
No. 13, Spring 1984 
Tucson 

Published twice yearly 
lSSN 0264 - 8342 

Edited alternately by Laurel Brake (University College of Wales) 
and Billie A. fnman (University of Arizona) 

Editor's Notes 

The editors, whose addresses are given on the last page, invite notes, queries, responses to 
reviews, information about works on Pater in progress, books for review, offprints of recently 
published articles and reviews, and manuscripts of articles and reviews scheduled for publication (for 
listing and annotation). We also invite nonscribers interested in Pater to subscribe to the 
newsletter, by filling out the form on the last page. Subscription entitles one to membership in the 
Pater Society of the U. S. and the U. K.; there are no additional dues. 

News 

Sir Michael Levey has almost completed an edition of Marius the Epicurean, with 
introduction and brief notes, for Penguin. 

* 
The Pater Society welcomes four doctoral candidates as the first new members of 1984: 

Nancy Hitchner, University of Pennsylvania; Dorothy M. Clementson and Edwin Smith, Columbia 
University; and Jeffrey Wallen, Johns Hopkins University. 

The Pater Society get-together at the Hilton in New York City during the 1983 MLA was so 
enjoyable that members can expect an invitation to another such gathering at the 1984 Convention 
in Washington, D.e. 

* 
The University of Minnesota Libraries has joined the library subscribers to PN. 

* 
The editors of The Complete Works of WaIter Pater, in a meeting at the MLA, solved some 

problems concerning procedures and techniques; named Billie fnmsn editor of Volume III, to replace 
Roland G. Frean; and made tentative plans for a Special Session at the MLA 1984, which Donald L. 
Hill will propose, as discussion leader. The topic for the session is "Discoveries Made While Editing 
Pater," and the proposed speakers are Sharon Bassett, Eugene J. Brzenk, Gerald Monsman, and 
William F. Shuter. 

* 
Eugene J. Brzenk, who was unable because of the critical illness of his mother to travel to 

Pater sites in France and England as reported in PN, No. 11, will make the trip this May. 
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Abstracts 

of Papers read in "Walter Pater and the Genres of Prose," a Special Session led by Gerald Monsman 
at the MLA, December 28, 1983 (in the order of presentation) 

The Historical Significance of Marius the Epicurean 

Marius is historically significant in marking the end of a phase in nineteenth-century 
intellectual activity in which literary synthesis of contending values was regarded as a control upon 
possibly disintegrating scientific, philosophical, and political forces. To posit a center, or principle 
of equilibrium, or means of understanding that could hold disparate tendencies of modern life in 
steady orbit, Pater created in Marius historical parallels that suggest, but do not recreate, modern 
tendencies; and while ostensibly refining the Renaissance principle of "multiplying the 
consciousness," or enlarging one's range of enjoyment, he actually evokes a "sense" or "instinct" 
revealed to him through arduous exercise of "the historic sense"-"a spontaneous force of religious 
veneration," which grows naturally in the human mind and has linked to one another sensitive minds 
from primitive, pagan, Christian, and modern times. In Marius, the "religious sense" becomes the 
instrument by which creeds and vices are culled from paganism and Christianity so that their purer 
elements ' can be combined in a synthesis that Pater invites the reader, in the title of the last 
chapter, to call "natural Christianity." Marius achieves this synthesis of values in his mind, but, as 
Pater admits, "all the movement [of his lifel had been inward; movement of observation only, or 
even of pure meditation" (Il, 208-09). By the time he finished Marius, Pater seems to have realized 
the danger of another kind of disintegration, the separation of inner from outer, mental culture from 
active life. After finishing Marius, as if determined to make contact with real modernity, he turned 
to London, where he reviewed contemporary books for ephemeral publications and explored, in a 
string of imaginary portraits, modern tendencies toward over-intellectualization, displacement, 
disjunction, masochism, and mass violence. When he tried to create another synthesis, one in the 
mind of a somewhat more active hero than Marius, Gaston, he failed to complete the book. 

Billie Andrew Inman 
The University of Arizona 

The "Philosophical Reverie": Pater's Plato and Platonism 

I use the term "philosophical reverie" as a way of calling attention to Pater's habitually 
dual focus: his interest in history and his subjectivism, his study of the history of philosophy joined 
with his own aesthetic and interpretive manipulations, what has been called in another context his 
"imaginative sense of fact." I place him within the tradition of imaginative historical revivals 
explored by Jenkyns and Turner and argue that these nineteenth-century interpretations of history 
prepared the way for early twentieth-century literary "uses" of history. But I do not name the 
"philosophical reverie" as a new literary genre here. There are more interesting ways of looking at 
genre than simple taxonomy; I am trying to suggest using techniques of generic analysis to open up 
new ways of seeing Pater's importance. 

In the case of Plato and Platonism, Pater's frequent analogies between Plato and 
nineteenth-century figures create the sense of historical phenomena repeating over time. Pater 
thus becomes implicitly both a "translator" of Plato to the nineteenth century, a new Ficino, and 
also the modern analogue of Plato himself, the one who recreates for the nineteenth century Plato's 
synthesis of the Pre-Socratics. This way of thinking resembles the literary categorization by genres, 
a strategy of analysis that looks both to the historically specific qualities of a work and those that 
conventionally repeat over time. In other words, in this text that signals in many ways its extreme 
sensitivity to generic issues, Pater treats historical phenomena as if they were like literary genres. 
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What purportedly begins as a study in history of philosophy soon becomes a philosophy of history, 
attributing "literary" or "aesthetic" qualities to the shape of history itself. 

Carolyn Williams 
Boston University 

The Reader in the Literary Criticism of Pater and Carlyle 

Like current theorists of reader-response criticism, both Thomas Carlyle and Walter Pater 
were intensely interested in what a reader does, or should do, in the act of reading. As critics both 
regarded modern literature as designed to involve the reader in the actual creation of the work to be 
read. In Carlyle's view Goethe is a great writer who demands this participation of his reader while 
Sir WaIter Scott is merely an entertainer who expects nothing from his passive reader. Pater is of 
the same opinion, insisting on the reader's response to the "challenge" of the writer ("Style"). The 
two critics differ however in their views of the kind of participation permitted the reader. While 
Carlyle believed that the attentive reader can by his imaginative diligence see and feel as the 
author saw and felt, Pater regarded the drama of reading as an internalization of the text whereby 
the reader remains a witness of the spectacle. In sum, Carlyle believed that a reader could recover 
the past; Pater regarded this as impossible and any attempt to do so as "vain antiquarianism" 
("Aesthetic Poetry"). 

Clyde de L. Ryals 
Duke University 

The Poetics of Pater's Prose: "The Child in the House" 

Poetics, in this context, is an organic dimension in writing that depends upon a writer's 
distinctive way of treating a subject, whether in verse or prose. It embraces the subject itself 
(action, myth), language in its inexhaustible variety, and construction (architecture, shape). It is as 
characteristic of Pater's "portraits" as of Arnold's key-signature poems. Pater's poetics can be seen 
especially well in "The Child in the House," which is both an extension of his earlier critical essays 
and the model of the other portraits to come. "The Child in the House" is an imaginary portrait, not 
merely a hidden autobiography. Pater works "from within outwards" as a poet, not as a historian; his 
"individuality," or originality, grows from fidelity to his imagination, not necessarily or importantly 
to episodes in his personal history. The imagination manifests itself in recollection, insight through 
perception, and form, all of which are fused in this portrait but must be discussed separately. 
Recollection here is memory clarified and heightened by dream. The "facts" reported are not facts, 
but imagil1ation's idealization of facts, suspended in a medium as a painter or composer might 
suspend them. The insight conveyed is an outline of the whole mythic life of a man. The "poor aged 
man" whom Florian Deleal helps with his burden along the road, the boy Florian, the Florian who has 
grown into middle manhood bearing the unremitting weight of homesickness, and the middle-aged 
narrator, the interpreter who must look forward to the prospect of an old age weary with the road, 
burdened with what he carries, and in need of human sympathy--they are all one person, and "The 
Child in the House" is the poetic myth of man in this world whose house is furnished forever in the 
first twelve years of his life. The house, with all the experiences it symbolizes, is a material 
sanctuary of sentiment that binds the man to the earth, the paradise from which his very eagerness 
to depart visits upon him a piercing and eternal sense of loss. The formal model of the portrait is 
the classical myth of transformation, or metamorphosis. Florian, through his kind act toward the 
aged man and his rewarding magical dream is transformed by self-knowledge, because the insight he 
gains as he perceives the sensitive child in the house is knowledge of human life in its most profound 
depths and inviting heights. 

W illia m E. Buckler 
New York University 
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Reviews 
edited by Hayden Ward 

The Metaphor of Painting: Essays on Baudelaire, Ruskin, Proust, and Pater, by Lee McKay Johnson. 
No. 7 in Studies in the Fine Arts: Criticism, edited by Donald B. Kuspit [Chairman of the 
Department of Art, SUNY, Stony Brook]. Ann Arbor, MI: UMI Research Press [an imprint of 
University Microfilms International] , 1980. 255pp. $39.95. 

This remarkable book, although published in 1980, has not received sufficient notice. It is 
not listed in the MLA International Bibliography, either 1981 or 1982, perhaps because it appears to 
be a published dissertation. Lee McKay Johnson did complete a forerunning dissertation at Stanford 
University in 1970, but the book, as far as the substance is concerned, is an expansion and thorough 
revision of the dissertation, definitely not a reprint. The "Victorian Bibliography" in Victorian 
Studies lists it in 1982 for the first time, without reference to reviews. The Pater Newsletter listed 
it in No. 7, winter 1981, but a request for a copy of the book for review at that time was not 
answered by the publisher. Another request for a copy failed this year, but the author merits 
consideration. Judged by superficial signs, Johnson's book seems to deserve the neglect that has 
been visited upon it. Johnson is so unlike a "Pater scholar" that he uses, instead of the Library 
Edition of Pater's Works, a curious mixture of texts, including some first editions, the Everyman 
edition of Marius, and an American printing of Gaston (1896); his selection of texts by Baudelaire, 
Ruskin, and Proust is just as "unprofessional." And there are some errors in the footnote references. 
However, he has read all of Pater's works, in those unusual editions, and the readiljg is fresh-not 
idiosyncratic or trendy, but informed by an insightful vision into the works derived from reading, 
them in the context of extensive reading in the works of Baudelaire, Ruskin, Proust, and Mallarme, 
who though unnamed in the title is shown to be in many ways a parallel figure to Pater, and such 
modern works as George Steiner's After Babe!, Merleau-Ponty's The Prose of the World, and 
Gertrude Pe lies's Art, Artists, and Society. "Pater and the Structure of the Moment," Chapter 4, is 
an appreciation of Pater as an artist (though not a self-conscious Paterian appreciation), and it is 
the best essay on Pater's artistry that I have read. Moreover, it gains from being seen in the context 
of the book. 

According to Johnson, Baudelaire, Ruskin, Pater, and Proust gave a new meaning to ut 
pictura poesis, each in his own way basing a literary theory on "an application of principles derived 
from visual art" (p. 1). Before forming literary theories or developing their characteristic styles of 
writing, Baudelaire and Ruskin each (independently) championed a modern painter, Delacroix and 
Turner, respectively. Each next studied the techniques by which the painter achieved instantaneous 
effects, enunciated the principles of this painter's techniques, generalized the principles into an 
aesthetic theory, and applied the theory to writing as well as to painting. Proust was greatly 
influenced by Baudelaire and Ruskinj Pater was influenced by these writers and "German philosophy" 
(p. 8). Although the four writers featured in the book all relate to other writers in various ways, 
what they have in common, Johnson says, is "the metaphor of painting," or the idea that a poem, a 
critical essay, or a "portrait" may be like a painting, an object with its unique, autonomous existence 
(p. 2), which organizes details into a coherent whole that conveys a total effect in a flash, a meaning 
that cannot be paraphrased and can be represented adequately only by its totality, the work itself 
being a Symbol. Johnson, in other words, sees all four writers as key figures in the Symbolist 
movement, who form a cluster within the movement because of their relationship to painting. He 
states his thesis as follows: 

the writers who grasped the impact of painting as an alternate form of 
communication had a clear view of how the silent content of the mind, the 
moment of pure sensation, of pure consciousness, could be expressed. 
Painting becomes a metaphor of this new content and the art of painting is 
used as a guide to new forms of expression. In attempting to find verbal 
equivalents for the technical aspects of painting, these four representative 
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writers were helping to forge a major change in the use of language, forcing 
language beyond the implicit frontiers and boundaries of its linear grammar 
into new structures. (p. 4) 

The charm of this book lies in the precise, orderly, extensive, impersonal detail with which the 
thesis is developed in regard to all four writers, the biggest challenge being in the presentation of 
Ruskin as more a Symbolist than a Romantic. 

The essay on Pater is in large part a development of Edmund Wilson's statement, quoted by 
Johnson (p. 194) that "More nearly than anyone else, he [Pater] supplied in his literary criticism, an 
English equivalent to the Symbolist theory of the French," which was enunciated most fully by 
Mallarme (Axel's Castle, 1931, p. 32). Johnson states that "both writers take Baudelaire's concept of 
language as a tangible medium to its furthest extension, and consider the literary text as 
metaphysically real and concrete, anchoring this metaphysical dimension in the analogy to painting" 
(p. 194). Pater refined language above the vulgar level of the tribe as Mallarm~ did (p. 212). He 
created unusual adjective-noun combinations (" 'green shadow,' " " 'delicate place' "), some of these 
combinations illustrating synaesthesia (" 'cool sound,' " " 'audible sunlight' ") (p. 216). He used in 
specific works "a purposefully limited and selected vocabulary," to control tone, and repeated key 
words to create atmosphere (p. 227). His long sentences, each phrase containing an element of 
thought and color, unite many impressions into a single complex impression (p. 227). Both the 
portraits and the critical essays describe the temperament of a single artist, and "The temperament 
of the artist which sums up the cultural moment is then condensed into his work, and his paintings 
are then collapsed into one single type, as Pater traces common elements through all of them" (p. 
227). 

Johnson emphasizes that Pater sought in his essays and portraits to make a unified impact 
on "the imaginative reason." 1n other words, he sought the unified effect that he describes in "The 
School of Giorgione" and symbolized by the term music. But Johnson maintains that although 
Pater's metaphor for union of form and matter is music, his literary moment is analogous to a 
painting, indeed a painting by Giorgione, a complex spatial symbol that holds many impressions in 
stasis, for which there is no equivalent in music, unless it be a monotone, which Pater does not 
imply. He quotes the following passage from "Giorgione" in this context (p. 228) with considerable 
effect: "'It is the art of music which most completely realises this artistic ideal, this perfect 
identification of form and matter. In its ideal, consummate moments, the end is not distinct from 
the means, the form from the matter, the subject from the expression; they inhere in and 
completely saturate each other; and to it, therefore, to the condition of perfect moments, all the 
arts may be supposed constantly to tend and aspire' " [Ren. Lib. Ed., pp. 138-39]. Commenting on 
this passage, Johnson reinforces the central idea of his essay: "Again it is the perfect 'moments' of 
music that completely embody this ideal, because music, like literature, is a temporal art, which 
cannot" serve Pater as a model for simultancous unity. Thus, in the actual essay, the ideal form 
described is a painting of a moment of music--an ideal which combines the fusion of form and 
content with the structure of the single moment" (p. 228). The long "portraits" are a series of 
tableaux. 

Pater's "moments" or symbols, whether single impressions or whole essays, according to 
Johnson, are "concrete"-i.e. particular (focusing on the special quality of the subject, p. 196), both 
physical and ideal, and self-contained. The physical element is enhanced by an environmental 
"envelope" (like the background of a subject in a framed picture) and the ideal by Pater's habit of 
thinking of ideal correspondences, or "perfect types" (p. 205). By self-contained Johnson means 
existing as a primary unit, not as a part of a whole. The means by which "concreteness" is achieved 
is disciplined use of language. Johnson says that Pater knew, with Baudelaire, that "just as two 
flavors can be combined in a sauce, or two colors combined on a canvas, the combination of words in 
a poem [or a prose work] can produce the same direct and tangible response" (p. 29). To him words 
were both "a medium capable of direct impact" (p. 29) and the means of giving "form to the 
amorphous chaos of experience" (p. 219). 
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Pater's symbols differ from Ruskin's in being still. Even when describing Turner's paintings, 
Ruskin evokes motion: "the painted reflections seem to move and hover on the verge of 
distinctness, fade back into vagueness, constantly appear to 'flash' with different colors" (p. 103) as 
Ruskin selects details to "invent" a complex symbol that most fully represents the painting, which to 
him is Turner's complex "invention," or the fullest symbol for his perception of an effective scene 
(pp. 126-31). The very active "eye" of the reader takes in image after image, building the symbol 
with Ruskin and coming to rest finally on the surface, where he directs (p. 103). By contrast, Pater 
often asserts the" 'latent poetic rights of the transitory, the fugitive, the contingent' " (which 
Johnson recognizes as a phrase quoted from Baudelaire and only "obliquely" acknowledged), rescuing 
them from the flux and holding them still for a moment (p. 202). Or he condenses an artist's 
achievement into one still symbol, like the Mona Lisa (p. 229), or "the fullness of life" into a 
"quintessential moment," as in Marius's vision in the Campagna (p. 205). 

Johnson explains that Pater differs from the other writers in the book, all of whom created 
"moments," primarily in being more refined in his selectivity. Johnson develops this idea by 
contrasting Pater's "moments" with Baudelaire's. The two are alike in dividing "the self into an 
observer and an observed double"; both use " 'strenuous self-consciousness' as a type of controlled 
discipline to convert life into art"; but Baudelaire "is able to digest a greater range of experience" 
(p. 201). "Pater tries to consciously edit his moments, discarding what seems to him unpleasant" (p. 
201), "heightening certain moments and obliterating others" (the" 'mere drift or debris of our days,'" 
which to Marius comes to be " 'as though it were not' It) (p. 202). Johnson does not compare Pater 
with Baudelaire to downgrade him; as I said at the beginning, the tendency of the essay is 
explanatory and appreciative. 

I will close with one of Johnson's perceptive explanations pertaining to Pater and 
Baudelaire, and indeed to the thrust of the Symbolist movement, a reason for the paradox between 
the understanding of a piece of writing "as a self-contained artifact and at the same time as the 
intimate expression of the author's soul" (p. 211). The writer, an "aristocrat" obliged to live in a 
"vulgar" society, perceives himself as having a double nature. The everyday side of his nature is 
totally excluded from his writing, and this exclusion creates the effect of impersonality. But the 
side of the nature reserved for art becomes transformed into style, or expression of souL Or, as 
Pater says in "Style": "'if the style be the man, in all the colour and intensity of a veritable 
apprehension, it will be in a real sense "impersonal" , "(p. 211). 

Billie Andrew lnman 
The University of Arizona 

Stran eness and Beaut : An Antholo of Aesthetic Criticism 1840-1910, ed. Eric Warner and 
Graham Hough, 2 vols., Cambridge University Press, 1983. 44.50 per VOlume, cloth; $13.95 per 
volume, paper. 

Terry Eagleton has recently observed that the rise of English stUdies coincides with a 
historic shift in the notion of morality as an "explicit ethical system" to a "sensitive preoccupation 
with the whole quality of life itself, with the oblique, nuanced particulars of human experience" 
(Literary Theory, p. 27). The changes in aesthetic theory exemplified by the selections in this 
anthology reflect this same historic shift. Indeed, the editors enact the traditional role of the 
English teacher as Eagleton represents it. 

If one accepts Eagleton's theory of critical displacement, Professors Warner and Hough 
have produced an old-fashioned anthology, in which they map the contours of their subject in a 
general introduction and then, simply and rather dogmatically, in brief critical introductions place 
each author on the map. The tone is aimiable but firm. Still, one may quarrel with their 
arbitrariness: why, for instance, do they omit E. S. Dallas? ls British "aesthetic criticism" limited 
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to a putative line from Ruskin to Yeats? That is, of course, the thesis that Professor Hough set 
forth in The Last Romantics thirty-seven years ago, and this anthology, as far as the British 
component is concerned, is the late-arriving complement of that study, reflecting its judgments, its 
very wording, on almost every page. However, inclusion of works from an American and two French 
critics provides some important links between nineteenth-century and Modernist aesthetics that 
were absent from the earlier study; and the end notes on each critic not only give background 

. information on the selections, but also point out parallels between authors. 

Volume I opens with a generous selection from Ruskin that stresses the contrast between 
aesthesis and theoria upon which Hough focused much of his 1947 chapter on Ruskin (George 
Landow's subsequent explorations are acknowledged only in the reading list at the end of Volume II). 
Most of the cuttings are from Modern Painters, but "The Nature of Gothic" is substantially 
excerpted along with snippets from Unto This Last to suggest the social implications of Ruskin's 
aesthetic ruminations. Morris, represented by excerpts from five essays that relate art to life, is 
seen as primarily a student of Ruskin's theoria. 

The title of the section on "The Pre-Raphaelite Brotherhood and Dante Gabriel Rossetti" 
reverses, ironically, the order in the title of the corresponding chapter of The Last Romantics. By 
including Holman Hunt's account of the P. R. B., written in 1905, the editors show that William 
Michael's chronicle of the history of the group, with Rossetti as the central figure (the first entry), 
expresses a view that the other members of the Brotherhood, not surprisingly, did not share. 1n a 
levelling mood, Hunt suggests that a disdain for realism was shared equally among the group's 
members, and that Rossetti simply acted upon that disdain with more inventiveness than his 
colleagues. "Hand and Soul" and the less familiar "The Orchard Pit" reveal, however, that Rossetti's 
artistic aspiration and sensibility were more radical than Hunt remembers. 

The latter half of Volume I contains excerpts from critics not included in The Last 
Romantics: Arthur Hallam ("Characteristics of Modern Poetry"), Poe (three theoretical essays), 
Gautier (preface to Mademoiselle de Maupin), and Baudelaire (seven essays, including "The Salon of 
1846," ''The Universal Exhibitions of 1855," and "The Painter of Modern Life," where the editors find 
ideas parallel to Pater's). Although all of the French material has appeared before in the present 
translation, having it integrated with the British material is useful. Poe's presence clarifies the 
implications of the selections from Baudelaire, for there and in the preface to Gautier's 
Mademoiselle de Maupin, one finds expression of a new aristocratic disdain for the bourgeoisie, 
combined with an elitist devotion to the calling of art that leads neatly into Swinburne-first, into a 
portion of his 1862 review of Les Fleurs du Mal, where Swinburne notes Baudelaire's "supreme 
excellence of words," suggesting a new emphasis on language as both the medium and subject of the 
writer's work that quite shifts the focus of aesthetic criticism away from the public concern and 
consequent moralizing of Ruskin and toward the introspective cast of Pater's "Style," with its 
pregnant definition of literary art as vision articulated by craft yet somehow mysterious and 
inaccessible to a wide audience. Cuttings from Swinburne's essays on Blake, Hugo, D. G. Rossetti, 
and Simeon Solomon, as well as the two essays of 1868 on paintings, are included. 

The selections from Pater lead off the second volume, and, with the exception of 
"Diaphaneit~" and the late essay on Merimee, they are standard anthology fare, five excerpts from 
The Renaissance and five from Appreciations. One might wish for a selection or two from Plato and 
Platonism, especially in light of Jenkyns' and Turner's recent books on Victorian classicism. 
Implicitly, Harold Bloom's "Crystal Man" essay of a decade ago informs Warner and Hough's 
suggestion that Pater's fragmenting and focusing of Hegelian "cultural development" into critical 
"moments of expression" and his use of "masks" as what one might call camouflage or disguise make 
him the catalytic figure in the transformation of Ruskinian aesthetics into the aesthetics of 
Modernism. 

Pater is followed by Whistler at Ten O'Clock, a few pages of George Moore's Confessions, 
Wilde on "The Decay of Lying," and Yeats on the "tragic generation" and (his own) Modernist 
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poetics. The last third of Volume II is devoted to Arthur Symons, an indication that the editors think 
Symons' contribution to English aesthetic theory has been greatly undervalued. They include Symons 
on Pater, Rossetti, Baudelaire, Browning, Verlaine, and Yeats, and then a substantial section of The 
Symbolist Movement in Literature. The introduction to Symons emphasizes his dual role as disciple 
to Pater and friend to Yeats. The irony is that Symons, who, as the editors emphasize, did much to 
encourage if not make possible the rise of Modernism in England, should have lived through 
Modernism with no sympathy for or understanding of its deeper nature or consequences (one thinks 
of a similar irony in the case of Ruskin and the Impressionists). Yet, his value, "as the man who 
brought the diverse swarm of aesthe tic ideas in the late nineteenth century closest to their modern 
formulation," cannot be fairly discounted, especially in view of the splendid, seminal study of 
Blake-his finest, and last, piece of serious criticism. The major service of this anthology is to have 
given readers a convenient selection of his writings. 

Hayden Ward 
West Virginia University 

Recent Publications 
Compiled and annotated by Ruth Z. Temple 

Books 

Fleishman, Avrom. Figures of Autobiography [Pater treated in "Turning Figures"] . 'Berkeley: Univ. 
of California Press, 1983. To be reviewed in PN, No. 14. 

Hagiwara, Hiroko. WaIter Pater and His Circle [ in Japanese] . To be reviewed in PN, No. 15. 

Pfister, Manfred. Die Literatur des englishes Fin de si~cle. Stuttgart: Kohlhammer, 1983. "The 
aesthetic theories and literature of the Nineties in their ideological and political contextrr-REAL, 
1982. 

Uhlig, Claus. Theory of Literary History: Principles and Paradigms [in Shakespeare, Milton, 
Words worth, Pater, and Auden]. Berlin and New York: WaIter de Gruyter, 1982. To be reviewed in 
PN, No. 15. 

Essays 

Block, Ed., Jr. "WaIter Pater's 'Diaphaneit~' and the Pattern of Reader Response in the Portrait 
Essay." Texas Studies in Literature and Language, 25:3 (fall 1983), 427-47. Here as in other essays 
"Pater attempts to engage the reader in a reflective dialogue, at least one subject of which is the 
reader's own sense of the world, as it is embodied in the historically determined concepts and 
attitudes conveyed by the language. Such a dialogue expands the reader's notions of referentiality 
and facticity, as it requires him to rethink generiC distinctions." Even as early as this portrait essay 
Pater uses the form "to personify ideas and attitudes in a fashion which recalls as it modifies both 
imaginative and expository conventions. For Pater the essay form itself is an uneasy coexistence of 
'antagonistic particles in combination' (J. Hillis Miller, in Daedalus, 105 [1976], 107): assertive and 
declarative statements of fact, figurative language, and recurrent images. As an imaginary 
character, 'Diaphaneit!\' nevertheless seeks to 'transcend itself,' becoming a kind of poetry." 

Bloom, Harold. "Criticism, Canon-Formation, and Prophecy: The Sorrows of Facticity." Raritan, 
3:3 (winter 1984), 1-20. In this essay Bloom informs deconstructionist critics, as well as Northrop 
Frye and others, that tropes are not literal, but figurative, and often ironic. He states: 
"Philosophers, psychoanalysts, and those still involved with religion are all strikingly vulnerable to 
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blindness about facticity, and to this grouping I would add literary critics who are enclosed by the 
facticity of Hegel and his tradition, down through Heidegger to Derrida. It is a charming irony that 
the conscious demystifiers of and by language are themselves unknowingly mystified by the larger 
entrapments of a containing facticity. Negation also has become a facticity, a literalizing of 
Hegel's prime trope, and this re mystification is now the most squalid truth one can utter about 
contemporary advanced criticism" (2-3). [A solution-"never acquiescing in a facile orthodoxy of 
Comte, or of Hegel, or of our own"?] Another statement: "The quest of contemporary criticism is 
for method, and the quest is vain. There is no method other than yourself. All those who seek for a 
method that is not themselves will find not a method, but someone else, whom they will ape and 
involuntarily mock. Poetry and fiction share with criticism the mystery that poststructuralist 
speculation seeks to deny: the spark we call personality or the idiosyncratic, which in metaphysics 
and theology once was called presence" (9)-[ the "virtue"?]. Pater holds his place in Bloom's 
estimation as one of "the greatest critics," the others being "Johnson, Coleridge, Hazlitt, Ruskin, 
and Emerson" (8-9). [B.A.I.] 

Bromwich, David. "The Genealogy of Disinterestedness." Raritan, 1:4 (spring 1982), 62-92. In 
searching out the genealogy, Bromwich's light finds only the English Romantic branch of the 
ancestral tree; there is total darkness on the German branch and the French branch. These 
omissions do not matter, however, because this essay is a comparison of critical ideas of the English 
Romantics, with Hazlitt as their spokesman and Keats as their guiding spirit, and three Victorians
Arnold, Pater, and Wilde. Hazlitt is the hero of the piece-he is empathetic, impressionistic, 
subjective, personal, and warmly in touch with reality. Arnold is the opposite: "The essence of 
Arnold's orthodoxy is the vow to enter into no interest at all" (81). 1n his criticism Arnold is more 
neo-classical than the neo-classicists of the eighteenth century. When Pater is illuminated, his ideas 
are refinements of Hazlitt's; but, as any refinement in criticism is weaker than the strong expression 
that it refines, so Pater is weaker as a critic than Hazlitt. Still, Pater and Wilde were seriously 
inferior to Hazlitt in only one way: "Once felt, Hazlitt's impression works dynamically, from the 
inside out; . • . Pater's on the contrary, is decorative ... and Gilbert (in 'The Critic as Artist') 
and Vivian (in 'The Decay of Lying') follow Pater in describing found objects of the mind as from a 
distance . . ." (90). Pater and Wilde might have been able to carry on the great tradition of 
Romantic criticism if they had not had to contend with Arnold: "their revolt against Arnold forced 
them to adopt restrictive attitudes of their own .•. " (91). [B.A.I.] 

O'Hara, Daniel. "The Temptations of the Scholar: Walter Pater's Imaginary Portraits." 1n De
Structing the Novel: Essays in Applied Post modern Hermeneutics. Ed. Leonard Orr. New York: The 
Whitson publishing Co., 1982. 1n the headnote to this essay, Daniel O'Hara quotes from Pater's 
"Leonardo da Vinci" the statement "For the way to perfection is through a series of disgusts ...• " 
The subject of the essay is a series of O'Hara's disgusts, charmingly described. On his way to 
perfection, O'Hara has become disgusted with several critical schools-To S. Eliot's (a position that 
"sounds relnarkably like a literary version of Hegel's idea of dialectical development"), Harold 
Bloom's (which "reminds one of Freud's tragic family romance"), and Jacques Derrida's ("the solitary 
game of charades that since time immemorial language plays with itself") (p. 76). More seductive 
for O'Hara was Pater's critical stance, as he saw it an anticipation of Ricoeur's ''hermeneutic 
phenomenology"; but after a long struggle, revealed in Parts ll, III, and IV of his essay, he finally 
reached the point of disgust and thus triumphed over the peculiar temptations defined for him by 
Pater. The lure was the image of a mind satisfied with detached criticism, watching one literary 
work after another" 'for its drama tic interest, the spectacle of a powerful, of a sovereign intellect, 
translating itself, amid a complex group of conditions which can never in the nature of things occur 
again, at once pliant and resistant to them, into a great literary monument' " (p. 104; from P&PL, 
Lib. Ed., p. 11). But O'Hara presumably could not forget that people who did not take a Ph.D. in 
English were spending time with their families, cleaning up the polluted environment, discovering 
planets, and even manipulating DN A. The price of single-minded devotion to Paterian criticism was 
too high, since it presupposed an "aesthetic view of life," which "comes down to this": "a far from 
blessed rage to order, a question of style, the terrible beauty of art, like Pater's Mona Lisa, 
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absorbing and reformulating all the cultural forms of the past within the once radiant circle of the 
work of art, for the expression of a vacant smile, a splendid torpor" (p. 105). In his determination 
not to live in the spirit of art, O'Hara thinks he senses that Pater, for all his gentleness, was trying 
to assert authority over him by embracing all forms of thought past and future and enticing him to 
do likewise. After quoting a paragraph from Plato and Platonism (pp. 142-43), he comments: "In this 
passage, as in that more famous one on the Mona Lisa, Pater's mask slips and reveals his highest 
desire: to be a determining influence on succeeding generations by virtue of his power to revise the 
past and to imagine the myriad alternatives of any possible future according to the suggestively 
symbolic and ironically self-referential designs of his accomplished prose" (p. 106). With maskless 
candor, O'Hara summarizes his personal involvement: "If, however, one survives the first 
temptation to transform the stones of life into stylish croissants and even manages to outgrow the 
second temptation to possess, in potentiality, all the kingdoms of the intellectual world, then one 
must face and resist the final and greatest temptation, that which exacts the highest interest" (p. 
106). This te mptation seems to be the tendency to will disaster to prove you are still alive, the 
impulse to which O'Hara finds in the passage in which Pater describes Abelard's temptation (Ren., 
Hill Ed., pp. 3-4). At the closing, O'Hara finds in an image the answer to an important question he 
has posed in the essay: Why is Pater now "suffering" a resurgence of popularity among academics? 
The image is that of Pater dying, pen in hand, like Plato. In his last sentence, O'Hara asks: "What 
other figure of the modern mind could call forth such authentic fellow feeling from the latest 
products of our 'refined and comely decadence' It? * * *But suppose one remembers the humbler, 
literal image of Pater dying in the arms of his sister. A different tra in of Paterian associat ions fills 
the mind: the kaleidoscope turns and gives us, not necessarily a "truer" Pater, but certainly one who 
makes a different appeal. Every generation of serious readers since 1890 has "rediscovered" WaIter 
Pater, thinking it has seen a resurgence of interest in him. The fact is that Pater has had since 1873 
a small number of fascinated readers, each of whom has played out his or her particular crisis in his 
company, each thinking he or she knows his "formula," but all together being drawn to him because 
his kaleidoscopic canon is "so various, so beautiful, so new." [B. A.!.] 

Sayre, Henry M. "The Object of Performance: Aesthetics in the Seventies" [1970's]. Georgia Rev., 
37:1 (spring 1983), 169-88. Sayre uses Susan Sontag's "Now all art aspires to the condition of 
photography" to initiate a discussion of the contemporary disappearance of the object in (from) art. 
Sayre coopts Pater as godfather of post-modernism in this phase by (mis)reading him as interested in 
the art object not in itself ("He was never interested in anything of 'solidity' ") but only as "the mere 
token, the trace, of an aesthetic experience forever lost, a thing always announcing absence" (169). 

Scott, Nathan A., Jr. "Pater's Imperative-To Dwell Poetically." New Literary History 15:1 
(autumn 1983), 93-118. The early essay "Diaphaneite," never published by Pater, describes the type 
of being, the diaphanous or crystal man, central to Pater's thought and works, illustrated by the 
"Preface" and "Conclusion" of The Renaissance and finally by Marius. The contemporary 
misunderstanding of The Renaissance utterly distorted its meaning, which is the injunction to man, 
in Holderlin's phrase, to dwell "poetically on this earth, " a notion explored by Martin Heidegger in an 
essay in the early 1950's and returned to repeatedly. The poet in this sense is the purest example of 
the thinker, "adept at 'paying heed' to the sheer specificity of all the various things with which the 
world is furnished," his function to make us aware of "the concrete particularity of the lived 
experience." Only such attention can give us a world in which to dwell. Pater's Words worth essay, 
discussing how life may be approached in the spirit of art, pursues this mediation on the ethic of 
Diaphaneite and so do the essays, though minor, of the following years. But it was in Marius that he 
made "the central statement of his career," a summa of his thinking and a calculated commentary 
on the "Conclusion." In that novel, which is so unnovelistic that it might be called the first modern 
anti-novel, Marius is, even more clearly than the subjects of the other imaginary portraits, the 
exemplar of the diaphanous man, dedicated not to having or doing but to seeing and being. After the 
long pilgrimage Marius reflects in his last hours on his education in receptivity of soul, and feels the 
readiness for a further vision which "the old doctors of the Church called the 'baptism of desire.' " 
Pater does not explain the "conversion" in formal doctrinal terms. What Marius accepts is an 
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experience, as Graham Hough says, of a society which he can see and belong to and which embodies 
the distinctively Christian caritas. Thus Marius should be set amongst the few great religious 
classics of the modern period. 

Vance, Norman. "Heroic Myth and Women in Victorian Literature." Yearbook in English Studies, 12 
(1982), 169-85. In this essay on various myths of women constructed by literary men during the 
nineteenth century, Vance redresses Mario Praz's idea in The Romantic Agony that Pater's Mona 
Lisa belongs to "the literary tradition of the Fatal Woman," by maintaining that she is a symbol for 
ambivalent elements in men's concept of "the female principle" (destroyer and savior of men), which 
are usually personified in separate figures, such as Lilith and the Virgin Mary. 

Vernon, Peter J. "Pater's Letters to Andre Raffalovich." ELT, 26:3 (1983), 192-97. Pater's last 
Oxford house, 64 St. Giles', bought with assistance from Raffalovich for the Dominican Order and 
now a Dominican Priory, preserves some of Raffalovich's library. In this are presentation copies of 
Pater books and tipped into them are Pater letters to Raffalovich (1884-1886), a young acquaintance 
and admirer at the time when Pater in his first fame had come to London to live. Raffalovich, 
newly arrived from Paris, where his wealthy Russian-Jewish family had settled, planned to stUdy at 
Oxford and to this end consulted Pater, although, he says, warned against him by Sidney Colvin. 
Established, instead, in London, he moved on the fringes of the Nineties groups, at odds with Wilde, 
taking up John Gray (Wilde's "Dorian") who, like him, became a Catholic and near whom, now a 
priest, Raffalovich lived in Edinburgh from 1904 to his death in 1934. Raffalovich published four 
volumes of verse, one of them favorably* though anonymously reviewed by Pater (Pall Mall Gazette, 
1889). In later life Raffalovich published under the name Alexander Michaelson in Blackfriar's 
Magazine (1927-1928) reminiscences of his youth, including his acquaintance with Pater. The four 
brier letters Vernon here publishes (with useful annotations) include an encouraging criticism of one 
of Raffalovich's verse collections. 
* Annotator's Note. I should have called the review both typically equivocal and essentially a put
down. 

Whitsitt, Julia. "'The Vision Within': Pater's Style and Radical Individualism." New Orleans Rev., 
8:2 (summer 1981), 173-76. Whitsitt examines the apparent contradiction between what she thinks 
to be Pater's solipsism and the fact that he wrote criticism, which seems to imply knowledge of 
objects outside his mind. She says that Pater would not have been bothered by the contradiction, 
since ''he would probably dismiss any call for consistency as a danger to openness and sensitivity" (p. 
176); however, she finds there is no contradiction actually, because Pater does not need to be 
certain about "objective reality" to respond to it and to fix his impressions of it in language. 

Williams, Carolyn. "Pater in the 1880's: EKperiments in Genre." Journ. of Pre-Raphaelite Studies, 
4:1 (Nov. 1983), 39-51. Marius is "an encyclopedia of genres," the culmination of almost two 
decades of. generic experiment. Pater's eKperiments in genre all argue for his reiterated 
commitment to the inseparability of form and content and bear witness to his skill in conveying 
tentative formulations, suspended judgment. One device is to maintain several levels of discourse, 
of fiction and history, the levels always shifting. The Renaissance essays contain many biographical 
fantasies (for example, the Gioconda passage). Here too he argues through character, whereas in 
the neKt phase, Greek Studies and Imaginary Portraits, myth is historicized already; in "The Child in 
the House" he experiments with the "doctrinal egotism" which is developed in Marius, a summa of 
his various techniques and styles, projected as the first of an historical or mythic trilogy, never, of 
course, completed. After Marius, the essays become more discursive, leaving that work as the 
exemplar of an anagogic type for la ter writers. 

"Essays on Marius," English Literature in Transition, 27, Nos. 1&2, 1984 

Thanks to the generous cooperation of Robert Langenfeld and other members of the ELT staff, our 
bibliographer was able to read the following essays in manuscript. Our listing and annotations are 
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thus appearing almost simultaneously with the pUblication of the essays. The double-issue of ELT 
arrived at the University of Arizona just as we were going to press (without having ascertained the 
order of the. essays). We left the entries as they had been set up, in alphabetical order, and added 
the number and page reference for each essay at the end of the annotation. 

Bassett, Sharon. "Marius the Epicurean and the Varieties of Stoic Will: 'Can the will itself be an 
organ of knowledge, of vision~I" Pater in Marius illuminates his concept of the will as "organ of 
knowledge, of viSion," a concept in sharp contrast to the Stoic ethos as revised by Kant and 
exhibited by numerous heroes of Victorian fiction. Marius explores, through the dramatization of 
various narrative devices, the perennial opposition between Byronic will and Carlylean duty, and 
contributes to the problem of anarchic will a solution opposed to Carlyle's rather desperate one, as 
in The French Revolution, of historical progress through apocalypse. "In Pater's version of history, 
by contrast, struggle or conflict is experienced as part of a complex and unpredictable process which 
lends itself finally, in the dialectical relatedness of art and civilization, to comprehension and 
vision." A central illustration of Pater's method is his use, for Marius's moral instruction, of the 
Stoic emperor Marcus Aurelius. The "quickened sympathies" of the onetime disciple lead finally to 
his revulsion from the moral will of the philosopher who can behold unmoved the suffering of 
animals and of men in "Manly Amusements." Here Pater offers his repudiation of another Victorian 
commonplace, Arnold's "touchstone" for "significant goodness in high places," the same Marcus 
Aurelius. For the mechanical and rigid notion of the touchstone, associated with Arnold's criticism 
of poetry, Pater substitutes the "germs of feeling" which enable the individual to move beyond 
conventional social values or one historical perspective, the easy acceptance of whjch is failure in 
life. (No. 1, 52-62) 

Court, Franklin E. "The Critical Reception of Pater's Marius the Epicurean." Contemporary 
reviews of Marius reflect their respective authors' interests and their attitudes toward Pater. 
George Edward Woodberry praises the hero's transcendentalism. Pater's disciples praise, variously, 
his epicureanism (William Sharp), his style (Arthur Symons and George Moore). Mrs. Humphry Ward, 
who had admired The Renaissance, initiates the common view that Marius represents a repudiation 
of Pater's earlier advocacy of savored experience in favor of conventional Christian morality. Early 
reviewers also differed as to the genre of Marius: historical novel, philosophical novel, romance, 
fictitious biogrophy, autobiography, confession, or--defying classification. A common finding, 
however, was the inaccessibility of the novel to the common reader. (No. 2, 124-39) 

Inman, Billie Andrew. "The Emergence of Pater's Marius Mentality: 1874-1875." If, as is generally 
agreed, Marius reflects Pater's own attitudes and intellectual experiences, these can be traced back 
to a period much earlier than that of the actual composition of the novel. In the works immediately 
following Pater's traumatic response to the censure of Studies (1873) appear the germs of the 
philosophical evolution Marius undergoes. And in Pater's reading at that time can be found, as his 
comments on thllt reading show, possible provocations to change in his thought and to his fuller 
understanding of his own personality. Crucial for Pater's experience of "evil" was the reading in 
1874 of Merimee; for his altered judgment of epicureanism, his reading of Stendhal. The attitudes 
toward nature, mythology, religion, and ethics crystalized in the biography of Marius are anticipated 
in the essays composed in 1875: the review of Symonds' Age of the Despots, "The Myth of Demeter 
and Persephone," "A Study of Dionysus." (No. 2, 100-23) 

Monsman, Gerald. "The White Bird in the Marketplace: Animula Vagula, Anima Christiana." Pater 
embodied in the bird imagery of Marius the contrast between linear time and circular eternity that 
reflects the history of Western thought. Greek thought envisioned time, like the universe, as 
cyclical. This view was displaced by the Judaeo-Christian notion of history as "a linear progression 
of time toward eternity." For Augustine the Incarnation united line with circle and the Platonic 
ideal with the real. The symbolic bird observed by the heroine of "A Prince of Court Painters" 
trapped in a church flutters around in a circle till it dies, in contrast to Bede's sparrow, which flies 
into a lighted hall through one window and out at the opposite one, its whole life (like man's) before 
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and after that moment unknown to observers. At the end of Marius, the hero's glimpse of Christ's 
image in the faces around him unites ideal with real worlds in the Christian manner, so that Marius's 
soul, released, should be seen not as wandering (vagula) but as Christiana. (No. 1, 41-51) 

Nadel, Ira Bruce. "Autobiography as Fiction: The Example of Pater's .I~larius." The Victorian 
autobiographer was obliged to turn confession into fiction so as to conceal ''his self-indulgence and 
self-consciousness." Examples are Sartor Resartus, David Copperfield, The Private Papers of Henry 
Ryecroft. Pater follows the formula with a twist: the choice of an historical setting from the 
classical world, the setting being a period of transition as a "world of shadow." Pater admired the 
Venus de Milo because imagination could improve on "the incompleteness of the form," "while music, 
quite naturally, became the most complete art because it was the most emotive and indefinite." 
Marius reflects the flux of his personal life at the time of composition and has many revelations of 
that personal life, none more important than the centrality for the author of children and childhood 
as the vehicle for the hero's rebirth, psychological and spiritual. This aspect of the book draws on 
Roman and mythical archetypes. (No. 1, 34-40) 

Richards, Bernard. ''Stopping the Press in Marius the Epicurean." "Marius the Epicurean is a 
disaster." As autobiography it is less good than The Renaissance. It is not a good novel; indeed it is 
not a good specimen of that rather unsatisfactory subclass or hybrid genre the historical novel, 
suffering, as it does, all the disabilities of tha t genre (as illustrated by Romola and Hypatia) such as 
dislocation of chronology, confusion of point of view, and intrusion of anachronisms, literary, 
artistic, and even linguistic. It is, indeed, inferior in these respects to Bulwer Lytton's The Last of 
the Barons and Charles Reade's The Cloister and the Hearth. The sections of Marius that are 
novelistically good remind one of later Henry James, and James was a novelist who distrusted the 
historical novel for reasons which Marius all too effectively illustrates. (No. 2, 90-99) 

Small, Ian. "The 'Fictional' and the 'Real' in Marius the Epicurean." Though Pater is now seen as 
transitional between the Victorian and the modern, his manipulation of the fictional and the 
"serious" is distinctive. Fictional here denotes "characters that are non-entities"; and serious, as in 
the usage of John Searle, is used of "statements that are subject to tests of falsifiability." Marius 
contains purely fictional propositions alongside "serious" assertions, ones, that is, for which the 
author takes responsibility, and a third kind of statements that combine the fictive and the serious. 
The collision of these three is one that "Pater, the supreme relativist, would have characteristically 
enjoyed." (No. 2, 140-48) 

Williams, Carolyn. "Typology as Narrative Form: The Temporal Logic of Marius the Epicurean." 
Much of the recent analysis of Victorian typology is (needlessly) limited to image or symbol, but in 
Pater's novel a dialectic of prefiguration and fulfillment unfolds across narrative time, creating not 
a logic but a rhetoric of temporality. The plot, which is organized in serial, analogical structures 
("typological ladders") represents a view of historical development and synthesizes linear and 
cyclical notions of change, as well as providential and historical notions of historical agency. This 
characteristic Christian pattern of plotting events in time is reinforced by narrative voice, which 
makes further analogies between the second century A.D. and the nineteenth. The implication that 
these patterns of development are still operating in the present ("typological momentum") helps to 
explain the novel's open-ended closure. But the temporal logic of Pater's narrative form has other 
dimensions as well. Marius, for example, as representative individual, learns over the course of his 
lifetime to value a typological reading of experience over an allegorical mode, and in so doing he 
balances historical and aesthetic methods of interpretation. Similarly, the modern historical novel 
itself comprehends and supersedes its own interpolated fragments of allegorical literature. All 
these narrative strategies express Pater's belief that somehow Christian faith could be preserved in 
a modern form, that even if its doctrinal content were superseded, its form would survive in the 
shape of historical time. (No. 1, 11-33) 
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Reviews 

Milligan, lan. The Victorian Ima ination: Essa s in Aesthetic Ex loration by William E. Buckler 
(Brighton: Harvester Press, 1980. In Prose Studies, 5:3 Dec. 1982 ,344-45. The essays in this 
book, which are partly new and partly republished, trace three main themes through Victorian 
literature: concern with the past as a source of present value, unsettling relativism, and the 
comforting possibility of finding ordered recurrence of psychological types and social organizations 
in the history of civilization. Pater's work is notable for its revelations in the third category. The 
book is short on Arnold, despite his importance for the tradition, and disappointing on Carlyle. 
Buckler, who presents Marius as ideologically sequential to the "Conclusion," surely does not do 
justice to Pater's keen analysis of the inherent contradictions of relativism in Marius: he appears 
uncomfortable with the sense of absolute value, which the concept of 'perfection,' whether used by 
Arnold or Pater, seems to imply." The style of the book, in contrast to Buckler's contributions in the 
past, is "dense, abstract and inexact." 

O'Hara, Daniel T. WaIter Pater: An Ima inative Sense of Fact edited by Philip Dodd (London: Frank 
Cass, 1981). In Victorian Studies, 27:1 autumn 1983), 110-12. A collection of unusual excellence. 
Among the uniformly competent essays the most notable are those of Inman, Bullen, and Seiler. 
Inman detects the origins of Pater's early work in the English tradition of response to contemporary 
scientific revolutions and foreign philosophical developments. His "aestheticism" is thus a stage on 
his journey. Bullen explores the relation of Pater's "The Poetry of Michelangelo" to Ruskin's 
"Michael Angelo and Tintoret" and "Imagination Penetrative," in Modern Painters, 11, concluding that 
Pater both reverses and completes his precursor's interpretation. Seiler finds 'recent critical 
contributions less competent than the scholarly efforts to get the facts established, as in Donald 
Hill's edition of The Renaissance, "a masterpiece of Victorian research." "The founding of the Pater 
Newsletter in 1977 should helP to continue this process by coordinating the work of Pater scholars. if 
Still lacking are a definitive biography, "institutional support for a definitive edition of the works, . 
. . a critical consensus on the best approaches to reading Pater .... " The only innovative recent 
readings are Monsman's and Bloom's, the former "a de constructive revision of his fine 
phenomenological study in Pater's Portraits of the underlying mythic pattern of the fiction .... " 
Seiler thinks Pater's Portraits is still the best book-length study of Pater. "Philip Dodd's collection 
of essays brilliantly clarifies the lineaments of Pater's birth into his own style of vision." 

Super, R. H. The Omni resent Debate: Em iricism and Transcendentalism in Nineteenth-Centur 
En lish Prose, by Wendell V. Harris (DeKaib: Northern Illinois Univ. Press, 1981. In Mod. Philology, 
81:2 Nov. 1983),205-07. The author "threads his course with great skill and (usually) lucidity" from 
the dominant transcendentalism of the early century to its disappearance in the therefore despairing 
nineties. A few logical difficulties arise, partly owing to the incompatibility of the same terms as 
used by different writers. The reviewer (an authority on Arnold) disagrees with Harris's rejection of 
the term transcendentalist for Arnold. He corn mends Harris for the "gaiety and wit" he commands 
in treating so complex a subject. "This book has been a pleasure to read." 

Tobias, Richard. The Greek Heritage in Victorian Britain, by Frank M. Turner (New Haven and 
London: Yale Univ. Press, 1981). In Victorian Poetry, 21:1 (spring 1983), 98-100. "Frank Turner's 
readable, intelligent, thorough, witty, and magisterial book" is far superior on its subject to Jenkyns' 
The Victorians and Ancient Greece, telling us more about Victorian art than do most books of this 
decade. One of the revelations is the delay in the discovery of Socrates, Aristotle, and Plato. Aside 
from Newman's essay, the first consideration of Aristotle's Poetics came only in the 1890's. By the 
end of the century many students ''had gone the wrong way in theIr Platonism." The "Greek edifice 
in the Victorian landscape" was constructed as an act of conservation, for its architects wanted to 
preserve by it both Christianity and the Anglican church, not to mention an elite governing class in a 
justified Empire. "Turner's study has changed, changed utterly, the Victorian landscape." 
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Dissertations (U.S.A.) 

Choe, Wolhee. "Waiter Pater: The Poetics of Change." Ph.D CUNY, Sept. 1983. DAI44:5, 1460 A. 
Order no. DA8319750. Pater's aesthetic and moral discourse is a development of the Romantic 
vision of eternity and self-knowledge. For Pater aesthetic perception is moral "The pregnant 
moment of perception" has three parts, to each of which a chapter is devoted: the moment of stasis 
of beauty, the dynamic act of experience, the energy generated for aesthetic freedom or morality. 

New Bibliographies of Research and Criticism 

Literary Criticism Register. Monthly listing of articles on American and English literature in about 
200 scholarly journals, of references to new books and dissertations, with subject and author indexes. 
Annual cumulative index. Subscriptions $48 institutions, $34 individuals, from Literary Criticism 
Register, P.O. Drawer CC, Deland, FL 32720. 

REAL (The Yearbook of Research in En lish and American Literature), from Sept. 1982, eds. 
Herbert Grabes University of Giessen), Hans-Jurgen Diller University of Bochum), and Hans 
Bungert (University of Regensburg). Information on research scheduled for publication. Also, long 
articles on current research (up to 50 typed pages) and review articles. Mss. to Stanley Fish, English 
Dept., The Johns Hopkins University, Baltimore, MD 21218; Orders ($59 vol.) to Waiter de Gruyter, 
Inc., 200 Saw Mill River Road, Hawthorne, NJ 10532. 

Subscription Rates for English Literature in Transition, 1984 

U.S. 
Foreign 

$6.00 annually 
$8.00 annually 

($2.00 for single copy) 
($2.50 for single copy) 

Payments should be made to English Literature in Transition in U. S. dollars (checks must be drawn 
on America branch banks). International Postal Money Orders are acceptable. 

Address: Editors, ELT, Department of English, Arizona State University, Tempe, AZ 85287 

Subscription Form for New Subscribers to The Pater Newsletter 

I enclose ($3.00 for Numbers 14 and 15. 
(il.50) 

I enclose ($6.00 for Numbers 14-17 inclusive. 
(£3.00) 

Please delete where appropriate. 
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Checks should be made payable to The Pater Newsletter and sent to either editor: 

Dr. Billie A. Inman 
Department of English 
University of Arizona 
Tucson, Arizona 85721 
U.S.A. 

OR Dr. Laurel Brake 
Department of English 
Hugh Owen Building 
University College of Wales 
Aberystwyth, Dyfed, U.K. 




