and fhat he was basking in a sort of primitive
'natubsl, sensuous delight in being adored' (p. 255).” Adina has some
money of her own; mofe than Aqgeio could ever have hoped to have.
However,Angelo does not marr? her for her money; instead he marries her
| because she is enqther kind of fortune. Sﬁe is an attractive young lady
aﬁd the fiancée‘of‘the man‘wﬁo wronged him. Altheugh Adina's money is
not the key factor in the problem, it does,;as all fortunes do, place the

heroine in a ??rticular set of cichmstances. The narrator notes that

Adlna s money has probably not been ignored by Angelo s uncle, the padre o

who marrled the young couple When the narrator goes to see Fhe Padre,
he is-told'”Remember . . . that she is of age, and her own'mistress, and
can do what she likes with her money;--she has a good deal of it, eh?'"
(p. 254). TFortunately Angelo realizeS'that not only has he his revenge
~on Scrope, .bux he really does have somethlng more valuable ‘than a
prlceless gem. He tells the nerrator- ‘"*She! s‘tmtter than the topaz'”'

(p. 256). Too late, Scrope learns the real value of his topaz and his
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reaction is to throw it in the Tiber.

t

In "Adina" James seems to be trying to work out in yet another
way the connection between marriage and morality. Adina becomes less
enchanted with her fiancé the more she discovers his immoral action. Two

problems‘with this story are that Adina is very slightly sketched and

b

that- it is difficult to see iust how Angelo managed to convince her to

o

marry him.  The story has structypal faults which take away from its
thematic effect. ‘

Anbthér story which has a strange plot is "Longstaff's Marriége.ﬂ
Like many of the téles, this one is unrealistic. .The central character s

LS

is Diana Belfield, a rich youﬁg Amerlcan travelling' in Europe with her

friend Agatha. Diana finds herself ‘besieged by men but stays resolute 1ﬁf%§;

against marriage.

She was passionately single, fiercely virginal; and in the
straight-glancing grey eye which provoked men to admire, there
was a certain silvery ray which forbade them to hope. . .
Thanks to this defensive eyebeam, the dangerous side of our
heroine's enterprise was -slow to define itself; thanks, too, to
the exquisite propriety of her companion. . . . Money, too, is
a protection, and Diana had money enough to purchase privacy.

Longstaff, an affluent_English gentleman,lfalls in.lo;e with Diana and on
what appears to be his death‘bea proposes to her. Shé refuses; fhevwomen
resume their travels; Loﬁgstaff's fate'is unknown. Af;er a few years
including some time spent in America, Diéna‘is i1l and.uhhappy and so -
decides to return to Europe with Agatha. The womgﬁ meet Longstaff and™
Agatha realizés that Diana is in love with him. |

Diana has a very romanticized view of love. She believes that
Lpngsfaff has recovered bec§use she refﬁsed fo marry him. She a}so

believes that in recovering from his illness Longstaff overcomes his love

for her. ‘This thought dismays Diana as she now loves him.

1
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It was needless that Diana should confess that his image
had never been out of her mind, that she believed he was still
among the living, and that she had come back to Europe with a
desperate hope of meeting him. . . . She knew her love was very
strange; she could only say it had consumed her. It had all
come upon her afterwards--in retrospect, in meditation. Or
rather, she supposed, it had been there always, since she first
saw him, and the revulsion from displeasure to pity, after she
left his bedside, had brought it out. And with it came the
faith that he had indeed got well, both of his malady and of
his own passion. This was her punishment! (p. 237)

An illness ®akes hold of Diana and she begins to;die. Agatha
searches out Longstaff‘ahd Diana makes the same request of him that he
made of hef two years previous. The two are married; Diana dies a few
days lafer, seeing Longstaff once briefly after the ceremony.” The last
words of the story are Agatha's, explaining the situation to Longstaff:
"fShe loved you,' said Agatha, 'more than she believed you co&ld now love
her; and it seemed to her'thaf,»when éhe had had her moment of happiness
to leave you at liberty was the tenderest way she could show it!'"

°

(p. 242). Perveréely Diana believes that she must die in order to prove

her great love for Longstaff. Because he survived after she refused him

she thinks he no longer loves her. In order to show that this is not the

case with her, Diina dies.

Philip Sicker comments on the story:

Although the painfully symmetrical structure of the story
hints at a psychological symbiosis between the lovers, eéach is
entirely trapped within the realm of his own mind. As James
reveals over and over again in these tales, it is the private
consciousness that brings-about its own extinction just as it
creates the images it addres. :

Diand creates an image of love which necessitates that the lover die for
the sake of the love. Obviously love then becomes a means to death, not
life. Diana's love for Longstaff is pervefse because she does .not see

him as he is but rather as she imagines he should be. The creation of
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the image distorts reality, perverts love and ultimately makes love
impossible. Potential can never be realized under such circumstances.

This failure of a character to see a loved one as he is, rather than as

she‘imagines him to be is a theme that is used later in The Portrait of a
Lady. The creation of an image which perverts love takes place in The

Wings of the Dove. Merton Densher's love for the dead Milly can be seen

as perverse because Densher ceases to think of Milly as a person. He

v

sees her as an ideal, an image.

In "An International Episode" wealthy American innocence meets
. . ) L4 X : \‘
. wealthy English,aristocracy. Fortunately love is not at stake, but

marriage is. Bessie Alden.is courted by Lord Lambeth, and although he-
does no% need her money it.d;eébmake her attractive. Bessie is part of
the American upper ciass because she is rich and so Lord Lambeth has the
chahcé of meetinghher. The differences between the American and the
Englishman are indicated pointedlyf Mrs Westgate, Bessie's sister,itelis

Lorq*Lambefh3

"You must take u§ as we come--with all our imperfections on our
heads. Of course_we haven't your country life, and your old
ruins, and your great estates, and your leisure class, and all
that. . . . Of course_there .are dlfferences, otherw1se what did
one come abroad for?"

\
>

The differences are also ideblogical. The conversation Bessie has with

Lord Lambeth regarding his father's seat in the House of Lords shows how

different the tw6 are.

"Lord Lambeth," said Bessie Alden, "are you an heredltary
legislator?"
"Oh, I say," cried Lord Lambeth don't make me call
' myself such names as that." -
"But you are a member of Parliament," sald the young girl.
"I don't like the sound of that either.
"Doesn't your father sit in the House of Lords?' Bessie
Alden went on.
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"Very seldom," said Lord Lambeth.

"Is it an important position?" she asked.

'"Oh dear no," said hord Lambeth.

"I should think it would be very grand," said Bessie Alden,
"to possess simply by an accident of birth the right to make
laws for a great nation.”

"Ah_but one doesn't make laws. It's a great humbug."
(p. 281)14 e

~
)

Although interested in Lord Lambeth Bessie does not really appear to be
in love with him. He, on the other hand, professes love but actually seems
to be captivated by the_fact that Bessie is not chasing him. He tells
his friend, Percy, that he likes Bessie's spirit, that "'[s]he's not
afraid, and she says things out,»and she thinks herself as good aé anyone.
She is the only girl I have ever seen thatY;as not dying to marry me''"
(p; 319).15 . Bessie realizes after a visit from Lambeth's mother and
sister that she had been scrutinized as';f shé were an object: ''Bessie
was silent awhile, but in a few moments she obsef&ed that she had akvery
~good theory. }They came to look at me' she said, as if this had been a
very'ingenious ﬁypotheses“ (p- 326).16 Bessie's sister has been trying
to tell%her this very fact,_but’Béssie must discover it for herself. The
next day Lord Lambeth proposes to Bessie and Shé-refuses him; The
‘American women leave London 1mmed1ately and go to Parls. Mrs. Westgate
is worried about her image; that is, she is afraid the world will think -
' Bessie has -been scared away.' Her sister's reaction iS‘different: "Bessief
Alden seemed to regret nothing" (p. 327)‘.17 |

.The final tale for consideration is."Daisy Miller." This is a
well known story; a young American'girl; travelling in Eufbpe, refuses to
comply with gertéin standafds of behavior. Hef acti§n$ lead to ‘

speculation about her reputation, then condemnation of it, and finally

her insistence on a late night visit to the Colosseum brings on illness
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and death. Daisy resembles other Jamesian heroines in her independence,
which, as with other heroines, is a major contributing factor to the
central conflic;. Both Miller children do what they like; Ralph's
freedom is an inconvenience and an irritation, but Daisy's freedom has
much larger ramifications. Tension is created by the discrepaﬁcy between
what others think Daiéy should do and yhat she actually does. The focus
of the story is ostensibly on Daisy, but as the story unfolds, the rea]
focus is seen to be the shiftip opinions of those around her, most
notably those of Winterbourne. Another dimension is added when the
reader's shifting opinion is considered. John H. Randall says: "Since
Henry James has presented Daisy purely from the outside, leaving us to
draw what conclusions our temperaments and training incline us to, it
strikes me that he has given us a double-jointed story which admits of
more than one interpretation of the characters, depending ds I have said,
on our owﬁ view of 1ife."18 Daisy's freedom aﬁd actions are judged by
those around her including Eugenio, Winterbourne, Mrs. Walker, and |
Mrs. Costellé and also by the reader who has the added responsibility of
considering his own reaction to Daisy in regard to other reactions.. |
© " The amount of freedom Daisy eghibits calls her rep:}ation into
questibn; In one way the‘story can be seen as the unfolding of Daisy to
Winterbourne, or Winterbourne's search for the answer to the puzzle.
Winterbourne isifascinated by the fact tﬁat Daisy is a puzzle and also
irritated by this fact. One of Winterbourne's first observétions on \\
Daisy is that her "giancg was perfectly direct and unshrinking. It was
.ﬁbg, however, what would have been Qalied an immodest glance, for the
| ' 19

young girl's eyes were singularly honest and fresh" (p.‘lu7). That

‘Winterbourne likes Daisy is clear. '"Poor Winterbourne was amused,

o
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iy
perplexed, and decidedly charmed" (p. 150).‘0 Yet Winterbourne's
perplexity derives trom his [nability to pigeon-hole Daisy, to categorize
her,  He questions hiu ability to apprecidqte or discern acceptablae

behavior in young American girls, o

He had never yet heard a young girl expreys herselt in just
this fashlon, never, at least, save in cases where to say such
things seemed a kind of demonstrative evidence of a certain
laxity of deportment. And yet was he to accuse Miss Daisy
Miller of actual or potential inconduite, as they said at
Geneva? He felt he had lived at Geneva so long that he had
lost a good deal; he had become dishabituated to the American
tone. (pp. 150- 151)21

Daisy is not conscious of what she says. Apparently her talk is, as
Winterbourne later remarks, '"the most charming garrulity he had ever
heard® (p. 168).22 dinterbourne is relieved to come to some kind of
conclusion about Daisy. "Sheuc%s only a pretty American flirt.
Winterbourne was almost grateful for having found the formula that appliea
to Miss Daisy Millepf (p. 151). This formula does not fit and
Winterbourne has constantly to adjust his conception of Daisy. He learns
that she can be hurt, first by his aunt's refusal to meet her, second by
the attitgde Mrs. Walker adopts, and third by Winterbourne himself. Qach
incident is described briefly but it is clear that however frivolous
Daisy may be she is still capable of feeling pain. After learningvof

e

Mrs. Costello's confining headaches, Daisy realizes she is being snubbed.

"She doesn't want to know me!" she said, suddenly. "Why don't
you say so? You needn't be afraid, I'm not afraid!" And she
gave a little laugh. - Winterbourne fancied there was a tremor
in her v01ce he was touched, shocked, mortified by it.

(p. 159)23

Daisy has been wounded and she has the pride to try to show unconcern.

Winterbourne's reaction 'is to assess the depth of her pain to see whether
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he cah cowfort‘heﬁ.:

v . Winterbourne wondered whether she was seriously wounded , ,
and for a moment almost wished that her sense of injury might C
be such as to make it becoming in him to attempt to reassure

and comfort her. ‘He had a pleasant sense that she would be

very approachable for consolatory purposes. (p. 160)24

IR

Winterbourne is being quite‘selfish at this point. His main reason for

.wanting to -comfort Daisy is his own pleasure. ‘Much of Winterbourne's

intereét in Daisy exisxs»only insofar as Daisy amuses him. Even in this

_ Winterbourne’does not want to be. amused too much--he is slightly

exaeperated by the éhifts'he has to make in his idea of what Daisy is.

When Winterbeurne stumbles on Daisy and Mr. Giovanelli in the Colosseum

‘at night he is relieved because his‘fluctuatiﬁg_ideaqé?'Daisy_is

.- solidified. He belieQes he does not have. to wonder about her anymoref

Winterbourne stopped, with a sort of horror; and, it must be

added, with a sort of relief. It was as if a sudden

illumination had been flashed upon the. ambiguity of Daisy's "

behavior and the riddle had become easy to read. She was a

young lady .whom a gentleman need no longer be at pains to

respect. . . . He felt angry with himself that he had bothered
. so much about the rlght way of regarding Miss Daisy Mlller

(p.‘202)

' VOnly after Dalsy is lost to hlm forever does Wlnterbourne begln to .
‘realize what she really was. He, llke a1 ‘the others, has mlgtaken an

. innocent and naive girl for something quite immoral. The sensitive

reader can see in the original text Daisy's innocence. William Dean
Howells, a friend‘and'critiequ'James, speaks of Daisy's "flowerlike
phrixy"26 long befobe the Neﬁ York editioﬁ was'published;

That James meant Dalsy to be 1nnocent is: qu1te clear when his .

L e

uurev1s1ons are examlned About the rev151on Vlola Dunbar comments - "Most

]
of the changes that he ;ptroduced that have more than a purely stylistic.

e‘p
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purpose emphasize Daisy's charm, the disagreeableness of her critics,|and

the inﬁocenée of her conduct."27 Dunbgf cites sucﬂ'changes as James'é
heightening of.Daisy's attréétiveness, his use of ﬁatufe”imagery to'
qgscfibe-her, aﬁg his neinforcement'of thé una;tréctiveness of those
arouqd her. Examples arenchanging "Miss Miller" fo "the charming
crgééure," chanéing "fhat preftx,American girl" to "that little American
who's so much more.a work of néfﬁre.thén of art," andbchanging’"the \)
.mother" to "the gkinny littie ﬁother." The.use of nature imagery more ’
strongly suggests Dai;y's:innoqence. Winterbourhe's recognition'of
DaiSy's‘vdice‘is-changed from‘"these were the words hg‘heard, in the
f;hiliar-aécent’éf Miss Daisy Miller" to '"these words wereﬁwinged’wifh
\then‘écéent, so that\they»fluttéfed énd‘séttlgd.about him in thg darkneéé
like vagﬁe white doves." James uses the symbol of the dove for his mést
iﬁnocent création,.Milly Theale. The purity of the dove is ascribéd'fo
. 0

Daisy by Winterbourne; but it is James's revision that emphasizes her
~innocence. Thebentire shorf story isuconstructed of observation:
éveryone obéerves'Déisy and jﬁdges her. Daisy's mind is'neveffshown froh
the inside but the reader iearns all that is necéésaryﬁby what is
reportéd aboﬁt her, What cén be‘seehg aside from all remarks aﬁd conduct

is a youngviady ip‘love with a man too obt@seAto realize it. ‘ .

Daisy's cry "'I don't care . ... whether I have Rohmh fever or-,
ﬁot'" (p; 204) may be attributed to hér willfulness, but more likely it
is the éry of ‘a woman who hés just realizéd that rhe’man she cares for

believes terrible things about her. ' The exchange between the two

iﬁmediately preceding this tcomment is important. .

"Did zoﬁ believe I was engaged the other day?" she asked.
“"It doesn't matter what I believed the other day," sald
W1nterbourne, still laughlng. :
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"Well, what'do you belleve now?" : -~

"I believe that it makes- very little dlfference whether
you are engaged or not!" *

He -felt the young glrl's pretty eyes fixed upon him through
the thick gloom of the archway; she was apparently going to

\\\ answer. (pp. 203-204) 8

Daisy has been trying quite desperately thfoughout the story to get.
Wiﬁterbourge to notice her.- Insfead he‘examines ﬁer as a curio, a puzzie\
to be figuﬁ%d, not a woman to share feelings with. Daiey still attempts
from her deéth—?ed to touchfwinterbourne emotionally by sending him the
mességelthet-she was never engaged. Her wondering if he remembered the
trip td.the castle.in Switzerland‘is fﬁrther indication that Winterboufne
had occhpied much of her_thoughts; The frip to the castle islﬁotable as
durlng it, Daisy exhibits quite a show of jealougy when she learns
Wlnterbourne must leave for Geneva. Dalsy s request that Winterbourne
come fo“Rome not for his aunt\but to see Daisy is yet aﬁothef indiéatioﬁ
of the depth of her’feéfgﬁg fbr him, .Unfortunate;y“Winterbourne sees
ogly:the‘flirtE he does pot consider that:Daisy might have rea; feelings.
Also Winferbogrne's eiceseive concern for the euperficial and his inability
to accept ; different code of behavior setrup a-Lerge bafrier between him
and Daisy. |

After her death, Mr. Giovanelli confides in Winterbourne, a

|
\

- confidence unexpected in a variety of ways but which is necessary so that
Winterbourne can see the true measure of his folly. The exchange between
the men, the two points of a triangle with Daisy, exposes Winterbourne's

stupidity to himself. Giovaneili says:

"She was the most beautiful young‘lady I ever saw, and the
most amiable.'" And then he added in a moment, "And she was the
most, innocent." ’

Winterbourne looked at him and’ presently repeated his

A\ o
words, "And the most 1nnocent°"
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- "The most innocent!" 29
. Winterbourne felt sore and angry. (pp. 205-206)

%iovaﬁelli'is acting in a most honouréble‘fashion at this point. He
probably realizes the feelings Dai;y had for Winterhourne.and aiso saw
how they were returned. He has nothing fo'gain or lose by speéking
frénkiy to Winterbourne but he;does,‘ip‘a'sense; Yindicafe a w;man he
knew he could never aftain;\and yet.still admired and cared for. Daisy's
weélth initialky attrécts Giovanellil but evén afte; he realizes he will
never be able to mafry(hér, he remains to escort her around Rome.
Although he does the wrong:thing'by taking her to the Colosseum, he
cannot be blamed‘for her deatﬁ as it was her decision to go.
"Daisy Miller" caﬁsed a'greét critical debate wheﬁ it first
appeared in the Cornhill magazine in 1878. Since then critics have stiil
- been divided on the subjeqt of Daisy. For example William Wasserstrom

»

says “Clearly, she_isn't immoral--~she is .ignorant; éhefs got simply

inﬁocent——she is infantile and she childishly throws away herllife.”ao,
.It is difficult to imagine Daisy throwing away hér life--even when

’ Winterbourne apparently abapdons her before the Colosseum episode she
looks to other entertainments. Her willfu;ness in éeeing the Cdlosseué
at ﬁight is only that--not an example of ihfantile\behavior--énd is
coupled with a~youthful.disbelief in death. Her life is taken away,
pﬁysically‘by the fever, but more’imﬁortantly it is shattered emotionally

- by Wintérbourne's lack of'poSitive‘fesponSe.\ Peter Bui£enhuis elevates
Daisy above Wassérstrom's.idea.of_her but stili refuses to gi?e her any
'intelligence:"’"Daisy is a pathetic'figur;, for she dieé innocént‘and
wrongéd, but she can hardly aroﬁée deep feelings of sympathy éince shé

> The lack of

has very little comprehension of the causes of her fate."
. o . . . ,
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comprehension appears to occur on the part of those around her. Daisy's "
honesty and openness are misunderstood by those who consider manners more
important than morals, One of the most astute readers of '"Daisy Miller"

was also one of the earliest. Howells comments:

1

In proportion to the offence she gives by her lawless innocence
the things she does are slight things, but their consequences
_break her heart, and leave the reader's achlng, as Winterbourme's
must have ached life-long.

James , however, ‘'was not just pulling heart strings. Some
. ' AY N
critics as mentioned have seen "Daisy Miller" as a condemnation of the
) \

flirtatious young woman: Daisy gets what she deserves because she is too
stupid to deserve apything else. Other critics take the opﬁosife view
apd like William WASSerstpom, who'says,"In James's ﬁind, the irbny of
Daisy's béhavior is her refusé} to accept a code of manners worse thén
her own: this decision expresses her American courage to reject the

o . 33 _ . s
opinions of nasty minds," ~ they see the tale as an indictment of

- European manners and morals. In John Randall's artlcle "The Genteel

Reéber and Da1§y Miller," an extremely perceptlve plece, Randall says

that the‘story

is about the shameful waste which can result, not only from
snobbery, but from sheer ineffectuality and blindness, as James
ticks off first the snobs, Mrs. Costello and Mrs. Walker, then
Mr. Giovanelli, who is klnd but ineffectual, then Winterbourne .
who is neither effectual nor kind 134 N

Notably Daisy's mother is left off'the'list; for although appearing
ineffective,, Mrs. Miller does redeem herself, in Winterbourne's eyes, at

N ‘ - tia s 35 .
least, by being "a most efficient and jud1c1ou§-nurse" (p. 205). Like
the her01nes before her, Dalsy loves 1ndependence and has the means to

-~
‘”"‘-l

1ndulge her fancy. Unlike her predecessors, Daisy has little or no idea

i
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" how to act in&épendently without offending or outraging others' sense of

-~

propriety. Daisy is termed immoral by those who consider an irreverent

attitude toward manners as the worstrguideline to public behavior. ~James,
)

- of course, is well ‘aware of the power and_importance of mannérs, but in
this story he is not lamentlng manners nor immoral conduct but the
inability of a group of people to understand a person in their midst, ahd
that person's inability to comprehend that she really is eeing condemned,
net only by those she does not.care about but by the man she ieves.‘

James Kraft says:

e

" The "Roman fever'" she catches is worldly evil, which is
pervasive, whether she knows it or not. Her 1nab111ty to see
what does exist and to deal responsively with it makes her a
victim of this evil--innocent but no less at fault. She is not
destroyed by this evil alone, but also by the indifference of
Winterbourne.

The idea of being "innocent but no less at fault" is explored in greater

depth in The Portrait of a Lady. 1Isabel, unlike Daisy, comes to realize
: . . , .
her mistakes.

"Daisy_Miller" is a sfory of "shameful waste"37 as Randall sayé,

N,

waste on all sides as each person in-the story has something to offen,

A

but through mlsunderstandlng everyone comes off looklng bad except Dalsy

‘ .who turns out looklng foolish. The sense of loss and failure is repeated

and elaborated in The E’Iﬁgait 6f a Lady and in The Wings of the Dove.
James's heroines in the novels become more sympatheti¢ and more human than
those of the tales. Isabel, Milly and Maggie have great potential. In

The Portrait of a Lady and The Wings of the Dove the potential is

unrealized or thwarted. The reasons for the failure are complex: some
are internal; some are external. Not until Maggie Verver does James have

a fully realized heroine who reconciles inner and outer problems.



CHAPTER TWO

THE PORTRAIT OF A LADY

The Portrait of a Lady is James's first novel to study the

theme of failed pofential as it relates to the relationship between money

andlthe marfﬂgge'of a rich young American woman. Many of the concerns of

the early tales.are brought together and e#amined in depth'in this novel.
. . : .

Isabel Archer, the main character, has several of the characteristics'of

~earlier Jamesian heroines and has to face many of thelsame problems.

_ Although there are basic similarities to previous works, The Portrait of
) ‘ 5 .

a Lady is more complex stylistically and mqsally. The increased moral
complexify results from the fact that Isabel is the most fully fealizgd
Jamesian Heroiné‘compared to predecessors; the increased stylisfic
complexity results from Jéhes's'grOwing.u§e of a controlling symbol. *

g This chapter ﬁill examine, first; thersimilarities between
Isébél and previous Jamesian heroines. Thén Isabel;s potential for
success and the reasons for her failure.will form the major'§art of the

chapter. The chapter will alsé consider James's use of the portrait as a

.controlling symbol and its relation to the fheme of failed potential{

One possible_Problém in an analysis of The Portrait of a Lady
is the question-of which text to use. There are several editions of the, -

novel. The first appearance of the book was in serial form in Macmillan's

Magazine, October 1880 - November 1881 and in the Atlantic Monthly,.
November 1880 - December 1881. The first édition w§§a?ublished by

Macmillan's and Houghten, Mifflin and Company in leéif. Robert D. Bamberg

3
-
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‘notes that James revised his work between the periodical publications and
the first edition but that "[blesides an occasional change of name (from
"Geraldine" to "Serena' Merle) or place (a winter spent by Ralph Touchett

at Algiers rather thHan Corfu), the periodical versions are fundamentally

»
o _ .
similar to the First Edition."l There was a collected edition in 1883

which contained The Portrait of a Lady. In 1907-9, Charles Scribner's

pubiished the New York Edition which contained works chosen by James. . He '
revised all the works selected for this edition and because of the lapse

in time between the first edition and the New York edition of The Portrait

.of a>Ladx, the'reviéions are-extensive. The ﬁew York edition is commonly

used fdr qritiqal studies. I do not wish to depart from this practice.
.Critics are not in accord over the effect of the revision.

F. 0. Matfhiessen and R. P.~Blackﬁuf'sée the revision as clarifying fhé

iﬁtentions of the earlier work.2 Anthéﬁy J. Mazzella ana Nina Baym

believe that the revision significantly changes the earlier version,

-

although théy do not agree on the effect. Mazzella believes that the

characters, especially Isabel, are changed. He says of the two Isabels:

\J/ They are disunited by the degree of freedom and vulnerability

possessed by the later Isabel who, in addition, tends to view
her vulnerability more clearly as an adjunct of marriage but
who is only dimly aware--unlike the first Isabel who is not
aware at all--that the basis of her anxiety is a fear that the
freedom constituted by the clear conduct of her consciousness
may be annihilated by sexual possession . . . . Because she
exists on a compelling level of mind, the late Isabel does what
"she ‘does. But her-distant predecessor does what she does for
reasons perhaps best ascribed to_the folly of her youth and the
esthetics of her incompleteness.

Rather than emphasizing-'a change in character, Nina Baym sees the revision

N . .
as emphasizing a change in theme.. She says: N
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The matrix of values which radiates out from 'independence' in
1881 centers in 'awareness' in 1908, with attendant dislocations
of emphasis. Awareness in 1881 is a means toward the end of an
independent life; in 1908 the independent life is attained only
in awareness--the two things are almost identical. The only
possible independence is the independence of perfect enllghten-
ment. Consequently, Isabel is no longer perceived as hav1ng
failed, and, not having failed, she has no limitations or
_shortcomings of thematic consequence.

In the Preface to Roderick Hudson James compares the act of revision to

. . . ‘ \ 5 Y, .
a painter's cleaning and retouching a canvas or a nurse's preparation

of. her charges for i):*esentation.6 In the Prefate to Thé Golden Bowl he

says:

‘The art of revision, the act of seeing it again, caused
whatever I looked at on any page to flower before me as into’

' the only terms that honourably expressed it; and the 'revised'’
element in the present Edition is accordingly these terms,
‘these rigid conditions of re-perusal, regmstered so many close
notes, as who should say, on the particular.vision of the
matter itself that experlence had at last made the only
possible one,

v

‘James goes on to say in the same Preface:

‘The old matter is there, re-accepted, re-tasted exqulsltely
re-assimilated and re- enjoyed--belleved in, to be brief, with
the same 'old' grateful faith (since whenever the faith, in a
particular case, has become aware of a twinge of doubt I have
51mply concluded against the matter itself and left it out):

Clearly James did not intend to change anything basic in his
original.worké. When he;no“lénger agreed with them, heAeliminated'them
from the New York Edition. The evidence that both Béym‘and Mazzella give
. for their conclusions could, I think, be as easily.applied to James's'own
:tﬁeory fegarding his revisionsf Because I believe that James'syfevisidns
do clarify the earlier texts I will use the New York Editions of the

N

novels. However, I will also note parallel quotations from the first

edition of 1881 as given in the Norton Critical edition of The Portrait

1
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of a Ladz.

There are many synilarities between Isabel and previous Jamesian
heroines, other than the basic ones of wealth, youth and‘American
nationality. Like the heroines\of "The Last of the Valerii," '"Madame .de
Mauves," "Adina," "Longstaff's Marriage," "An International Episode" and
"Daisy Miller," Isabel leaves the United Stateé and goes to Europe where
problems regarding roﬁance and marriage occur. Most of the heroines of
the tales discussed in Chapter One lack one parent or both parents.
Isabel's mother and fathér,are both dead. None of the heroines of the
tales is described as ¢classically beautifu; although all are attracti?e
and. have a particular chafm; When comparing Isabel to_her older sister
Edith "[ﬁ]ineteen‘persons out of twenty (including the younger sister .
herself) pronounced Edith iﬁfinitely the prettier of the two; but tﬁe
twentieth, besides réversing this judgement, had the entertainment of
thinking all the ofhers aesthétic vulgarians' (p. l&l).9

Apart from superficial similaritiés_theré are also personaligy
“traits comﬁoh to Isabel and her predecessors. . ﬁany of the heroines of
" the tales, for example, Adela Moore, Gertrude Whittaker, Epphemia de
‘Mauves and PianaABelfield, are described as'proud; Isabel is’described
as being "probably very liable to the sin of self-esteem" (p. 53) and
haQing "an unéuenchable desire to think Qell éf herseif"‘(p. 53). .Along
‘with pride many of the heroines are or try to be independent.
Indeﬁendence manifests itseif in different ways’ in the heroines of the

N
tales. In "A Day of Days,"‘Adela Mqore's'independénce keeps her from
making a_commitmént to Thomas ﬁﬁleW, just as Isabel's indgpendence keeps

her from committing herself to either Caspar Goodwood or Lord Warburton.

 0f Caspar Goodwood Isabel thinks: "he seemed to deprive her of ‘the sense
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of'freedom"‘(pp. 104—5).lo Her refusal of Lord Warburton's offer of
marriage seems.to Isabel to be "a sort of personal accent to her
independence" (p. 105). Adina, although not outwardly an independent
woman, leéves her fiancé for a man all her friends consider unsuitable.
Isabel, also, marries a man her friendé consider unsuitable. Bessie Alden
asserts her 1ndependence by refusing Lord Lambeth she objects to being
examined by his family and does mnot care what his mother and sister think
of her departure from England. Not caring what others think is the main
example of Dalsv Miller's independence. Daisy's refusal to follow social

conventions may be foolish but it also ‘marks her as being independent.

In The Portrait of a Lady, Isabel rebels against soc1al conventiens,
albeit rather ineffectually. Isabel's simiiapity to previous heroines'
dislike of convention is important Because, like Daisy's failure to
understand‘the importance of convention, Isabel's failqre'to understand
contrlbutes to the larger failure of an unhappy marriage. This aspect,of
Isabel's pereeption will be dlscussed in greater detail in the analysis
of Isabel's failee potenéial;
Money plays as important a role in Isabel's.life as it does 'in
“the lives of all the previous heroines. Althoﬁgh Gertrude and Emphemia
are the only heroines of the eafly tales to fall.prey to a fortune-hunter,
the wealth of the heroine is certainly taken jnto consideration by all
those around her. lee Gertrude and Euphemia, Isabel is pursued fof her .
money, among her other charms. Isabel's marriage is as disastrous as
Euphemla de Mauves', even though it does not involve death. In fact

M. de Mauves' death 'is so melodramatic and nomantlc that it weakens the

story. The Portrait of a Lady is.a more realistic deplctlon not only of

~

a bad marriage, but also of the causes of a bad marriage.
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There are two causes for Isabel's failure. One is the plot
N R

conceived by Madame Merle to marry Isabel to Gilbert Osmond, Madame
Merle's former lover and the father and guard ian of their child Pansy.
;Ey other cause is Isabel's own character and desires. These causes are
closely related: Madame Merle's plot succeeds because of Isabel's‘
character and desires, not in spite of them. As Juliet McMaster points
kout, Isabel "is certainly a victim of circumstance and of unscrupulous

-

manipulators, but it lies within herself that she is such‘easy prey to
them."ll - ’ |

One of the reasons for Isabel's failure, the plot, depends on
the inheritance Isabel recéives from Mrl Touchett. Isabei meets Serena

Merle when the latter arrives for a visit at Gardencourt. Isabel is

captivated by Madame Merle and comes easily under her influence:

- - S !
Our heroine had always passed for a person of resources and had
taken a certain pride in being onej; but she wandered, as by the
wrong side of the wall of a private garden. round the enclosed

talents, accomplishments, aptitudes of Madame Merle. She found
herself desiring to emulate them, and in twenty such ways this

lady presented herself as a model. (p. 165)%

Madame Merle finds Isabel "'an exquisite cfeature”'(p. 176) but her
interest in Isabel is quite direc{ly related to how rich Isabel is.
Madame Merle mentions Osmond to Isabel while béing very careful
to conceal from Isabel her real relétionship with him. Osmond is given
as an example'qf an interesting person Isabel should meet if she goes to
florence. ‘Osmond is a fellow American who livés in Italy and who has
"Injo careér, no name, no position, no fortune, no past, no future, no
aﬁyfhing”'(p. 172). At this point Madame Merle's plot is hardly
germinating because Isabel lack§ one crucial factor-—money. kMadéme Merle

tells Isabel: "'You're extremely goodFlooking and. extremely clever; in
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ourself u're quite exceptional. You appear to have the vaguest ideas
. | I

ahpu\.;vg}mqgm y mosessions; but from what [ can make out you're not
i'*,,,-:m‘ N s ¥ o' ‘.’ : 3
embarrassed with an income. I wish you had a little money' (p. 176).
When Madame Merle learns from Mrs. Touchett that Isabel has inherited

o S

seventy thousand pounds from Mr. Touchett she can hardly contain her

excitement.

"A fortune!" Madame Merle softly repeated.

"Isabel steps into something like seventy thousand pounds."

Madame Merle's hands were clasped in her lap; at this she
raised them, still clasped, and held them a moment against her
bosom while her eyes, a little dilated, fixed themselves on
those of her friend. (p. 181)13

The seventy thousand pounds completes Isabel: she becomes eligible in_

Madame Merle's mind to be Osmond's wife, and therefore Papsy's stepmother.
Madame Merle is extremely carefql in carrying out her plan.

Not until six months after Mr. Touchett's death does she tell Osmond

about Isabel, who is staying in Florence at Mrs. Touchett's villa.

Madame Merle's description of Isabel is calculated to arouse his interest:
. ' .

"Miss Archer isn't dingy; she's as bright as the morning.
She corresponds to your description; it's for that I wish-you
to know her. She fills all your requirements."

"More or less, of course." .

. "No, quite literally. She's beautiful, accomplished,
generous and, for an American, well-born. She's also very
clever and very amiable, and she has a handsome fortune."

Mr. Osmond listened to this in silence, appearing to turn
it ower in his mind with his eyes on his informant. 'What do
you want to do with her?" he asked at last.

"What you see. Put her in your way."

"Isn't she meant for something better than that?"

"I don't pretend to know what people are meant for," said
Madame Merle. "I only know what I can do with them."

"I'm sorry for. Miss Archer!" Osmond declared. (pp. 206-7)

James cleverly places this encounter after one between Madame Merle and

Pansy, in which the mother's solicitude for her daughter is degonstrated.
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It is important to Madame Merle that lsabel be generous and It is worth
noting that it is Madame Merle who injects generosity into the
description of Osmond's ideal Qoman, because it fits Isabel. Madame
Merle is primarily looking out for her daughter and a generous stepmother
would be an asset‘for Pansy. If she has money, Pansy's chances of making
a good marriage are strengthened.
The calculation with which both Osmond and Madame Merle view
Isabel is chilling. It does not take long for the pair to become
co-conspirators. At the first meeting betwean Isabel and Osmond the
suggestion of conspiracy is strong. Even Isabel notices it. The
‘conversation between Madame Merle and Osmond "all had the rich readiness
that would have come frem rehea;éal"f(p. 212).*  When Madame Merle
compliments Isaﬁel on her behavior '"'You were charming, my dear; you were
just as one would have wished you. You're never disappointing“'(p. 213),
Isabel is annoyed. She tells 'Madame Merle: '"'That's more than I intended.
.« « . I'm under no obligation that I know of fo,charm Mr. Osmond'"
(p. 213). Unfortunately Isabel falls under Osmond's charm and fails to
see vwhat everyone else can see--that she is the victim of a plot;
The reasons why the plot is successful are found within Isabel
herself. One major characteg trait which causes Isabel the most trouble
is her self-professed love of independence. Most of Isabel's actions are
in some way connected to her concept of independence. An' examindtion of
Isabel's attitudes to money and social convention help demonstrate why
Isabel's love of independence causes her problems. At times, Isabel's
attitudes to mone§ and social cenventie; exempiify\her love of
independence, but, atvOther times, the& do not. These inconsistencies

make it difficult for Isabel to distinguish. between appearahce and reality, .
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'particularly in the case of Gilbert Osmond. At times Isabel thinks

j

appearance is reality, while'at other times@he rejects this idea entirely. -

ﬁIsabel‘s failure to reconcile what she thinks is reality and what she

4

<

‘thinks is appearancevdestroy her potential for a successful marriage.

Independence is a key word in a discussion of Isabel Archer.

m‘The.first time Isabel is mentioned, her  independence is also referred to.

' ''I'mnot a candldate for adoptlon.‘. C. I'm very fond of my liberty

reply to. Ralph's comment that his mother has adopted Isabel she tells him,

ﬁrs;.Touchett's telegram from Amerioa states: "'Taken sister's girl,‘died
last.year: go to‘Eﬁrope, two sisters, qnite independent"'(p. éu). Ralph .
wonders 1f Isabel's 1ndependence is "'n:a moral or in a\flnan01al sense'“
(p. 24). When Ralph first meets Isabel, her financial status is unclear;’

but her determination to be independent\is immediately demonstrated. In

1

[ X1

(p. 30). Yet when Mrs. Touchett tells Isabel that she'll be taken to

Florence if she does what Mrs. Touchett tells her, Isabel 1s almost ready. -

N . A

‘ to compromise. "'Do everything you ‘tell me? I don't think I can promlse

~

that,'. . . And’yet,.to go to»Flobence; 1'd promise almost anything'"_>
(p. 30).

I's

Not only does Isabel“insiSt‘on her independence, but she also

“believes she'iséluoky to be independent and thinks she should do something

‘noble. "It was'one of her.theories that-Isabel Archer was very fortunate

in being inﬁepen‘dent, and that she ought to make SOme‘Very enlightened
v . N . - 3 'Y .

‘use d¢f that state" (p. 55).l§ At this point in her life Isabel is not

“rich; her independence is more of the spirit. ' Her desire to do something

" enlightened with her independence 'is a key factor-in her decision to

marry Osmond. She belleves/that few men are "worth a ruinous expendlture"

(p. 56),;6‘ Isabel s ba31c notlon ‘of 1ndependence centers around the

o

sy

N
.
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freedom of her imagination. She marries Osmond because she thinks he

v - . ) .
<, will help her develop and make use of her imagination.

Isabel's love and need for independencefeﬂters conversatdons at
her conVenience. " Regarding Isabel, Mrs. Touchett tells her son, "I Shigl

do nothing with her. and she herself will do everything she chooses. She

gave me notice of that" (p. 49).7  Isabel is direct with her aunt that

she will do as she pleases but when it suits her she forfeits her
M & N

independence;. When Lord. Warburton invites Isabel to stay at Locklelgh,\~

his famlly home , ‘she ;ells him she is not free to declde.

1
. "I'm.afrald I can't make engagements. I'm quite in my
aunt s hands. :
’ "Ah pardon. me if 1 say I don' t exactly belleve that. I'm
pretty sure you can do whatever you want.'
"I'm sorry if I make that impression gn you; I don't think
it's a mnice impression to make." (p. 76) .

Isabel has been trying to give exactly this impfession as her statements

to Ralph and Mrs. Touchett show. However she tries to avoid a potentially

-awkward situation with Lord Warburton by making the decision to visit

Lockleigh up to her aunt. She does not have to decide what to do;'she.

leaves it to someone else, and in doing so tries to avoid hurting Lord
Warburton's feelings.

——

As mentioned~before, Isabel ultimately rejects both Goodwood

and Warburton because she;tpinks each will restrict her freedom. Of

Warburton,
Fsd

What she felt was that a territgrial, a political, a social
vmagnate had conceived the design of drawing her into the system
in which he rat¥®r invidiously lived and moved. A certain
1hst1n¢t not imperious, but persuasive, told her to resist--
murmured to her that virtually she had a system\and an orbit of
her own. (p. 95)19

Fo - ”
R T

She realizes she would have to’accommodate'herself to Warburton's world
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and although it might be interesting she does not want to become a

\

" satellite.
Goodwood tries to appeal to 'Isabel's love of independence, but

she does not agree with him.

"If you were in the same place I should feel you were watching
me, and I don't like that--I like my liberty too much. . . .

"Who would wish less to curtail your liberty than I? What
can give me greater pleasure than to see you perfectly’
independent--doing whatever you like? It's to make you
independent that,I want to marry you."

"That's a beautiful sophism," said the girl wlth a smile
more beautiful still. :

"An unmarried womdan--a girl of your age--isn't 1ndependent.
There are all sorts of things she can't do. She's hampered at
every step."

"That's as she looks at the questlon," Isabel answered ‘
with much spirit. "I'm not in my first youth--I can do what I
choose--1 belong quite to the independent class. I've neither

- father nor mother; I'm poor and of a serious.disposition; I'm
not pretty. I therefore am not bound to be timid and : 20
conventional; indeed I can't afford such luxuries." (pp. 142-3)

This passage is important as it demonstrates severai.aspects-of Isabel's

characfer.f First of all, Isabel's intelligence. is shoﬁn by her recognition

1

-

of Goodwood's sophlsm No one can give Isabel independence; she must

AN

take it for herself if it is to be had at all. Second Goodwood'

mention of soc1al conventLons is 31mply eliminated by'Isabel. She does

not think a woman's freedom is hampered by'conveﬁtion unless the woman
beiieves it to be so. Thi;d, Isabel'belieyes she is independeht because
she is poor. Once hervfinahcial status ehanges eo does Isabel's attitude
to money and in ependence. »Foﬁrth.”iégbel believes that being timid and
conventional is a luxury she caenot'afford} The financial terminOIOgy is:
significant as once’IsaBel becomes rieh she’is_hot only able to ﬁaffd?d“

"being timid and conventioﬁal,. ut to a degree. she actually succumbs to

‘the traits she formerly resisted.

o
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Isabel's love of independence may be a result of cultural

conditioning as well as a personal preference. James was interested in

e

the difference between European and American sensibilities. Isabel's
ideas of independence and of the individual appear to be typically

American. Richard Chase says: '"Isabel ascrifjes to the American romance

of the self. She believes that the self finds fulfillment either in its

own isolated integrity or on a more or less transcendant grohnd where the

\\

contending forces of good and evil are symbolized abStraction§;"2l F. O.

Matthiessen refers to Isabel as a "firm grand-daughter of the Puritans."22

Osmond is attractive to Isabel because he appears to have transcended

ordinary life. He has exqui ite taste and'wonderful manners and Isabel

believes that he will help her to develop her own taste, while at the

o . . - ' .. N : K
same time creating an aesthetfcally perfect marriage. Chase's comments

:‘help to show‘why Isabel married Osmond;_Matthiessenfsrcommént helps fé
' show why she stays marrige to him. Isabel, as a grand—daughter of the
Puritans, accepts the consequences of her ectiohs ahd in returning;to

Osmond seems te.be doing penance for her earlier deeision to marry him.

' Oscar Cargill points out that:

James has ironically married fearful opposites,--Isabel
represents the ultimate of Amerlcan 1deallsm of her time and
‘Osmond the ultimate of European ‘ovthodoxy in the same day.
They are incompatible from the start;, each deceived about the
other: becauge neither had any experience with the type of

person the other was.

Tony Tanner explains the marriage in Kantian terms:

The world of means is, the world of rampant egoism while the
world of ends is the realm of true morality and love. These
two worlds are effectively the upper and lower parts o James s
moﬁel world. And what happens to ‘Isabel Archer is that while
she/{thinks she is ascending towards the world of ends, she is.
1n;gact getting more deeply involved in the world of means.

o
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It may look as if James makes a distinction between gorruptvEuropeans and
innocent, moral Americans. Although this generalization holds true in
some cases, it does not in all. Osmond is American; not European; he has

managed to appear to be European, in the same way Madame Merle does.

Villainy is not reserved for either American or European. In The Portrait

of a Lady the villains are Europeanized Americans; in-The Wings of the

- Dove they.are,English; and in The Golden Bowl they are English, Italian

and American. In The Goldeéen Bowl none of the charécters_are clearlyfgdqd

or evil but can be either at various timeé._
The one consistent factorvis that fhe heroi%és are American.

This may bé_because James delves into the heroines more deeply than other
characters and he may have thought thaftas an American.he could portray
the ybung American woman moré convincihéi{ fhan fhe yéung European woman.
Making the heroine American also allows Ja;és\}he opportunity to reveal
her character through her confrontation with'a?}Breign soéiety.' Christof
Wegelin warns the reader of James about making genefgligatiéﬁé.regarding

the American/European distinction in James. : \\\
o R N
James's international fiction [does not] rest, as some havé\\
asserted, on a distinction between moral and aesthetic values,
between '"cultural" inferiority but ﬁmorgl" superiority in
America and their opposites in Burope.‘2

&

This interpretation, says Wegelin, leads to '"distortions and misreéding

of the moral significance of individual chafacters."?6

Wegelin's point
is useful as it emphasizes the importance of the individual. Jémes'ﬁses
the back drop of cultural differences in order fo explore individugl

moral choices. 1In Isabel's case, the moral chéice dépends-very’muéh on

her ibve of independence.

'IéabeLfs atgétude to money is related to her ideas of independence.
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8he is never really aware of money until she has a significant amount.
Mrs. Touchett is amazed that Isabel has no idea what her parents' house

is worth or what she has inherited from them. In fact, Isabel has very

N

little money relatively speaking and her travel is subsidizedbby Mrs.
Touchett. - When Isabel is left seventy thousand pounds her attitude to
money changes. Instead of being independent because she is poor, Isabel

now thinks she is independent because she is rich: ''the girl presently

made up her miﬁd that to be rich was a virtue because it was to be able

to do, and that to do could only be sweet" (p. 18?).26 Isabel's second

Ve

opinion-is probably a more conventional one and is the first change of
mind that signifies the beginning of t{rouble for her. Now she feels
compelled to do something fine, because she has thé means to do so.

Isabel's friend Henrietta is quick to warn her of the danger

being rich will creafé:."'YQu're too fastidious; you've too many graceful
. 8 : )
illusions. Your newly acquired thousands will shut you up more and more

to the chiety of a few selfish and heartless people who will be

interested in keeping them up™ (p. 188).27 Henrietta's words are almost -
) . N - . . . -\
prophetic. She goes on to warn Isabel that sometimes Isabel will not

only displease others but also herself. Isabel eventually creates
unhappiness for herself, Osmond, Henrietta, Ralph and anyone else Qho

cares. about her. o

¢

Isabel's fortune is the kéy to Osmond's pursuit of her and he
is clever enough to tell her that he ‘is glad she is rich. He confronts

the issue of fortune-hunting.

p
"I won't pretend I'm sorry you're rich; I'm delighted. I
delight in everything that's jours--whether it be money or
virtue. Money's a horrid thing to follow, but a charming thing
to meet. It seems to me, however, that I've sufficiently



proved the limits of my itch for it: I never in my life tried
to earn a penny, and I ought to be less subject for suspicion
than most of ‘the people one sees grubblng and grabblng."
(p. 296)°8 &

Isabel is less perceptive about Osmond's sophism than she was about
Goodwood's. The fact that Osmond has never worked does not diminish his
liking for money. As Osmond seems completely unsuited to Qork, it is

unlikely that he could have made money even if he had tried. Osmond's

honesty does not deter Isabel; in fact, she seems to think her marriage
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to him Qill provide an "enlightened use" (p. 55) of her 1ndependence
"The desire for unlimited.expansion had been succeeded 1n her soul by the
sense that life was vacant without some prlvate_duty that might gather
vone's energies:to a point" (p. 297).29 She wonders what has happened to
‘her earlier desires and her determination not to marry and decides:
"There was explanation enough in the fact that [Osmond] was her lover,
her\own, and that she ehould be able,§o be of use to hin. She couid
surrender to him with a kind ofbhumility, she could marry him with a kind
- of pride; she was not only taking, she was giving" (p..‘-297).30 Along
witn being able tozgive to Osmond , Ieanel also sees {hat she can give.to‘.
nis daughter; "Pansy already so represented part of the'service-she
could render part of the respon51b111ty she could face" (p. 298) 31
Later when Isabel s marriage beglns to crumble and she spends
a long night‘meditating on her life, she comes to séme upsetting
conclusions regarding money and herﬂmarriaée. She considers why she was

attracted to Osmond in-the first place and realizes that "she had not

read him right" (p. 357). 'She had hoped to help Osmond;

That he was poor and' lonely and 'yet that somehow he was noble--
that was what had interested her and seemed to give her her
 opportunity. . . . She would launch his boat fisr him; she would

/



be his providence; it would be a good thing to love him. And
she had loved him, she had so anxiously and yet so ardently
given herself--a good deal for what she found in him, but a

. good deal also for what she brought him and what might enrich
the gift. . . . But for her money, as she saw. today, she would
never have done it. . . . At bottom the money had been a burden,
had been on her mind, which was filled with the desire to .
transfer the weight of it to some other consc.ience, to some

4 more prepared receptacle. What would lighten her own

conscience more effectually than to make it over to the man
with the best taste in the world? (p. 357-8)32

‘Isabel comes to the unhappy conclusion that her money was a key factor in
her decision to marry Osmond. Because she thought he was such a noble
man, she decided to marry and. thereby abdicate responsibility for her

money.

L

Isabel's inconsistent éttitude to social convention causes her
as much troublé as her attitude to money does. At the beginning of the .
novel, Isabel makes it cleér that she‘does not wish to flaunt social
conventionvér to follow it éategorically: _what she wants is to choose in
each case. She does not want to make uninformed choices either. She

‘appreciates.her aunt's telling her about the social conv?ntions and yet
: ‘

makes it clear that the final choice of behavior will be her own.

"I shall always tell you," her aunt answered, "whenever I
see-you taking what seems to me too much liberty."

M"Pray doj; but I don't say I shall always think your
remonstrance just."

“Very likely not. You're too fond of your own ways.";

."Yes, I think I'm fond of them, But I always want to know
the thlngs one shouldn't do." '

"So as'to{go them?'" asked her aunt.

"So as to choose," said Isabel. (p. 67)

Isabel is not unconcerned with social conventions. At times she accepts
their importance but at other times rejects it. The best example of

Isabel's rejection of convention is her conversation with Madame Merle

N

regarding clothes. Madame Merle tellsvlsabel:
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"When you've lived for as long as—I you'll see that every human
being has his shell and that you must take the shell into

account. By the shell I mean the whole envelope of circumstances.
There's no such thing as an isolated man or woman; we're each

of us made up of some cluster of appurtenances. . . . One's self
--for other pedple--is one's expression of one's self; and one's
house, one's furniture, one's garments, the books one reads, the
company one keeps--these things are all expressive." (p. 175)

Isabel disagrees completely:

"I don't agree with you. I think just the other way. I don't
' know whether I succeed in expressing myself, but I know that
nothing else expresses me. Nothing that belongs to me is any
measure of mey everything's on the contrary a limit, a barrier,
and a perfectly arbitrary one, Certainly the clothes which, as
you say, I choose to wear, don't express me; and heaven forbld
they should. . . . My clothes may express the dressmaker,. but
*  they don't express me. To begin with, it's not my own choice
that I wear them; they're imposed on me by society." (p. 175)

Although Isabel does not think she should be judged by her

appearance, she. tends to judge other people that way. She criticizes

Caspar Goodwood not only for his clothes but also for his physical

N\

appearance.

She wished him no ounce less of his manhood, but she sometimes
'thoughf he would be rather nicer if he looked, for instance, a
little différently. His jaw was too square and set and his
figure too straight and stiff: these things suggested a want

- of easy consonance with the deeper rhythms of life. Then she .
viewed with reserve a habit he had of dressing always in the
same manner; it was not apparently that he wore the same
clothes continually, for, on the contrary, his garments had a
way of looking rather too new. But they all seemed of the samg
piece; the figure, the stuff, was so drearily usual..  (p. 106)

it is unfair 6f isabel to judge Goodwood by'his clothing when she.insiéts

clothing does not express a personfs inneg being, It is even worse to

critiéi;eva person because of big\pﬁysical appearance. Goodwood may be

able to choose hié cl5thing-but he\cannot_changé the look of his face.-
Isabei‘s greateét mistake concerning appearance is.her

\

miéjudgemenf of Madame Merle and GilbertFOsmond. She is dazzled by
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Madame Merle's accomplishments and although she is concerned that Madame
Merle éeems to be "toq perfeétly the social animai" (p. 1867), ;he decides
that "a charming surface aoesn't necessarily prove oné superficialf

(p: 167).36 Even tE?ugh Isabel suspects Madame Merle of being a
éompletely social creature, she cannot see her as being superficial.
Madame Merle's attention to the manners Qnd forms of life are surpassed
only by Gilbert Osmond's.

Perhaps the most appalling examplelof Osmond's attention to the
forms of behavior occurs when Isabel comes to tell him fhaf Ralph is
~dying. in.hef distréss, she fails to knock and Osmond criticizés ﬁer for
‘this. He goes on to worry about how things will look if she goes to
Englénd alone to beAat Rai;b's death-bed. He insists that Ralph's
‘_existéﬁce makes little difference to him and Isabel: "'Your cousin's
nothing to you; he's nothing to us. You smile most exRFessiveiy when I
talk about us, but I assure you that we, we, Mrs. Osmond, is all I know'"
(p. 4u6).37 Osmond's conception of marriage entails Isabel's compiete
subsé;fience.' He cénnot even offerAsympathy to Isabel because he does
not care.about Ralph. 4Isabei rejects %is notion of their marriage.

- Isabel qbserves-that Osmond speaks "in the name of something sacred and
precious--thé observance of a magnificent form" (p. 446) and that the
form ié more  important than the reality it conceals. it\does not matter.
to Osmoﬁd that their marriage is a faiiure; what matters‘is.that if
should appear to be a success; .

“Isabel fhought she had married a man who not only had good
taste but who would help her to develop her own.‘ To her diéﬁay Isabel

learns, that she is to have no ideas of her own. "Her mind was to be his

--attached to his own like a small garden-plot to a-deer-park" (p. 362).

-
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After avadding marriage to two men on the grouﬁds of indepehdence, Isabel
marries a man who is not satisfied with controlling her actions but wants
to control her thoughts as well. Osmond himself uses a particularly
~ hideous mg}aphor when explaining the situation to Caspar GQdeood:"”We're
as.united, you know, as the candlestiék and tﬁe snuffers'" (p. 420).
Isabel aéknoﬁledges that initially she practised deception on
Osmond. She dées not know the extent of Osmond's deception and_%he takes
a g;eat deal of the responsibility for their mis-match on her own
shoulders. '"She had effé;ed herself when he first knew her; she had made
h?rself sma;l, pretending there was less of.hef than there really was'™
(p. 357);- Isabel's sense of responsibility is strong. She believes that
' she had made a freg choice to marry Osmond and that she must live with
the consequences of that action. Even when she learns that Madame Merle
‘had arrangéd the marr;;ge and that dsmond would not have married her had
she béen poor, Isabel still wants to take r;sponsibility for the marriage
and does not think she SE?uld abandon‘it.‘ Her marfiage is "the single
sécred act" (p. 386) in he;\life and its faglufe iévdevastgting to Isabel.
"They had attempted only one thiﬁé; but that one thing was to have been
exquisite. Once they missed it nothing ‘else wouldvdo; there was no
conceivable substitute'for that succéss" (pp. 386—7)<38 anwledge of the
~ plot does not discourage Isabel from accepting responsibility.» After
having tried to éhift the-responsibility of her money to Osmond, she
perhaps over-reacts and insists on returning to Rome after Ralph's death.
Isébel's promise to Pansy is one reason why she returns but the main -
" reason i1s that Isabel bélieveé that she must live by her choices, no
matter how unhappy they make hgr)

The Portrait of a Lady, besides being an early Jamesian novel
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about money and the marriage of a rich young woman, is also one of the
early novels in which James uses a controlling symbol. The symbol, in

this case, is the portrait. A portrait has definite dimensions. Like a

painted portrait, The Portrait of a Lady also has detinite dimensions.

It does not tell the whole story of Isabel's life; instead, it tells‘the
part that fits together. As James says, "the 'whole' of anything is
never told; ydu can onlyytake what groups togetheé. What I have, done has
that unity--it groups together. It is complete in itself--and the rest

may be taken up or not later."39 The novel must have a form, or limits,

in order to tell ;‘unified and coherent story. In order for James to
paint Isabel's portrait, he must Fhoose restrictions or limits.” In the
same way, Isabel must ééme~to paint the picture of her life by choosing
. restrictions. Isabel chooses marriagé as’'a means to develop her life.
4A§\Tony Tanner says, '"without any limits the self éan never take on any
. contours, cannof become somgthing real."qo Isabel's mistake, the cauée
of her failure,_iskher faulty judgement of appearances, of the pictures
.presented.

The choices Isabel makes regarding marriagé show the connection
betweén the theme of faiiure and the controlling symbol. A portrait
shows the aﬁpearance,of‘a beréoﬁ and is a fixed representation. Isabel
a&gids marriage to Goodwood and Warburton bécaUse she believes they will
iihit her freedem and so cause her to become fixed. Both men arévrejécted

because of how Isabel sees them, not because of how they are. Goodwood's

offer is turned down because, as already mentioned, he looks to Isabel

RN

"too straight and stiff" (p. 106). Goodwood is the most vocal in his
resolution to let Isabel be‘indepéndent. He, unlike isabel, understahds

that as a single woman she has limitations imposed on her by society.
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Isabel's failure to appreciate Goodwood's example of the lack of mobility
accorded a sinéle woman is part of her oyerall failure to understand the
importance of social conventions.

James once said, "We know a man imperféctly until we know his
society, and we but half know a society until we know its manners."ul
Manners or social conventions can be shortcuts to sociallbehavior and
relationships. When Isabel sees her husband seated while Madame Merle is
standing, she does not quite realize that something is wrong, but the

scene does make an impression on her.

. What struck Isabel first-was that he was sitting while Madame
Merle stood; there was an anomaly in thisethat arrested her.
Then she perceived that they had arrived at a desultory pause
in their exchange of ideas and were musing, face to face, with
the freedom of old friends who sometimes exchange ideas without
uttering them. There was nothing to shock in this; they were
0ld friends in fact. But the thing made an image, lasting only
a moment, like a sudden flicker of light. Their relative
positions, their absorbed mutual gaze, struck her as something
detected. But it was all over by the time she had fairly seen
it. Madame Merle had seen her and had welcomed her without
moving; her husband, on the other hand, had instantly jumped up.
He presently murmured something about wanting a walk and, after

. having asked thelr visitor to excuse hlm left the room.

(pp. 3u2-3)42 e

Isabel, because she knows something of social convention, realizes it is
wrong for Osmond to be sitting while a woman stands. What Isabel fails
to grasp is the significance of their positions. Until the end of the

novel Isabel does not understand the importance of social conventions.

.

The utility of knowing how to read and manipulate social conventions

eludes her. She does.not'grasp the fact that social conventions are an
inescapable part of society. One may rebel agdinst them, or ignore them,
but the successful person must understand them.

Isabel rejects Goodwood because she does not like the picture .
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he presents. She rejects Warburton for the same reason and makes a
similar mistake. Because she thinks marriage to Warburton will entail
(as it will) a certain attention to formal social conventions, she
refuses to marry him. What she fails to perceive is that Warburton
atknowledges his social duties but does not regard them as the foundation
of his existence, Being Lady Warburton would mean Isabel would have to
observe certain practices on occasion, but the pgblic display would not
necessarily be the reality of the marriage. Lord Warburton does not take
his position as seriously as Isabel does. He is even willing to move
anywhere in the wofld that Isabel likes.qa ¢ /

Whep Isabel visits Lockleigh, Warburton's home, she reflects

that "it seemed to her a matter of course that it should be a noble

Fra—

picture" (p. 75). Unfortunately, the picture Isabel has %gaated in her
mind, not the underlying.reality, is what guides her decision. Isabel's

decision to marry Osmond is again based on a picture she creates. Ralph

comments on the "fine thegma'" (p. 294) Isabel invents about Osmond; she

; N §
imagines whai Osmond is_ liw¥and marries him for the imagined pigture
nes = » ] A Cur

rather than for what hei »” .is 1like.

.

Lo ‘The symbol of the portrait as the limits of a life is used when

Ed Rosier comes to visit Isabel to talk about a possible marriage between
himself and Pansy® Isabel has been married three years and Rosier

notices a change in her.

The years had touched her only to enrich her; the flower of her
youth had not faded, it only hung more quietly on its stem.
She had lost something of that quick’ eagerness to which her

. husband had privately taken exception--she had more the air of
being able to wait. Now, at all events, framed in the gilded
doorway, she struck our young man as the picture of a gracious
lady. (p. 310) ' '

3y
. L] N
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L . .
The fgamework of the doorway ‘is like Isabel's @arbiage‘which frames,

defines and limits her life. ' The liQeliness of Isabel's youth is being

ﬂcontrolled and conflned by Osmond who wants his wife to present the

plcture of a 'grac1ous lady
The contfoliing symbol of the portrait is important in two ways.

First, a portrait shows the superficial and a portrait or picture cap

J ! - .
. o e e
show a life which is apparently happy. Isabel's life, whether or not she

<]

is happy., must appear to be happy, according to the dictates of her
husbénd. Second, the frame or limits of the portra{t symbolize Isabel's
marriage which frames and limits her life. By confronting the limits of

her marriage, Isabel learns about herself and life. She realizes that
because of her independence she has chosen the limits of her life in the
o _ ‘ \ . : ‘ :

form of a marriage. Therefore, fhe,symbol,of the portrait not only

-parallels one of the themes>of the noeelé—the discrepancy between

‘appearancevand reality--but it also gives the novel its basic structure.

Another famous portralt of a lady which James was familiar with

\

A ‘
was Brownlng ] "My Last Duchess." The parallels between the poem and the

novel are slgnlflcant and may nqt be acc1dental. Gllbert Osmond is very
much like the Duke of Fefrafa, a mean-minded man concerned with

eppeaﬁences. Although Osmond does not kill Isabel as the Duke kills his
~ Ducheéss, he does.try to control his wife as the Duke does. Browhing's
R > o Co ) ’ . o .
poem, like James's novel, shows the discrepanc&‘between surface behavior -
v N "

and ‘'underlying feellngs. The Duke reveals himself whlle talking about
. \

his former wife. Osmond reveals hlS true petty nature in his treatment’

of Isabel.. Both men'want thelr marriages to appear w1thout fault and
‘their wives to- behave as they dictate. 1In a sense both men try to paintfﬁg

o
ke

a pretty picture of a marriage and in doing so reveal the ugliness in
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their own minds.
® _ ,
Isabel's major choice in life concerns her independence and
culminates in her marriage to Osmond. Critics have been divided on most
issues concerning isabel, not the least of which is her concept of

independence. ‘Oscar Cargill and Arnold Kettle believe that the theme of

The Portrait of a Lady is the evaluation of the~inadequacy‘of Isabel's

view of freedom.uuﬂ F. 0. Matthlessen belleves that James shows how

trapped Isabel 1s, he believes that Isabel has no freedom at all He

sa‘?s : ~
}

In portraying her character and her fate, James was also
.writing an essay on the interplay of free will and determinism.
Isabel's own view is that she was "perfectly free," that she .
married Osmond of her most deliberate choice, and that, however
miserable one may be, one must accept the consequences of one's
acts. James knew how little she. was free, other than to follow
to an 1mpu151ve extreme everything she had been made by her
environment and background « + « He had shown that she was
completely mistaken in believing that "the world lay before her
--she could do whatever she chose"&‘ :

From what James says in his writings on-the naturalists, it is unlikely
he would. create a character who does not have freedom Arnold Goldsmith

p01nts out that "not only did James cr1t1c1ze the naturalists' obsession

i . . py Ly . . 4
fﬁﬁgth the carnal side of.llfe, but also the;r denial of free will." ©
;James, as Goldsmith notes, realizes'that man cannot control everything,
that although "Man 5 free w1ll is llmlted 1n controlllng external

\:H%

clrcumstances such as llfe and death, he can relgn supreme as master of

kel

hlS soul "u7 Donald K. Mull contends that "'To be able to do' is one

?'

thlng, is sweet, is prec1sely Isabel's freedom, to 'do' is quite another,

“for the doing is a limit imposed on the self's ability to do."“’8 Mull

believes that Isabel finally chooses Osmond becaﬁse'she "again chooses

N

against choice, chooses to make over to--or against--the man with the best'?v

e
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taste in the world the material agency of cAho:'Lce.‘"“9 Isabel herself is

clear'that she is giving over to Osmond her money because she thinks he

has superlor taste. She does not see marrlage to Osmond as a- re]ectlon
of 1ndependence 1nstead it w1ll be‘the act that makes the best use of

" her independence.
v i '
Isabel's decision to return to Rome reflects a certain

A4

inflexibility, but this inflexibility is what demonstratessher moral

sense, 'Dorothea Krook-comments:-

k What she comes to feel is thaf, having this degree of moral
responsibility, she must accept the consequences; and this
‘means. going back to Osmond and enduring, simply 'enduring,'
her life with him as the only expiation open to her..

‘As narrator, James says:

She was a person of great faith, and if there was a great deal

of folly in her wisdom those who judge her severely may have

the satisfaction of flndlng that, later, she became ,
. consistently wise only at the cost of an amqunt .of folly which
"/ will constitute almost a direct appeal to charity. (p. 95)

As Dobothea Krook and James-h%?self point out, Isa%fl makes‘many'mistakes.A
, . <
She falls to dlStlﬂgUlsh between appearance and reallty. She mlstakenly

thlnks that a flne attentlon to manners SLgnlfles an underlylng moral
M ‘ta

" sense. She.learns'that" e two'people who have the“best manners'are :

Rt

ho%qlly'corrdpt. She- 1earns that she cannot appose on others what she

“herself rejects:« she cannot glve Osmond 1ndependence for the same reason

she rejects Goodwood's offer. . Isabel learns that she had faulty knowledge,

.

d‘but also tpat she had faulty judgement.. Her acceptance of the<».fv

-conseguences of her choices éhows her cons1stency and moral respon51b111ty.

o Y

y er says, "Ifﬂhdth?ng else, The Portrait of a Lady shows us’ the l
-(r&;'/? N S
51

blrthggf a con*flence out. of the sp0111ng of a llfe." Rather than the

RS

~
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birth of a conscience, I think the novel shows us the birth of a.

consciousness,'particdlaply the birth of social awareness. Isadel always

: ' KO
has a conscience; what she needs to learn is that other pedplé may not,

The Portrait of a Lady also shows us the beginning of James's

use of a controlling symbol. The similarity between theme and structure

strengthens the novel and- is an example of James's theory of art. In The

Wings of the Dove and The Golden Bowl, James refines further the use of a

‘

controlling symbol as he develéps thégthgme‘of failed potential.



 CHAPTER THREE
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THE WINGS OF THE DOVE

In The Wings of the Dove, independence is as central to the

~

outcome as it is in The Porfrait of a Lady, but a greater distinction is

made between financial and moral independence. James uses a\similar plot::

~ g . ) \,\» .
a woman plans the marriage of a man to a rich young woman. In The Wings

T
.

of the Dove, Kate Croy is more morally reprehensible than her counterpart,
Madame,Merle.‘ Kate olans the marriage‘of'her lover, Merton Densher, to
Milly Theale.so that he will become rich on‘Milly's death. dnce nealthy,
Densher would be the ideal candidate for marriage to’Kate{ Shg loves him
when she is poor, but as she has no.money either and recognizei her love
and need for it, she devises'a way to,ge& money for“them. Madame Merle
stands to gain little materially by the marriage of Isabel toiOsmond.

She hopes to 1mprove hEr daughter s life rather than her own. As Pansy is
unaware that Madame Merle is her mother, it is unlikely that she would ‘do
anything to'help her financially. Kate, however,,stands—tg gain directly

PR

from her plot.

)
s

'%.

The central character of The W1ngs of the Dove, F&lly Theale,

Che
is similar to Isabel in that she has great‘potential . Mllly is wealthy,

vindependent;.intelligent and like Isabel has a strong moral sense.
Unlike Isabel or'most of the early heroines, Milly is yery ill Her

'illness contributes to'her failure. It means that Milly is not able to

n

.

~live a long and happy llfe, but illness is not the major reason- for
Milly's failure to achieve happiness, partlcularly a happy’ marriage. 'Ther

53 :
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reason for the failure is found in the people around Milly, specifically
Kate and Densher who.plot against her. . Milly's imminenf‘dgath is

\

unfortunate, but the real traged& is that even while she is ali

not allowed to be happy. ° -

‘Money is the great factor in this novel. I should like to

examine how each of the‘characters in the novel views money. Through
these viewpoints'the various characters' moral senses can be determined.
How each character treats ‘Milly depends on how rie¢h she is. Milly is

}

defeated by the Pétty minds arouﬁd her but even in he; death there is a
certain amount of triumph. Milly, uniiké,Isaﬁel; has a tangible effect:
.on the moral senée of at least one.persdq,yﬂerton Densher. In'ThevWings'
of tﬁe Der, Milly's personal>failure of pétentiai is partially vitiated
by tge awakeniﬁg.of Densher's moral sénse.’ I shall examine thé symbol of‘
:the dové, the. controlling Symbol.of the novel, to show its felationship
to‘the theme of failupé. |

)

Unlike the characters surrounding Isabel in The~Portrait of a

Lady, nearly everyone around Milly. Theale is interested in her money. In

~

Isabel's case onlY'Madaﬁe Merle and'Csmond‘read‘value into Isabel because

Aof her bank balance. In Milly's case, Sir Luke Strett, herfphysician, is

~

the only clearly financially disinterested persqn. Money is much more

the subject*of interest for the society as'a whole in The Wings of\fhe

\ 9

Dove than in The Portrait of a Lady . _Miliy's position as a rich woman

“fﬁérefére becomes more precarious.j Unlike Isabel who is jolted into
wéalth, Milly has alﬁaYsAHéd-an extraofdinary amount'of money, and so is
use& to Qhat(ﬁoney can doy~but doe;<n§t revere it as the other characﬁérs
déf Mr;‘ Stringham muses on\Milly'é ;ea%th and ﬁqw mugh‘it is-a part of
L S N : ,

Milly. \ | S,
. , N N\ .
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Her young friend had in a sublime degree a sense closed to the
general question of difficulty. . . . She kept it completely at
a distance . . . . It came back of course to the question of

- money . . . it was just this, this incomparably and nothing
else, that when all was said and done most made it. . . . the
girl couldn't get away from her wealth. . . . She couldn't have
lost it if she had tried--that was what it was'to be really
rich. It had to be the thing you were.

Wealth has contributed a great deal to Milly's formation, so much.so-that
Susan daes not.bélieve Milly can ba\aeparated from it. Susan is not like
the peéple:after Milly13~mohey; she simply likes to bask in Milly's
reflected glory while loving the glrl ery much;
| Kate Croy's love of money/Seems almost the natural attitude of
one in_her position. Her father an ister are constantly taking money
from her, each criticizing the other for it. Mr. Cray resents the fact
Kate gives her siste; Marian Condrib money , not because i£ ‘means Kate is
depriﬁed but baﬁauag\Benis‘aeprived. "What he could n't forgive was her

ANAN
dividing with Marian her scant share of the provision their mother had

been able to leave them. She should have divided it with him" (I, p. 24).

\‘

LioanACroy pushgs’Kate away from him so that she will put herself in a
better position to gain money . If Kate réjects her -father her wealthy

Aunt Maud will provide for her and arrange a good marrlage At ‘the -

¢

beglnnlng of the ‘novel Kate is w1111ng to glve up this opportunlty to

struggle along with her father.
Kate's need for money is clear. Without it she is condemned to
\;>}i§e like her sister's, a life filled with things that "asserted their

RN

differences without tact and without tasta" (11, p. 365). Densher notes
this when he goes to see Kate in Chelsea. She does not fit in. In fact

Densher feels "very\SPec1alh9 sorry for her-—whlch was not the view that
'\
had-determlned his start 1n\yhe morning; yet also that he himself would )
. . - .

\\
~
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have taken it all, as he might say, less hard. He could have lived in
such a place" (II, p. 365); Kate cahpot. Her change from a daughter
almost pleading with her father to allow her to live with him in poverty'
to a woman who will.do anything for money, including prostituting herself
to the man she ;s in love with, is remarkable but not iﬁplausible.
Kate's descent into villainy is the act of a desperate wo%an, certainly
noé excusable but, given the society in which she lﬂC;;, not shocking.
éhe is "sold," almost, by her fathér to ﬂer aunt. His upholding of money
as more valuable than a loving famiiy felationship is the first step of |
Kate{s moral collapse. ;

Kate's greed might probably have never exertgd itseif to the
_lengths it does if she had not>met Milly. Presentéd with a woman who has
more monéy than she can possibly spend,,Kate;s morality begins to loosen.
From early in their relatiénship Milly is supplying Kate with things fhat

money can buy and although Kate protests, she takes advantage of Milly. ;

Kate as promptly embraced the propriety of making it clear that
she must forswear shops till she should receive some guarantee
that the contents of each one she entered as a humble companion
shouldn't be placed at her feet; yet that was in truth not
before she had found herself in possession,; under whatever
protests, of several precious ornaments and other minor
conveniences. (I, p. 177) .
. 4

Bgfore DeisﬁéfAknows what Kate's plan is, he sﬁspects it may be
siﬁply that Kate sees Milly as a co;venient way for Kate and Densﬁer to.
meet. It déesvnot‘take long for Kate to let Densher know what shé plans.,
Realizing Miliynﬁas not qug to'live,vKate is willing to“havé her lover
make love to another woman. At this\foint, kate's'greédvbecomes her

- driving force; her morality begins to dissolve and with that her love for

Densher is damaged. Densher's attitude toward money is influenced by
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‘

Kate's. He does not like being poor but does not really mind it. His
particiéation in Kate's scheme results from his love for her, not from a
' X}(xv\e of money. If he has money, then he ﬁili have Kate, as she makes
' vexry cl«ear. So he is willing to go along with her plan. in a sense

Densher i}s\plarming to buy Kate as a spouse. She is willing to sell, or
: N , .

him to Milly for financial gain.

N

"
at least '"rent"

All th;\"‘bgher people around Milly are interested in ‘money.
N v

Mrs. Lowder's méin ob\j\ec.t‘ion to Merton Densher is that he is poor; Kate's

father anci sister object ;fohim for‘..the same reason". If Kate goes to

‘live with her rich aunt, she will\be provided for\and her immediéte

. Sl .

family is interested iﬁ the help she\w:\l‘ll be able to provide. Both

Lionel Croy and Marian Coﬁdrip try to rﬁak'e \K;a‘te_ feel guilty so that she

will go to Maud Lowder. Kate understands ﬁer' sjtuation pe‘r-fe‘c:tly.‘

Neither favther*lnor sister care for her , only for what she éan give them.

Katefsbtheory of giving'is:‘ é;xown at the beginning of the ;ovel. "The

'more yov.i gave yourself the less of you was left. There were aiways

people to snatch at you, and it wouJ:d never occur to E_}le_in_ that they were

(g N ‘ ) .

eating you up. They did that without tasting" (I, p. 33). 'Latf.r Kate

and Densher try to take from Milly. She is, in Aé‘ sense, "eaten up," but
AN | instead éf there ibeing less of Milly remaining ,' her "viyid spiritual

presence; symbolizef‘d by the spreading of. the dove's wings; covers Kate

and Densher, and she becomes\ even larger in death than she };éd beeﬁ m

life. - . ’ ¥
Kates family's habit of taking is a reflectioﬁ of the larger

society of London. Her aunt represents London to her; "Mrs. Lowder was -

London, was life--the roar of the siege and the thick of the fray"

(I, p. 32). By taking Kate into her home, MrS. Lowder héelps her, but she

~



58

also.wants to possess Kate. It is not enough for Kate to leave her

father; éhe must sever all ties with him. Having Kate in hef house means 4
that Mrs. Low@er's social life will improve considerably--for Kate will
;ttract guests and her -aunt can exercise her pbwer in selecting a husband
for Kate. | |

Lord Mark has been~qhosen by Mrs. Lowder as a suitable candidate
forlmarriage. He is not wealthy but he does have a title-and it is clear
that if Kate marries the‘man of her aunt's choice,'the coupleidifl be
rewarded with financial help. JTheir aunt would be mﬁnificent when their
aunt .should be content'" (I, 44). By the end of Book I, Kate is placed in
a seargp for money. When Merton sugges{s in Book II that they marry
'immedigtely; Kate declines; she is hoping that ﬁer aunt‘will grow té like
Densher and give him the support she is willing toaextend to Lord Mark.
Once Milly arrives Lord Mark's éttentioﬁ.begins to turn to her frém Kate.
“Although not as attractive as Kate, Milly is agreeable and her money is
more than compensation for her, lack of beauty.

Mill&'s.servants iﬁ Venice, Eggenigband Paéquale, complete the
picture of greed. They cérejfor Milly because they,;re paid to,‘\Eugenio
is described ﬁy ﬁilly as "for ever carrying oOne well-kept.Italian hand to
his heart and plunging the other straight into her pocket, which, as she
hadvinstén;ly observed him to recognize, fitted it like a glove"

(11, P',1333" Because the bond befﬁéeﬁ Milly and Eugenio is a clear one
it is a strong and happy bne;."an.indestruétible link [that] formed the
ground of & happy relation" (II, p. 133){ Eugenio's and Pasquale's
financial basis for a relationship.wifh Milly is balanced by Sir Luke
Strett's basis of love. \Everyone else éround Mil}y ié deéeptive about

their reasons for their affectidn.
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Financial and moral independence is the key to the triangular
relatipnship of Miily, Kate and Densher. These are the people who are
‘ affected‘morally by what happens--the reactions of the others are on the
plane of emotions. Two things are hanpening in the novei at the same
time: while Kate is striving (with Densher) to become financially
independent, her moralitylis eroding away and sdmewnat paradoxically, the
more Milly is seen as a gold mine by Kate and Densher, the broader is the
bas;s_médé/for her final moral triumph. -Milly loses love, gives away her
money , and dies; Kate has health and gaine_money at the %}pense of love.
Neitner Milly nor Kate is chenged—norally. Milly‘realizes what is being
~done to her and in\her sadness, "turn[s] her face to the wall" (II, p: 270),
but she is fundamenta;ly the same person, only scarred. Kate does not
experience a moral awakening in the way Densher does; she only sees that
the gane has been played and that in her\victony she has really lost.m;
Her recognition that she and Densher will "'never be again as we were'"
(II, p. 405) does nof indicate an acceptance of her own immorality, rather
it shows her realization that beeause of Densher's change, they cannot be
the same as they were. She knows whaf she_has done is wrong, but this
knowledge steme from her\failure, no{ from guilt over Milly's pain.

) o ) _
Critics disagree on The Wings of the Dove. Leo Bersani believes

that "there is very little development of charaeter"2 in it; while Jean
Kimball eees {illy's life as "justified; not by the nee which others make
vof it, but by her own entirely subjective, entirely inward development of
her self."3 Stephen Koch thinks that ﬁthe,impereenal.transcendence‘of
Milly Theale tis] a medium for the ipersonal drama' of Katehand Densheb.ﬂu
James pfovides enough information about his three central characters,

Milly, Kate and Densher, to justify their actions and show their actions

o
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as a logical outcome of their personalities. Like Isabel, who must be
true to her own self, her own moral code, Milly, Kate, and Merton discover
things about themselves, about the relationship between what they are as

moral beings and what they can do. Each character must finally act in

relation to his or her self. What James does in The Wings of the Dove is
to broaden this journey of the self to include three characters from the

one he showed in The Portrait of a lLady. .

Jean Kimball's comment that Milly's development is "inward" is J"
important as it ﬁoints to one of James's basic tenets. Bersani uses the .
words 'solitary integrity" to describe wha? James's cﬂaracters (and by
analogy human beings) must achieve. Milly's turn inward is the beginning
of her search for solitary integrity. She has tried the path of love,
but her love for Denéher, although not destroyed, is shown to her by Lord
Mapk,to be a futile endeavor, fﬁtile in this world. Once Lord Mark fells
Milly that Kate and Densher are secretly engaged, Milly loses her will t;
live. ' She does not loée her love, though, and demonstrates the magnanimity
of her soul by still giving Den;her her fortune p&en thoﬁgh he has
deceived her and even thopgh she believes he may use the fortune to marry

Kate. Milly's love for Densher is totally selfless and quite

uncontrollable. At lunch with Kate .and Densher, éfter the chénce
encounter at the Natioﬁal.Gallery, Milly realizes she loves Densher no
matter what. "Whatever he did or he 'didn't Milly knew she should still
riike him~-there was no alternative to that" (I, p. 300). Her only dismay
is that Densher will>regard her as the“othérs do; thaf iS,»be kind to her
because she is a sick person..

Koch's conceﬁtion of the novel in terms of Milly's "impersonal

transcendence" is an attempt, I believe, to justify the work to critics

-
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such as Leavis who think that James did not endow Milly with enough
personality or life. Dorothga Krook's interpretation of the novel as a
generalising and idealising of James's main themes in previous novels is
more to the point. In James, it is through the particular tﬁat the

universal is expressed. The loss of an individual who represents or

e

holds a universal truth is much more chilling and tragic than the rejection
of the truth as concept. Milly's transcendence is impersonal oﬁly in
that it is very intimately personél in the g%fst place. The personal
drama therefore must include Milly as Dorothea Krook says.5 Milly is the
third poiht 6f the triangle. Kate's mistake is in assuming that because
Milly is dying, she is exﬁéndablé.«‘Although kate quite genuinely likes
Milly, and even warns her of the dangers of Lancaster Gate and its worldj
her eagerness té make Milly a convenience destroys her relationship with
Densher.
‘ e

Milly's last interview with Densher deeply upsets him. He is
. beginning to feel the effect of Milly's love. His conversation with Kate
shows that his feelings for her are disintegrating. She does not
understand what an ordeal his last-méeting'with Milly has been aﬁd when
she wonderS»ﬁhy he did not lie to Miily he is amazed. '"Densher stared--

he was stupefiedﬂ the 'possible' thus glanced -at by Kateabeing exactly

. L IR uhk .
the alternative he had had to face in Vem.ce and tq}; ﬁut gez;ly awa#u from . é‘*’{?ﬂ
¥ %, ) . T '

him. Nothing was stranger than such a dlﬁfgrencg i;

affected him of a sudden as almost gllb" (II ‘p. 323) Ayhen Dénshen;

"~ beging to tell her what took place when ha-ﬁ%ﬂ?liy saﬁ Mllly, Kdte 1s ~é"

s e
& '1 R s : Sy
O P : .




still wondering why he did not lie to Milly. The reason becomes clear.

"If I had denied you, moreover,'" Densher said with his
eyes on her, "I'd have stuck to it."

She took for a moment the intention of his tace. "You
mean that to convince her you'd have insisted or somehow
proved--?"

"I mean that to convince you I'd have insisted or somehow
proved-~1"

Kate looked for her moment at a loss. "To convince 'me'?"

"I wouldn't have made my denial, in such conditions, only
to take it back afterwards."

With this quickly light came for her, and with it also her

- colour flamed. "Oh you'd have broken with me, to make your
denial,a truth? You'd have 'chucked' me'"--she embraced it
perfectly--"to save your conscience?"

"I couldn't have done anything else," said Merton Densher.
(IT, p. 326) ‘ ‘

Densher has been prepared to do anything.to save the plan, even allow
Miily to bélieve a lie, but he cannot tell her one himself. Kate begins
to suggest that thellie would have been beneficial for Milly, that Milly
would have been grateful. Because Milly loves Densher, Kate realizes he
has power over her. He has experienced Milly's power or sirength, a
facet that Kate does not understand.

Aqother.side.of Milly's iife that Kate misunderstands, pefhaps
willfully, i;’whether or not Milly did "have it all." Two people comment
that the world is "allvbefore Milly, an echo no doubt of Isabel's . _
position. One of these people is Sir Luke Strett; the other is Kate. %g
Kate makes"thebmove fromffgnsggering Miily_af having the wor}a before her)
to having had it all, é’poédtién that is ,shaky at best. Densher,
certaiﬁly, has doubts abaut what Milly has had. Kate comments‘that Milly

is satisfied, that she has died with "'the peace of having loved'"

(II, p. 332). Merton is confused:

He raised his eyes to her. "Is that peace?" : ‘
"0f having been- loved,"” she went on. '"That is. Of .
having," she wound up, "realised her passion. She wanted
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nothing more. She has had all she wanted."

Lucxd and always grave, , she gave this out with a beautlful
authority’that he could for the time meet with no words. He
could only again look at her, though with the sense in doing so
that he made her more than he 1ntended take his silence for
assent. (II, 323) :

‘Kate tries to justify her actions and‘feelings_by attempting to lessen

‘Milly's tragedy. Miliy's great desire was to live, and her loss of that

N
can hardly be considered peaceful. Kate's physical presenee has.an
immense influence on Densher; her closeness reminds him of the day she

came to. his rooms in Venice. "He couldlpractically deny in such

conditions nothing that she said" (1I, p; 333). " The power of sexual

- attraction istgreatuand both Kate and Densher use sex as a\weepon or

lever in their relatipnship. Densher's insistencer on Kate's coming to
his rooms whlle they are in. Venlce is an example of hlS attempt to

maintain some control in the.relatlonshlp Kate s visit is an act of

v

. e
_ﬁrostitution she is prov1ng/to Densher ‘that she loves him so that he .

will continue thh thelr plan to get Mllly s money. - Densher uses his

promlse to -lie to get Kate to come. ;o hlS rooms, she uses sex to get hlm

tovpromlse ‘to lie. Densher tells her "'I'll tell any lie you want, any

L

your idea requires, if you'll only come to me'" (II, p. 200); Kate- is

Qilling to go along with this plan-Fa fact thaf startles Densher. ""He

" had in truth not expected of her that particular vulgarlty (not belng

shocked\by,his request) but the absence of it only added ‘the thrill of a

deeper reason to his'sense.of posslbllltles“ (II, p. 200): Densher, as

‘we later see, is unable to keep his part of the bargain.

'Kate uses sex to hold Densher when he wants to forget’their_;/w
‘ e

plan sh@rtly before Mllly s death. Densher's conscience is beginning/fdt-ém}ﬂ

v

’bother hlm and he ‘believes that in order to make his relationship with



Kate work, they must marry as they are, not waiting %o hear about Milly's

death, and a possible bequest. He tells Kate:

"We've played our dreadful game and we've lost. We owe it

' to ourselves, we owe it to our feeling for ourselves and for
eafh other, not to wait another day. Our r marriage will--
fundamentally, somehow, don't you see yght everything that's g
wrong, and I can't express to you pyif Jtience. We've only to
announce it--and it takes off the‘j . « . Something has
snapped, has broken in -me, and he" A It's as I am that
you must have me." (IIp PP 3u47- 8y . —_'

4

Kate argues with Densher that there is no‘reason for the cﬁange of heart,
no ideal. She’ says she will do what Densher i§ks because of h;é "moral
certalnty" (II, p. 349) but this is not yet a fact. Her fequest for an

1dea crushes Densher as he does not have one--only a feeling about what

“he should do.. Ipto Densher's moral confusion comes Kate's physical béing.'

and the split between the two is patched for the moment.

She ‘made it all out, bent upon her--the idea he did n't have,
~and the idea he had, and his fallure of insistence when it
brought up that challenge, and his sense of her personal
presence, and ‘his horror, almost, of her lucidity. They made
An him a mixture that mlght have been rage, but that was '
turning quickly to mere cold thought thought which led to
something else and was like a new dim dawn. It affected her’
then,”and she had one of the impulses, in all sincerity, that
had before this, between theni, saved their position. When she
had come nearer to him, when, putting her hand upon him, she
made him sink with her, as she leaned to him, into their old
pair of chairs, she prevented irresistably,”éhe forestalled,
‘the waste of his'passion. She had an advantage with his
passion now. (II, p. 350)

. i _ .’ . N \ : - .
Kate uses her physical attractiveness to further confuse Densher ‘and make
~him pﬁt.aside his moral'tremblings.
»i There are different ‘battles for posse331on taking place in The

Wlngs of the Dove. As stated before, mpst of the characters are concerned

~with the‘possession'of money. In order to possess money, several

éhahacters attempt to possess other people. Maud, who possesses money,
7 : a ‘ : ‘ X . TR AR g - a
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requires the possession of a'person béfore money will be given. Milly is
thrown into the middle of the situation and somehow comes out of it,

. ‘having reversed all the values Qgﬂghe corruptvsociefy of her new friends.
. : L2 .
. o S el . :
Possession for Kateand Densher is seen several times to be sexual, but

_Kate rellnqu1shes her sexual possessi@n of Densher, or is w1lllng to,
when she succumbs and makes money the goal to attain. Millicent Bell
comments on Kate's capac1ty to send her lover to another woman, know1ng

p

full well that a marrlage_wouﬁd entail sexual consummat;on. Bell sees.a

parallel bet;een Milly and Verena Tarrant in. The Bostonians. Bell goes

on to suggest a 31mllar1ty betw%en Ollvethancellor and Kate. Olive is a

‘ woman, qu1te prohﬁbly a lesblan who. 1s in competltlon w1th Ba51l Ransom
: ,‘ny :
for possession of Verena. The 1nterpretatlon is that Kate, who cannot

possess Milly herself, sends someone she possesses to gain contpol of
" 'Milly. This is a possible explanation although in Kate's case the

emphasis is vefy mnchvon the money. In The Bostonians tﬁe‘financial'

-c

situations of the characters‘are different: Verena and Ransom are poor;
whlle Ollve is rlch Bell notes the emphas1s on money and gives it as the ™

reason for Kate's lack of jealousy

\

The perver31ty which ipterested James in The Wings of the Dove -
-, was' the replacement o%ﬁlove by a commerc;allsm of the emotions.
It is this process active within "normal sex," which thins to
abstractpess the relations o te.and Densher and rules ‘out
. the 3neconom_1c emotion of ]‘emsy 6 S

f
i

It is‘interesting to note that Kate wno is'the least\likely to become
jealous has the most reason to; the p0351b111tyxof Densher s lov1ng Mllly
| Jis real. Densher, 1ron1cally, who 1s 1ealous of Lord. Mark has the least

to fear, as far as Kate's turning to another man is concerned.,.Densher

is the man kate loves and is her lihk to money. Marrlage to Lord Mark

)
~ . . N
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wégld mean funds from Aunt‘Maﬁd, but Lord Mark does not inter¢ést Kate in

the leésé; u | : . B . ) - - |
Y B _ | |
Densher's recurring plea to Kate to drop the plan and marry him

without the ﬁonéy echoes Olive Chancellor's cry to Verena: "If they were

all in all to each ‘other, what more could they want? ~They would be

- s

isolated but they would be free."7 Densher not only wants to be isolated

with Kate, but he recognidgé that unless théy do\drop tﬁeir scheme

something'terriﬁle will happen. It is alréady béginning when Kate

refuses to marry him without monéy.

The sexual implications in The Bostonians are much stronger, I

o o
think, than in The Wings‘of the Dove. In the latter novel sex, like

Jhonqurjand love, is perverted to become a means to the end of money. The
theme of possession switches from that of poésesg}on of peéple in Iﬁg
B;stonians té possession of people in order to bbssess money in The Wings'
of the Dove. |
Milly, tﬁe dove, ends paééessiné ﬁéfhing—llove is unreturned
she believeé, éhe'does not experience sex, and her material possessions
' bring'hgr no coqurf ultimately. Her éttempt'to insulate heréélf by
“renting the Palaééo Léborelli proves a‘failure; fhe outsidevworld
.intrudes in the,guisg éf Lord;Mark who‘shattefs Milly's illusions about’
Kate and -Densher. Miliy's étteﬁét to buy security from the yofld‘i%}like\i.;;
Gertrude's in "'Poor Richard", but Miily's‘afteﬁpt has to fai;; §ﬁéhi b f“‘
believes it will succee&. Shé'tells‘Lofd.Mark "that if oné ;ﬁl;:hadhéuéh’
a house for one's -own and léVed it and~cherished{it enoﬁ%h;“it,wouiaiﬁéy
one back in kinﬁz;wéﬁld close one’ in from harm (11, p.'lSS), As in iﬁi
. : ¥

FRTE

Portrait of a‘ladz where plaggis%%ery importaht,‘so it is in The Wings
- . : o . . -

of the'Dove;'Gardencourt, thé Touchet;'family home, is seen by Isabel as

]
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a place of love and security. Milly believes her home will protect her.

Ironically, it is Lord Mark who breaks the illusion of security by
{ w oY :
bringing the news of Kate and Densher s engagementﬁ Just as Isabel

1

‘learns that place does not afford real SeCUPlty, so does Milly. Isabel

leaves Gardencourt to return to Osmond in Rome, but Milly bégins in

earnest the procéss of dying.
.‘ -

Milly‘becomes the centre of ,the society in.London because of
¥ : ' :

her money and youth; she remains in the centre of Densherjs mind because
of her morality. Her honesty, goodness, and truthfulness transcend her

money -and Densher finally realizes he loves Milly when it is too late.

“
v

The symbols associated with Milly, the dove and the princess,

 are both given form by Kate. First Kate tells Milly she is a princess.

¢

She fairly got her companion to accept from het that she was
quite the nearest approach to a practical princess Bayswater
/" could hope ever to know. It was a fact--it became one at the
“ end of three days--that Mllly actually began to borrow from the
handsome girl a sort of view of her statej the handsome girl's
~ impression was a tribute, a tribute positively to. pOWeP power
the source of which was the last thing Kate treated as a
mystery. (I, p. 175)

The picture of Milly as a princess is aigb presented by Susan Stringham,

but it has not the effect that4Kate'§7pictufe has.

That a princess could only .be a princess. was a truth with which,
‘essentially, a confidant, however responsive, had to Live.

’»ers. Stringham was a woman of the world, but Milly Thﬂale was a
prlncess, the only one she had yet had to deal with, and this,
'in its way, made all the difference. (I, 120)

Kate's infiuence oﬁ Milly is shown again when Kate tells Milly
she is a dove. Milly has been told by Kate that she may "loathe" Kate

yet and asks why Kate says such thlngs to her. Kate's reply,'”Because

- you're a dove'" (I, p. 283), ise 1mmed1ately accepted by Mllly.
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\\\\\\;t was moreover:, for the girl, like an inspiration: she found

erself accepting as the rlght one, while she caught her breath
w1¥h relief, the name so given her. She met it .on the instant
as sh would have met revealed truth; it lighted up the strange
dusk 1n\wQ1ch she lately had walked. That was what was the
matter with her. She was a dove. (I, p. 283) :

4 A

Not only does Milly adéept the idea of herself as a dove but she begins

to pattern her behavior by what she thinks a dove would do. The

P AN

s \> ' eyt
controlling symbol of the dove gains strength because of the recognition
given it by the characters. Milly'S‘fi;BI encounter is with Maud Lowder.
She informs Mrs. Lowder that Densher has noé\hqfurned after Mrs. Lowder

has spoken to her almost like "a dove cooing to a\dqve” (I, p. 284)

Milly's answer had prepared itself while Aunt Maud ‘was on the #v;>
stair; she had felt in a rush all the reasons that would make \
it the most dove-like; and she gave it, while she was about it,
as earnest, as candid. "I don't think, dear lady, he's here."
It gave her straightaway thé measure of the success sh
could have as a dove: that was recorded in the long look of\\
deep criticism, .a look without a word, that Mrs. Lowder poured

forth. (I, p. 284) N

Lotus Snow points ouf that the image of the dove iS’useq only
four times in ;he novel. The first isiwhen Kate names Milly; the'seéond
is when Kate tﬁinks of Milly as a dove at her éérty but‘the-picture.Kéte
sees is-thé‘appearanCe of the dove, thé beauty and spléndqur that wealth
provide; thelthird'time is vhen Mrs. Lowder fefefs to Milly'slaeafh:

"'0ur dear dove then, gs Kate calls her, hﬁg folded her wonderful wings'"
(11, p. 356), and.the fourth is when Kate refers to the effect of Milly's
wings after her death The second instance ‘of the dove 1mage shows Kate's
{aecl;nlng morality. N Kate remarks onvMilly's pearls, her appearénce,.not
what She is. Snéw éays, "this time, so far hés greed’debased Kate, she

~‘does not mean Milly's innocence but her wealth."8 When Mrs,‘Lowder

NP

'refers to Mllly as a dove Densher becomes upset because what she ‘Sees are

* . ﬁ@ﬁ@



(#Milly's wings spreading money; what he sees are Milly's wings sgpegding
love.
"Our dear dove then as Kate calls her, has folded her’

wonderful wings." . : :
"Yes--folded them." '

control. '"Ujless, it's more true," she accordlngly added,

"that she has) spread them the wider."
AT He agailj but formally assented, though, strangely -enough, -
\gﬁg%he words fitted a figure deep in hlS own 1mag1nat10n. \'"Rather,
.. yes--spread them the wider."
T "For a flight, I trust, to some happlness greater~-!"'
S "Exactly. Greater," Densher broke in; but now. with a look

“feared, that did a little warn her off. (II,'p. 356)

\ansher.does not believe that Milly has gone to a greater happiness. ﬁe

-unéérStands how unbappy she was by the apparent loss of the possibility

BN . . . o

of 1ove\iq life. ~All Milly wanted was to live; this was taken away from
] N , ) A oM
her by human\cggelty.

N

.\

N e « :
. Although-the dove image is used infrequently, it ‘is pervasive
' \\ - h -

because the otﬁer'image§x\aésociated‘with'Milly is homogeneous or- .
icomplementafy.,'The doee, ;g‘xbe symbol of iﬁnocence and xruth; is
re—infofced by other Christian iﬁages particﬁlarly names. - James always
took care with the naming of his characters: Susan Shegherd Strlngham
and élr Luke Strett reinforce the Chrlstlan 1magery
Merton Densher elevates Mllly to a Christ- flgure whlle he is in
Londen waitlng for news of her death "éuspense vas the ugllest ache to
h1m and he would have nothlng to do‘w1th it the last thing he w1shed
‘ewas to be unconscious of herf-what.he wished to ignore was her own
éqensciouenees,'tertureé for all he knew, craeifieh‘by its eain" |
(11, P- 359). Densher aﬁd Kaie haQe known for a while that he is in 1095
B fwith.ﬁi;;y;'neither knows fo_whae extenF'Millj{will affect them;  Her .

. o :
Db . N
N . % <
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effect is greater than they could imagine; it makes their relationship
impossible because it has changed elements in the relationship. Densher

. has been able to see what Kate is, over and over. A particularly good

) :
Densher receives and gives to her. She throws Milly's letter unopened

exar?p;c_e of Kate's greed an“:unning is her reaction to the letters
into the fire; she is sure of what it will say. The letter Densher
1forward to her from Milly's attorneys is immediately opened. Densher had

hoped that they would return this letter, unopened to New York, a sign of

P

their rejectioﬂ of the money. But Kate opens it.

[T

: Miily'; effect on Densher and Kate is dévaétating. John Carlos
Rowe believes that: 'In a‘Sense Milly's éhtireléacrifice forces all the
charac;ers‘into a conééidusness of timé and discourse as the only
co—ordinates‘of their‘reélity; Her-déath shatters all systems of “order
and\meaning which attempt to delimit and con!\?e'the change and movement
of consciousnes's:i'tSelf."g The systems that Milly's death have shatteréd
(at least for Densher) are corrupt systems of a corrupt saciéfy. As J. A.
Ward says, "In a‘é;ciety in which the only reality is monéy, traditional
forms of intercourse--which should idé;ily reflect\honor, sincerity, and
intelligencé——ape necessafilyqfalse.and hollow, énd’Yet they constitute
the last.parriér against barbarism."{o Densher and Kate becbhe aware of
time: tﬁey are not now what they once were. Yet reality must surely be
the undégstahd}ng of one's moral being. Being does not end with death as
%illy illustrateé. 'Sﬁevsurvives?to somé degree iﬁ Densher because she «
ha; saved him. Thé real love Milly haé for Densher bfidgesvihe gap
between the world of possessionévanq the world of acquisition and shafters

o

both worlds. The Wings of the Dove shéws a progression in theme from The

——

Portrait of a Lady. 'Isabel‘COmes to self-knowledge at the expense of
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nearly everything else; Milly comes to self-knowledge and an awareness of

T N :
the world and although she dies, hgr gift of truth and love is passed on

"

‘to Merton Densher. i

S \ . :
Th® Wings of the Dove takes'the theme of .failed potential and

broadens it. . Milly fails to achieve a happy life but more than Isabel
N R v ” . N ’ .
she has an effect on those around .her. The symbol of the ‘dove spreading

its wings is also larger than the symbol of the portrait. The porfrait
répresents Isabel, while the dove represents Milly. The dove's wings, or

Milly's effect, cover the people Milly leaves behind,' netably Kate and

Densher, and change their lives. Isabel does not have such an effect on

anyone else’ Compafed to The Portrait of a Lady, The Wings of the Dove
~ explores a new angle of the theme of failufe, and uses a céntrolling

symbol in an expanded form.



" CHAPTER FOUR

THE GOLDEN BOWL

The Golden Bowl is James's final novel about the marriage of a

- rich young woman. It contains elements of both The Portrait of a lady

and The Wings of the Dove. It shows another facet of the theme of failed

potential in that the possibility of success is indicated. This novel

also shows a development in the use of a controlling symbol. The symbol
is the golden bowl and its importance as-a symbol is intensified because
it is also an object in the novel.

I willlbegin by briefly shoﬁihg the similarities between The

Golden Bowl and its predecessors; The Portrait of a Lady and The Wings

of the Dove. The reasons for Maggie's imminent failure will then be
—_— : ~

examined, followed by a discussion of the use of the‘bowl'as a controlling
gymbol and its'relationship to the theme. The critical commentary on The

Golden Bowl will also be examined briefly.

There aré'many similarities between The Golden Bowl, The

Portrait of a Lady and The Wings of the Dove. The number of characters

is limited in the léter novel byt the‘plot follows . the génerél pattern
sét by the two eérlier novels. Maggie Verver, a young American woman, is.
‘living in fﬁgland with her wealthy father, Adam. At the»beginnigg of the
novel, Maggie is about to be marfied to Prince Amerigo, a relativély poor
Italian., Like Isabel and Milly, Maégie has é greét potential for
,héppiness but she faces a similar problem: apparent friends are actuallj

trying' ‘deceive her. In Maggie's case it is her husband and hep_best

72



her. The Prince abandons his affair with Charlotte to return to his wife.
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friend Charlotte who also becomes Adam's wife. Maggie learns that'
Charlotte and the Prince are having an affair. Like Isabel, Maggie is
unable initially to discriminate between appearance and realityl and does

not know how to use social conventions. Maggie, like Isabel, does learn

"to delve beneath surfaces but Maggie also learns how to use social

conventions to make appearance and reality coincide in her marriage.

t

Like Milly Theale, Maggie has a great effect on peopie around

~

L3

This return could be compared to Densher's switch from loving Kate to
loving Milly. Magéié is able to take advantage of the effect her actions
have, whereas Milly is not.

~

A major difference between the three novels is the woral

culpability of the main characters. All the‘méin chafacters in The

Golden Bowl are moraily reprehensible, eveh Maggié. Milly's superior

morality is not questioﬂed and it is clear that Isabel; for all her
mistakes, was morally earneét. The chsg is not so clear with Méggie N
Verver; whé, irohi;aliy, is the one heroine of tﬁe three who goes bgyond'
failure to possibie‘éﬁccess, ‘

The reéééng.for Maggie's possible failure are, like those ofln
the previous heroineé'; both internélnand external. The external reason
is the same: aldeception‘or plot by apparent frien@s. The internal
reason, the same'ag in‘Isabel'svcase, i§ the failuré to understand social
conventions, a‘failure which/leads to a lack of discrihinétion between
appearance and réality. fMéggie's excessive concern for her father
chpared.to the concern she has for her ﬁﬁsﬁand is the manifestation of
her inability to distinéuish betweén appéarance and reality. Maggie's

marriage appears to be successful but as she spends more and more time

/
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with her father and less with her husband the reality is quite different.
Maggie perhaps never realizes hdw responsible she is for creating an
environment conducive to the affair. But once she suspects that
something is wrong in. her marriége she begins to try to use hanners and

’ appearance tovrectify her marriage.

T£e external reason for Maggie's imminent failure, the affair
between Charlotte and the Prince, is very.much eonnected to the internal
réason.. Both depend on social conveptions and appearances. The affair

is\conducted only because the Prince 5elievas that the appearance of a
successful marriage will be maintained. |

The Princeipursues and wins Maggie because she is rich and will
give him the kind éf lifé he wants. He does not want to jeopardize what
he has worked sé'hérd for. The Prince knows that he is ?ought'by Adam
Verver for his daughter. He-and Maggie even joke about‘his b;ing‘é

ll2

"morceau de musée,"“ but the Prince is also determined to give value for

Adam Verver's investment. "If there was one thing in the world the young

man, at this juncture, clearly intended, it was to be much more decent as

-

a son-in-law than lots‘of fellows he could think of had shown themselves
in that character" (I. pp. 4-5). The Prince wins the Verver fortune but

must relinquish his freedom in return. He is very clear that he set out

~to charm Maggie and her father and thus gain the money.

He had been pursuing for sSix months as never in his life before,
and what had actually unsteadied him, as we join him, was the
sense of how he had been justified: Capture had crowned the
pursuit--or success, as he would otherwise have put it, had
rewarded virtue; whereby the donsciousness of these things made
him for the hour rather serious than gay. (I, p. 4)

o

_The Prince also knows that along with the financial freedom the money

gives comes the forfeiting of personalvfreedom. "What had happenéd was

[y



had something of the grlmness of a crunched‘keﬁ71n the-strgﬁgaﬁt

o ,",.

that could be made" (I, pp. 4-5). lee Gllbért Osmond‘s v on pf Isabel

.

oo %

.

and hlmself as the candle and the snuffer, the Pr1nce'§ v1si§%§of'mavﬁ1é@'

life is no less restrictive. On one hand, the Verver wealthw 11 ﬁrq&s‘

"the Prince from flnan01al cons;deratlons, on the: other, 1t w1ll

R )

to that wealth. . . A "By

appears that Maggie does mot.

&,

. ) & :
Although the Prince wants,to keep his part of the bargain, it

She treats her father more like a husband,

spending all her time with him and her son, the Principino. Theé Prince

' is disturbed but does not knmow what to do. He is finally convinced by

Charlofte

the Prince that they have no choice:

that an affair would be safé. Charlotte goes so far as to teil

I verlly believe, was never before in the world thrust upon two well-

meanlng creatures.

v

Charlotte
‘Adap. It
position:
spouses.

:pot to be

' are still

Haven't we therefore to take things as we flnd them?

.. What ‘else can we do what in all the world else?" (I, p. 303).

tries to shift the respon51b111ty for her actions to Maggle and '

is.true Fhat‘Charlotté and the Prince are in a difficult

- Maggié and Adam prefer each other's company to that of their
But it is clear that the Prince's and Charlotte's actions éré
condoned of excused: théy may be understéod, but tﬁe actions

wrong .

Morally, the Prince and Charlotte differ. Charlotte pursues

L)

" the Prince because she has convinced herself that not only is it a safe

thing to do but that it is a proper and fitting thing{

The Prince‘allows

himself to be pursued by Charlotte only because he thinks it is safe.

"'It makes such a relation fon us as,
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\

The Prince is aware that“forms‘and manners can be used as a weapon,

because they mask reality. For Charlotte, the appearance 1§ the teality.‘
" When the Prince has tea with Fanny Assinghaw just before his wedding we

learn,that ﬁe sees the forms of behavior As*Q kind of deception. "It

fairly befell ‘t last for a climax that they almost ceased to pretend--to
# ‘
pretgnd, that is} to cheat each other with forms". (1, p. 33) In actions

he Prince is as guilty as Charlotte but at least he is aware of the
enormitﬁﬁof,bis wrbng-auing.

The Prince is concerned about flaws that are not apparent in

his own character. He recognizes his qwn flaw and has‘hinted to Maggie
of its existence. Part of what makes the Prince attractive, and, in fact,
a Prince, is his history, but this also masks the Prince's individuality.

Before they are married the Prince tells Maggie:
‘ . L4

»

There are two parts of me. . . . One is made up of the history,
.. the doings, the marriages, the crimes, the follies, the
. #: boundless betises of other people——eSpec1ally of their infamous
-~ waste of money that might have come to me. Those things are
e ﬁr%tten—-llterally in rows of volumes in libraries; are as
. a‘pqpllc as’ they re abominable. Everybody can get at them, and
v you've both of you looked them wonderfully in the face. But
* " there's another part, very much smaller doubtless, which, such -
e as it is represents my single self, the unknown, unlmportant--
. unimportant save to you--personal quality About this you've
: found out nothing.- (I, p. 9)

T,

oo ’ .,

" Maggie replies that if she knewAall about the Prince she would not have
» B ‘; '

. ‘°*an ocgupatlon for the future. Maggié's future, as it happens; is to

lgarn about the Prince and about herself but at this point she has no

,,»,.

1dea that whatrshe will learn is unpleasant

A

The Prince sh?yes his concern abbut his flaw with nny

N

fﬂff Aésingham but she does not take him seriously. The Prince tells her-tbat
- h€ is worried about "being 'off' some day, of being wrong, without knowing

\ ~ . ; . . N .
A

i SR RO



P

"

+ No--with you people it
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"-it. That's ji.\st what ( ‘shall always. ‘tx:us't you for--to tell me ﬁhen 'I‘ am.
’ s a sen'se. 'We “haven't got it—-—not as y'ox; haire""
: (I,'p. 30). Mrs. Assingham remarks that she cannot imagme any sense the
_ o
Prir:ce lacks and he makes it clear that he’ is worried about h1s lack of a
tnoral sense: "'Your moral sense wonks by steam-—lt ~-sends you up like a |
rocket. Ours is slow and- steep and unllghted w1th so many of the steps
mlssmg that—-well that 1t s as short 1n almost any case to turn around
and ‘c‘ome down again'' (I,‘ p. 31) The Prince knows that he -lacks a moral'
‘ sense and also th;nks that the Ververs and Mrs. Assmgham, because they
are Amemcan have it m abundance., What fills the i’;lnce 's moral void .

is hls metlculous consxderation of manners and appearances.»

Charlotte ang the Prlnce may be compar-ed to Osmond and Hadame

B ‘ Merle or Kate Croy and Densiier. Charlotte, 1ike Osmond and Kate, isa

- creature of appearances. She knows how to dress, how to behave, how to

appear to be the perfect lady but under the appearance 1s an umnoral

person. Osrnond, vKa,te and _Charlotte are ‘to- be cnlt;:,c:lzed becausge for them

-

» appearances ai:-e"neality. The Prince may be compared to Madame;Merle and

.Densher.: Ail:comtn.i\tv‘ a'\{r‘e'pnejhensible aet‘- hut all are aware of the
iin‘morfalitv of their acti?on's.. Each understands the d1screpancy between
appearance and real:.ty and ‘comes to feel r'emorse for hls or her part in
-the decephon. Charlotte Osmond and Kate are sorry only because their

| plans backflre. Osmond fmds h1mse1£ marrled to a woman /’_,}llth annind and

moral system of her own, Kate dlscovers she cannot have Densher and ‘the

rnonev, Charld'tte is taken to Amerlca by Adam, presumably never able to

o

see the Prlnce agaln and never- able to fJ.nd gyt why he abandons her. .

/ .

I3

‘The affalr is the external reason fgﬁggle 8 near ,fa-llure but‘.

¢

o

o 1t is also what makes Maggle take notlce of her' llfe and what ls wrong

#
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with her marriage. Maggie needs to.be shocked into seeing what is going

on around her and what she can do about it. The affair ‘exists because of

Maggle s internal problem but the affair also becomes the reason for

Maggie's social awakenlng.
- o ) ’ . . -
Maggie's love for her father is not a problem in itself. The

real problem is that she pretends to be a family W1th her father and . son
and exeludes her husband At theqleglnnlng of Book Two Maggle flnally
‘_beglns to reallze that her life is not as it should be. ‘Her inner
turmoil is described énd shows‘her growing.awareness of the difference

between appearance and reality Ironlcally whlle Maggle %§>m€hdtating on -
her llfe and deciding to change thlngs, the’ Prlnce adﬁ Chaﬂiot%ﬁ are

resuming their affair 1n,Gloucester. ¢
® I

8 . Maggle s ‘sense of unease is descrlbed plctorlally. She

’-enV131ons a pagoda a much decorated structure that she does not know how

«

‘to enter.
Thls sxtuatlon had been occupylng for months and months the
_very centre of the garden of her life, but it had reared itself
there like some strange tall tower of ivory, or perhaps rather

" same wanderful beautiful but outlandish pagoda, a ®tructure :
plaﬁﬁg‘wlfh hard brlgpi porcelain; coloured and flguredqpnd ¥

“adorfred at the¥verhanging eaves with™silver bells that ‘tinkled
ever so charmlnglw. when stirred by chance airs. She had walked'
“round and round it--that was what ‘she felt; she had carried on

- her exlstence in the space left her for circulation, a space
“that sometimes seemed ample and sometimes narrow: looking up
all-the while at the fair structure that spread itself so amply
and rose so high, but never quite mak ing out as yet. where she -
mlght‘have entered had she‘wlshed (11, »p. 3)

R

IS

_ At-the Same’time thét'she refledts*on'how well-her father and her husband”

get along and how llttle difference to the father-daughter relatlonshlp

: thelr marrlages have made Haggie begins to feelealone.’ : P
. Swptoe R ‘ T “\
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That it was remarkable that the} should have been at once sa to

separate  and so to keep together had never for a moment, from

however< far back, been equivoc;§ to-her; that it was remarkable

had in fact-quite counted, at fdrst and always, and for each of
. ?hem equally, as gart of thEIP 1nsp1ratlon and their support.

¢ II, P. 5) .

\ o

'Maggle is \ht completély 1nsen31t1ve to the 51tuatlon. Although she has

, been, she is now beginnlng to. see’ the flaws in her life. Once Maggie

_starts to see the truth around her, she beglns fo realize she hasha role
"in the drama. MagéieVQuestions hef life by considering-the fsrm of it.
:;aln a picture is used haggie.imagines the twe couples in'a carmiage.

She might have been watching the family coach pass and noting
that somehow: Amerlgo and Charlotte were pulling it while she
 ‘and her father were Jhot so much as pushing. They were seated
inside together, dandllng the. Pr1n01p1no and holding .him up to
the windows to se€ and be seen,'like an infant p051t1vely royal;
so that the exertlon‘yas a&&_wlth_the others. (II, pp 23-4)

‘7!Haggie.hegihs.to¥see that all is not niéht and‘that‘maybe:her nelationship‘f
o , - , S : . .
with;herAfather.might have'scme}hing to dd'with the strange»form of her -
;new‘life; After a long meditative v1g11 Maggle asks herselﬁ "'What if .
I‘ve abandoried them, you know’> What if I've accepted too p3381vely the
vfunny fcrm of our llfe°"'(II, p 25) v Maggle s reallzatlon that she 1s .
arranged apart from Charlotte and the Prlnce‘shocks her very much because
she: beglns to see ‘that she may not be the centre of 1mportance*for |
5 everyone. - She hasgnot con31dered what her husband is domng durlng theeh

‘long hours she spends wlth her father and is selflshly surprxsed to

dlscover that hlS llfe is cont1nu1ng in paths separate.from hers. She’is‘

with Adam when thls thought . strlkes her andiso she 1ooks to her father _
‘ NY : B

- for: support Adam does not understand that something has come . over

Maggle"consequently she feels even more isolated. : 7_ ‘\“-

S
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[, B

o

Amerigo and Charlotte were arranged together, but she--to

confine the matter only to herself--was arranged apart It o
rushed over her, the full sense of all this « . . and as her
father himself seemed not to meet the vaguely c¢lutching hand

with which, during the first shock of complete perception, she
tried to steady herself, so she felt very much alone.

(11, p. 45) .

Once Maggie recognizes her aloneness she beginS@po consider how
and why she got that way and how she .can change it. Shevhas been taken
advantage of 5 ‘but she is able to regain power once she sees that she. has

to exert power for her own preservatlon. However, once -Maggie realizes °

where she has been placed in the scheme of things she still has the

' ‘echemefto‘contend with. Maggle s power although very strong is not

unllmlted and must be used delicately. She must learn tolbe,powerful in

~an already establlshed arrangement and is confronted with'the\problem of

e b2

. rearrang1ng four people s lives- thhout aeknowledglng;xo her father or

gement is necessary . /
. - 'S .
F

e not know just how necessary a change is until she

buys the golden bs l and is v151{edfby the Shop keepen. When the shop-’

keeper g%mes t-

LI .
henisdspicio

‘ell Maggle he has sw1ndled her, that the bowl is cracked

re‘gardmg her hquand are conflrmed. By .accldent the

shop- keepe recognlzes a plcture of the famlly and tells Maggle that

'Charlotte and the Prince had 100ked at the bowl ‘years before. This

‘1nformat1-nwls the last push,Magng needs to begln a concerted effort to

change herl. llfe. Through learnlng of the flaw 1n the bowl Maggle learns

- of the flaw in the Prlnce.v She also beglns to questlon more her role in

the s1tuat10n.

a

Even more than the central symbols of The Portralt of : a Ladv

‘and The W;pgiiof the Dove the major’ symbol of The Golden Bowl controls

w%he \novd/very c_arefully. James L. Spencer says, "AL1 that happens in

ir
o~



- . | . 81‘

this novel is in some way brought under the governance of the prlmary
symbol the golden bowl "3 [I‘he control the bowl as syrnbol has is
'helghtened because of the control the bowl as object has and vice versa
The bowl is a key to the ”rela;lonshlp between Charlotte and the Prince. o
It is also a key to the relatlon between the Prince and Maggle and the
bowl quite cl.Garly symbolj.zeS‘ the Prince. | 4

| * The bowl is:gilded'crysta:l. It is small, rather like a large -~
- cup, and sits on a pedesté'l. *here is a crack in the crystal that is not ,
immediately appa:rent. The two ‘ap.peai\ances of,:this‘ small o’bjeot are what .
tnove‘s the plot andb shows the conflict. As Spencer remarks, "The funotionv
~of the.bo‘wl as the dr_amatic‘ as well 'a‘s the symbo_lic_ center of the novel |
. ‘ggn Se seen in the fact that ‘th@eneral state of tension is reinforced
with each a,ppear-ance< of the bo:iwl.“l+ The first appearance of “the ;bwl

' ‘_.vshows the problem to the reader, “while the second appearance shows the
problem to’qﬁa%gle. Lo - o _ ?gf e |

‘The ‘b&ljlrst* appears shortly before the wedd g of Maggle and °

@

- but actually she wants to seé the- Pr}nce ald;% before hlS weddlng She

5"‘*:

- i 3
arranges for- them to go on a shopplng expedltwn so C‘l?iaarlotte can g@t a 'g‘“ g

""-weddlng glft for the Prmce and Maggie. They fmd nothing su_ltable&untll

thev .a_re ﬁhown the golden bowl. Charlotte is captlvated by the bowJ< but
.canT}Ot\‘uafﬁord to buy it. The Prlnce has no interest in 1t at all becmg
' he"has s“e‘;en’ that J'.t is flawed He says to Charlotte after tl&ey leave the . )
N\
!

s shopgl"'I hope you sa:t:.sfled yourself before you had done, of what .was

g . , ]

Vthe vﬁatter w:.th the bowl'! (I, p. lle) Charlotte has not- shelhas
decl:med to buy it only because of 1ts prlce. The Prince refevs to the v |

shop-keeper as a rascal but Charlotte Stlll does not under-stand that the‘

.
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.bow; is flawed;' She says the pricebwas modenate,and, at this poingg;lies
to the Prinee by saying‘the priee was fiQe pounds, ten pounds less than
the quoted price. The Prince is outraged. He tells Charlotte the bowl
'hae a crack and thatAreceiving a craekég bowl ‘would be a bad omen for nis
‘marriage. - . ' A ' . o G
Although Adam does not know of the bowl, he does'hajféa
conversation with the Prince in whicn thé central symbol is alluded to.

Adam expresses his thought that the Prince is very easy to llve w1th that

%

he 1sa."'pure and pe@fect crystal"'(I p. 138). -The Prlnceitheorlzes to
hlmself on the dlfference between the Amerlcan Adam, and the European,

' himself. R

B e
; heﬁaﬁed been
s, .when one had

. Hig "curves" apparently were impor
unexpected, or, still more, unconce
e al%gys, as in hlS relegated old wo 4 irves, and in
' g tgo, for grar® ne. was no more
g ng feasibility of intercourse than one
fipstairs in a house that had & staircase.

surprlsed at. t.f
was surprised
(I, p. 139)

" The Prince finds it %;? fl'that’ahy one Shouid'wonder about getfing

~along with other people. - He belleves that 1f forms and manners are

‘lelowed;there is no p0551b111ty of conflict. What the Prince says to
N : . ! ct R

Adam ﬁeminds the reader of the gop\bqwl and _its symbollc value. _"'Oh
: if I'm a crystal I'm dellghted th%; I'ma perfect one for 1 belleve they *

sometlmes have cracks and flaws——ln whlch case they're to be had very

cheap“'(I p 139) _At this point the Prlnce and Maggle have been

“’ﬁﬁprrled for nearly two years. Adam_Verver,ls unmarrled and Cherlotte has
.

!'\ not yet returned from Amerlca to rescue him from Mrs Rance.

- Whether or not the Prlnce actually has remembered the bowl is
unclear. ‘HLS@BOrdS to Adam make¢recollecthn appear plauS1ble, or at
a o ',.,".' C. '-,.“; ‘ . . : ook
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‘least the sense that the Prlnce has unconsc1ously stored the memory is -
K

'strong. However, the next lee -the "bowl is mentioned the Prlnce, who
actually initiates the subject, must be prompted by Charlotte to remember

the golden~howl When the Prince and Charlotte are at Matcham the Prince

.
.

does not reallze that Charlotte has a plan so that they ‘can spend the day

P

together alone. Charlotte and the Prlnce are the last house guests to

o,
leave Matcham so they can prov1de not only a cover for Lady Castledean K
Lod

»
rand\Mr. Blint, ‘but also for themselves. Charlotte ‘is the organlzlng

»Q« . .

this pointy _the Prince seems almost naive 1n hlS lack of
) PO

recognltlon £ what aft women, Charlotte and Lady Castledean, are_ s@b

ﬁ
blunt about. Belore he know of Charlotte s arrangements the Prlnoe

-laments “that they cannot spend more tlme together - He says,"'I feel the

~day like a great gold cup that we must somehow draln together”'(I, p- 359)
. 3

<\

This 1mmed1ately remlnds Charl(ff‘ of the golden bowl. She remembers‘lt

as beautlful forgettlng the fg’h(@

"But do you remember,“ she asked, "apropos of great gold cupp,

the beautlful one, the real one, that I offered you so long ago
~and that you wouldn't ha\ve'> Just before your marrlage"-—she

brought it back to him: 'the gllded CPJLm»l bowl in the little
i%Bloomsbury shop." (I p. 359) ' & o

Charlotte still thinks of t‘hé_ bowl as'a beautiful object. She does mot -
seem to remember,that?it wasgflawed and that»thefflaw madevthe Prinee
neryous For Charlotte.the appearance of the. bigé superoedes what she : 1@~:
i : BRI RPN
i knows abouf 1ts 1nner constructlon. lee the bowl Charlottezls flawed
She does not have a mogal sense, but unllke the Prlnce she does»not even
reallze that she has a flaw The Prlnce 5 memory is" 3ogged by Charlotte 'S
. VremlnlsCEﬁbe and hlS recollectlon of the bowl is qualltatlvely dlfferent 1&;¥

o

NE from Charlotte s.



ﬁP?iﬁpe's system is mainly aesthetic. The bowl is flawed and therefore it

: ity - .
, the bowl becomes an agent of fraud The«Prince's wonds are very harsh

. the*?riﬁce?s.descriptidn of ‘the shop—keéper. There was no hint of -

8y

"Oh yes!"--but it took, with a a. slight surprise on the Prince's
part, some small recollectlngﬁ\ "The treacherous cracked.thing
you wanted to palm off on me, and, the little swindling Jew who
understood Italian and who backed\you up! But I feel this an

occasion," he immediately added, "and I hope you don't mean,'" -
he smiled, "that as an occasion it's adso cracked." (I, p. 359)

. [ ]
- [ 4

. The Prince's words regarding the bowl are in direct contrast to Charlotte's.

Charlotte remembers the appeafance df the bowl, while the Prince remembers

il

its essential flaw. The Prince passbe judgement not “only on the bowl

("the‘treacherous cracked thlng") but also on the shop-keeper ("the

AN

little swindling‘Jew") and on Charlotie whom he describes as  having tried

2

té-"pélm off" the bog} on“him. The passagé‘illuétratés that alﬁﬁéugh the

Prince may 1ack a moral sense, he does have a system of judgement. . The

e

i

is treaéherbus- the shop—keeper is tryingﬁté sell a flawed object,

therefore he is a sw1nd11ng Jews. and Charlotte By not seelngffﬁe flaw in

and condemnatory, I ' SR
The differences between the Prince and Charlotte are made clear
i ' . .

by their differing attitudes to the bowl. The Prince's fear of cracks.

seems to be excessive to Charlotte. "'Don't you think too much of

- "cracks" and aren't you too afraid of them? I risk the cracks,' said

bharlotte,.vand I've.dkten recalled the bowl anq>the little swindling Jew,

wégdéring_if theyfvg parted company He madé;‘ she said, 'a great

"impressibn,on me'" (I, p. 359). ;It is intpresting that'Charlotfe?repeats

‘ .

-animosity in her descrlptlon of?@%e bowl untll the Prlnce burst out w1th

"hls attadk. She stlll does not eallze that for the. Prince the cracks -

‘are very 1mportant. He trles tof make clear his poslt;on‘to her.

!

o
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"Well you also, no doubt, made a great impression on him, and I

dare say that if you wewre to go back to him you'd find that he'd

been keeping that treasure for you. But as to cracks," the

Prince went on--"what did you tell me the other day you prettily
called them in English? 'rifts within the lute'?--risk them as

much as you like for yourself, but don't risk them for me." He

spoke it in all the gaiety of his just barely-tremulous :
serenity. "I go, as'you know, by my superstitions. And that's .
why," he said, "I know where we are. They're every one to day - '
on our side." (I, pp. 359-360) ‘

Charlott'e gamble must be hers alone, says the Prince. After Charlotte

explains her plah to the Prince, he realizes that .there is little risk in

their spending the day‘fogether and acquiesces to her desires. . |
NN ~second appearance o>*the bowl is several years after the.
o ?first uys the bowl as a blrthday present for her father. Like

W

Cgerlotte M&ggle'falls to see the flaw in the bowl Maggle must be told

?fﬁékﬂﬁf the\flaw’by fhe shop-keeper and as.already: mentlone the shop—keeper ; 4

[} e

reveals to Maggle not only the flaw in the bowl but also the" flaw in her

fubmarrlage. She‘buys the flawed bowl Just as she marrled the flawed‘Prlnce.
'?ggégﬁes L. Spencer says, "Maggie does not know about the Prlnce s lack of

‘poral sense, and thlS is’ symbollzed by her 1gnorance of the flaw in- the’ *f

bowl. The Brlnee does know about has 'in the moral- sphere,

'llsw in the bowl,h§_

AN

- yeggie sdmmons Fanny Assingham after the shop—keeperpleayes her.
" She %eheves with remarkable calm;rshe;wantsrto find out what'Fanny.knows S
before'she does anything regardingqthe.Prince.‘ She knowslthat something

has gone ‘on between tbe Prlnce and\Charlotte in the past but she is Stlil
~\not sure about the present Through the long converlltlon with Magfle,
]

Fanny manages ‘to hlde her own gu1lt and forces Maggie to con31der that

“somfs of .the blame may lay with ér. o L e
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"Then it's a good deal my fault--if everything really
began so well?"

Fanny Assingham met it as she could. "You've been only
too perfect. You've thought only too much--"

But the Princess had already caught at the words. "Yes--
I've thought only too much!" Yet she appeared to continue for

-the minute full of that fault. She had it. in fact, by this
prompted thought, all before her. "Of him, dear man, of him--!"
Her friend, able to take in thus directly her vision of
her father, watched Her with a new suspense. That way might,
safety lie--it was like a wider chink of light. . "He believed--.
with a beauty!--in Charlotte."
"Yes, and it was I who had made him belleve I didn't
mean to at the time so much, for I had no idea then of what was
coming, But I did it, I d1d it!" the Princess declared.
- Mwith a beauty——ahLWLth a beauty you too!" Mrs. Assingham

1ns1sted
. Maggie at all events was seeing for herself--it was
anotHer matter. ‘iThe thing was that he made her think it would
be so possible." -
Fanny again hesitated. "The Prince made her think--2"

B Maggie stared--she had meant her father. But her vision
. seemed to spread. "They both made her think. . She wouldn't
- have thought without them." (II, PP. 172—173) »

R : : -

Maggie 1s obsessed by ‘what her father thinks and by how fav he has .gone
in his protectlon of her. Ironlcaily, the bowl meant for his" blrthday
glft is alao the material evidence that coul@ destroy both‘marpiages.
Fér Maggie h’e bowl's_imhortance_lies in the knowledge shé has gained

through contact with it. For Fanny the bowl is a concrete reminder of

. . « : . ) ’ ° b - ,
her own lack of hon sty and the agent for the destructibn of. her arrange-

¥ P
mentggﬁvﬁﬁe thlnks that by destroylng the bowl she will destroy 1ts.

threat. Her concern for appearances 1s 'so strong that she does not
cdqsider underlylng realities.
For Maggle the bowl‘as object is unlmportant éhe-has overpaid

for a flawed object but it provides her wlth the means to delve into
¢

'herself ‘and her personal relatlopshlps more than she has ever done before.

therally the smashlng of the bowl represeﬂ\s the “smashing of appearances
1

for Fannyf ;ﬂ!ggle'%he breaklng of the bowl is the flguratlve smashing

/

TR 3 -

o
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of appearances. She knows that the bowl is flawed and not wha;\it“

t

appears to be, just as she now knows the Prince is not.mhat he appears to
° be.
Maggie's reacgion to the whole episode including the Prince's

w1tne331ng the breaking, of thefbowl indicates her growing awareness of

e

the society she lives in. Charlotte s and the Prince's careful
consideration of forms or manners has not been lost on Maggie. - She
Jbegins to see that in order to win the Prince she must become more skilled
at the game than the other players.' She must begin to use appearanCe to
combat appearance. Maggie must confront her own internal:prtblem" a‘nd |
turn it'to use against the external problem, the affair.

The breaklng of the bowl can symbolize Maggle i'loss of -

innocence, a necessary loss. At some’ p01nt in a Jamesian character s
! §

v developmgﬁt, innocence becomes less & desired trait and more of a

»

liability. Maggle s’ 1nnocence is a prime example of this, although to
L B

some extent all the main characters in The Golden Bowl experlence a loss

- of innocence. The mistakes the other.characters make regarding Maggie's

“ 3

character show that everyone 1n the s somethlng to learn. One of .

S °. 3 . N

a the most serious mlst:kes Maggie's fam;ly and friends make %s to protect
her from the knowledge oft evil. Fanny A831ngham says ofsﬁagéie?that "'she

Sy 'wasn't;born to know evil. 'She must never know it'" (I, p. 78). gFanny s -
'protectlon of Maggle is 1ntertw1ned w1th her re¢gard for appearances.

Maggle\appears ‘to beran 1nnocent naive girl wh§ should not be touched by

— S

—_ 3

. \
. “the ugliness of“IIfe; ThereforevFannyaIr;es to' shield her by-not telling

: o . _ e .
her about the Prince-and Charlotte. However, even Fanny begins to

-

realize thatiﬁaggie's vision_must expand. She tells her husband; - M Her

e sense will have to opén.‘%-. . To what's called Evil--with a very big:ﬁ:
q . . L . T i . . . =
el
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for the first time in her life. . . . It will make her . . . onderstand
one or two things in the worldf"(I,‘pp. 384-385).

Knowledge of the bowl}s flew becomes the way to knowledge of
evil.: The boeaking of the\bowl, which is Fanny's attempt to de%tify
eviden:e, symbolizes 3hat for Maggie appearanceg have been'shatterea.
Maggie reélizee fhat herAlife has changed because of 'the knowledge gained

through the golden bowl and that she must do ‘something to fix her life and

~—

i

. »the lives around her. The tenuous eriané&ment\of the two couples hag been
disrupted and;the pleasant form of the four lives has been irretrievably
lost for Maggie. Her task becomes the preservatioh of a form of peace so
that Adam doee\not find out about Charlotte and the Prince or at least
that he never dlsco%efs that Maggie knows. Sﬁe also wants Charlotte to
know that thlngs have changed but without knowing why

‘ Maggie's partial control over‘the situation is symbolized by
her attempt to fit the pieces of the bowl together. She carries two of
the pieces to the ﬁantle and then followe with the foo% of the bowl.

Once cdllected on the‘mantle, the pieces are held togethef\by Maggie.

Y

'The split determined by the latent crack was so sharp and SO

still quite beautlfully, a few steps away.,, have pas
uninjured. As there ‘was however nothing to hold them but
Maggie's hands during the few moments the latter were so
.employed, she could only lay the almost equal parts of the
vessel carefully beside their pedestal and leave them thus
before her husband's eyes. (II, pp. lag 183)

Maggie cannot deVote ‘her existence to holding the pieces .of the

. relatlonshlp together. Otherwise she would remain as static as. she was \\\\\

\.o

i when holdlng together fhe\pleces of the golden bowl In, order for the

A§J.tuatlonlto be resolved the Prlnce must help Maggle in holdlng together

the,p;eces of their marrlage. It is very important to Maggle that the

3



" Prince should do 'so in the same way that

of the préblem .

» + PR

\Efggle holds the golden bowl

togethert—81lently and carefully ‘so the cra‘k does not show.\ For the 3_

‘marriage to work, both husband and wife must be involved in the resoiutioh'

e .
» o

.Although there afe four main characters in thexpgvel ifﬂis 5 -
significant that the bowl breaks into three piéces. the'two halveg,offthé
bowl and the pedest;l. The predominant figure in the novel is the |
triangle of which there are threg important'oqes, all includ V Maggie. -

-

They are: Maggie, the Prince and Chariotfe; Maggie, Charlf ;

and ‘Maggie, the Prince and Adam. Maggie is the central ?.' a@ter in the
novel; she plays a role in each of the triangular -relat}

focus of the novel is on the inferaction of the chéracﬁ*ﬂl’with Maggie at

'

the centre.

. Maggie's growing awareness and sensitivity is shown by her
o L o~ : ) :
mention of the bowl to Fanny after the bowl has been broken. Unlike

Charlotte's memory of%he bowl, Maggie's is very clear. She tells Fanny:

"I want a happiness thhout a hole in it blg enough for you to
. poke in-your finger."
s "A brilliant perﬂgct surface——to begin with at least. I

see."
"The golden bowl-;as it was to have been." And Maggle
dwelt musingly on. thls obscured figure. "The bowl with all our
+ happiness in it. ~The bowl without the crack." (II, p. 216)

e A

. : . . ) v :
The bowl becomes a symbol for Maggie. What she must learn about life is

« what she has learned about the bowl. A perfect surface can mask an
» ~ . . ’ ’ . . .

S .
imperfect interior.f,
: -

Joseph Ward comments on Maggle s xnablllty to dlStlhgulSh

between appearance and reality, but he uses the ideas of form and content.

®
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To both Naggie and her father, ‘the content of marriage is the ?
‘same as its form. Paradoxically this fallacy springs not from
an exaggeration of the importance of form, but from a total
ignorance of form. . . . But their gravest mistake is their
notion that form can be somehow possessed -even_bought, without
ita being allowe@ to interfere with one's: life.6 .
. @
Ward goes on to explain why Maggie is. successful in winning back the
o ¥

Prince

Her method rather thang!ﬁr objective wins over the Prince. Her
o, love i® manifested in force of will and her ruthlessness;
it depends upon the inte lectual qualities of self-awareness—
- and insight into the motives of others. In pbkactice, this
» amounts to-an ability to read appearances correctly . . . and,
a secondly, to an ability to greserve them even as she wrenches
.her husband from Charlotte. ' , : C

Maggie overcomes the exxernal’prbbiem beeause'she iearns to look_a{ her
situation.and how to manipulate it. "As Ward points out Maggie ‘learns to
see appearances for what they are and.she leerns te use appearances to
her advantage.
The title of Walter Hright's article, "Maggie Verver: Neither
Saint: Nor Witch " shows the extremes to which Jamesxan critics have gone
in the pursuit of the meaning of the novel wxght shows the 1nva11ditye
of the two opposite strains of zhought about Maggie. View1ng Maggle as a
‘ saint, says Hright as for example Quentin Anderson, R. P. Blaqkmur ‘and

Dorothea Krook do, reduces the impact of the novel and does not coincide

with what is actually in the novel. ‘"There would Qp no justification of -
long passage§ on her oyn mental conflief if~ueggie merely confnbnted~evi1
«

_ Jn another person. Such an 1nterpretation makes tbg novel a simple
' religious romance or even an allegory, it has no placeufor a psychologicai
flaw in the heroine-aa flaw that'migﬁi bring 'tx'agedy.f"8 Another group of‘
“ critics including Philip Rahv and C. .«CoX see. Haggie as “achieving a

»desérved success because she has been mngef \ Hright belicves thnt

3
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. "[s}uch an explication, based onvf%e secular myth of. poetic justice, the
. o a '

triumph of virtue in worldly affairs, likewise reduces the novel to a

contest in which the. heroine fightsvagaigst external evil.ﬂ? . James is

v s L. . : : o
-seldon that f:gyhe. _ T
- ~ In reaction to the Sain%;theory, Joseph Firebaugh sees Maggie

. - ) K i .
"as a witch, a woman who wants to possess and control. As Wright notes,

\

. o ,‘ N .
. "the ‘evidence can be quoted, provided that_oﬂ% ignores all else, and,

[ b

A

above all,’pjo&ided that one consider%%Mbggie as in each of the two
other 1nterpretat10ns, as @ static creature and forgets the 1mportant

»

fact. that in a James;an story we are never flnlshed on any p01nt untll

N :
. the last llne."l The end of the novel will be dlscussed 1q detall but

3{‘

first I would like to present a few more crltlcal theorles regardlng

- . . A

*

Maggle.

.Ronald Wallace in Henry James and the Comic Form_explores the
< .

idea of edmedy'as an affirmation of life and‘he believes The Golden Bowl

fits this category.
‘ e

The comic sense of life is one that constantly trles to expose
life's .imperfections and ugliness, not with the object of
. condemning life, but with the object of expre581ng it and
making it acceptable James's_vision is of the p0351b1e fusion
of life and art, of freedom and form, of the llmltatlon ‘and
potentlal of man.l : : : :
SpecifiCally regarding Maggie, Wallaee says:. "With the powers of-evil

— seemlngly set agalnst her Maggle her01cally grows from 1nnocence 1nto an

awareness of the p0531b111t1es of love and manners, the fu81on Aﬁbfeellng

. 12 e
¥+ and form." Wallace also belleves that Maggle "1s a fool as well " Her-

S

'social triumph does not obscure her failure through much of the novel to
gain full self-awareness. She fails to perceive that she herself is a

. T 13 L N
~major cause of the original evil situation."l How much Maggie is awdre

-
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regarding her life.

. -

92

~

- of her own culpability is questionable. There is not a lot of’evidencer

3, '

in the novel to show that Maggie realizes that she is at-fault * When she
. 5

A
says'to'Fanny: " 'Then’ 1t s a good ‘deal my fault—-lf everythlng really//

»

S
began 80 well?”'(II p. }72) she is asklng a questlon. Maggle learns

that her marriage did not begin so well: her husband loved another woman.

N

marriage for granted and that she may have to give up some‘of‘her ideas

2 ) . . -

at Maégie dces begin to do is see the relationships of the people

PR

ound her as distinct from herself She realized ‘she must not take her

o £y 7

) Y ‘
; . ¥

;
* s

As Wallace'states Maggie doeé‘grcw "£rom innocence into an
r N L ..., . . '«

" ‘awareness of the possibilities of lcv\mand manneyps, the fusion of feeling

r 4

says,

and form"l but one must be very careful to remember that it is only an

)

‘awareness:of the poss;bllltles; The way Maggle wins the Prince back is

to descend to the kind of action surrounding her. D?nlel J Schneider

"Maggle plays the world‘s game to cheat the world of its fraudulent

K

triumphs;";s Maggle learns about evil in her society and cleverly twists’

“

‘the forms the society runs by to her own use. Schneider Pelieves that

s

Maggie is the scle'perspn-injthe‘novel with a moral sensibility.’

Maggie Vervepr may be guilty of many -things; yet even when we

have acknowledged her selfishness and her desire to have

everythlng of her own terms, we must. recognlze that she alone

in The Golden Bowl has what may be qalled a sense of sin; she =~~~
alone .strives to break free from the cage of brute appetite and )
of gllded ‘appearances; she alone accepts respon51b111ty while
the others repeatedly disclaim it; she alone has not only
"1mag1nat10n of the states .of others" but also when she
recognizes the evil she has caused the desmre to undo that
ev1l and to serve "love . " , S

It is impossible to find cle;>\evidencevin the novel to support

4

Schﬁeiderfs claim. Maggievand’Adam, at their.lasf meeting, discuss

- Charlotte and the Prince as adquisifions. At the beginning of #he novel,
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Maggie has refeérred”to the Prince as a momegeau de musée (I, p. 1

“~

2).

93

Adam

has referred to Charlotte as a convenience and Maggie has agreed with him.
. . . N \ -

[ »
B

"Whenever one corners Charlotte," he had developed more at

his ease, "one finds that she only wants to know what we want.

ﬁ Which is what we got he% for!"
"What we got her for--exactly. @ (11, p. 94)

» ¢
: P
-

o

Maggle s manlpulatlons the marrlages have been restored but Adam and

\
Maggle stlll think of Charlotte and the Prince as thlngs

Mrs. Verver and the Prince fairly "placed"‘themselves,

however unwittingly, as high expressions of the kind of human
furniture required aesthetically by such a scene. The fusion

of their presence with the Hecorative elements, their
contribution to the triumph of selection, was complete and

v

\

Adam and Maggie do not change their opinion of-their‘spouses. Through

admirable; though to a lingering view, a view more penetrating , .
than the occasion really demanded, they also might have figured

as concrete attestations of a rare power of purchase.. Then

e

was much indeed in the tone inh which Adam Verver spoke again,

and who shall say where his thought gtopped? 'Le compte y est.

‘You ve got some good things.'
Maggie met it afresh--"Ah don't they look well?" Thei
companions, at the sound of this, gave them, in a spacious

r

intermission of slow talk, an attention, all of gravity, that

was like-an ampler submission to the general duty of

magnlflcence, sitting as still, to be thus appraised, as a pair
of effigies of the contemporary great on one of the platforms

of Madéme Tussaud (11, pp 360-361)

This passage demonstrates love of possession and acqu151tlon and even a

" love of aesthetlcs but there is no hint. of bas;c human love. Brian Les

(]
Y

tries to ]ustlfy Maggle s actions.

']
i

' 5 : V
In the magnificent scene at Fawns where Maggie turns the tables
on Charlotte,‘ﬁames shows that he is fully aware of the deceit-

Ful and. crueléseemlng methods employed by Maggie. The
justification being of course that all her manipulation ser
a noble end; namely ‘the promotion of Good. If we are to
criticize James it must be for flaws in his moral systen@%ﬁ
for the novel's construction, for the boundless good fait
optimism so deeply_ rooted that no experlence can really
.penetrate;to them.

ves

ot
and

w
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The Golden Bowl does not appear to be full of "boundless good faith and

optlmlsm " 1Instead, a close readlng of the end of the novel shows a
P o . . .
certain .amount of pessimism.

The, second last chapter is laden with prison imsgery. The

Prince, «as we have seen at the beginning of the novel, views marriaée as

LY . i '
a kind of imprisonment.’ In the second last chapter Maggie sees4the

. Prince as being in prison.

5

He struck her as caged . . . He had been turnfing twepty ways,
for impatiences all his own, and when she was once shut in with
him it was yet again as if she had come to him in his mere than
monastic cell to offer him light or food. There was a
difference none the less between his captivity and Charlotte's’
--the difference, as it might be, of his lurking there by his
own act and his own choice. (II, p 338)

He was with her as if he were hers, hers in a degree-and oan
‘scale, with an intemsity and an intimacy, that were a new, and
strange quantity. (II, p. 339)

. ] . g
It was every moment more and more for her as if she were
waiting with him.in his prison. (II, p. 34l)

Maggie is becoming more sympathetic to the Prince.as an individual, not

just as & possession. She realizes what the Prince has done to himself
: I .

in marrying her and is génuinely concerned.

The power of Maggie and the Prince to harm each other is

brilliantly illustrated by the closing lines of the novel. The Prince

-reéeals that he sees nothing but Maggie:f "And. the truth of it had with

this force after a moment so strangely lighted his eyes that.as for pity
and dread of them she buried her swn in_his 5ngasf"_(II, p. 369). Maggis
and the Prince have tfémendous responsibilities to each other. ~The
Prince's nsw interest in Maggie ;s so o&erwhelming that she must pity the
power she has.over him. She als;?must feel dread because of the'very

position of power in which she is placed. Maggie and the,Prince are
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connecte$ by their mistakes and must learn to live out their mistakes.

James ends The Golden Bowl with Maggie and the Prince embracing each
otheqi\ Maggie and the Prince must make a new life for themselves.
WhetHer this life will include love is unknown but the possibility exists.

Many critics believe that Maggie and the Prince succeed through their

love. ‘ihose critics who view Maggie as a saint believe that "through her

$

perfect love she leads her husband to repent and return to the ways of .

virtue."18 C. B. Cox sees Maggie as "fighting for individuality."lg

Ee

7 William Wasserstfom says, "Maggie is unhappy until she realizes that she
20

4

must bé independent and whole before she can experience love."
Wasserstrom tries to reconcile Epe ééiﬁt/witch dichotsmy by the force of
‘}ovel "Thus,'Maggié.Verver, who combined the qualities of a nymph'and a
nun, finally recognized all antithesis; she fulfilled the Aherican dream
of love, the dream of all the ageé n2d The endlng of the novel is not
.happy or a dream fulfllled but it is not completely bleak either. The
Prince and Maggle must begin to live a real llfe, not a llfe of -
appearances. The truth that Maggle sees in the Prince's eyes at the end
of the novel marks the beginning of the possibility of a real marrigge
- between the two. |

el Dav1d Mogen- seés the broken. bowl as a symbol for the future of
the Prlnce and Maggie's marriage. ‘He~says, "the cracked bowl . . . is

, 22
finally an emblem of new life, the shattered husk of a growing thing."

David Bleich.speculates on what the ’unflawed bowl stands for:

Rather than a wish for a perfect marriage, the perfect bowl is
more falthfully understood-~given the absence of anythlng more
éspec%flc than "happiness'--as a wish for a perfect consciousress.
. e The Prince is brought under the aegis of Maggie's
cons%lousness and not, as. is often claimed, of her marr1age.23

" . "

-y
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Bleich's comment is useful because it points out one of the flaws of

criticism. Bleich fails to see’that Maggie's. consciousness of her

marriagevis not separate from her marriage. James shows clearly that

Maggie does not have much of a marriage until she starts to consider what

(it is to_Be married. Because'of her inattention to her marriage and her

husband she is in danger‘of living a life of appearance. Because Maggie
learns to manipulate appeardnce the Prince begins to see that she can be
more clever than Charlotte and his interest in his Qife is renewed and

stnengthened The Prlnce is w1111ng to try and make the marriage work

once Maggle»beglns to try also. James is not overly optimistic, but

«nelther is he completely pessimistic. At ‘the end of the novel'Maggie has

a chance for happiness, unlike James's heroines who precede her.

 As has been seen The Golden Bowl has many‘similarities with The

Portrait of a Lady and The Wings<of the Dove. The reasons for Maggie's

1mm1nent failure of potentlal are 81mllar to Isabel's and Milly's. The
main difference -is that Maggle overcomes her problems- and saves her -

marriage. Like Isabel, Maggle learns something about herself and her

- place in the world. Like Milly, Maggie changes furklamentally the lives -

of two.people close to her. Maggietaccomplishes what Isabel and Milly

accomplish, and more. She‘manages to control the situation so that

appearance is maintained and so that the. underlying reality more closely

' coincides with appearance.

@

James expands hlS use of the controlllng symbol in The Golden

Bowl. The controlllng symbol doeS\govern the actlon of the novel and the

theme. It is dlfflcult to discuss The Golden Bowl w1thout dlscu381ng the

‘51gn1f1cance of the central symbol. Nn thls final novel on rich young

! ,(‘

oy

’women and marrla?es James not only completely 1ntegrates theme and

—
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structure, he also creates a heroine who has the possibility of meeting

her potential.
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CVONCI'J)?ION

The theme of failure is central to a study o{ Heﬁry James,
particularly an examination of rich, young; Amgrican women. Sﬁccess is
seldom found by. James's heroines.v\In tﬁe eafly talesbl have discussed
only one woman who ié successful in her marriage. The Countess Valeri -
saves her marriage but, as has been seen, she faces a vefy unusuai
problem. The tale is unrealistic and even‘biztrre. James has identified
a human problem--the maintaining_pf_a marf}age ~-but does not keep it in‘
strictly human terms. The supernétural or mygfical element Wetracts from
the work. | ! _ ’ o «:‘ i’,%q‘r
| Se\‘rgral of the shorter works sufﬁej’ from an infusion of the ‘M
supernatural or the perverse. Besides;"The Last of the Valérii,"
"Longstaff's Marriage" and '"Madame de Mauves" are also difficult to
_ believe. James was interested_iﬁ the idea of consuﬁing love and ‘these
tales are illustrations. However their value is debataﬂle as the
behavior of the characters is sb extreme. The more sﬁccessful early
tales are those which‘expiore common human folly, for example, '"Poor
Richard" and "Daisy Miller."

Paft of the element of perversity in fhe early tales resurfaces

in the novels, espedially The Portrait of a Lady. Isabel's decisions to

marry Osmond'aqd, later, to return to him may be seen as perverse but
. . '
they, unlike the decisions and actiGSS,in the early tales, are realistic
. ! o '
given Isabel's character. Clearly, readers know Isabel in greater depth

than they know the heroines of the early tales. Isabel's actions are
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explained by her personality. In the earlier tales the reader must
simply accept the acfions of the heroine.

The greater iength of a novel oBviously gives an author more
room in which ¥o define character but I think that the novels in which

3

*
James explores the theme of failed potential and young women demonstrate

not only an increased awareness of characte# but of the problem of failure _
\

itself.
- Failure is directly related to the main character's inability,
to see beneath surface'reality. In the three novels. I have discussed

James takes the heroine's perceptions and actions in.slightly different
- LY .

directiops,\ The Portrait of a Lady ends when Isabel has finally learned

to see correctly the world about her. Her vision has been cleared and

she goes back to her husband knowing fully what he is. The Wings of the

Dove ends after the reader sees the effect Milly has on Kate's and

Denshgr's lives. The Golden Bowl.ends with a heroine who has learned how
. to read and manipulate appearances and the consequences of her éctions
are displayed. AMaggie not only changes lives as does Milly but she is
abie to take advantage of the changes made.

In addition to developing his theme, James also develops his

style, particularly the use of a controlling symbol. In The Portrait of

a Léd the symbol has a general force. It unifies the novel and giveé it
y ' g ;

shape but as a éymbol.it refers only to Isabel. In The Wings of the Dove
the controlling symbol is broader in effect. Milly is represénted by fhe
dove and her qffect én those around her is symbolized by the spreading of
the dove's wingé.b The control;ihg symboi of The Wings of the Dove.§

i

becomes more encompassing than that of The Portrait of a Lady. In The

Golden Bowl the importance of the controlling symbol is heightened even

{
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more as the symbol is also an object in the novel. The bowl represents
characters and relationships and it helps to control the plot and theme

of the novel.

The Golden Bowl has many aspects of the earlier works. It

.

resembles "The Last of the Valerii" and the main character Maggie faces.

the same problems regarding apparent reality and true reality as do Milly

Theale and Isabqd Archer. Like the earlier novels, The Golden Bowl uses

4

a controlling symbol, but the symbol is more central to the, theme of

failure than in the previous works. The Golden Bowl may be seen not only
. A 3 .
as the culmination of the theme of failed potential but also as the

culmination of James's use of a controlling symbol.
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Chagter One

i lJames, "A Day of Days," in The Complete Tales of Henry James,
1, p. 139. Further references given in text.

2}(raft, p. 13. ~
3 .
Kraft, p. 1u4.

anmes, "Poor Richard," in The Complete Tales of Henry James,
I, p. 194%. Further references given in body.

5James, "The Last of the Valerii," in The Complete Tales of
Henry James, III, p. 90. Further references given in text,

! 6James, ""Madame de Mauves," in The Complete Tales of Henry James,
III, p. 142. Further references given in text.

"Madame de Mauves" was onenof the few early tales James chose
for the New York Edition. James revised this tale as he did all the works
in this Edition. I believe that James revised to clarify his original
intentions. Comparison shows that there is little changed fundamentally.
In the New York Edition the passage Quoted is changed to:

This agent of Providence had been irritated and mortified by
Mrs. Cleve's opposition, and hardly knew how to handle an.
adversary who failed to perceive that a member of his family
gave of necessity more than he received. But he had obtained
information on his return to Paris which exalted the uses of
humility:. Euphemia's fortune, wonderful to say, was greater
than its fame, and in view of such a prize, even a member of
his family could afford to take a snubbing. (XIII, pp. 2u42-3)

Whenever the revision differs from the earlier text I will quote the
- parallel text in a note. '

7In the New York Edition this passage is:

She was giving him a chance to do gallantly what it seemed
unworthy of both of them, that he should do meanly. She must
have "liked'" him indeed, as she said, to wish so to spare him,
to go to the trouble of conceiving an ideal of conduct for him.
(XIII, p. 315)
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8 i
In the New York bEdition the word "apparently'" is replaced hy
"must have' and the commas belore and after "apparently” are removed.

gKPaft, p. 56.

lOJames, "Adina," in The Complete Tales of Henry James, 111,
p- 2k9. Tlurther references given in body.

llJames, "Longstaff's Marriage," in The Complete Tales of Henry
James, IV, pp. 210-11. Further references given in body.

lQSicker, pp. 41-2.

3James, i'An International Episode,'" in The Complete Tales of
Henry James, IV, p. 266. This tale was also revised for the New York
Edition. In this passage the only change was the addition of a hyphen in
"leisure class'" (XIV, pp. 30&—5)..

luIn the New York Edition this passage is: \)
"Lord Lambeth," said Bessie Alden,'" are you an hereditary
legislator?"

"O0h I say," cried Lord Lambeth, "don't make me call myself
such names as that." :

"But you're natural members of Pdrliament," said the young
girl.

"I don't like the sound of that either."

"Doesn't your father sit in the House of Lords?" Bessie
Alden went on.-

"Very seldom," said Lord Lambeth.

"Is it a very august position?'" she asked.

"Oh ‘dear no," said Lord Lambeth.

"I should think it would be very grand,'" she serenely kept
it up as the American female, he judged, would always keep
anything up, "to possess simply by an accident of birth the
right to make laws for a great nation."

"Ah, but one doesn't make laws. There's a lot of humbug
about it." (XIV, p. 325) ‘

lsIn the New York Edition the second sentence is changed to "'She

is the only girl I have ever seen,' Lord Lambeth explained, 'whq hasn't
seemed to me dying to marry me'" (XIV, p. 377).

16In the New York Edition this passage is: '"Her sister had a

pause, but in a few moments claimed the possession of an excellent theory.
'They just came to look at me!' she brought out as with much ingenuity"
(X1V, p. 387).
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7
L In the New York bEdition the words "strange and charming®
(XIV, p. 3849) are inserted atter "Bessfe Alden."

[

lnRandAll. p. 570.

lgdamns, "Daisy Miller," in The Complete Tales of Henry James,
iV, p. 147. Further references given in body. '"Daisy M{ller' was
included in the New York Fdition. This passage in the revised Edition is:
"It wasn't hoWever what would have been called a 'bold' fron that she
presented, her expression was as decently limpid as the very cleanest
water'" XV y . 11).

¢

ZOThe revision is: "Poor Winterbourne was amused and perplexed
----- above all he was charmed" (XVIII, p. 16). . .
21

The revision is:

He had never yet heard a young girl express herself in just
this fashion; never at least save in cases where to say such
things was to have at the same time some rather complicated
consciousness about them. And yet was he to accuse Miss Daisy
Miller of an actual or a potential arridre-pensée, as they said
in Geneva? He felt he had lived at Geneva so long as to have
got morally muddled; he had lost the right sense for the young
American tone. (XVIII, p. 11)

22The revision says "most charming innocent prattle' (XVIII,
p. 40). ;

4

3 . . .
The revision is: /

"She doesn't want to know me!" she then lightly broke out.
"Why don™t you say.so? You needn't be afraid. I'm not afraid!"
And she quite crowed for the fun of it.

Winterbourne dégtinguished however a wee false note in this;
he was touched, shdcked, mortified by ite  (XVIII, p. 29)

Ly . . .
2 The revision is:

Winterbourne wondered if she were seriously wounded and for a
moment almost wished her sense of injury might be such as to
make it becoming in him to reassure and comfort her. He had a
pleasant sense that she would be all accessible to a respectful
tenderness at that moment. (XVIII, p. 29)

25The revision is:

Winterbourne felt himself pulled up in the final horror now--
and, it must be added with final relief. It was as if a sudden
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clearance had taken place in the amb1gu1ty of the poor glrl's
appearances and _the whole rlddle of her contradictions had
grown easy to read: She ~was a young ,lady about the shades of
whose perversity’ a fOOllSh puzzled gentleman neéd no longer
‘ trouble his head or his heart. » « He felt: angry at all his
'shlftlngs of view-The felt ashamed of all his tender little.
“scruples and all his’ witless little mercies. (XVIII, p. 86)

284owells, P. 176.

' 27Dunban;:pp.v21l4l2.

28The'revision'is:b '

"Did you belleve I was’ engaged the other day?"
LT T doesn't matter now what I belleved the other day!" he
replied with infinite point. . : _
It was a wonder how she didn't w1nce for 1t. ‘"Well what do
you belleve‘now°"- ~
- "I believe it makes very llttle dlfference whether you re
engaged or not!"
He felt her lighted eyes falrly penetrate the ‘thick gloom
of the faulted passage--as if to.seek some access to him she
hadn't yet compassed. (XVIII p 88) '

29The revision'is:l-
"She was the most beautlful lady I wver saw, and the most
. amiable." . To which he added 1n a moment "Also-—naturally'——
" the most innocent." -
Winterbourne. sounded hlm w1th hard dry eyes, but presently ‘
" repeated his words, "The most innocent?" R
© ' "The most jnnocent!" - : :
-~ It came: gopehow so much too late that our frlend could only
glare at its comlng at all. (XVIII, p. 92) .

.

OWasserStrom, p. 63.

31Peter Bu1tenhuls, "From Dalsy Miller to Julla Brlde," p. 1486,

.@"- P-1] . . i

szﬂowe.].ls p. 171._

“

ey
W

Ag_~33Wa88erstrom, p;'62., . B qu. :

Q

35 The revision 1s.‘ "that most noiseless and light-handed. of
nurses" (XVIII p. 90) ' - o S -
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Oy raft, p. . | | | .

37Randall, p. 575.

Chapter Two S B N ! , 4!

lJames,‘The Portrait of a lady, ed. Robert D. Bamberg, p. 493,

_ ”2See F. 0. Matthiessen, "The Painter's Sponge and .the Varnish
Bottlé: Henvy James's Revision of The Portrait of a Lady,;" rpt. in The
Portrait of a Lady, ed. Robert D. Bamberg, pp. 577-97 and R. P. Blackmur,

ed., The Art of the Novel (New York: Scribner's, 1962) p. XXVI.

. ‘
3Anthony J. Mazzella, p. 619.

“Nina Baym, 199-200,

o o

5James, Preface to Roderick Hudson in The Art of the Novel, ed.
R. P. Blackmur, PP- lO 11. '

. 6'Jam’es,,,k Preface to The Golden Bowl in The Art of the Novel, ed.
R.. P. Blackmur, pp. 337-8. R

.

7games, Preface to The Golden Bowl, p. 339.

8James,rPreface to The'Golden Bewl; pp. 339-40.

] . K

: gJames, The Portralt of a Lady, ed. Robert D. Bamberg, P- ul
‘Further references given in body. The text of 1881 reads "a. parcel of
fools" instead of "aesthetic vulgarians." -

i
lagg

The 1881 text reads 'take from her" 1nstead of‘“ eprive ‘her of "

1llMcMaster; p- 57. - o R o .

2he 1881 text reads:
L]
Our her01ne had always passed for a person of | resources and had
- taken a certain pride in being one; but she envied the talents,'
. .. the accomplishments, the aptitudes of Madame Merle. She found
N\ herself desiring to emulate them and in this and other ways

Madame Merle presented herself as a model.
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13

The 1881 text reads "repeated, softly" instead of "softly
repeatedjﬁ' : b . ‘

“The 1881 text reads *: . . it struck Isabel almost as a
dramatic entertainment, rehearsed in advance."
o

A

./' ‘ 15The 1881 text Véads "her,independence" instead of "that state."

A 6The-lBBl text reads "an expenditure of imagination'" instead
of "a ruinous expenditure."

l7The 1881 text reads '"that ahe"_instead of "she."

.laThe’lBBl text reads "excuse" instead off"pardon."

19 The 1881 text reads M"he lived" instead of "he rather

invidiously lived" and "it murmured" instead of "murmured."

0The 1881 text reads 'place as I, I" instead of "place-I,"
"that. 1I" instead of "that--I," "'I?' he asked, 'What,'" instead of "I?
What" and "poor; I am of a serlous dlsp051t10n" intead of '"poor and of a
serious dlsp051tlon " ‘

.

21Chase, P. lél..

22Matthiessen, p. 185.

?3Cargill, p. 88. .
24, e . )
‘Tanner, '"The Fearful Self,'" pp. 206-7.

25Wegelin, p. 58.
: , 26 The 1881 text reads "and to do was sweet' instead of "amd to
do could only be sweet.' . "

27 " . )
_ The 1881 text reads "keeplng up those 1llu31ons instead of
_"keeplng them up." ‘

28 The 1881 text reads "Money is a great advantage" instead of

"Money is a horrid thing to follow but a charmed thing to meet, " “proved
that I can get on without it" instead of "proved the limits of my itch: ,
 for it" and "than most people" 1nstead of "than most of the people one f' N
sees grubblng and grabblng "

SR
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! ]
29The 1881 text reads '"mind" instead of "soul". and "which
gathered” instead of "that might gather.!" =
30

The 1881 text reads '"was able" 1nstead of "should be able,"
"She'" instead of "She could surrender to him with a kind of humility, she"
and "but giving" instead of "she was giving."

The 1881 text reads: "Pansy had already become a little
daughter." '
32 The 1881 text reads "interested" instead of '"had 1nterested "

"loved him" instead of "had loved him, she had so anxiously and yet so
ardently given herself »'" '""brought hlm" instead of "brought him and what
might enrich the gift," "wouldn't" instead of "would never," "conscience"
instead of "conscience, to- some more prepared receptacle' and "who - had
the best taste" instead of "with the best taste."

. 33 The 1881 text reads ""be" instead of "me," "your liberty"
instead of "your own ways" and "1t" instead of "them " ’ )

34

) The 1881 text reads "a cluster" 1nstead of "some cluster" and
Mclothes books one reads" instead of "one's furniture, one's"
- garments, books one reads." . _ A

The 1881 t&xt reads "not an inch less a man than he was"

instead of "no ounce less of his manhood,'" "grim" instead of "set,'"-
"adaptability to some of the occasions of life" instead of "consonance
~with the deeper rhythms of life," "regarded with disfavor' to '"viewed

" with reserve" and "they‘all seemed to be made of the same plece, the
pattern, the cut was in every case identical' instead. of "they all seemed
of the same plece the figure, the stuff was so drearily usual."

36 The ‘1881 text reads "having a charmlng surface doesn't

necessarlly prove one superf1c1al "

37In the 1881 text "Mrs. Osmond" is omitted.

38The 1881 text reads "is no substitute" instead of "was no
conceivable substitute."

39James, The Notebooks of Henry James, p. 18.

ey
.,

‘ : SN
- OTanner,."The Fearful Self Henry James's The Portrait of a -,
Lady," p 213.

“lpaik, p. IX.
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q2The 1881 text reads "nothing shocklng" instead of "nothlng to
shock," "position" instead of "positioms," "Gilbert Osmond" instead of
""her husband" and "Madame Merle'" instead of "their visitor."

anames, The‘Portrait'of a Lady, p. 99.‘

See Oscar Carglll The Novels of HennzﬁJames, p. 83 and v
Arnold Kettle, "Henry James, The Portrait of a Lady" in An Introduction
to the English Novel, pp. 13 ~34.

u51". 0. Matthiessen, p. 185.
*®gordsmith, p. 112 «
q7Goldsmith,“p. 111.
: [ ]
B | “CMu11, p. 131. . o .
.\\\_"\ “Iwa11, p. 132. o .
) ) -
50 :

Krook, p. 360.

51Tanner, pP- 219.

Chapter Three

lHenry James, The W1ngs of the Dove in The Novels and Tales of
_Henry James, I, 120-121. Further references given in text. -

2Befsani, p. 138.

3Kimball,_"The Abyss and The Wings of the Dove," p. 300.
Kok, p. 100.

5Krook,_p. 203. ‘
o '.BBell, "The .Dream of Peipg Possessed and Possessing," p. 110.

7James, The Bostoﬁ}ans,‘p. 1l43.
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N

4 Snow "The Disconcerting Poetry of Mdry Temple: A Comparison
‘of the Imagery of The Portrait of a Lady and The Wlngs of the Dove,"
p. 330,

gRowe, p. 151.

loJ. A. Ward, "Social Disintegration in The Wings of the Dove,"

p. 195.

-

Chapter Four

v _ lBewley's article, "Appearance and Reality in Henry James,"
Scrutiny, 17 (Summer, 1950), pp. 90-114 discusses the relationship 2
between The Golden Bowl and the tales "A Path of Duty'" and "The Liar."

o 2James, The Golden Bowl in The Novels and Tales of Henry James,
I, p. 12. Further references given in text.

' ,Spencer, p. 333.
4 | .
Spencer, p. 337.
5 ’ PO
- -Spencer, p. 334, .

Ward The Search for Form: Studies in the Structure of James's

Plctlon, p. 210
7.
Ward, p. 210.
8., . :
Wright, p. -61.
9., . ' :
Wright, p..61.
lOWright, p. 63.
Nyailsce, pp. 158-9.
124a11ace, p. 139:

’ laWallace,,pp. 139-40.
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Myaliace, p. 139.

P2

15Schneider, The Crystal Cage: Adve:Xures of the Imagination
in the Fiction of Henry James, p. 168,

16Schneider, p. 167.
l - ‘ m’\‘
7L_ee, p. 106.
18 4right, . (60.
: lgCox, p. 193.
2OWasserstrom, p. 128.
2lWasserstrom, p. 98.

22Mogen, o 23;f , ' ) -

23p1eich, p. 235.



BIBLIOGRAPHY

Primary Sources

James, Henry. The Art of the Novel. Ed. R. P. Blackmur. 1934; rpt.
New York: Scribmer's, 1950.

The Bostonians. 18865 rpt. Harmondsworth: Penguin, 1973.

The Complete Tales of Henry James. 12 vols. Ed. Leon Edel.
Philadelphia: Lippincott, 1961-62.

. The Novels and Tales of Henry James. QuAVols. 1909; rpt.
New York: Scribner's, 1922. -

The Portrait of a Lady. Ed. Robert D. Bamberg. New York:
Norton, 1975.

Secondary Sources

Allen; Walter. The English Novel. New York: E. P. Dutton and Co., 1954,

Anderson,{Quéntin.r The American Henry James. New Brunswick: Rutgers
U.P., 1957.

"The* Golden Bowl as a Cultural Artifact.'" In The Imperial
Self: An Essay in American Literary and Cultural History. New York:
Knopf, 1971, pp. 166- 200. P

"Henry James and the New Jerusalem." Kenyon Review, 8 (1946),
PP. 515 566. o

Andreas, Osborn’. Henry James and the Expanding Horizon: A Study of the
Meaning and Basic Themes of James's Fiction. Seattle: U. of
Washington Press, 1948. r

» N
%

Appignanesi, Lisa. Femininity and the ‘Creative Imagination: A Study of
" Henry James, Robert Musil and. Marcel Proust. New York: Harper and
Row, .1973. .

Bayley, John. '"Love and Knowledge: The>Golden’Bowl." In The Charécters
of Love: A Study in the Literature of Personality. New York: Basic
- Books, 1961, pp. 203-262. '

111



. 112

{

Baym, Nina. '"Revision and Thematic Change in The Portrait of a Lady."
Modern Fiction Studies, 22, No. 2 (1976), pp. 183-200.

Bazzanella, Dominic J. "The Conclusion to The Portrait of a Lady
Re-examined.' American Literature, 41 (1969), pp. 55-63.

Beattie, Munro. '"The Many Marriages of Henry James." In Patterns of
Commitment in American Literature. Ed. Marston La France. Toronto:
Toronto U.P., 1967, pp. 93-112. :

Bell, Millicent. "The Dream of Being Possessed and Possessing: Henry
James's The Wings of the Dove." Massachusetts Review, 10 (1969),
pp. 97-11k4. .

,(h).

"Jamesian Being." Virginia Quarter;zﬁReView, 52 (1976),
PP, 115-132. '

Bellringer, Alan W. "The Wings of the Dove: ThelMain Image." Modezn
~ Language Review, 74 (1979), pp. 12-35. R

e

Bender, Bert. 'Hénry James's Late Lyric Meditations upoﬁ the Mysteries
of Fate anq Self Sacrifice. Genre, 9 (1976), pp. 247-62.

Bersani, Leo. "The Narrator as Center in The Wings of the Dove.!  Modern
Fiction Studies, 6 (1960), pp. 131-1uu, ‘ SN
. Bewley, Marius. '"Appearance and Reality in Henry James." Scrutinz, 17
(1950), pp. 90-11u, ‘ 'g§f$

S . LY
Blehl, Vincent F. '"Freedom and -Commitment in James's The Portrait of a
Lady." Personalist, 42 (1961), pp. 368-381.

Bleich, David. "Artistic Form as Defensive Adaptation: Henry James and
The Golden Bowl." Psychoanalytic Review, 58 (1971), pp. 223-2ui,

Bowden, Edwin T. "The Mighty Individual." In The Dungeon of the Heart.
New York: Macmillan, 1961, pp. 89-102.

The Themes of Henry James. New Haven: Yale U.P., 1956.

Bradbury, Nicola. Henry James: The Later Novels. Oxford: Clarendon
Press, 1979. ' )

Browhing,.Robert. "My Last Duchess." In Robert Browning's Poetry. ‘Ed.
James F. Loucks. New York: Norton, 1979, Pp. 58-~9.

Brumm, Ursula. "Symbolism and the Novel." 1In The Theory of the Novel,
; Ed.wPhilip Stevick. New York: Free Press, 1967, pp. 354-368.

et ~

Buitenﬁnis,'Peter.’ "From ﬁaisy'Miller to Julia Bride: A Whole Passage
‘'of Intellectual History.'" American Quarterly,‘ll (1969), pp. 136-46.




113

Buitenhuis, Peter. The Grasping Imagination: The American Writings of
Henry James. Toronto: Toronto U.P., 1970.

.Ed. Twentieth Century Interpretations of The Portrait of a
Lady. Englewood Cliffs: Prentice Hall, 1968.

Cargill, Oscar. The Novels of Henry James. New York: Macmillan, 1961,

Chase, Richard. "The Lesson of the Master: The Portrait of a Lady." 1In
The American Novel and its Tradltlons New York: Doubleday, 1957,
pp. 117-35.

Chatman, Seymour. The_Later Style of Henr ; James. Oxford: Basil
Blackwell, 1972.

Chauhan, P. S." "The Portralt of a Lady: Its Moral Design." Literary
Criterion, 6 (1964), pp. 56-70. : .

Collins, Martha "The Narrator; the Satellites, and Isabel Archer:
Point of View in The Portralt of a Lady." Studies in the Novel, 8
(1976), pp. 142-57.

Conger, Syndy "The Admirable Villains in Henry James s The Wlngs of the
Dove." Arlzona Quarterly, 27 (1971), pp. 151-60.

Cox,'C. B. "The Golden Bowl." Essays in Criticism, 5 (1955), pp. 190-193.

Crews, Frederick C. The Tragédx of Manners: Moral Drama in the Later
Novels of Henry James. New Haven: Yale U.P., 1957.

Dove, John R. "Tragic Consciousness in Isabel Archer." In Studies in
American Literature. No. 8. Baton Rouge: Louisiana State U.P.,
1960, pp. 78-94,

Dunbar, Viola.. "The Revision of Dalsy Miller." Modern Language Notes,
65 (1950), pp. 311-17. '

Dupee,'F. W. Henry James. 1951; rpt. New York: William Morrow and Co., .
1974, T : ' A

Edel, Leon. "The Choice So Freely Made." New Republic, 133 (Sept. 26,
1955), pp. 26-28. :

The Life of Henry James. 5 vols. Philadelghia: Lippincott,
1953-72. _ . \ '

. Falk, Robert P. "The Eighties: James, The Middle Years." 1In The
Victorian Mode in American Fiction, 1865-1885. East Lansing:
Michigan State U.P., 1964, pp. 138-56.

Fergusson, Frahéis. ‘"The Golden Bowl Rev131ted " Sewanee Revieﬁ, 63
(1955), pp. 13-28. A -

~



‘ 114

Firebaugh, Joseph H. "The Ververs." Essays in Criticism, 4 (1954),
pp. 400-410.

Gale, Robert L. The Caught Image: Figurative Language in the Fiction of
Henry James. Chapel~Hill: University of North Carolina Press, 1954.

Gard, A. R. "Cnitics of The Golden Bowl." Melbourne Critical Review, 6
(1963), pp. 102-9.

Gass, William H. "The High Brutality of Good Intentions." "Accent, 18
(1958), pp. 62-71.

Geiémar, Maxwell. Henry James and the Jacobites. Bosteon: Houghton
Mifflin, 1963. .

"The W1ng__of the Dove: Or, False Gold." Atlantic Monthly,
212 (August, 19637; pp. 93-8.

Goldsmith, Arnold K. "Henry James's Reconciliation of Free Will and
Fatalism." Nineteenth Century Fiction, 13 (1958), pp. 103-126.

Goode, John. 'The Pervasive Mystery of Style: The Wwings of the Dove."
In The Air of Reality: New Essayson Henry James. Ed. John Goode.
New York: Methuen, 1973, pp. 244-300. _

Graham, Kenneth. Henry James: The Drama of Fulfillment: An Approach to .
the Novels. Oxford: Clarendon Press, 1975. .

Greene, Mildred S. "Les Liaisons Dangereuses and The Golden Bowl:
Maggie's Loving Reason." Modern Fiction Studies, 19, No. 4 (Winter,
1973-4), pp. 531-40. ‘

Heilbrun, Caroline. '"The Woman as Hero." Texas Quarterly, 8 (1965),
‘pp. 132-141, :

Holder, Abex "On the Structure of Henry_James‘s Metaphors." English
Studies, 41 (1960), pp. 289-97. : :

Holland, Laurence Bedwell. The Expense of Vision: Esséys on' the Craft
of Henry James. Princeton: Princeton U.P., 1964.

Howells, William Dean. "Mr. James's Daisy Miller." In Heroines of
Fiction. 2 vols. London: Harper, 1901, pp. l64-76.

Hutchinsoh, Stuart. "James's Medal: Optimism in The Wings of the Dove."
Essays in Criticism, 27 (1977), pp. 315-35.

Jones, Granville H. . Henry James's Psychology of Experience: Innocence,
_ Responsibility, and Renun01atlon in the Fiction of- Henpy James. The
Haqpe Mouton 1975. :

Kettle, Abnoid. An Introduction to the Engllsh Novel. London:
Hutchlnson and Co., Ltd., 1953. . .



Kimball, Jean. '"The Abyss and The Wings of the Dove." Nineteenth
Century Fiction, 10 (1956), pp. 281-300.

"Henry James's Last Portrait of a Lady: Charlotte Stant in
The Golden Bowl.'" American Literature, 28 (1957), pp. 4u49-68.

Koch, Stephen. '"Transcendence in The Wings of the Dove." Modern Fiction
Studies, 12 (1966), pp. 93-102.

Kornfeld, Milton. "Villainy and Responsibility in The Wings of the Dove."
Texas Studies in Language and Literature, 1% (1972), pp. 337-46.

Kraft, James. The Early Tales of Henry James. Carbondale and Edwardsville:
Southern Illinois U.P., 1969.

Kraft, Quentin G. '"Life against Death in Venice.'" Criticism (Wayne
State U.), 7 (1965), pp. 217-23.

Krier, William J. "The Latent Extravagance of The Portrait of a Lady."
Mosaic, 9, No. 3 (1976), pp. 57-65.

Krook, Dorothea. The Ordeal of Consciousness in Henry James. Cambridge:
Cambridge U.P., 1962. :

Krupnick, Mark. 'The Golden Bowl: Henry James's Novel about Nothing."
English Studies, 57 (1976), pp. 533-40.

Kummings, Donald K. "The Issue of Mbrality in James's The Golden Bowl."
Arizona Quarterly, 32 (1976), pp. 381-91.

Leavis, F. R. The ‘Great Tradition. New York: George W. Stewart, 1950.

Lebowitz, Naomi.. The Imagination of Loving. Detroit: Wayne State U.P.,
1965.

Lee, Brian. '"Henry James's Divine Consensus: The Ambassadors, The Wings
of the Dove and The Golden Bowl." 'Renaissance and Modern Studies, 6

(1962), pp. 5-24.

. The Novels of Henry James: A Study of Culture and
Consciousness. London: Edward Arnold, 1978.

Lewis, R. W. B. "The Vision of Grace: James's The Wings of the Dove."
Modern Fiction Studies, 3 (1957), pp. 33-40.

Liebman, Sidney W. "The Light and the Dark:” Character Design in The
Portrait of a Lady." Papers on language and Literature, 6 (1970),
Pp. 163-79. _ :

Mackenzie, Manfred. Communities of Honor and Love in Henry James.
‘London: Harvard U.P., 1976. - .

‘Matthiessen; F. 0. Henry James: The Major Phase. New York: Oxford,
1963. : S

~



116

Mazella, Anthony J. "The New Isabel." In The Portrait of a Lady. Ed,
Robert D. Bamberg. New York: Norton, 1975, pp. 597-619.

McLean, Robert C. '"Love by the Doctor's Direction: Disease and Death in
The Wings of the Dove." Paper's on Langyage and Literature, 8, Supp.
(1972), pp. 128-48, i

McMaster: Juliet. "The Portrait of Isabel \rcher." American Literature,
45 (1973), pp. 50-66. > )

Mogen, David. '"Agonies of Innocence: The Governess and Maggie Verver."

American Literary Realism, 9 (1976), pp. 231-42.

!
Moseley, James G. A Complex Inheritance. Missoula: Scholars Presﬁk
1975.

Muecke, D. C. "The Dove's Flight." Nineteenth Century Fiction, 9 (195u),
pp. 76-8.

Mull, Donald K. '"Freedom and Judgment: The Antinomy of Action in The
Portrait of a Lady." Arizona Quarterly, 27 ;1971), PP. l2u4-42.
{

Mulqueen, James E. '"Perfection of a Pattern: The Structure of The
Ambassadors, The Wings of the Dove, The Golden Bowl." Arizona
Quarterly, 27 (1971), pp. 133-42.

Niemtzow, Annette. '"Marriage and the New Woman in The Portrait of a
Lady." American Literature, 47 (1975), pp. 377-95.

Owen, Eliiabeth. "The 'Given Appearance' of Charlotte Verver." Essays
in Criticism, 13 (1963), pp. 36u4-74,.

Poirier, Richard. The Comic Sense of Henry James: A Study of the Early
'Novels. New York: Oxford, 1960.

Powers, Lyall H. Henry James: An Introduction and Interpretation. New
York: Holt, Rinehart and Winston, 1970.

“Putt, S. Gorley. The Fiction of Henry James: A Reader's Guide.
Harmondsworth: Penguin, 1968. :

Rahv, Philip. "The Heiress of All the Aées." Partisan Review, 10 (1943),
pp. 227-47.

Randall, John H. "The Genteel Reader and Daisy Miller." Arizona
Quarterly, 17 (1965), pp. 567-81.

Reid, Stepheyi "Moral Passions in The Portrait of a Lady and The Spoils
of Poynton." ' Modern Fiction®Studies, 12 (1968), pp. 2u-43.

Ricks, Beatrice. Henry James: A Bibliography of Secondary Sources.
Metuchen: The Scarecrow Press, 1975. \




{

Rimmon, Shlomith. The Concept of Ambiguity: The Example of James,

Chicago: Chicago U.P., 1977,

Roberts , Morris. '"Henry James and the Art of loreshortening.' B”Xiﬁﬁ.ﬁf
English Studies, 22 (1946), pp. 207-14.

Rose, Alan. "The Spatial Form of The Colden Bowl." Modern Fiction
Studies, 12 (1966), pp. 103-16,

Routh, Michael. 'Isabel Archer's 'Inconsequence': A Motif Analysis of
The Portrait of a lLady." Journal of Narrative Technique, 7 (1977),
Pp. 128-H1.

Rowe , John Carlos. '"The Symbolization of Milly Theale: Henry James's
The Wings of the Dove." [English Literary History, 40 (1973),
pp- 131-6y4.

Sabiston, Elizabeth. '"The Prison of Womanhood.'" Comparative Literature,
28 (1973), pp. 336-51.

Samuels, Charles Thomas. The Ambiguity of Henry'James. London:
Illinois U.P., 1971.

Sandeen, Ernest. '"The Wings of the Dove and The Portrait of a Lady."
PMLA, 69 (1954), pp. 1060-75. v

Schneider, Daniel J. The Crystal Cage: Adventures of the Imagination in
the Fiction of Henry James. Lawrence: Regents Press, 1978.

"The Divided Self in the Fiction of Henry James." PMLA, 90

(1975), pp. 447-60.

Schriber, Mary S. 'Isabel Archer and Victorian Manners.' Studies in the

Novel, 8 (1976), pp. 4u4l-57.

Sears, Sallie. The Negative Imagination: Form and Perspective in the
Novels of Henry James. Ithaca: Cornell U.P., 1968.

Segal, Ora. The Lucid Reflector: The Observer in Henry James' Fiction.
- New Haven: Yale U.P., 1969.

Sharma, J. N. The International Fiction of Henry James. Delhi:
Macmillan, 1979.

Sharp, Sister Corona. The Confidante in Henry James: Evolution and
Moral Value of a Fictive Character. South Bend: Notre Dame U.P.,
1963.

Sicker, Philip. Love and the Quest for Identity in the Fiction of Henry
James. Prinqeton: Princeton U.P., 1980.

Snow, Lotus. "The Disconcerting Poetry of Mary Temple: A Comparison of
the Imagery of The Portrait of a lady and The Wings of the Dove."
New England Quarterly, 31 (1958), pp. 312-39.




C 118
\
‘Snow ‘Lotus. . "A Story'of ‘Cabinets and’ Chalps and Tables Images of

Morallty in The Spoils ‘of Poynton and The Golden Bowl." English
‘ thenary Hlstor s 30 (1963) PP- 413-35,

.Spencer James L. "Symbolism in James s The Golden Bowl." ‘Modern
Fiction Studies, 3 (1557), pp. 333-Lk, ‘

o

: Sprlnger, Mary Doyle A‘ihetorlc of. therary Character: Some Women of
’ Henry James. Chlcago u. ‘of Chlcago Press, 1978.

“Stallman, R. W. The Houses that James BUllt and Other Literary Studles.
East Lansing: Mlchlgan u. P , 1961, pp. 3-33.

: Steln, Wllllam Bysshe. -"The Portralt of a Lady ' Vis-Inebtiae." WesternT
_ Humanities Review , 13 (19595 :pp. 177-90. o s ‘

'-; '"The Wlngs of the Dove. ‘James's Eucharlst of Punch "
Centennlal Review, 21 (19777; pp. 236- 60

'Strandberg, Victor H "Isabel Archer s. Identlty CrlSlS The Two
Portraits of a Lady " Unlver81gzrRev1ew,(Kansas City), 34}(1968),
pp 1283~90. ‘ . R '

Tanner Tony. "The‘Fearfnl Self: Henry James s. The Portralt of a Lagy "
' Crltlcal QuarterlzJ 7 (1965), pp. 205-19.

"The Golden Bowl and the Reasseéssment of Innoébnce." London
Magaz1ne l (Nov., 1961), pp. 38-49. ’ |

‘:_Theobald John R. "New Reflections on The Golden Bowl." .Twentieth_
_ Century L1terature, 3 (1957), PP~ 20-26, - ‘ §&

Todasco, Ruth T. “Theme and: Imagery in The ‘Golden Bowl " Texas Stud}%s
' in Language and therature y (1962) pp. 228-40. .

lTodorov, Tzetzan "The Structural Analysls of therature. The Tales of
Henry James." In Structuralism: An Introduction.. Eqd. David Robey
Oxford Clarendon Press pp 73 103

.

-Traschen, Isadore. YHenry James and ‘the Art of Rev181on " Philological

Quarterlx 35 (1956) pp 39 H7._-

Van Cromphant, Gustaaf.: "The Wlngs ‘of the Dove: Intention and
~ Achievement." Mlnnesota Review, 6 (1966), pp 149- 54

Vincec, Stephanie. . "Pbor Flopping Wlngs The Making of Henry James's
" The Wings of the:Dove." Harvard lerary Bulletm, 24 (1976), ‘

'PD. 60 93. 1; »wA: : ,‘ a
‘Volpe, E&mund L. "James's Theory of Sex in Flctlon." Nineteenthreentury :
Fiction, 1.3 (1958), pp. 36-47. o -~

o y _ ,
: Wagenknecht,uﬂdward. Eve and Henry James Portnalts of Women and Glrls
in-His Fiction. Norman U, of Oklahoma RFess, 1978. -




119

Wallace, Ronald. Henry James and the Comic Form. Anh'Arbor: U. of
Mlchlgan Press, 197i

Ward, Joseph A. UVEvil in The Golden Bowl." Western Humanities Review,
14 (1960), .pp. 47-549. -
. The Search for'Form: Studies in the Structure of James's

- Fiction. Chapel Hill: U. of North Carolina Press, 1967.

. "Soc1al Disintegration in The Wlngs of ‘the Dove." Criticism,

2 (1960), pp. 190-203. - . N

Wasserstrom Wllllam. Heiresses of All the Ages Sex and Sentiment in
the Genteel Tradltlon. Minneapolis: Minnesota U.P., 1959, pp. 61l-64.

.

’3Wegelln, Christof. The Image of Europe in Henry James .Dallas:
Southern Methodist U.P., 1958,

‘Weinstein, Philip L. Henry James and the Requirements of the Imaglnatlon._
Cambridge: Harvard U. P., 1971. , , . ,

‘Welsh Alexander. '"The Allegory of Truth in Bngllsh Flctlon." Victorian
Studies, 9 (1965), pp 7-28. ‘ :

Wllley, Frederlck "The Free Spirit and the Clever Agent in Henry James."
Southern Review (LoulSlana) 2 (1966) pPp. 315-28.

erght, Walter. "Maggle Verver, Neither Saint Nor W1tch " Nineteenth
‘Cent ’Flctlon, 12 (1957), pp. 59-71.

Yeazell, Ruth Bernard. Language and‘KnOwledge in the Late Novels of
Henry James.’ Chicago: Chicago U.P., 1976.




