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- ABSTRACT

For the purpose of my thesié, pedagogy 15§ defjned as any
relationship ZOnsisting of the giving and receiving of knowledge in which
the giver influences the_feceiver's intellect, character, or-conduct.
Throughout James's work, thig pattern recurs {n combination with love

relationships.

- Chapt®r 1 traces the love and pedagogy theme in James's first

novel, Watch and Ward. The development of the teaching and learning
process 1s studied in relation to James's use of fairy-tale imagery. The
ambiguity of the main character's motivations is ;een as an early sign of
James}s preoccupation with the sinister aspect of formative influence in
love relationships.

James's increasing use of erotic and educatiogal relationships
to develop the idea of man?pulativg influenc; is discussed in Chapter II.

The Bostonians describes a double~edged conflict between two teachers for

possession of the student; it is both a pedagogic struggle for control of
her mind and a sexual struggle for possession of her loie. The two
relationships are shown to parallel each other‘through James's use of
fairy-tale imagery and his development of motivation in the ¢entral
characters. -The first two chapters both use the analysis of the love and
pedagogy theme as a tool to prevent critical distortion created by an

unnecessary idealization of James's male characters.

--In Chapter III, the motif ofrposséssioh and manipulation is

studied in two pedagogic relationships in The Tragic Muse. Love and learn-
ing are seen to be increasingly incompatible in James's works, as the.

| : .
confldict tends to centre within the relationship itself, so that the

iv
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erotic and the educat! onal elements are at war with each other.

Chapter 1V explores the theme in The Sacred Fount and places 1t

briefly in relationship to other late works by James, particularly The
Ambassadors. Love and pedagogy reaches its most sinister manifestat{ion

in the vampire theme of The Sacred Fount. James's preoccupation with

: 4
vampirism and death in relationships involving love, teaching, and learn-

ing 1s traced from several early tales through The Portrait of a Lady,

"The Pupil," The Turn of the Screw, The Sacred Fount, and The Wings of

the Dove. The Sacred Fount is seen as the culmination of James's concern

with thglzifluence human beings exercise over one. another through force,
/ .

propaga emotion, or education.
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CHAPTFR 1

TOVE AND PEDAGOGY TN WATCH AND WARD

Behold him thus converted into a gentle pedagogue, promyting \

her with small caresses and correcting her with smiles.

Henry James's tirst novel, Watch and Ward, establishes a
pattern of love and pcddapopy that reappears consistently in his later
works. The hero, Roger Lawrence, adopts a young orpharcd yirl and takes

over her educationrs E

He determined to drive in the first nail with his own hands,
to lay the smooth {oundation-stones of Nora's culture, to
teach her to read and write and cipher, to associate himself
largely with the growth of her primal sense of things (p. 43).

~
v

4
He reqlizes that-hl situation is unusual, "there was somcthing comical

,

in a sleck young bachelor turning nurse and governess' (p. 37), but,

nevertheless, he fulfills these roles with great care:

~

He plunged into a course of. useful reading, and devoured a
hundred volumes on education, on hygiene, oua morals, on
'history. He drew up a table of rules and observances for the
child's health; he weighed and measured her food, and spent
hours with Lucinda, the minister's wife, and the doctor, in
the discussion of her regimen and clothing (p. 43). V

Roger plans Nora's education with the goal of molding her into a lovely
woman and an ideal wife for himself. With this object in mind, he

worries about his own qualifications as a teacher and lover:

He had determined that she should be a lovoky woman and a
perfaect wife; but to be worthy of such a woman as his fancy
foreshadowed, he himsclf had much to learn. To be a good
husband, one must first be a wise man; to educate her, he
should first educate himself. He would make it possible

that daily contact with him should be a liberal education -
(p. 54). N :

s o



As Nora"s education propresses, however, problems arise in the form of

two rivals for Nora's affections: her cousin, George Fenton, and Roger's
cousin, Hubert Lawrence. Roger manages to postpone the problem by sending
Nora $if to Eurofe for the finishing touches to her cducation. When she

returus, Koger proposes marriape and. Nora, shocked, leaves him and runs

away to New York and ~te Roger's rivals, Soon, however, the effects of
; o
Roger's teaching come into play, and she realizes that George is a self-

sceker and Hubert is a superficial man without will and that Roger is the _
L. 4
man she really loves. )
. The main concern in Watch and Ward is the interlocking develop-

ey

ment of the themes of love and prdagogy. While the romantic, melodramatic
aspects of the plot provide the superficial excitement ‘in reading Watch

and VWard, the more fascinating developments of the novel concern the

-

varying positions of the pedagogic interest within that romantic context.
Lionel Trilliﬁg states that a pedagoygic rclationship "consists in the
giving and receiving of ‘knowledge about right conduct, in-the formaLign
of one person's cha;actcf by another, the acceptance of another's

. . 2 o
guidance in one's 'own growth." The relationship of Roger Lawrence and

Nora Lambert follows this standard ﬁedagogic pattern. However, a close

study of the characters of teacher and student reveals a seconu, deceper

level in James's perception of the pedagogic which questions some of the

basic assumptions of any such relationship of influence.
Roger's ultimate goal as a pedagoguc is the creation of a

perfect wife. His strategy, he says, is "extremely simple,-~to make her

.

happy that she might be good" (p, 40). His teaching method, at least on

the surface, appears to be mere happy indulgence. James takes great

C e

pains to document Roger's own Intellectual progress as teacher in the
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carly.phases of the relationship, not without showing a sense o the
Judicrous in Roger:

He should be a fountain ot kKnowledge. a compendium of experi-
ence.  He travel lJ(l in a spirit of solemp atteption, like

some prim devotee of a former age making a pilgrimaye for the
weltare of one he loved (p. 54). ’ T

Roger's major fault is taking himself too seriously. As a teacher,
Roper initially doubts the quality of his stadent, wondering it Nora
isnot perhaps dull and stupid; as Nora's educiation-proceeds, Roger's

insecuritics turn back upon himselfl and he doubts his own intellectual

1

superiority ds tutor to Nova:

She must grow and outgrow, that is her first necessity. . . .
I ought to convert mvself into a beneficent shadow, a vague
tutelagy name. Then T ought to come back in plory, fragrant
with ‘exotic perfumes and shod with shoes of myetery! Other-
wise, T ought to clip the wings of her fancy aud put her on
half-rations. [ ought to snub her and scold her and bully -
her and tell her she's deplorably plain,--treat her as
Rochester (reats Jane Evre-(p. 68). .

Roger's doubts about his tutorial capacity obviously have more
basis in sexual than intellectual insecurdity. Wwhile there is no indico-

tion from James that there is anything perverse in the idea of a twenty-

nine-year-old man with these motives adopting a twelve-year-old girl, the
. , ’ . - . . .
sexual imagery in the book is still often alarming. The imagery contained

in Roger's reactions to the chilgfii’impossiblc to ignore:
. i
i 5 .

"Do you remember my taking you last night in.my arms?" It was X
his fancy that, for an answer, she faintly blushed. He 1laid

his hand on her head and smocthed away her thick disordered
hair. She submitted to his consoling touch with 4 plaintivg
docility. He put his arm arcund her waist. An irresistible
sensc of her childish sweetness, of her tender feminine promise,
stole softly into his pulses. A dozen caressing questions

rose to his lips (p. 34). '

TLVEE P
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No one familiar with Vliadimir Nabokov's lolita could read this passage I
—————— R
without feeling uncasy.  Other passages of obvious sexual fmpard occur
Liter.  Roper, worried over the appearance of Georpge Fenton, wonders if . A

Ay

a litt!le precarsory love-malking would. do any harm.  The ground
might be pontly tickled to roceive his own sowing; the petaly -
0i the vouny, givl's nature, pavially forced apart, would
Feave the polden heart of the flower but the more accecsible
te hiis own vertical rayvs (5. 81), -
i !.‘_g" 4=
L Sy S

B

R

Sexual overtones reappear again in the passage where Nora losoﬁﬁbvr

watch-kev and returns from bed to borrow Roger's. Roper'sikey is a°

"complete mistit," while Hubert's "worked admirably" although "some

rather intimate fumbling was needed to adjust it to Nora's diminutive’ 'J/
:

timepiece'" (p. 109). The critical yesponse to this pattern of obviously-

) . ; . . 3 .
suggestive lmdgery has been various. Robert Gale” agrees with the
.

Freudian biographical approach of F. W. Dupcee, who maintains that “"Watch
and Ward is strewn with iﬁngcs s0 palpably and irresistibly erotic as to

imply a whole resonant domain of meaning beyond anything he [James]

a
J

¥ 4 o
could have. intended." Oscar Cargill arjues that James, writing under

the influcnce o: his admiration for George Sand, is fully aware of what
w

he is doing and that the erotic images "are generally suitably used in a
; . 5 -

book- devoted to a study of the different expressions of love." Leon

. - . . . ‘ 6

Edel, while asserting a "bland unconsciousness on the author's part,"” ,

.

tgusos Lo wonder at the naivete of James and his Bostonian Fcaders who
pass by such imagery unnoticed. ~

Given the accepted sexual premise of the ﬁovcl,'that is, that
Rogof already views Nora as a potential bride. it is surely'not too much
to Qccc?t the éxplicit sexual imagery as an intentional device on James's

~part to maintain the idea of that sexual interest in the early stages,

xJ -

o ' ’ ) b



v .
almost wholly pedagopic, of their relationship. However, James's Rogen
is no Humbert Humbert; while there is clearly an element of sexual

fantasy and fecling in the relationship, this element is subdued.  James
\

has Rogor\h(mqvlf wonder about the matter and dismiss it:
" l

| 7

|

He mused ever and anon on the niture ot his affectton for Nora,
and wondered what carthly name L could call it by, Assuradly
he was not in love with her: vou could not fall im love with
a child. But it he had not a lover's love, he had at least a
lover's jealousy; it would have made him miserable to beliceve
his scheme might miscarry (p. 55).

Roger's active sexual interest in Nora is confined-to future intentions
only, but at the same ‘time James makes a point of keeping that future

sexual interest in the foreground. While Lhc‘gexua] feeling is subducd

]
and latent in the man/child living ayrangement, the sexual interest is .-
t
. .
insisted updn as the ultimate bacis for Lhc‘pcdﬁgogical relaﬁiothip.

There are other problems inherent in Roger's character as

v

< :
pedagopue 'besides his ambiguous sexual motivations. From the first Roger

reveals a curious mixture of passivity and action in his feelings and
behavior. There is a continuing scense of enclosure and immobilit . asso-
ciated with Roger. His naturalyhabitat appears to be an edsy chair in a

convenient sitting-room: we Lt glimpse him sitting in a hotel

- -

drawing-room; then he positions himYelf in sIsabel Morton's drawing-room;
’ b 5

0

in later scenes with Nora he is characteristic .1. "in his slippers, by

the fireside" (b, 45). His insistence on the ass .¢ element in himself
is revealed in his concern that Nora make her chaice (of him of course)
indegendently and of her own free will. His illness near the end of the
novel, removing his direct influcnce from her cntircly}'culminatés his
role as the passive lover in the novel. However, combined with this

/
passivity is a strcak of sLubborﬁncss that is also associated with the

p

ot gt

B ks
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erotic. The novel begins with an erotic deteat. We are told that this

. ’ )
is not the first time Roger has™proposed to the same woman; Roger's love-

making i{s determined, if nothing else: ) » ‘

He [Roger] was theretore dismissed with pracious but inexorable
firmness.  From this moment the young man's sentiment hardened
into a passion (p. 26). :

There dis a certain perversity in such stubbornness. The passive/act ive
split reveals itself in Roger's peripheral love interests in Lﬂc novel:
Teresita and Mlss Sands are both desirable for the passive security 0}
the relationships they offer; at the same time, there is an element of

perversity in the way Roger tests himself with the affections of these

- R

tw® ladies; he is intrigued by them, but, at the same timce, pulls back
from them. His insistent desire to believe that Nora must be conscious
4

of his purpose is another aspect of this srubbornness, as is his agpres-

sive hostility towards Ceorge Fenton. This dual aspect of the actively

»
’

stubborn and the passive in Roger's character becomes singularly impor-
tant to the manner in which he enacts his role as pedagogue.

_This same concern witg the passive and the;active in Roger
appears in the fairy—tale imagery that provides a dominant motif in

Watch and Ward and parallels the development of the pedagogic thcme.

r~

Throughout the first part of the novel, Roger plays fairy godfather to
‘)____,,\/‘

Nora's Cinderella. Nora -herself constantly reiterates the dependency of
her relationship with Roger in terms of this fairy-tale:
- . ¢

I feel tf—night }ike a princess in a fairy-talc. 1 am a poor
- creature, without a friend, without a penny or a home; and
- yet, here 1 sit by a blazing fire, with money, with food,
with clothes, with love. The snow outside is burying the
: stone walls, and yet here I can sit, and simply say, 'How .
pretty!' (pp. 64-65).

%

&

-

"

-



The podtather pattern is one of active, total intervention and control

over agother human bedng,  In his role asd lry godiather Rogers takes

over the ordering of Noras 1M e and pives her the opportunity to ching.
L(-r destiny.  However, bis desire to make "her Tite o . . date from the
4 ' N

“

moment he had taben hor howe. . . . to quench ol bascer chances" (p. 19)

fs foiled by Goorpe Fetrton. - The appearance of Nora's cousin ob:tructs
Roper's vision of himsell as the only active chaping force in hora's 1ite

and forces bim to realize the Ttmitations of his roles as fairy podtather

cand pedapgegae, Rl P2abeth Stevanson notes a similar pattern in the
pOdparent spansor met it whenever It appears in James's work:
There is an int-vit;nl»il,it‘,j of prowth, development, and revolt
o with whiroh the fairy podparent -is incapalile o dealing o o ..
‘ C The role of the sponsor is to piteh the herointo Opportunitics
ALY which are at the same tivie dingors and to stimulate the pulse
of the story by thg narbtiplication of choices. . . . tor
scriousness,tor reglitys the fairy godparent can only sot
the hero in metinn; "lu‘ cannot rescue him once he b gone his
way: and begun Loelinoge |, . ‘tv.vx. Tt §s a definite y Tivited
..v:Ai.llttxrv_gfxwl fon, aftver oll, ‘

>

- '

CJapes tells us othat MFenton's presence was o tacit intringoement of Roper's

cprescriptive right of propevty™ (p. 83); faced with this undermining of

\3 - L
M '

his owner-trainer status, Roger rects with “jealous ir-itation" (p. 8Y)),
"rancourous suspic®on' (p. 83), and "fierce d fscomposure"” (p. 89). 1In

.‘i ‘ . * I8
terms of the fairy-tale he hos happed from benevolent godfather to cruel

stepfather., - N \ : - . )

. Hr \ : .Jw A
¥ R()y,('r?mmz\[\ivg; role i termining Nora's fate is progressively

Imited from this point on until, a% he approaches the {inal stages of

couxtship, he redi r{quishus; ‘t:fw role of fuiry"’"”{godfathcr and tutor (:Umplcté]v‘j,

By

and the position of sponsor to bora i« assuined by Mrs. Keith., With this

.o -

¥

N

reversal \in Roger's roles of “teacher and lover (Mrs. Keith taking over

1
tor =
Eoh :'
st
- »
R
va
4 ' <
<
A "




as teachar and podmother in ordor that Roger can concentrate on his mor o
youthful role as Jover) comes a corrvesponding reversal Tin e phyeical

fayery:

She <li::]:|5;j.<»<l nalnost o Sicterly pracionsnes: . enhonced by oo
Pingering opice of coquettyy bhut somebow,  an sl talied, he
Pelt an it che were an old woman and he ST o youngs man,
It scemed 0 sort of hearoay that thoy should cver have been
mistress and lover (p. 181,

= B

<

Whilc Mro, Kedith i made 1o appear older, almost prandmotherly ) ol

references to Roper's baldoness and corpulence have cegned and he appears
almost youthful,  Mra, Keith hoaving asonmed his old role as vodparent,

Rogen creates o new fairy-tale for Nora and himself
. -

He half closed his cyes and watched he Lazily throuch the
lids.  There came to him, out of his boviah pust, a vapuc,
“deliphtful cobo of the "A - abinn Jhphts " The room was g i Laed
by the autumn suashine inta Che semblanc e of an enameled
harem court; he himselt scomed o l:xn;",ujd Persian, loungine on
musky cushions; the Sair womanest e window & Schehergzade,
a bBadoura (p. 178). -

This new fairy=tale reflects the ambipuous mixture of passive and act jve
forces in Roger's vision of Bimscelf . The active ¢l cnent is found in the
fashioning of the cocoon, the creation of the Learning environm nt, or

the maintenance of the harem (harems o ociated with (:m,ks;idm'ul)lc

agpressive, protective force); the pas dive cloagnt Is evident in the desire
. I3 . ¢
to be languidly entertained within the - Iw( -ve envelope of cach of

these environments, It is the passive elerf o of the fairy-tale that

Roger now consciously emphasizes, With TTo view of himself as a
"languid" and "loung ing" Persian, Roper reverts to tlic passivity of his

Initial vision of the ideal love relationship:

P ,..,..._..-w-,-..—-.:--A.....:--—o-»----.-—.--.\... e . N
S e ,



a placid wite and mother 0 0 o polden=haired child, and, in
the midse, hio sentiont selg, dronk with poseession and prati-
tude (pa 27, underlining mine), ' .

)

This reversal trom the active to the passive as the dominant eliment in

the fair  rale motil provides an imaginary paralicl to the (lt'Vr]n_pmwnl
X L 4
of the Tove and pedapopic relationship between Roger and Nora,

Because Roger's alt b te poal as pedapopue is the :;w]‘l ish
desire to crearc "o dovely woman and a perfect wife (p. %) tor himsdlf,
his sezual .mutiv;nl fong call into questfon his effectfveness as tator and
the propricty ol his pedagogic methcds.  Roper's open admicsions to

Mrso Kedith and Hubert Lawrence that he is erceating Nora in his own image,

: 4
with a4 wholly subjective ideal in mind, reveal the total alliance of his

role as pedagopue with that actively stubborn part of his character which
)

has already been noted. A selt-made wite created with his own ideals and

prejudices woudd be o totally submissive partner, a reflective mirror for

Roger's opn pride and scelf-love,  The clement of passivity and submission

that Roger requires of the jdeal sexual partner is revealed-in his other
. | 6

relationships with women.  Miss Sands appeals to Roger's desire for

"safe" relationships:

Roger felt that there was so little to be feared from her that

o actually enjoyed the mere surface-glow of his admiration; .
the sense of floating unmelted in the genial zone of her
presence, like a polar ice-block In a summer sca (p. 126).

Where there is no sexual threat Roger feels free to fndulge in total

assivity, in this case, to float in the "mystical calm'" of Miss Sands's
p y ’ y

presence.  The sca image associated with Miss Sands makes one wonder if

she 1s not n}j:ant to appear as a mothdr-figure to Roger; the security he

feels with her is certainly a close parallel to the security of the



10

unborn infant in the wother's womb,  Similarly, the attractiveness of
' Roger's relationship with the Peruvian Teresita i¥ that it was so happy,
g0 ddle, so securde” (po 50). Teresita's charms are certainly curious:
a "plump and fall-blown innocence™ (p. 56), $the harm of absolute
naifvete™ (poo 96), "the infantine rarity of her wits" (p. 57), "a wife
. . ready made to his hea rt, as illiterate as an angel, and as f;;i thful
as the Tittle page of a medieval ballad™ (p. 56), a woman who "was
delighted to be Toved o o L and smiled perpetual assent” (p. 57),
Teresita is basfcally still a child and a not very bright one at that;

this is exactly her attraction for Roger. oOne notes: this curious conver-

sation between Nora and George Fentan:

"He has known me as a child,"” she continued, heedless of
his sarcasm. "1 shall always be-a child, for him."

"He will Tike that,' said Fenton. "He will like a child
of twenty" (p., 88). .

Roger's crodic dream of Isabel Morton and her nicce at the beginning of

the novel clearly demonstrates that what he really wants is a wife who

5. .
_ -

is a child:

There gl immered mistily in the young man's brain a vision of
the home-scene in the future,=-a lamp~lit parlour on a wintoer
night, a placid wife and mother wreathed in household smiles,
a golden-haired child, and, in the midst, his sentient sclf,
drunk with possession and gratitude (p. 27).

"Mother and child form a composiite picture in Roger's ideal vision of the
murrjod-gtuto. This is the only relationship in which he can combine
the two elements in his character successfully:  the natural domlna;éc
of the adult over the child would be reflected in the intcracpion of

husband and wifce and would erase any potential sexual threat in the.

married state, creating t. security necessary to indulge his natural
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- . 8 .
passivity.  In "The Double Structure of Watch and Ward,"  J, AL Vard sees

tRngt-r':; desire to unite adult experience with the sccurity of childhood
as the major symptom of a theme of insularity and withdrawal from the
world ot expericnce which James appears to condone h_y the novel's happy
ending.  Lee A‘nn Jolingon rvu;y,ni‘/,(-:; the same pattern but oddly suppests
that Nora's marriage to Roper is not really a eritical problem since
"f:'m'n's; change of heart dervives as much trom duty .'mrl;d(-:;pomtion as from
4,9 T | '
love. Ms. Johnson maintains that "while Roger prides himself on his
acute conscience an "‘()Ud, fntentlons, he ;Jlf;o’dre:nn's; of ;)(»t;s;(-sssj()‘ll and
“control. Thus the young, man's subconscious alm, as revealed by his

»
&

wivate thoughts, centers on insuring Nora's ignorance, obedience, and
3 by > ’ )

. , , 10 . :
virtual imprisonment." This extremely hostile view of Roger Lawrence

poses some interesting problems,

The ambiguitics in Roger's charn(:.tcr are definitely present;
what g p;n“rti(tulnrly fascinating about them is the light they shed on
SJames's concept of pedagogy even in this very carly ﬁovel. The darkc‘vr

v t

aspect of Roger's purposce is recognized in George Fenton's plud to Nora, -

.

"You are onot his slave. You must chobse for yourself and act for yourself.,

You must obey your own heart” (p. 88) and in his "impulse to break a

B

window, as it were, in Roper's hothc}usc"“ (p. 84).

If Roger is actually keeping Nora from experience, this
1 -
questions his cffectiveness as a teacher and implies that he is in fact
manipulating rather than educating her. This unresolved ambiguity in
Roger's role as teacher (mafipulator?) is not.a major fault of -Watch and
. - . e
: , 12 , ‘ .
Ward, as J. A. Ward claims. 1t is, rather, an carly example of-one of

James's -major concerns in all his novels: the right of one individual

to "influence" another. The examination of the pedagogic role is most
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of ten an exploration of the practical and moral effects of this concept
of "influence." ' The ewident idea is that Roger in fact allows Nora only

a "clofistered virtue." Nora tells Roger, "my future {8 fixed. 1 have
. .

nothing to choose, nothing to hope, nothing to fear (. 660). This

.

fixedness in their relaricnship is what must change and evolve before the

pedagogical relationship can be claimed successful . James, like Milton

and Browning, can only valuce that which has been exposed to and tested

by expericnce and has survived.

The concept of an imposed and cloistered virtue In Nora and the

question of manipulation in Roger's trvaching methods (the modern term is

"behavioral modification') is continuously emphasized in the contrast of
gratitude and spontancous affection throupghout the novel.  Roger wishes

to identify the two feelings when he assumes the role of pedagogue:

¢

He watched patiently, as a wandering botJnlsL for the f1rst
woodland vijolets for the year, for the shy fié1d-flower of

. spontanecous affection. e aimed at nothing more or less than
to inspire the child with a passion {p. 46).

Lee Ann Johnson notes that. James reworded this passage in the 1878 book

-

edition of Watch and Ward to emphasizce the thame of repayment and grati-

. .o s
.

tude: »

. k]
. . . the shy field flower [sic] of spontancous af fection.
Roger had no wish to er)nd his young Lompanlon of what she
owed him, 13

The reworded passage emphasizes the\contradictiOn inherent in Roger's

attitude to Nora--he wants to inftueﬂce her without influencing her . He
feels that, by rights, Nora should’be:gréteggi/déd should repay him for

all he has done for her by becoming his wife, but, at the same. time, he

<

feels morally bound to let her come to this realization of the duties
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attached to her gratitude by herself, without any obvious prompting f{rom

him. Jamces again emphasizes the idea o¥ repayment in Roger's mind later:

Ought he not, in the interest of his final purpose, to infuse

into her soul in her sensitive vouth an imwpression of all that

she owed him, so that when his time had come, if her Imagina-

tion shoutd lcad her daywandering, priatitude would stay her

steps? A dozen tines gver he was on the verge of making his
point, of saying, ”NUﬁL, Nora, these are not vulgar alms; 1
expect a return. One N these days you must pay your debt.

" — D \
< o L (pp. 61-62), - - )
Roger cquates gratitude with Jove and expdets that Nora will cventually

do the same:

A passion of pratitude was silently gathering in the younyg,
girl's heart:  that Jheart could Be trusted to keep its cngage-
ments (p. 62).
The arrogance of'Rogor's assumption that love is only gratitude is yet
1 . .
another example of “that stubborn underside of his character. When Nora

finally learns of Roger's expectations from Mrs. Keith, her reaction is

the exact opposite of what Roger had supposed:
l-2

‘Why had he never told her that she wore a chain!  Why, when he
took hcf, had he not drawq up his terms and made his bargain?
She would have kept the bargain to the letter; she would have
taught herself to be hig wife. Duty then would have been duty;
sent fment would have becen sentiment (p. 191).

mﬁoger's manipulations U]timatcly fail and Nora rejects the expcctationg\
that Roger has based thém on.‘ She is gratefu}, but not that grateful.
Before they can be united she must learn to love him for what she values
in him, not {p ger;tudc for ﬁast kindnesses., -
The fadft remains, howcver; that Roger in his role as pedagogue
'abpéars to spend morg“piﬁg protecting Nora from any Sxposure to life
' L

than he does teaching her about it. The title "Watch and Ward" refers to

their respective social positions as guardian and ward but also has
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further implications. The military phrase "to keep watch and ward" meant

to guard apainst attack by night and day; the military Jssugiatiuns are
2 .

~ N

' \
anapt dmage for Roger's overly vigllant view of himself as Nora's
protector and emphasize the sense of enclosure and immobility-{n Roger'a
relationship with her,  What we see of Nora's actual development from an

xr

awkward girl into a cultiwited young woman Appears to be effected by her ;
‘trip to Furope with Mrs. Keith, while we are made aware of her awakening /

-
I

sexual being throuph the characters of George Fenton and Hubert Lawrence. |

Up to the point of Roper's proposal, Nora's worldly knowledpe, limited
as It is, has all come from sources cxternal to her relationship with
Roger.  What Nora learns from Roger is the standard by which she can .

Judge and placce her worldly knowledge, Roger once hoped that his very
\

presence would be a liberal cducation to Nora and his hope is answered.
)]

Newow learns the classics from Roger, but more important, she assumes his
: s

sensibilicics towards life. The fastidiousness that makes Roger scem a
bit of a fuss-budpot is in essence the same sensibility that creates a
R ‘
graceful and I witiful lady out of Roger's awvkward Nora of "les picds
Gnormes."  ihat it is this exquisite sensibdlity that Nora learns from ..

Roger is revealed in the last three chapters of the novel.
. !
While Roger has formerly tried to maintain the insularity of
his relationship with Nora sy relviage un her gratitude, he finally

realizes that the roles of pedagorne and lover cannot co-exist and he

relinquishes his tutorial powers to by < he

"I wish her to accept me freel ;. a- ald accept any other
man. For that purpose I must c...c. in all personal : s
matters, her guardian' (p. 181). '

It is part of the ambiguity of Roger .. cha: - it tew mintes later
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he will claim his years of watchig and acting on /‘Gnrl:':; behalf as his
4 . 4 / .
best ql_l.'f’fific.ltiun for the position of her husbandl. However, the idea i
R
s
established that Nora must make her choice of loyer independently without

8

Lh7 direct influence of Roger's role as her teaclher. Basic to the whole
vufutvpl of pedagopy is the idea that for the cducation to be finally

Sllt("“}igl\ll it must be put into force independently by the student.

Julict McMaster, in her article on Jane Aust‘:n, "Love and Pedagogy, "

emphasizes this ddea that it is the student who is ultimately responsible
\

A
for the success or failure of the pedagogic relationship:

\

The pupil makes his choices:

he mayy choose or not choose to
be indstructed: he ma- elect

s Instructor; he may sclect

\ tend to.  In all these choices
he defines himself, and he has himsell to accuse if they are
wrong. 14 ‘

h
which\of the instructions to a

The education received
can pass the test of practical expericnce.
' /

There has alrcady been oﬁb indication that Nora is assuming

standards independently Sf Roger. She recacts to the argument she and

Roger have over George Fenton by criticizing her guardian:

The fault was hers now in that she had surcly cared less for
duty than for joy. Roger, indeed, had shown a pitiful small- .
ness of view. This was a weakness; but who was she to keep
account of Roger's weaknesses (pp. 94-95)7?

In her ability to see a weakness in Roger, even though she denies her

right ta criticize him for it, Nora has begun toscreate the objective

distance necessary between student and tcacher before the student can
; . ' 15 ; .

evolve into an independent adult. Nora's vague fcelings that her

interests are not necessarily identifiable with those of Roger are

revealed in her reaction to his illness:

in the cloistered classroom is worthless unlecs it -

ak g
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in(vnzly for }{uy‘«-r':; recoverv,--pravyed that he ' R

vora prayed
mipght live to sce her more cunningly and Jovingly his debtor,

She wished to do something, she hardlvy knew what, not only to,

prove, but for ever to comnenorate, her devotion, She telt

capable ot erecting a4 moument of velf-sacrifice. Her con-
scicnee was perfectly at rest (p. 107, underlining mine).

The innuendoces in the lanpuage argy subtle, but they are present.  When
Nora decides to Teave for New York after Roger's proposal, it is with the

sense that their relationship has changed irrevocably:

On the old terms there could be no clearing up; she could
speak to Roger again only in perfect independenge (p. 193).

Here Nora formally declares her change of status from student to adult.
This change in status is_réstcd and confirmed by Nora's {light

to New York. It is in her New York oxpvriﬁnccs that Roger's Lru%ninﬁ of

her sensibilitics takes CffCCf: Nora has assumed Roger's fastidiousness

as her own and judges her impressions in New York from that viewpoint.
What she seces is the vulgarity of George Fenton, the ugliness and’ squalid
dirt of Mrs. Paul's boarding housec, the superficiality of Hubert Lawrence.

Her former illusions are shattered through the independent exercise of

the sensibility she has acquired from Roger, and she leaves Hubert's

drawing-room "'free-and light of spiri@ (p. 235). She has found herself, ,

her adult self, and with it the realization that sh can love Roger

Lawrence:

Yes, she was in the secret of the universe, and the secret of
the universe was, that Roger-was the only man in it who had a
heart (p. 236). .

P

P . .. 16 .
This is not desperation, as Lee¢ Ann Johnson would have it, but rather
the rational decision of a mature mind. Nora judges each of her suitors

on his own merits and only Roger survives the test, only he embodies the

v P
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csensibilities which are”the standards she now applics to exgericnce.

Thus the eriticism that James is beiny talse to his material by
A}
Teaving the awbipuitics of Roger's character unresolved at the end of
Watch and Ward is at least partially answercd by the devilopment ot the
TTTTTT Tt T ’ IS
Tove and pedagopy thome in the last chapters.  James shows the success of

the pedagopical relationship in Watceh ands Ward by emphasizing that Nora

makes her final decisions independently,  The trainin, in sensibility
that she has acquired from Roger is no longer imposcd by him; it has
becor e an intepral part of her character.  The pedagopue’s status ulti— :
mately ln‘lmn;:us; from an active to a passive role as the student's knowledge
is veriticd by expericence.

Howewver, there is some merit in the critical suspicion that

Nora is a richer character than Roger at the end of the novel. As peda=
I
gopue, Roger dis not requircd to test his opinions by expericence, while

Nora has qgrown and added to the knowledge she has pained from Roger by »r

v
her fuller experience of the worid. By the end of Wateh and Ward Nora is

the fuller character because she has satisficd the need for a full experi-

ence of life to verify her attitudes. One feels that itgis a happy -
s . .
coiacddence tor Reoger that her expericnce is such that he best fits the

standards she now applies to the world. Nora has in fact outdistanced

the teaching she has received from Roger: he trained her to be the

. "

perfect child-wife; by experiencing the world in a manner 4hat he is . \
incapable of, she has assumed a greater maturity within her adult status.
It 15 this. sense that the student is better than the ;cachcr that creates .
a critical unecasiness with the sentimental end

The relationship of Roger and Nora in Watch and Ward sets the

bbattern of love gnd pedagogy that will develop fu';thcr in later novels.
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The crotic and pedapopic anpects in the relationship develop topether and
react on one another, [t the pedagogpic rcl.x('ion:;hip develops to the
fullest the student must eventually disengage himselt from hig identifi-
cation \-.'ivlh His instructor .md.;zppl_\' the knowledpe he has :u‘quir;‘d inde-
pendentlyv. The sonse that, in doing so, the student may outdistance or
outgrow the instructor, sometimes: to the extentxthat the teacher ju
discardoed ;lllnycthvr, becomes an important aspect ol the love a.nd

'
pedagoyy theme.  gn the ;n:]l).iguitics: surrounding the character of Roger
Lawrence, James ig beginning the exploration of the sinister aspects of
the px'ub]'vm of "Udntfluence" whicel will become one of his major thematijic

concerns.

L A
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LOVE AND PEDAGOGY IN THE BOSTONTANS

"an educative process was now going on for Verena,"

’

The l(;Vt‘ and pedagogy theme in The Bostonians centers around
three characters: Verena Tarrant, a youny and gifted speaker for the
feminist movement, Olive Chancellor, a spinster and zealous feminist, and
Basil Rangom, an unemployed Southerner who is antagonistic to the women's .
causc.  Verena is the ideally receptive student; at tﬁv beginning of the
novel we Jearn that "all hov desire was to learn, and it must be added
that she reparded her mother, in porF;ct good faith, as a wonderful
teacher" (p. 67). Shortly thercatter, Olive Chaﬁccllor assumes the role B
of Verena's teacher and undertakes "to train and polish'™ (p. 101) Verena's
public speaking talents through their mutual aédication to the feminist
cause. Qithjn a few months, Olivc's student has completely entrusted
herseli to her néw teacher's curriculum: '"Verena wanted to know the
truth, and it was clear that by this time she believed Olive Chancellor
to have it, for the most part, in aner keeping" (p. 131). Cnmplicagions
develop as Basil Rénsom wages a determined campaign to woo Verena away .
from her feminist sympathies and her loyalty to Olive in order to persuade
her to marry him, assume his opinions, and confine her ents to "the
. realm of family life and the domestic affections" (p. 294). Iﬁg
Bostonians centers around this struggle between Ransom and 0] ive for
possession of Verena. Thé Eonflict,is double-edged; it is both a peda-

gogic struggle for control of Vercna's mind (in the ideological conflict

over women's role in society) and a sexual struggle for posscssion of her

19

[ RS
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love (with O0live's implicd lTesbian attachment in oppeosition Lo the

7

"maleness” of Ransom's determined assault on Verena's sensibilities).
The two love/pedagopic relationships, Olive and Verena, and Ransom and
Ld B

Verena, parvallel cach other in the development of imagery and motivation,
Olive Chancellor's "adoption" of Vercena Tarrvant recalls Roper

Lawrence's adoption of Nora Lambert in Watch and Ward. Olive's actions

follow the pattern of the excessively interfering fairy podparent--shey

spirits Verena away from her wretched surroundings in Cambridge and scts

out to polish the girl's natural gifts, which have rema..od miraculously
I & £ Y

unstained by her tainted background (just as Nora ®ails to show symptoms

of her Bohemian background in Watch and Ward). The emphasis in the first

half of The Bostonians is on Verena's "development'.and "training."

O0live's vision of their ideal relationship as student and tcacher reminds

the reader of a central passage in Watch and Ward, where Nora and Roger

read together by the fire on a snowy Christmas Eve. Olive describes a

similar vision to Vercna:

"We will work at it together--we will study everything, " -0live
almost panted; and while she spoke the peacefui picture hung
before her of still winter evenings under the lamp, with
falling snow outside, and tea on a little table, and successful
renderings, with a chosen companion, of Goethe-(pp. 75-76).

The focus of. their studies amid"this domestic bliss is\fhé history < the
‘oppression of women; the ostensible purpose of the "education' Verena
acquires from Olivehis;her preparation for the role of spokeswoman and
prophet of female emancipation. Mrs. Tarrant notes that Olive "'had
opened Verena's eyes to extrgor@inary picturés,'hAdg!the ,irl believe

that she had a heavenly mission" (p{ 93). Olive's influence over her

protég¢ increases until her control is nearly complete: .
LI ‘ -‘

> '
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The pirl wias now completely under her In_!f‘{.iu-m‘('; she had latent
curjovitics and distractions==left to herself, she wis not
alwaves thinking of  the unhappiness of women; bot the touch of
Olive's tone vorked o :;p.v]J, and she toumd gomething to which
at least o portion of her nature turned with eaperness in her
companfon's wider knowledpe, her elevation of view (p.o 121).

&

\

0l ive becomes a major tactor in all of Verena'gdecisions and actions,
"she cared more tdr her triend's opinion o . . than for her own' (p. 131).
However, the pomposity ol Olive's proprictorship is undercut wryly by
James's sl;llmm:n} of Verena's failings as a student: ".'J‘hcrv were so many
things th:nt :;l‘h' hadn ' t yet learned to dislike, in spite of her triend's
carncest effort's to teach her' (p, 106),

Besides Olive's pedagopic int lm'n(:v over Verena there is an
implication ()1v croticism in their relationship. Writing to his publisher,
James noted tHae "the relation of the two pirls should be a study of once
of those 11'i('n<l::ll>i,p:l hetween wowen which are so common in New l'lny_lun(l.",'

The hints in the text are obvious. s0live's speech §s of ten Indicative:

"1 owant to go something great

"You will, you will, we both will!l'" Olive Chancellor
ericd, in rapture (p. 75). '

"We will work at it together--we will study everything," ]
Olive almost panted (po 75). , >

“But don't fail me—-don't fail me, or I shall diel"™ (p. 121).
"Ooh, don't desert me--don't desert me, or you'll kitl me

in torture,” she wmoancd, shuddering (p. 322). .

s
Olive is deseribed as “visibly morbid™ and "unmavried by cvery dmplicu-
tion of her being" (p. 17). She realizes the unusualness of the relation-

ship and takes steps to hide it
@
if Verena made a preat sacrifice of filial duty in goming to
live with her o o . she must, not incur the imputation (the
‘worlgl would judpe her, in that case, ferociously) of keeping
her from forming common social ties (p. 147).
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Olive's other attempts to betriend youny women arce desewibed carly in the

novuel:

She had an fmmense desire to know intimately some very poor
piric This mipght scem oné ol the most accessible qf pleasures;
but, in point ot fact, she had not found Tt so. There were
two or three pate shop=maidens whose acquaintantée she had
soupht; bhut they had sceemed arrafd of her, and the attempt

had come to nothing,  She took them wore tragically than they
took themselves; they couldn't madkee out what she wanted them
to do, and they always ended by being odiously mixed up with
Charbie (pp. 31-32). )

Fear of "Charlie" is a4 major clue to the relation between Olive

and Verena, Olive's fear of marriapge is constantly reiterated:  "She was

i
!

hauntod, in a word, ,Qi(h the fear that Verena wvonld marry, a fate to
which she was altopether unprepared to surrender her; and this made her
look with suspicion upon all male acquaintance” (pp. 102-103). 0Olive

passionately attempts to make Verena promisce never to marry; the deserip=-
\\

tion iu the long passage s ominous and suppestive:

"What a strange place for promises,' said Vercoa, with a
shiver, tooking about her into the night, - y
"Yes, I am dreadfoly I know 1t But promise.”  And 01 fve
drew the girl nearer to her, flinging over her with one hand
the fold of a4 cloak that hung ample upon her own meagre person,
and holding her there with the other, while she looked at her,
suppliant but half hesitalling.,  "Promise!" she repeated (po LL7).

The o Cmarriage contlnues on into the next chapter, as Olive tells
Vi "y ts—-when they were real priests--never marrvied, and whot
you a... arcam of doing demnnds of us a kind of priesthood” (p. 119).

"y

V('ru—m pradually comes around to- this vision of the Lw;) women ministering
to the "altar of a great cause" (P'_ 147) in a (l(*::(:l‘i!)tivc' passage with
both erotic and pcdd;:ugi(' implications:
. )
‘Her share in the uniop.of the two young woumen was no longer

passive, purely appreciative; it was passionate, too, and it
put forth a beautiful cnergy. 1 Olive desired to get Verena
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Into training, she could flatter herself that the process had
alieady bevun, and that e colleapue enjoyed it almwost as
much as she (p. 1406), .

~

The emphasts on marriapge, the reference to their friendship as "a union
of soul' (p. 70), Olive's intense Jealousies, and Verena's feclings of
Toyalty and guilt toward:s: her (riend all fmply that thedr relationahip
! '
has some erotic basis in dmwap inative, §f not in physical, fact.
L

The pedagopic aspects ol the relationship betygeen Olive and
Verena also have ominous undertones.  The (xtreme possessivencns of
Ollve's attitude shows a desire for power over Verena that {s inconsistent
with the altruistic motives of a teacher and mentor. 0] jve Focs to

»

extreme lenpths to bring Verena under her total fnfluence; we are told
that "what she would have liked to impose on the pivl was an ef fectual
rupture with her past™ (p.o 96, emphasis mine).  Visiting the Tarrant

houschold in Cambridge, she sces "a chince to take a more complete .

possession ot the girl" (p. 114, cmphasis mine) and asserts her authority
T TT T !

over Verena's parents. 01 [ye cxempl {1 ics the pedagogue who will not allow
her .L;Ludm’m any frecdom.  Slmilar situations have already occurred in the
J)cduw;glc relationships developed In (';n']'[(;r novely.  The znll]).l;.',lljl“i(*s'
surrounding the character of Rogoer Lawrence in _biu}_’(;l_)_‘_{l_ﬂ(l___\ﬁll_g center on
the question ot how muce' 7 cedom he actually does give Nora to develop

and make her own decision..  In '_I'J_’_S,_"L’L,L.’:j,’,i_t_,_‘_’_’;_‘l_l'j,"!)ﬁ’ the relationship

of Gilbert ():;-m(md and Tsabel Arclrer follows the same ominous pedagopic
pattern.  The situation of - the student in botly novels Is laden with frony.
Like Isabel, who sceks a life "of fx.‘uv expansion, of drresistible .'1(:»_thm,"3
Verena {s also to "have C‘vuryv opportunity for a free expansion' (p. ]204).

Im marrying Osmond, Isabel, in her admiration, places him in the position
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ol her teacher, but her worship pradually changes to horror as she

real izes that Osmond expects her to accommodate herself completely to his
system of things.  The pedagoypic relationship here s definitely perverse:
]..‘;.‘11)('] wint s Lo grow .'lll(i Learn but is trapped by a teagher who insists

that his student do cexactly what he wants.  The theme of Isabel as

object, the final exquisite touch to Gilbert Osmond's tasteful drawving

room:s, reappears in The lostonians, where VL‘I‘.(’ll.‘l {s the prized possession
foupht over by her two instructors,  The :;ini:ilcf aspect olf the pedapogic
relationship In James, that i:;, the tyranny of influcence and the extreme
restrictivencess and p(JHhL‘:‘..‘ifY(.‘llCHH it can lead to, Is increasingly
ominous and. threatening through the examples of Nora, I:y;:xb(*l, and V.v_rvnu.
'

Olive, with her fmplied leshbian attachment to Vercena and her
h);filt'l'i(‘.'ll po:;s;(-s;:;ivvnu:;:"‘ and fanat i<';:;111, is the extreme example of the
restrictive pedapopguce.  However, she does not admit this to herscelf,

ratfonalizing Instead that Verena's education is preparing her to make

the right chofces: ,

he [Matthias Pardon) wasn!t half cducated, and it was her
belief, or at least her hope, that an educative process was

¢ now going on for Vergna (under here own dircection) which would
enable her to make such a discovery tor herselt (p. 109).

'

'l‘hf-(\rctivqlly at least, :0live 1'(‘('0;'_Hi7.c.;; that Verena's success as a
student, and her own success as her teacher, will only be complete when
Verena can act dudependently (but also as Olive wants her to), without
Olive's< intimidating prescence to enforcee her views.,  Her failure i:;‘
obvious; out of sight of Olive's tragic cyes, Verena continuously wavers
when she meets Basil Ransom.  But the bias in Olive's re:glc)xlclle is

implicit in her own words: -



You nust be cafe, ervnl‘l——yuu must be saved; huat your safety
must not come from vour having tied your hands. It must come
from the prowth of your perception; fiom your sceeing things,
of yourself, sincerely and with convict bon, “}_n_‘t_ll(‘_ﬁl_i_&h_t_jp_
X".h_.’:‘,'_]}_l-Ji‘i‘_‘__'.]““,'_‘l; from your feelin: that for your work your
frecdom s chanential, and that there {5 no frecdom for you
and me save In 1‘~c]_izgimu;Jy not dolop what you will often be

asked to do--and | never! (p. 120, tirst emphasis mine),

The frecdom Ol jve pives Verena 1y merely the freedom to sce things as
Ollve sees them; it is a Hobson's choice at best. What Olive most fears
in Basil Ransom is the opportunitics for cholee that he presents Lo

Verena,

'lihe,r('slrlctIvcnus:; of the pvd.’ly,oy,[(t relation is reflected as

well fn the imagery of The B onians, It has already been noted that

ost

Oldve's adoption of Verena follows the fulry-podparent pattern establ ished

In Wateh and Ward ; here, however, the imagery of legend and fair -tale
SLi L ward s H Yy 4 y
M 1

assumes o more explicitly .-;im'::u}r aspect. Early in the novel, Ransom
refoers to Miss Birdsceye's meeting as ™Mo rendezvous of witches on the
) (e - N 0 B
Brocken'" (p. 7), and Mrs. Luna axserts, "they arc all witches and wizards,
) o 2
mediums, and spivit-rappers and roaring radicals" (p. 7). Verena's

account of her fnitfal mecting ‘'with Olive also conforms to a view of

Olive as witch:

Olive had taken her up, in the literal sense of the phrase,
like a bird of the alry, had spread an extraordinary pair of -
wings, and carricd her through the dizzying void of space .
(p. 69).

Later, when Olive draws Verena into the folds of her large magician-like
cloak under the cold night sky at Cambridpe, the effect is one of
sluister entrapment,  James tells us that "0live's tone worked a spell"

(p. 121) and that "Verena was completely under the charm. . . . I use the

word not in ity derived, but in {tg Mtér;ll sense' (p. 146). Olivcv

Lol

e
-
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. N . . » . '

constantly pictures Verena as an American, feminist version of Joan of
. -= ’ el
. .}' .
'

.\ a

4 ' . . .
Arc;  this image also becomes one of entrapment and bewitehment:

The fine web of nuthority, of dependence, that her strenuous
companion had woven about her, was now as dense as a suit of
golden mail (p. 146). - '

This imagery of entrapment and bewitchment underlines the ominops aspects,

. .
/

both erotic and intellectual, ot Olive's influence over Verena.

“The tyranny of Olive's possessiveness is :1(:(‘euj<‘(~.(l/«Ky her
sensitivity to any suggestions from other characters that she is being

,

posscessive. At one point, Olive, feeling that she had given her sister

- ' // .

"no warrant for regarding her cas her friend's Leeper,
' |

t she wnfl ready to enter into

s

1" L

is "taken aback by

the I‘J..'xtn?s:; of Mrs, luna's assumption thy

a conspiracy to circumvent and frastrate the girL"/‘%. 245). On another
A
occasion, the injuredOlive exclaims to firs, l’;wr‘/r:l;',i\.f, "She is absolutely.
. S |
free; you speak as if 1 were her keeperf" wl} le her hostess explains ,
. . S >
"that of course she dida't mean that I‘}jss Chancellor exercised a-conscious
- /

tyranny; but ()n'ly that Vercena had a }'»olyd].css admiration for her, saw
throuph her eyes, took the ifmpress o a1l her opinions, preferences"

(p. 265). V‘urcna is scen in terms g'/»/f a cxlgeq animal, and 0live 1s her
"kcL‘pcr";‘ iikv h“X animal traincr,/Oldive does not want her charge to make
any indcpchan’ ‘dccisi:ms. '1‘,11afL ,(')l‘ivc'.s influence is as sinister and

v

restfictive as it Is instructive is cmphasized in the imagery throughout

The Bostonians.

[

However, 1t is possible to over-simplify James's usc of fairy-

tale imagery in 'l‘lic/ Loston'i;ni_si‘_.' W. R. Martin has af‘gucd that."the 'tale!
.[that is, the fairy-tale ihagery] presents Good and Evil in L;hmnbiguous

/ :
terms,"” with Olive playing the wicked witch and Ransom '"the knight in
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armour that shines brightly because he has intellectual inteprity, a sort

- . , . O . ! . ,
of transcendent sgnity and an innate chivalry."  Such an Imterpretation

indicates a very sclective reading of the text by the critic, since the

same image patterns that establish O] jve as a witch figure of sorts also

appear

and Verena.,

"1 he didn't want to take upsthe subject he at least wanted
1 1 s

In the parallel

pedagogic relationship that develops between Ransom

Verena makes the comparison herself:

to take-her up==to keep his hand upon her as-long as he could.
Verena had had no Such sensat ton since the first dav she went
in to sce ofive Chancellor, when she ot herself plucked from
the carth and borne alort (p. 276).

As her friend converts to Ransom's point of vicw, Olive regarls Verena as

"the victim of an atrocious spell™ (p. 352). When Verena mcditates on

4

her "transformation," the Fanguwge of bewitchment appoars apgain:

w

she felt it must be a magical touch that could bring about such

a. cataclysm,

Why Busil Ransom had been deputed by fate to

excercise this spell was more than she could say (p. 332).

Ransom openly adwits that he has come to Marmion "to take possession of

-

Vercna Tarrant" . (p. 301). In the final scene of the novel, Ransom sces
: I

"that Verena had not refused, but temporized, that the spell upon her--

thauks to which he
.
knowledge

“0live's

.

should. still be able to rescue her--had becn the

that he was near" (p. 382). Ransom's "magic" is stronger than

'

In terms of the languagc and image patterns, he is as much a

wizard as.O0live Chancellor- is a witch.

r

continucs

Olive, "She's mine or she isn't, and if she's mine, she's all mine!

3

The parallelism between the two different relationships

in the imagery of Ranson's violent possessiveness. He tells

'

(p. 383). Verena rejects Olive because “she felt 0livets grasp too

clinching, too terrible" (p. 334), but the same page reveals that Ransom's

/
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woolng is cqually violent: "to show her how much he Joved her, and then

Lo press, to press, alwiays to I)Tt‘gb;” (p. 334). "The firmness of his reso-
lution" ig such that "he felt almost capable of kidnupping her™ (p. 340).
Finally hig l}oi(l upon her s so tight that he ploats on "how sccure he
felt, what a ('u.nvi('lion' he h."ud that howvw:r she m]’ght: turn and twist in
hi.-v; prasp he held -her faag" (p 347).  This physicully"violunt clement in .
Ransom's possessiveness appears even in the very last scene: Verena
cries after the dupnr%inglofivu, "but Rﬁnsom had already, by muscular
force, wrenched her away" (p. 389). Ransom is no knight in shining
armour; he «is the same kind of puSEQSSJVC tyrant Fhat Olive Chancellor
appears to be.

Invthp relationship between 011y and,Yerenn, the pedagogic
o]cménr dominates, while 0]ive's latent homosexuulTL; is an undércurront.

N
. : S .
In the relationship between Ransom and Vercna, Ransom's role as. lover is
' ! L

'
.

emphasized,  In this role, Ransom has all the natural advdntagcs-ovcf
Olive in their struggle to pPoOSsess Vofena's passions. Ransom's physical
attractions gré emphasized by Mréf Luna'sg Almost,viﬁlont attentions, and
his malceness is accented by the facts of his chivalry and aristocratic
Southern background. The luéicruus seriousness @ich which Ransom fcgards
his role as lover ig illustrated when, s@tLing in Mrs. Luna's parlour,
. ) . , |
"Ransom wondered for a moment whether, if she were to ask him point-blank ..
.to marry her, it would be consistent with the high courtesy of a Southern
gentleman to refuse" (p. 174). However ridiculous Ransom's peculiar form
of "chivalry" mayﬂdppear at momgnts to the reader, it is obviously this
aspect of physical attrDctiveness and Southern malc assé}tivenoss that

appeals to Verena, so that "0live's earnestness began to appear as

=

I3 . ’ . kY : <
inharmonious with the scheme of the universe ag if it had BEEh\§xbroken




saw' (p. 257). After all, Ransom provides the first serious sexual
: 1

opposition to Olive; llenry Burrage and Matthias Pardon are wishy-washy

7
lovers at best., ..

The reader naturally tends to approve of Ransom's opposition to
Olive's morbid tendencies. Many critics have arrested their interpreta-
tion of Ransom's character at this point and loudly applaud Ransom's

"rescue of NVerena from Olive's clutches at the end of the novel. Robert

\ .

. s . ¢ are .- . .
Long sces the ending as an affirmationsy "“The motit of sexual vitality,
~wmbodied in Verena and Ransom, rises up through the moti{ of sexicssness
and triuwmphs over it; and the flight of Ransom and Verena from the Music

. ' e 8 .
Hall is .aa.cscape back to life." Usborn Andreas asserts that Vercun "ig

rescued from Olive's lust of dominion and tmotional parasitism by the man
. 9 . - . : 0
who marrics her";” W. R. Martin envisions Ransom as, a "knight in armour';
Elizabeth Schultz sces him as "a romar tic hero, engaged in the most noble
O . wll .
of rescuce opbrations. . . . saving souls, Robert McLean argues that

Ransom is the "love-smitten swain" whose "association with Verema . . .
. . nwl2 : - N '
is drawn as natural and unspoiled and concludes~that Vercna's tears
.y , - Lo e . Lo .
are “a small price to pay for achieving a norpdl relationship in a society

. 1z Ny i1 / i ; .
so sick." Lionel Trilling repards Ransop’ as James's manifestation of

. . 1 ald . » N . .
"the true masculine principle," a_bastion of ”1nLclllgcnt romantic

s

! -

chts, Lawrence, and Eliot in that he

: ||15 — . -
conservatism who is "alkin to
experiences his cultural fears in the most persanal way possible, trang-
e - . nwl6
lating them into sexual fear, the apprchension of the loss of manhood.
This idealization of Jamcs's character would be more appropriate if Jamecs
had been content to let his character rest completely on his laurels as

a male sexual being.
L]

. If Ransom's ‘appeal to Verena were couched solely in terms of his
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male sexuality, the critical assumption.that he represents James's

standard of normality in The Bostonians could be better supported.

However, unfortunately for those who want to sce Ransom in the guisce of
) L

a romantic hero, James of fsets Ransom's physical attractions by giving
him a sct of intellectual pretensions cequal to those of Olive Chancellor.

Irving Howe makes this point with the firmness and clarity necessary to

picrce the ceritical smokescereen of romantic illusion centered around the

character of Basil Ransowm; the passape 1s worth quoting at length

most remarkable of all is the incident in which Ransom solemnly
declares himselt ready for both marvriage and the future on the,
extraordinary ground that onc of his essays has finally been
accepted by "The Rational Review," a jourmal of which the title
suf ficiently suggests both its circulation and {nflucnce. 11
nothing eclse, this would be enoupgh to convince i$§ that Ranson
is as naively and thoroughly, if not as unuttf:?Livwly, the
victim of a fanatical obscusion as Olive Clancellor--this .
characteristic delusion ot the ideologue . . . that if only

his precious words once appear in prfmt, the world will embrace
his wisdom and all will be well., . . 0 in his way Ransom is as
deeply cntangled with his ideolopy as Olive with hers . . .
their strugple is actually a rather larsh comedy in which both

sides, cven if to unequal degrees, are scored off by James,

Ransom's claim to the title of "pedagoguce" rests in his insistence on his

intellcectual pretensions with Verena,

. t . . . . . .
Ransom reveurls himself to be as restrictive and limited in h's
. @

role as pedagogue as 0live is in her relationship with Verena. He insists
that Verena accept his views along with his love, just as, earlicr in the
novel, Olive's care and affection for Verena were contingent on Verena's
dedication to the feminist cause. Ransom's monclogues on the passing of
the masculine tone and the womanization of his generation are similar in
tonc to Olive's dissertations on the oppression of women. Ransom refuses

to give any recognition to any of Verena's ideas; when she talks, he

simply replies, "'Balderdash!' it being his theory, as .we have perceived,

>
-
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that he knew much more about Verena's native bent than the voung lady
hegselt™ (p., 342). Ransom dismisses all of Vercena's "rantings and
ravings" with this superior "understanding'” of her character:
Yow think vou care about them, but vou don't at all. They
were dmposcd upon vou by clrcumstandes, by unfortuniate anso-
ciations, and vou aceepted them as you would have acceepted
any other burden, on daccount of the sweetness of your nature.
You alwavs want to please some one, and now von go lecturing
) A 8o ]

about the country, and trying to provoke demon-trations, in
order to please Miss Chancellor, just as vou did it before
to please vour father and mother (pp. 292-93).
Ransom Is very ripght about Verena's motivations in her relationship with
Olive and her parents, but his giant egotism fails to comprehend that she
yields to him for exactl¥ the same reasons. At the end of The Jostoniang,
Verena has merely submitted to a new set of circumstances, a new teacher,
and a4 now curriculun,

Verend is basically a pawn in the ideological struggle between
Olive and Ransom.  Several critics have taken Vercena's statement at face
cvalue when she exclaims to Ransom, "The interest yer take in me isn't

~

really controversial--a bit. It's quite”personal'" (p. 207). William
McMurray concludes from this thit "Basil offers Verena a private and

. . . W8 .
particular love rather than an abstract unioh of soul, while David
Howard sees Ransom as the first person to give Vercena a "private identity,
a sense of a self other than the continuously puhlic self of her upbring-

19 .. , . C :
" Alfréd Habegger might be closer with his interpretations

ing and life,.
switching the focus from Ransom Lo Verena, he supggests that Verena, in
concealing Ransom's first visit to her in Cambridge, “draws a distinction
) ) 120
between her public and her private experiernces.'™ This is supported
>

, . o 4 . .
later when Vercena thinks of Ransoa's visit as "(Che only sccret she had in

the world--the only thing that was all her own" (p. 250). The incident

‘A



reveals Verena's growing restlessness under Olive's domination, but it

also contains a rich ifrony., Ransom and Verena's welk through Cambridge

is thedr fivst meeting alone; it is only at Lhe very bepinning of their

relationship that Verena makes her observiation on Ransom's "personal
Intercst.  Shé is wrong, tragically wrong; in their future meetings
“Ransom increasingly presses Verena to f(?.;i(*c.t’ both Olive's ideas ;1.ml her
frieadehip, and to assume his own in their placet  Verena is only an

Ipstrument in the strupgle between Ransom and Olivey a struggle that,
L4

while presented in terms of a contlict tor Vereno's love, is essentially

epotistical, a strupyle for power between two domi neering wills.  As once:

critic bluntly states, "Ransom is almost as much interested in defeating
N . - . ’ II?'] o - M ) H

Olive as in marvyving Yerena, Me extent to which Ransom ultinately

values the controversial over the personaltaspects of his relationship

with Verena is revealed in the final scene at the Music Hall:

she looked at her lover, and the expression of her eyes was
ineffably touching and besceching.,  She trembled with nervous
passion, there were sobs and supplicatione in her voice, and

+ Rapsom felt himself flushing with pure pity for her pain--her
inevitable agony. But at the sawe moment he had another
peYceeption, which brushed aside rentorsé; he saw that he could
do what he wanted, that she bepged him, with all her being,
to spare her, but that so l(’mg as he should protest she was
submissive, helpless. Bhat he wanted, in this light, flamed |
before him and challenged all his manhood, tossing his deter-
mination to a height (pp. 301-82).

Ransom realizes that he has won his case; that Verena is his, whether he

lets her perform or mot. His insistence on dragging her awvay does not

“save hier'; she is,at this point, alrcady *saved" (from his point of

‘view) by her willingness to submit to him. His insistence, in spite of
the pain he caused her, that she submit reveals his real egotistic
" o

masculine assertiveness: he is not content @with the knowledge of his
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power over her; he algso abuses that pow w0 chat the others veoand
the Tarrants) will be aware of it. Dfugging Verena away from e Music
Hall is Ransom's wav of proving his mascul ine Superiority to Olive; he
sacr if ices Verena to prove a point. ‘

+ In their pedagopical TLXLLTi,lI]('iLIIOI' Olive nor Ranson zli]<nus

Verena any independes ce-or frecdom of choice., The student's role iy The

Bostonians is one of total subservience; she jg scen as an object, and

the goal of cach pedagogue is the possession of the object, the student,
in order to verity the worth of his own curriculum, Superficially, it
appears as a struggle for love; below the surface, however, it is a

conflict of egos and ideologics. 1n the process, the student's own

spontancity is obliterated. To be fair to 0live and Ransom, it must be
adnﬂ&&v& that Verena does not have much spontancity to bhegin with. James

describes Verena's "essence' as "the extraordinarvy generosity with which
. .

she would exposc herself, give herself away, turn herself inside out, for
i ’ ’ : '
the satisfaction of a person who made demands of her" (p. 328). It is

this extreme pliability which governs all Verena's actions and which

explains lier change in loyalties halfway through the novel :
there was a spell upon her as she listened; it was in her
nature to be ecasily submissive, to like being overborne. She
could be silent when peopler insisted, and s&lent without
acrimony. Her whole relation to OHlive was A kind of tacit,

’ tender assent O’ passionate insistence, and if this had ended
by being easy §%d agrecable to her (and indeed had never begsr,
anything clse), it may be supposed that the struggle of yield-
ing to a wiil which she felt to be stronger even than QOlive's
was not of long duration (p, 285), -

Vercna is a passive receiver of expericnce, floating always with. the

. . 22 ' . "
strongest tide. The struggle between her two mentors is merely "a
. !

question of which should pull hardest" (p. 331). Ultimately, the reader
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is forced to agree wioh br. Prance's suspicions that Verena ds really,
perhaps, "rather stim (p, 335).
As a student, then, Verena is severely limjted; althouph caper
to please, she is capable only of Tearning hy rote; any real depth of
. 4 '
understanding or commitment is beyond hep comprehension and her abilities.
The mere Spongy niature of

Verena's learning, abilitics presents the ulti-
mate frony in

the conflict between 0] jve and Ransom.

Verena is capable
of adopting any new idea, but she is incapable of any deep conmitment to
ity Her Joyalties will always be

' .

"the mere contapion of example” (p. 355);
in. short, they are meaningless and worthlos

35 In any<idoo]ogi?n} conflict,
Olive and Ransom :;(‘c. the possession of Verena ﬁOb proof of t‘}w Superiority
of their parLicu]ar ideologicgl'puqitions, but the struggple ixlnot worth:

it. .Ransom's v}ckory nF'ihO end

of The Bostonians is a hollow triumph,
since his "prize" hag no value; ' posscess

ion of Verena cinbodics none of the
proofs he attributes to it.

Thus, in The Bostonians James uses
- S paeonlans

“the theme of love and peda-

.

gogy to develop the idea. of manipulative

Jufluence.  The student is
struggled over by two competing pe

dagogues, neither of whom loves the
girl for herself, but rather for what posscssion of her st
this vision of the pedag,

ands for. In

oguces as manipulative and consuming and the
student as passive, almost

sacrificial, the discussion of love and
pedagogy in The Bostonians verges on the

"vampire theme" it will assume
in The Sicred Pount. Basil Ransom wins Verena cventually, but the
3 N
Jamesian irony prevails to the end, as the read
tears:

er is reminded of Verena's
"It is to be feared that with the union, so far from brilliant,
into which she was about to enter, these were not' the las

st she was
destined to shed" (p. 390).

Verena's essenticl position remains unchanged

b4
1

o

v
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CHAPTEN 11

POVE ALD PEDAGOGY IN THE TRACTC pig);

"There's no educat fon Chat matters! 1 mean save the right one,"

Character and situat fon in The Trag i Yoae are remarhably
similar to those in .'l‘_lbl_('_-“‘llEC_(.U_H;l':'lvllii-. Fach novel i stroctured arouand two
interrelated relat fonshipa involving love anod pedapopyy cach relar fonship
Presents Cluracters in contlict between socialy tradit jonal pressures and
Individual, artiotic ideal o Chavactey ization o simllar: Verena Tarant
and Miriam Rooth are 4l ike in (‘h('il‘ Bohemian backprounds and naturg |
talents (the paitt ol Ccach iy vmﬂs.xl); Julia Dallow iv a4 softencd version
ol Olive Chiane el Fory shy and inhibited with o strong ambit jon that she
attempts to carry oul viear i anlyg ]lk.'l::il Ransom and Poter sherringham cach
asls the woman he loves to sacrif fece her talents and ambitions to become
hic wite; Bosil Dashwood D the same aura of modern commercialism and
publicity as Hatthias Pardon., Each novel centers in the cont et Aln-lw('w-n

society's recopnized values and traditions and an Individual's own talen's

and vocation, In The Bostonians, (he individoal, Verona Tavrrant, sacri-

Pices her idealistic career AU th Insistence of Bawil Ransom, the repre-

sentat fve of conservgive and traditional societys In the two relation-

<

ships involving love podagoyy in

C Musey thes same cont | fot

between artist jc fnteprity worldly dern

andus ie o solved different ly.

>

Julia Dallow dnsists (hat Nick Hormer plve up his artistic interdst: and

& -

prove himscelf (with her help 4!()(:1 support) in oa political carcer before
she will marry him; Nick pouvs alony with her political ambitions for him

for a time but Pinally rejects the Hagse of Commons in favour of his
N\, ‘
b
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studio,  Peter Sherrioghom cncourages and sponsors Mitiam Rooth in her

stage ambitions until he talls in love with hery then he aske her to pive
up her acting carcer to become his wite.  Miriam aceuses him of hypocrisy,

retases his ol ber of marviage, and poce: Lo become o successtul actress,

f

In The Bostoniang, socicty WO an uncasy victory over the Individaal; in

The Tropbe Muse, the artist stands successtully apainst the demands of

1

the world.  The stadent submitted (o her teacher (Fansom) ia the cartier
¢

novely in The Toagie Muse the pupils po their own way when the pedagopic

relationship becomes too stintling, the demands of their lovers too
.

Oppressive,

Peter Sherringham oripinally becomes involved with the asplring

actress, Miviam Rooth, throush his decp interest in the drama.  Petor

tells Cabriel Nash of his admiration for the aet inp protessior:

"ItTs not cany, by owhat 1 ocan see, to produce, completely, any
artistic ettect o o 0 and those the actor produaces are amony,
the most momentous we kunow.  You'll uot persuade me that to
watceh auch an avtress as H.u!.-mv Carrd was n'toan education ofe
the taste, an enlargement ol one's knowledge'™ (1, "p. 66).

’

Tt fs with this high estimate of the drama and of himselt as cervitic that
Al"(-(vr first becomes interested in Miriam, Inftially, his interest Is for
amuscement '::A:;(lk‘t‘, "t he posaible interest of poing with them somet imes rnd
pointing the moral-—the techofeal one-—ot showing her Lh(.‘ things he
Iilw‘d, the ‘lhin;-_:; he disapproved” (1, p. 161). e x'vy_.'l‘rd:; her as Ya
strange ll.llhl.‘"l)ll;t‘ pdrl o whom he was brioging up for th.c theatre™ (1, p__> 214)
dte sees himsel! as her teacher, piving her o Mpeneral trafning"

(I, p. 224) in the "artistic cducation” (1, p. 223), taking "her up to

enbighten' (1, p. 224), being "4 format ive influcoce™ (1, p.o 225 and o

plver of "indireet but contributive culture, an apency in the formation

N



of taste” (T, p. 230).

AU Tirst, Peter's purpose In dassumling the role of pedapopue fs
r >

for amusement:

she seemed 1o belonpe to him very much indeed o0 0, This
deprec ol possension was hoy iy aprecable to bim . . . . df
he was reatly destined to take hor carcer in hand he counted
on some pood cquivatent==such tor instance as that she should
at least amuse him (1, p. 202).

The sense ot patronizing posscession evident hore in Potoer's attitude to
Miriam becowes stronger when he admits to sccond, Targer Interest in

Miriam's acting carcer:

What he flattered himselt hoe was trying to do tor _hur--%uull
throuph her tor the stagd ol his time, sidee she was the
fnstrument, and incontestably a fine one, that had come to
s hand-—was precisely to lite gt up, make it rare, keep

it in the repion of distinetion and breadth. , ~ . He hetd
fine ideas, bul she was to act them out, that, s to apply
them, and not hey and application was of necessity a valpari-
satlon, a smaller thing than theory (1, pp. 226-27).

S

Peter's view of Miviam as an " inst roment” for his restoration of the
dramatic art to the theatre parillels the theme of possession in other

relationships fnvolving Love and pedagopyv:  Olive and Vereona, Ransom and
Vercewr, Julia and Nick. 1In cach case, a proviso is attached to Che Toviy

and at{ention of the pedapogue:  the student is required to identity
himself with the ambitions of the pedagopue, oeven to act them out.  The

/
prevailbing idea of the pedapgogue who makes use of his student as an
object to prove or carry out his theories is here pilven an lronic twist,
however, since Peter is in fact only deluding himself with his talk ot
theoarfes:  "Objective, as it were, was all their communion; not personal |
and selt Ish, but a matter of art and business and discussion' (1, p. 231),

On only the next page, the reader discovers with Peter "that he had after

<

e o ¢



all l\()l escaped,  He was in Jove with hers he had been in love with her
from the fivst hour™ (I, p. 232). Peter's theorles about using Miviam

\

\ : , ) 7
asoan l\\:;lrmnt-nt for his higher anbitions are merely camouf tage tor the
emot fon he s beginning to becl for Ler.

Peter's pedagopic role appears primarily as that of financial
SpONsor to b‘ix'i;nn and Mrs. Rooth, paying for Madame Carrd's lessons, thelr
trips to plavs, and their hotel rooms. e plves Miriam books and reading
Tists and tidkes her to the National Gal lery, but his efforts at direct
instructionfmake Little or no fwpression on the girl,  Peter remains
primavily Mirfam's sponsor and aientor: It 15 Madame Carrd, with her
insistence pbnocontinuous hord work, who assumes the role of the practical
teacher and shows Miriam the specitic tricks of the acting profession.
.

Miriam hergelf tells Peter where his functions as pedago e are most
. : I £,0%

usceful: @

)

Your[sympathy, your pencrosity, youor paticence, your precfous

suppfstions, our dear sweel.odays last summer in Paris, | shall

N

never forget (LI, p. 255).

You
best

re the best Judge, the best critic, the bewt observer, the -
beldever, that I've cever come across (11, p: 349).

Peter's value as a pedagogue Ties in his role as critic rather than -

Instrucfor. Whilce Peter theorizes grandly about the dramitic art Miriam
§ y ’
. .

acts out of fnstinet and the lessons-she has received from Madame Carrd,
but whdn he criticizes a play or herself in a role, she listens closcely,
As an fnstructor in specifics he is too vague and full of historical
i . - ) . )
theoribs, but Miriam trusts his acsthetic sense and thus respeets him as
an observer and judge.
- Peter, for his part, feels most comfortable when he is theorz-
\)' . . '
ing, when the whole business of the theatre is at a safe, objectively
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s
.

e distance and he can concentrate on he "art." James indicates that

>

his character has a curfously mixed attitude towards thestheatre (rom the
veny beginning.  Pet. deprecates his Interest to Nick Dormer, saving,

\

TS an amusement ke another! (I, po 79), but he tells Biddy, "1 don't
consider the dramatic art a low once. Lt oseems to me on the contrary to
Include all the othiers™ (1, p. 56). He iy proud of the fact that "he had

always kept his taste for the drama quite in dts place. . . . his interest
N R
In the art of Garrick had never, he was sure, made him in any degree

ridiculous" (1, p. 315). His later objectdon to Miriam's stage career is

based in his "apprehension of ridicule" (T, p. 214), his fear that his

"office of a formative influence . . . might provoke derfsion" (I, p. 215).

Peter tinds himselt embarrassed by his interest in the theatre and his
[ ) ' .

role of pedapopuce and lover to Miriam. Socially, he fears ridicule and

plays ‘down his interest in the theatre, making it appear only an idle
hobby, "a sceond horse” (1, p. 216). He cannot explain away his interest
a4 .

In Miriam by his interest in the theatre, and he cannot excuse himself in
the eyes of society as a diplomat having a fling with a celebrated

actress,- since Miriam is as yet no stago success.  Personall he tires
) 8 )

’ v - . !

of "the mess of preparation . . 0 the experiments that spoil the material"

(I, p. 223), and he is rcpcl]od by the kind of people associated with the

.

B} )
sstage, "the dnstinctive rgcoil of a fastidious nature from the idea of

familiar intimacy with p(supJﬂc who lived from hand to mouth" (1, p. 208).
His interest is (mly in "the f'J'n.ish(nl» thing, the dish_pvrfvctly scasoned
and served" (1, p. 223), S Wha't ii:; ultimately a conflict between Poter's

fus(‘..ldious naturce and the practical, everyday m-cvsssjti(-s.of th dramatic

profession spreads into Peter's role as critic; he considers the personal

element in criticism "unmanly" and offensive but must admit that the best
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criticism of the drama is extremely personal:
What 'an dmplication, if the criticism was tolerableronly so
long as it was worthless—-—go long as It remained vague and
timid! This was a knot Peter had never straightened out:
he contented himselt with Teeling that therd was no reason a
theatrical critic should n't Be a poentloman, at the same time
that he often dubhbed it an odious trade, which no gentleman
could possibly follow (1L, p. 197).

Even in his role as eritic and judge, the area he is most capable in,

Peter fecels doubts about the s:‘ocinl-.'lcce])t‘nl{i] ity of l.ni.:; position. Any:
real personal contact with the theatre embarrasses Peter; he s only at
home with his vague theories n>lmut what the theatre has been and what it

should be.  Thus, when his personal interest in Miriam as a prospective
! ?

wite opposes his hopes for her carcer, his Om()timm‘('}u:mjly take precedence

\ .
over a set of intellectual theoriles to which he has never made any

practical commitment.

1

With such doubts about his beliefs and lis role.as pedagopuce,

Peter makes a poor practical instructor, and Miriam recognizes his limi-

tations,” She tells Nick Dormer that Peter "wants to enjoy every comfort
and to save every appearance, and all without making a scrap of a sacri-
fice. He expects others—-me, for instance--to make all the sacrifices':

(IT, p. 313). Miriam deseribes Peter's dilemma as "muddling up the stape

and the world" (11, p. 44) and s.’\ys\L()LNi(‘k, "He's trying to serve God

" and Mammon, {md »l don't know ’huw God .w11:1 come off. .What 1 like in you

is t.li.;ll y(ﬁn'VU dofiniLol_\" Let Mammon go--it's the only decent way"

(11, p. 312). The student knows her teacher better than the teacher knows
himself; she also knows bq,tt_c‘.r than her teacher. Peter ‘wa_nts. to have h'is
cake and cat it too and l'cfus;cs‘ to acknowledge any inconsistency in his

positiony Miriam realizes that a choice is necessary between the two
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worlds and admires the choice that retains one's artistic integrity,
even at the cost of one's social and {inancial status. Miviam valuces

the support and cncouragement she received from her sponsor at the begin-

'

ming of her caveer and always respects his taste and artistic criticismes,

but she has nothing but contempt for Peter's rejection of his proclaimed

artistic principles. : !

The lact is that Mirviam has acquired more from Peter's teaching
tharichd reatizes.  She takes her ambitions and her art scerijously and,
while Peter's theories about restordng art to the stage have had no imme-—
diate practical value to her in improving hier acting abilitics, she has
listened to his statements closcly and incorporated them into her beling,

she is as serious about her responsibilitics to the future of drama as

Peter has professed to be; now, when he asks her to revoke everything
1 ) s 1)

she will not.  Her reasons are reasons of loyalty, not promices of

‘personal success.  She tells Peter, "It is n't to my possible glories 1

cling; it's simply to my ddea, cven if ic'§ destined to betray me and

sink me" (11,v.p. 347), and she accuses him of hypocrisy:

I

Have n't you always insisted ons the heauty and interest of our
art and the greatness of our mission? . . . What did all that
mean if you won't face the first consequences of your theory?
Either it was an enlightened conviction or it was an cmpty
pretence (l]‘, p. 343). '

Peter has taught Miriam to be scrious about her profession, to regard

cdrama as the highest art; now she turns these beliefs back on his own

inconsistency and condemps him.  DPeter is bluntly exposed for the shallow

English Philistine he really is:

Art might yield to damnation. . . . 1f the pointless groan in
which Peter exhaled a part of his humiliation had been trans-—
lated into words, these words would have been as heavily
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charged with a penuine British mistruste of the uncanny prin-
ciple as it the poor fellow speaking them had never quitted
his island.  Several acquired perceptions had struck a deep
root in him, but an immemorinl compact foundation lay deeper
still (11, p. 355), ‘

J;nﬁt's Teaves no doubts in his reader's mind on how to regard Peter's

actions.  Miriam's defense of the dramatic art simply falls on closed cars,
James emphasizes Peter's hypocerisy in his “Preface," noting

that "it is the promptness with which he sheds his protended faith as

soon as it feels in the air the breath of reality, as soon as it asks of

him o proof or a sacrifice, it is this that excites her ddubF]ess sulfi-

ciently arrogant scorn. Where is the virtue of his high interest i‘f it

has verily never been ;1.11 interest to speak of gnd i all it has suddenly

to sugeest is that, in face of a serious L‘nll, it shall be unblushingly

relinguished?! (I, p. xix). One critic, Alan W, Bcllyingor, has altémpted

to defend Peter Sherringhan by dismissing James's "Preface” as "imaginative

revision'" ™ and arguing that "Miriam's phenomenal talent would not be
- “
wasted In her social role as Sherringham's wife"” and that Peter "does
Bot ask her to give up the acting thdt is the 'very essence' of her being,
ab . Ce Co
but only the professional stage. The notion that a wife's social grace:
is the equivalent of a trained actress's skill or results in the same
kKind of satisfaction is very silly to begin withy My, Bellringer's
article also ignores the obvious textual evidenco that shows up Peter's
virtual hypocrisy against Miriam's consistency.  The article is interest-
ing, however, for the parallel arguments that occur in it and'in Basil
! .
Ransom's arguments to Verena in The Bostonians (and in several pro-Ransom
criticisms)., I’eLerv»SherringI'mm, like hasil Ransom, asks the woman he

loves to give up her carcer and her talents to become his wife. Peter, - A

unlike Ransom, is refused. The ending of the relationship between Peter

i o -+




Sherringham and Miriam Rooth in The Tragic Muse {s a condgmmation ot ti,.

same basic pattern in both novels; i it is tair to argue {rom one novel

to anather, the cexample of The Trapgic Muse is further evidence in
/

rebuttal of those critics who ruy,;nwlsum as=James's personification of
R .

ideal mascul itne principtes.  James has no respect for those characters

that abuse the talents and frecdom of others; both Basil Ransom and Peter
Sherriagham ave chavacters of this cpotistical type: neither one is

Y 5 Yl
viewed as oan ideal,

In The Bostoniang, ~the pedagopuc tr tumphed because the student
was passive and submissive: do The 'l‘n{‘&in' HMHuse, the student is as st,ron‘
willed, cgotistical, und ambhitious as her instructor and stands [irm for

. c . v . . " [ N e
her own principles. Vhen asked Lo give up her Yeause," Miriam remains
. _ .‘\
loyal to her profession and contemptuous of Peter tor his betrayal of the

: - o
principles he taught her.  The pedapogic situation here fulfils a

sugegestion made in an carlier novel. In dateh and Ward, Roger lawrcence

was haunted by the fear that Nora's intelligence was préater than his
own, that her knowledge would outstrip his use as a teacher: "She must
grow and outgrow, that is her first necessity.  She must come to woman's

. . . 5 . A
estate and pay the inevitable tribute." Roger's worries prove fruitless,

but they are an accurate prophecy o1 Peter's fate in The Tragic Musc.

Miriam grows and outgrows Peter Sherringham.  In his Notebooks, James

. . ,
outlines their relationship in similar termo:

2
»

«He thinks s;mncthing’ may be made of ]fcr, thouph he doesn't quite
“see what:  he works over her, gives her jdeas, cte.  Final ly
(she «is slow in developing, though full of ambition), she takes
one, and begins to mount, to become g celebrity,  She goes
beyond him, she leaves him leokine after her and wondering,

She begins where he ends--soars away and is lést to him.©



Peter succeeds as g pedagopue where he wants to Pall: his student Learn,
hir Tesson too well and turas it on him when he proves inconsistent,

The failure in the podiagopical loye rglationship of Poter and

. 0

Miriam is parall cled-by a similar failore between Julia Dallow and Nick
Dormer.  Here the roles are I'L‘\’L‘.l'fw'(’.d between the sexes: b.ln]i;l is the
pedagopne and Nick is (he student.  The I‘L lat l'nn;;hip of Jul l'.l‘]);ll](!w and
Nick ‘l)ormt.'r is primavily thit of Fovers, but it g pedagogic to the
extent that Julia is Nick's sponsor in Lijg ])oliAli(';l,l carcer,  Julig
becomes Nick's political guide and il)L('I‘})I‘(‘IL.‘I' as he plunges into an >
clection:  she manapes his campaipgn, drives hinm about, helps write hisg
(ﬁl;cccclw::, fntvoduces him to the risht people, A»Jthuu;gh he is rather

amusced at the spectacle of himsel! ays a humbuy,, making promiscs tp crowds

. .
of fat J';;(:<-::, Nick teels uncomtortabl] o bueing Identificd as a politician
and makes little effort at polil.i’(‘:’i_l understanding:  he lets Julia read
the boring pamphilets, dipgost the contents, and tell him what he needs to
know. Indeed, when he firsgt hears that Julia is in I."Jri‘s,» probably to

ask him to run in the clection, he prefers the company of Gabriel Naush

and will not rush over to Julia's hotel at his mothor's AAnsistence that
- .

he do s0. James makes it clear that Nick's interoéts lie with paintgﬁg;'
not politics., Nick is f{rom the beginning a particularly Qdcnthusjggtjc
student under Julia's political dirccrion;

As a iOVQY, Nick is not much more cxcited or exciting, The
implicit understanding in.the rojgtionship is that Julia will marry Nick
and lend him hcﬁ social and financigl support, but only if he makes g °

serious carcer for himself as a politician. N¥ck, for his piart, is

properly grateful for her interest, but there is no real warmth of feeling

in his thoughts about her. Driving home from the clection, he thinks of
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-—

their relationship as "the sense of her having quickened his cleverness

and boeen repaid by it or by histpratitude” (1, p. 237). 1t is Nick's

mother, Lady Apnes, who must bluntly suppest to hip that he stay at Harsh

to cxpress his Y"appreciation,” and that the only proper form for that

exprassion of pratitude wouldg be a proposal of marriage.  Lady Agnes of

course has her own interest in the success of her son's alffairs with

\

.\lul‘in; aso the );l'.’l(‘(’](‘:w‘.‘_}'_(.:l"'l\"g‘ pu.t s ity "she'd be so nice to us'" (I, p. 40).

Nick ;)X‘()lvu:;(‘:;..lt the urging of his f.'vlmily and Julia's own obvious prefer-

cnce, but he does so \;'i[h a sense of unease. .
',Wl)at bothers Nick Is his aesthetic sense, the u:x tistic side of

his nature. Not only does he not believe in what he is doing, he iIs not

cven sure he believes incthose he is daing it for: "What he suspected in

Julia was that her mind was loss pleasing than her per-on' (T, p. 90).

Early in the novel, Nick describes Lady Agnes's view of an artistic carcer

to Biddy:

J

Mother would n't like it. She has dnherited the fine old super-
stition that art's pardonable only so long as it's bad--so long.
as it's done at odd hours, for a little distraction, like a
game of tennis or of whist. The.only thing that can justify it,
cthe effert to carry it as farpus one can {(which vou can't do
without time and singleness of purpose) she regards as just the
dangerous, the criminal element (I, p. 18).

The reader is 1o.¢ in little doubt thit these sentiments are shared,

i’b‘ .
perhaps in a more refined form, by Julia Dallow. Nick himsclf observes

N .

at one point that/Julia "just cscaped ranking herself with the Philistines"

»e

(11, p. 65). JuT - has already been disappointed by her first husband,
who preferred to i ‘ulige his acsthetic sense in the collection of [ine ‘ J
Ty her (i
3

things rather than satisfy her political ambitions for him; she is not

about to make the same mistake again and thus views Nick's painting with
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dreefus .,

The result of Mhe complete opposition of interests between

student and teacher in (he two pedagogic relationshi psoin The Trapic Muse
is a sense of Potisession and enclosure., When Poter asks Miriam to "pive

it up" and mArry him, she cxpresses this feeling of enclowdre that he

Presses upon her but refuses to submit to jr:

I please you because you see, because yon know; and then for
that very reason of my pleasing you must adapt me to your
convenience, vou must take e over, as they save You admire
meas an-artist and thererore wWant to puat me into a hox in
which the artist will breathe her last, Al be reasonable;
you must et her Jive! (1, p. 338),

The same oppressive sensoe Ol posscssion oceurs between Julia and Nick.
LY

» - ' . . . . . -
The idea of Julia'y proprictorship in Nick oceours conversationally:

. ‘Ah she won't Htuy} siie' 11 g0 over for her man.'
© "Her man--2" :
T "The fellow who stands, whoever he is—-cspecially if he's
CNick" (1, p. 40). .
".o. . Arc n't you her member, and can't her member 58
a day with her, and she o great propr;clor?"
Nick turned round at this with an odd expression. MHer
member-—am 1 herg?" T
- Lady Agues had a Pause—~she had need of all her tact
(I, p. 243), . )

Nick's uncase at being-considered Julia's "man," with the scise of owner-

ship that that implies, becomes his Primary sensation in their relation-

ship:

he might have pronounced the effect ghe produced upon him too
much a compulsicn ., , . 4 nixture of divers urgent things; of
the sense that she was imperious and generous—-probably more
the former than the latter—-ind of 4 certain prevision of
doom, the inf lusaee of the idea that he should come to it,
that he .o predestined (I, p. 91).

What bothers Nick is that he is being managed and directed, very
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efficiently to be sure, but towards goals which are less his own than

those of the person who is directing his lite for him. Nick finally

-

comes to realize this:

TC appeared to him that he had  done somcthing even worse than
not choose-—he had Jet others choosge tor him. ASheauty of
it was that they had chosenywith ouly their own object §n
their eye, tor wvhat did they know about his strance alterna-
tive? (I, p. 262).

Nick, as a novice, has’allowed the pedagosic relationship to overpower

his freedom of choice and take complete possession of Lim.
; )

This question of clhioice within a learnine environment is a

major theme in The Portrait of a Lady. 1sabel Archer's situation is very
\ it 3 : Y

—_— '

like that of Nick Dormer in The Tragic Musce: cach believes he is acting
of his own free will only to discover he is being manipulated by the
desires of others.  Isabel Archer tells Mrs, Touchett that she has come

. 1 ; wl : ) .
to Europe in scarch of knowledge "so as to choose. Isabel vicews her
Europcan cexpericnces as a process of education that will enable her to
make the right choice in determining the course of her life, that is, the
right choice of a husband. Tsabel chooscs out of what she considers the

freedom of her l.\'now],edge and makes the wrong choice because she does not
really know the truth; she is manip: ed and djiro.ctcd into her choice by
those around her who want to use her tor tacir own purposes. 'In fact,
Madame Merle and Gilbert Osmond choo-s_eb for her, and Tsabel unwittingly

accepts their chojce as her own. This theme of chioice, where manipulation

is mistaken for education, though most sinister in The Portrait of a Lady,
L ]

gives dark undertones to most of the relationships involving love and
. :
pedagogy in James's work. The power of the pedagogue's position repeatedly

breeds possessiveness and manipulation; if the student does not make his
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own choiee ndependent Iy, he is lost.

Lo The Tragice Muse s Nick realives that this problem ot indo-

Pendence exists botwoen himselt and dJulia as lefy as he attempts to
mrintain o opolitical caresa ~ cokimng back on th#@®cdeet fon, Nick senses

Chat dulia "had wiapped him up in somcthing, he didn't know what "

Chy e 200 and he Tien awahe dwelbing on the picture of "w'.lnl ia and her

chonies o0 0 carrving him beside g ooareving him o to his doow"”

o pe 2o Ultimately, Nick cannot sive up hin painting. By the very
. .
act oot cintaining o studio in London, he sipnalys his Jdecision apainst
: \

the political Tite cven belore he forel v o resipns, The only impetus

bohiind his political ambitions i+ ol fay when she Teaves him he tarns as

v

domatter of contse bk ot paint ing,
The shinheIv ominous aspects ot pedagopic relat ionship

between Niock dnd dulia, the contl ict between her postessiveness and his

nead to make his own choice, are softened by theé sympathet ic aspectsofl

Julia's character.  F. oW, Papec madntaing that Julia Datllow and Ol ive
! .

Chancellor "are all wondertul stedies ol women s in whom the will 1o power
. . = _4 .
Las supplanted the windom, as Jawed Sonee ived L6, of suttering and und®r-

. q o , !
}:[.thln‘\;."‘. Thev represent "the prevalent evilio o 0 the corruption ot

Y]
(b tewinine principle.” Both women dever © their | fves to political
cdtions and ddeals. Like 01 ive, Julia pives her support and at tection
to her student oo the condition that he al soodevote himselt to thase

fdeals,  In cach cane, the sense ol possession In the relat tonship is

B "/
tinally overpowering and the student secks escapes However, Julia Datlow

s aomorve sy pathetic tendering of this tyvpe of character than fs Ol {ve

Chancellor. While Olive's possessiveness is definitely sinister, Jutia

.

s portrayed with more kindness. When she tinally breaks her cigagenent

T

gt
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n ' L ]
with Nick, he vicws "her deep, her rave ambition . . . her ealeulat fons"
(FEy pe 79 Aetth sympathy and even with admivation:

there was in tact a positive strange heat in them add they
stvach him rather as vramd and hich. The tact that she could
drop him cven while :.h(-'lnnnmi For hiim==d2op him Inw".m:;v it
was now tixed in her mind that he woald n't o atter all soyvve
her resolve o be ansociated, oo lar a5 g woman could, with
preat albtaic o chat she could postpone, and Posntpane tooan
uncertainty, the satistaction of an aching tendernes:s: and :
plan tor the Tongy ran-—this exhibit fon of will and courapd,
s ol the Taryer seheme that pansessed her, commandod Shis admiv-
atfon on the spot (11, pe. 7). :

Julin's dedication and seriousness are here Seen as admirabl e qualitics;
she retafns her inteprity an oan cducator by maintaining her belicts and
ambitions rather than compromising with her cmotions and aceept ing the

- .
obviowslyv ditterent value systeom ol her student. The admivation Nick and

.
v

the reader teels tor her integrity is ampl i1 ied by the sénse that Nick

. ‘ O~ I3 : ! .
has been aomere dilettante as a student. 1t is only with the decision to

cend his political interests and return to his true voeat ion of<paint ing
that “icek assumen the stature ol artist ic fnteprity that makes him almost

symbolic to the other characters in the tast halt of the novel.  Belore
that, his brict 1liny,i'lli pol ib}-lt.'.'ll lite was a di.ﬁhnnc::t .u‘(‘, 4 pame that
e P“].l_\‘('(.] to please Julii."l and Lady A;;hy:;, but which he himseit kdew was
ot no fmportance to him.  Nick's perfod ol hypocrisy, plavin the role ol

pratetul and dutitul pupil under the directions ot his political teacher

while sceretly despdsing himselt tor {t and vearnfuog tor his stadio,

makes Julia's seriousness and dedication to her ambit {ons admirable, cven

while they dre shown as extremely Timitod,

The Tove dnterest in the velatfonship between Nick and Julia

also provides a svmpathetic view of the woman's character, While Nick

\

makes wost ot the verbal protestations of love, there {s no hint of any




H1
, . .
* . .
veal depth ot cootlon in his tecelings tor Julia, Jubia, however, radiates
a sense ol deep and violent cmotion, an almost Porvitanical pas o ion made
2
.
. more cuplosive Lioconstant repressione When Niek proposes in the
. ! & .
EaTA
oPavilion at e sh, the alwavs calm and controlled Jul ia bursits into tears
: at the case with which he moves her and then Kisses him:
Heowass close to her and as he valsed his hoead he Tolt it
’ canghty she had seiced (0 in her hands and she pressed her
. Lips, as he had never felt lips pressed, o the tirst place
N .
they cncountered (I, p. J270).
. Compared to these vepressed tlashes ol passion, Nick's pratestations about
how mygeh be "Tikes" Julia seem.rather weak. 1o The Bostonians, Olive .
Chancellor's emotion is sceen as sunpect and creates o, osense ol omdnons
possesalony in The Tragic Hl_l:ix‘.-\llll ' passion does add to oo feel fny ot
) _ | ‘
{ overpower ing possessivencss in the relationship, but the sense of her
L4 . . . .
~ : deep enot fon serves mainly to stir the svapathy ot the reader,
- ) T :
R The sympathy James has created tor this charae ter adds to the
. . - - . )
major artistic ditticulty in The Tragic Muses One reason Nick's later _
charagter s the ideal dedicated artist appears dull and strained to
miny readers (inr!ful'im:%:mm: himsolt ) who admits (o the "Preface” "that
. * ’ "n -
he fs not quide so interesting as he was tondly intended to bey,™ 1, pyoxxD)
P © s that Nick necessarily suftegs in comparison when the reader's svimpat hy
. pravitates to Julia, and his renunciation ot the world tor art losos some
ol fts aura ot nobi! Ity, since he s reaouncing Julin at the same Cime. :
.
Nick is too thovoughly established as tepld and tlaceid about policices, -
about Juliay and (o cowl crison with MivLam Rooth) about art, to be an
admirable charae? o Nick's position as the central example ol
the hard-working . vy Lo e wes s cned, critical contusion over the
conclusion ot the novel is preat, Moo eoend ot the noved, Gabriel Nash
.
s




N

prophesiocs the marvdage ot Nlck

artsoon the last few pages,

(l«‘:u'l'lhiny‘ Nick's Btav at Harsh

\
\

- popular sae ol fa portrait

Conn
B

Gabrich Nasf "0 podeur” o

dvnyiny_ Goraeunion U oany sort e

that Nick will mardy Julia, (hey

to do so," to

not

clearly and dog Initely ghandons

to be the {deal ol art, tor (e

tor him carl iv}” in the novel s
12
rests his ingerpretat ion
y

on

pafnt Gabricl Nasi

&

trom t he novel atter Nick

"orad fcates"

Nick
trivmph of Gt over ( he world.,

compromise-~will make his praice

ol

eat i, Johu Kimmev sees po

maintains that "Nich's paint fuy

promises a preat tuture for him

n

Leaves the mattoer up o the air,
that "Nash's proedictions abeut
to this time been Justit fed" (1!

aonugpestion that Julia

tipns, making such

this lady has not,
Tt is viry true there hae

Jame:s:

A\‘i('l\

denijes

by strengt hendog the artist 'y

William ol ¢

an
Lo pot rid ool b CHby pe 3980 sinee Nas
docs paint him, Powers

Julia in the o

his reanion with Mrs, Dallow

i bepinning to rolay her

doteunion ponsible:
S~—

at the l\
been Oorumour that My,

atest account s

and Julia and Niek's compromise with his

hints at such o recone iliat fon,

during the Fastoer hol Idays and the ;

paints of Jdulia,  Oscar Cargtll calls
hiws
|

"he makes g completely {ronie

that prophecy has come tge by

prophecy
resolut [on -

ontends (‘\‘l(‘[l.\‘ the apposite: "Nick

his own dmaginat ive soeld » what he knows

lesser art that Nish had already, torecast

the hasband ot Julia." Lyal b Powvers

e suppest ion of Miviam Rooth that Nick

v disappears
Arpues fngenious!y o that

ameway and thus maintains his personal

Dovdathea Krook states that Niek "wil]

with Julija's world, will have his cake and

problem o the Prospects of a reunion‘and

Glter hiis 1oturn (o Julin and her societ y
- . bl -

. 4 : .
artise, " James himselt

an

portrart

suppesting a oreconetliation but adding

have not up

s P DL This in turn is qual iticed by

viged political ambi-

yomarried Mr, Macgoeorpe,
Macpeorge is

-




53

worrled about her--has ceased at all fondly to believe In her
(11, p. 441),

As usual, James refuses Lo plve a strhlght—forwnrd ending to his novel.

That mecs Is suggesting a possible reconciliatlon between Nick
and Julia 1s evident; however, the fact ihnL Julta has been poriruyud
with Ob\'linll:i sympathy and is In fact the least offensive of ul.l of James's
pedagopues Ls an indfcation that the ending of the novel is not meant as
a sigu of Nick's bad fafth. The rclu?]unship ceased to be.ﬁodugogic when
Nick renounced all political int&ntions; with his pqsition as an artist
established in the second half of the book, they are free to respume their
relationship as lovers {f Julia can fréc herself of her prejudices. The
equivocal ending of their relationship is not particularly sat{sfactory,
but i} doces not destroy the central theme of the novol,‘thnt is, the-
triumph of the artistic nature over worldly demands.

The pairings-oft at the end of The qugic Muse are In the

patter: traditional comic endiﬁgs and reflect the lack of sinister

qualfties In the pedagogic relationships in this novel. The two different

relationships are Complomcnlaé;: in one (Nick and Julia), the teacher is:
gerious and dedicated while the student is inconsistent and uncommitted;

in the other (Peter and Miriam), the teacher is hypdcr?ticul while. the

-
B ——

student is serious. 1In each case the relationship dissolves when the
2

.

interests of the teacher and the student diverge strongly. Both the
pedagogues ultimately reveal similar worldly beliefs, while the st .dents
arc united by a bond of professional sympathy, The theme of possession,

L .
the 1dea of the pedagogue's disregard for the student's own iunterests

‘which was strongly stated in The Bostonlans, is here touched upon in both

A

relationships but does not assume very sinister qualities since the

.
~

{
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relationships ond with the students simply pofad thelr own wav,  The

’

retattonship and carry it to extreme limits in the N.'n'r.'ltm"::A_\_(ivw ot the
\ . M.:\

vampire=tike relationships op his fellow puests at an English country

. +

home.
The Jove clement In the prdapopie relationshiips follows a poneral
pattern in the novels studied so far, in that it is penerally the pedapopue

who talls in love first and exhibits he deepest and most violent emot ion:

Royer I:uwrvncv, Olive Chancellor, l’.n::l.l Ransom, and Julla l);lllm.?/ all
lv\q',ln Llwir relationships as pedagogues and all feel .‘; depth of pansion
th.‘l(_ their :;l_mi(‘nt'r; do not bepin to match, 'l'l.w refationship ot Miriam
Rooth (ll;L] Peter Sherringham in ‘_"lilx_i_:l'_l;:ll_:_i“__M_u‘.;s_v_ also tollows this p.’)L’tm’n.

Peter initially takes Miriam up as oa pedagopue in "the of fice of a
~

]

formative inltuence”™ but soon falls in Tove.with her, while Miriam cares G

- . . — - .
for him as her "dear old master'™ but resTrves her loyalty for her profes-
sion., In Wateh and Ward and THe Bostonians, the love gvrew out of the

pedapopic relat fonship but did'not conflict with its the barriers to the
| . N R
\\
Tove relationship occurred in the form of external hindranees, usually
other lovers. 1In rQ two relationships in The Trapic Muse, the contl{ct

centers within the relatiomship Itself, so that the Jove interest and the

pedapgopic element are at war with each other.  Julla must choose between:
: !
her belicels and poals as peda wane, that is, her political ambitions and
& 3 » ’ 1 ’ ’

her love for Nick. Peoter Sherringham rejects his beliets and teachings as

pedapopue when he falls in love with Mirfam, only to find that his student

¢

has taken his doctrine to heart and values it ‘more than his love. 1n The

Tragic Muse, love and pedagopy are incompatible.




CHAPTER 1V
THE SACRED FOUNTS

What 1 hate is myseltf=-when 1 othink that one has to take so
much, to be happy, out ol the lives of others, and that one
fsu't happy cven then. . . . it's never, o happiness, any .
happiness at all, to Ltakeo The only sate thing 1s to give.
It's what plays you least false.l

'

The sacred Fount is James's most sinister representation of

relationships involving love and pedagopy.  The theme in this chapter

»

will be explored not only by examindng The Sacred Fount but by placing it
G R — .

brietly in relationship ta other Llate works of James.

. The Sacred Fount chronicles a hyper-sensitive Narrator's obser~

vations of the vampire-=1like relationships of his fellow weck-end guests

- ]
at an English country housce. - At the beginning of the novel, the Narrator

L]
notes a marked fniprovement in his two travelling companions since he last
N : 4

suQ them:  CGilbert Long has changed from a stupid to a c¢loever nan, and
(;;'ucq Brissenden .'1[1});‘;11‘5 mu.(-'h younger than her forty yéars., At Newmarch
the Narrator meets Guy ‘Bl'i.‘ist‘l’ldoll, who seems L‘s fuch older Lh..'m his actual
émv as his wife Is younger L‘l\x;fnhlw':‘s:. The Nu;‘br.l-tor'conc]udvs that

/.-' Mrs. Briss draws her youth and enerpy from her vounp husband, deploeting
Wlm of the resources he needs to survive.  The Narrator seces an analogy
in the case of Gilbert Long's new-found wit and intelligence and spends
the next day and a half scarching among his fellow guests for the source
of Long's vitality, his "sacred fount." The Narrator observes that "when
‘ ' . . . "l
people were so deeply in love they rubbed off on cach other. At
first, Lady John is his primacy suspect: "She has given him, steadily,

- more and wore intellect” (p. 23); "As the source of the flow of 'intelloct'

L

wams e e .. ] . e N R T
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that had transmuted our younmy man, she had every claim to an carnest
: .

attention" (p. 25); she had "lavished herselr by precept and example on

Long" (p. 27). Smm,“ however, the Narrator di.k:mis:;c_s Lady John as the
. souwrce of Long's intoe]) i);iﬁn‘co; she prizes her wi L‘ too y,rv;l“LJ‘y to 'h.‘l\'t.‘ \
parted with any of v, The N(n'r;ll‘m"s search for Long's "sacred fount"
Tcontinues. e I"Uldr; it in May Server, a lady l-'m‘mcr.l_v serene but now
dem‘minm_lI_v flighty and l‘iil't.ltjm‘is "so that they shouldn't suspect the
(-111'(",L-l)1cnn-nt of l.\ux' mi\nd" (P. 78).  The Narrator deseribes "the snappaed
cord of her faculty of talk™ (p. 70) and "her whotc compromised machinery
of thought and speech . L, Lh.’tll nm.dv her case but harder, for she had to
create, with intell fpence rapidly ebbing, with wit halt pone, the illusion
of am unlmpaired escate" (Pe 77). The N;n'mtﬁr shares his speculat {ons

about Gilbore Long's "sacred fount" with Crace Brissenden, who joins in ©

the scareh but oventually shatters the Narrator's whole hypothesis by
, y si Y1 Yy

- -

o

declaring that Long has not chanped, after all, that he is as Jull as over,
James emphasizes that the relationships the Narrator sces in
U A ' Al | L o u v .

e Ihe Sacred Pount arce a form of padagogy throupglh an allusion near the

/

( / /bog‘innjng of the novel that combinvs the concepts of love and of poedagogy.,
d 4

v

Speculating on the source of Long's new wilt, the Narrator says, ;}Ju shall’
rd
/

find the right woman--our friend's mystic Egeria® (p. 39)3
Egeria iy appropriate:  Eperia was g wood nymph, worshi
with Diana at Aricia in Latuim, who is said to have 1o ompilius,

the second king “or Rome, and to have instructed him in sthee craft and S

relipion. They met secretly outside Rome in g sacredigrdve that contained .
. ~

2

. . ) .
a spring from which the Vestal Virging drew watoer for elr rites; when .

»

the king died, Lgeria returned to the grove at Aricia in grief where

) Diana- took pity on her tearful lament s and changed her into a Spring
plt) i I :
I




hersells The image of Egeria cvokes the combination of ~love and pedapogy

discussed here, the acquiring of something of value by the student from

the teacher throuph love. CIn The Sacred Foupt, the physical and mental

aspects of asuch:an acquisition are split into two different relationships,
the physical stimulus Mrs, Briss recceives tvom her husband serving as an

analogy tor the intellectusl gifts May Server gives Gilbert Long.  There

3

must be, however, an crotic basis for cach of the relationships; according

to the Narrvator, Briss's spered fount flows only becatse "he loves her
1" . ‘ ' . e
passionately, sublimely (p. 35). : )

The "sacred fount™ of the title combines passion and pedapopy:-
. X .

the falnt, or source, being the resources that the pedagopue gives to hiss
student, white the fdea of sanctity comes from the love that makes the

redationship possibles The Sacroed Fount reverses the peneral pattern

. :
‘established in carlier works:  there the pedagogic aspect was gencrally

the initial relation and the love developed out of the pv(l;ly,ogviﬁ‘ relation-

ship; fua The Sacrod Fount, it is the existence of the love rdlationship

that makes the pedagopic celement possible.  There is another reversal in

the handling of the ominous-aspects of possession in the relationships in

The Sacred Fount.  In the pedagogic relationships in carlier novels

(Watch and Ward, !‘h(r Portrait of a Lady, The Bostonians, The Tragic- Musc),

it is consistently the pedapogue who is manipulative and wsessive, while
the student is the victim. (conscious or unconscious) of his tutor's

dubious motives. In The Sacred Fount, the students are the aggressors

vhile the pedagopues become the victims,

The theme of possession and depletion as it is scen by the

Narrator is sinister and violent. The Narrator describes Grace Brissenden

as "eating poor Briss up inch by inch" (p. 60), wonders at May Server's

e e e B L S . - a4 Ao mm o e



. ' :
sitting "without the betrayal of a gasp or a shrick" (p. 121), and

»

describes bher wasted cnmli_t_ion: .
\
I saw as | had never scen before what consuming passion can
,make of the marked mortal on whom, with fixed beak and claws,
it has scttled as on a prev.  She reminded me of a sponge
wrung «dry and with fine pores apope. Voided and scraped of
cverything, her shell was merely crushable (p. 101).

The horrendous import of the kind of posscession and depletion the Narrator

o

o~

csees in his compandions is tully revealed in the violence of language and
\

descriptive dmapery.
)

The allusion to Egeria nedr the beplnning of the novel contains
a kind ol pathos suitable to the position of May Scrver and "poor Briss"
in The Sacred Fount.  The idea of self-sacrifice and dying for one's

Jover has long been an cnobling romantic tradition; James, however, gives
the concept an extra turn of the screw by emphasizing how the objects of
the love in his story profit from the sacrifice (rather than concentrating

on Lhe sacrifice in the romantic tradition). Both Mrs. Scrver and Guy

Brisscenden act as sources of vitality, giving of themselves to fulfil the

desires of their unwitfing lovers., The Narrator notes that Gilbert Long

"was unconscious of how he had "come out''" (p.°26) and is annoyed with

Mrs. Brissenden's obtuseness on her own part in his formula:
1

1 couldn't, in short, 1 found, bear her being so keen about
Mrs. Scrver while she was so stupid about poor Briss. She
scemed Lo recall to me nobly the fact that she bhadn't a lover.
No, she was only ecating poor Briss up inch by f{mh, but she

hadn't a lover (p. 060).

The Narrator has wondered at the change in Grace Br issenden, "How could a
woman who had been plain so long become pretty so late?" (p. 19) and sces

the answer in her husband's depleted state: "It was he who was old--it

. : 8 )
was he who was older--it was he who was oldest. ., . He looked almost
. a
\

. . ’
\ ;
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:lnythiny,.‘\“]l:"1()()1\('(] quite sixty™ (p. 29). The source of the fount is

love: Ft's in fact just because he docs so - love her that the miracle,

for her, is wrought" (p. 35)Y. The observers of Cilbert Long note thit

"the man's not aware of his own change.  He doesn't-scee it as we do.

B

« « « he ds welfish,=-=too much so to spare her, to be generous, to

realise™ (p. 66).  The receiver i unaware, at least in the Narrator's .
’ » I3 . . N .. . . ) . .
Initial theory, that he ig acquiring anything; the refationship is

: , .

consciously pedagogpic ouly on the part of the giver., The Narrator dvvvfnps
this idea by using the metaphor of the Brisscendens:

.. + Yes, she does take jt. Shc;,just quictly, but just

selfishly, profits by i(."

"And doesn't sl then how. hor victim loses?"

"No. She can't.  The perception, it she had ity would be
painful and tervible-—might cven be fatal to the process.  So
she lman t it. She passes round it. 1t takes all her flood
of life to meet her own chance. She has only a wonderful scnse
of success and well=being,  The nLhLl Lonsciousness——="

"Is all for the other party?'™ .

"The author of the sacrifice" (p. 35). -

7. A\
The Narrator's speculations result in a horrifying vision of sclfish

possession, a form of "emol ional cannibalism":

"One of the pair . . . has to pay for the other. What
ensuces is a miracle and miracles arve expensive, . . . Mrs.
Briss had to pet her new blood, her extra allowance of time
and bloom, somewhere; and from whom could she $0 convenicently
extract them as from Guy himself?  She has, by an extra-

. Oldlndry feat of legerdemain, extracted them, and he,on his
side, to supply her, has had Lo tap ‘the qicrud fount. But
the sacred fount is 1ike the precdy man's description of the
turkey as an 'avkward' dinner d1~h. It may be sometimes too
much for ¢ single share, but it's not enough to go round."

Obert was at all events satfficiently struck with my
view to throw out & question on it. "So that, paying tu his
last drop, Mr. Briss, as you call him, can only die of the
business?" _

"Oh not yet, I hope. But before her--ves: - long" (p. 34).

Later, this aspect of the Narrator's theory becomes cven more horrifying,




RaY S

A 60

as he decides that Mrs. Brias and Gilbert -1 have bocome aware of the
i

situatijon dand aré actively cooperating against him so that they may
continue on benef itting from the self-sacrifice of their respective
) y

Tovers., The idea of Possession in a relat fonship involving love and

h*dﬂuoﬂy fs o strong theme in Wateh and Ward and in The Bostonians, where

AL is the pedagogue who g manipulative and possdssive.  In The Sacred

Fount, the possessivencss s become a totally destructive force and gt
is the student rather than the pedapooue who agsumes the role of vampire.

One partner in the rolutiunuhip,conngmvﬁ

RS

The resulr, according to’ thoe Narrater's vel

- ) . (*’ 1;.«

méntal death for Mrs. sServer, phyﬁirn}
. <

-

ﬁlcy do ot die, May scems quite vital - g rutmwivato'ld he g

' 3,0

. . . .. . . - @ " . . .
Crazy-—obviously, the Karratsd' - grucsome speculationt must be viewed

with caution. .
The concept of total*depletion and eventual death inheroi. in
1 -

the Narrator's idea of the "sacroed fount reveals the themé of love and
. . ; _

pedagogy at its most sinister. . The final outcome of .any such intense and

continuous relationship, where the glver gives everything hefcan for the
+
other's improvement, sacrifices all for his lover, can only be death.

The final gift of the living is life itself. The Narrator speculates

“dbout the effects of the giver's cventual death on the receiver's

acquired gifts:

I at any rate rather positively welcomed the view that the
sacrificed part to that union might really find the arrest
of his decline, “if not the renewal of his youth, in the loss
of his wife. Would this'lady indead, as an effect of his
death, bepin to wrinkle and shrivel? It weuld sound brutal
to say that this was what I should have preferred to hold,
were it not that 1 in fact felt forced to recognise the
slightness of such a chance. She would have loved his youth,

- e v b s



and have made it her own, in death ag in Life, and he would
have quitted the world, in truth, only the more cffectually
to leave it to her (p. 79). ‘

The idea of consuming possession in the relationship is entirely sinister,

What is taken cannot be replaced; the inspirer is inevitably depleted and

the inspired surpasses and ceases to need him, leaving only death to the N
. I ‘ ‘ 4
all-giving source. ’

In the introduction to the CGrove Press edition of The Sacred

Fount,  Leon Edel notes the striking similarity of the Narrator's specu-

lations on death in The S;l(_"('d Fount to James's reactions on the death of

‘/}115 cousin, Minny Temple. James wrote of Minny in a letter to his brother

William: '

s )

Among the sad reflections that her death provokes for me, o
there is none sadder than this view of the gradual change and
reversal of our relations: 1 s]oQJ.y crawling from weakness
and inaction and suffdring into strength and health and hope:

. she sinking out of brightness and youth into decline and death.
It's almost as if she had passed away--as far as 1 am concerned’
--~from having served her purpose, that of standing well within
the world, inviting and inviting me onward by all the bright
intensity of her example.

Mr. Edel seecs the same pattern of depletion and nourishment in James's

parcents and concludes that "in Henry James's mind--and in his fiction--

; . 4
love was a force capable of depleting and destroying." Mr. Edcl notes

-

that the idea of depletion or death as a result of a love relationship

; occurs in several of James's early short stories. In "Osborne's Revenge'
. . : X
the hero mistakenly sees the heroine as a vampire-like woman who “drained

honest men's hearts to the last drop, and bloomed white upon the monstrous -

. 5 , . . -
diet."” The heroine of "De Grey: A Romance" struggles agaiunst a family
curse that would kill her, only to find that the curse has found its e
victim in her lover: '"she blindly, scuselessly, remorselessly drained the
r 3
-
, Y -, B B }




Life from his being.  As she bloomed and prospered, he drooped and
- ) L . N ; - >
languished.  While she was Fiving {or him, he wad dving for her." Ihe

hevo of "Longstaff's Marriape" recovers from his deathbed after the
£ 8

heroine rejects his proposal of marriape; then she falls i1) for love of

him and dices.
The - pattorn of death as a result of ,-or as a part of , a love :
relationshYp in the carly tales and The Sacred Fount also appears signifi-

-

A J
cantly in ather love relationships which involve g pedagopic element.  In
~ - '

Tho'Porquj}ﬂpf d Lady, Ralph Touchett loves Tsabel and sees himeclf in

the role of an interested observer of her life. Ay a sort of pedagopuce

and mentor to Isabel, Ralph makes her continuing existence in Lurope
i - N
]
.

seccure by-arranging for/ﬁis inheritance to go to her instead of to himselr,
The death of Ralph's father makes iIsabel's free seéirceh for an cducation

possible; With the money he 1eaves her "(at Ralph's insistence) she can

choose.  As a pedagogue or mentor, Ralph plays.a passive role, puttiug »
: ] . . . N > . . . . :

the means of lsabel's dpportunities in her way bt giving her no,pract}ca‘

guidance for their use; he dies at the end of the novel with the knowledge

that Isabel made the wrong choice and the belief that it was heothat
-~ ’ e

ruined her. His last words are of his Love, "if you've been hated you've

: . ‘ 7 :

also been 1dved. Ah but,'Isabel——adorggf" Out of his love for her,

Ralph gives Isabel the tools of her own destruction. Death is an impor-
N :

tant element in The Portggit of a Ladv: Ralph's father's death gives her

the inheritance, and with Ralph's death the terrible effetts of his
efforts on her behalf are acknowledged between them,
Ralph Touchett's self-effacing love is in many ways sigilar to
. . s - Nt

the supremely saéfificial love of Milly Theale in The Wings of the Dqu.

The, idea of sacrificial iove is embodied iggﬁéxr

+

Server and Guy Brissenden

n

s

S



L The Sacted Pount, where the two "vict ims" attempt to cover up tvom the

v - - i . (I
Norator the vavapes ettected on then by theiv tovers, v order to pro-

" M \ K
fect Hhene Tovers trom o hnowvladee ot the true nature ol thetir relation
whip, Ihe viston ol the sacriticing lovees in The Sacrad Fount is, Lbowe

N . N v e e ms v e w o mmea e \ .
credit the Navrrater, horritving and depvading The Wings ot the Doxe,
. ..- . t ’ ~ .- ‘ . . . :
My Theale s love fot Metton Densher is given o vedempt fve sipniticaee
-
4 . ‘ 3 S .
thrt taines it to oo higher moral plane, Milly dies amd teaves her o wealth
' fo Yer tonr Donsher, Che wan sohe Tobes, even though she knews he has
H .
~
L bettaved thit tove.  Her love has a vedeeming oftect on Densher and he
t'l.: e . .
g5 . : ,
Lo . Liuds he cannet bring himscelt tooac ept o the idl-potten gains amd wmarvy
v - : ) o
' . . . \\‘.
' , Kate Crov, das they had originat v planned s The Wingess of - the Dove sdens
b N St - tt T ottt T .
. , .

b4 . to cubody the staterent hat the supreme act ot d sacrviticing ltove s

2L :

v S death amd that this acteot death has o vedeeniog, purityving cottect on the

- saf loved poernon. o e ’

x i b - . 2

7 ht ’ ¢ )

Tk Tn The Sacred Fount, The Fovtvatt of g Tadyy and The Wines ot G
the Dove,y it is the lover ‘podagopue cthat iy e piver ot the blessings,
.. ‘ « ' ’ ’

i - be they intaellectual, watevial, or spivitoal) who taces death in Lhe

v . . ) . )

2t velat iun'ﬁ';\ip tuvolvi ng} Ilm:v aud poedagosye Jdames's oconcern with o death

7 in o examples ot tormal peta--

L
DA S
A : ‘

s and Theslurn ot the Seiewy the

> A ’

I cach case, the velationship is

-

alao hasn sexea !l tndortomess rAnd- in

c -

cion that the tutor contvibutes Jdirectly to

L oawy LN
l‘g‘ml\m ton, the tutor, takes chavge ot Morpan

precoc tous chi{lde When the Moveens r3il to pay
. . v LN
ont Vi cattectiop tow the boy and the two davdreawm ot

~ . I



. . : 04

!

eacaping the Moroen tamily's shabby oxistence and Fiving topether, At

the end ot the story, the Moreens are publiclv exposed and thrown out o

3

theiv hotely they of ey Piterally to pive Morpan to his teacher to take .

Carve ol Pemberton byierly hesitates, and Movpan 8 e ol 0 heart attack,
‘ ~ Fi

24

. Crities e divided over the cause of Motgan's death, Some declave {t s
. : ' . ' . . 8
doresult ol the tinal, crashinge realisat ion ol his parentst Ind it terence;

some hold out that Pemberton' s Patal hesitatlon throws the boy into 0
, . ° ula . .
; Pioal despaic that causes his heart to e ey other crities maintain
. . ) -

that 1t s g combinat fon of these tactors, leavi e vond ot aftect fon
. ) 4 '{r 1o o
¢ Lrom which Movrpan's only Encape s deatlr, ST
TRThe Pupi " rolates fnterest fngly to the vhole idea ol love and

poedagoey. Theve s some evidence ton assuming that the relationship
. - -~ . . -
. hefween Pogberton and h tsostudent has an erotic as wvell as o o vaoy e
» v e sl
. ) . ' i -
. K . - - v @ .
Ahamidse James deverilaes the el fes of Pemberton' s oxperic ioe wit the

A,

p > Movecens: ‘ ' : :

- N it were not tor a tew taneible tdkenn--a lock ot Morgan's
- . hatlv, cut by b owen hand, and  he halt=dozen letters he not
from him whe o the  were separated-—<the wvhole episode and the- D)

~ tgures peo, iy O wonld seem too inconsequent 1or anvthing
,

bt dricamland. ; :

. . e
WL Lo Kenney has noted that such "mémentocs |are) more appropriate to g
, . 4 .
. . e
Tover vecalling o dead love than a tutor remembering a pupil ol
. : . - .

. . .- . -
Terence Mart oapwrees that Pembertonts velerence to "such tokens seems to

1
" John Hagopian

imlir.llv .i dw:i’r“v to r.-lnvmlw" lmnant mya lover,

Y

A absier V@Q‘ ({prﬁ y}ﬁjxm\ iny n\l imagcy lu (\sm nopupil and teacher "paraltels
i -
o " @

v K : . e
in \h'\levaug rlm u&ul,l ;ﬁlm exs ol heterosexual conrtship and mareioge,"

while C Vit ton Fad i‘m,nwrf' dv:\‘,&*r ibos it an a "pert e tly uneonse fous hl\mﬂ‘»l wual
A ) . C . ) i
W mE . |
Love. Fhg'physfical eloscness hetween Morgan and Pembegton 1w cmphasiced:
; / ) } .
e
P . . S
; E ’




L

-~

- atalml?n;" lw‘l\utl! thew . s dewlx(nd ..m'yu):'.l fvely:

% - -

bS
*
Morgan . Is sceen "elinging to Mis arm" (pe 421), while the tutor s
“drawing him ¢ loser® (he 4210 At one point, "Pemberton held him, his

“hands on bty shou lders" (P 448)5 in the New York edition James rv\\\rﬂ
this to read:  "Pomberton held him tast, hands on his shonlders—-—he had

' . wlt o

never loved him so. Ihe vevision obviously emphasizes the erot fo
‘ .

Slement , The tdea ot poing ottt to jve together {s reiterated sever il

f.lun.-“ at the il of the story the Moreens ofter Movrgan into Pemberg. "

e 3 o - Y
care i%mch the same way thoy have been trylug fo marrvy oft their
[ N ’ ‘ R

" ' 4 o A

.

' . N
> u.;htpt BoooMost ot the Crot RN (m.u el \' Showever, s cont ined W the

L) . .

&@u)\m“- used in dese l.lY;ing bw;,an muf l‘umln v ton. The “davn ot an under-

‘e
A i - -

"Youlve a Iull\' o)d humlmv'" . .

Far a puat i\ulon lhx--un the words made Fembenton change
\‘olour. The hnvf m\th od in an 1n~t‘1nt that qhe “had med red,
whvnupon ho tutnvq Tod him»wll and the p‘hpll and the mastor
cexehadiped along {sh rlhance in which=there wan a conse fousnessg,
JOof many mord things than are ustally touched upan; oven
tac i(l\, ln suv h a relat fon (p. a2’

One teads tof conclude with Maxwell Geismdr that "the proving 'understand-
ing! between tutor, and pupil ., -, (hvh deve lnpim\ emot fonal arfinity,
with {ts concurrent ph\m feal atfect i - o Was a ploncer, Freudiap

! . 5 ~ . . 17 -
study or g covert klnd ot homosexual aftair." Whether the erot e

.
‘.

elenent is conscious or unconse tous, it {a Jdet initely present {n the

.
.

story: - the relationship has Some basis in sexual love. d‘\ woe ll as pvdu;,n
- oA

The ped. u\o;‘u arrangime nt be ‘tween k‘ux‘i’lwrtm'x'dm( Morgan is also

somewhat strange, Morgan {s plc(u'x'vd as o very old little boy, more
“ 18 | :
kno\uu}, and even more cldm Ly tlun hi_,}tutm . Surely Mnx an-is more
"

. $ - 4 .
knowlulgc‘lhlv about the mean existence ot the Marceen fmnily than {s his

tutor, but Pemberton discovers this from his experdences with the Moregns

Lot

.
s

L3
¥
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~

' N ) - |
rather than Trom Morgan, who takes a rather seltish view of Pemberton' s
services:

"I hope you don't mean to dismiss we," satd Pemberton.

Morpan considered a moment, looking at the sunset. "1
think 1 1 Jdid vight 1 ought to."

"Well, 1 know 1'm supposed to fustruct vou in virtue;
but dn that case don't do rvight." ‘

"You've very yvoung--tortunately,” Morg. 1 went on, turn-

fug to him acain. ‘ ] T
Ol v Compared with youl"
"Therelate, t won't mat ter so mu vou do lose a

Lot o tCime™ ~(p. alo) o

Morgan alrveady realizes at this point what he is asking of his tutonr;

Tealisation comes to Pemberton himselt only much later:

Re could neither really throy ottt his blight ing burden nor tind
in it the benetit of a p:lcit"iml conscience or ot a rewarded
attection,  He had spent all the money that he had carned in
England, Jad lu\.tolt that his*vouth waspoing and that he was
petting nothing back for ft. 1t was all very well tor Morgan
to weom o consider that he would make up to him tor altl.
fnconvenicnco . by settling hWilRselt upon him permanent ly=~there
was an {rritating tlaw in sucl a view (pp. 45=50),

.

*In tfact the relationship between Mérgan Moveen and his tutor

parallels the theme of vampivism James's narrator will develop in The

Sacred Fdunt.  Two crities have noticed this peculiar theme iu the tale

but do not xee the  callel to James's later novel. - Willimﬂ‘t‘nnvy

dectavesthat Morgan "m;mlput;l(os Pemberton by playing on his emot fons,

A X

7}

».

e

Moveover, like his relat ives, who live oft others, he thr{ves on
. , »

Pemberton's weakness,  His health impproves when Pemberton is with him and
. |

. . : 19 . o
deterforates when he s away " Fhe undercurrent of aggression in the

padagopic relationship is revealed conversatijonally:

"Oh, you've pot your ideal'
MMy ddea?"
"Why, that 1 prodably sha'n't live, and that you can stick

it out till 1'm Temoved '

the

RS

Gf
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"You are too clever to Hvel™ Pemberton repented.

"I call ft a mean fdea,™ Morgan pursued. "But 1 shall
punish you by the way 1 hang on," 1

"Look out or 1'11 polson you!™ Pemberton Laughed.

"T'm stronger and better every yoear. . Haven't you noticed

N that there hasn't been a doctor near me sinee vou came?"

"'movour doctor," sald the young man, taking his arm and

drnw‘i‘ng him on agaid (p. 440).

i

N

Another crbtic also notes ominous undertones fn this kind of conversation,

concluding that, "altong with his sense of responsibilityttor the sickly

" £
lad grows a subconse fous apgression against him for draining off the best

years ot his life. . ; . the precocious boy clings to Pembertan 1ike a
leech and, far trom gett ing worse, actually thrives on the unnatural

. ||2() c ot
allalance with the tutor, According to this interpretation of "The
: 4 R

Pupil," the tutor does contribute largely to Morgan's death at the end of

the story but under extenuating circumstances: e ac last makes a

v

. - . . .
chofee, not out of spite or hatred, but out of desperate need to preserve #

his own vitality--to refect and in of fect consign to death someone he
A . 8
pities, because such a pity makes demands of him' that are absolutely

*

| 21 - ' | &
unbearable," . : L

This interpretation of "The Pupgl" puts it in close relation to ﬂ\-

Thy Sacred Fount. The concept of a "sacred fount" postulates the draining

~(‘c\!\.’ one person's vitality by another unt il the possession Is so complete

.. . -
that ‘the victim dies.  1n "The pupil," Morgan attempts some such kind of

possession in relation to his tutor but Pemberton finally resists and

reserves his sacred fount tor himself in order to survive. The student

dies when the sacred tfount is shut oft.  In The Sacred Fount, the Narratar

suggests that the teachers will not resist, will keep on giving of them- -
selves, -and will eventually die of the process. 9 H
.
Morgan Moreen {s one of two Jamesian pupils who-die ».\ithin' the
. _ <. :
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confines of a formal pedagogic relationship.  The other is Miles in The

Turn of the Screw. Here again there Is a formal pedagogic relationship

with erotic undertones, this time between a poverness and her young male

charge. The theory of sexual repression and hysterfa in.the governess {s

now a tritical cpmmnnplnco.éz There 1s certainly reason tn,beitvvﬁ that
it {s the governess, not her imagined ghosts, who tries to "possess" the
children. Miles brings the strung;noss of their relatfonship into th;
open with his query: "Look here, my dear, you know, . . . when 1nithv

world please, am 1 going back to séhool? . . . You know, my dear, that

for a fellow to be with a lady nlwnzgf-!"23 M1L£§%§§VW“W03Y with his

t

governess. and asks her "to let me alone” (p. 266). Near the end of the

tale Miles and his governess are alone together at Bly, "as silent ” . .
as some young couple, who, on their wedding-journey, at the inn, feel shy
in the presence of the waiter" (p. 297). The governess's mental associa-

tions are certainly suspect. In the dramatic climax of the tale, the

.

governess shrieks, "I have you" to the boy and then clutches him,ns he
falls. The governess litegglly frightens the poor boy to death, as Miles

vainly “Secks to sce what she sees. Miles is "d{spossessed” at the end of
: ~ ‘

-

!
the thle, but the question remains, "dispossessed of whom?" Of the evil

N

ghost of his former tutor, or of the sexual hysteria of his present

. : A)
governess, whose possession of the boy 1s a neurotic substitute for the
love of his uncle?”

!

“The qucséiou of the narrator's reliability is thus crucial 1in

. P
discusainb the roIo of-degth in rolntionships involving love and pedagogy.
e

If we can believe the ﬂltrntorq in*"TLe Pup1l" and Thc Turn of tho Screw,

the relationship betveen studont nnd véacher is normnl and ndmirable,
‘ . - v
’ - -
with the teacher gotﬁg above and heyond the call.of duty to protegt his®
’a Qﬂ'vjl ~
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s k7

N
Innocent ;Wah\,c ‘even though the child eventually dies. But the hints

within cach story lead the reader to think otherwise: perhaps, the student

is not as charmingly innocent or the pedagogue as altrulstic as the

k
narrator would have us believe.

The reliability ol the narrator is a crucial point in any inter-

pretation of The Sacroed Yount. However, the narrator problem here aftfects

the theme of love and pedagogy trom a different point of view in the

.

reader. In the two ecarlier stories thp darker side of the theme s

revealed only through disbelietf of the narrator; in The Sacred Fount, the

Narrator’s version of the love/pedagogic relationships is so dark and
morbid that his crvdibiliiy. and the credibility of his theorysof a

"sacred fount," are questioned.  Before dealing with the cowplex "issue of

the narrator in The Sacred Fount, howvbor, a study of one of James's:

later narrators will prove useful in discussing this central problem in

The Sadred Fount.

‘v

An Informative comparison can be made between The Sacred Fount

X
and The Ambassadors,  The "sacred fount" theme reappears 1&0 relation-
' ' ) ' '
ship between Chad Newsome and Marie de Vionnet. “Julian Kaye notes that

"in The Ambassmdors the phenomena observed in the two relationships of the

two couples: in The Sacred Foupt are illustrated by Chad and Marfe: Chad
_ a

% / -

gaina polish from her, like Gilbhore Long, while she takes 'yout_h from him,
: 2 i ‘ ; o
like Mrs. Briss."” '  Chad's first words to Strether are, "Do [ strike you

25 ' : ,
as improved?" and Strether finds him indeed remarkably improved:

4 : . o
Chad was brown and thick and strong; gnd of old Chad had been
rough. Was all the difference thorvﬁgrc that he was actually
smooth? . . . The effect of it was general-—it had retouched:
-his features, drawn them with a cleaner line. It had gleared
his eyes and settled his colour and potisheéd his fine square

x.'\ to,cth—‘—tlw main ornament of his face; aml at the same time

H . N

‘ P

P
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that 1t had given him a form and a surface, almost a design,
it had toned his voice, established his accent, encouraged
his smile to more play and his other motions to less. He
had formerly, with a great deal of action, expressed very

. little; and he now expressed whatever was necessary with

"' almost none at all. It was as 1f in short he had really,
coplous perhaps but shapeless, been put Into a firm mould and
turned successfully out (p. 98). '

-

The'intgllcctuul sidc'of the pedagogical relatiponship s reflected in
Chad's newly acquit ' character as a "man of the world.f The physical
dspoct is seen in the repeated emphasis on Marie's vituiity\und Chad's
seéming age. Strether's first imﬁrcasion is of a Chad "awﬂg}ly oia-—gruy
hair" (p. 93). ~Underlying these .pedagogic changes, of course, {s the

erotic basis of thelr relationship.

I
1 1

‘ . : . ! . N °
By the end of the novel, however, a reversal occurs in the ~

& » .
.9 )
imagery, definitely suggesting that the "instruction” has not really been

9

ttakcn to heart. Chad is only Ghad, and his'change 1s only superficial.

At the end of the novel he 1is bbised, ready to l$§§éﬂone Eehgﬁh;ion-(Maric)‘

‘g

for another (making money). This reversal in the intellectual proéess of

\

. the pedagogic relationship fs reflected again in the physical imagery.

When Strether visifs Marie for the last time; his petceBETOn is "of some-

thing old, old, old, the oldesf*thihg he had ever personally touched"

“(p. 361); Maric, in her rooms full of beautifully antique features, has

become one herself. Strether's vi&ion of Chad undergoes a similar change:

. \\ .
"What was it that made him at present, late at night and after journeys,
. ) \ -

bisN

L e

s&Eféﬁzagaly, S sﬁbétantially‘young?\ Strether saw in a moment what .it

was--1it was that he was younger again than Madame de Vionnet" (pp. 382—83).

The theme of The Sacred Fount Is obviously being parallelled In

ool

The Ambaisadors.: The symptoms of nourishﬁ?nt and depletion are present,
A \ _ A

and the reaction of thes'victims" is the saﬁf ia both novels. Self-sacrifice

)

s L
Bde o et B2
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becomes the motivating force of the lover/pedagogucey
I 3

What T hate is myself--when 1 think that one has to take so
e oymuch, to be happy, out of the lives of others, and that one
isn't happy cven then,  One does it to cheat one's self and
to stop one's mouth-—-but that's only at the best for a little.
The wretched selt is always there, always making one somghow
a fresh anxtety. What it comes to s that it's not, that ft's
never, a happiness, any happiness at all, to take.  The only
safe thing Is to give., 1t's what plays you least false (p. 305).

Maric, like May Scerlbr and Guy Brigsenden, is willing to continue piving
| 13 '
of fherself until nothing. more is left, The relationship of love and

Xgopy,, of/glving and recefving, is, in the end, essentially sacrificials

For the victim, the "satest" route is scelf-denial and spiritual

‘ -, - S
or physical death; for the predator, the casfest way is acceptance. In'
. A _ .

The Ambassadors the relationship involving Jlove and pedagogv 1§ not
’ i
successful. Nothing is recally learned or acquired, and the union simply

~dissolves at the end of the novel. The significance of the relationship

ta

. centres not on the two lovers, but on the observer of their relationship.

It \ds Stré;hcr who sees the change in Chad and makes of it something

marvelous, Strethcr takes little Biltham's observation rhdt Chad 1is
“ Ay o .

- -~

. . R . . -
"awfully changed® as a confirmation of his view of CThad's imprévement,

b g
ek

but Bilham uctﬁully views the matter with reservations::

S M. o . But I'm onot sure," said litele Bilham, "that I
didn't like him abSut as well. in his other state."
‘ "Then this is really a pew state altogether?”
- , ——— MWell," the young man after a moment returned,. "I'm not
E sure he was really meant by nature to be quite so good. . . .
' I belicve he really wants to wo back and take up a carcer. -
He's capable of one, you know, that will improve and c‘snlu'rgp
him’ still more. . . . 1 scem to sce it as much the best thing
for him. You see he's not happy."

"Do 1?"--Strether ‘stared.  "1've been supposing [ sce

Just the vpposite--an extraordinary case of the equilibrium
arrived at and assured" (pp. 115-16) .-
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Pon

Little Bilham seems to think Chad as much a "Newsome'" ag ever and to
Judge the changes in him 53 mvrély.supcrflciul; Qnu wonders how much Chad
has really changed at the beginning of -the book. Hig miraculous trang—
formation into 4 man of the world Is, possibly, largely imputed by
Strofhcr, wh; sees Chad in a situation with possibilitios,thnL Strether
.ﬁimsolf had missod. This implilse to design and art ig common to the
narrators of bogth novels, The Narrator of lﬂ:~§ucrud Fount exalts jn
ghat joy of dttermining, almost of creating results' (p. 151); he con-
stantly reshapes \hig vision of the ro]utloqship¥ around him to fit into

©

his "theory." Strether, too, has this habit of composing his surroundings

to- suit the vision of hijs inner eye, as in the famous "Lambinet" chapter.
: \ ,

Reality intrudes into the creations of both artists, however, .as the

~

Narrator-is told he is Crazy and Strether's mental picture ig shattered by

1 ’ .
his recognition of Chad and Marie. The Narrator of Ther Sacred Fount is

confounded by the destruction of his masterpicce; Str%ther, however,
v _ N , _
learns from the experience, By the end of the novel,rhe sees the pedagogic

relationship between the two lovers in a lesg hallowed light:

it was like g chill in the air to him, it wasg almost appalling,
that a creature so fine could be, by mySLerious;forcgﬁ,(a
‘creature so exploited. For ag the cnd of all things they were -
mysterious:  she hhd but made Chad what he Wi S~-50 why could
she think she had made hip iminite? She had made him better,
she had made hin best, she had made hip anything one would;
but £t came to our friend with supreme quecrncss that he was-
u;%ﬁbnc the less only Chad. Strether had the sense that he, a
{"little, had made him too; his high dppreciation had, as it
-were, consecrated her work, The work, however adpirable, was
nevertheless of the strict human order (pE. 366-67).

z The question of the’actual depth of the changq in Chad becomes once more
the question of the éredibility of the narrator describing the pedagogic

rclatibnship and its effects,

BN



i data,"”" as "an attentive, unsubverted, and sovet®4gn observer"
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' .

In both The Ambassadors and The Sacred Fount, the reader must

: P
rely on the narrator's account of* the couples' transformation. Strether,
however, 154 more reliable witness to events than the Narrator of The

sacred Fount.,  In Tho Ambassadors, this question of the narrator's

credibility is incorporated into the major concern of the book, which }s
,ﬁho development of Strether's moral sensibility. As the readc( watches
Strether's moral growth he bvgomus aware, with Strether, of the real

quality of th changes effected by the r&fntionship between Chad and Marfe.

The Ambassadors jg about Lambert Strether; and the theme of love and peda-

Bogy serves as a focal point to measure the development of Strether's:

consciousncess.

7
The Ambassadors provides an advanced dovo]opmu@ﬁ of the devices

operating in The Sacred Fount, But where the examination of the narrator

is .the heart of a critical appreciation of the former, 1t ig the crux of
o |
the critical problems in the latter, Critics cannot agree on the real
position or purpose of the narrator in James's strange novel. Some
L]
critics take the Narrator's theory at face value and proceed to sev him

. . ) 26 ‘
as "a totally amoral- character,"”" M"45 a reliable, even a mechanical,
v : K
.

secretary of cvents, or, better, as a scientist carefully examining

¥ ' 28

of as

"a God, a Providence, and also a sort of Prospero.”29 A great. number of

« . Y :
critics see the Narrator as a representation of Jame .imself. Wilson

Follett started this trend with his declaration that The Sacred Fount "is*

- I . \
Henry James deliberately turning a searchlight on Henry Jamcs."Bo Critics

dif fery. however, on the direction of the beam: H. R, H‘&s sees The Sacred

B
. Co ; 31
Fount as a "humorous acknowledgement of James's own weaknesses': Robert

Perlongo calls it "4 bitter selffportrait";32 Sidnéy Finklestein views the
' e
p 4
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human, suffering and resentment of human cruclty";

others sece the Narrator as a victim of Jamesian irony:

74

s

book as an example of f{ine Jamesian morallity "w{th 1ts sensitivity to
\ .

\ +
33 F. W, Dg¥oe calls it

34 .
"a self-satire that misfired." Other critics reject any attempt to

.35
identify James with the Narrator or the Narrator's theories; still

® o

The irony is that the Narrator is, in a sense, guilty of the
crime he is looking tor. He is drinking at the fount of life,
and living off the experiences of others, and putting nqthing
into the lives of those around_him, ..
M *

Given the narrator's definition of vampires, we as readers
become conscious that .there is at least one vampire in the 37
book, and that this vampire is none other than the narrator.

The critical discussion of The Sacred Fount thus offers a number of very

A
different ihterprctath:hyof the Narrdtor'sffunctgon and of his theory's

. . ' [%
credibility, ] .,//(

If the reader takes the‘mxrrator's own self-estimate at face

value, The Sacred Fount becomes a simple hq;ror story about vampirism,

love and pedagogy in their wo}St guises. But The Sacred Fount is like

The Turn of the Screw; the redider must become a Qthctivc and interpret

‘blanks."

k]

the narrator before he interprets the narrator's story. 4In his -preface”

to Thé Turn of the Screw, James wrote, "my values are positively all

38

It is up to tlie reader. to fill in James}s "blanks." In the

case of The Sacred Fount, the critics cannot agree on which details fitc;

Leon Edel states the dilcemma clearlyj\}"Wc are asked by Henry James to
. . ; ,

determine the credibility of the witness, but we are not given enough

. .39 )
evidence to arrive at an answer."

. [

In The Ambassadors the reader-detettive is given a clue in the

: N : _
‘change that occurs in the narrator. The reader recognizes the limitations

of the harrator's vision of the love/pedagogic relationship because Strether

. - . of
- - “ F1 R
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himself . becomes aware of his own limitations. The Ambassadors focuses on

3 1
this realisation in the narrator; The Sacred Fount, however, concentrates

on the growth of the Narrator's theory rather than on the growth of the

Narrator. The result is a detective story without any clues or, perhaps

more correctly, a detective story with too many clues apdlno Sherlock:

Holmes to guide the bewildered reader through the maze. There are no

o -

objective critcria for judging whagk the Nnrragor sees, ‘It is impossible
to tell if the vamp%re—like relatidhs the Narrator observes really do
exist (that is, really do éxist in the mind of the author,. James); one
Ean only be certain that the Narxator (the character created by, but
separate fiom, the author) Surcly thinks he sees them.

The Narrator himself think% e has plenty of ogjective proof :»
his theories. In working out his.idea of the vampire—likc relationships
-around him, the Narratér aséumcs some of the stature of the queétive
pedagogue himself. He sees himsci! as Mrs. Brisscnden'§ instructor: ‘"I

|
felt a little like a teacher encouraging an apt pupil; but I could only

go on Qith the lesson" (p. 38), "I had kindled nwear me a fine, 1f modest
and timid, iqpclligence" (ﬁ. 61). The Narrator envisions himself as a

scicntistg conducting an experiment, creating a hypothesis, and looking
for collaborating proof. Mrs. Brigs and Ford Obert serve as his labora-

tory assistants, carrying out field research on their own amd h€elping to

-t . 4 1

verify the scientist's hypothesis. The Narrator, however, is not as

objective a ‘scientist as he has led some readers to believe; his theory
T - I
.-

becomes all important and the facts cease to matter:

I was positively--so had the wheel revolved-~proud of my work.
I had thought it all out, and to have thought it was, wonder-
fully, to have brought it (p. 97).
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I suddenly found myself thinking with a kind of horron of any.
accident by which T might have to expose to the world, to
defend against the world, to share with the world, that no)
so cowplex tangle of hypotheses that 1 have had for conventheuce
to speak of Jas my theory. 1 could toss the ball mvsell, 1
could catch it and send it baygk, and famfliaricy had’ now made
this exercise--in my own inner precincts——ecasy and safe;  But -
the mere brush of Lady John's clumsier curiesity made me,
tremble for the impunity of my creation (p. 125).

‘ﬁ‘

I struck myself as knowing again the Joy of the intellectual
maétcry of things unamenable, that Joy of determining,-almost of
creating results, which I have already mentioned as an exhila-
ration attached to some of my plunges of insight (p.~151). -

Here the Narrator's description of his mental processes makes: him appear
more of a mystic than an objective scientist. -
N 4 .
The Narrator admits to himself that he gets-his exporiencg“bf

life vicariously: "It would have been almost as embarrassing to have to

gx&&\thcm how little experiéncé I had had in facEJ7S to have had to tell

them how much I had had {p faney" (p. 79). There are hints that. the -

4

Narrator feeds on ot _é-for spiritual fulfillment in much the same way

he claims Mrs.,ﬁ;iss and Gilbert Long sap\tﬁéir lovers. When Mr. Briss
//

enters a smoking room unexpectedly, the Narrator observes that "his being

 there at all repewed my sources and replenished my current--spoke all, in
short, for my gain" (p. 157). At the end of his interview with Mrs. Server

in thé‘park, the Narrator notes that “she had really burnt down--! mean’ so

ot

far as her sense of things went—fwhile 1 stood there" (p. 111). While the
* Narrator pursucs his theory beyond the rcalm of fact and scientific

observation, his own students begin to rebelk. Mrs. Briss remonstrates

with him when he defends. May Server: "I all the more resent yourimaking

R

< -
a scene on the extraordinary ground that I've observed as well as your-

1f. Perhaps what you don't like is that my observation may be’turned on

.

you. I confess it is" (p. 63).1'Mrs. Brissgbegins to judge hér'teacher,

1

Iy

[y

s



Mra. Briss"s vampivism. _ . : N

\ .
telling him, "ot course 1 don't deny vou'te avtully clever, . But vou

A

build u{\/*. . vay bufld up houses ot cards" (s 18D), and finally

concluding, U chink vou've crasy” gp. 190, Oscar Carglll sees a

RN .' . i ’
reversal fin tag voles ot the Navvator and Mysy Brtss as their pedagogical
. ’ ¢ » :
relationship progresses: "N;l‘o\\ aptoa pupil, she shortly sorpasses her

18}

» . e . "
manter,e o, L by hedng a 'l\'lctlorv theorist' or lnvvnl\u'z‘thm\ the navrator,
. ‘ e ' . :
Mrs, Brissenden depletes him, drafns his epot ism, and since thid is the

w0 Mra, Briss telly Jer

subrtance ot the wman, “saps his very vitality,
. ‘ !
e . . - . '

fnstructor, "You've ‘made me sublime.s “You tound me dense. You've @t cted
RS S .
I . . ) R\"
me quite P Mrs,e Servir has attected Mpy Long" (p. o?). - and she has

! . > A .

1

Aattected the Navrator quite an she Wla_af foetod hev awn husbhand:

She ondy ook cuoueh [ twe] with her negat tons :n‘r.-n‘o"\l and her
fuselence vecapturaed, to imh'v me uu\nh‘ which she did as she
Aathered horselt wp into (he u"lll\\\(h ot twentvAtive, 1 didn
.\!(m all-=it appogred part ot my smash--hpow ll\c‘ woeinht o
her \m.-tmnd 8 \'v.-n':;. but 1 hnew the weinht of ny owa., . Thoy
wmight have been a Chousand, and °na(hing hut the sense of them
would i a moment, 1 osaw, be lett me. "My poor  dear, vou are
crazy, and U obid vou good-meight ' o o o boshould certainly

Tondver again, on the spod, qjte h:\ng‘ toge ther « even though it
wian't veally that 1 hadn't three times her method. What 1 oo
tatally lackedawas her tone ey, ‘lt\—-l‘)) . \

\

v ) \,
The Navrvator has become a victim of his own Gheory and talls prey t\g
.- ) \

R ~ . ;.
The "vampivisa" in The Sacvad hnmt then, appears in several

guisest dn the relationships that the Narrator belicves oxist Fetween the

B fnsendens and between Mav Scerver and dilbert }‘.ong‘ in the Natbator's

oo

obsession with hiz theory over the vights of other human bheings to privacy
. e , )

and over the facts, and in the pedagogiv redat ionship that exiitrs hetween

.

. ‘ . . ) . ) : 1
the Navvator and Mrs. Beissemden.  The Pattern as {U emerpes heve tits in
. . N - 1 a

discovered in:the velat fonships of love amd padagogy in




B Bl N - ’
James ' s nthiﬁwurk::. The Savrved Fount concerns nde /just phvsteal ampiv-

tsm,  1e" encompasses the whole abhorrence James holds for anv term o
! !

intellectual mastery created through foree, coercion, or propaganda. 1t

fnvolves the whole vange ot human relations (0 James's novels, with the
| P . . .

v prelent threat posed by the ot luence human beings wield over one

~ \,~.‘ . ! .
another through the pressures of emot fon, education, social structure,

’
.

. B o4 ‘.
“politieal expedicuce, or sheer egot ism. -
o .
‘ . . v,
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SRS . 2 CHAPTER V
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CONCLUS LON » .

l\v attonships ln\'ul\'lu\' love eu\émn davopy can be traced

L

tluou L the vn((n- spwm of .kuuo}:'s fdetion. The theme veappears tn
B | Jx N

v
»

¥ ﬁ o
various puises af dwarv S(;l\\{\‘ nt M Yarger., ¥

\"
’

Jame's ' fi_r‘n .)twmpt' ong plece ot tetton, Watceh and

. - - ; . 9 . ) e . ’
Watd, sets a paftern shat will deve fop further (n' later novels.  The ¥ s
ARALRY » . - . ;

evot{c and pedagopic aspégts b3 thw rvlutlnnshlp of R\\gvr Lawrence and
. - )

N«)%l ambervt develop » (mul(.uwou- Iy and react on one .mut{n . 'Phc

.H

tmh nt v.\'ontu;ll'l)' declares her adult jltl,(%n by ‘lppl\'lnv (nd%\r&ml\'

CES
the knuw[ml;\o She he;n *uquhml in (ho 1\odu'ohh u lat lm\»-hlp .md

- S

By - . : A
doing so, xhv may have Mt dis -l‘ll\u\l lnx st rictor, 'lhv tdea th;\} tln‘,?.w

In the .lu\hﬁ,uﬁlv surroun\l(m\ (hv \hn‘utv' of Roper

Law er nee
o 5 . .

> *
iu Wateh and \\.ud ‘pm.*:. beylog thc vxp-lm.ltiun of lni steyr aspecta of by“)'
the problvm of "influenco" which will become one of his wajor themat te

. /
o) - . Q
concerns.  The tdea of ‘manipulation and posscassion &u relasdonships
: v . . :

. L ! - A
duvolving love, teaching and learning is the major concern ot The

rd N ‘_

Bostoutians, where the ;:t§tj:~l\(_ s strugpled over by two compet ing pc\l\- Lo

i .

s . ! . ) » / ) B
Rogues, neither of whom loves the pirvl for heraelf, bat rather for what

possession of her represents. In this vislm’\ of the pedagogue as mantpu-

e

lative and consumipg and the student as. passive, aliost sagrit’icial".‘ the .

J

(R Y . . .
sludent Ay udtgx‘_nw the lvm'hér. somet {mesg h‘\““"(h:'-v\(( nt ‘i;"(_ the pe K L
- . * . . RS . - ‘_*
gogue 1~. dln‘ \\1@. d Jl(ﬂ\‘x thvl » becomes an llupm tant’ aspec t ul the love se @
: LA Do i h C PREE
ind qwdngog\' th'w%‘ . lt 1\\»1}\}»0«1 U8 as A major theme in \3.1\(‘ dx.x{ U Musee
. oo { :
and _ll_\_v_-j"‘mtuit' of a 1.,;\%- and \ulu\hmtc». in the v: nupivis.m : dv“&nthf ' I
’ R . & - a T . ’ 3 . . kS
thonwx of ‘lh u‘ o h\unt s ! - # - 1{ -
*,i"' R o

¥
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a

. N . c -, . . ’ . = .‘ ) "
~exist even at’ gats stage.  In Wateh ~.~)n'\_i___\\L.-x_l_"_d_% and The "Bostonians, the love

B - s
N

rf' o ' - . 80

s
N

discussion of loves and pedapopy {n\ﬂl;\ Rostonfans verges on the vampire

f' 'Y ) ,
theme {1t will assume 1o The Sacred bix_\\n_g{t_, The question of manipulative

I
7:‘*

influence also arises in The \‘mnan j‘ B j:d_ng'. whore Tsabel is deco(\’ed
\ x\‘A_ ’ :'- ' .

e
by hev dm‘\tnr. . Hnl we Mevle amd Gitbert, U\nmn\l and makes a l,al(‘\l

[N
L]

, . .
. N 3 ‘-: q +
decisfon with her mlsl;nkvn knuwlml_»:x\‘. - .
. A
N The Tragls Muse touches on ([\vgxlt:xvusslon St pn::\v-w«l\'vnc»-\- to
R s N
EER . N Vi .
somd extent but conventrates mainly on agdeve loping tendeney tor the

student. to bocome more {tndependent, sedt-assertfve and agpvessive, while:
. s 3 - - . *

o

the Ll.'\‘\lo ot the pud.-l_».'_\\y\m\ ts weaked .-md more pusi:' e, lu &mlh ases faooe
3l .

; . V p o ‘a - |np 1
'l‘lu'}_ Tragtd Muse, the u\mMn wionsog l\ku-m\\l lv.nnin}, ,H\m\lv\\:‘ when the |
z . »‘ . oy . i ¥
. & , 0”. e "ﬁ \ B

[
fntegents of t‘hv. (v.vu'hm‘ and s tudent \11,\'}.‘!}{1‘ s(ron\\fl\'

3 \
. o T"?) - " 5 p .. . T
slwply poes his own wav,  The endepey Hhvarvds  Dncraax g ',ﬁ"““‘“‘“ “
oo 3 . . ) . Ry 3 e \
€ ¥ Lt . ) A X . § )
s 1 . A : 0 . ] oy
i Janies's stwdents culmin AL es lp e Sacrgd! Fount , where (the .-:tu\lvn(:\ & L
- . »” o \‘Q’ N} ‘m . o . “_ <
conzume thady {nstructbes. o - ) ST Ay ’ . =%
‘ - -~ d . " ., " Y [ -
. K - N V ’-l ‘ R P T . )
-, Thepe L:: an ;xifn.\.'i:aing*a cudeney in damed™ g later work£30s ma¥o, &
i ., " . o . v A " -
N ' L : . 4 'Y . - "' hd
l?w and padapgopy fncompatible, \unv-‘ S fiat nove . Watch and \\‘ arid, &‘H , -
g N . . . -

R T T -
tovides the only example 0f. the :;m‘\‘v nl\q relat h\n,\hi) and d\\ul\( \
i ) ny ) . .

. 3 .
Ad . ! '

]

2

with 4t

-

Arows oug ot the educatianal velatfpaship but \tuos: nm o
1" . o - S

. . ¢ - T i
harriers, to l\\\-;\vs“.:\‘\!.l' in _(l\(‘ l(a\\l (‘\((‘l\\ll h““h \"“0\“'“}“\

w -

«
“

ly othdr
.,5.,

loverns.  1u the two ved. utimx:-hip-f h\ l?\v lmhi\ ‘luno conflict Senters

” - ' L}
withdn.thg rvh\tim\slnp ftseltf - so that the -lo\'o fnterest and the peda-
N . ‘ ’ 4 . V - »
oponte oloemmnte arve at war with ecach other., JR{a mgst choose botwoaigdier
: .7 i ! S ',’ - { . Ny ) 3 : ’
political ambitions and hei love for Nick; Petew Shdrrvingham vejects -his
. . - o s .
beliets and t cachings as p_v.‘}l.-lg'\\guo when he fally in love with Mtrl:\m,/
| ' . A ) | :
only to find that his student has taken his doctrine to heart and values
1t more than his love. The u\wh*g e nmpatil\ilit\' of love and tmmlti\'o
L
o .
14
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 the Scrgwd The Sacred Fount, The Ambassadors
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influence {f reflected in the theme of sexual depletion and\the emphasis
4

s - N n{: ) . » . o

on degeh thatirecurs  {n The Portrait ol a Lady, "The !‘up}lf." Ihe Furn ot

o R - ~'—-—‘->~~« R R el el R - e i - —

and The Wings of a Dove,

WL e ) o ' ',

« . Works favolving love and pedagopy formian fwtoresting lietle
. \ $orm s

group 1y LMies's overall output theme od of

The offers a new me

.
approach X«
- \ . .
and The Bostonfans, provid.

nove s and, pavticolwrly

a

[ ] ‘ N
y soeveral ot James!

solution to major critic uments.,  In

-

el and Ward

. ‘ . ¥
- Q A , .
the theme of love and peda, Y, tﬁw reader can study {n combination
James's distruat of i‘;vxunl relat{ionships and his concern over the intel-
u . [ . \
TJectual and soctal (ot luence  human beinps wield over one another.
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“a Chapter 1
1
Henry James, Wateh and Ward (London:  Rupert Hart- -bavis, 1960),
p. 43, Furthon quotations will be trom this edition unless othvlwixv
noted., lu;,,c vreferences will be Aiven (o the text of the paper.

B . ‘
‘ “Lionel Trilling, Stucertty and Authont fcity (Cambridpe:

¢': Harvard University Press, 10707, p. 82,
5 3 : . . .
: Robert Gale, The Caught Image (Chapel Hill: University of North
) Carolina Press, 1954), p, 470, . ' :
4 . : -
F. W, D‘”“"’a@‘lﬂ‘l;]ﬁ‘ﬂ‘i‘f' American Men of lc( L( REER Serips,
v (New York: William S1o¥8e Ausoc ia tes, 19OL), p. 61,
‘ . _ ‘Vt » .
. 3. é{)scur Carglll, The Novels of Heonry James (New York: Macmillan,
o 19el), p.M2, - :
' o Leon kdel, Tntroduction to Rupert Hart-Davis edition of Watceh
o and Ward, p, o, - ‘ L
pd —" ‘3; 'R ﬂﬁ - -
i ot el .
“ ' : 'th Stevenson, The Crooked L,ﬁn\'fdm (New York: Macurillan,
. N . ‘
: - 1949), pp. . U *‘_; W S e
) . "'8 : ’, e & " -
\ : ' JooA. Ward, . "The Doublv Structure of Wate L Abid Nl;& Texas
e _ “w o \tudtox in Literature .md Iruiu"(ho A (1902), pp. 613-24,
L e : ’ \ \y‘ V . -
. ‘ gl,co‘ Ann Johnson, "'A l)dg fn the Manger': - James's Depictgon of
Roger Lawrence InAlatch and Ward," m:i:mn" Quarterly 29 (1973) 170,
" "
0 ns g) . M
. : lohnson, A D 11) Lho N.lll)\t‘ ¢ James's“Depiction 8f Roger \
> . Luwx ence in Wat®™ and \Jnd S50 7 . X
2 - ’ 5."?“5‘- - * : .
2 ,11 o - - ‘
D 1t is worth notin;\ that the Im'\u‘ of a "hdthouse" roecurs in a .
similar \1Lu.1tion in The Bostonians: . . ' o
‘ ‘ L \% !. v . ,
* Verema had submitted, she had u\xpondod she had lent herself
to Olive's incitement and’ exhortation, because she S svmpas-
- . thetic and young™ and abundaut god thne iful; huAT had been a ‘ '
L . . : N . .
: . kind ‘of _hothouse loyaley, the mere contapion of example, and
- . o sentiment springing up from within bmd casily breathed a
s o hill upon it (The. lm\toni\m\ l‘cm,uln Books Ldition, p. 355,
ﬂ;;mﬁ-_ S G L e W -
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’
N\ . . : - - '
v In ¢ach case the image of the hothouse refers to a relationship where the
\\ student has assumed the pedagogue’s standards without. turther ‘testing or
“Wearning of them from personal experioence. S

\ . ‘ ‘ ,Pv " o
\, lZJ A \J‘m*d, "The Double Structure of Watch and Ward,"
pp. 623-24, - ’

‘e ~ -2
A . e

i
3

C -

\ Henry James, Watch and Ward, revised book (f frst) edition
~ (Boston: Houghton, *Osgood, & Co., 1878), % 325 quoted by Johnfon, p, 173,
. RE
»% :

I

8
-

14 gt Moy b ST v ’ "1 R Tod:
. AJultet MeMaster, "Love aund | cdagogy," Jane Austen Today
{Athens: \\»lklnl\rvr:;iLy of Georgla Press, 1975), p. 88,

o

-

g

I8 to graduate trom the status ol pupil to adult in the process of separ=s !

ating her _lud‘\gonu\m from Edmund's and detedting bim v arror! ("Love and
Pedagopy," p.u28) . . A : S .

' bS‘cé \Rugt: 11 and note fi‘i& ' & Y
Voo ey A . o %
K4 - : A
N B : ‘\ . ,:' <
- Chapter 11 \ . ;
& o .'Jlii\\m-)i? Jamds, The Bo:& oniany (@;ﬂdsm)ith,\'M'i_dd.l o8UXY I’q‘i_\g,uin
~ Books, 1973), p.- 109, "ALL Turther qudfend

‘ s, from The Bostpniaus wiftd be
from this editdon; padelreterences wiil by nated- purcn(tWﬁ ly 1nithe  x
o - R ' . Lal ) . =~ Vo -

. . ) *

0 AR <d \ * i
N t\,.\( . ) \ ¢ . b % ;
k ’ - \. \ Lo . . ) S o
. 2chry James, Tha Notebooks of’ Henry Jamps Clew York: SOxford
. University Press, 19ol), als. F. 0, Matthicgsen and Keuneth R, urdock,
. p. 47. S . o
{ ; \ - - ’
g 3 . \ » ) .
. _ Iy Henry James, The l’«\r(r.‘lit_‘of' a Lady (Boston: Houghl!’on Mifflin
Co., Riverside Editions, 1963) 5 p.-53. X P )
o T Ny N a o g!»
See AR 74, 106, 126 torx references to. Verena as a JoafPof Are
: figure. - L , .
? 8 : N ¢ A o v
- Wo Ro:Martin, "Phe Use of the Fadry-Tale: - A Note gnfthe ’
“Structure ot The Bostoniaphs," Euplish Studies in Africa 2 (1959), P 108,
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3 : W. R, Marti The Use of the Fatry-Tale: AMNote én the. .
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) i ’ S - b e e g 2 e
e T e . N \ ‘. . ., .
\ Ba o - . . g:ﬁf/ v
|"" . . - - ~ b f g -
~» -—
,‘~ s, )
] \& - @ .
. » . ’.‘
T e B - - T -

.l."‘ - ¥ ‘ ..'A“
\mllvl MeMaster notes this pattern in Mansficld ark: "mey:‘s 3



a . . 84

71( Is dnteresting to note that three of James's eaxly heroines,
& Nora LamBort. in Wateh a and Ward, lsabel Avcher In The Portrait of Lady,
and Verena Tarvant in The Y .Lmn m.. cach have three lovers.  Nora is
inftially duped by Hubert Lawronce's sophisticated exterior and Gaorge
Fenton's tamilial claims, but she eventually vecopni tes the worth of her
teacher/lover, Roger Lawrence, and marries him. - Isabel Archer has three
suftors:  the American Caspar Goodwood, the Foplish ood Warlurton, and
Gilbert Osmond. Isabel makes the wrong ¢holce ard cads up with a
restrictive tutor/lover vho resents her personal ccvers.  Vorena Tarrant
‘3‘?\ cour Lvd by the' et tamimate: Henry Bur rage, the }‘nhl ie wspaper reporter,
N.lt(hi s Pndnn, and Basil Ransom, l\\l\\R()m ts obv.ooasos the only tempt ing
choicagg for Verena, but James has not piven ch‘nn the pm‘\ibilit\' ol a
happy choice that Nora or I\xlnl lnd : '

4

8Rohcsrt E. Long, "Phe \mlvt\ .md the Ml‘ﬁ\.\- lhc ltlitm‘d\ln

Romanee and The Bostonians," Nineteenth ¢ cnturv Fict i‘hn 14 (l‘)l’\ 03 §2.
/ R . . . i
() - Band R
+ Osbodp Andreas, Henry James and the | \p\md inw Hor Izon (Seattle;
University of Waghington l‘lc.gm, l‘hi%) . Jlo. o . a oo
G 10 ‘ R . . :‘ f o ."‘ . ' o+ o o F
W. R. Mart l.n, "'l'ht", Use of the, Bafry=Tale:. A No te,on the ’
Structurge of The "Bustuuiuns,"" p. 02, - . .
. ’#:'ﬁ ! ; et . ‘ Tt ay T et A . .
o Ca . N i \ )
B - “,
‘CW "The Bnatoni»lnsi ' "Ihv tont.l;,iun oT l\onuntu

lllllsioll,!' y Pa 5/ T

“% . ’:‘.I‘%:' a

‘lcun,
on l.unbl,l.lbc and. Literature 7 (J‘)/l), p. 3/(). Ll

"The Bogtonians: Ncw lkmxlaml lne‘toxu.l '_Iipivrs;

pAY

3Robvrt MeLean, Frhe Bostunllms: Ncw.Eng‘l.nnd“_'l‘us(m:ul'," P. 381

- . .

. £ _
‘ Al ione} Trill 11)5, The ()p‘po\ili Self (va York: The Viking Press,
1955), p.:112, . . . C PRI
. sj‘-fA‘MJ R . . .

15 e i ST , '
< . ldonel Trilling, The Opposing Selr, p. 113,
s i u ‘ - " ' '

lbLl%ncl Trilling, The Opposing Selt, p. 13, ®

’ v - 7 a
7Irvi.ng Howo, Pélitics aud the Novel (New York: Meridian Books,

Inc., 1957), p. 197. , : . <

1 William McMurray, "Pragmatic Realism in The Bostdnians," ‘
Ninctcvnth Century liu iﬂll 16 (l‘)(;‘), ,p,/3él \/) "
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“David - llowqrd Tha Bostonians," The Alr of Reality (London:
Mechuon & (,u. s ]977), ed. Joha Goode, p. 70. : .
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Leon Fdel, The l.l‘fv
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e
¢ Disunity ot The Bosgonlans,” Nincteenth
207, &3 s ¥ %

-

of Hency James:  The Middle Years 1882-1895 v

22
U7 ds dnteresting to

Tarvant's name {n this context:
. .". ol tnmnd (an adjectival
Q& per son Vsaid to have, 1like

©into ~the lhinh he toucheth or L

Chaptor 111

Chancellor's Paintul Vie tory in »l he Bostontans,

(1968), pp. 233-34.

~

Henry James, The Tra

(New Yordke J. B. Lippincott Liompnﬂ;, !90"2), p. l4l,

nolv Gerald llhl am's réacarch on Verena
"Tarrant s 'an oltlmyluphh wirihtion

hnm tarantant) which figuratively vetoers

thd chameleon, the power to npe himselt

cancth unto M See Gerald Hat®am, "0live

" Research Studies 30

©j,

-
ple Muse "(New York: Charles Seribner's Sons,

1908), Volume 1, p. 1200 All

“be from this editiong page u‘to

tc\L.

2
“Alan W. Bellringer,

tad

Journal of American Studies & (

Alan W.eBellringer,

g
wences will be noted p.ncntluth.nllv in the

The Object ive Centre,"

lCth‘l quotations from The dragic Muse will

"The Tragic
1970),

"The Tragh :  The Objective Centre,"

p- 8(). [
4 R :"-‘:‘ . . ) . . '
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