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Editor's Note 

This number is being edited by Billie Inman 
because Laurel Brake is caught up in the process 
of changing residences. Lesley Higgins has 
assisted as proofreader. 

* 
The Pater Newsletter, Number 35, will include 
Benedetta Bini's review of Franco Marucci's 
translation and edition of Gaston de Latour; 
Paola Colaiacomo's review of Benedetta Bini's 
L 'incanto de/la distanza: ritratti immaginari 
nella cultura de/ decadentismo; and Dinah 
Birch's review of Linda Dowling's The 
Vulgarization of Art: The Victorians and 
Aesthetic Democracy. 

* 
If you would like to help the editors increase the 
number of library subscriptions to PN, please 
scan the following list of institutions whose 
libraries subscribe, to see whether your institution 
is among them: Universities of Arizona, Iowa, 
Minnesota (the Wilson Library, Minneapolis), 
Missouri, New Mexico, North Carolina at Chapel 
Hill, Pennsylvania, and St. Thomas; Cornell, 
Duke, Harvard, Michigan State, Northern Illinois, 
Northwestern, and Stanford Universities; New 
York Public Library; Brasenose College, Oxford; 
University of London. Copies are sent free to 
the Library of Congress and the British Library. 
If you did not find your institution in the list, 
please request that your library subscribe. 

News 

Most of the papers read at the Pater Conference 
in Honor of Donald L. Hill (see discussion 
below) will be published in Nineteenth-Century 
Prose in the fall of 1997. The issue is being 
introduced by David DeLaura and edited by Billie 
Inman (content) and Barry Tharaud (form). 

* 
Sir Michael Levey has made a generous 
contribution toward the funding of The Pater 
Newsletter, and Eugene J. Brzenk, in good health 
at his home in Milwaukee, has put the Pater 
Society of the United States and the United 
Kingdom (composed of individual subscribers to 
the newsletter) in his will. In view of this future 
bequest, the members of the Society present at 
the Pater Conference at West Virginia University 
voted unanimously on 3 August 1996 to name 
the editor of the newsletter who manages the 
bank account, ex officio, President of the 
Society. By this action, the President of the Pater 
Society of the U. S. and the U. K. is now Hayden 
Ward. 

* 
Ellis Hanson's Decadence and Catholicism, 
containing a chapter entitled "Pater Dolorosa," is 
forthcoming from Harvard University Press. 
Ulrike Stamm's Ein Kritiker aus dem Willen der 
Natur. Hugo von Hofmannsthal und das Werk 
Walter Paters is forthcoming from Konigshausen 
und Neumann, in Wi.irzburg, Germany. 



Third International Pater Conference 
In Honor of Donald L. Hill 

Twenty-one participants and a few guests 
gathered for this conference on the 2nd and 3rd 
of August 1996 in the Electronic Classroom of 
Stalnaker Hall at West Virginia University. 
Friday's program consisted of a welcome from 
Hayden Ward, representative of the host 
institution and assiduous manager of local 
arrangements; four free-standing presentations; 
and a symposium. 

Lesley Higgins, of York University, Ontario, 
Canada, read "But who is she?--Forms of 
Subjectivity in Pater's Writings," aided by slides 
depicting, primarily, some of the British 
Museum's statues of Greek goddesses. Higgins' 
main point was that although Pater's interest in 
female subjectivity was limited, two of his works, 
at least, reveal that he was aware of many of the 
issues addressed by modern feminists. In "The 
Myth of Demeter and Persephone," Pater 
sympathetically portrays Demeter as the awe
some goddess of the earth found in "The Hymn 
to Demeter," who uses her enormous power to 
resist injustice and challenge encroachments upon 
her authority; also, he does not eroticize the rape 
of Persephone as most other nineteenth-century 
authors who treated this myth did. In "A Prince 
of Court Painters," he creates a tension between 
the integrity of the narrator's acute understanding 
of Watteau's personality and painting and the 
spectacle of her subjugation to an ideology that 
restricts her to the traditional domestic sphere. 

Ulrike Stamm, Ph. D. graduate from the Insti
tute for Germanic Studies in Berlin, read "Pater's 
Concept of the Subject's Transparency as a 
Bridge Between Romanticism and Modernism." 
Proposing that the type of subjectivity created by 
Pater in his "transparent character," Diaphaneite, 
was derived in part from Novalis a Romantic ' , 
she read passages from his Fragmente and 
Heinrich von Ojterdingen that closely paralleled 
passages in "Diaphaneite." She explained, how-
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ever, that "the transparency of the subject implies 
[for Novalis] an openness toward a cosmos 
conceived as a meaningful order of world and 
sky," a view that Pater could not ascribe to. At 
his time in history, however, Pater could still 
portray a character as not only subjective, but 
also self-determining, whereas Hugo von 
Hofmannsthal, a Modernist who was in some 
ways influenced by Pater, could not. To 
Hofmannsthal, the subject, dethroned, "is at the 
mercy of his impressions." 

Jay Losey, of Baylor University, in "Pater's 
Modernist Mode in Wilde and Joyce" maintained 
that even though Joyce does not mention Pater 
by name in his major novels and Joyce' s narrator 
of "Oxen of the Sun" parodies Pater's narration 
in "The Child in the House," Pater still had 
significant influences on Joyce' s narrative tech
nique (especially in "how to appear autobio
graphical without being so"), his "epiphanies," 
and his concentration upon portraits. Losey 
stated, however, that Joyce "identifies with Wilde 
[not Pater, directly] as a cultural prophet." Joyce 
"presents his same-sex discourse" through 
allusions to Wilde, and he also "identifies with 
Wilde as a Dubliner" (although his response is 
complicated). 

Thierry Vourdon, who received his licence from 
the l'Universite de Nancy 2 in June of 1995 and is 
now a lecteur in the Department of French at the 
University of Liverpool, spoke on "Pater in 
France." He said that Pater had been discovered 
by the "general reading public" in France be
tween the World Wars, with the translation of 
The Renaissance into French in 1917, Marius the 
Epicurean in 1922, Plato and Platonism in 1923 
and Imaginary Portraits in 1930 (after havin~ 
been translated first in 1899). He added that in 
Introductions to these translations Pater tended 
to be portrayed as "a fragile but divine [and 
disinterested] writer," although Marius the Epi
curean was "presented as a Christian textbook to 
be read by young persons." Vourdon next traced 
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Pater's reputation from this reverent beginning 
through the assessments of Georges Duthuit 
(1923), Charles DuBos (1930), E. Hilda Dale 
(1954), Germain d'Hangest (1961), and Anne 
Henry (1985) to Helene Bokanowski (1992), 
Guillaume Villeneuve (1993), and Jean-Jacques 
Chardin (1995). He stated that "research on 
Pater has evolved with time, but the moral 
qualities of his work have never been chal
lenged." This does not mean that the homoerotic 
strand in Pater's works has been overlooked; it 
was recognized as early as 1923 by Duthuit. 
Pater has also won praise from several French 
critics for his "musical conception of art." 
However, Bokanowski's attempt to reintroduce 
Pater to the general reading public, through her 
publication of a translation of "The Child in the 
House" and her book Walter Pater, la 
renaissance et /'esprit de la modernite, has not 
met with the success of the earlier attempt. 

"Writing about Pater in the 1990s" 

The first panelist, James Eli Adams, of Indiana 
University, reading "The Professor of Desire," 
assessed the attention given during the decade to 
"Pater's homoerotic sensibility," which trans
formed " the withdrawn, wistful dreamer [of 
earlier criticism] into a more daring figure" and 
also placed more emphasis upon his audience, or 
audiences, one of which he is supposed to have 
reached through coded writing. Adams ex
plained, however, that the "systematic homo
phobia" which has been assumed in much recent 
cultural criticism did not develop until near the 
end of the century and that effeminacy, which 
was often a target of criticism earlier, did not 
connote homosexuality. Agreeing with Alan 
Sinfield, he said: "The homophobia that has 
shaped modernist reception of Pater was largely 
crystallized by the trials of Wilde, and it is 
misleading to apply this body of insinuation to 
early responses to Pater and aestheticism 
generally." He concluded that Pater's "layered 
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discourse" constructed a "masculine intellectual 
refinement" much broader than a homoerotic 
code, which gave it "authority within the dis
course of Victorian 'culture,' broadly construed, 
but outside this discourse . . . inevitably courted 
the charge of effeminacy." 

In "Doing Time," Laurel Brake, of Birkbeck 
College, University of London, the second panel
ist, questioned the psychological approach to 
nineteenth-century literary works. She said that 
although it may seem regrettable that so few facts 
about Pater's personal life have survived, it is 
doubtful that the details known about other 
authors - Dickens, for example - help to interpret 
their works. For her, personal details simply 
relate authors to cultural settings. She examined 
in detail another "non-psychological approach": 
the role that the state of periodical publication (as 
well as the academic calendar) in Pater's day 
played in determining the genres in which he 
wrote, considering the fact that "the periodicals 
and their diverse readership favoured short, 
consumable pieces, either prose or prose fiction 
or as in Pater's case, a mixture." She made the 
point that the periodicals' indifference to distinc
tions in genre as long as the pieces were short 
and self-contained made it possible for Pater to 
mix genres with ease. She added that 
"approaches to Pater through gender are also 
pursuable through non-psychological paths." 

Marilyn Brouwer, of Lansing Community 
College, in "The Alternative to Spinning our 
Wheels," expressed disapproval of all approaches 
in criticism (from the aesthetic to those that might 
be called, loosely, Deconstructionist) stemming 
from a philosophical tradition that denies the 
mind the "cognitive tools" needed to relate 
literature to real life. Solipsism results in 
spinning our wheels, sometimes by concentrating 
on processes of interpretation instead of inter
preting. She asked, "Do we really need a theory 
of interpretation that reduces us to talking about 



folds, spaces, interfusions, and finally even 
'cybernetic loops' and 'traveling differentials,"' 
like Wolfgang Iser' s in "Enfoldings in Paterian 
Discourse: Modes of Translatability'' (Compar
ative Criticism, Vol. 17)? Speaking of the 
aesthete, Brouwer said that his creation of an 
"illusory world" in which to find comfort and 
pleasure fails: "it allows neither fulfillment of 
desire nor a secure sense of well being," but is 
simply a futile retreat from reality. The 
alternative for critics is to recognize, with Marx, 
that dualism between subjects and objects, which 
supports solipsistic impotence of mind, is false -
and then to address "lived human experience." 

Frank Moliterno reported on writing about 
Pater in Italy in the 1990s, using as his sources 
twelve essays read at the centenary conference in 
Venice in 1994 and published in Walter Pater 
(1839-1894): Le forme della modernita . (See 
this book and the constituent essays in "Recent 
Publications," page 22.) Moliterno pointed out 
that Italian scholars have been drawn to Pater in 
the 1990s, as they were drawn to him earlier, 
because "most of the figures in The Renaissance 
are Italian, and Marius the Epicurean is set in 
Italy." He concluded that most of the Italian 
scholars under discussion were seeking "to rescue 
Pater from the popular image of him as the father 
of English decadence." 

Billie Inman began Saturday's session, reading 
"George Saintsbury' s Role in the Formation of 
Pater's Ideas on Style." She said that ideas 
expressed by Pater in "Style" were developed 
between 1886 and 1888 in four related works, 
the first of which was his review of Specimens of 
English Prose Style from Malory to Macaulay, 
by George Saintsbury, his younger contemporary, 
acquaintance, and advocate of art for art's sake, 
who was becoming the leading English authority 
on prose style. Reaction to ideas in Saintsbury' s 
introduction to the book, "English Prose Style," 
prompted Pater, already recognized as a stylist, 
to enunciate opposing ideas that would establish 
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himself as a theorist on style. Fundamentally, he 
posed his particular formulation of "the style is 
the man" against Saintsbury' s principle of the 
separability of form and matter in literature. 

Laurel Brake, in her second appearance on the 
program, presented "The Odd Family: Clara, 
Walter, and Hester." She explained that Clara 
Pater was generally described by contemporaries 
in terms of her famous brother, her sister (who 
was more domestic), her aesthetic attire, and her 
marital status (old maid), or in terms of where 
she lived, in suburban North Oxford. That she 
began to learn Latin and Greek at 33 and became 
a Resident Tutor at Somerville College (1885-
1894) seems not to have changed her status as a 
contingent woman, except in winning her a place 
in the society of women who were campaigning 
for suffrage. To discuss characteristics of the 
contingent woman ascribed to this "type of 
woman" by misogynists, Brake analyzed Henry 
James's portrayal of the sister of Mark Ambient 
in "The Author of Beltraffio." She then pre
sented the few actual sources of insight into Clara 
Pater's attitudes and life style. So little is known 
about the inner life of Clara Pater, however, that 
Brake could only speculate when trying to 
answer key questions - why she resigned her 
position at Somerville in 1894 and whether she 
had lesbian inclinations (suggested by Virginia 
Woolfs portrayal of Julia Craye in "Moments of 
Being. Slater's Pins Have No Points"). 

Wendell Piez, of the Center for Electronic Texts 
in the Humanities at Rutgers University, 
demonstrated the features of an electronic text of 
"The Child in the House," prepared by use of 
Standard Generalized Markup Language 
(SGN.IL), "which provides for text encoding that 
is not controlled by any single software 
developer, but which can be 'validated,' that is, 
checked automatically for the internal consistency 
required by a computer to process it." Piez 
claimed that having a text like "The Child in the 
House" carefully prepared in electronic form not 



only makes studies of vocabulary, rhetorical 
devices, and stylistic traits faster and easier, but 
also can "do justice" to Pater's aesthetic and 
ethical position. 

"The Later Pater" 

The title of Saturday afternoon's symposium was 
chosen, however displeasing the sound, because 
in the context of Pater studies, Later does not for 
all scholars mean Late. "Late Pater" means, liter
ally, Pater of the 1890s; but to some scholars 
anything written by Pater after 1873 exemplifies 
his later mentality. These scholars make distinc
tions between what they see as the pre-1873 
antinomian writer and the post-1873 chastened, 
more guarded writer, both called Pater. The title 
"The Later Works of Pater" will not do, either, 
considering that revisions made in early works 
played such an important part in revealing Pater's 
state of mind later, i.e. years after the works 
were first published. In this vein, even the first 
edition of Marius the Epicurean, 1885, is early 
when compared with the third edition, 1892. 
However, the particular difficulty that the 
organizer of the symposium sees in the use of late 
or late works seems to have been of import to 
only one of the four panelists. 

"Edition/ Interpretation/ Translation: Pater's 
Unpublished Manuscripts and the Question of 
Coherence," written by Sharon Bassett for the 
conference, was read in her absence by Hayden 
Ward. The unpublished Houghton Manuscript 
highlighted in her paper is No. 7: "The Aesthetic 
Life," dated, by internal evidence, about 1877, 
the year "The School of Giorgione" was 
published in the Fortnightly Review. According 
to Bassett, Pater answers in this almost finished 
essay questions left unexplored in "The School of 
Giorgione." Pater asks, in part, how one can live 
aesthetically - as an engaged, sensitive specta
tor - in the midst of an ugly modern metropolis. 
His answer is By being selective in what one 
perceives, realizing that selectivity would have 
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been necessary in ancient Athens as in modern 
London, but would have been less satisfactory at 
any time in the past, because the heritage that 
forms the matrix of life and art from which one 
selects would have been less complex, less rich. 
In fact, according to Pater, as Bassett points out, 
to be thrust back into an earlier state of historical 
development would be for a modern individual 
like losing " ' a bodily organ."' As Bassett 
explains, Pater accepted "the essentially aleatory 
historical processes of which he and his culture 
are a part." 

Gerald Moosman, of the University of Arizona, 
in "Walter Pater and Circe," examined the 
function of Circe in Gaston de Latour. He 
pointed out that in Montaigne's study Gaston 
sees a tapestry depicting "Circe and her 
sorceries," and that later he meets a real Circe in 
the person of Queen Margaret of Navarre, 
whose "carnal, consuming, and essentially wolf
ish" love had captivated Jacques [sic.] de la 
Mole. Applying Giordano Bruno's interpretation 
of Circe in "Argument of the Nolan," in The 
Heroic Frenzies, where Circe sets in motion a 
"wheel of natural species" that acts somewhat 
like a refining fire, Monsman claimed that Pater's 
Circe is not a symbol of the decadence of late 
sixteenth-century France, but a necessary agent in 
the "progress" of lovers "from carnal desire 
through affliction to spiritual grace." In his 
view, the beauty that entices to carnal evil and is 
therefore inextricable from it is ultimately salu
tary, because under Platonic law, "the carnal 
cannot obliterate the spiritual." In reference to 
this idea, he quoted from the Phaedrus: "'the 
madness of love brings them [lovers] no small 
reward; for there is a law that the paths of 
darkness beneath the earth shall never again be 
trodden by those who have so much as set their 
foot on the heavenward road"' (256 D). 

William F. Shuter, of Eastern Michigan 
University, setting aside earlier and later, read 
"What Is Early and What Is Late in Pater'sWork? 



the Evidence of the Reshuffled Text." The text 
to which he called attention is a long passage 
published in 1888 in "Gaston de La.tour, Chapter 
IV: Peach Blossom and Wine" (Macmillan's 
Magazine), which was reprinted in 1893, with 
slight revisions, in Plato and Platonism (Chapter 
VII, Part II). This text raised in Shuter's mind 
questions about whether Montaigne was modern 
or ancient in his skepticism, whether the younger 
Pater was more of a skeptic than the older Pater, 
and how early or late the reshuffled text is. To 
the first question he answered that the tenor of 
Montaigne's skepticism was ancient rather than 
modem. To the second he answered that Pater's 
skepticism varied in kind rather than degree: the 
younger Pater embraced "modern skepticism," 
but "the interest of the older Pater is rather in the 
historically older forms of skepticism." In regard 
to the third question, Shuter said that there was 
no way to know whether the text was composed 
the year that it was first published or earlier. 

Carolyn Williams, of Rutgers University, in 
"Lateness and Belatedness," at first addressed the 
question whether Pater, " ' apologetic' after the 
scandal·following The Renaissance," "spends the 
rest of his career moderating the radical import of 
his earlier vision." She dissented from this view, 
proposing that all of Pater' s writing is late, in 
two senses. First, it is late from the beginning 
because his works always contain the themes that 
critics like Harold Bloom have attributed to 
works published after 1873 . Second, it is late 
because Pater's stance in all his works is a "self
conscious lateness," or a keen awareness that he 
is writing at the end of a long tradition. It was 
this second sense of lateness that she developed 
in her paper. She explained that, to her, stance 
means "positions in relation to a whole range of 
historical and imaginary pasts (time, place, 
persons, objects)"; and she conflated stance with 
style. Central to Pater's style, in her view, is the 
tension between openness to sensations in the 
present and reflectiveness, which prompts " a 
dynamic interchange" "between the individual 
aspect of style and the general, impersonal 
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('period') aspect of style." Her main idea was 
that "What we find in Pater,. then, is a complex 
stance relating the present moment to its many 
pasts; the retrospective view to temporal or 
textual unfolding; the personal to the impersonal 
forces in history; the individual to 'the life of 
humanity' ; and the development of individual 
self-culture to developments in the ambient or 
exterior culture." 

The Future of The Pater Newsletter 

In the last working session of the conference, the 
participants discussed The Pater Newsletter. 
Billie Inman first presented some statistics on 
individual subscriptions, which rose in number 
gradually from 1977 to 1987, when the total was 
92, but then gradually decreased. At present, 70 
individual subscriptions have been paid up 
through at least Number 33. These 70 include six 
complimentary copies paid for by individuals 
other than the recipients - one by Linda Dowling, 
four by Billie Inman, and one by Bill Shuter. By 
nations, the numbers of recipients are as follows: 
Australia, 1; Canada, 3; England, 14; France, I; 
Germany, 2; Italy, 1; Japan, 1 O; United States of 
America, 38. 

Inman reported that the Library subscribers 
have remained remarkably stable over the years. 
Only one library has ever dropped a subscription. 
The institutions whose libraries subscribe are 
listed on page I . (The library at Michigan State 
University has subscribed since the conference, 
thanks to the efforts of Marilyn Brouwer). 

Inman said that the number of copies of each 
issue mailed significantly exceeds the number of 
subscriptions. One copy is routinely sent to the 
Bibliographer for Victorian Studies, two copies 
to the Library of Congress, five copies to the 
Copyright Receipt Office in England, and four 
copies to the British Library, as well as two 
copies to each reviewer in the current number 
who is not a subscriber and one extra to each 
such reviewer who is a subscriber. 

She added that copies are also sent, for 
advertisement, to non-subscribers who have 



recently written dissertations involving Pater and 
non-subscribers who have published first articles 
or books on Pater. Copies are sometimes sent to 
non-subscribing seasoned scholars before and/or 
after they participate in Pater conferences. An 
example of a recent advertising campaign, or 
attempt to draw in new subscribers, which she 
described, is as follows. In April 1995, 
complimentary copies ofNos. 30/31 were sent to 
16 scholars whose dissertations were annotated 
therein, and to 7 scholars whose articles were 
annotated therein (most of them publishing on 
Pater for the first time). One dissertation writer 
subscribed as a result. In October 1995, the other 
scholars were sent letters reminding them of the 
complimentary copy of PN that they had received 
in April, giving them a preview of reviews and 
notes to be included in No. 32, and asking them 
to subscribe using the form at the bottom of the 
page. Three of the scholars who had recently 
written dissertations subscribed, as well as one 
author of an article. Thus an effort to add 23 
new subscribers brought in 5. 

Hayden Ward reported that for the first time 
since the founding of the newsletter, he had 
recently had difficulty engaging reviewers. 

Inman and Brake proposed that the publication 
of PN be assumed by a member of the Pater 
Society of the U. S. and the U. K. who can obtain 
institutional support. Support is needed for an 
Editor who not only writes reports and coordi
nates the work of a Book Review Editor and a 
Bibliographer, but also has a staff, to help in 
processing and mailing the newsletter and in 
corresponding with subscribers. Having a single 
editor publishing from a single institution would 
make it possible to standardize the format and 
coordinate more efficiently all the operations 
connected with the newsletter. One of the best 
features of the newsletter has been its double 
source of information, in England and the U. S. 
This feature could be maintained while cen
tralizing the processing of the issues and the 
handling of subscriptions. Two conference 
participants volunteered to try to obtain 
institutional support for publishing the newsletter. 
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A Tribute to Donald L. Hill 

Donald L. Hill, born in Poughkeepsie, New York, 
on the lOth of July, 1914, received his B. A. 
degree from Hartwick College in 193 7, his M. A. 
from Syracuse University in 1939, and his Ph.D. 
from the University of Illinois in 1948. In 1941 
he was married to Helen Williams and, in time, 
they had four children, one daughter and three 
sons. During World War II, Don was a 
cryptographer for the United States Navy, 
engaged in a project to break Japanese codes. In 
1948 he was hired as an Instructor in the 
Department of English at the University of 
Michigan, where, over the years, · he became 
known to his colleagues as not only a scholar of 
nineteenth-century literature, but also an inspired 
teacher of British and American twentieth
century poetry and a singer in a group, including 
his wife, which performed music dating from the 
thirteenth century to the eighteenth. 

Before he published Walter Pater's 
Renaissance: Studies in Art and Poetry, the 1893 
Text, Donald Hill's chief publication had been a 
book on Richard Wilbur. Shortly after the 
publication of the edition by which all students of 
Pater know him, in 1980, he was selected at the 
first International Conference on Pater, at 
Brasenose College, Oxford, as a member of a six
person committee of British and American 
scholars commissioned to write a prospectus for 
an edition of The Collected Works of Walter 
Pater. When this project was completed, the 
committee chose him as General Editor of the 
prospective seven-volume edition. With his 
Associate Editor, he selected the volume editors, 
and led the group in preparing an application to 
the National Endowment of the Humanities for 
funding, in October 1981. The application was 
denied. After John Sparrow had granted 
permission to publish the unpublished chapters of 
Gaston de Latour in the Collected Works and the 
University of California Press had made a general 
commitment to publish the edition, Hill applied 
again to the N. E. H., in September 1982; but 
again funding was denied (as it was to be denied 



a third time, in 1988, when Billie Inman, then 
General Editor, with a slightly different set of 
volume editors, including Donald Hill, applied for 
funding) . Although The Collected Works was 
destined never to be published, his efforts in 
promoting the edition and his style of leadership 
won enormous respect for Donald Hill among 
volume editors and others who worked with him; 
and some of the work done on the edition by 
volume editors, especially Bill Shuter, Gerald 
Monsman, Sharon Bassett, and Billie Inman, bore 
fruit in various ways. 

Not long after Donald Hill retired as a 
Professor from the University of Michigan, in 
1983, he and Helen founded the Trailblazers, a 
psycho-social rehabilitation clubhouse for people 
with mental illness. The Trailblazers, which is 
still in operation, in Ann Arbor, provides a work
ordered day where people can rediscover or learn 
vocational skills, receive support while in 
transitional work, and then receive help in finding 
competitive jobs. Having become efficient in the 
use of a computer rather early for an academic, 
Don was able to computerize the records of the 
Trailblazers from the beginning (as well as the 
edition of the 1873 text of Studies in the Hist0ty 
of the Renaissance, upon which he was also 
working). After serving as President of the 
organization, Don was a Board Member and the 
Treasurer from 1989 to 1993. 

It gave the planners of the Third International 
Conference on Pater special pleasure to name the 
conference ln Honor of Donald L. Hill. At the 
Honors Dinner, arranged by Hayden Ward at the 
elegant Glasshouse Grille in Morgantown, five 
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members of the group - Laurel Brake, David 
DeLaura, Billie Inman, Gerald Monsman, and Bill 
Shuter - who had known Don for a long time, 
expressed their personal appreciation to Don for 
the high standard of scholarship he set for all 
Paterians and for the lift that his edition of The 
Renaissance: Studies in Art and Poet1y gave to 
Pater studies in the 1980s. Lesley Higgins 
expressed gratitude, as a representative of the 
younger generation of scholars, to Donald Hill 
for the information and incitement to excellence 
derived from using his edition during their first 
researches on Pater. Barrie Bullen, in a letter 
from Italy, told the audience how his expectation 
of finding an enemy when being introduced to 
Donald Hill in 1980, because he had been 
engaged in editing The Renaissance when Hill's 
book appeared, proved to be mistaken. He and 
Don became warm friends and mutually helpful 
colleagues. Eugene Brzenk, in a letter, spoke for 
others as well as himself when he said that Don 
had been his mentor, sharing his experience with 
him. Several members of the group who had 
visited Don and Helen in their home, praised their 
generous hospitality, which had always been 
enhanced by dinners including flavorful vege
tables grown by themselves on their farm. 

Don, who was at the time of the Honors 
Dinner and is now in a battle with cancer, 
graciously received a handsome plaque from his 
colleagues pronouncing him Distinguished 
Paterian, "A scholar writing for the scholarly." 
And, with good humor, he accepted a baseball 
cap proclaiming him to be "Still Perfect After All 
These Years." 



Counterpoise 

(Responses to the following essay - counter arguments or corroborating arguments - are invited.) 

Postscript: Postmodernism 

by Carolyn Williams 

Pater's "Romanticism" (1876) was renamed 
and appended as a "Postscript" to Appreciations 
in 1889, with the following epigraph from 
Pindar's Olympian Odes: "When you praise the 
wine that is old, you should praise also the 
flowers of songs that are new."1 But where are 
the dividing lines between "the old" and "the 
new"? In his "Postscript," Pater famously 
relativizes the aesthetic categories of "classical" 
and "romantic," showing the dangers of, and 
steering a middle course between, definitions that 
are too absolute on the one hand, or too vague 
on the other. For Pater, it seems, nothing is 
absolutely old or absolutely new, and the 
"periods" of his aesthetic history are often as 
involved and hard to parse as the periods of his 
sentences. In the essay on Romanticism, both the 
old and the new are seen as "tendencies" that are 
fruitfully confused in most actual objects of 
aesthetic regard . These tendencies invite a 
variety of attitudes on the part of the critic or 
spectator, who responds now with contemplative 
recognition, now with shock or surprise. Pater is 
a great theorist of these tendential relations, of 
the way the new can be produced out of the 

1 
"Postscript," in Appreciations, Library Edition, pp. 

241-261. The translation of Pindar is Harold Bloom's, in 
his edition of Selected Writings of Walter Pater (New 
York: Columbia University Press, 1974), p. 220, n. 2. As 
opposed to Pater's, my short "Postscript" is not a 
systematic statement. It was originally the "postscript " to 
a talk given at the Third International Pater Conference, 
in Honor of Donald L. Hill, August 2-3, 1996, in 
Morgantown, West Virginia. That talk will be 
forthcoming in a written version, under the title "On 
Pater's Late Style," in Nineteenth-Century Prose, in the 
fall of 1997. ln this setting, as in that one, this 
"Postscript" is meant to open a question, not to answer it. 
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old, and vice versa, and of the way the critic must 
sometimes remember, and sometimes forget, in 
order to see clearly. 

In structural terms, postmodernism, like 
modernism, is a stance that asserts its difference 
from what came before, which is then consigned 
to the past. "It's history," we say these days, 
when we mean "it's over and done with." To 
look at historiography in this structural and 
theoretical way was always Pater's aim, and 
though he gave more explicit attention, finally, to 
history than to modernism (since he habitually 
viewed any modernism in historical terms, as a 
renewal that took place in the past, or in aesthetic 
terms, as a recreative gesture on the part of an 
artist who "makes it [look] new"), he was clearly 
one of the main forces generating the modernism 
of the late nineteenth and early twentieth 
centuries. 

The crucial difference between modernism and 
postmodernism transcends their structural 
similarity, however. For "postmodernism" 
asserts its difference from "modernism," and 
despite the definitional difficulties attendant upon 
that last term, I think it may be safely said that, 
from the perspective of "postmodernism," 
"modernism" must be understood in its broad 
sense as an Enlightenment and post
Enlightenment project that is now (perhaps) at an 
end. This concept of a "long modernism" is a 
different thing from the modernisms that gain 
Pater 's attention as renewals of his cultural 
tradition - or is it? In the essay to which this 
"Postscript" on "Postmodernism" was originally 
appended, I approached Pater' s style through its 
retrospective "lateness." There I gave more 
emphasis to his praise of "the wine that is old" 



than to his praise of "the songs that are new," 
more emphasis to his acts of remembering than to 
his strategies of forgetting, to retrospective 
totalization than to the individuation of 
compositional parts. The other side of Pater's 
stance, therefore, needs more work - and I think 
the work will have a chance of being done more 
comprehensively if it is engaged by many rather 
than few readers. 

Though Pater studies have lately shifted quite 
rewardingly toward the cultural and new
historical, Linda Dowling allowed as late as 1991 
that a formalist tradition of commentary, an 
analysis of the epistemological Pater, hadn't yet 
exhausted itself 2 But perhaps now that Jonathan 
Loesberg's definitive work has been done on 
Pater's relation to structuralism, post
structuralism, and deconstruction,3 it would be 
interesting and productive to engage the discus
sion of the epistemological Pater along another 
line. Specifically because the controversies 
around the definitions of "postmodernism" are 
posed as questions of historiography, epistem
ology, and form, on the one hand, and as 
questions of economics, politics, and culture on 
the other (not that those two "hands" are ever far 
apart), I'm suggesting that we think about Pater 
and "postmodernism," because I think this rubric 
might well prove to be one route toward seeing 
some of the many ways in which the 
epistemological and formal Pater is one and the 
same with Pater the cultural worker, the renewed 
Pater who has been so powerfully and saliently 
emerging in studies of late. I'm thinking in 
particular of trying to see - and asking others to 
try to show us - how Pater's thinking about 
historical periodization might be related not 

2 Linda Dowling, "Foreword," lo Pater in the 1990s, 
ed. Laurel Brake and Ian Small (Greensboro, NC: EL T 
Press, 1991), pp. ix-x. 

3 Jonathan Loesberg, Aestheticism and Deconstruction: 
Pater, Derrida, and De Man (Princeton: Princeton Uni
versity Press, 1991). 
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only to his literary form, but also to his emergent 
thinking about some of the crucial topics of 
modernity and postmodernity: the subject, the 
nation, the city, the empire, the masses, the 
genders, the sexualities. 

One recent writer on postmodernism, Thomas 
Docherty, credits Arnold Toynbee with first using 
the term "post-modern" to name the period "after 
modernism." Docherty explains that Toynbee's 
dating of this event in history changes as he 
meditates on the problem. In volume one of his 
Study of History, Toynbee argues that the 
"modern" period ends sometime between 1850 
and 1875, but in volume five, he identifies the 
first World War as the turning point from 
modernism to the "post-modern," and in that 
volume, published in 1939 (on the eve of the 
second World War), he first uses the term, 
"complete with scare quotes," as Docherty points 
out.4 Even though Toynbee revised his dating, 
then, his first understanding of the shifts he 
wanted to describe puts them tantalizingly close 
to Pater's own formative years. It's always 
seemed to me that the "premodernism" Pater 
might be said to exemplify shows much more in 
common with the "postmodernism" of our own 
day than with the "high modernism" that 
succeeded him and might even be said to have 
reacted strongly against him and his cohort. But 
can these distinctions actually be made (especially 
if we think of "modernity" as a post
Enlightenment phenomenon)? and if they can be 
made, how should they best be made? 

The debates about postmodernism are too 
complicated to be usefully summarized here. It 
might be useful, however, to state the obvious: 
one of the organizing points of the debate is the 
attempt to adjudicate between models of 
continuity and models of radical epistemic 
discontinuity. It seems clear at the outset that the 

4 Thomas Docherty, "Postmodernism: An Introduction," 
in Docherty, ed., Postmodernism: A Reader (New York: 
Columbia University Press, 1993), pp. 1-2. 



dissimilarities between "Pater" and "postmodern
ism" will be as fruitful to trace as the similarities. 
So, in the spirit of opening up this huge topic, I 
want to offer a few points - or maxims - simply 
to indicate one person's idea of how the 
discussion might continue, specifically with 
regard to Pater: 

1. Pater is literally "postmodern" in the very 
particular sense that he stands apart from 
"modernism" and examines its conditions, seeing 
it as an (aesthetic and historical) "construction." 
Above all, he takes a strategic distance on the 
construction of "modernism" by regarding it not 
as a radical break with the past, but as the 
structure of such breaks as they are perceived, 
and thus, as a repetitive or periodic phenomenon 
in aesthetic history. The idea of an epistemic 
"break" would be foreign to him, even though he 
thinks deeply about renewal, renovation, 
renaissance. But even the art of the classical 
past, reappearing after being hidden for so many 
years, did not appear as a new medium or a new 
language. Even less new was the Christian 
Church (as it's represented in Marius), which, 
though renewing in its effect, was clearly 
composed of old forms ready at hand. The 
Paterian concept of modernism may be founded 
on the idea of novelty, then, not newness. "The 
song sung always claims to be sung for the first 
time" (emphasis mine). 5 

2. In fact, to continue considering the critical 
language of our own day, Pater understands that 

the cultural "constructedness" of all things is 
itself a function of "modern thought." "To the 
modern spirit nothing is, or can be rightly known, 
except relatively and under conditions."6 

3. But Pater's epistemology is not finally 
"relativistic" or "subjective" in the radically skep
tical sense of those terms. He does not finally 
attempt to cast the activities of perception and 

5 "Aesthetic Poetry," in Bloom, ed. Selected Writings, 
p. 195. 

6 "Coleridge," in Walter Pater, Appreciations, Library 
Edition, p. 66. 
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cognition into radical doubt. Instead, deeply post
romantic as he is, Pater holds that knowledge and 
perception are neither thoroughly "objective" nor 
thoroughly "subjective," but both, simultaneously 
and by turns. His "relativity" is an epistemology 
of relations, and his stance is an attempt to 
organize the set of relations. 

4 . Pater's prose style is studiously - and recre
atively - citational: often densely intertextual, 
histo1icist, sometimes recursive, always appro
priative. Certainly Pater does not hold that the 
object of art is "autonomous," for he appreciates 
its radically composite nature, the way it is 
penetrated by and composed of elements 
gathered from other times and places. It is more 
accurate to say that for Pater the aesthetic gaze 
may grant the object a provisional autonomy, but 
that autonomy is a property granted by the 
spectator's attitude, not a property of the object, 
and it is therefore radically provisional, 
"constructed," and temporary. 

5. Pater imagines every age, including his 
own, as an eclectic melange of times and places. 
It is the "scholarly" temperament, according to 
Pater, which is well-suited to appreciate this 
fact. 7 In my view, Pater's "scholarly" appre
hension of the diversity of historical and cultural 
forms is where the cultural study of Pater hooks 
up with the formal and epistemological study of 
Pater - an exciting conjuncture, whether formed 
under the auspices of "postmodernism" or not! 
As Pater asserts, in his essay on "Style": "In the 
highest as in the lowliest literature, then, the one 
indispensable beauty is, after all, truth . . . . And 
what an eclectic principle this really is!" (34, 
emphasis mine). Of course, Pater's belief in the 
representational, correspondence model of 
"truth" marks him as "premodern" rather than 
"postmodern." But that is not the whole story, 
for his perspectivism undermines the stability of 

7 In both the "Postscript" and "Style," Pater stresses 
this view of "scholarship," as the faculty for appreciating 
eclecticism, and as a prime feature of his age, rich almost 
to overwhelmingness in its eclectic knowledge-production 
and historical sedimentation. 



representation to some extent, and his relish for a 
rigorous eclecticism pulls, I would say, in yet 
another direction. Perhaps we could begin with a 
discrimination of eclecticisms, for Pater's appre
ciation of the layered effect of past and present 

time is not the same as the romantic love of ruins, 
nor as the romantic (or modern) fixation on the 
fragment, nor yet again as the postmodern, 
decentered pastiche. 

Rutgers University 

Book Reviews 

Edited by Hayden Ward 

The World of Walter Pater: Essays Commemorating the JOOth Anniversary of Pater's Death [title 
translated from the Japanese]. Edited by the Pater Society of Japan. Preface by Hiroko Hagiwara. 
Tokyo: Hatcho Publishing Co., 1995. Pp. iii+ 319. 

The World of Walter Pater: Essays Commemo
rating the 1 OOth Anniversary of Pater's Death 
consists of twelve essays, two in English 
(summarized by Inman in The Pater Newsletter, 
No. 33) and ten in Japanese. The collection 
starts with two articles about Pater in his broader 
aspects, contains eight essays on Pater's writings 
basically in order of publication, and ends with 
titles of lectures delivered and papers read at the 
annual meeting of the Pater Society of Japan 
since its founding in 1962. The last section was 
compiled by Yukichi Tsuzuki. The following are 
brief summaries of the ten Japanese articles. 

Ito, Isao. "A Synthetic Age and Pater - The 
Spiritual Restoration," pp. 3-33. Perceiving 
instinctively the trend of thought toward 
synthesis after the mid-nineteenth century, Pater 
recognized the value of an individual even in such 
an age. Ito concludes that Pater, however, with 
culture and humanism, made an endeavor toward 
synthesis and tried to restore true human nature, 
which is unspoiled by materialism and mechan
ized civilization. 

Kato, Fumihiko. "Pater's Place in Modern Liter
ature," pp. 35-54. Criticizing the judgments of 
Pater by J. Hillis Miller and Harold Bloom, which 
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have influenced contemporary evaluations of 
Pater, Kato indicates what is characteristic of 
Pater's prose, poetry, and "sense of death." He 
concludes that Pater's sensibility is close to that 
of the late twentieth century and that, for this 
reason, he raises problems in the most recent 
criticism (54). 

Odawara, Katsuyuki. "An Essay on 'Coleridge's 
Writings,"' pp. 83-104. After analyzing 
"Coleridge's Writings," Odawara concludes that 
Pater reveals the first ladder that is required to be 
climbed by the followers of Epicureanism as a 
religion and suggests the process thereafter 
(103). 

Uemura, Hitoshi. "A Study of 'Leonardo da 
Vinci' and 'Conclusion,"' pp. 105-121. In his 
examination of the relations between "Leonardo 
da Vinci" and the "Conclusion" to The 
Renaissance, Uemura shows a conflict between 
"curiosity" (idea) and "the desire of beauty" 
(sense), and proves a similarity in structure 
between the two essays. He concludes that the 
"Conclusion" is carried into practice in 
"Leonardo da Vinci" and that it is possible to 
clarify the "Conclusion" through "Leonardo da 
Vinci." 



Tamai, Akira. "On Music in Pictures - A 
Reconsideration of 'The School of Giorgione, "' 
pp. 123-142. An outline of "The School of 
Giorgione" is presumed to have been drawn up 
when Pater started his career as a critic. The 
theme of this essay is music. Tamai indicates that 
the definition and content of music change during 
the course of Pater's discussion. Examining 
music by dividing it into three groups, he 
concludes that lack of consistency in Pater's 
concept of music is one of his characteristics. 

Sawai, Isamu. "A Role of 'The Story of Cupid 
and Psyche' in Marius the Epicurean," pp. 159-
185. Marius' reading of "The Story of Cupid 
and Psyche" conducted a sort of initiation at the 
beginning of a sequence of valuable experiences 
during the course of Marius' life. Sawai 
concludes that what is revealed to Marius 
thereafter is realized by his experience of reading 
this story. 

Masaki, Kenji. "Imaginary Portraits as a Text -
on 'Sebastian van Stork,"' pp. 187-213. Masaki 
observes that proper nouns in "Sebastian van 
Storck" have a function to make a story and 
develop the plot; however, after reference to 
Spinoza no proper noun appears in the text 
(202). Instead of proper nouns the narrator ("I") 
and the words extracted from Sebastian's 
manuscript volume continue the story, a story m 
which his mental state reveals itself (211 ). 

Nishigaki, Chiaki. °'Portraits of the Dutch Artists 
in ' Sebastian van Storck,"' pp. 215-244. Dis
cussing some twenty-seven artists dealt with in 
"Sebastian van Storck," Nishigaki points out that 
their paintings play the important role of 
portraying the character of Sebastian (223), 
whose thinking is close to Spinoza's (215). Pater 
uses paintings here in two ways: (1) to indicate 
the intellectual freedom of Sebastian and (2) to 
show his aloofness from worldly things. 

Hagiwara, Hiroko. "On the Tradition of 
Hippolytus - Pater's Reading of Euripides," pp. 
245-260. The Hippolytus Tradition is a tragedy 
that takes place when a survivor from a 
matrilineal society is taken into a patrilineal one 
(257). Hagiwara concludes that it is possible to 
find in Marius and the heroes in Imagina1y 
Portraits characteristics similar to those of 
Hippolytus. 

Morito, Masanari. "Pater and Arthur Symons -
Criticism as an Art," pp. 261-301. In his 
criticism on art, Arthur Symons describes vividly 
the object of criticism in a vigorous way which 
reflects the profound influence of Pater's 
aesthetics. Quoting passages indicating their 
views of style and art from each critic's writings, 
Morito compares them and proves how Symons 
inherited and developed Pater's theory of art. 

Fumiko Suzuki 
Sagami Women's University 

Gaston de Latour, by Walter Pater: The Revised Text. Based on the Definitive Manuscripts and Enlarged 
to Incorporate All Known Fragments. Edited by Gerald Monsman. Greensboro, NC: EL T Press, 1995. 
Pp. xlvi + 329. $40.00. 

The publication of the enlarged text of Pater's 
Gaston de Latour comes to quench a Iong
repressed thirst. Pater's plots are never exciting, 
yet at the end of the last page of Shadwell' s 1896 
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text of the novel, one had ever felt surging up 
within that query which is the germinating cell of 
the Imaginmy Portraits: "What came of him?" A 
curiosity more than legitimate, considering that 



Gaston had really been continued - though not 
actually finished - by its author. To know more 
about this continuation, until now lovers and 
scholars of Pater could turn to G. d'Hangest's 
monograph (1961 ), unless they hadn't person
ally consulted the manuscripts at Brasenose. 
D'Hangest gave a rough sketch of the six 
chapters not published by Shadwell and a few 
excerpts; we can now read the text of the novel in 
its relative entirety, up to the stage at which Pater 
definitely abandoned the project. After the ship
wreck of the collected edition of Pater's works, 
Gaston is no doubt the first that deserved to be 
salvaged. It surfaces in a blue and white dust 
jacket, as "diaphanous" as the greyish white 
background of the pages, and as evocative of that 
penumbra we usually associate with Pater. 
Monsman gives us the seven chapters of the 
novel that we already knew (but following a text 
which is different from Shadwell' s, as we shall 
see); adds six remaining chapters, that is, 
everything Pater left of the unfinished novel; 
annotates both the known and the previously 
unpublished parts; provides a textual and critical 
introduction; rounds the book off with a diplo
matic transcription of the text. All this is ample 
matter for discussion. 

It has always been customary for critics to 
attack Shadwell for withholding the six unfin
ished chapters of Gaston, and Monsman is no 
exception. That "cowardly" editor was however 
obeying an almost testamentary provision of 
Pater's when he kept that material from 
publication. As we know, Pater gave his consent 
to publish only what was absolutely "finished," 
and divulging something of his in a fragmentary 
or inchoate form is tantamount to doing him a 
kind of posthumous disservice. On the other 
hand, we can agree with Monsman when he says 
that Pater was an "infinite revisionist," and that 
we would never have had something like a 
"definitive text" of Gaston. Symptomatically, 
the time that we may suppose Pater took from 
Gaston was employed in the meticulous revision 
of microscopic details of style in Marius the 
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Epicurean. Yet, even with the addition of these 
"purloined" chapters Gaston remains unfinished 
in terms of plot - a plot which was only carried 
half-way through, we are told, and would have 
resulted in a novel of the same length as Marius. 
Why did Pater abandon the project? He was 
certainly afraid to expose ground "where angels 
fear to tread," afraid of projected scenes where 
crude and even "sadistic eroticism" would come 
to the forefront. Yet we must not forget that 
Pater worked on Gaston in a completely different 
way from Marius: he wrote it in progress instead. 
of sending the finished - or, needless to say, the 
provisionally finished - product off to the 
printers. The serial publication of Gaston was a 
belated and even grotesque homage to a glorious 
but by then declining system of publication -
grotesque in that Gaston was systematically 
shattering some of its major canons, such as 
sensationalism and plot tension. My personal 
opinion, as I have argued more extensively in my 
own Italian edition of Gaston, is that Pater 
discontinued the novel because he hadn't thought 
of a convincing close. The optimistic end that 
some have conjectured Pater would have given to 
the novel - Gaston embracing Christian and 
family love, fully restored to his psychic unity; 
Gaston above all alive, whereas all the other 
protagonists die - is somewhat suspicious for 
Pater; if true it would have represented a new 
point of departure for him. Gaston's several 
"epiphanies" throughout the novel are nothing 
but the peaks of an oscillatory curve which would 
have been probably perpetuated until the end. 
Only a sudden and unexpected narrative coup de 
main could have closed the aporias of a character 
who is from the beginning dilemmatic, and even 
too closely mirrors the invariable type of Pater's 
protagonist. 

Pater himself tells us at the end of chapter 8 
that Gaston's "long unoccupied day" in Jasmin's 
house is to be intended as "a complete epitome of 
Gaston's subsequent years in Paris." His future 
development is summ(\rized as "remorseful 
shadings of his own thought .. . a haunting desire 



to repair, an offended moral delicacy which . . . 
was . . . part of himself" As a secretary of 
Queen Margot, contemplating the transformation 
of spiritual love into fleshly love, he, indeed, 
yields to the "throb of youth" - corrupted by a 
new book, the Queen's love meditations, which 
he is to edit - and becomes a thorough adept of 
Bruno's philosophy ("Observe, touch, taste of all 
things, indifferently!"). Yet once again Pater, at 
this crucial moment, intervenes to amplify the 
character's psychology and to tell us that he was 
in fact heading towards "what was certainly but a 
limited department of the great garden." Look
ing back, Pater notes that "just here for him life 
had contracted to its narrowest." The Proust-like 
epiphany which helps Gaston recapture his lost 
steps is a visit to the Cemetery of the Innocents 
and the contemplation of a blooming aubepine; 
his symbolic infancy comes back to him with that 
dimension of childish purity which Pater vener
ated as much as Kafka. At Fontainebleau Gaston 
is conscious of an "increasing preoccupation with 
the greater unchangeable interests of life with 
which he entered upon the coming new and later 
phases of his own maturer manhood"; his life 
program is one of unselfish and procreative love, 
both spiritual and carnal: a love that renovates the 
world "linking paternally, :ftlially, age to age, the 
young to the old, marriage, maternity, childhood 
and youth." As we said, this looks no more than 
a provisional conversion, set in motion - as usual 
with Pater - through church liturgy and through 
art, both of which sustain and vehicle the 
irradiation of "the influences of his consecrated 
boyhood." 

The new part of the novel, then, bears out the 
impression, which we could have formed on the 
basis of the 1896 text, that Pater meant Gaston to 
be an oblique answer to a - by that time (the 
nineties) - full-grown Decadence, or at least to 
that Decadence which falsified his experiential
ism, misinterpreting the Conclusion to The 
Renaissance or taking improbable and unauthor
ized deductions from Pater's own "philosophy." 
The enlarged Gaston, we are confirmed, func-
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tions on the plane of that parallelism between the 
human ages formulated in the well-known maxim 
in Marius the Epicurean, and governing Pater's 
whole fiction. A visible instance is that the major 
historical characters of the novel have counter
parts, and are reincarnations of other figures of 
the past (Queen Margot is a double of Empress 
Faustina, Henry III reduplicates the savage 
Elagabalus, just as the fictional Gaston is a 
replica of the fictional Marius). Chapter 8 was 
written as an explicit admonition to the aesthetes, 
and Pater had originally affixed to it an epigraph 
("Live up to your blue china") which was 
intended as an innuendo to the large blue china 
vases which decorated Wilde's rooms at 
Magdalen. The whole novel, after chapter 7, may 
be seen as a putting to the test of Bruno's 
philosophy of "moral indifference," which might 
well have been a kind of philosophical foundation 
of Aestheticism, but was by no means co
extensive with Pater's own "burning with a gem
like flame." Chapter 8 is crucial because 
Jasmin's house, like many others in Pater, 
embodies, in an anachronistic - or, more pre
cisely, proleptic - way, the transition he saw 
under way in the sensibility of the age, the loss of 
the moral fiber and the gradual takeover of an 
altogether decorative art. It was an age in which, 
as in his own, "life ... might seem to have passed 
over from action to art." Houses are in Pater 
directly symbolical of their occupants, nests of 
affections; and the chapter significantly closes 
with the words: "Yes! the house, the style, was 
the man." 

Chapter 9 gives an even stronger depiction of 
late sixteenth-century Paris as an unreal and 
surreal stage, where human characters are 
reduced to actors or puppets, and the worship of 
pure beauty has become a devouring hunger. 
Both epochs, Gaston's and Pater's shared the 
preoccupation with split or lost identity, signaled 
by the frequency with which people "doated on 
... mirrors." Margot is "the mirror of her time," 
and Jasmin, the supreme emblem of the century's 
emptiness, looks at himself in the mirror before 



going out to the wedding of a relative. In a 
masterful narrative link, Pater catches him 
suddenly recollecting one of the most upsetting 
visionary experiences of the whole novel, that of 
the "evening not so long ago when he 'had met 
himself '" Pater repeatedly diagnoses the age's 
schizophrenia, its morbid consciousness of dou
bleness: in Gaston too there is a "war between 
that profoundly rooted sensuousness within" and 
"the religious mysticism, which formed the other 
half of his nature." 

Stylistically and narratively, the new chapters 
we can now read confirm our conviction that the 
best parts of Gaston remain the first two, possibly 
three, chapters, full of flashes of the poetry of 
infant religion and piety, and hardly inferior in 
intensity to "The Child in the House." Pater here 
makes even ampler use of hi s well-known 
technique of guiding and amplifying the protago
nist's thoughts: pages and pages of psychological 
analysis carry on with rhythmical interpositions of 
"as it seemed to Gaston" and suchlike fillers, as if 
authorized by the premise that Gaston is a "mere 
spectator, thrust ... from action upon contem
plation." The Arnoldian "dialogue of the mind 
with itself " monopolizes the narrative interest 
and cuts down real actions to a minimum, or 
relegates them, as in chapter 8, to the beginning 
and end of the chapter. As an omniscient 
narrator Pater repeatedly states that he knows 
more than his protagonist, and organizes and 
even augments what he only nebulously con
ceives. As a result periods may be even more 
convoluted than Pater's average. His perfect 
modernistic lack of interest for the Victorian 
inexorableness of the plot is evinced by the 
facility with which he strays into the essayistic 
digression. Chapter 10 contains the description 
of the homoerotic devotion of one Raoul to 
Gaston's friend Jasmin; several pages indulging in 
the macabre follow the capital execution of the 
poor youth which the Parisians eagerly watch. 
Chapter 11, wholly about Queen Margot, is a 
florid, luxuriant paraphrase ofBrantome. 

Gerald Monsman is as competent an editor of 
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the enlarged text as one could wish. As a literary 
critic he supplies in the Introduction a quantity of 
valuable insights into the contemporary reper
cussions radiating from the novel. He is right in 
seeing the pages on Queen Margot as an indirect 
comment on the sadistic sexuality of Salome, 
"just then on the horizon"; and he demonstrates 
how seminal is Pater's undeclared debt to Emilia 
Pattison's studies on the French Renaissance. As 
a myth critic, moreover, Monsman notices en 
passant the relevance that Homeric, Virgilian 
(Gaston as an Aeneas searching for "the divinely 
appointed but unknown goal"), and above all 
Dantesque schemes might have had in the 
development of the novel. The annotation is 
superb, accurate, and at the same time essential, 
fully informative on the historical sources, 
sweepingly shuttling across Pater's canon, 
overflowing with subtle surmises, some of which 
have the right degree of extravagance (like the 
one on the etymology of the name of Gaston's 
friend Ex.mes, on page 146). And we must be 
grateful to Professor Monsman for tracking, with 
the patience of a Carthusian monk, the majority 
of the paraphrases, allusions and quotations -
cruelly unreferenced by Pater - from the works of 
Bruno and of Montaigne. 

Yet one could perhaps question some of his 
editorial choices. Faithful as he is to the tenet of 
a Pater as an "infinite revisionist," and convinced 
that "'last is best' is a touchstone of sensible 
editing," he actually provides a bold, acrobatic 
conflation of three distinct drafts. For six
sevenths Monsman does not follow Shadwell's 
1896 text, preferring to it a MS draft which is 
later than the Macmillan edition of Gaston but 
was not followed, or was only erratically 
followed, by Pater's posthumous editor, whose 
text is retained for the only chapter which is 
inexplicably missing from that MS (Chapters 8-1 3 
are, unavoidably, an edited reproduction of the 
holograph). And Shadwell and not Monsman 
himself is declared the editor who has produced a 
hybrid! We would all :wish, besides, to know 
more about a now "lost copy text" corrected by 



the author - and which would have had his 
irrefutable imprimatur - Shadwell may have "just 
possibly" relied upon, and the existence of which 
is hastily rejected as being an "ultimately 
untenable" supposition (p. xxix). 

Qua a "critical" edition - normally a trademark 
of typographical immaculateness - this one ought 
to have been freer of the many misprints which 
intersperse it, though this is certainly not 
Monsman's fault, and though they luckily do not 
occur in the Edition Text. Misspellings disfigure 
the names of even the major sources, such as 

l'Estoile (who seems to have been a thorn in the 
flesh for the compositor from the very reference 
page), Emilia Pattison (p. 158), Brantome (p. 
179), and even Dante Alighieri (p. xiv). Coligny 
funnily becomes in one case "Cologny" (p. 141). 
Italian quotations and quotations of titles of 
works in Italian are often incorrectly transcribed 
(see for instance page 207, and, twice, page 226). 
Finally, we take "Francesco Petrarch" (p. 203) -
like Pater's "Leonard de Vinci" - as an "Italy in 
England spelling." 

Franco Marucci 
Universita degli Studi di Venezia 

Dandies and Desert Saints: Styles of Victorian Manhood, by James Eli Adams. Ithaca/London: Cornell 
University Press, 1995. Pp. x + 249. $39.95 (paper, $15.95). 

We have grown accustomed of late to thinking of 
gender as a role to be performed, a set of codes 
that when properly enacted construct a 
masculinity or a femininity "as large as life and 
twice as natural." The latter Carrollian phrase, 
perhaps, is appropriate here given its emphasis 
upon excess and paradox, qualities that stand for 
many theorists as the hallmarks of gender as 
cultural construct and that shape as well James 
Eli Adams's vision of masculinity in Dandies and 
Desert Saints: Styles of Victorian Manhood. 

Typically academic writers on nineteenth
century manhood have focused their inquiries on 
a single facet of the male role, as we see in the 
many volumes on manliness and the public 
school, or in Donald Hall 's recent anthology on 
muscular Christianity, or in Robin Gilmour' s and 
Mark Girouard' s discussions of gentlemanliness, 
or in my own work on fatherhood, to name only 
a few approaches. Arguably, Adams takes a 
more ambitious tack; while he too organizes his 
study around a unifying theme, that of Victorian 
intellectuals' simultaneous "representation of 
masculine identity as an ascetic discipline" (2) 
and "as spectacle" (12), he suggests that this 
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understanding of the male role amounts to an 
overarching principle within the nineteenth
century middle class, one that unites writers as 
apparently diverse (and even, sometimes, 
antagonistic) as Alfred Lord Tennyson, Thomas 
Carlyle, Charles Kingsley, John Henry Newman, 
Thomas Arnold, Charles Dickens, Oscar Wilde, 
and Walter Pater. Thus several of his chapters 
are consciously arranged to uncover the affinities 
between writers whose visions of masculinity are 
generally seen as conflicting, most dramatically 
Kingsley and Newman. While the result may not 
permanently " reshap[ e] the familiar outlines of 
Victorian literary history," as the jacket copy and 
the introduction claim, Adams has produced a 
thoughtful, perceptive, and readable study, one 
that scholars of Pater and the other authors here 
examined should find as interesting as scholars of 
Victorian masculinity will. 

The book begins with the traditional 
acknowledgment of its own limitations: While it 
finds that "a wide array of Victorian intellectual 
vocations - Tennysonian poetry, Tractarian faith, 
Arnoldian culture, Paterian aestheticism, even 
Carlylean prophecy - came to resemble models of 



feminine activity and authority," it will not be 
examining "constructions of manhood by women 
writers" (1, 19), or for that matter constructions 
of femininity by writers of either gender. This 
lack is partly explained by Adams's comment that 
the Victorians tended to distinguish between 
"self-mastery" as male and "self-denial" as 
female, although this generalization may itself 
seem to need a book-length study in support or 
refutation. An omission that Adams does not 
remark on is the dearth of any consideration of 
popular culture, as Dandies and Desert Saints is 
oriented toward what Carlyle might have referred 
to as the "heroes" of Victorian masculinity. For 
Adams is above all interested in the question of 
intellectual manhood: the manliness of the sage. 

Appropriately, then, chapter one focuses on 
the Carlylean prophet as the inversion (but not 
the opposite) of a masculine ideal that Carlyle 
particularly despised, the dandy. Like the 
dandy's, the prophet's version of masculinity is 
performative and marginalized, a matter more of 
being than of action. Here Adams juxtaposes the 
figure of the prophet with the figure of the poet 
as the two are linked by Tennyson 's "St. Simeon 
Stylites," in which, as in such other works as Jn 
Memoriam, "the poet repeatedly stages his 
exorbitant grief as a spectacle for a hostile 
audience, yet claims moral authority for his 
suffering even as, and in pa11 because, it seems to 
emasculate the sufferer" ( 43). Another Carlyle
inflected combination of dandy and prophet 
examined in this chapter is Dickens's Sydney 
Carton, whose apparently gentlemanly and self
forgetful act of heroism at the end of A Tale of 
Two Cities, Adams contends, is simultaneously a 
transcendent spectacle of male performance 
designed to give Carton dominance over feminine 
domesticity (as represented by the grateful Lucie) 
forever. 

Such an argument inevitably depends less on 
historical contextualizing than on literary close 
reading, at which Adams is adept. Chapter two, 
however, entitled '"A sort of Masonry' : Secrecy 
and 'Manliness' in Early Victorian Brother-
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hoods," takes a more historicized approach by 
examining an assortment of male institutions 
within Victorian society, from Arnold's Rugby as 
seen in A. P. Stanley's hagiographical Life and 
Correspondence of Thomas Arnold, D.D. to 
Tractarian discipline as represented by Newman. 
In the process, Adams calls for a due appreciation 
of the complexity of nineteenth-century gender 
terminology, arguing that to understand Victorian 
epithets such as "unmanly" or "effeminate" solely 
in terms of the dichotomy between hetero
sexuality and homosexuality is to "collapse the 
distinction between sexuality and gender, and in 
the process lose sight of a social hermeneutic that 
Newman cannily grasped, and whose force as a 
mode of social control he keenly experienced" 
(85). In Adams's view, "unmanliness" is more 
closely linked to the gap between masculinity as 
transparent, unselfconscious, and unstaged and 
masculinity as self-controlled, reserved, and 
therefore associated with secrecy - but a secrecy 
that was not necessarily sexual in nature. 
Secrecy, especially in its function as a seductive 
and unifying force for those outsiders recruited to 
the fold of the elect sharers of some arcane 
knowledge, thus becomes a recurring theme in 
Adams's study. 

To move from Newman to Kingsley requires 
no great imaginative leap, given the long-standing 
publicity surrounding their mutual animosity; 
Adams, however, suggests that Kingsley's 
muscular Christianity has more in common with 
Tractarian asceticism than Kingsley would have 
cared to acknowledge. Chapter three examines 
Kingsley's often perverse imagings of self
discipline against a backdrop of writings on race 
and the tropical by Tennyson and by Kingsley 
himself, finding in both a "profound ambivalence 
.. . an acute crisis of authority" (124). The 
chapter concludes with a discussion of the 
pleasures of male suffering in Kingsley' s writings, 
although as Kingsley has been firmly associated 
with masochistic spectacle at least since the 1974 
publication of Susan Chitty's biography, the 
racial motif may be of more interest to today's 



readers. 
The final two chapters concern Pater. First, 

drawing on recent work by Billie Andrew Inman, 
Linda Dowling, and others, Adams argues that in 
writings published after Studies in the History of 
the Renaissance (and its outraged reviews), Pater 
sought to recoup aestheticism for the less 
sympathetic portion of its audience by linking it 
to "familiar norms of Victorian masculinity," so 
that the consumption of art might be envisioned 
"as an eminently virile self-discipline" (150). 
Homoeroticism was reconfigured as gentleman
liness, while the Carlylean hero was blended with 
the woman and the Hellenist. Pater's writing, in 
other words, drew its transgressive force from its 
easy conjunction of apparent cultural opposites -
a point that Adams has made earlier with 
reference to writers sometimes considered to 
have little in common with Pater, such as Carlyle 
and Kingsley. When in the final chapter of this 
work Adams returns to Pater in a discussion of 
masks, secrecy, and manly "reserve" as spectator 
sport, he points up affinities as well to Newman 
and Robert Browning. Indeed, insofar as male 
writers and cultural icons such as the dandy, the 
priest, and the gentleman remove themselves 

from the marketplace and consciously solicit an 
audience to influence and affect, they also 
"intrude on a position that in Victorian life is 
reserved for the feminine" (210). Gender, as 
always, is a matter of slippages and uncertainties. 

Thus one of the major points that Adams seeks 
to demonstrate in Dandies and Desert Saints is 
that "ideal" Victorian manliness is not a matter of 
simple binary oppositions, such as male vs. 
female or heterosexual vs. homosexual, but rather 
a shifting series of negotiations among an 
interrelated set of masculine models: "gentleman, 
dandy, priest, prophet, soldier, and professional" 
(15). Nor can we expect to see individual 
exemplars of particular forms of manliness take 
uncomplicatedly opposite stances to one another; 
in addition to being enemies, Kingsley and 
Newman, or Kingsley and Pater, are also 
affinities. While this study takes longer to make 
that point than .is perhaps ideally necessary (its 
major flaw, to my mind, is a tendency to 
repetitiveness), Adams has produced here a 
provocative series of interpretive meditations that 
make rich use of secondary sources and that 
sometimes offer unusual approaches to crucial 
Victorian writers and concepts. 

Claudia Nelson 
Southwest Texas State University 

Electronically speaking ... 

To help Paterians contact each other via e-mail, and to encourage all Newsletter subscribers to contribute 
materials as easily as possible, we shall be publishing an updated e-mail directory on a regular basis. To add 
your address (or name and address) to the list, simply contact Lesley Higgins (at York University, 
Toronto, Canada) at: lhiggins@yorku.ca . 

Pater Newsletter e-mail Directory 

Adams, James Eli 
jaeadams@juliet. ucs. indiana. edu 

Adams, T. F. 
Andrews, Kit 

20 

ApRoberts, Ruth 
Bassett, Sharon 

sbassett@pa. mother. corn 
Beckson, Karl 



Bizot, Richard 
Bowen, David 
Boos, Florence 
Brake, Laurel 

l.brake@ext-mural.bbk.ac.uk 
Brouwer, Marilyn 
Brzenk, Eugene 
Carroll, Joseph 
Choe, Wolhee 
Christensen, Peter 

petergc@alpha2.csd.uwm.edu 
Conlon, John 
Connor, Steve 
Court, Franklin 
Cruise, Colin 
Daley, Kenneth 
Dawson, Gowan 
DeLaura, David 
Dowling, Linda 
Falsey, Elizabeth 
Hagiwara, Hiroko 
Hanson, Ellis 

eh36@cornell.edu 
Higgins, Lesley 

lhiggins@yorku . ea 
Hill, Donald 

. donhill@umich.edu 
Hughes, Jill 

mghughes@vax.ox.ac. uk 
Inman, Billie 

bjainman@ccit. arizona. edu 
James, Phyllis 
Knoepflmacher, U. C. 
Levey, Michael 
Losey, Jay 

jay _losey@baylor.edu 
Malley, Shawn 
Matz, Jesse 
Maxwell, Catherine 
Moliterno, Frank 

21 

Monsman, Gerald 
monsman@ccit. arizona. edu 

Moran, Maureen 
Morgan, Thais 
Morioka, Shin 
Nishigaki, Chiaki 
Nozue, Noriyuki 
Nye, Francis 
Odawara, Katsuyuki 
Perkow, Ursula 
Piez, Wendell 

piez@rci.rutgers.edu 
Pollak, Paul 
Pollock, Elaine 
Runcie, Catherine 

catherine. runcie@english.su.edu.au 
Sawai, Isamu 
Schrieber, Lawrence 
Seiler, Robert 
Sheldon, Julian 
Shuter, William 

eng_ shuter@emuvax. emich. edu 
Simons, Philip 
Smith, Edwin 
Snodgrass, Chris 
Stamm, Ulrike 
Suzuki, Fumiko 
Tamaki, Hiroko 
Thomas, Viola 
Tucker, Paul 
Uemura, Hitoshi 
Uemura, Morito 
Varty, Anne 
Vogeler, Martha 
Vourdon, Thierry 

tvourdon@liverpool.ac. uk 
Ward, Hayden 

u 1668@wvnvm. wvnet. edu 
Willerton, Chris 
Williams, Carolyn 

103166.2446@compuserve.com 



Recent Publications 

Compiled and Annotated by Billie Andrew Inman 

Books 

Bell-Villada, Gene H. Art for Art's Sake and Literary Life: How Politics Helped Shape the Ideology and 
Culture of Aestheticism, 1790-1990. Lincoln: Univ. of Nebraska Press, 1996. (Pater passim, 
especially in Chapter III: "The Diffusion of the Doctrine I: England") 

Chardin, Jean-Jacques. Ernest Dowson (1867-1900) et la crise fin de siecle anglaise. Paris: Editions 
Messene, 1995. (Pater passim, especially Part I, Chapter 3: "Les conceptions esthetiques," and Part 
III, Chapter I: "Permanence et mutabilite") 

Hanunond, Paul. Love Between Men in English Literature. London: Macmillan Press/ New York: St. 
Martin's Press, 1996. (Pater briefly but importantly discussed in the chapter on the Victorian Period) 

Levey, Michael. Florence: A Portrait. Cambridge, MA: Harvard Univ. Press, 1996. 

Sexualities in Victorian Britain. Ed. Andrew H. Miller and James Eli Adams. Bloomington: Indiana Univ. 
Press, 1996. (essays, including Thais Morgan's "Reimagining Masculinity in Victorian Criticism: 
Swinburne and Pater," reprinted from the Special Issue: Victorian Sexualities, Victorian Studies 36 
[Spring 1993] plus seven new essays) 

Shuter, William F. Rereading Walter Pater. Cambridge: Cambridge Univ. Press, 1997. (to be reviewed in 
PN) 

Stokes, John. Oscar Wilde: Myths, Miracles, and Imitations. Cambridge: Cambridge Univ. Press, 1996. 
(seven essays, six of which have been previously published; Pater' s views on Wordsworth and 
Coleridge discussed in "Romantic Reincarnations") 

' Walter Pater (1839-1894): Leforme della modernititl The Forms of Modernity. Ed. Elisa Bizzotto and 
Franco Marucci. Bologna/ Milano: Cisalpino, 1996. (eight essays in English, six essays in Italian, 
listed below under the names of the authors; the title of the book in these entries given as Le forme 
della modernita) 

Essays 

• Alliata, Michela Vanon. "A Strange Passion: James, Burne-Jones, Pater, and the Androgynous Ideal." In 
Le forme della modernita, pp. 247-266. According to Alliata, "Burne-Jones's painting, like that of 
the Pre-Raphaelite Simeon Solomon and of Gustave Moreau, can be read as a sort of celebration of 
the androgynous. The figures are epicene and ambiguous" (253). Henry James, commenting on The 
Days of Creation, had seen Burne-Jones' s figures in the same way, calling them "'sublimely sexless" ' 
(252). Pater had already, in "Poems by William Morris,'' "Sandro Botticelli," and "Leonardo da 
Vinci,'' " revealed his fascination with the androgynous" (254). Alliata maintains that "James's and 
Pater's interest in the androgynous locates them within the decadent movement, not only English, but 
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French as well" (257). This interest in androgyny is not the only similarity between Pater and James 
that Alliata notes. She says they both "recoiled from the aggressive efficiency of the masculine world 
of commerce," were dedicated to "idealized art, celibacy, and passivity," and exhibited "a feminine 
delicacy of feeling, a repudiation of sexuality and a predominant, almost religious interest in art which 
corresponds to a progressive sexual atrophy, finally emerging in idealized, sublimated homosexuality" 
(259-260). Further, they both felt "that the critic's task was not simply to praise and condemn but 
instead to develop a calm, sympathetic understanding and re-creation of artistic values" (265). 

Bashant, Wendy. "Redressing Androgyny: Hermaphroditic Bodies in Victorian England." Journal of 
Pre-Raphaelite Studies 4 n.s. (Fall 1995), 5-26. Tracing commentary on hermaphroditism from 
Coleridge to Beardsley, Bashant relates attitudes toward hermaphrodites to fears of sexual equality, 
believed to be fraught with social evils. She maintains that "each writer dreams of the doubleness, but 
ends by stripping the [double-natured] creature of its power" (7). Applying this formula to Pater, she 
states that in "Winckelmann," Pater seems to admire "'ineffectual wholeness of nature,"' but that he 
dismisses its '"perfection"' as conducive to ennui, saying that '"a larger and profounder music'" 
could be achieved only after conflict developed (15). She points out, further, that Pater removed from 
editions of "Winckelmann" published after 1877 his earlier reference to the '"Hermaphrodite ... a 
favourite subject from early times'" and to the Hermaphrodites of the British Museum and the Louvre 
(15). Figure 4 in Bashant's illustrations is C. H. Jeens' engraving that Pater used as the frontispiece in 
the second and subsequent editions of The Renaissance. 

o Bini, Benedetta. "Genius loci: ii pellegrinaggio di Emerald Uthwart." In Le forme della modernita, pp. 
187-202. As Bini reminds the reader, Emerald Uthwart' s pilgrimage is circular. The boy's sense of 
place is established early in the story, as in "The Child in the House," with flowers being symbolic of 
the congenial home place in both stories. Bini calls the infancy in this place a "prelinguistica wilder
ness" (200). At the end of "The Child in the House," Florian Deleal leaves home, and to Bini, 
Emerald's returning home near the end of his life seems to give closure to both stories. As flowers 
symbolize the harmonious early environment, stone, the material of the buildings in which Emerald 
must conform to regulations, symbolizes the outside world. The Flos Parietis, or wall flower, seems 
in both stories symbolic of the protagonists, flowers growing against stone walls. In his death, 
Emerald returns to his childhood condition. As the physician states in his diary: "Deceased was in his 
twenty-seventh year, but looked many years younger; had scarcely yet reached the full condition of 
manhood. The extreme purity of the outlines, both of the face and limbs, was such as is usually found 
only in quite early youth .... " In accordance with Emerald's expressed desire, the physician removes 
from his body the ball that had hastened his death - the stone; and the flowers that had previously 
covered the body are replaced. All of the writings of the hard world upon Emerald's tabula rasa were 
now erased: "There was no plate or other inscription upon [his coffin]." 

, Bizzotto, Elisa. "A Paradigmatic Reading of Imaginary Portraits." In Le fonne della modernita, pp. 155-
185. Bizzotto explains four processes that the narratives in Imaginary Portraits share: (1) 
transposition of traits of Pater's own family members to characters in the narratives; (2) concealment 
of some aspects of his life "behind some traits of the characters" (156); (3) the innovative use of myth 
to explore the possibility of belief in the modern world; ( 4) giving "symbolic or emblematic value" to 
"many detail s of the stories" (156). In effect, the essay is a comprehensive study of what Bizzotto 
thinks to be recurring autobiographical elements in the four portraits. For example, she says that all of 
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Pater's heroes in the portraits are double, with each character having a dark side, which both conceals 
and reveals Pater's "dark facet, his homosexuality" (p. 177). 

• Brake, Laurel. "Pater, Symons and the Culture of the fin de siecle in Britain." In Le forme de/la 
modernita, pp. 279-297. Brake judges Pater to be an elusive figure "in the production of 90s 
decadence" - remarkable for both his "presence" and his "absence" (279). He published extensively 
on French literature, a practice that she judges to have been dangerous; but he withheld a book of 
essays on the ancient Greeks from publication, out of fear. He "foregrounded ' decadent' discourse" in 
"free-standing pieces" published in periodicals, but avoided publishing in periodicals clearly associated 
with decadence (283). He published in popular periodicals not only essays but what Brake calls a 
"bloody erotic tale" ["Apollo in Picardy"] (284) the same year that he published a book on Plato based 
on lectures to undergraduates. Arthur Symons included Pater in "The Decadent Movement in 
Literature" when it first appeared, in Harper 's New Monthly Magazine, November 1893, but removed 
all references to him before publishing the work as a book, The Symbolist Movement in Literature, 
1899. Symons, after "decoupling ... Pater and decadence" (285), associated him with "a radical 
project," although representing him as "a pure man," in "Walter Pater: Some Characteristics" (1896) 
in the Savoy, "which set out after the [Wilde] trials to withstand pressure on culture and The Yellow 
Book to close down all sexual discourse concerning men" (p. 287). 

________ . "The 'wicked Westminster,' the Fortnightly, and Walter Pater's Renaissance." In 
D terature in the Marketplace: Nineteenth-Century British Publishing and Reading Practices. Ed. 
John 0 . Jordan and Robert L. Patten. Cambridge: Cambridge Univ. Press, 1995. pp. 289-305. Brake 
has discovered that it was customary for reviewers publishing in the Westminster Review in the late 
1860s to end their reviews with persuasive arguments of their own; and she proposes that in writing 
his striking conclusions to "Winckelmann" and "Poems by William Morris," published in the 
WesLminster Review in 1867 and 1868, respectively, Pater was adhering to a model. Further, she 
points out that when John Morley replaced George Henry Lewes as editor of the Fortnightly Review, 
in 1866, the journal did an about-face on aestheticism: Lewes had championed the morality of art; 
Morley allowed wider latitude in presenting ideas on art, which, in effect, gave Pater, publishing essays 
on Renaissance art in the Fortnightly from 1869 to 1871, freedom to develop ideas that became 
central to The Renaissance. 

• Bullen, J. B. "The Sentient Body and Pater's 'Conclusion' to The Renaissance." In Le forme de/la 
modernita, pp. 33-44. Bullen recontextualizes Pater's "Poems by William Morris," with its 
"Conclusion," maintaining that the philosophical alternatives, or "facile orthodoxies," that Pater sets 
aside are those of Mill and Mansel. According to Bullen, Pater had been motivated by John Stua1t 
Mill's An Examination of Sir William Hamilton 's Philosophy (1865) and J. H . Mansel' s Bampton 
Lectures, The Limits of Religious Thought (1858). He states: "The collision between Mansel's party 
and Mill's party focused most intensely on the metaphysical issue of the means by which, given the 
limited nature of sensory experience, we comprehend the numinous and how through those same 
senses, we are able to understand the purposes of the Almighty" (39) . But Pater sidesteps this 
metaphysical argument, turning to art, appreciating it as "an expression of mental states and the way in 
which those states operate within the economy of the sentient body" ( 41 ). 

Coates, Christopher. "Exhumation and Anachronism: Walter Pater and Nineteenth-Century Historicism." 
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Victorians Institute Journal 22 (1994), 99-113. Coates calls attention to the readiness with which 
the villagers in "Duke Carl ofRosenmold" accept the sight of the unearthed remains of Duke Carl and 
his bride as the solution to a century-old question about their disappearance. He proposes that Pater 
created this scene in order to examine and critique the method of thinking employed by the villagers, 
which was also the method of some historians of the nineteenth century who regarded the exhuming of 
physical evidence as "a liaison between chronologically separated epochs" (I 00). He claims that Pater 
poses against the villagers' "timeless simplicity," which reflects Duke Carl's own, his conception of 
"historical complexity," concluding: "Instead of completing any single narrative, Pater suggests, 
exhumation opens up numerous others and thus makes this kind of historical discourse impossible to 
resolve or simplify" (105-106). 

Coates, John. "Aspects of the Intellectual Context of Pater's 'Denys L'Auxerrois."' Durham University 
Journal [1876-1995] 56 n. s. (Jan. 1995), 57-61. According to Coates, Pater's treatment of the 
appearance of a pagan god in a medieval Christian community is so different from Heine's, Merimee's, 
and Hawthorne's treatments of this subject as to seem a commentary upon them. Pater's intention is 
not to shock, to find a malignant influence in a pagan god, or bless the birth of a moral conscience in a 
pagan; further, it is not to create a Nietzschean Dionysian spirit. Taking the late myth of 
Dionysus-Zagreus, Pater produces through the evolution of Denys "a kind of history of the 
development of paganism": "from innocence and joy, through a degenerative stage of violence . . . to 
a sense of sorrow, the lacrimae rerum of late antiquity" - "a realisation of pain, suffering and death" 
(60). Coates states: "The new religion has created a consciousness in which a revenant from the 
pagan world would ... become ' a suffering tortured figure,"' enacting "in a strange and terrible form 
the suffering and sacrifice which lie at the heart of Christianity" (60). 

• Colaiacomo, Paola. "Walter Pater e i Greci ." In Le forme della modernita, pp. 227-243. Colaiacomo 
approaches Pater's sensibility to the ancient Greeks by quoting a passage from "Sandro Botticelli," in 
which Pater says that in Botticelli ' s Birth of Venus one meets the impression that the Hellenic spirit 
made when it first appeared during the early Renaissance and '"the passion, the energy, the industry of 
realization"' that it inspired (227). Yet, Pater attributes sadness and regret to Venus in this painting as 
in "The Myth of Demeter and Persephone" he was to attribute sorrow to Demeter, making her '"the 
type of divine grief" (232). To him, " 'Persephone is the goddess of death, yet with promise of life to 
come"' (232-233), but neither Venus nor Demeter is a bountiful mother. When Pater rises to what he 
conceived to be the poetic level of myths, he makes the capacity for pathos the main characteristic of 
the Hellenic spirit. Colaiacomo also points out that when representing Greek statuary Pater strove to 
express through language a sense of action in the immobile figure. 

• De Scarpis, Valerio. "Pater's Critical Foresight: Style, Insight, and Complexity." In Le forme della 
modernita, pp. 215-226. De Scarpis proposes that when writing fiction Pater chose transitional 
periods in history as subjects in order to depict "the impact of ideological change on the individual, his 
shifting perceptions and drifting identity" (222). This sense of flux prompted Pater, in "Style," to state 
two hypotheses: first, that style is a means "of fixing and preserving the fleeting though powerful 
experiences of the individual consciousness"; and, second, that the critic must try to capture "the 
identity" of the work being examined, in terms of "its structural unity, its characteristic design" (223 ), 
but that since all such critical endeavors must depend upon perception, the critic's conclusions cannot 
help being relative. De Scarpis sees opposition in these two hypotheses - "two fundamental opposed 
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tendencies, dogmatism and relativism," a " form of intellectual schizophrenia" (223), which he says 
that Pater shared with many other writers of the age. Pater distinguished himself from these other 
divided writers, however, because his "aversion for dogmatism" (225) gave him insight into the 
systems behind the conflicting paradigms. 

• Domenichelli, Mario. "Marius the Epicurean: l'educazione de! gentiluomo." In Le forme della 
modernita, pp. 135-154. Domenichelli describes the course by which Marius becomes the ideal 
gentleman. He has the credentials, having inherited "antique traditions" as a boy of the landed gentry 
growing up in an ancestral house. He becomes a mature thinker of true gentility as he enlarges his 
Epicureanism to approach Stoicism in its austerity and moral integrity while rejecting its contempt of 
pain, in others and in himself He achieves the Christian chivalry necessary to the ideal gentleman in 
sacrificing his life for another. 

o Fossi, Gloria. "Le vite antiche di Watteau e ii ritratto immaginario di Walter Pater." In Le forme della 
modernita, pp. 81-110. Fossi discusses sources of information available to Pater on the life of 
Antoine Watteau and his family and on contemporary painters, including Rosalba Carriera, pointing 
out in "A Prince of Court Painters" parallels to and deviations from these sources. She finds that Pater 
deviated very little from the historical record in his description of Watteau and was even markedly 
influenced by sources in his basic interpretation of Watteau's nature. She shows, for example, that 
Pater's "He had been a sick man all his life" is a translation of a statement by Edmond and Jules de 
Goncourt in L'Art du XVII!e siec/e, premiere serie, 1881 (81) and that Pater's "He was always a 
seeker after something in the world that is there in no satisfying measure, or not at all" could have 
been inspired by biographer Jean de Jullienne's "sia perche non vi trovava quel che cercava, sia per 
I' effetto dell' incostanza che gli era naturale," 1726 ( 103). F ossi shows that Pater takes more liberties 
in portraying the sister and the father of Jean-Baptiste Pater; in fact the sister is to a large extent his 
own creation. Of almost equal importance to Fossi's highly informative essay are the illustrations that 
accompany it - excellent reproductions of eleven drawings and paintings including Jean-Baptiste 
Pater's Ritratto di Marie-Marguerite Pater, and Rosa-Alba - La plus belle des fl.eurs ne dure qu 'un 
matin, an engraving from a painting attributed to Watteau, which is particularly disconcerting to the 
narrator in "A Prince of Court Painters" (Misc. Studies, Library Edn., p. 39). 

~ Franci, Giovanna. "Pater e Wilde: profeti di una nuova sensibilita estetica." In Le forme della modernita, 
pp. 267-277. Heavily influenced apparently by Mario Praz and certainly by Harold Bloom, whom 
she frequently quotes, Franci says that Pater was literally "come un pater, un precursore del 
movimento decadente" (269) and (quoting Bloom) that he '"erased the always wavering boundaries 
between criticism and creation"' (271) and '"emancipated the word [aesthetic] from its bondage to 
philosophy"' (272-273). The word came to signify, as Wilde said (according to Franci), "'a sort of 
new birth of the Spirit of Man"' (271), of which Pater and Wilde were prophets. 

, Garbero, Maria del Sapio. "Pater, Amleto e Marco Aurelio: ii racconto della crisi ." In Le forme della 
modernita, pp. 113-134. Garbero draws parallels between statements of Hamlet, Pater's Marcus 
Aurelius, and Pater to show that the three shared a similar doubt of an afterlife and a similar conviction 
that the limitation of knowledge makes metaphysical certainty impossible. As she develops her thesis 
she cites various references and allusions made by Pater to Hamlet that have not been brought 
together before. She also reminds the reader that in Gaston de Latour Pater associates Hamlet with 
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Montaigne, quoting the following from "Suspended Judgment": "'Death, life; wealth, poverty; the 
whole sum of contrasts; nay! duty itself, "the relish of right and wrong"; all depend upon the opinion 
each one has of them, and "receive no colour of good or evil but according to the application of the 
individual soul". Did Hamlet learn of him that "there is nothing either good or bad but thinking makes 
it so"?"' (125). 

Gardner, Joseph H . "Michelangelo's Sweetness, Coleridge's Flycatchers, Legeia's Eyes, and the Failure of 
Art in The House of Life." Journal of Pre-Raphaelite Studies 4 n. s. (Spring 1995), 67-73. It 
appears from the title that Gardner will apply Pater' s idea that Michelangelo united Classical 
sweetness and Medieval strength, but he does not. Claiming that D. G. Rossetti was impressed by 
Pater's references to Michelangelo' s temperament, he states: "Pater proposes that Michelangelo's 
character was permeated by ' bitterness,' 'sorrow,' 'and ' indignation'; 'A discordant note sounds 
throughout it. ' Yet , says Pater, ' his genius is in harmony with itself; his nature 'adorn[s] and 
attune[s]' itself in and through his art" (68). For this interpretation Gardner cites Donald Hill's 
edition of The Renaissance, pp. 63-64, 67. He also states that the speaker in The House of Life "seeks 
to achieve Pater's ideal of ' breadth,' ' centrality,' 'unity . .. in blitheness and repose'" (67) [from 
"Winckelmann"]. 

Herzog, Patricia. "The Condition to Which All Art Aspires: Reflections on Pater on Music." British 
Journal of Aesthetics 36 (April 1996), 122-134. Herzog, whose fields are the criticism of music and 
the philosophy of music, asks what "All art constantly aspires to the condition of music" means. 
Although Pater does not explain his meaning in terms of music, Herzog does, by taking seriously his 
statements about other art forms. She says that he must be referring to "absolute music," exemplified 
by symphonies, chamber works, and sonatas of nineteenth-century composers. Pater, she concludes, 
is not a formalist, reducing art to form. Giorgione's paintings and the musical works Pater must have 
had in mind have "ideal content" (128), which is not representational, but suggestive, appealing to the 
"' imaginative reason'" (128). For Pater, Giorgione uses "colour and line to point to an ideal content 
(the fullness of existence, the extracted quintessence of life) that literally defies representation" (128). 
Beethoven spoke of content in music in a similar way, as a "'poetic idea"' (130). She adds: "The 
notion of a poetic idea, distinct from and independent of representational content, and having more to 
do with feeling than with looks, sounds or other sensible properties, was altogether typical of the 
romantic idealism of the nineteenth century" (130). To clarify Pater's statement about the 
'"identification' of matter and form," she states: "The ideal matter of music or any other art is 
revealed not as form but through form, or more precisely, through the imaginative perception of 
form. When Pater says that the end of music is not distinct from the means, he means not that end 
and means are identical but that music's end is perceived through musical means alone" (p. 130). 

Higgins, Lesley. "Hopkins and Friends at Oxford: A New Perspective." Hopkins Quarterly 21 (Winter
Spring 1994; pubd. 1996), pp. 3-22. Higgins explains that Samuel Brooke's aspiration to make an 
intellectual mark at Oxford was unsuccessful, but that the diary he kept between 1860 and September 
1865 - "six dark green volumes . . . presently housed in the Corpus [Christi College, Oxford] 
archives" (1 9, n. 1) - holds perhaps the best details on Hopkins ' political, religious, and social matrix 
in the first half of the 1860s. She also makes the point that Brooke gives details of the daily schedule 
and academic reading of a student li ke Hopkins that Hopkins did not includ~ in his diary. Although 
Gerald Monsman quoted all parts of Brooke's diary that relate directly to Pater, in "Old Mortality at 
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Oxford," Studies in Philology (July 1970), and "Pater, Hopkins, and Fichte's Ideal Student," South 
Atlantic Quarterly (Summer 1971), Higgins makes it plain that it was disgust with "infidel" ideas 
expressed by Pater in papers read to the Old Mortality and his failu re to convince the Society of the 
probity of his opposing ideas that prompted Brooke to withdraw from the Society and initiate a 
movement to establish the Hexameron Club, where Christian ideas could prevail. Of special interest, 
also is her account, from the diary, of how Edward Pusey and Henry Parry Liddon on the one hand 
and Benjamin Jowett on the other managed to personalize the conflict between High Church and 
Broad Church positions for undergraduates. 

Lane, Christopher. "The Drama of the Impostor: Dandyism and Its Double." Cultural Critique, No. 28 
(Fall 1994), 29-52. Lane follows Jules Barbey d' Aurevilly, who published Du Dandysme et de 
Ge01ges Brummell in 1845, in seeing dandyism as an intellectual stance rather than a clever way for a 
man without independent means to avoid working, or the natural attitude of an idle aristocracy 
epitomized by Carlyle as "a Man whose trade, office, and existence consists in the wearing of Clothes" 
("The Dandiacal Body," Sartor Resartus). To Lane, the dandy was a serious revolutionary who chose 
to live at the margins of society, holding himself superior to working, to the bourgeois pursuit of 
money, and to democratic mediocrity, but dependent for his external magnificence upon the "market 
forces" that he disdained (36). Thus he could not bring his outer and inner personae together: "the 
dandy became a cultural anachronism by repressing profound elements of psychic 'antagonism"' (37). 
According to Lane, Pater's Renaissance, which he dates 1893, had a decisive impact upon aesthetic 
theory and the age in general by undermining concepts of inner (psychological) and outer (social) 
stability and promoted a "frantic quest for more intense pleasure" that resulted in "commodification of 
experience" (33). It was left for Baudelaire, in The Painter of Modem Life (1846), to "create a model 
of internal and external policing out of a relentless and insatiable demand for self and social 
management" (35), a project manifested in the dandy. Lane states: "Baudelaire's project therefore 
extolled Pater' s demand for experience by engendering an entire aesthetic lifestyle" (p. 3 5). [Does it 
not matter that Baudelaire was already dead when Pater published The Renaissance, in 1873?) 

• Marucci, Franco. "Walter Pater: The Forms of Modernity and the Modernity of Form." In le forme 
della modemita, pp. 11-29. After discussing Pater's association with various sites in Italy and the 
attention rendered his works by Italian translators, critics, and creative writers from the 1890s to the 
1960s, Marucci proposes "to show that it is necessary to rethink and enlarge our notion of Pater's 
position, place and relevance" (17). Such a project is necessary, as far as Marucci is concerned, 
because Mario Praz, who dominated the field of Pater criticism from the 1930s to nearly the present, 
dwelled upon the macabre aspects and what he called "' abysms of decadentism"' (15) in Pater's 
works. Marucci explains that above all else, Pater was "a student of culture," concentrating upon 
philosophic, anthropological, historical, a11istic, and sociological threads in the "net of relationship" of 
which cultures are constituted (20); he was also a pioneer in exploring the idea of "culture as 
memory"'(21). Marucci holds that Pater, as a student of culture, had an acute understanding of 
modernity and the relativistic philosophy upon which it is based, and that he invented a form 
appropriate for its expression, the imaginary portrait, but that he had an ambivalent feeling about "the 
relative spirit," seeing it "as something dangerous and damaging" (24-25). Pater longed, according to 
Marucci, to reconcile "the conflict between the Absolute and the Relative" by red iscovering 
"permanence behind or above the transient" (25). 
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Moran, Maureen F. "Manl(e)y Mortal Beauty: Hopkins as Tractarian Aesthete." Hopkins Quarterly 22 
(Winter-Spring 1995; pubd. 1996), pp. 3-29. Moran summarizes the first half of her argument as 
follows: "From the point of view of the fleshly world of the senses, then, the undergraduate Hopkins 
seems uneasily poised between two cultural voices: the Hebraic, the traditionally sacred, moral and 
sacramental approach to the physical (as represented in such religious aestheticians as the Tractarians); 
and the Hellenic, the subversive delight in matter and form for its own sake, for its stimulation and 
extension of the perceiver's own experience (most clearly embodied in Hopkins's contacts with 
aesthetes like Pater)" (13). She then analyzes "To what serves Mortal Beauty" in detail, explaining 
the Tractarian-Aesthetic tension exemplified in the poem. In the process she frequently quotes 
statements from Keble, Pater, and others on "masculine beauty," to support her claim about Hopkins' 
"dexterity in reconciling the dual attractions of the sacred and the profane" (5). She finds Hopkins' 
indebtedness to Pater primarily in a concentration on the perceiver rather than the object and "a way of 
perceiving and responding to beauty, which closely parallels the aesthetic methodology devised by 
Pater in his earliest writings on art, culture and aesthetic criticism" (24). 

• Reggi, Valeria. "The Aesthetic of Walter Pater, Between Empiricism and Hegel." In Le forme della 
modernita, pp. 205-214. Reggi argues that empiricism and Hegel's idealism are not phases of Pater's 
philosophical orientation, but elements co-existing in his thinking from the beginning of his career to 
the end. His isolating sense of the subjectivity of knowledge prompted a never-ending search for "a 
transcendental value in phenomenal reality" (209). According to Reggi, for Pater, as for Hegel, "art 
becomes a primary means of knowledge": "By penetrating behind the veil of a faceted reality 
entrapped in constant change and showing the fundamental unity of all aspects, it provides a mediation 
between the Logos (or Geist) and matter" (211). Pater's art for art's sake theory stems from this 
sense of art's significance, not in a "reaction against Victorian morality" (211). Pater could not go all 
the way in accepting Hegel's idea of movement toward the realization of absolute Spirit because he 
perceived "becoming' as a "necessary process of change deprived of any external aim" (213). Reggi 
thinks that Pater's fusion of usually opposed philosophic systems in his thinking makes him seem quite 
modern, while his "refined, polished prose style - in which complex sentences flow after one another" 
makes him seem old-fashioned (205, 214). 

Runcie, C. A. "Walter Pater's Poetics of Enactment." Literature and Aesthetics 3 (Spring 1993), 83-95. 
We shall not come closer in modern criticism to an example of aesthetic criticism than Runcie has 
achieved here. Like Pater, she assumes that the author whom she treats is worth reading for the effect 
of his peculiar virtue upon herself as a human being in time and eternity. For her, Pater's rhythm, 
vocabulary, tone, narrative voice, and ideas function together inseparably as unique expression. She 
illustrates Pater's characteristic power and effect by explaining a synthesis of attributes, not in a 
generally-recognized poetic passage, but in a philosophic passage from Plato and Platonism (Library 
Edition, pages 14-15). The following is her explanation, later in the essay, of a key attribute of 
Pater' s style: "But Pater's theorizing in 'Style' about fine art underplays the Paterian narrator/knower, 
who helps cause this unity, who writes so similarly whether in fiction, criticism or philosophy, and 
whose apprehending vision is no less than the text. (Critics often comment on the lack of direct 
speech or of dialogue in the fiction. Pater sacrificed the immediacy of direct speech in order to keep 
the consistency of mental atmosphere of the narrator/knower who must always be showing a certain 
perception in chronicling the past.) Is there anything in Pater' s own philosop?izing that accounts for 
the narrator/knower, his elegiac but calm, reassuring and pleasing voice that becomes almost our own 
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inner voice, experiencing it as we do so steadily and for so long?" (90-91). In her concluding 
statement, she returns to the voice: "In a world not much different from Camus's, Pater's narrator 
literally is the voice of experience and speaks not in horror nor despair, but in love and repose. 
'Metaphysical security' (Plato and Platonism, p. 195) Pater cannot give, but metaphysical comfort he 
does" (p. 92). 

Small, Ian. "The Economies of Taste: Literary Markets and Literary Value in the Late Nineteenth 
Century." English Literature in Transition, 1880-1920 39:1 (1996), 7-18. Small summarizes the 
assumptions and ideas behind three attempts to "connect literature and economics" (7) - the first 
advanced by Raymond Williams and others in the late 1950s and early 1960s; the second, by Jonathan 
Freedman and Reginia Gagnier in the 1980s; and the third, by D. F. McKenzie and other textual critics 
in the late 1980s and early 1990s. He says of the second, which shifted "attention from the production 
of texts to their consumption" and assumed that consumers determined the types of writing done: 
"One consequence of this argument is that it has allowed the politics of late nineteenth-century 
movements such as Aestheticism to be revalued. In particular it has permitted critics to see in the 
works of writers such as Pater and Wilde an engagement with, or anticipation of, consumerist 
ideology - a context which in turn reveals a more complex politics underlying their apparent elitism" 
(10). Small finds all materialist approaches to late nineteenth-century literature to be faulty because 
they have all been too narrowly conceived. He suggests that "a true ' economy of taste' requires us to 
attend to the relationship between how the market was understood in the late nineteenth century, and 
how it actually worked" (16). 

• Tucker, Paul. "'A Whole World of Transformation' : Landscape and Myth in Walter Pater's MS 
Fragment on Corot." In Le forme della modernita, pp. 45-80. Judging from internal evidence, 
including "continuities of theme" with essays published in 1874 and 1876, Tucker assigns the 
composition of Pater's manuscript fragment on Corot [Houghton Library bMS Eng 1150, No. 25] the 
date 1875, which is not very different from that assigned it by Sharon Bassett, 1876 (PN, No. 25, Fall 
1990, p. 7). After a careful, comprehensive examination of the content of the fragment, against the 
background of critical writing on Corot in France and Britain in the late 1860s and early 1870s, 
Tucker makes the point that in this fragment Pater is inattentive to the material qualities of individual 
paintings (color, light, form), or what he calls in "The School of Giorgione" a painting's '"primary 
aspect"' (76). According to Tucker, in describing the work of Corot, as well as that of Giorgione, 
Pater's "main concern, as we have seen, is precisely with the paintings' (apparently incidental) subject
matter" (77). Tucker concludes: "In his essays on visual art there is never any consideration of 
aesthetic qualities of a work of art as a self-defining system of relations," such as one finds in "the 
astonishing analyses of individual pictorial composition ... in Ruskin twenty years earlier" (79-80). 

Wallen, Jeffrey. "Between Text and Image: The Literary Portrait." alb: Auto/Biography Studies 10 
(Spring 1995), 50-65. Wallen proposes that one need not accept Barthes' "'death of the author"' if 
the author is thought of as an image in a literary portrait. He tellingly quotes Proust's statement that 
'"a book is the product of a different self [ un autre moi] from the self we manifest in our habits, in our 
social life, in our vices"' (52). Although he discusses current ideas on the literary portrait, he finds 
the most informative ins.ights in statements of Pater and Carlyle. Pater is helpful to him in saying that 
Charles Lamb is a " 'visible interpretation and instance'" of the '"critical distinction, between wit and 
humour" ' (61). Wallen follows up: " ... if the figure of the writer is the 'visible instance' that makes 
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accessible the understanding of critical ideas, then the literary portrait does not display the man behind 
the work, the person behind the words, but in tum becomes the medium for making the ideas and the 
works apprehensible for us" (61). In defining Pater's own literary portraits, Wallen makes plain his 
idea of the author as a "self' or "image" within his works: "Pater's literary portraits proceed by acts 
of repetition and reflection that disseminate the figure of the author throughout the process of critical 
interpretation" (62). ' 

Reviews 

ApRoberts, Ruth. Walter Pater: Lover of Strange Souls, by Denis Donoghue (New York: Alfred A. 
Knopf, 1995). Nineteenth-Century Literature 51 (Dec. 1996), 410-415. ApRoberts welcomes 
Donoghue's concentration upon "'aesthetic values - form, style, tone, pleasure, exercised in achieved 
freedom,"' "freedom from moral and ideological imperatives"; and she finds his book to be 
"delightful, full of stylish observations and acute insights," especially about Pater's relationships to and 
influence upon various authors of the 1890s and the Modem period. However, she faults Donoghue 
for being "curiously dismissive" of Marius the Epicurean, since the several important refusals in the 
book could support the thesis of his last chapter, "The Great Refusal." Thinking Marius to be 
"supremely important in Pater's oeuvre," she counters Donoghue's notion that the story of Cupid and 
Psyche is not an integral, significant part of the whole and writes her own "appreciation" of the book, 
taking special pleasure in the way it "refreshes our old pleasures in Latin literature." 

Brake, Laurel. Victorian Periodicals and Victorian Society, ed. J. Don Vann and Rosemary T. Van 
Arsdel (Toronto: Univ. of Toronto Press/ Aldershot, Hants: Scolar, 1994). Victorian Periodicals 
Review 29 (Sununer 1996), 193-195. Brake judges most of the essays in this third volume of Vann 
and Van Arsdel's on Victorian periodicals, treating periodicals in the professions, the arts, commerce, 
and popular culture, as well as worker and student journals, to be "exemplaty narrative bibliography" 
and the volume as a whole, with its introduction, to be "an illuminating and detailed overview of 
another portion of the vast conspectus of the Victorian periodical press." 

Bury, Laurent. Victorian Masculinities: Manhood and Masculine Poetics in Early Victorian Literature 
and Art, by Herbert Sussman (Cambridge: Cambridge Univ. Press, 1995). Etudes Anglaises 49 (Sept. 
1996), 352-353. Bury says that Sussman's ideas are not always convincing but that they raise 
questions about the meaning of works by Carlyle, Browning, and Pater, as well as paintings by Millais, 
Hunt, and Rossetti, if only because of their "provocative formulations." 

Gosling, Justin. Platonism and the English Imagination, ed. Anna Baldwin and Sarah Hutton. 
(Cambridge: Cambridge Univ. Press, 1994), 452-453 . Gosling concludes that this book, which 
"presents an overview of the influence of Platonism on the . . . English literary tradition," treats all of 
the component subjects too briefly; and he states: "The broader the topic the shallower the treatment." 
He grants, however, that the book does convincingly show that there has been a "persistent influence 
of Platonic ideas over the centuries." He does not mention specifically Anne Varty's "Flux, Rest, and 
Number: Pater's Plato." 

Howsam, Leslie. Muscular Christianity: Embodying the Victorian Age, ed. Donald E. Hall (Cambridge: 
Cambridge Univ. Press, 1994). Victorian Review 21 (Summer 1995), 204-296. Howsam judges the 
essayists represented in this volume, who are in the vanguard of "'men's studies,"' to be more 
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concerned with projecting their "political and theoretical concerns back into an earlier time" than 
discovering "what the Victorian themselves had to say about the lives and texts of the 'muscular 
Christians."' For example, "the contributors [most of whom find Charles Kingsley useful] have missed 
an opportunity to seek out men and women who encountered Kingsley outside the texts of his 
novels." But the main defect of the book, to Howsam, is its failure to acknowledge the importance of 
Christianity to Kingsley and the other British subjects treated: " ... the Victorians subordinated the 
muscularity to the Christianity, whereas these writers put them the other way around." 

Humpherys, Anne. Subjugated Knowledges: Journalism, Gender, and Literature in the Nineteenth 
Century, by Laurel Brake (New York: NYU Press, 1994). Nineteenth-Centwy Prose 23 (Spring 
1996), 137-140. Humpherys thinks that this book lacks "a single thesis" and is "selective and a little 
disjointed," but that "its format enables the presentation of much useful information about the 
Victorian press, still a significantly uncharted field, as well as several interesting hypotheses about the 
ways in which literature, gender, and biography are interconnected." She praises Brake's 
comparative method in studying periodicals, her definition of journalism, and her description of "the 
imbrication of literature and criticism and authorship." 

Korg, Jacob. The Myth of the Renaissance in Nineteenth-Century Writing, by J. B. Bullen. (Oxford: 
Clarendon Press, 1994). Clio 25 (Fall 1995), 101-106. This review is an expository summary of 
Bullen's book. Korg explains that Bullen "employs 'myth' on the ground that historical writing ... is 
unavoidably shaped by the attitudes of historians into non-objective discourse that has much in 
common with myth." He then proceeds chapter by chapter to explain how Bullen develops the idea, 
in relation to his various interpreters of the Renaissance, that "nineteenth-century criticism of the 
period . .. [is] the expression of current beliefs and opinions about culture, religion, politics, the nature 
of history itself, and, in some cases, . . . the reflexive results of personal problems and erotic 
preoccupations." Ending with Pater, Bullen, according to Korg, "emphasizes the self-centered, 
impressionistic approach which led Pater to see in Renaissance ideals a mixture of esthetic and 
intellectual elements that took the form of a 'process,' a 'force for heightened awareness' that could 
appear at other times and places." 

Monsman, Gerald. "The Mask without the Face." Review of Walter Pater: Lover of Strange Souls, by 
Denis Donoghue (New York: Alfred A. Knopf, 1995). ELT 39: iv (1 996), 470-474. Although 
Donoghue includes in this book a seventy-page section entitled "Brief Life," he denies that the 
"mysterious character" of the mind one finds in Pater's works "can be explained or explained away by 
reciting the personal, domestic, social, economic, and political conditions of its production" (10) . He 
assumes that "Artists [including Pater] imagine experiences they have not had, lives they have not 
lived" (9). According to Monsman, as he reads Donoghue, this separation between "the biographic 
Walter" and "the poetic Walter" leaves deeper levels of connections between the man and his works 
unexplored: " ... private life experiences - eroticism and guilt, fear and loathing - have produced a 
very personal way of feeling and writing about the world. Surely the 'mask' of Pater's subversive or 
'antinomian' views, his hesitant, minutely discriminating style, is not unrelated to his biographical 
'face,' absent though it may be." The whole question regarding "Pater's mask-face relationship of 
presence-absence" reminds Monsman of "the wistful, post-modern essay, ' [J. L.]Borges and Myself,' 
in which the literary mask becomes the ultimate self" However, in his commentary upon Donoghue's 
interpretations of Pater's works, Monsman emphasizes that what he finds in Pater's works is not 
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"truth to-life." He states that artists like Pater "do choose an aesthetic reality, retrieving a finer image 
of themselves out of their aesthetic experience" - "Pater regenerates himself in the mask-mirror of his 
art." As to Donoghue's assessment of Pater's works, Moosman states: "By the final chapter, ... 
Donoghue's fundamental support for Paterian aestheticism has been ratified - art does not serve 
causes or enlist us in activities entailing damnation or salvation; it offers a purer pleasure, by 
stimulating the processes of consciousness." 

Priestman, Judith. Index of English Literary Manuscripts, Vol. IV, 1800-1900; Part 3, Landor-Patmore, 
ed. Barbara Rosenbaum and assistant Richard Pearson (London/New York: Mansell Publishing, 
1993). Review of English Studies 47 n.s. (May 1996), 219-220. Priestman notes that the editors of 
this volume have selected only five of the thirteen authors listed under L-P in the Concise 
Bibliography of English Literature and that still the book is three inches thick (900 pages). She 
doubts the wisdom of developing 319 pages (3 ,082 entries) on Walter Savage Landor: " .. . his 
section . . . is a monument to thoroughness and exemplary editorial technique that might have been 
better expended on a more robust subject." [Certainly, no one can regret Rosenbaum's compre
hensive, expert, insightful, well written coverage of Pater's manuscripts and their background.] 
Priestman states: "Prejudice against Landor aside, Part 3 of the final volume of the Index is a worthy 
companion to its sister publications to date." From her position at the Bodleian Library, Priestman 
notes significantly that the "painstakingly compiled" volumes of IEIM have changed attitudes in 
Britain toward "late period manuscripts," which are now not so likely to be sold away from the 
country. 

Reid, S. W. Gaston de Latour: The Revised Text, ed. Gerald Monsman (Greensboro, NC: ELT Press, 
1995). ELT 39: iii (1 996), 345-348. Not considering what this new edition of Gaston de Latour 
reveals about Pater's ideas, the differences between some of the attitudes expressed in fragmentary 
chapters that he left unpublished and those expressed in published chapters, or in Pater's processes of 
composition and revision, Reid focuses his attention altogether on Gerald Monsman's (or any 
editor's) problems in dealing with the texts of Pater's unfinished novel and Monsman's solutions to the 
problems. These he describes clearly and appreciatively, but he is bothered by what he calls 
Monsman's "dual aims" - (1) to appeal to general readers by providing a readable text of all thirteen 
chapters and (2) to appeal to scholars by providing a diplomatic transmission of the unpublished 
chapters and variorum apparatus relating to the published chapters. He also finds a few ofMonsman's 
explanations to be so convoluted as to be incomprehensible. In general, however, he praises the editor 
more than the project of editing the work: "[The editor's] care is evident on every page of the text, the 
notes, the diplomatic transcription, the list of variants, and especially in the statements of editorial 
policy, which reflect the complexity and difficulty of the editorial problem. If in the event the volume 
suffers from its ambition to serve two audiences, to present evidence adequately and at the same time 
to win for Pater' s last and slighted work a new generation of readers, one can hardly fault the editor. 
. . . As it is, this looks to be the best that could be done in one volume under the circumstances." 

Schmidgall, Gary. "Coloring the 1890s." Review of London in the 1890s: A Cultural History, by Karl 
Beckson (New York: W. W. Norton, 1993) and three other books. In Review [pubd. by the 
University Press of Virginia in hardback] 17 (1995), pp. 315-319. Inclined to think the 1890s a dull 
period in history and its literature "faint" in comparison with the literature that came before and that 
which was to come afterward, Schmidgall was not to be convinced by Beckson that "the 1890s 'was 
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the decade of the unforgettable."' All that Schmidgall praises Beckson for is ranging "far more widely 
than the book's title might suggest." But he adds: "That he does so, however, often helps to 
emphasize the drabness of the 1890s." 

Schmidt, Barbara Quinn. Subjugated Knowledges, by Laurel Brake (New York: NYU Press, 1994). Vic
torian Periodicals Review 29 (Spring 1996), 51-53. In this altogether favorable review, Schmidt 
finds that Brake successfully "challenges three modernist assumptions: that Victorian modes of 
production and circulation had little to do with textuality, that fiction was the dominant genre, and that 
textuality belongs on the high ground of aesthetics." She also states: "Brake offers specific models 
for numerous fertile areas for research: how particular authors, periodicals, their editors, editorial 
policies, audience, financial considerations, and proliferation of new periodicals influence the kinds and 
forms of Victorian criticism." 

Stansky, Peter. Hellenism and Homosexuality in Victorian Oxford, by Linda Dowling (Ithaca, NY: 
Cornell Univ. Press, 1994). Journal of Pre-Raphaelite Studies 5 n. s. (Spring 1996), 102-103. 
Stansky finds Dowling' s book to be admirable in its historical sweep, but lacking in details. He thinks 
the title offers more in its second subject than it delivers: "Certainly Jowett and probably Pater did not 
believe in actual sexual relations between men, as did the Greeks whom they studied and promoted. 
And it was not until Symonds and Wilde left Oxford that they put their beliefs into practice and moved 
from the homosocial to the homosexual." He also questions Dowling' s contextualizing of the term 
"the higher sodomy," the subject of her last chapter: "According to this text, Freud dismissed the 
Uranians, and their sexual innocence, as 'the higher sodomy' (116) .... Yet I believe that the phrase 
is more associated with John Maynard Keynes and Lytton Strachey who believed that intelligence and 
male sexual activity need not be separated." 

Sulcer, Robert, Jr. Apocalyptic Overtures: Sexual Politics and the Sense of an Ending, by Richard 
Dellamora (New Brunswick: Rutgers Univ. Press, 1994). Victorian Studies 39 (Winter 1996), 241-
242. Sulcer explains that apocalyptic overtures "originate in cognitive blockages resulting from the 
trauma minority identities experience at moments seemingly cataclysmic to their collective identity, 
such as the Wilde trials or AIDS." Concentrating on the ·"Fin de siecle" section of the book rather 
than the "Fin de millennium," he refers to Dellamora's argument that "Pater resists [Carl Ottfried 
Muller's] martial reading of Spartan culture," and to his critique of J. Hillis Miller's interpretation of 
Pater, by which he attempts to reclaim Pater as a "' polemicist."' According to Sulcer, "This polemi
cal effort on Dellamora's part begins to dissociate Pater from the very nexus of elite academic 
institutions which he both resisted and reinforced." 

Sussman, Herbert. Muscular Christianity: Embodying the Victorian Age, ed. Donald E. Hall (Cambridge: 
Cambridge Univ. Press, 1994). VS 39 (Winter 1996), 290-293. Sussman judges this book to be 
significant, because it redresses the neglect of muscular Christianity by Victorianists "by turning 
contemporary methods of cultural and gender studies upon this most influential formation of mid
Victorian masculinity." He writes appreciatively of each of the authors represented in the collection, 
saying that James Eli Adams "convincingly argues" for a connection between Carlyle's earnestness 
and Pater's aestheticism, a connection lying in "the valorization of strenuous discipline rather than self
indulgence and in a ' profoundly erotic appreciation of the virile body."' 
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Electronic Publication 

Inman, Billie Andrew. Quotations from Walter Pater. In The Columbia World of Quotations, on CD
Rom. Ed. Robert Andrews, Mary Biggs, and Michael Seidel. New York: Columbia Univ. Press, 1996. 
Drawing upon Marius the Epicurean, Plato and Platonism, thirteen essays, and four portraits, Inman 
quotes twenty-eight passages from Pater treating such subjects as beauty, belief, creativity, death, 
experience, gods, homesickness, modern times, rebirth, relativity, scholarship, success, and temper. 

Dissertations 

Callahan, Jean Vogdes. "Aesthetic Being in Victorian Writing." Ph.D. Cornell University, 1996. DAI 56 
May 1996), 4405-A. Callahan states: "My dissertation explores how the so-called 'fleshliness' of the 
writing of Pater, Swinburne and D. G. Rossetti, engages with poetic and epistemological structures 
perceived as vitiating the experiences of the bourgeois masculine subject. . . . In Pater, aestheticism 
(as love of the artificial) enables history to be transmitted through a subject's vicarious identifications 
with past masculine signifiers and their desire, identifications which displace the subject-object and 
soul-body relationships that seem to structure Romantic and sentimental epistemology." 

DeSchryver, Elizabeth Ellen. "The Reinvention of the Italian Renaissance Artist in the Victorian 
Imagination." Ph.D. Northwestern University, 1996. DAI 57 (Dec. 1996), 2490-A. DeSchryver 
states: "Through Vasari and Reynolds, the Victorians inherited an image of the Italian Renaissance 
artist as an authoritative example of artistic excellence. This dissertation examines how five Victorian 
authors [D.G. Rossetti, R. Browning, Eliot, Ruskin, and Pater] appropriated that image to support 
their own views by introducing characteristics that reshape this image." Treating Pater's Renaissance 
as "a response to Ruskin's authority," she analyzes his "appropriation of Ruskin's own values and 
polemical strategies to defend the Renaissance artists against Ruskin's later criticisms." 

Johnson, Robert Craig. "Walter Pater: The Science of History and the Art of Living." Ph.D University of 
Colorado at Boulder, 1994. DAI 56 (March 1996), 3593-A. Johnson proposes that Pater correctly 
identified historicism as a cause of the disillusionment and sense of futility that pervaded the last 
decades of the century. Pater showed that "the historicist's organically unified model of history" was 
proved by the subjectivity of knowledge to be a fiction, as other systems of knowledge proved to be 
fictions. Pater saw "utility - the ability to improve man' s lot in the world" as the only valid criterion 
for judging such systems. For Pater, with light from the science of history, "the art of living" was "the 
art of creating really useful and pleasing cultural fictions." 

Moliterno, Frank Robert. "The Dialects of Sense and Spirit in Pater and Joyce." Ph.D. Fordham 
University, 1996. DAI 57 (July 1996), 236-A. Moliterno "explores the intellectual kinship and 
parallel development of Pater and Joyce, concentrating especially upon Pater's influence on Joyce's 
Portrait of the Artist as a Young Man. He holds that "a pervasive element in the work of both figures 
is the dialectical resolution of sense/spirit antinomies." Moliterno's dissertation has been accepted for 
publication by the EL T Press. 

Shaffer, Diana Louise. "The Poetics of ekphrasis in Walter Pater' s Painted Prose." Ph.D. Texas Christian 
University, 1995. DAI 56 (April 1996), 3981-A. Investigating "the interrelations of [Pater's] 
philosophy, his aesthetic theory, and his literary style," Shaffer concludes that "Pater challenges the 
conventional divisions among philosophical, literary, and visual texts" and that he "presages the 
current controversy over where to draw the boundaries between the aesthetic, the social and the 
political life." 
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