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EDITOR'S NOTE 

ANY PEOPLE HAVE assisted at th e birth of this present issue 

of the Pater Newsletter. Indeed, my new function as Editor of the 

journal has been helped, stimulated, and encouraged immensely 

by the very efficient and collaborative spirit in which Lesley Higgins, Ken 

Daley, Catherine MaxweU, Elicia elements, lVlegan Becker-Leckronc, and 

Bill Livolsi have made things happen - on time even! Lesley Higgins has 

bee n an invaluable Deputy Editor and highly efficient proof-reader, catching 

many an error in the last minute. Ke n Daley has again produced a fine set of 

anno tations. As a reader of the journal I have always found the bibliographical 

part of the Newsletter particularly useful, and T hope that in the future we can 

even strengthen this section, given the current increase in Pater sc holarship. 

Catherine Maxwell replaces Carolyn Will iams as Book Review Editor. I wish 

to thank Carolyn warmly for her good work over the years, and to welcome 

Cathe rine equally warm ly. T he present issue contains no fewer than four 

book reviews, and four more have already been scheduled fo r the spring issue 

of the journal as clear testimony to the general growth of interest in Pater. 

Elicia elements is newly appointed Web Editor, and it is our hope that 

the website - http://vV\vw.paternewsletter.org/ - will expand and make much 

more material available to the general public. Thus a new folder on conferences 

and conference reports has been added, and we plan to make back issues of the 

Pater N ewsletter available in full text on the website in the course of 2012. The 

website win also be the only place to renew subso'iptions in the future. Given the 

exorbitant rates which banks charge for issuing and cashing cheques these days, 

it makes little sense to continue using cheques as a method of payment. My first 

unpleasant public duty as new Editor is, however, to increase subscription rates. 

The future existence of the Pater Newsletter as a biannual journal is important, 

and subscriptions have been very irregular and remarkably cheap these past years. 

Neither harmonizes very well with the costs of prin ting, formatting, and postage, 
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and I have therefore decided to raise the subscription rate accordingly. Thus 

only two-year subscriptions will be available at the rate of $30 (U.S.), and I 

hope this minor increase will not decrease the number of subscribers. Could 

I , in fact, kindly ask you to renew your subscription on the website within the 

not too distant futu re, unless you have paid your subscription w ithin the past 

six months? The Newsletter bank account needs boosting and muscling up for 

future issues, and your support will be greatly appreciated. 

In her role as Editor of the Newsletter Megan Becker-Leckrone 

has done excellent work to modernhe the journal these past five years. A new 

design, the wehsitc , electronic payment, and a good balance between essays, 

notices, and bibliographic material are all due to Megan's efforts. Together 

with Bill Livolsi, she has form atted the present issue. I am delighted to 

take over the editorship of the jou rnal after Megan and will do my best to 

develop the Newsletter even further. The Editorial Board has seen a couple of 

alterations as part of the change of editors. Thus J would like to thank Franco 

Marucci, Paul Tucker, and Hayden Ward fo r their work on the Board these 

past years and welcome Elisa Biz'l.otto, Benedicte Coste, Stefano Evangelista, 

and Jonah Siegel as new members. The new Editorial Board thus continues 

the tradition of reflecting the international scope of Pater scholarship with 

representatives from Northern America, the United Kingdom, France, Italy, 

and Japa n. 

The present issue is unusually packed with material, reflecting the 

wide range of activities relating to matters Paterian which have taken place 

these past six months. Whether we can keep up this level of activity in the 

future remains yet to be seen. Four panels on Pater at a major conference 

on "Decadent Poetics" at the University of Exeter, preceded by a one-day 

workshop "Towards a New Edition of the Collected Works of WaIter Pater," 

constitute the core event this past summer. Sara Lyons - a name new to readers 

of the Newsletter, but undoubtedly one we will see more of - has, together 

with Kate Hext, Elicia Clements, and Megan Becker-Leckrone - produced a 

conference report, abstracts, and minutes from the workshop to give Paterians 

unable to participate some idea of what went on during those three packed 

midsummer days . A proposal for a new Collected Works of WaIte r Pater was 
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the material outcome of the workshop, largely thanks to the efforts of Lesley 

Higgins. The proposal is now with Oxford University Press and is currently 

out with readers; while we eagerly awai t their response, we thought we would 

share the proposal with the readers of the Newsletter and invite comments and 

suggestions from you, the users of a future edition. A section of the next issue of 

the Newsletter will be set aside to publish any such comments and suggestions, 
which should be sent directly to the Editor: ocsterm@hum.ku .dk. With your 

efforts, the Newsletter might become a vibrant forum for di scussion about 

that new edition which we all so urgently need to replace the 1910 Library 

Edition. 
The book review section contains four substantial reviews of 

recent monographs in which Pater is either the pivotal point or a major 
figure. Catherine M axwell is doing a fine job to keep us up to date with the 

major publications in the field, and we look forward to many more book 

reviews in the future. And finally, two academic essays also contdbute towards 
increasing the volume of the present issue. Elicia e lements explores the subtle 

dialogue between Pater and Wilde on the interrelationship between words 

and music, an essay which had its origin as a paper given in one of the four 

panels at the "D ecadent Poetics" conference in Exeter. My own contribution is 
the publication and contextu al ization of seven unpublished letters from Pater 

to Oscar Browning from the late 1870s. 11,e essay forms a part of the larger 

argument of our need for new textual editions of all of Pater's writ ings; I am 
convinced there are many more letters in trunks and private collections, awaiting 

publication. 
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ESSAYS 

Elici a e l e ment s 

Oscar Wilde's Music: 

A Critical Response to Pater 

HE INFLUENCE OF WaIter Pater on Oscar Wilde has long been 
es tablished, not just by the literary criticism that circumnavigates 

the tvvo writers, but also by the autho rs themselves. Some critics 

attempt to determine whether or not Wilde was writing in support of Pater 

or, more characterist ically, against him in the novel The Picture of D oriml 

Gray, and biographical readings (particularly reliant on the reviews they 

wrote of each other's work) often provide the backdrop against which claims 

are made for either side,l I would like to shift the focus away from influence , 

and its embedded hierarchical relation of mentor-rc-student, fa ther- ta-son, 

or primary text-ta-secondary one, to explore the connection in intertextual 

terms. By examin_ing the interart thinking that emerges in The PictllTe of 

Dorian Gray and Pater's The Renaissance, I hope to create, even in a Wildean 

sense, more of a dia logue between these two writers that can allow for some 

of their ambiguities and potentially to open up new possibilities in terms of 

their mutual concern to articulate aesthetic principles. I am interested in why 

both writers attempt to reach across the arts for possible answers to their 

aesthetic queries, and , when compari ng this tendency, how the differing art 

fo rms are represented in their texts. 

To clarify, when 1 use the word intertextual, I am not merely invoking 

a dialogue between Wilde and Pater as associated with Wilde's preferred 

Socratic format for his essays . More precisely, I understand the relationship 



SPRING/FAL L 20 1 1 I ESSAYS 5 

between Dorian Gray and The Renaissance in dialogic terms, to invoke Mikhail 

Bakhtin's deftnition of the word . I am doing so for two reasons: to indicate 

that language is a social phenomenon (it does not exist in isolation, is never 

neutral nor free from the effects of other discourses) ; and, by extension, that 

texts do not merely answer each other, they are always in a state of dialogic 

rela tion . Any construction of language "permits a multiplicity of social vo ices 

and a wide variety of links and interrelationships" (Bahktin 263). Thus, I 

hope that by reading Dorian Gray and The Renaissance dialogically, rather 

than as one text influencing the other, I can avoid slipping into the faulty 

pattern of binaries that inevitably privileges one author over another in a sort 

of duel over territory. I am much more interested in marking the subtle shifts 

that occur to see how they illuminate the texts in new ways. 

For many literary historians Pater has been understood as ushering in 

the Decadent 1890s with his theories about subjectivity in re lat ion to art - as 

encapsulated in his question from the "Preface" to The Renaissance, "What is 

this song or picture, this engaging personality presented in life or in a book, 

to me?" (TR xix). Present-day critics, unlike Pater1s contemporaries, also note 

that an important difference between Decadence and Aestheticism is the 

relationshj p between art and ethics. Patcr's concept of the appreciation of 

art still maintains an ethical component, which for him is ilUegral to the 

appreciation of beauty because of his debt to Hellenism, as Linda Dowling has 

shown. 2 Moreover, as Alex Murray summarizes more recently, "this association 

of aesthetics with morality and ethics perhaps marks the great divide betVv'een 

Aestheticism and D ecadence, a divide that Wi lde was to make explicit in 

The Picture ojDoriall Gray" (327). Indeed, Wilde probably contributed to the 

coding of Pater's theories as "immoral." Lord Henry, a caricatured version of 

Pater, espouses a simplified version of hedonism that provoked strong and 

outraged responses from contemporaries.3 Pater, of course, even went so far 

as to correct Wilde's version of Epicureanism in his review of the novel (no 

doubt to clarify the theory as much as attempt to clear his own name) .4 

Yet, to suggest that Wilde's aesthetic advocates a sort of depraved 

ind ifference is also unfair, and, ultimately, a misreading of the novel. His 

bold pronouncements against the moralizing of the nineteenth century, a 

didacticism found so often in what he pejoratively called "journalism)'(in other 

words, reviews of his novel), often elicited heated responses and rejections 
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that had as much to do with tacit homophobia as with the radical audacity of 

art for its own sake. And as readers of Wilde's biography know, the incensed 

Victo rian mindset did come with very real dangers, as evidenced by Wilde 's 

incarceration and ut ter isolation at the end of his life. A more subtle readi ng 

of Dorian Gray, therefore, onc that understands W ildc's aesthetics in dialogue 

with Pater's, can detect a shift not just from an ethical aesthetics to one that 

seems to play fa st and loose wi th morality, but a shift in valuation in the 

rela tionships among the arts. 

For Pater, as is well known, "All art constantly aspires towards the condit ion 

of music" (TR 106),5 The dictum, as I understand it, is not about privilcging 

mu sic over and above the other arts as an unattainable ideal, but, as he 

discusses in "The School of Giorgione," about how the ar ts strive after each 

other, the "great Andersstreben" of all art . Music is a high po int only because 

it co mbines fo rm and substance, "the mere matter of a poem" (106), with 

"its mode of handling," as Pater describes it. According to him music has 

the ability to "penetrate every part of the matter." It follows that "all art 

co nstantly strives after" this objective and "achieves [i t] in d iffere nt degrees" 

(106) . As I have argued elsewhere,' Pater's interest and exploration of what 

cons titutes music, realized in this essay and in M arius the Epicurean, suggests 

a tran sito ry, performative, and efficacious understanding of the sonorous art. 

It is, for Pater, in addition to enabling a contemplative stance, also an active 

art fo rm - it does things, to put it simply, it makes them happen and, by and 

large, this is a desirable aes thet ic experience. 

Nevertheless, it does so at a d is tance from representational meaning; it 

is the facilitator of interconnections among the arts and between form and 

content because of its d istance from propositional content. Yet, this does not 

make music less mea ni ngful to its perceivers. O n the contrary, it brings one 

closer to "one's own impression as it really is" (TR xix). This other-s triving 

encapsulated by aurality instantiates art in the everyday practices of human 

beings, precisely because of the ineffable nature of music. M eaning is less 

fIxed; music enables a variety of interpretations o r impressions in ways that 

words do not. It only makes sense to me that a cri tic who values temperament, 

"the power of being deeply moved by the presence of beautiful objects" rather 

than "a correct abstrac t definition of beauty fo r the intellect" (TR xxi), wou ld 

fInd in music a demonstrative art form. 



SPRING/FALL 20 1 1 I E SSAYS 7 

In "The Decay of Lying" Wilde explicitly distinguishes himself from 

Pater's aestheticism, and he uses a musical dictum to do so. They converge in 

their interpretations on several aspects of music's condition, but they diverge 

on some impo rtant elements as well . Respondi ng to Cyril's suggestion that, 

"Art expresses the temper of its age, the spirit of its time, the moral and 

social conditions that surround it, and under whose influence it is produced" 
C'Decay" 313) , Vivian rejoins with hi s quintesse ntial art fo r art's sake fervor: 

'Certainly not! Art never expresses anything but itself. This 

is the principle of my new aesthetics; and it is th is, more than 
that vital connection between form and substance, on which 

Mr. Pater dwells, that makes music the type of all arts .. . . 

The highest art rejects the burden of the human spirit, and 

gains more from a new medium or a fresh material than she 

does from any enthusiasm for art, or from any lofty pass ion, 
or from any great awakening of the human consciousness. 

She develops purely on her own lines. She is not symbolic 

of any age. It is the ages that are her symbols.' ("Decay" 

313-14) 

V\fjlde understands music as exemplar because it is the most difficult art to 

pin down in terms of propositio nal co nte nt; music (o r any art fo r that matter) 

does not exp ress anything but itself. But unlike Pater, thi s theory of art leads 

\¥i1de to uncouple the balancing act of fo rm and substa nce encapsulated 
in Pater's concept of music. Indeed, in the contentious "Preface" to D arian 

Gray, published in the same year, 1891 , as the twenty-chapter, single-volume 

version of the novel, WiJde goes so far as to claim that music is only form 

(not the combin ation of matter and its mode of handling) : "Prom the poillt of 
vie," ofform, the type of all the arts is the art of the musician" (3). In many ways, 

then, Wilde empti es music of its efficacious capacity. But, importantly, this 

does not mean it is empty or hollow as an art form. Instead, the sonorous 

art figures into Wilde's aesthetic differently from Pater's because of his shift 

furthe r away from Il thc human spirit," to put it in his terms. 

Wilde clariflcs his interp retation of music's import fu rthe r in uThe Critic 

as Artist: With Some Remarks upon the Importance of D Oing Noth ing," first 

published in 1890.' Wilde admires music for what he deems to be its Jack of 
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content, I am arguing, but this is because it can enable and instigate multiple 

impressions. After referring to Pater's interpretation of La Gioconda, Gilbert 

employs the overtu re to Richard W agner's Tannhiiuser as a musical example 

that elucidates the myriad impressions art evokes in the perceiver : 

'Sometimes, when I listen to the overture to Tannhiiuser, 1 

seem indeed to see that comely knight treading delicately 

on the flower-s t rewn grass, an d to hear the voice of Venus 

call ing to him from the caverned hill . But at other times it 

speaks to me of a thousand different things, of myself, it 

may be, and my own life, o r of the lives of others whom onc 

has loved and grown weary of loving, or of the pass ions that 

man has known, or of the pass ions that man has not known, 

and so has sought for. . . . To-morrow, like the music of which 

Aristotle and Plato tell us, the noble D orian music of the 

Greek, it may perform the offi ce of a physician, and give us 

an anodyne against pain, and heal the spirit that is wounded, 

and "bring the soul in to harmony with all right things ." And 

what is true about music is true about all the arts. Beauty has 

as many meanings as man has moods . Beauty is the symbol 

of symbols. Beauty reveals eve rything, because it expresses 

nothing. When it shows us itself, it shows us the whole 

fiery-coloured world .' ("Critic" 368) 

I will return to the mention of the D orian mode in a mome nt, but first I 

want to point out that Wilde draws upon music more directly than Pater 

for its perceived lack of propositional content. ActuaUy, he rewrites Pater in 

thi s segment with all of the quintessentially Paterian words - "fi ery-coloured 

world" is just one example throughout the larger section of the dialogue. 

I ndeed, as Gilbert suggests later in the essay, 

'Music can never reveal its ultimate secret. This, also, is the 

explanation of the value of li mitations in art. The sculptor 

gladly surrenders imitative colou r, and the painter the actual 

dimensions of form, because by such renunciations they are 

able to avoid too definite a presentation of the Real, which 

would be mere imitation, and too definite a realisa t.i on of 
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the Ideal, which would be too purely intellectual.' ("Critic" 

370) 

9 

To distinguish his concept of art, his blatant rejection of nineteenth

century "realism" or "mere imitation," music comes into his discourse 

hiding or concealing its meaning. Moreover, both literature and music 

have indefiniteness and invisibility in common, accord.ing to W ilde. I n 

the triumvirate of the three arts foregrounded in Dm'iau Gray - paintjng, 

li tera ture, and music - interestingly enough, painting comes out 0 11 the bottom 

in "The Critic as Artist." As Gilbert declares: 

'Most of our elderly English painters spend their wicked 

and wasted lives in poaching upon the domain of the poets, 

marr ing their motives by clumsy treatment, and striving 

to render, by visible form or colour, the marvel of what is 

invisible, the splendour of what is not seen. The ir pictures 

are, as a natural co nsequence, insufferably tedious. They 

have degraded the invisible arts into the obvious arts, and 

the one thing no t worth looking at is the obvious . I do not 

say that poet and painter may not treat of the same subj ect. 

T hey have always do ne so and will always do so. But while 

the poe t can be pictori al or not, as he chooses, the painter 

must be pictorial always . For a painter is limited, not to what 

he sees in nature, but to what upo n canvas may be seen.' 

("Critic" 369-70) 

And indeed , W ilde , at times - like music, you ca n never complete ly pin him 

down - privileges the aural domain rathe r than the visuaL At another point 

in the dialogue Gilbert goes so far as to insu lt Pater by calling him a mosaic 

rather than a piece of music: 

IEven the work of Mr. Pater, who is, on the whole, the most 

perfect master of E nglish prose now creating amongst us, is 

often far more like a piece of mosaic than a passage in music, 

and seems, here and there, to lack the true rhythrnicallife of 

words and the fine freedom and richness of effect that such 

rhyth mical life produces .' ("Critic" 351) 
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Yet, because Wilde inverts the usual privilegi ng of action, it is an essay about 

the art of doing nothing after all; music is no longer the art form to which 

other arts aspire in Wilde's rendering. Gilbert clarifies and es tablishes that 

literature, not music, has the (perhaps coveted) role to combine form and 

content, movement and stasis in the most aesthetically pleasing manner. 

Gilbert responds adamantly to Ernest's rhetorical question, "'even you must 

admit that it is much more difficult to do a thing than to talk about it'" 

(35 9): 

'More difficult to do a thing than to talk about it? Not at all. 

That is a gross popular errOf. It is very much more difficult 

to talk about a thing than to do it . In the sphere of actual life 

that is of course obvious. Anybody can make history. Only a 

great man can write it. There is no mode of action, no form 

of emotion, that we do not share with the lower animals. It 
is only by language that we rise above them, or above each 

other - by language, which is the parent, and not the child, 

of thought.' ("C ritic" 359) 

Late r, Gilber t summarizes, "'Movement, that problem of the visible arts, can 

be truly realized by Literature alone. It is Literature that shows us the body 

in its swiftness and the soul in its unrest '" (363). 

So I will end by listen ing for the consequences of these subtle shifts among 

the relations of the arts for Wilde's novel, and indeed, for his protagonist. 

How does this game among the arts play itself out in Dorian Gray, a novel 

that is typically read for its ekphrastic experiment between literature and the 

visual arts? The novel is, rightly so, often explored for its intricate penchant 

for doubling, especially as the doppelganger motif is a favorite of the Gothi c 

novel at the end of the nineteenth century.8 But when I reread the novel, I am 

struck by the inclusion, even employment, of music as part of the aesthetic 

conversation Wilde maintains throughout the text. 

At the sce ne of enchantment in Chapter 2, when Dorian is sitting for his 

portrait (or, more accurately, standing for it), music's effect as an art form is 

ges tured toward, but also incorporated into the dialogue, much as it is in "The 

Critic as Artist." Recall that in the essay, in addition to all of the references I 

have mentioned (and many more I have not), the essay opens with Gilbert "at 
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the piano" and the co nversat ion ensues in part because, according to Gilbe rt, 

"'[Music] creates for one a past of which one has been ignorant, and fiJls one 

w ith a sense of sorrows th at have been hidden from one's tearslll (91). The 

scene in \NUde's novel opens with Dorian sitting at the piano leafing through 

Schumann's "Forest Scenes."Moreover, as Dorian stands for the paint.ing and 

Lord Henry "bewilder[s]" him as he pours words into his ears, the narrator 

recounts that the experience "touched some secret chord that had never been 

touched before, but that he felt was now vibrat ing and throbbi ng to curious 

pulses" (Darian 19). EchOing Wilde's concepts about sonority in "The Critic 

as A rtist" (not to mention Pater's Gas/on de Latour) tbe narrator continues,9 

Music had stirred him like that. Music had troubled him 

many times. But music was not articulate. It was not a new 

world, but rather another chaos, that it created in us. Words! 

Mere words!. How terrible they were! How clear, and vivid, 

and cruel! One cou ld not escape from them. And yet what a 

subtle magic there was in them! They seemed to be able to 

give a plast ic form to formless things, and to have a mu sic 

of their own as sweet as tha t of viol or of lute. Mere words! 

Was there anything so real as words? (Darian 19-20) . 

The sonorous art seems to enable a secret undercurrent that in Virginia 

Woolf's words in reference to music, "twitch[es] the invisible strings" (137) of 

the unconscious. lo The topic is alive in the scene and part of the conversation 

about the arts, at the very moment D orian is modeling for the infamous 

painting. 

These echoes of music that underscore such important moments in h is 
tex ts lead me to wonder if the novel's protagonist ac tually is music. Since, 
according to Wilde, art mirrors the spectator and not life, is it possible that 
Dorian has been solidified into th e wrong medium and that this is part 
of the reason why he seeps out of the painting in such deteriorated, eve n 
debauched, form? His name is Dorian, a Greek modal scale, after all. lVlight 
the name refer to the musical mode as well as male same-sex desire, as 
rightly painted out by critics such as Gerald Mon sman, Richard Dellamora, 
and Linda D owling? Although I do not want to quibble over the priinacy 
of the different arts or fix Dorian to one ar t or another, I do think it might 
be impo rtant to add music as an integral par t of the aesthetic conversation 
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Wilde is having with Pater in the novel. 

In the chapter in wh ich Alan Campbell, another friend ofDorian's, enters 

the text to help him, however reluctantly, to dispose of Basil Hallward's body, 

Dorian is indeed described as music. The narrator details how these two were 

initially friends but they have an inexplicable falling out. Importantly, Alan is 

a scientist, but he is also a musician - until he has his rift with Dorian : 

He was an extremely clever young man, though he had no 

real appreciation of the visible arts , and whatever little sense 

of beauty of poetry he possessed he had gained entirely from 

Dorian. 1-1i5 dominant intellectual passion was for science .... 

He was an excellent musician, however, as well, and played 

both the violin and the piano better than most amateurs. 

In fact, it was music that had fi rst brough t him and Dorian 

Gray togeth er - music and that indefi nable attraction that 

Dorian seemed to be able to exercise whenever he wished -

and, indeed, exercised often without being conscious of it. 

They had met at Lady Berkshire's the night that Rubinstein 

played there, and after that used to be always seen together 

at the opera and wherever good music was going on. (D oriall 

140) 

With the indefinable at traction that he exercises unconsciously, the description 

suggests that Dorian behaves as if he is music. And when they have a falling 

out, it is music to which Alan can no longer listen: "H e had ch anged, too -

was strangely melancholy at times, appeared almost to dislike hearing music, 

and would never himself play, giving as his excuse, when he was called upon, 

that he was so absorbed in science that he had no time left in which to 

practise" (Doriarl 140). 

Lastly, the penult imate chapter in which Dorian has his final conversation 

with the Paterian Lord Henry also brings forth some interesting details. W hile 

Lord H enry's rose-infused words linger in the air, Dorian plays Chopin at 

Henry's request. The performance of the music is the trigger for much of 

Henry's ensuing peroration. I n fact) the chapter is litte red with suppositions 

about all the arts, but music figures quite prominently. I will list a few of the 

meaningful observations, spoken no less, by the Paterian mouthpiece in the 
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text. Lord Henry asks him to play the piano and d ivulge the truth of how he 

has stayed so young: mPlay me a nocturne, Dorian, and, as YOll play, tell mc, 

in a low voice, how you have kept your youth. You must have some secret'" 

(Dorian 181). But of course, music does not give up its secrets as we know 

from "The Critic as Artist." Mter commenting on Doriads performance of 

the nocturne, Lord Henry exclaims, "'What a blessi ng it is that there is one 

art left to us that is not imitative! Don't stop. I want music tonight'" (Dol·ian 

182). I-fenry continues winding his way toward the subject of secrets: "'You 

have crushed the grapes against your palate. Nothing has been hidden from 

you. And it has a1J been to you no morc than the sound of music. It has not 

marred you. You are still the same'" (Dorian 182). He continues, 4"1 am so 

glad that you have never done anything, never carved a statue, or painted 

a picture, or produced anything outside of yourself! Life has been your art. 
You have set yourself to music. Your days are your so nnets'" (Dorian 182). A 

performer of music in Wilde's understanding, then, is simply the automaton 

that regurgitates the co mposer's bidding, but thi s would be something at 

which D orian would excel. 

As H enry co ntinu es he en treats Dorian to carry on playing, asking, 

"'Why have you stopped playing, Dori an? Go back and give me the 

nocturne ove r again. '" And a little further on, "'You have never played so 

well as to-n ig ht. There was someth ing in your tollch that was wonderful. 

It had more expression than I had ever he ard from it before'" (DoTion 

183). Shortly after thi s, Dorian mention s th e infamous, poi sonous book 

that "does harm ," which Lord Henry gave him at their first mee ting. 

H enry'S response: '''You and I are what we are, and will be what we will 

be . As for being poisoned by a book, there is no such thing as that. Art 

has no influence upon acti on. It annihilates the desire to act'" (DoTian 

183). But my query is this: what if the art in question is action? I think 

thi s is ultimately Dorian's problem. Ifhe is music - in definite, ambiguous, 

sec retive, non - imitative, but unthinking acti on, nonetheless - he is 

vulnerable to th e stasis of the visual. r ndeed, this is the problem of the 

text. The art of movement (music) is not simply tempered by th e vi sible, 

static nature of painting, it is immobilized by it. But it is as though music 

cannot be con tained by painting in Wilde's understanding. Each action, 

after all, is what oozes , imp OSS ibly, through the canvas; Dorian's ac tions 
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are what change the pa inting. 

What does modifying our understanding of the arts from a binary relation 

to a tertia ry one do to the complex dialogue about aesthetics in the novel? 

H ow does this shift inform the exceptionally intricate yet often confusing 

relation between Wilde's version of aestheticism and Pater's? IfDorian is the 

art form to which all others aspire, then the narrative itselfis a demonstration 

of Wildc's criti cal stance on Pater's dictum. It is a severe critique o[it, almost 

Cl reprimand not to be enticed by music as the {(typical, or ideally consummate 

art" (TR 106), a cautionary tale against what WHde might have seen as too 

extreme a notion on Pater's part. I am not suggesting that Wilde simply 

dislikes music, al though he seems to distrust it. I would suggest, however, 

that his response to Pater's aestheticism, which hinges on a move away from 

stulti fyi ng versions of morality that he will associate with mindless doing, 

ultimately, also necessitates his shi ft away from music as the art to which all 

othe rs aspire. For Wilde, of course, the art form that st rikes the balance is 

literature, and importantly, criticism, which he defines as the supreme art, and 

not by chance, one he practiced excep tionally well himself. 

York University, Toronto 
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NOTES 

1 5 

I Richard Ellmann's cri tical biography, Oscar Wilde, documents the links betwecn the (Wo writers 
in this way. In March j 890, W ilde published his review of Pater's Apprtcia/iollJ in Spea;'er 1. 12 
(22 March 1890): 319-20. Pater reviewed "A Novel by Mr. Oscar Wilde (,The Picture of D orian 
Gray.')" in The Booit.man (November 1891). i, 59-60; reprinted in Pate r's Sketches and Reviews 
(1919). 

l Dowling's !-Ielleni.sm and !-Iomosexuality in Victorial1 Oxford traces the presentation of Greck 
love at the unive rsity in its "coded" yet palpable forms. 

3 Stuart Mason's OUar Wilde: Art and Morality: A Record of the Discussion which Followed the 
Publication of~Doriafl Gray"( London: F. Pa1mer, 1907) derai ls the controversy that arose afte r the 
publica tion of DaTion Gray in Lippincolt's Monthly Magazbu (June 1890) . 

• Near the end of his review, Pater clarifies: "In contrast with Hallward , the artist, whose 
se nsibilities idealise thc world around him, the personality of Dorian Gray, above aU, into 
something magnificent and strange, we might say that Lord Hcnry, and even more the, (rom the 
first, suicidal hero,loses toO much in life to be a true Epicurcann (Bloom ed. 265). 

sThe phrase is itali cized by Pater in uT he School ofGiorgione." 

(, Sec "Pater's Musical I magi nation: The Aural Architecture of 'The School of Giorgione' and 
Marius the Epicurean." Victorian /lesthetic Conditions: Pater Across the Arts, cd. Elicia elements 
and Lcsley Hjggins (Basingstoke, UK: Palgrave Macmillan, 2010).152-66. 

1 I n January 1889, 'The Decay of Lying: A Dialogue" appeared in The Nineteel1th Century. Tbe 
following year "Thc Critic as Artist" was published in the July and September issues of the sa me 
journal. Subsequently, in 189 1, bo th essays were revised for inclusion in Intentions, along with 
"Pen Pencil and Poisonn and "The Truth of Masks." 

8 Even Pater mentions this motif in his early but perceptive review of the nove l (ef. 266),linking 
it to the work ofEdgar Allan Poe (presumably, as Harold Bloom notes, the short story "WiUiam 
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Wilson"). 

9 As Joseph Bristow notes in the Oxford p:lperback edition of the novel. this passage is an echo 
of a segment from Gnslon d~ La/our, in which the narrator comments on the effect of Ronsard's 
poetry on Gaston (Brisrow 197). 

10 Miss La Trobe in Woolf's B~twun the Acts mentions this effect of music after Luey Swi thin 
gushes about a village pagcallt she has just watched. La Trobe also summarizes Swithi n's 
comments by stating, "'You've stirred in me my unacted part: she meant" (Woolf 137). T he 
si milarity to Wildc's characterization of music in thi s section, as well as Dorian himself, is quite 
remarkable. 
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D 

Lcne 0stcrmark-Johansc n 

" Don' t forget your promise 

to come here soon": 

Seven Unpublished Letters 

from Waiter Pater to Oscar Brown ing 

N HIS INTRODUCTORY LIST of Parer's correspondents, 

Lawrence Evans gives a small vignette drawn from the diary of 

Mark Partison (1813-84), Rector of Lincoln College, Oxford. The 

entry for 5 May 1878 chronicles a visi t to the Pater household one afternoon, 

when Oscar Browning (1837-1923) , rhe wrirer and future educational 

reformer, was there for tea. It is a colorful descript ion, suggestive of an 

atmosphere of considerable frivolousness, in which Pattison clearly felt fairly 

alie nated: 

To Pater's to tea, where Oscar Browning, who was more 

like Socrates than ever. He conversed in one corner with 

4 feminine looking youths lpaw dandling' there in onc 

fivesome [I], while rhe Miss Paters & I sate looking on in 

another corner - Presently WaIter Pater, who, I had been 

told, was lupstairs' appeared, attended by 2 more youths of 

si milar appearance. 1 

The identities of the youths are not disclosed. To Partison they appear 

as a species rather than as individuals, although it is quite likely that one 

distinctive individual may have been in the company. Browning's nephew 

and biographer, H. E. Worrham, mentions that Browning cl had first met 

Oscar Wilde at Oxford when staying with Waiter Pater," and that VVilde 

stayed with Browning in 1879 (Worthan1, Oscar Browning 185-6) . T he letters 

printed in Evans reflect how - after Wi lde had sent Pater his review of the 
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opening exhibition of the Grosvenor Gallery in the summer of 1877 - Pater 

was frequently exchanging books and notes and socializing with him .' Wilde 

may well have been part of the entertainment Pater put on for Browning's 

spring visit. The copious Browning archives at King 's College, Cambridge 

contain seven hitherto unpubUshed letters from Pater to Browning,3 four 

or five of which probably date from the spring of 1878 and contextualize 

the brief entry in Partisan's diary. They contain nothing which sig nificantly 

alters one's perceptio n of Pater, but they throw a little morc light on his 

involvement with class ical archaeology, with college matters, and they add a 

fe w more pieces to the great puzzle of his social life . M oreover, they fill in a 

couple of gaps in the late 1870s, years which are very sparsely represented in 

Evans's edition of Pater's letters. A s usual, the letters arc undated with respect 

to year, but I have tried to date them from the internal evidence they offer. 

According to BroWning, he and Pater had known each other since the 

late 1860s (Memories 106-7). Browning's admiration of the "Winckelmann" 

essay, read in its periodi cal form in the reading rooms of Gagliani's in the 

Rue de Rivoli, Paris, had provoked his desire to meet the author. Pater was 

identifted and in troduced to Browning by John Burnell Payne (1838-69), 

a mutual friend of his and Simeon Solomon's . Indeed, according to one of 

Browning's autobiographical sketches, "To know Pater was to know Simeon 

Soloman [sic]. They were close friend s and companions, So]oman being as 

diligent in his visits to Oxford, as he was in those to Eton" (Recollections 4-5),4 

Solomon drew intimate pencil portraits of Browning in 1868 and of Pater in 

1869, the year when all three became members (with Sidney Colvin) of the 

New,later the Savile, Club in London. ' 

Browning's assessment of his friendship with Pater varies from one 

autobiographical sketch to the other. In 1906 he refers to Pater as "the most 

benevolent of men"whose cruefcharacteristics were I'sweetness and kindliness ." 

He is described as an "intimate friend for many years," yet, with the exception 

of the "Winckelmann" essay, Browning never admired Pater's writings. They 

became, he observed, "gradually spoilt by elaboration and self- consciousness" 

(M emories 106). By 1910 he assessed the friendship in the foll owing terms: 

"M y affection for him outweighed all other feeli ngs; love is a more powerful 

passion than admiration" (Memories 106) . When, again in 1910, Browning 

sold his book collectio n at auction, not a Single volume by Pater w as on the 
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auctioneer's list, which comprised volum es by many other contemporaries 

like E. B. and Robert Browning, Henry James, Tennyson, Wilde, and Ruskin. 

Browning's collection of Arundel prints, sold at the same auction, testifies to 

a very Paterian aesthetic sense: Botticelli's Primavera and Nacscitn di Veuere 

were among them, as was the Giorgione Castelfranco altarpiece.' 

Autograph corresponde nce between Pater and Browning is conspicuously 

absent from Pater's published letters, despite Evans's inclusion of Browning as 

one of Pater's most im portant friends. 'TIle two letters from Pater to Browni ng 

printed in Evans derive from Wortham's not-always reliable biography and date 

from 1875, the year when Oscar Browning was dismissed from Eton, where 

he had served as a history teacher and housemaster since 1860. Browning's 

"Socrat.ic" behaviour and allegations of intimacies with young Etonians 

eventually led to his dism issal. Indeed, Browning's own teacher, the far less 

popular William Johnson Cory, had been dismissed on sim ilar grounds only 

a few years preViously, in 1872. The local climate at Eton in the early 1870s 

was one of extreme homophobic hysteria on the one hand, and a surprising 

openness about close friendships between teachers and pupils on the other. 

Browning repeatedly took favorite pupils as companions along on his vacation 

trips to the Continent. 

Browning ment.ions Pater as a frequent visito r to Eton, one who "del ighted 

in the society of the school" (Memories 26). One of the two letters in Evans 

relates to such a visit, resulting in a minor scandal, which reached the higher 

echelons of London society with lightning speed. According to Leslie Stephen's 

brother Fitzjames, whose son was at Eton, Browning had recommended 

that a young boy read Theophile Gautier's controversial Mile de Maupill, a 

recommendation approved of by Pater during one of his Eton visi ts. 7 'The 

rumour added further fuel to Browning (and Pater's) reputation as corrupters 

of youth, but was eventually dismissed as pure fiction. When Stephens wrote 

to Browning to ask his permission to deny the rumor, Browning forwarded 

this correspondence to Pater, who was clearly distressed by the matter: 

My dear Brow ni ng, 
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I was not at all amused but much pained at the letters you 

enclose. You heard all I said to Graham. I think it is not 

possible that I mentioned the book in quest ion. I shou ld 

greatly disapprove of its being lent to any boy or young 
mao, or even allowed in his way, and it would be quite 

impossible for me to recommend it to anybody. I read it 

years ago but do not possess it. Please given an unqualified 

denial to the statement that I approved anything of the kind. 

Such statements misrepresent and pain me profoundly . ... I 
remember that, the subject arising in the natural course of 

conversation, I mentioned an innocent sort of ghost story 

by Gautier as a very good specimen of its kind. I am sorry 

now that 1 did so, as I can on.ly suppose that the report jn 

question arose in this way. (Evans ed. 16)8 

The other letter, presumably from the autumn of 1875, appears to be an 

extract of a longer missive, but now takes the form of a short, sympathetic 

note: 

All is can say is, that you know how much I admired your 

work at Eton when I was with you in the summer, and I was 

very glad to hear, not for your own sake only but on public 

grounds, that you had decided not to leave Eton without a 

struggle. (Evans ed. 17) 

The Browning archives at King's College do not contain any of the letters 

printed from Wortham, and we must assume that many more letters passed 

between Pater and Browning. Although Browning meticulously kept his 

extensive co rrespondence, his papers were divided, and some of them 

disappeared. More letters from Pater may well be lurking so mewhere, waiting 

to be found. The former Archivist at King's College, Rosalind Moad, sums up 

the custodial history of the Browning papers in the following way: 

When Browning decided to settle in Italy, all his papers 

remained lit his house in Bexhill. In February 1916 his 

old pupil and friend Francis Money-Coutts, 5th Baron 

Latymer, removed such parts as he thought wo uld be of use 
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for a projectcd biography and placed them in Cout ts' Bank 

in London. These papers, which according to the bank's 

records occupied three wooden trunks, six japanned trunks 

and a package, apparently included aJJ Browning's letters to 

.his mother, diaries that covered the whole of his career after 

his arrival at Eton in 185 1, much of his correspondence as 

an Eton master, and no doubt also a number of his subject 

files[ ... ]. When Latymer died in 1923, the task of writing the 

biography devolved on H ugo Wortham, Brown ing's nephew 

and sole exeCti[or and legatee, and in 1925 he removed th e 

papers from Coutts' Bank fo r this purpose. Their history 

after the publication of the biography, 'Oscar Browning', in 

1927 remains unknown. 

At about the same time as Latymer deposited this part o f 

the papers in Coutts' Bank, Browning gave the remainder 

to the public library in the Brassey 1nstitute at H astings, 

together with the manuscripts of several of his published 

works, some 3,000 of his books, and a large collection of 

music (see his obituary in the rias/jngs and St. L eonards 

Observer, 20 October 1923). It is these papers that form 

the subject to the present list. They comprise some 40,000 

letters and other items relating to Browning's career. (Moad, 
"A List") 

21 

Browning left Eton after Christmas 1875 and spent the first half of 1876 in limbo, 

before taking up a fellowship ar King's College from September 1876 until 1909. 

He was left in dire financial straits , with no tutorial functions and a mere £300 

fellowship to live on. According to Wortham, Pater provided some consolation for 

Browning in the spring of 1876. IfWortham can be trusted, Pater acred Wirll great 

courage, given such recent events as the Simcon Solomon scandal of 1873 and his 

own scandal with the "BaWol Bugger,"William lVIoney Hardinge, which had cost 

him the Junior Proctorship:9 

When O.B. went shortly afterwards [after his dismissal fro m 
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Eton] to stay with Walter Pater at Brascnose, he found indeed 

that nothing could exceed the kindness of his reception by 

everybody, dons and undergraduates alike. '1 really think,' he 

wrote, 'that the tide is turning and that people are begin ning 
to find out the real nature of my dismissal from Eton and 

are taking sides accordingly. I am constantly meeting with 

proofs of it.'(Wortham, Victorian 150) 

Oxford appears to have been the site ofllrowning and Pater's meetings in the 

late 1870s. Several of Browning's old pupils had gone up to Oxford, among them 

William Roger Paton (1857-1921), who became a close friend of Wilde's, loyal to 

him also after the 1895 tfials and his imprisonment. Paton matriculated at University 

College to read Classics on 13 October 1876 (Wortham, Victorian 150),10 and may 

well have been another of the six feminine-looking youths having tea at the Pater 

household in 1878. Pater mentions him explicitly in one of the letters to Browning. 

The ODNB entry paints a portrait of an ardent young classical archaeologist and 

epigraphist who jOined the Hellenic Society in 1881 and pursued an active life of 

fieldwork and translation in the Greek Isles and Turkey. 'The mid-1870s also mark 

the period when Pater turned to classical studies and archaeology as one of his new 

subjects for publications and lectures, wi th the essays on Demeter and Persephone 

and Dionysus of 1875 and 1876, and with his lectures on Greek sculpture in the 

Michaelmas term of1878. 11 

'The letters in the Browning collection cover a period from the spring of 1878 

until the spring of 1880. 'Three of the letters give Pater's address as "22 Bradmore 

Road"; according to Evans, this numbering of the Paters' house was instiruted in 

1878, only to be abandoned the following year and replaced by a new system of 

numeration in 1882, according to which the house became number 2 Bradmore 

Road (Evans 27). Dennis Donoghue declares, without reference to any authori ty 

whatsoever, that the friendship between Browning and Pater "lasted till the summer 

of 1880 and ended for no known reason" (38). Yet, there is no evidence in the 

correspondence of any kind of disagreement. In their tone and mode of address 

they reflect a close friendship, based on mutual academic interests, on college and 

university involvement and responsibilities, and on a shared sexual orientation 

and fondness for young men. Pater's mode of address and concluding words are 

consistent and constant: ','My dear Browning" and liVery sincerely yours W. H. Pater." 



S P RING/FALL 201 1 I ESSAYS 23 

In published letters from the period we find him using the same modes of address 

and conclusions to good friends and colleagues like Violet Paget (Vernon Lee), 

William Sharp, Thomas and Mary Ward, Falconer Mad.n, .nd to his publisher 

Alexander Macmillan. 

The earliest letter is a "thank you" note, after Pater had paid his first visit to 

Cambridge in the spring of1878.12 Whar rhe "papers of general questions" refer to is 

hard to know. '"nlCY may refer to the subject of new co l.lege buildings , around which 

Pater's next letter to Browning revolves: 

22 Bradmore Rd. 

Mar. 13. (1878) 
My dear Browning, 

I enclose all the papers of general questions who I can 

just now find. 

I enjoyed my visit to Cambridge, very much, through 

your kindness, and look back to it wi th great pleasure; and 

returned to Oxford much better than when 1 left as I had really 
been iU.lJ 

Don't forget your promise to come here soon. It will give 

me great pleasure to receive you almost whenever you like. 

Very Sincerely yours 

W. H. Pater. 

Kingi Col/ege Congregation Book. 1875-85 contains minutes from a committee 

meeting held on 5 March 1878, during which plans for extensions of buildings by 

Mr. Street, M r. Burges, and Gilbert SCOtt were discussed. Oscar Browning was on 

the bui lding committee, which considered the funue site for an extension.H As the 

meeting coincided with Pater's Cambridge visit, it seems natural that they discussed 

new college buHdings in both unjversities, and that Pater went back to do some 

research on the matter, looking for suitable Oxford parallels: 

[On the stationery of the O xford Union Society, with crest) 

22 Bradmore Rd. 

Mar. 30. (1878) 
My dear Browning, 

So many people are away just now that it wOldd be hardly 
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possible to get you full statistics of the new buildings here. I don't 

think those at Ch. Ch. [Christ Church College] would be so 

much of a paraUel to those you contemplate, as the new buildings 
at New College. 'D,e buildings now in progress at Ch. Ch. aim 

only at decoration, though, I believe, costly. 11,e New College 

buildings which have been opened within the last two or three 

years contain, besides undergraduates' rooms, homes for married 

fellowsY ALfred Robinsonl6 would be the best man to consult 

for exact details about them. 'The Bursar under whom they were 

commenced is no longer resident. The new buildings at Bailiol, 

though I fancy they add something to the accommodation there, 
only replaced old ones. I think New College would be almost 

precisely a parallel case to yours at King's College. 

Ever Very sincerely yours 

W. H. Pater 

Pater here proves some of the "sweetness and kindliness" for which Browning 

praised him, by carefully considering which of the Oxford college extensions might 

prove a useful model fo r King's. Whether Browning decided to eome and see for 

. himself, or whether purely social activities were on the agenda for his visit in May, 

remains unknown. The next couple of notes from Pater relate to that vis it and show 

him from his practical side, planning a variety of dinner companions and revealing 

an interest in train time tables and dinner times: 

My dear B rowning, 

22 Bradmore Road 

Apc. 23 [1878] 

It will g ive me much pleasure to see you, and receive 

you in my small quarters, at the time you propose. I shall 

expect you on Sat. May 4th , or earlier, jf you like. 

Yours very truly 

W. H. Pater. 

[On paper with the Brasenose College crest] 

22 Bradmore Road . 
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May 3. [1878] 

IVly dear Browning, 

I am looking forward to see [sic) you tomorrow. 

There is a good train from Cambridge at 2.0 but come 

earlier if you can. You had best come straight to my house. I 

have some men dining with me to meet you on Monday, so 

that I hope, as I concluded from your letter, that you will be 

able to stay till Tuesday. We dine at 7 on Saturday. 

Yours ever 

W.H. Pater 
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The next brief note to Browning, probably also from the spring of 1878, is 

interesting for the light it throws on Pater's involvement with the field of 

classical archaeology, in London, Cambridge, and Oxford. The letter mentions 

several prominent archaeologists and connoisseurs and testifies to Pater's 
familiarity with [hem all. It also proves that he was fully informed about 

the current develop ments in Oxford towards establishing an archaeological 

museum. In the recent history of the University of Oxford, A. G. Macgregor 
describes how a plan had been "presen ted in 1878 to the Hebdomadal Council 

in the form of a memorial signed by 132 senior members of the University, 

calling fo r the formal establishment in Oxford of a museum of archaeology 

and art. Particular emphasis in this in stitution should, it was suggested, 

be given to casts of Greek and Roman sculpture and to models of antique 
architecture; the Un iversity's collections of sculpture should be centralized 

there, and libraries dedicated to classical epigraphy and to numismatics (the 

latter including casts of antique coins) should form prominent components ll 

(605). The letter refers to Sidney Colvin,17 a friend of both Pater and 

Browning, and to Charles Thomas Newton. 11I As Director of the Fitzwilliam 

Museum, the former was much involved in the compilation of a cast collection 

in Cambridge, and the latter, Keeper of Greek and Roman Antiquities at 
the British Museum, had expanded the London collection of antiquities 

considerably during the 1860s and 1870s. Pater had recently relied heavily on 

Newton's Travels and Discoveries in the Levant, 2 vols. (1865) for his essays on 
Demeter and Persephone,19 but it would appear that Newton was more than 

a d istant archaeologist for him by 1878. John Richard Magrath, 20 fam ili ar to 
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Pater since his days at Queen's College, was clearly an important power factor 

in negotiation s about an archaeological museum . Magrath became a member 

of the Hebdomadal Council in 1878, and held university positions as Senior 

Proctor (1876), would later become Curator of the university chest (1885-

1908), Vice Chancellor 1894-98, delegate of both the University Museum 

(1903-12) and the University Press (1894-1920). Clearly he was already a 

man to be reckoned with by 1878, and Pater seems to have had some sense of 

that. I have been unable to detect the nature of the scholarships mentioned 

in the opening line by Pater, but si nce class ics and archaeology are the major 

su bjects of the note, it seems likely that the awards were within those fields 

too. Clearly another vis it from Browning was coming up: 

B.N.C. 

May 20. (1878) 

My dear Browning, 

I hear from Sayee'! that the meeting about the 

Scholarsh ips will take place in London at a time and place 

not yet settled. T here will be no meeting at Qyeeds; only, 

Colvin and Newton are, I believe, co ming to g ive evidence 

before a committee, of which Magrath is a member, about 

an Archreological Museum. 

Please let me know a day or two before you come. I 

can give yo u a bed if you like. 

Very sincerely yours 

W. H. Pater. 

I am slightly uncertain about the dating of the next letter. Sidney Colvin 

and archaeology are again matters for discussion . In 1879 he made archaeology 

a subject in its own right at the University of Cambridge,22 and proposals for a 

chair in archaeology at Oxford had been made in 1877/78. Such a chair was not 

introduced until 1884. Given that Newton had been turned down for the Slade 

Chair in 1869, and that the history of art had taken precedence over archaeology 

as the field for the Sladc Professorship, there was renewed pressure for a chair in 

archaeology at Oxford. It would appear that Colvin was involved, simultaneously, 

in setting up archaeological schools in both universities. Pater's letter raises the 

question of his own involvement in the establishment of an archaeological school in 

Oxford. Is he referring to Colvln merely as a friend, or as a colleague with whom he 
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is worlcing to institute archaeology as an academic discipline? 

Pater mentions the Principal of Brasenose as having suffered from a severe 

illness in d,e first line of his letter. Edward Hartopp Craddock served as Principal 

from 7 D ecember 1853 until IUs death on 27 January 1886. He was foilowed for 

a brief spell by the IUstorian Albert Watson, who only held the position from 26 

February 1886 till October 1889, when he resigned, possibly from stress (Brock :md 

Curthoys VII: 130)." Pater would appear to be responding to some rumor circulated 

by Browning about his good friend John Percival.24 Percival had been Headmaster of 

the newly founded Clifton College from 1862 until January 1879, when he became 

President ofTrin.ity College, Oxford. He held this position until May 1887, when 

he was installed as I-Ieadmaster of Rugby School. Given the various dates and events 

at play, I think it most likely d,.t one can date d,e letter to February 1879: 

My dear Browning, 

The Principal had a severe illness last term, but seems 

now, I am glad to say, almost recovered, and I hope it may be long 

before we think about his successor. The special rumow- you speak 

of was absolutely new to me, and arose, I imagine, out of x:xxx 

mere speculation following on Dr Percival's appointment to a 

headship. We expect Colvin here today a propos of the proposed 

arch:eological schoo!. 

B.N.C. 

Feb. 17 [1879?] 

In haste, 

Very sincerely yours 

W.H. Pater. 

In the last letter to Browning Pater explicidy declares that he is living in college. Hc 

is organizing another visit from his· Cambridge friend and promising young men 

for bod, breakfast and dinner. The identity ofWilliam Roger Paton I have already 

established, but the identity of"Barnes" is unknown. It would seem from Browning's 

notes to IUs mother, spring of 1880, cl"t he had a good time in Oxford: "I reported 

to my mother on May 23: 'I think I wrote to you just as 1 was starting for Oxford. 

I stayed there with Pater, a very good friend of mine, saw Paton and Burrows 

who had not been sent down from University, and also Curzon, who was very 
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well'" (Memories 289). Browning's intimate friendship with G. N. Curzoll, when 

the latter had been a pupil at Eton, had been one of the factors which eventually 

provoked his dismissal, but in thelate 1870s and early 1880s Oxford clearly provided 

a welcome platform fo r him from which he could maintain some of the relationships 

with his former pupils, with Pater as a helpful go-between and events organizer: 

Brasenose. 
May 13. [1880] 

My dear Browning, 

I am living in college," and shall be very pleased to give 

you a bed here on Saturday and Sunday. I shall JOOCX ask some 

young people to meet you at breakfast on Sunday morning. 

Could you stay over Monday; I should much like to ask Paton 

and Barnes; to meet you at dinner on that day; if so, send me a 

line by return of post. 

Very sincerely yoms 

W. H. Pater. 

In the introduction to his edition of the letters, Lawrence Evans estimates that, 

even if onc takes into account that Pater was not a particularity prolific correspondent, 

his adult life from the age of 19 onwards would have yielded at least some 1800 

letters, if one imagined him writing at least one personal letter a week. To this total 

should be added business notes and "thank you" notes, several of which appear in 

Evans's slim blue volume. W ith such a figure in mind, there may well be several 

unpublished letters out there in the archives,26 waiting to be found and published, 

and possibly easier to track through archival digitization than some forty years ago, 

when Evans made his first collection of the letters. Billie Andrew Inman published 

six such letters in 1991,27 Christie's sold a handful of such letters in 1992,18 and I 

am convinced there arc plenty more, even if a large number ofletters were destroyed 

after Pater's death. 

University of Copenhagen 
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NOTES 

I am grateful to Lesley Higgins and Laurel Brake for reading this piece in draft form and for giving 
several useful comments and suggestions. 

I Bodleian MS Partison 131, fo l. 29. Quoted from Evans, cd., xxxiv. Evans also directs ou r attention 
to a slightly different transcription of the passage in V. H. H. Green, Oxford Common Room:A Study of 
Lincoln College and Mark Pauison. London: E. Arnold, 1957, 307. 

2 See Evans, cd. , 24-3l. 

3 King's College Archives Centre, Cambridge, The Papers of Oscar Browning, OB/ J/ 1248/A. 1 am 
deeply grateful to Archivist D r. Patricia McGrath for her efficient help and advice; fo r deciphering the 
odd iUcgible name; for directing me to the College Congregation Book; and for allowing me to publish 
the leuers. 

~ Drowning on the whole maintained this view as late as 1919, in his letters to the Jewish writer Joseph 
Lefrwkh which have recently been purchased by the Clark Library in Los Angeles. I am grateful to 
Bcnedicte Coste for pointing this out to me and for her transcription of the letters. See http://cl:lrklibnuy. 
wOl"dpress.comlcategory/acquisitionslpagc/2/. Retrieved on 13 October 201l. 

5 For Pater and Solomon, see Colin Cruise, "Critical Connections and Qyotational Strategies: Allegory 
and Aestheticism in Pater and Simeon Solomon," in Elicia Clements and Lesley Higgins, eds. , Victorian 



30 T H E P A T ER N EWS L ETT ER 59/60 

Aesthetic COllditions: Palu Across the Arts. Basingstoke: Palgravc MacmiUan, 2010, 68-82. 

6 Sec The Library of Oscar Browning. Esq., MA, Campn'sing 5,000 Vols. of Boolu, Col/ecHo,! of Anmdel 
Pn"nts, Superior Furniture, Small Gel/arofWine, 3 &4 Nov. 1910. Cambridge: Fabb & Tyler, 1910. 

1 Wortham traced the rumor to Pater's comment to a woman after an Eton water-party. They had been 
in the same boat as the young Graham, who had impressed them with his knowledge of contemporary 
French novelists. Pater had praised such sophistication in onc so young. In re-telling the story, the woman 
had herself introduced the names of Gamier and Merimee, which in other retellings became attributed 
to Pater (whose name must have been already associated with those more risque French writers). Sce H. 
E. Worrham, Oscar Browning. London: Constable & Co., 1927,58-60. 

g 1 deal with the letter and its context in WaIter Pater and the Language ofStlIlpture. Farnham: Ashgate, 
2011,113-15. 

9 See Billie Andrcw 1nman, "Estrangement and Connection: Waiter Pater, Benjamin Jowett, and 
WilIiam M. Hardinge," in Laurel Ihake and Ian Small, eds., Paler in the 19901. Greensboro, NC: ELT, 
1991,1-20. 

10 Joseph Foster,Alumni Oxonienm: The Members of the Unj'IJeYSityofOxford,1715-1886: Their Parentage. 
Birthplau, and Year of Birth. with a Record of their Degrees. London: Joseph Foster, 1888, vo!. Il l . Sce 
also Wortham, Victorian 151, where he records one such visit from Drowning to Paron in Oxford . 

11 See my chapter on "Pater and Greek Sculpture" in 0stermark-Johansen 213-276. 

12 "On March 5 [1878],1 report that I have been appointed Sccretary for the Tra ining of Teachers, an 
office which I held more than thirty-one years; also that Waiter Pater had paid me a visit - his first 
introduction to Cambridge" (Browning, Memories 272). 

13 Pater mentions haVing been iH in a lcttcr to Wilde from Hilary term 1878. Sce Evans, ed., 28. 

14 Subsequent meetings were held on 3 and I1 Junc 1878, when new buildings for accommodation (the 
Bodley building) on the Backs were discussed . er. King~ College Congregation Book 1875-85. Pevsncr 
notes that the Bodley Building was completed in 1893; G. G. Scott's Chenvynd Building had been 
completed in 1873. Pevsner also mentions the plans afoot in 1877 to demolish the screen towards 
King's Parade and replace it by a building, with plans by Burges, Street, and Scott. Nothing came of 
lhis latter plan (97). 

15 Gilbert Scott's new building for New College was completed in 1873. In 1875-77, two more 
staircases plus a house for a married N tor were added. Sce Brock and Curthoys 414-15. 

16 Alfred Robinson had been a Fellow of New College since 1865. H e was Tutor, 1865-75, and Senior 
Bursar from 1875. 

11 Sir Sidney Colvin (1845- 1927; ODNB), artcri tic,connoisseu r, and literary scholar. Like Pater, Colvin 
also contributed to The Fortnightly Review; Patcr reviewed his Children in Italian and English Design in 
IheAcademy no. 52, vol. lll in July 1872, 267-68. Colvin was a Fellow of Trinity College, Cambridge and 
a friend of Browning's (according to the ODNB his letters to Browning are at King's College, London). 
He became Slade Professor of Art at Cambridge in 1873 as an interesting "aesthetic" counterpart to 
Ruskin's post in Oxford, and Director of the Fitzwilliam Museum in 1876.]n 1884 he left for London to 
become one of the most influential Keepers ofPrinrs and Drawings at the British Museum. 

18 Sir Charles Thomas Newton (1816 (baptized)- 94; ODNB) was educated:lt Oxford at Christ Church 
College and a close friend of Ruskin's. He competed against Ruskin for the Slade Professorship in 1869. 
Already in the 1840s Newton was working in the collections of the British Museum. In the 1850s he 
combined diplomatic work with archaeological excavations on the Greek islands :md in Turkey. From 
1861 onwards he beeame Keeper of G reek and Roman AntiqUities at the British Museum, a position 
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to which he added the Yarts Chair of Classical Archaeology at University Collegt, London from 1880 
onwards. 

19 For an exploration of Pattr's reliance on Newton's archaeological reports, set Linda Dowling, "'Valrcr 
Pater and archaeology: 'The Rtconciliation with Earth," ViLtqril1tt Studits 30. 1 (1988): 209-3 1; Lcsley 
Higgins, "Bur who is 'she'?: femalt subjectivity in Pater's writings," Nittelunth-Cnllury Prose 24.2 (Fall 
1997): 37-65; and 0srtnnark-Johansen232-38. 

10 John Richard Magrath (1839-1930; ODNB) became a FtUow of (hleen's CoUege in 1860 (Pater 
studied at (4lten's 1858-62). In addi tion to his impressive range of university posts, Magr:t.th performed 
a long line of college fimc tions: tutor, as of 1864: chaplain, 1867-78; bursar, 1874; pro-provost, 1877 . 

• 1 TIle promintnr Assyrologist A. H. Sayce (1845-1933) was :l l'tlativcly dose friend of Pater's. He 
matriculated at Brastnose in 1865, and received his BA. in 1869.1he S:'lmt year he became a Fellow of 
{4letn's Collegt. Ht rtsigntd asTutorin the summer term of1879 to take up all exotic life abroad. Pater's 
Ittter must consequently predate that event. In 1891 Sayee was back in Oxford again as extraordinary 
proftssor of Assyrology. Sayet writes britfty about his friendship with Pattr in his Rem;II;SCfflteS (London: 
MacmiU:m &Co., 1923). 

22 See Mary Beard, "Casts and Cast-Offs: the Origins of the Museum of C lassical Archaeology," 
Prrxudings of the Cambridge Philologi(ol Stxi~ty 39 (1993): 8-9. See also Donna Kurtz, '!he Reception of 
Classi(ol Art in Brita;,,: All Oxford Story ofPlost~r Cash from fix Antique. Oxford: The Beauey Archive and 
Archaeoprtss, 2000, 207-8. 

lJ Ste also Brasmose eolltge Regisl" 1509-1909. Oxford : B1ackwell, I909, VU: 57. 

14 John Percival (1834-1918; ODNB). There are five letters from Percival to Oscar Browning in the 
archives at King's. 

lS Why Pater would be living in college at this point is hard to know. After he moved to London in the 
autumn of 1885 he would , of course, have to live in coUege when coming to Oxford. Paton wen t down 
from Oxford in 1880, having completed his degree, and sptnr the mid-1880s touring rhe G retk islands 
and Turkey, so there is little possibili ty, 1 think, that the ltntr can be dated after 1880. in spite of Pater's 
living in coUege. 

16 "Pater's Letters at the Pierpont M organ Ubrary,n English Literature in Transilioll , 1880-1920 24.4 
(1991),407-17. 

27 See Evans, Introduction xvii. 

11 Christie's Auction 20 Novtmber 1992, sale 7574, lots 89,90, and 91. See ....."vw.christies.coml 
LotFinder/ Iocdctails.aspx?intObjecdD=2364667. Retrieved 29 August 2011 . 
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CONFERENCE REPORTS 

Sara Ly ons 

Pater and Decadent Poetics 

T WAS TEMPTING to think of the D ecaden t Poetics 

conference held at Exeter Univers ity July 1-2,2011 as a deJacto 

Pater conference. Certainly it was possible to spend the majority 

of the two days at tending sessions devoted to Pater (there was a Pater panel 

running during four of the six parallel sessions across the two days) , and 

the large contingent of Pater specialists in attendance prompted quips about 

"the Pater sect," ('the Paterian cult," and "Pater camp". Yet if the conference's 

topic could be taken as an invitation to irony, none of the twelve speakers 

who appeared on the Pater panels betrayed a trace of the kind of defensive 

archness that might once have burdened a discussion of Pater and decadent 

poetics. It is a measure of how high Pater's critical fortunes have risen that 

scholars now feel free to engage with Pate r's eedecadence" - a term once often 

used to banish writers to the margins of the canon, or as a nebulous form 

of moral censure - with unapologetic seriousness . Similarly, the critical 

commonplaces that the top ic ofPaterian decadence seemed bound to evoke

the purple prose of the description of La Gioconda in The R enaissance (1873); 

the scandalousness of the ,eConclusion"; the fetishization of death, malaise, 

and decay; the Francophilia ; the Epicureanism; the penchant for Christian 

ritual - were conspicuous by their absence from the twelve papers I heard. 

Instead, speakers seemed to take their cues from what James EH Adams has 

called Pater's "poetics of obliquity" (3), and approached the question of Pater's 

decadence in subtle and indi.rect ways. It was pleasing to discover that even the 

f'decadent" Pater is no t anyone's easy caricature but a portrait that has to be 

rendered in Hnc brushstrokes. Many of the papers were avowedly speculative 
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or experimental in nature, and drew attention to submerged, fragmentary or 

apparently peripheral aspects of Pater's works. The fact that there were many 

Pater specialists in the rooms, who are well-acquainted with one another, 

gave the sessions a se nse of intimacy but also meant that questions from the 

floor tended to be incisive. 

The sense that Pater's decadence is best assayed by uncovering latent 

themes or by pursuing seemingly counter-intuitive lines of interpretation was 

appare nt from the fi rst of the sessions, entitled "Anti cipati ons of Decadence: 

The Renaissance and Marim the Epicurean (1885) ." Matthew Bradley 

(Mansfield College, University of Oxford) argued that Christ ian eschatology 

has a repressed, but nonetheless potent, life in Pater's work, co nditioning 

his apparently materialistic figurations of death in the "Conclusion" and 

troubling his desire to im agine early Christianity in sympathetic and pacific 

terms in Marius. Michacl Davis (Le Moyne College) sought to illustrate the 

proleptic sophistication of Pater's work, especially his ant.icipation of many 

of the insights of contemporary queer theory. D avis suggested that Pater's 

commitment to formulating a theory and a poetics of queer desire is legible not 

only in his "Winckelman n" essay, where many critics have found a homoerotic 

subtext, but also in his early essay on the poetry ofWilHam Morris. Focusing 

on Mnrius ,Jayne Thomas (University of Cardiff) argued that Pater's aesthetic 

epiphanies should be understood not simply as hedonistic celebrations of the 

moment but as indices of his investment in philosophical idealism. There 

ensued a rapid-fire debate about the degree of Pater's indebtedness to H egel 

and his stance toward philosophical idealism more broad ly. 

T he second panel, entitled "Pater's Dialectics with Decadence," began 

with a paper by Laurel Brake (Birkbeck College, University of London) that 

addressed the question of Pater's relationship with decadence, perhaps more 

directly and concretely than anyother in the Pater panels. Brake ca lled attcn tion 

to the extent to which fin-de-siecle decadence was an affa ir of the periodical 

press, and demonstrated how Pater's choices of publication venue encoded 

his ambivalence toward the contemporary vogue for "decadence." Andrew 

Eastha m suggested that Pater's appropriation of Hegelian Helleni sm in hi s 

f< Winckelmann" essay embeds a contradiction at the centre of his ideal of the 

aes thetic personality, a contradiction that Wilcle inherits in his own account 

of aesthetic Helleni sm in The Picture ofDorian Gray, and which is crucial to 
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understanding the relationships between philosophical idealism and fin-de

siecle decadence. Megan Becker-Leckrone (University of Nevada, Las Vegas) 

ventured a definition of Paterian decadence by tracing the etymological and 

imaginative sLippages between the idea of "cosmos" (the universe conceived as 

a harmonious, divinely ordered whole) and the idea of"cosmesis" (the process 

of adornment or ornamentation). 

The third session was named "The Paterian Fragment." Drawing 

attention to the sugges tive ubiquity of blank spaces between words, sentences, 

and paragraphs in Pater's manuscripts, Lenc 0stermark-Johansen (University 

of Copenhagen) reflected on Pater's composition techniques, particularly his 

tendency to proceed by tessellating fragments of prose into unified whales. 

Anne-F lorence Gillard- Estrada (Rouen University) charted the permutations 

of the word "consummate" in Pater's work and within both reverential and 

parodic appropriations of Paterian aestheticism. Yuri Cowan (University of 

Ghent) provided an interesting counterpoint to Gillard- E strada's focus on 

Pater's concern with the "consummate" or perfect. Using Gaston de Latour 

(1896) as his key example, Cowan argued that Pater's aestheticism is also 

deeply engaged by notions of the incomplete, the failed, and the blemished. The 

Q&A session focused mainly on Pater's note-taking habits and manuscripts, 

and the extent to which these bear witness to the peculiarities of his creative 

process. 

The final panel was organized around the imaginative traffic between 

Pater and Wilde. Elisa Bizzotto (University of Venice) emphasized Pater's 

role as a progenitor of British "decadence," with complex ramificat.ions in 

the works not only of Wilde but also of figures such as Arthur Symons and 

Aubrey Beardsley. Elicia Clements (York University, Toronto) explored the 

"inter-art thinking" that pervades both Pater's The R enaissance and Wilde's 

Dorian Gray, argu ing that both works strive to locate points of convergence 

between the major arti stic media. Benedicte Coste (Paul Valery University, 

Montpellier) sought to complicate the conventional framing of Pater as 

Wilde's precursor by reading Pater's Gaston de Latour as a coded response 

to the decadence of Wilde's D orian Gray. Finally, special mention should be 

made of Lesley Higgins (York University, Toronto). Although Higgins did 

not appear on any of the Pater panels, she delivered a paper on the first day 
of the conference that explored the influence of Pater's sensuous poetics upon 



36 THE PATER NEWSLETTE R 59/60 

Katc Hcxt 

Abstracts from "Pater and Decadent Poetics" 

AST JULY THE University of Exeter's Decadent Poetics 

conference was overtaken by Paterians. I had originally intended 

to convene just one panel entitled "Pater's Decadent Poetics." 

However, due to the nu mber and quality of the proposals I received, I was 

able to twist the arms of the conference organizers so that we could have 

four panels exclusively on Pater. As you will see from the abstracts included 

here, these panels traversed the intellectual issues and relationships that 

characterize Pater's tense and complicated relationship with the D ecadent 

Movement. They also ranged across Pater 's ouevre: Matthew Bradley 

discussed the Decadent fo reshadowing and roots in Pater's Studies in the 

History of the Renaissance, while Lene 0stermark-Johan sen explored the 

elusive spaces in Pater's unpublished manuscripts, Laurel Brake put "Apollo 

in Picardy" in the context of its publi cation in Harpers Magazine and Yuri 

Cowan looked at materiality in Gaston de Latour. 

Our explorations of Pater and Decadence were greatly enhanced by the 

inclusion of the panels within the D ecaden t Poetics conference. Not only 

were our panel discussions enriched by scholars bri nging broad Decadent 

contexts to bear on Pate r, but as Pater scholars the intellectual context of the 

conference encouraged us to think dynamically about Pater's relationship with 

Decadence and Decadents. Following the conference, I am editing a special 

issue on Pater 's Decadent Poetics for the Journal of Pre-Raphaelite Studies 

next year, which will featu re articles based on the conference presentations. 
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Gerard Manley Hopkins. 

The fact that Kate Hex!'s call for papers elicited such a remarkable 

response - as she commented in these pages last year, she had originally 

envisioned a single panel on Pater at the Decadent Poetics conference, and 

was surprised to find herself convening four (18) - obviously attests to the 

vitality of scholarly interest in Pater, but perhaps also suggests that the 

notoriously problematic and elusive idea of "decadence" touches the core of 

Pater's fascination for modern scholars, however much he labored to dissociate 

himself from its stigma in his lifetime. 

Queen Mary, University of London 
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1. Anticipations of Decadence : 

The R enaissance and Marius the Epicurean 

rvIASTt~RY AND MILLENNIUM: PATER'S DECADENT SENSE OF AN ENDING 

MATTHEW BRADLEY (MANSFIELD COLLECE, UNIVERSITY OF' OXFORD) 

The basis for Bishop Wordsworrh's famous objection to Pater's 

"Conclusion" to The Renaissance is not always as well-remembered as it might 

be. The immorality of the book's sentiments, argued the Bishop, were the 

inevitable result of Pater's belief that "probably or certainly the soul dissolves 

at death into elements which are destined never to reunite. " In other words , it 

is the afterlife (or the lack of it) that provides the key to Pater's aes theticism. 

In this paper, however, I shall be arguing that the afterlife, and the revelatory 

apocalypse - that both ends it and is part of it - is by no means such an abse nt 

presence in Pater's work as the Bishop suggests. Rather than seeing Pater's 

deployment of Christian discourse as a combination of High Church ritual 

and Comtean teleology, this paper argues that Pater anticipates decadent 

discourse in playing out a debate between what would now be called "end of 

history" models of man's progress on the H egeli an pattern, and t raditio nal 

C hristian apocalyptic with its attendant notions of the afterlife; and th at th is 

internal debate on matters of the "endings," in religion and in general, is one 

of the chief ways in which Pater anticipates the decadence of the 1890s. This, 

I stress, does not result in a harmonious Hegelian (or even Paterian) dynamic 

of synthesis within Pater's own work, but represents a clash of worldviews, a 

"haunting" that Pater often deliberately seeks to evade. Pater's aesthetic of 

religious receptivity is formed, I argue, through a structure of absences (as 

in the essay on "Style," most notably), but I contend that various systems 

asserting the presence of the afterlife, and of a "fi nal judgment" on humanity 

that might come with it, persistently threaten to ove rwhelm hi s ostensible 

position of studi ed neutrality. 

Shards of eschatology run their way through Pater's work, as has been 

noted in specific instances before, by critics as eminent as J. Hillis rvl iller ; 

but I will concentrate chiefly on Pater's fictio ns, particularly J\!lnr£us the 

Epicurean: a novel which casts itself as depicting a time when religion was 



36 T HE PATER N EWS L ET TER 59/60 

turning away from ideas of a speedy judgment and the end of the world, but 

which nevertheless itself persistently returns to apocalyptic texts such as the 

Shepherd of Hermas. which makes its attitude to the afterlife the defining 

feature of Marius's understanding of Christianity, and which persistently 

broods on Rome as a decadent culture doomed both by plague and time. 

WALT E R PATER AND THE POET I CS OF DESIRE 

MICHAEL DAvlS (LF. MOYNE COLLEGE) 

Following the publication of the radical and indeed scandalous 

essay "Winckelrnann," in 1867, through which he worked towards a 

conceptualization of a critical theory (and practice) of same-sex des ire, Pater 

turned his attention next to the seemi ngly mo re moderate and more modest 

task of reviewing the poetry of William M orris who had just published The 

Life and Death of f awn (1867) and The Earthly Paradise (1868). Pater does 

not, however, abandon his primary desire to develop and fu lly articulate a 

theory of same-sex desire so much as he "sublimates" it here, such that his 

ana lysis of the poetics ofWilliam Morris is actually an o ngoing, even more 

highly refined analysis of the poetics of same-sex desire, where "poetics" is 

construed not only narrowly, as the images, tropes, and conceits, but also 

and moreover, more broadly, as it is perhaps in Aristotle, as an "analytics" -

of same-sex desire. Above ail, Pater's analysiS of Morris's poetry produces 

at once a sexual reading of history (a queer hi storiography) in which the 

plot of the body becomes the plot of history (the immanence of the body 

in ancient Greek culture yielding to the absence of the body in medieval 

Christian culture), and a history of sexuality, well in advance of Foucault, 

that in some particular instances actually approximates to Foucault, as when 

Pater turns his analysis upon the cultural apparatuses that bo th regulate and 

articul ate desire including the apparatus of feudalism itself. But in addition 

to producing both a sexuality of history and a history of sexuality, Pater 

also produces a se t of concepts th rough which to understand the operations 

of desire that approximates even more closely to h.is nearer contemporary 

Freud, formulating the psychoanalytic concepts of repression, neu rosis, affect, 

libidinal flow, and even sublimation, which is not only a process in operation 
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in Pater's text but also a major topic of inquiry. 

But in the end it is the process of sublimation at work in the text that 

produces Pater's famous "Conclusion"to the essay, at once the chemical process 

of sublimation (still the primary sense of the word in the late nineteenth 

century) that produces the solid "precipitate" of the conclusion ("to burn 

like a hard, ge m-like flame"), the solid transposable object (transposable to 

the end of The Renaissance) and the psychoanalytic process of sublim ation 

that issues in the uncontrollable, premature ejaculation of the premature 

conclusion, which itself signifies doubly: both as the product of a sublimated 

sexuality and, inextricably in a culture of repress ion, as the fear of an early 

death, the fear of castration/decapitation, which is registered by Pater's text 

in the increased rhetoric (poetics) of French Revolutionary violence. 

BURNI NG WITH A ,jGEM-LIKE FLAME": 

WALTER PATER'S EPIPHANIES AND THE DECADENT I NHERITANCE 

] AYNE THOMAS (UNIVERSITY OF CARDIFF) 

In the first edition of the "Conclusion" to Studies in the History of the 

Renaissance, which appeared in 1873, Pater ou tlined his se nsation -fuelled 

epiphanies, those moments of intense sensation that were th e result of burning 

with a "gem-like flame." Based on aesthetic experie nce, these exquisite 

moments of time were premised on the moment, and were celebrated for that 

moment's sake only, without recourse to embedded meaning or knowledge. In 

their emphasis on sensation, they were viewed as oases of sheer celebration. 

And art was deemed to give the most intense feeling to these moments of 

pure sensation . 

The Paterian moment was adopted by the Decadents as a way of 

emphasizing sensations (Ni cols 1987: 183), an adoption which alarmed Pater 

enough for him to withdraw the "Conclusion" from the 1877 version of The 

R enaissance for fear that it would encourage yet more young men into the arms 

of debauchery. But is th is the whole story? In this paper, I aim to show how 

Pater's seemingly aesthetic ep iphanies, rather than conforming to the gem

like stereotype, embrace mind as well as body, representation as well as will , 

the idea l as well as the rea l. His epiphanies, rather than being based purely 
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on sensation, incorporate the ideal, either through a symbiosis of the ideal 

and the real, as outlined by F. C. M cGrath in his book, The Sensible Spirit, or 

through the rel ic of "ideaUsm" that replaces the empiricist sense impression, 

as outlined by Carolyn W ,illiams in her Aesthetic Historicism, or purely in their 

Wordsworthian fusion of subject and object in the act of perception. 

I aim to foclIs primarily on Pater's 1885 text, Mar;us the Epicurean, 

which was written as an antidote to what Pater perceived as the extremist 

interpretations of hi s "Conclusion" to The Studies in the Fl istory of the 

Renaissance. I aim to show how Mafius' epiphanies, rather than anchoring 

him in the aesthetic/sensation p aradigm, connect him to various forms of 

idealism. By so doing, I also aim to show how Pater's epiphanies form a 

link to the D ecadents that is more complex and ambivalent than is at ftrst 

thought. Rather than simply licensing the pursuit of extreme sensations, 

Pater's epiphanies embrace forms of idealism that were subsequently ignored 

or suppressed by the Decadents in favor of pure sensation. In this sense, I 
hope to show how hi s poetics both influenced, and yet resisted, D ecadent 

form. 

11. Pater's Dialectics with Decadence 

"WE AR E ALL D ECA DENT NOWADAYS?": 

P ATER'S AMB I VALENCE AND THE YELLOW B OOK 

L AU REL BRAKE (BI RKBECK COLLEGE , UN IVER SITY OF LONDON) 

The first number of The Yellow Book appeared several months before 

Waiter Pater died unexpectedly in July 1894. Although he was among those 

who had been approached, and his name was listed as a future contributor, 

he offered nothing that met the deadlines of issues 1 or 2 that appeared in 

April and July respectively. That absence of Pater, the character of his last 

book (on Plato and Platonism), and the date of his demise, before the t rials of 

O scar Wilde, might suggest that his main contribution to D ecadence was its 

inspiration via Aestheticism, in which formation he is indubitably implicated. 

Moreover, there arc a number of other magazines associated with decadence 
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in its widest sense that 'Nalter Pater did not patronize. Arguably, in the 1880s 

and 1890s he opted to publish in mainstream, high culture, morally neutral 

if not conservative journals such as the Fort11ightly Review, rhe Nineteenth 

Centu1Y, ,Wacmi/!ans Magaz i11 e, the Contemporary Review and the [Church] 

Guardia11, while eschewing the Century Guild flobby florse (1884-94), Rieketts 

and Shannon's Dial (1889 ff) and Douglas's Spirit Lamp (1893-94). By death 

he mi ssed the incidence of the Savoy (1896) , whi ch closed with a long tribute 

to him. Arguably, the most popular journal to wh ich he ever contribu ted 

- the American HOlpers M onthly i\IIagazine - constitutes his most explicit 

parti cipation in Decadence, where hi s louche shoft story appea rs in the same 

number as Arthur Symo ns' article on the Decadent movement, in which he 

includes Pater. 

In this paper, I will look at the November issue of flarpers, and Pater's 

contribution to it, but I will also interrogate his abstent ion from the press 

of Dccadence. How does it inflect his work, and how does it articulate his 

particular taste for ambivalence and nuance, detectable in the greater part of 

his work, not only in the '90s? 

CHARACTERLESS AESTHETICS : 

WALTER PATER AND THE END OF H ECELlAN HELLENISM 

ANDREW EASTHAM ( I NDEPENDENT SCHOLAR) 

WaIter Pater's essay on "vVinckelmann" is onc of the primary statements 

of what can retrospectively be classified as Hegelian Hellenism, an important 

current in nineteenth century Aestheticism running from Theophile Gautier 

to Pater and J. A. Symonds. Pater's essay recycled two essential aspects of 

Begel's A esthet ics: the evolutionary narrative of art 's three essential phases 

(the SymboliC, the Classical and the Romantic); and the synchronic theory 

of media in which architecture, sculpture, painting, lyriC, and drama were all 

essential modes of appearance. Like Symonds, Pater appeared to privilege the 

I-Iell enist phase in Hegel's account, and the associated media of sculpture, 

but hi s account of the Hellenic ideal leads to a serious contradiction which 

would ultimately determine the fate of British Aesthetic Hellenism. Pater 

uses the example of the statue of the AdoranLe in Berlin to articu late his 
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"characterless" ideal of an aesthetic perso nali ty, echoing hi s earlier concept 

of IfDiaphaneite." But in his subsequent citation from B eget's Aesthetics 

he defines the Greek ideal in terms of th e "plastic character" - a capacity 

for strong individualism and formative activity. This slippage between a 

diaphanous and negative concept of aesthetic subjectivity to an individuali st 

model of expressive productivity encapsulates the dilemmas of Victo ri an 

Aestheticism. By the end of the 1880s H egelia n H ellenism had reached a 

point of crisis, as documented in Wilde's The Picture of Dorian Gray, where 

the cynical conception of aesthetic subjectivity promoted in Decadent fiction 

undermined the idealist project to synthesize autonomous appearance with 

subjective spirit. But if Hegelian H ellen ism found its end in the cultural 

dominance of Decadence, th is was an end that was always already integral 

to its own key texts, and to H egel's own account of the decline of the Greek 

ideal of beauty. Reading from "Winkelmann" through to The Picture ofDorian 

Gray clarifies the circularity of Aestheticism and Decadence, but it is equally a 

testament to the persistcnce of an idealist desire which became more virulent 

in its cultural obsolescence. 

PATER'S COSMOS 

MEGAN B ECKER-LECKRONE (UN IVERS ITY OF NEVA DA, LAS VEGAS) 

IIPater's Cosmos" is part of a larger, long- term project I am planning that 

takes as its central and predominate issue the matter of defining a specifically 

'Idecadent" poetics. What I mean by a udecadent poetics" is some unifYing, or 

at least variously manifested, treatment or theory of representation, which 

I believe makes a radical turn towards the emphatically non- or even anti

mimetic. The broad name I would like to give this anti-mimetic turn (a 

response to many thi ngs: the Romantic valorizatio n of nature, or the realist 

and naturalist privileging of the "real") is cosmesis. The usefulness of this tcrm, 

fo r me, is that it references the root, kosmoslkosmesis, that, in Greek means 

both the original life-giving, ordering of the cosmos by God or other deities 

and adorning, decorating, or refashioni ng. So, in the root word itself, we get 

precisely two historically opposed understandings of crcation, one obviously 

privileged in the history of philosophy and aesthetics, and the other obviously 
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denigrated in turn. One sense of the term indicates origin and primacy, the 

other supplementarity. I am fascinated by the rich ambivalence of this root, 

and the many philosophical/aesthetic terms it generates, work so dynamically 

at odds with one another. It is my belief that the decadent poetics developed 

and exercised by Pater exploits this very ambivalence, and that is what I 

would like my paper to explore. My formu lation of this term, cosmesis, I 

borrow,in a certain sense, from Barbilra Spackman's Decadent Genea/ogies, 

but also draws on the rich and seemingly contradicto ry function of kosmos 

in literary representation and its theories that Angus Fletche r explo res in 

AllegolY: TheolY of a Symbolic M ode. Max Nordau's D egweration is also a 

kind of inspiration, though of course mostly for how instructively wrong he 

gets just about everything about this period in literary and social culture. In 

this paper specifically, I shall focus firs t on Pater's essay on "Style" (as well 

as some other moments from Appreciations, such as "S ir Thomas Browne" 

and uWordsworth")j in particular, I am interested in Pater's challenging 

consideration of ornament. Of course, that is the traditional understanding 

of style as li ngui stic or rhetorical ornament - that it is something added 

or supplementary to the actual content of a text. Pater's entire essay works 

towards a deeper understanding of style as indeed, if not primary, than at least 

constituti vely central to all the data conveyed by a work of prose. Pater links 

style to temperament, to personality; the mark of a superior and distinct style, 

furthermore, links one aes thetic/scholarly personali ty to others like it. A key 

argument in "Style" is that it is both the marker and the glue, so to speak, 

of a like-minded community, of a finer and more di scerning strain that the 

population at large. That argument, that aesthetes or aesthetic criti cs form 

a fraternity that transcends both time and place, is obviously everywhere in 

Pater's work; there would be little value to making that argument as such . 

Instead, I am interested in the way the question of the "ornament" plays 

into these larger Paterian themes, for I believe it adumbrates a possible 

"poeticsl> that is at once peculiar to his work (his style) and in keeping with 

other manifestations of an anti-mimetic cosmesis in many different kinds 

of work we have conventionally called decadent. In this paper, speCifically, 

I would simply like to explore the rich implications of valorizing a style 

that goes beyond me re ornament; indeed, it's not original to say that style 

is neither supplementary nor secondary in Pater's aesthetic world. But by 
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focusing on the question of ornament specifically, I wou1d be able to tease 

out the etymological, and in turn aesthet.ic/philosophical, implications of that 

term, which derives from the Greek cosmOJ- a fact made clear by Baude1aire's 

"Eloge du macquillage"and Beerbohm's related essay from the flfst issue of The 

Yellow Book, ,jA Defence of Cosmetics.)) The cosmetic is itself, by definition, 

ornamental - added to or improving some pee-existing natural state, as both 

authors claim it does (in t renchant, ironic, and highly over-determined ways, 

beyond the scope of this particular paper). 

Ill. The Patcrian Fragmcnt 

THE DECADENCE OF PATER'S BLANKS: 

A STUDY IN PATERIAN COMPOSITION TECHNIQUE 

LENE 0 STERMARK-J OHANSEN (UNIVERS ITY OF COPENHAGEN) 

When rucking through a pile of Pater's manuscripts, one is struck by the many 

blanks of varying lengths which appear on the pages. In his MS "The Writings 

of Cardinal Newman,"l for instance, Pater left blank spaces for anyt1Jjng from an 

individual word, a phrase, a couple of sentences, to an entire paragraph. Pater's blanks 

seem to hold the key to the balancc betvveen form and mattcr in his compositions, 

and as they appear on his pages, they invite questions of surface and depth. Axe they 

blanks, blots, spots or dots, indentations or protrusions, of no importance or of the 

greatest significance? Are they waiting for the most important Paterian motsjustes to 

land, so important that by the time Pater abandoned his manuscripts, they had not 

yet emerged from the depths of his artesian well? Or are they quantitative units in 

linear or aural space rather than semantic entities? 

None of these blanks are visible behind the mask of the neatly printed page, 

which corresponded to the Paterian mask, described by both James and Symons, 

revealing nothing or only very litde of what went on underneath it. The essay on 

«Style" provides a range of formal, conceptual and composi tional ideals not always 

supported by the evidence in the manuscripts. Indeed, I would like to demonstrate 

the discrepancy between Pater's sculptural ideal put forward in "Style" and his 

painterly practice revealed in the manuscripts, between the monolithic and the 
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mosaic. In so doing T place Pater's compositional technique withjn John Reed's 

definition of decadent style as one favoring the ornamental, "free to play within 

or around a rigid structure, adding to it without becoming genuinely redundant. "2 

The additive, fragmentary mosaic technique, joining independent units together 

on the basis of an underlying stnteture, works, on the surface, with an appeal to the 

eye's ability to create unity ou t of often quite contradictory fragments . Jonathan 

Freedman commented on Pater's binary or bifurcated vision as a fundamental 

aspect of aestheticism, leading in its ultimate refi nement to the Wildean paradox. 

H e observed that "the work of the aestheticists often reads like a mosaic composed 

of such contradictory moments carefully tessellated to produce an e.xquisi te but 

ultimately enigmatic whole."l \Nilde, master of dialogues and paradoxes, observed 

the mosaic qualities of Pater's writing, linking them to the predominance of the 

visual over the aural in the writer. He accused him of composing for the printed 

page rather than for the ear," and in my discussion of Pater's compositional 

technique 1 intend to explore this literary conflict between the eye and the ear. 

NOTES 

, Houghron bMS 1150 (12). 

1 John Reed, Duadmt Sty/~ (Athens, OH: Ohio Up, 1985),222. 

1 J. Freedman, Profossions a/Taste: Hmryjames. BritislJAestheticism, and Commodity Cultur~ (Stanford: 
Stanford UP, 1990), 6 . 

• Oscar Wilde, 1he Artut as Critic: Critual Writings ofOsrar ~Yilde, ed. Richard Ellmann (Chicago: U 
of Chicago P,1982,350-1. 

How "CONSUMMATE": 

THE PARADOXICAL NATURE OF PATER'S DECADENT LANGUAGE 

AN NE-FLORENCE GILLARD-EsTRADA (RaVEN UNIVERSITY) 

This reading, which is indebted to Dowling's work on the language 
of decadence, aims at examining the idea of the paradox and ambivalence 
that may characterize Pater's decadent poetics, bearing in mind the general 
Exeter eFP's interest in the relationships between poetics and a culture 
(possibly sensed as) jn decline. I would like to concentrate on the col li sion 
between the Victo rian marketplace culture and Pater's style of decadence 
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(see D owling's uaesthetics of delay"), which gives attention to each unit (the 

page, the sentence, the word) and betrays a fcar of dissolution. Pater initiates 

a language, a dialogue with other decadent writers or aes thetic artists . His 

language and ideas, which are ind issoluble, since the thought is expressed by 

a very distin ct form, with a particular style and mode of writing, are taken 

up by other figures of the t.ime. For example, see an extract of the painter 

Frederic L eighton's 1879 address to his students at the Royal Academy, which 

is Paterian in its formulation. 

There is a tension between the linear and the atomic or feactionary, which 

escaped Pater, as his very sentences - or imitations, and even pastiches of 

his sentences - were extracted (often as fragments) from his texts and came 

to be circulated not only in the serious, friendly writings of the time, but 

also in critical essays, reviews or even in parodies. This tended to turn Pater's 

formulations into catch- phrases such as those found in advertising (see the use 

of his words, such as "consummate" or the parody of the Heraclitean flux, etc. 

in Punch, in periodicals, or other types of parodies of Aesthetic culture) . Wildc 

him self is the best example of this use of Pater's phrases, which are turned 

into apho ri sms that both have a "high," serious, philosophical dimension 

and a "low," commercial- like, trivial dimension. This may be one aspect of 

decadence in general, since the reflection associated with it was taking place 

in a fast-changing society of words of another kind. Pater's poetics and ideas 

may therefore be considered as being deeply des tabilized by the cultural 

con text: words escaped him and disseminated without his controlling them 

(attempts at control may be found in his dialogue with Wilde) . 

PATER, D ECAD ENT HI STORICISM, AN D T H E POETICS OF THE FRAGM ENT: 

GASTO N DE LATOUR AND IMAGINARY PORTRAITS 

YURl COWAN (GHENT UNIVER S ITY) 

From the Greeo- Roman twilight that infiltrates the late-second-century 

world of Marius through to the memorable portrait of Win ckelm ann 

suspended between his eighteenth century and the classical past, \"'alter Pater 

shows a co nsistent interest in epochs that mark a state of transition and selves 

with hybrid nature s. In spite of Thomas Wright's characterizatio n of him 
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as a write r who "stands for white marble" and Arthu r Symons's contention 

that Pater's oeuvre contains "not a page that is not perfecdy finished," Pater's 

hnaginary and critical portraits reveal a wri ter who can find significance 

equally in unfi nished works, in ideals unreached, and in bodies rended and 

torn. 

This paper will chart the connections between Pater's sensitivity to 

moments of hi storical mutation or change (taking his unfinished fict ion 

Gaston de Latoltr as its examp le), his use of material objects with probJematic 

provenance or imperfect execution (like the unfini shed architecture and 

mysterious unearthed flask in the early movemen ts of"Denys L'Auxerrois") , 

and his portrayal of human bodies and their relics in the act or state of 

dismemberment, translation, or decay (in the final movements of "Denys"). 

Drawing on Dennis Denisoff's descripti on of Pater's sense of the "porosity 

of th e carnal" (441) and on Jonathan Loesberg's characterization of Pater's 

method as one that "starts with the world and ends with our awareness of 

self slipping through our fingers" (22), I want to unsettle still further our 

residual notions of Pater as an idealist in his aesthetic aim s, in the process 

also suggesting that Pater's aestheticism and historicism both share an 

attitude of calm acceptance to inevitably frustrated creative or percipient 

purpose. Just as the stonemason in "Denys L'Auxerrois" finds a slippage 

between his inspiration and his capability, so the Decadent writer and poet 

pu rposely takes refuge in vague but evocative descriptors ("peculiar/'''orna te, '' 

"mysterious") and Gaston himself, in sp ite of his demand for a "corporeal 

poetry," is simultaneously moved and not moved by "the beautiful faces of 

antiquity which are not here for us to see and unaffectedly love them," No 

matter how corporeal the aesthetic world of the present, the subj ectivity of 

th e aesthetic percipient is always fragmented - just as, ultimately, Orpheus

like, Denys's body is dismembered as well. 

So, in "Duke Cad of Rosenmold," Pater evokes "times of decade nce or 

suspended progress" (136) as eras in which death is fe tishized in material 

culture. But in spite of the fact that such ages seem , as Pater says, to have 

buried the whole world in their tombs, he will not allow any subjectivity to 

be buried for long. Duke earl stages his own death and returns to the land 

of the living. Denys in the last stages of his enthusiasl11s takes to the work 

of a sexto n, translating the relics of the dead from place to place and back 
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again. Pater's own historicism of suspended progress and aestheticism of the 

material fragment, holding pure class icism at ann's length, engages in the 

same sleight of hand, refusing to settle for perfection. 

IV. Pater and W ilde 

PATER AS INTELLECTUAL HERALD OF BRITISH DEC ADENCE 

ELI SA B1ZZOTTO (UNIVERSITY OF VENICE) 

At least since the publication ofMario Praz's The RomanticAgony (1933 ), 

it has been generally accepted that distinctive notions of British decadent 

literature and art originate in WaIter Patcr's poetics. Notwithstanding this, a 

single comprehensive study of Pater's theoretical influence on Decadence has 

never been produced. Besides, while much has been said about Pater's legacy 

to Oscar Wilde OC, to a less extent, Vernon Lee, his influence on Aubrey 

Beardsley, Ernes t D owson and even Arthur Symons, the main theoretician 

of the D ecadent Movement in ilritain, remains considerably uninvestigated. 

The aim of my paper is to re-trace the evolution, and occasionally involution, 

of Pater's poetics in the works of British Decadent artists who maintained 

a dialogical attitude with his writings and to offer comparative analyses of 

their re- readings of Pater's ideas. I will conduct my study by privileging such 

characteristic concepts of Pater's poetics as art for art's sake, the quest for 

stylistic perfection, the dynamics of artis tic reception and the hybridization 

of arts, gen res and modes. 

Art for art's sake is a shaping principle not only for Wildc's The Picture 

ofDorian Gray and for such a major Decadent text as Symons's The Symboli,t 

Movement in Literature (1899), but also - as is probably less known - for 

Vernon Lee's treatise BelcaroJ Being Essays on Sundry A esthetica! Questions 

(1881), whose aesthetic radicalism Signals the passage between Aestheticism 

and Decadence in British culture. Another cha racter istic concept of Pater's 

doctrine, the apology for critical impressionism in the "Preface" to The 

Renaissance, radicalizes in Wilde's representation of the critic as necessarily 

profess ing passionate partiality of judgment in "The Critic as Artist" (1891). 
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Starting from Pater's and Wilde's premises, the role of subjectivism and 

emotional involvement in artistic fruition is brought to extreme consequences 

in Vernon Lee's essay The Beautiful: An Introduction to Psychological Aesthetics 

(1913), where critics and spectators of art arc not only expected to manifest 

their impressions of it, but physically participate in it. 

Pater's aesthetics, mainly articulated in the essay on uG iorgionc" (1877), 

lays the foundati ons for Symons's theor izat ion of Anders-Streben as dist inctive 

of Decadent art in Plays, Acting and Music (1903) and Studies in Seven Arts 

(1906). In elaborating a type of writing that approaches poetry and music 

in thei r prose poems, Dowson and Wilde carry out Pater's idea of mutual 

illuminations of the arts and his aspiration to stylistic perfection. 

My exploration of Pater's aesthetic legacy to British Decadence will 

conclude with fiction, where Pater's ro le as an intellectual herald is perceived 

in all its complexity. Originated at the crossroads between literature and 

the arts, prose and poetry, realism and the fan tastic, his imaginary portraits 

inspired Wilde, Symons, Dowson, Lee, and Beardsley to experiment with 

osmosis of the arts , crossing of literary genres, and hybridization of literary 

modes. 

"'FIERY-COLOURE D) LIFE: VVILDE'S EXPLORATION OF P ATER'S l NT ERART TH INK ING" 

ELlCIA CLEM .. :NTS (YORK UNIVERSITY, CANADA) 

The influence of Waiter Parer on Oscar Wilde has certainly been 

establi shed and, indeed , has quite an extensive history in critical scholarship. 

Critics attempt to determi ne whether or notWilde was writing in support 

of Pater or against him in the novel D oriol1 Gray, for example, and, logically, 

biographical readings (particularly reliant on the reviews they wrote of each 

other's works) often p rovide the backdrop against which claims are made for 

either side. But J would like to shift the focus away from influence to explore 

the connection in intertextual terms by examining the interart thinking that 

circulates in both Dorian Gray and The Rellaissance. Investigat ing the dialogic 

relation between their texts ultimately enab les new possibi lities to emerge in 

the area of their mutual concern to ar tic ulate aesthetic pri nciples. 

I n C hapter 2 of Doriml Gray, for instance, the protagonist makes the 
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ominous oath concerning the painting: he would give his soul to be always 

young like the picture, and the ensuing, Gothic tale unfolds accordingly. But 

the painting is formed in a decidedly interartistic moment: the scene opens 

with D orian sitting at the piano leafing through Schumann's "Forest Scenes/' 

as the narrator and Lord Henry Warron make fluctuating pronouncements 

throughout the chapter about differences and similarities among the arts, 

particularly those of literatu re, music, and painting. These oscillating 

declarations are the seemingly sin ister, yet "fiery-coloured" (Paterian), food 

that feeds, so to speak, Dorian's transformation, all the while transpi ring as 

he is sitting for his portrait. The claims of the novel, I will argue, depend 

much more on this fascinating intermixing of the arts than on just the 

visuality of portraiture and its ekphrastic link to literature. Correspondingly, 

similar interartistic conjecture takes place in The Renaissance, notably in "The 

School of Giorgione," the essay in which the now in famous dictum that "All 

art constantly aspires towards the conditioll 01 music" is stated. My paper will 

consider, therefore, what critical possibilities open up when we understand 

Pater and Wilde's texts in both illterartistic and intertextual terms. 

WHEN GASTON MEETS DORIA N : PATER READI N G WILD E 

BENEDICTE COSTE (MONTPELLlER UNIVERSITY) 

The relation between Pater and Wilde is conventionally regarded as a 

matter ofinfluence, with the older Pater exerting authority over the immature 

Wilde. This simplisti c view has served to inhibit serious discussion of the way 

in which their texts echo, allude to, cite and even contradict each other, and 

has obscured a real if partial appropriation that operated persistently between 

both authors. Though Pater's influence on Wilde is very apparent, a novel 

like Pater's unfinished Gasto" de Latour has all the signs of Wilde's thought. 

I propose seeing their texts as predicated on an ongoing and co ntinuous 

dialogue and shall concentrate on how in Gaston de Latour, Pater may be 

read in terms ofWilde's The Picture of D orian Gray to negotiate the status of 

Decadence, thus conducting one of the most interesting textual relationships 

of the late nineteenth century. Responding to Wilde's novel enables Pater 

to concentrate on defining what was already known as the Decadence in 
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order to situate his own writings both as acceptin g and contesting a budding 

movement predicated on intcrtextuality, fragmentation , mercantilizatioIl, 

time, and subjective dislocation. Significandy Pater chose to answer the 

wri tings which he thought had systematized Decadent aesthetics and ethics. 
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Partic ipants ' introductions 
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I ssue 2: Organization of materials. 
Facilitator: Stcfano Evangelista 
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processes . Facilitator: Yuri Cowan 
I ssue 4: The digital domain. Facilitator: 
Laurel Brake 
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Learning from past successes and tniscues. 
Editors: Stephen Arata, Joe Bri stow, 
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After all the ideas and opinions that have 
been expressed, what are the key elements 
that should define a Collected Works of 
WaIter Pater? 
Final plenary discussion 
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WELCOME 

1he organizers - Laurel, Leslcy, and Lene - explained their reasons 

for having the workshop: given the large number of Pater scholars at the 

"Decadent Poetics" conference, the timing seemed appropriate to initiate a 

long-overdue discussion concerning how, when, and by whom a collected 

works of Pater might be prepared. 

INTRODUCTION S 

Participants were asked to introduce themselves and provide an 

answer to the fo llowing question: As a researcher, teacher, nnd reader of Pater. 

w hat are the three most important features or elements that a Collected Works should 

include? (11'te summaries that follow paraphrase the individual responses to 

this question.) 

Cerald MOllsmaJl: There are many contentious issues concerning a Pater 

Collected Works. How to organize the material, for example, is particularly 

fraught with difficulties. A simple chronological ordering will not be 

sufficient because Pater rewrote his works so thoroughly and so often. Pater's 

penchant for rewriting has also deterred publishers in the past. 

Kate Hext: I would like to see good translations of the G reek and Latin 

quotations throughout the various works. 

Martiue Lambert-Charbollllier: Most importantly, the unpublished Portraits 

must be made availabl e in a Collected Works. Also, the collecrion should be 

a critical edition , with references to Pater's sources. 

Michael Dav is: I'm concerned about the organization and the question of 

chronology. Also, I was wondering what people's thoughts are on including 

the visual art that Pater refers to so often. Should we include illustrations for 

the contempora.ry reader even though Pater himself did not? 

Aune-Florence Gillard-Estrada: I have done a substantial amount of editing 

and translating of Pater's work into French. lVlost important to me would be 

th e publication of hard-ta-find materials such as "The Aesthetic Life" and 

other unpublished works, as well as the different versions of the editio ns, 

which are very hard to find in France. 
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Benidicte Caste: I would like to see all of the references to other authors 

included in the notes. 

Joe Bristow: As editor of the OUP edition of O scar Wilde's The Picture oJ 

D orian Gray, as well as the major Wilde undergraduate notebooks, I can tell 

you there are many difficulties when it comes to a large editing project such 

as this. You never feel like you know enough to edit. With Pater, there is such 

an importance placed on knowledge of the classics.l would recommend that 

you have on board at least two gifted classicists. 

Stephen Arata: I think annotations for teachers, students, and scholars arc 

important. I would also like to see illustrations. It would be good to include 

textual essays, especially in a digital age, as we could have many versions, 

multiple texts and contexts. W e need to think about whether or not this will 

be a collection with data interpreted by scholars or not. 

Elisa Bizzotto: I would like to see the unpublished materials as well as 

substantial annota tions. We should focus on the different versions and 

receptions of Pater. 

Ken Daley: I f we are talking about ideals and I use my imagination, I envision 

a hybrid kind of co llection, both print and electronic. We could print six 

volumes using scholarly copy- texts (Hill's The R enaissance and Monsman's 

Gas/on de La/our), for example, with critical explanatory material, then put 

the rest online . Thi s would dismantle the posthumous Pater. Users would 

have access to all the pieces; chronology issues would be up to the person 

browsing the digital archives. Also, I would like to see the rest of the 

unpublished materials included. 

Yuri Cowan: I agree about the importance of electronic editions. I also 

think annotation should not turn into interpretation. I would suggest we 

use bibliographical headnotes for everything, give a textual history in a big 

introduction by a scholar, but also try to open up avenues rather than put 

forw~rd argument. J would be in favor of a "clear text" edition, with no 

editorial interjections. It needs to be typographically attractive. There is a 

great difference between doing a diplomatic edition (respect the original 

and show what the editor has done) and a "clear text," where we remove 

everything, like the H ill [edition of The Renaissance]. 
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Stefano Evangelista: The collection should not only be for literary scholars, 

classicists, and art historians. Vve need the collection to be accessible, 

especially to students. Also, we should be thinking about so me paperback 

editions for teaching. 

CatJurine Maxwt!ll: I would like to see annotations, at the level of Hill and 

lVlonsman, as well as manuscript materials, and perhaps some of the elusive 

works around the texts. 

Lent! 0stermark-johallsen: The manuscri pts in the Houghton are a high 

priority for me. I would like to have illustrations included, or a pi cture 

database availabl e. There are many different levels of reading Pater. The 

collection should balance Pater as a journalist and a writer of books . We 

also need to include an edition of the complete letters. I wou ld also like to 

see an electronic text for/with searchability. As the new editor of the Pater 

Newsletter, there may also be things that we can assist with online or in 

print. 

Lallrel Brake: The published articles and journals need to be clear texts. I 

think we should provide general and marketplace context, and include the 

uncoUected works, with reference to the posthumous materials. Basically, 

I see an electronic version, with e-readers. The move from information to 

interpretation can be addressed through the electroni c form. I am in favor 

of a possible hybrid version, or a print run, but digital is the model for 

the future . It would be so useful, for example, to have contextual materials 

easily accessible, Wilde's review of Appreciations, for example, bes ide Pater's 

review of Dorian Gray. With the letters, there should be space for criti cal 

scholarship and we should use extant editions that are updated rather than a 

new Gaslon , for example. We could have links to essays and other resources. 

We need to remember that low-use volumes are being discarded by libraries 

so I think we need a website that includes all of it, in addition to the print 

volumes. 

Lesley HiggillS: I would like to flag rhe importance of inclusivity. We need 

to include the published texts, but also the manuscripts. There is a need for 

all of th e first editions and the manuscripts to be published simultaneously 

because the editing changed. Ideally, we need an edition that makes as much 

of the material available as possible. We also need to be thinking about 
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how we respect the text. The interdiscipli narity of Pater needs to be taken 

into account, the Greek, German, Latin, and English, as well as all of the 

visual art. This should be a highly collaborative endeavor given Pater's wide

ranging expertise in so many areas . W e should be thi nking in terms of an 

editorial team because of this. 

A short discussion ensued, g iven the issues that surfaced during the 

introductions. 

Les/ey: We also need to kee p in mind that this is an international g roup. 

Who is our reader? This affects the level of annotation. But, of course, the 

economics will be key. 

Laurel: This just sup ports the argument for the Web because change can be 

accommodated. 

Stephen: The Web also has a mortality and demands sustain abili ty. Digital 

means constant maintenance. Prin t might be high cos t, but it will be there 

indefinitely. The afterlife of digital needs to be considered: it will never be 

complete, but it will eventually end. 

Lesley: OUP has a commitment to print, but they also have plans fo r the OET 

onljne, which puts the texts into a digital mode or archive. Additio nally, they 

have the compilation volume- paperback versions. 

f oe: There are always economic issues. 

Martine: Scholars are your audience in France. 1he Web versions are the most 

useful. 

Lesley: But who owns what? Some things are in the public domain, but the 

manuscripts are different. There could be high fees for unpublished materials. 

f oe: When a project li ke this occurs, legatees come out o f the woodwork. 

Gerald: I had to get permission from Constance O tdey, then the Jones sisters; 

I'm not su re if they are stUl alive. 

Stefano: The Houghton does not own the rights, just the papers, so they charge 

for access but not for the copyright . 

Gerald: I would hire a genealogist to find the Jones sisters; they gave me the 

okay for Gaston. 
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lvlegall: Other non-literary figures could provide examples of editions. The 

Freud Collection, for instance, includes translation information, subject index, 

explication of terms, changing definitions of terms, and other definitions. I 

would also be interested in concordances. 

Lesley: There is also the re1ationship between the single volume and the 

collection to consider. H ow extensive is the index? What ancillary materials 

are included? Do we incorporate chronologies? 

Laurel: CouJd we use the electronic version as prep fo r a paper edition? It 

would be usefu l to have a website associated with the Paler News/el/er that 

would develop materials for the editions. 

J oe: 1here are many debates about different textual versions. Are they separate 

texts, or a different work? Hill's edition is not the 1873 text, for example. 

Yuri: The Web proVides great access to multiple texts. 

Allartjne: Pater's quotations of other authors cou1d be a way to introduce 

context. 

L esley:We would have a variety of readers, to be sure. Publishers will want 

finite, sellable materials. 

Yilri: There are still good CDs, but CDs aren't lin kable. 

Megau: We need to make theorized decisions. 

Lesley: Yes, this must be the case. We are always making such choices with 

any editorial project. 

Stephen: There are many levels of specificity in language, for example. 

The meeling Ihen adjourned for a short coffee break. 

I SSUE I: THE SCOPE OF THE PROJECT 

The fo llowing is a precis of the discuss ion that followed. 

Ken opened with specific questions: What do we propose to include 

in the Collected Works? Which versions would we like to see? Joe responded 

by referring to some of the debates in textual scholarship. He used the example 

of Robert Browning to layout some of the issues invo lved in chOOSing a 

copy text. Which text does one use? The Oxford editions? The O hio-Baylo r 
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variorum editions? Or the Longman? Does one take Browning's earliest text 

and add in notes for every change that came afterward? Does onc use the 

first written or the first published? 

Gerald responded with a summa ry of the choices he made for Marius 

and Gas/on. He thought the first edi tions were important because the later 

editions were bowdlerized by Pater himself. As a general rule, he chose the 

first editions because of the imaginative vision of the author, to keep the 

freshness of the first appearance of the work. Stephen commented that with 

Robert Louis Stevcnson's work, onc could choose the last edition the author 

had seen and/or changed, if the purpose is to demonstrate that the author is 

freshly and imaginatively engaged. Privileging the original can unnecessarily 

rule out later collections . For the Stevenson project, they arc using the first 

published edition for purposes of consistency. 

Laurel answered that with Pater, for every instantiation we have a 

different set of circumstances. Pater's anonymous essays in the Westminster 

R eview, for example, pose a particular problem. The first versio n is not 

necessar ily the best and this selection can change the weightofinte rp retations. 

Again, this proves the usefulness of having morc than one version available. 

j\l1ichllel asked, what is the point of what we are do ing? Are we prodUCing 

a definitive edition for scholars? Or is this for a more general readership? 

Laurel: indeed, who is Pater? The concept of authorship is important, the 

problem of the single author who doesn't exist. The text is a creature of the 

moment; it is not unique. 

Yuri countered that the collection should be for students. He might 

be able to find the multiple texts, but students would not, yet they would 

be just as interested in the various versions. Lesley wondered how it would 

be possible to present the material informatively. The undergraduate poems 

should be included , as well as the letters, the manuscripts} perhaps some 

facs imiles, and the notebooks. K en concurred and raised the issue of the 

importance of the notes. Stephell stated we could include everything in a 

digital environment} but this would change th e scope of the project. Binidicte 

noted that the costs change depending on which medium is chosen . Anne

Florence suggested that the collection's readers would also be scholars who 

work on other people. 
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I n the conversation that ensued, co mmen ts were made about the 

problem s of selection; the importance of cross-referencing (i n both print and 

electronic media); bibliographies; licens ing d ifferences between print and 

digital; the value of a "heavy edit" for the digital version; and the inevi table 

overlap across Pater's texts (in both print and digital ). Kate noted that people 

often dip into Pater, so she wants to be careful not to overwhelm readers; 

editors should be stri ct and realistic about for whom we are doing this. Lastly, 

Megan asked, should we have a single prin ciple for all of the volumes? 

I SS UE 2: ORGANIZATION OF MATERIALS 

Stefano began by stating that all of these iss ues speak to the central 

question: how do we view Pater? The example of the posthumous editions 

begs the questi on . Pater didn't put Greek Studies together, so do we keep this 

vers ion intact,just because it has been done, or do we reassemble? 

Nlartil1e asked a similar question about the order and completeness 

of the Imaginary Portraits. Megall wondered how we ask publi shers to change 

and update. Laurel responded that the ubiquity of the new product will be 

formative . The definitive ed itions do have a responsibility, but the market 

will deal with issues about updating, etc. Th is is beyond our purvi ew. Lesley 

agreed. There are always competing edjt ions. We do need to be aware of the 

legacy we are creating, however. 

La1lrelreiterated the issue of the posthumous Pater: the way in whi ch 

he was co nstructed afte r his death is important to consider. In th is context, 

Miscellaneous Studies might be more difficult to deal with than Greek Studies . 

We should not repeat the 1910 Library Edition vers ion . Lesley suggested 

some categories for the collection: F iction, Journalism, Letters, Manuscripts 

(the manuscripts could be kept separate, transcribed, or they could be ed ited 

and placed within the appropriate volu~es). 

Micbael asked that we keep in mind the distinction between digital 

and print. Is it fair to assume that we are only talking about actual, physical 

texts? He liked the idea of chronological organization for the digital version, 

but noted that print texts necessitate a different organizational method. H e 

also suggested that it is possible to get Pate r wrong. Thi s often hap pens when 
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people simply dip into his work. Part of the project here is to get Pater right 

- to produce a definitive version, a coherent Pater. Stephen observed one can 

curb "dipping" with the way one puts the texts together. But these scholars 

might actually be a major part of our audience. He suggested we create a 

good book, then include all of the factual material in a Web vers ion . 

Yuri asked, what are the basic facts that we need? What/who is the 

coherent Pater: the journalist, the don, the fiction writer? Megan responded, 

why afC we worrying about how the texts are going to be read? How are we 

going to organize each version? foe suggested that inflexible rules can wreak 

havoc. For example, with the Wilde editions, the general rule was to use the 

first version at all costs, which didn't always turn out for the best. We need 

to be very careful about having unbendable rules for everything. And the 

economic reality affects things marc than one can know from the start. 

Joe was worried about "the fresh and the new" version of Pater 

because it is very hard to know what that means. When a work has gone 

through so much editing, at what moment is it the IIright" text? Ken agreed. 

He was not sure even in the printed version we could find that "text." f oe 

recommended that cross-referencing and reprinting of applicable volumes 

could mollify some of these issues. Ste/ano asked, is such a "text " presentable 

to a press? J oe replied that it is, and that Wilde's materials are a case in 

point. Micbael suggested that the example of Virginia Woolf: the essays are 

published separately in six volumes . Lesley responded that where Woolf is 

concerned, the inclusion of the Common Reader within the collected essays 

solved a bit of the problem. In reference to Pater, we seem to have an illusion 

of how long the texts actually are. Duplication is not as terrifying as we might 

think. Megan was concerned that reproducing essays would still accrue more 

pages. Her sense is that publishers don't want to publish big long books. 

Laurel agreed that even with some degree of repetition, the books would not 

be very long. 

Megan then asked, who is going to make the decisions about the 

selec tion of the materials? Laurel responded, collaborative boards. Lastly, 

Nlartil1e asked if the collection should refl ect Pater or promote him as a 

philosopher. Kate supported this idea and thought this would be a real 

contribution . 
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IssUE 3: "MODEL" EDJT [O NS AND EDITOR IAL PROCESSES 

Yuri opened the discussion with several questions. \tVhat about 

audience? If we arc talking about "modelll edi tions, we need to be thinking 

abou t the printed version. With this in mind, what sort of format might 

we suggest as a style? VVh at would we like to see in terms of how the texts 

look on the page? Do we want a genetic ed ition or a diplomatic one? What 

principles of cons istency do we want? H ow many volu mes? H ow might we 

do one particu lar volume? 

l oe inquired, are there manuscripts for The Renaissance? The response 

was, no, there are not. He fo llowed by aski ng, is everyone convinced ? Ceroid 

mentioned that wi th Gaslon , thi s was a Significant issue. It could very well 

be that some collector has the manuscript of The Renaissance squirre led away. 

l oe cautioned that people do come out of the woodwork, so this needs to be 

checked . Lestey responded that]oe raised a good point: the editors will have 

to troll through the archives. Even the manuscript poems bought by John 

Sparrow have not been authenticated. l oe asked, what about prese ntation 

copies? Lesley added that another thing that must be done is the tracking 

down of all of the Sparrow material. Megan suggested checking to learn if 

an item had been on auction . Ken speCified fo r the group that John Holroyd

Recce of Lincoln's Inn was the name we we re searching fo r ea rl ier, the person 

from whom Harvard .H oughto n purchased the manuscri pt materials included 

in the Sotheby's sale. The Sparrow holographs are at Brasenose College. 

They represent the most extended collection of various manusc ripts. 

Yuri raised several additional points. H ow wi iJ the editorial situation 

be organized? Will we have different editors for each volume? Will we stipulate 

a coherent editorial practice for whole book? How much freedom will there be 

among editors? How do we want the editions to look? iWegall replied there 

should be cohesion among volumes. Laurel concurred, but noted differences still 

needed to be taken into account. This is what editorial boards are about. These 

things need to be argued out, and resolved. 

Ken observed: Joe raised the issue of the copy-text. Are there other major 

issues that we need to be taking into account? Laurel responded that copy-text 

is less difficult now because of the Internet; one can decrease the privileging of 

the co py-tcxt. Joe suggested there are n.yo primary Paters: the Pater who is fresh 
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and lovely, and the Pater who is the reviser, perhaps even an earlier reviser and a 

later revise r. Hill's text might be a good model for the collection to follow. Lesley 

added that the press might determine some of this . There could be translations 

right on the page in the text, with most everything else in the back to give a clea r 

page. D o we or do we not want to interrupt the process of reading, as a general 

principle? f oe replied, with the Wildc, for translations we put them in the braces, 

but it sounds to me that with the Pater, you arc going to have a great deal of 

variance throughout the editions. Perhaps using line numbers throughout the 

text would be helpful. 

Les/ey then suggested that there should be no more than two general 

editors; from the press's point of view, it will want to deal with one person, or at 

least a single voice. Volume editors would be chosen by an editori al board. Yilri 

summarized: it sounds like we are coming to an organizational model. 

I SSUE 4: THE DIGITAL DOMAIN 

Laurel opened with a few suppositions: the notion of "users" has to be 

multiple; scholars must be included in the digital version; and this, in turn, must 

include students. Stephen made the point that our users are human.ists, for the 

most part, but when one is working with technology, the people involved are 

not necessarily humani sts. Whoever is involved on the digital side should try to 

be as imaginative as possible for what we want, and then should turn it over to 

people with technological know-how. Laurel suggested that at leas t one of the 

people on the editorial board had to be digitally literate. 

Catberine asked: are user subscription fees often dictated by the press? 

Laurel responded that unless someone applies for a gran t - that can buy access 

for a school, for one example - there are ways of making groups available by other 

means. L elle noted that libraries often buy in to these things. Ken concuued, and 

suggested that with a hybrid edition, if a library bought the print version, it 

could get the online database as well. f oe mentioned that with the Taylor and 

Frances periodicals project, one can buy print copy only, but there are payoffs 

with the on line subscriptions. 

- Lunch-
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EOITORS: LEARNING FROM PAST SUCCESSES AND MISCUES 

Slephell spoke about his expe rience as an editor for the Robert Louis 

Stevenso n Collected Works project. Emory UP had publi shed Sir Waiter 

Scott, so it was also interested in publjshing Stevenson's materia ls. There 

are four general editors of the Stevenson project; 38 volumes in both print 

and digital editions. Thus far, there has been more movement and output 

on the print side of things. This process is much quicker because digi tal 

technology changes so quickly. Indeed, this lag has become a bit of a sticking 

point. The print aspect of the project is moving along well. There will be 

four volumes out in 2013, four more in 2014. Five volumes of Stcvenson's 

essays wi U comc out simultaneously. And there will be four volumes of short 

stories.1he collection as a whole is organized more or less chronologicaUy. The 

editors are dispersed aU over the world. as are the manuscripts and texts. 1here 

is a substantial body of posthumous work. There are important questions about 

what has been and should be included. We will have a digital archive that is 

supplementary to the text, making them open-source available to scholars. But 

this is a digital archive; we are not thinking about a digital version of the texts. 

Laurel wondere~ whether starting with a hybrid model would produce different 

results, since print editions followed by digital editions tend to delay the latter 

indefinitely. Slephen responded that the editors didn't want to delay the print for 

the digital.1l1cre are also plusses for scholars to have open-source material that 

anyone can access, in addition to actual digital editions. 

Next, Joe summarized his experience with the Wilde materials and 

OUP. For this project, there is no digital component.1he guiding principle has 

been that good editions should have solid bibliographical information included. 

The material circumstances of any given text are very important, as is controlling 

the amount of notes. lan Small. the general editor, did not want the edition 

to engage in literary criticism, so it doesn't. Lene asked whether he had grant 

money or institutional support for his edition. Joe answered no. l-le used his 

own time and didn't need too much else in terms of money. Stephell said that 

small departmental grants have helped him. He is getting ready to submit an 

application for an AARC grant as well as an NEH grant, but the editors want 

to have a few volumes completed to make a strong case for such a large project. 

Funding bodies often like to sec an international roster of scholars involved. 
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Gerald M01Jsmall summarized his experiences with the publications of 

Gas/on and Marius. 1here were ewo projects. John Sparrow [who owned the 

manuscript of Gas/on] had always wanted the novel to be published, so he was 

helpful. Gerald made copies of the original manuscript (kept in the vault at the 

University of Arizona). Support at the beginning of the project from an editorial 

team would have been beneficial; the book's design, for example, was a unilateral 

decision. When the volume was set up in digital form, ELT wanted the pages 

to be relatively "clean" (free from editorial madcings), With Marius, print on 

demand was meant for graduate and undergraduate students, so the footnotes 

were extensive. Kale drew the conversation back to economic concerns, especially 

with regard to readership: Pater is not going to get the same sort of readership 

as Wilde or Stevenson. Gerald replied that the economics are in our favo r much 

more so now than 15 years ago. 

Laurel stressed that we are in no position to have a conversation with 

OUP yet. And, if OUP decides it doesn't want to do it, there are still ways to 

publish it, like publishing on demand, or Valencourt. Having a publisher will 

give one clollt fo r applying for grants; but, without a set of general editors, no 

publisher is going to talk to us anyway. We need to be very informed before we 

talk to a publisher. One learned scholar and one Web-savvy person, at least, 

need to go into this negotiation. Oxford generally feels committed to publishing 

Oxford authors. We might consider, she added, other publishers; Pickeri ng and 

Chatto are putting out good editions, and Rotunda too. If all else fails, she 

remarked, it is also worth thinking about open-source. The Pater edition need 

not founder because a publisher doesn't take it on. 

L aurel stated that one of our most important tasks is to find the 

General Editors. Martine asked how we would choose them. M egall asked, what 

clout would be needed to pitch this project to Oxford or other possible presses? 

Would General Editors need to be established people for OUP to sign on? f oe 

argued that the most experienced are Gerald, Lesley, and L aurel. And then he 

asked: where are the three of you at with all of this? f oe suggested that Stefano 

might also be helpful because he is at Oxford and linked with the press. Les/ey 

replied that her responsibility to the H opkins project is her current priority, and 

she, while happy to help, doesn't think she can take on a Pater project as well. 

She and L aurel disagree about the issue of whether or no t an editor learns on the 
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job or one should have an editorial background to begin with. Editing a volume 

without that background is really difficult. La"rel rejoined that she didn't believe 

in born editors. What is needed is someone very smart, with a lot of energy, and 

a commitmenr to Pater. vVe do have a good example of someone who learned 

on the job in Joe Brisrow. People agreed. Gerald said he wouldn't want to start 

so mething that he couldn't finish. 

Nlegan asked Lesley whether she, Laurel, and L ene (or Gem!cl) might 

get the initial contract and then delegate others to come on board as General 

Editor(s). Joe argued that without them, it wouldn't happen. If Lesley could set a 

prospectus on its feet, we would have a soUd start, and could continue from there 

with other possible editorial arrangements. A lot of energy has been built lip 

today but it's not going to fly without the three of you, your clout and expertise. 

Joe felt it was urgent to seize this energy, just to get a documenr moving. Laurel 

commented that it would be useful to produce a documenr that wc could share 

with future General Editors. Lesley responded that she would help to initiate the 

conversation but could promise nothing beyond that. 

SMALL GROUPS 

The groups were asked to devise a possible organization for the 

Collected 'Works from different perspectives. 

DIGITAL GROUP 

1he group felt a digital edition would provide the most accessibility. 

Illustrations 1V0uld bring the texts to life. The edition should be tightly organized 

with great scope, but not too overwhelming. Having a fully searchable text would 

be key; searchability would be enabled by an excellent concordance. The group also 

envisioned a chronological organization with cross-referencing. but with different 

ways of categorizing texts. 

MANUSCRlPTS GROUP 

The idea of Pater as "revisionist" was the foundation of this group's 

suggestions. The five volumes that Pater put together would be mainrained and 
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ordered largely chronologically and generically (although the group noted the 

difficulty of fixing Pater's work generically). "D,ese would include The Renaissance, 

MariuJ the Epicurean, Imaginary Portraits, Appreciations, and Plato and Platonism. 

Additional volumes could include the Letters, the Philosophical Writings, Periodical 

Publications (Fiction and Nonfiction), and perhaps a separate Fiction volume (that 

would include Gaston). The manuscripts could be parceled out to the apposite 

volumes. Materials could also appear twice among the various volumes. 

FICTION GROUP 

This group wanted a C(clear text," with critical apparatus, and the variants 

of the text at the back, not disruptive to the text (with translations at the end as 

well). The short portraits, the two fragments, would be in an appendix, but they 

would include the four Imaginary Portrait, from the 1887 edition, and three from 

Miscellaneous Studies. Concerning the order of the larger collection, The Renaissance 

would come before the Imaginary Portraits and there would be separate volumes for 

Marius and Gaston. 

AD Hoc GROUP 

This group suggested that we should think about producing some shorter, 

less intimidating editions before taking on the large r, quite overwhelming, 

project. It was concerned that we might lose the great momentum built up 

from the workshop if we are not able to do the whole project. Using the Pater 

Newsleue,· website to collect manuscript materials was another suggestion. 

foe wondered about overlap and needless duplication . He asked if the 1873 

and the 1893 editions of The Renaissance would be treated as separate works. 

Gerald replied, yes.]oe added that this might be justification for a distinctive 

edition by putting them side by side: this would be more manageable for 

the researcher, and, because it has never been done before, it would appeal 

to a publisher. Ken noted that everyone seemed okay with dismantling the 

posthumous compilations of Greek Studies and Miscellaneous Studies. Laurel 

added, however, that they would still need to be acknowledged. 

Lastly, Lesley concluded that there could be a preliminary advisory 

group of Le ne, Cerald, Laurel, and herself that would put together a tentative 
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prospectus and send it out to the group. Then they would send it to OUP. At 

that point, however, someo ne else wou ld have to step up to be the General 

Editor. She reiterated that she recommended no more than two General 

Editors should be appointed . The Editors would be assisted by an advisory 

board. The advisory board would choose the volume editors; a team needs to 

be built that will get things done. Ultimately, the General Editor's posit ion 

is very different fro m that of edi ting a particular volume. 

Lesfey closed the discussion by thanking everyone fo r coming, 

and thanking the organizers of th e "D ecadent Poetics" conference for 

accommodating us. Gerald invited the enti re group to thank the workshop's 

organizers. 
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The Collected Works of WaLter Pater 

A Proposal 

The following proposal was and is very much a colfective effort: 

Lesley Higgins drafted the plan in the aftermath of the lively 

discussions at the Workshop; the other members of the ad hoc advisory 

hoard - Laurel Brake, CeroId Monsman, and Lene 0stermark

J ohansen - helped to refine it considerably; then members of the 

Workshop contributed comments and further suggestions. 

Waiter Pater was the last person who wanted to be famous, let alone 

notorious, in late Victorian cultural circles. By all accounts a reticent and self

effacing person, he nonetheless published some of the most vivid and - for 

some - scandalous art criticism and some of the most intriguing prose fiction 

of the era. Compared with Dickens or Ruskin or Stevenson, Pater (1839-

1894) was not a prolific au thor, but he was one of the most diverse and multi

dimensional: the tcn volumes of the New Library Edition assembled after 

his death included art criticism and literary criticisffi, journalism, "imaginary 

portraits/' two novels (one complete, one half-published), and lectures on 

ancient Greek art, drama, religion, myth, and philosophy. No collected edition 

has appeared since the 1910 ((Library" Edition. 

The Bishop of Oxford wanted to burn Pater's 1873 study of 

Renaissance art and artists; O scar W ilde considered it to be his "golden 

book." Our understanding of Pater's significance as a critic, aesthete, prose 

stylist, and cultural icon has grown steadily since the 19605, intensified by 

the insights of multi-disciplinary approaches to Victorian studies, inter

art appreciation, gay studies, and reassessments of Pre-Raphaelite art, 

Aestheticism, and Decadence. Pater co ntributed to and helped to shape the 

avant-garde critical discourses of h is era, and had an indelible impact on 

modernists such as James Joyce, Virginia W oolf, and T. S. Eliot. 

Several Pater texts have been capably edited in the past, particularly 

The Renaissance, Marius the Epicurean, and Gaston de La/our. What students 
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and scholars of Pater have always lacked, however, are the full resources 

of a scholarly edition of all extan t writings: texts that are carefully edited, 

historically situated, and fully indexed and i1lustratecl. For the first time, 

the Collected WO/'ks of Waiter Pater would bring together his correspondence, 

previously unpubJi shed manuscrip ts, his many contributions to the leading 

periodicals of the day, and all of his prose fiction. 

COLLECTED WORKS OVERV1EW 

The Collected Works of Waiter Pate>' would feature nine volumes 

arranged generically, thematically, and chronologically. Readers familiar 

with the 1910 "Library" edition of his works would easily find their bearings 

in this new arrangement, which foregrounds the five volumes published by 

Pater in his lifetime but augments each appreciably. The editors' prima ry 

aim is to make all of Pate r's extant writings available in fo rmats that 

respect the wo rks' publishing histories and provide comprehensive textual 

and explanato ry notes and academic resources. The latter would include: a 

substantial Introduction to each text and its hi storical and editorial contexts; 

a Chronology; Biographical Register; full index; and illustra tions. Mi ndfu l 

that readers from very different disciplines will want to use these books, we 

would annotate amp ly but judiciously. Translations of all forei gn phrases and 

quotations (from the French , German , Italian , L atin, and Greek) and fu ll 

citations would be provided, another first in Pater studies. 

Volume 1: 

Volume 2: 

Volumes 3 and 4: 

Volum e 5: 

Volume 6: 

Volume 7: 

Volume 8: 

Volume 9: 

Correspondence 

The Re11aissance 

Essays, R eviews, /lrticles 

Greek. and Classical Studies 

Marius the Epicurean 

Imaginary Portraits 

Gastorl de Latour 

NJal1uscriptsJ Fragments, Poems 
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PLANNING FOR THE FUTURE: PRINT AND D IGlTAL DOMAINS 

The Collected Works of waiter Pater is envisioned as a tripartite project: a 

print edition, an online edition, and a digital archive. The editorial work carried 

out for the print edition would be utilised in all three aspects of the Collected 

Works. The on-line edition should be fully searchable, and deploy appropriately 

developed soft\varc to enable users to explore Pater's writings as fully as possible. 

Whereas costs would determine, in part, the number ofillustratiolls to be featured 

in the print edition, the on-line edition could be more inclusive in this regard. 

The digital archive, which would supplement existing research and encourage 

new Pater studies, would include: PDF copics of the 1910 I<Librarl edition, for 

posterity; PDF facsimiles of Patees key periodical essays; a number of digitised 

manuscript pages (to be negotiated with the Bodleian and the Houghton); and 

research materials and hyperlinks contributed by the various volume editors. 

ADVISORY BOARD 

The multiclisciplinary range of Pater's wntmgs is one of the great 

pleasures of studying his works - and one of the great challenges. The project's 

general editor will establish an Advisory Board that includes a classical scholar, 

art historian, philosophy and book historians, and a Victorianisr, and draw upon 

their expertise throughout the planning and publication stages. Individual volume 

editors will also have the advantage of consulting with Advisory Board members 

at any and every phase of their work. 

COLLECTED WOIu(S SUMMAR IES 

VOLUME I: CORRESPONDENCE 

Building on the work of Lawrence Evans's excellent 1970 Letters of 
waiter Pater (OUP), this new edition will feature previously unpublished letters; 

letters from correspondents when available; and thorough annotations. The 

Biographical Register will be especially helpful for readers trying to "place" Pater 

among correspondents such as Sidney Colvin, Emily Partison DUke, Edmund 

Cosse, Gerard Manley Hopkins, Vemon Lee, Alexander MacmHlan, Arthur 

Symons, and Oscar Wilde. (The on-line edition could be linked to the ODNB to 

expedite research.) Other research aids will include a complete Bibliography of 
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Pater's writings , and a Chronology. 

Now that the Evans book is out of print, readers will be especially glad to 

have access to this volume, enlarged and enhanced. 

V OLUlIIIE 2 : ThE R ENAISSANCE 

Pater was not only committed to a philosophy of "flux" and mutability, 

he appl'Oac11ed each publ.i shing experience as an opportunity to revisit, reconsider, 

and even reconstruct his volume. This is especially true of 1he Renaissance. When 

originally published in 1873, and entitled Studies ill tbe History of the Renaissance, 

the book featured a "Preface," eight essays, and a "Conclusion." Much of the 

controversy it generated focused on the "Conclusion" and its sensational argument 

for "self-culture" and the need to "burn always with this hard, gem-like flame," 

whether experiencing life or art. Consequently, when the second edition, published 

in 1877 and rc-named 'Ihe Rellaissance: Studies in Art and Poetry, appeared, the 

"Conclusion" had been omitted and one of the essays notably enlarged and re

titled. For the third edition, 1888, Pater reinstated the "Conclusion" and added 

<ll1l.c School of Giorgione," now recognjzed as one of his most original and 

ground-breaking meditations on the boundaries between the arts. The fourth 

edition of 1893, featuri ng numerous small editorial changes throughout, was the 

fi nal version supervised by Pater. To demonstrate the development of the text and 

its many permutations, the Collected WOrks will feature a comparative presentation 

of the 1873 and 1893 editions. (Readers of the Collected Hi>rks will have access to 

the periodical versions of the various essays in Volumes 3 and 4.) 

1873 

"Preface" 

"Aucass in and Nicolctte" 

"Pico della Mirandola" 

"Sandro Bo tticelli" 

"Luca dell a Robbia" 

"The Poetry of Michelangelo" 

"Lionardo da Vinci" 

1893 

"Preface" 

"Two Early French Stories" 

"Pico della Mirandola" 

"Sandro Botticelli" 

"Luca della Robbia" 

"The Poetry of Michelangelo" 

"Leonardo da Vincj" 

"The School of Giorgio ne" 



72 

"J oachim Du Bella y" 
"Win ckelmann" 

"Conclusiod' 
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"Joachim Du Bellay" 
«Winckelmann" 

"Conclusion" 

VOLUMES 3 AND 4: ESSAYS, R EVIEWS, AND A RTlCL£S 

For the first time, all of Pater's numerous contributions to the leading 

journals of his day -the Academy, the Athenaeum, the Bookman, the Contemporary 

Review, the Fortnightly R eview, the Guardian, Macmillan's Magazine, the New 

Review, the Nineteenth Century, the Pall Mall Gazette, the Westminster Review -

will be presented, in chronological order. Extensive cross-referencing will effectively 

explain the relationship between various texts and Pater's contemporaries: how the 

incendiary"Coleridge's Writing" (1866) and its argwnen t for "relativism," for example, 

became the circumspect "Samuel Taylor Coleridge"(1880); how the final paragraphs 
of "Poems by William Morris" (1868) were reconstituted as the "Conclusion" to The 

Rmaissonce (1873); how Pater alternately provoked and answered the criticism of 

John Ruskin in a series of architectural and painterly studies; and his engagement 

with contemporary fiction . Essays that were subsequently revised and reworked for 

1he Renaissance will be presented in their o riginal state. 

"D ia ph ane i te" (18 64; MS 18 9 5), "Coleridge 's W ri ti ng" (1866), "Wi nckelm ann" 

(1867; TR) , "Poems by William Morris" (1868), "Notes on Leo nardo da Vinci" 

(1869; TR), "Sandro Botticelli " (1870; T R), "Pico D ella Mirandola" (1871; 
TR ), "The Poetry ofMichelangelo" (I871; TR), Review of Children in Italian 

and English Design, by Sidney Colvin (1872) , "On W ordsworth" (1874), ''A 
Fragment on Measure for Measure" (1874), Review of Renaissance in Italy: 

The Age 01 Despots, by J. A. Symonds (1875), "Romanticism" (1876), "The 
School of Giorgione" (1877; TR), "M. Lemaitre's Serenus, and Other Tales" 

(1877), "The Character of the Humourist: Charles Lamb" (1878), "Samuel 

Taylor Coleridge" (1880), "D ante Gabriel Rossetti " (1883), Review of Love 

in Idleness: A Volume 01 Poems, by J. W. Mackail, Henry Charles, Bceching, 

and John Bowyer, "On Love; Labours Lost" (1885), Review of The English 

School 01 Painting, by Ernest Chcsnau (1885), "Four Books for Students of 

English Literature" (1886), Review of Amiel; Journal, The Journal Intime 

of Henri-Frederic Amiel (1886), "Si r Thomas Browne" (1886), "English at 



SPRIN G/FALL 20 11 I C ONFE RENCE REPORT S 73 

the Universities. - IV" (1886), "M. Feuillet 's La Morte" (1886), Review of 

Juvenilia: Being a Second Series of Essays on Sundry Aesthetical Questions, by 
Vernon Lee (1887), Review of An Introduction 10 the Study of Browning, by 

Arthur Symons (1887), Review of R obert Elsmere, by M ary Arnold Ward 

(1888) , "Their Majesties' Servants" (1888), "Life and Letters of Gustave 

F laubert" (1888) , "S tyle" (1888), "Giordano Bruno" (1889), Review of The 

Complete Poetical Works ofWilliam W01·dsworth, The R ecluse, and Selections from 

Wordswo,·th (1 889; from The Athenaeum), Review of The Complete Poetical 

Works of William Wordsworth, The Reduse, and Selections from Wordsworth 

(1 889; from The Guardian), "A Poet with Something to Say," a review of 

Nights and Days, by Arthur Symons (1889), "Shakespeare's E nglish Kings" 

(1889), Review of I t is Thyself, by M ark Andr'; Raffalovich (1889), Review of 

Toussaint Galabru, by Ferdinand Fabre (1889), "An Idyll of the Ceve nnes," 

a review of Norine, by Ferdinand Fabre (1889), Review of Correspondanee 

de Gustave Flaubert. D euxieme Serie (1850-54) (1889) , Review of A Century 

of Revolution, by William Samuel Lilly (1889), "Tales of A Hundred Years 

Since/' a review o f Conies du. Centenaire, by Augustin Fi lon (1890). Review 

of On Viol and Flute, by Edmu nd Gosse (1890) , "Ast Notes in North Italy" 

(1890), "Prosper M orim';e" (1890), "A Novel by Mr. O scar Wilde," a review 

of The PiC/m'e of Dorian Gray, by Oscar Wilde (1890), "Raphae1" (1892), 

"Introduction" to The Purgatory of Dante A/ighieri, by Cha rles Lancelot 

Shadwell (1892) , "Mr. George Moore as an Art Critic," a review of M odern 

Painting, by George Moore (1893), "Some Great Churches in France. 1. 
Notre-D ame D'Amiens" (1894), "Some Great Chu rches in France. II. 

Yezelay" (1894) 

VOLUME 5: G REEK AND CLASSI CAL STUDI ES 

ProfeSSionally, Pater was an Oxford don, tutor, and professor of classical 

studies.1his volume includes the published versions of public talks; occasional essays 

on ancient Greek art and drama; and the collected lectures on Plato and Plaronism 

he presented, to substantial acclaim, in 1893 . 
"The Myth of De meter and Persephone" (2 parts; 1876) 

''A Study ofDionysus" (1876) 

"1he Beginnings of G reek Sculpture. 1. The Heroic Age of Greek Art" (1880) 



74 T HE P ATER NEWSLETTER 59/60 

"lhe Beginnings of G reek Sculpture. n. The Age of Graven Images" (1880) 

"The Marbles of Aegina" (1880) 

"The Bacchanal, of Euripides" (1889) 

"Hippolytus Veiled: A Study from Euripides" (1889) 

"The Age of Athletic Prizemen: A Chapter in Greek Art" (1894) 

Plato and Platonism: A S"ies of L ectures (1893; PP) 

"Plato and the Doctrine of Motion" (1892) 

"Plato and the Doctrine of Rest" (1893) 

"Plato and the Doctrine of Number" (1893) 

"Plato and Socrates" (1893) 

"Plato and the Sophists" (1893) 

"The Genius of Plato" (1892) 

"The Doctrine of Plato" (1893) 

"Lacedaemon" (1892) 

'!he R epublic (1893) 

"Plato's Aesthetics" (1893) 

VOLUM E 6: M AR/US TilE EPICUREAN 

Academics and general readers alike have long acknowledged that 

Pater's 1885 novel is one of the major bildu1ZgsrOma1'le of the Victorian era, a 

boo k to be read in the company of Newman's Loss and Gain, Dickens's Great 

Expectatiom, and C harlotte Bronte's Ja ne Eyre. Set in 2nd ce ntury CE Rom e, 

in the age of Marcus Aurelius, the novel charts a young man's quest for 

spiritual and personal certainty among the competing possibilities of ancient 

chthonic religions, Stoicism, C hristianity, and Epicu rean l'self-culture." 

VOLUME 7: I MAGINARY PORTRAITS 

Following the example of Gustave Flaubert's Trois contes, Pater published 

a series of innovative "imaginary portraits" and fictional biographical studies. Only 
fou r, however, were collected in the 1887 volume Inzaginary Portraits.The compelling 

subjects range from resurrected ancient gods to a European aristocrat, an actual 
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eighteenth-century French painter, and an impressionable young Englishman. 

"Imaginary Portraits 1: The Child in the H ouse" (1878) 

"Imaginary Portraits 2: An English Poet" (1878; unftni shed; 1931) 

"A Prince of Court Painters" (1885; IP) 

"Denys I:Auxerrois" (1886; IP) 

"Sebastian Van Storck" (1886; IP) 

"Duke Carl of Rosenmold" (1887; IP) 

"Emerald Uthwart" (1892) 

"Apollo in Picardy" (1893) 

VOLUME 8: GIISTON DE UTOUR 

75 

Only half of the novel was published, serially. in Pater's lifetime; 

subsequently the manuscript chapters were variously withheld, sold, coveted, 

and stored away by literary executors, heirs, and collectors. Readers had to wait 

until Gerald Monsman's 1995 edition of Gastoll de Latour: 'lbe Revised Text to 

understand the novel's complex compositionaJ history and read the book in its 

entirety. Monsman's meticulous editorial scholarship will be incorporated into 

the Collected Works version of Gaston. 

VOLUME 9: M ANUSCRIPTS, F RAGMENTS, POEMS 

Students and researchers are particularly eager to have access to the 

texts now housed in the Houghton Library, Harvard and the Bodleian Library, 

University ofOxford.1hese manuscripts are indispensible for a full understanding 

of Pater's scholarly, aesthetic, and creative endeavours. Some of the fragments 

are elegant sentences preserved for later use; some arc sketches for additional 

imaginary portraits; others are all-but-finished essays and lectures. 1he poems, 

long attributed to Pater but never before published, were part of a portfolio 

owned by the late John Sparrow, Warden of All Souls and an ardent coll ector 

of Pater materials. 

Art and Aesthetics 
"The Aesthetic Life," "Arezzo," [Co rot] , [Notre-Dame de Troyes], [The 
Partheno n] 
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Fiction 

[The young Romantic], "Tibalt the Albigense," "Gaudioso the Second," 
[Reflexions by Lake Geneva], [Thistle], [An imaginary portrait] 

Literary Studies 
[English literature; notes on Chaucer], [Notes on Chateaubriand], [Dante] 

Miscellan eous fragments 

Philosophy and Classical Studies 
"Pascal," [The history of philosophy] , [Moral philosophy], "Introduction to 
Greek Studies,""Plato's Ethics," [Essay on Plato]' [draft of a page from Plato 

and Platonism] , [Essays on Plato: fragments], [Hobbes]' ["The Marbles of 
Aegina - A Lecture"], [Evil in Greek Art] 

Religion 

"Art and Religion,""The Writings of Cardinal Newman" 

Tmnslations 

Translations from Plato's R epublic; Translations from Feuillet's La Veuve, 

chapter 9; wfhe Youth of Mic he let," from Lajeuness£ de Michelet; Translation s 

from Flaubert's Correspondence 

Poems 

"The Legend of Saint Elizabeth of Hungary," "T he Chant of the Celestial 
Sailors," "Poets Old and New," "Cassandra," "Watchman, What of the 

Night?," "The Acorn," "Greek Minstrel's So ng from Iphigenia," "Sonnet: 

Oxford Life," "The Fan of Fire: A Study from Wordsworth" 
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BOOK REVIEWS 

S:.ua Lyo n s 

BUDZIAK, ANNA. TEX1~ B ODY, AND INDETERMINACY: DOPPELGANCER SELVES IN 

PATER AND WILDE. 2008. NEWCASTLE: CAMBRIDGE SCHOLARS PUBLlSH 1NG, 

£39.99,330 PP. 

NNA BUDZIAK'S Text, Body, and Indeterminacy: Doppelgiinger Selves 

in Pater and Wilde (2008) is the most sustained attempt to honor the 

complexity of Pater's Imaginary Portraits (1887) yet published. Budziak 

devotes the first half of this ambitious monograph to close analysis of the four 

portraits, and, in the latter half, illuminates the affinities between Pater's portraits 

and Wilde's "The Sphinx Without a Secret" (1887), "The Portrait of Mr. W. H." 

(1889), "1hc Fisherman and His Soul" (1890), and The Picture of Doria" Gray 

(1890). The result is a flawed but often richly rewarding book. 

Budziak interprers Pater and Wilde's work through the lens of the American 

nco-pragmatist tradition, suggesting that the two Victorian writers deploy the 

motifs of the doppelgiinger and the flaneu,. in ways that dovetail with the terms of 

a debate between the philosophers Richard Horty and Richard Shusterman. In 

a lucid and engaging introductory chapter, Budziak declares her preference for 

Shusterman's pragmatism over Rorty's and makes a compeUing case for the value 

of Shustcrm:m's concept of "somaesthctics" as a framework for reading Pater and 

Wilde. Shusterman is something of an errant diSciple of Rorty's, crediting Rorty 

with his conversion to pragmatist thought yet defining his own vision against 

Horty's. Budziak filters her discussion of Rorty largely through a recapitulatioll of 

Shusterman's critique of his work; some readers may find Budziak's engagement 

with Rorty's ideas somewhat cursory and secondhand. According to Budziak, the 

key difference between the two thinkers is that where Rort), understands the self 

as a chiefly discursive phenomenon and insists that imcrpretation goes "al) the 

way down," Shusterman emphaSizes that the self is also crucially shaped by oon

linguistic, bodi ly experience. Shusterman's project, "somaesrhctics," is an attemp t 

to formulate a non-essentialist philosophy of embodiment. He defines it thus: 
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the aim [of somaesthetics] is not to provide essentialist 

philosophical definitions but to bring together and deploy the 

various things we know (or can learn) about embodied perception 

(aesthesis) and action, and about socially entrenched body norms 

and practical somatic disciplines, so that this knowledge can be 

used, in actual embodied practice, to enrich our lives and extend 

the frontiers of human experience as we now know and imagine 

it. (85) 

The congeniality of many of Shusterman's ideas to Pater's work will be clear to 

readers of this journal. Like Pater, Shusterman aims to remedy the tendency of 

Western philosophy to denigrate or ignore the embodied nature of perception, 

and he offers an optimistic account of what a full recognition of the unity of mind 

and body might yield. 1hroughout her book, Budziak juxtaposes Shusterman's 

somaesthetics with Rorty's ideal of the ironist who has repudiated the search for 

absolute u'uth and learnt to enjoy the contingency of the various discursive masks 

he adopts. 'TIle Rortian ironist, ever in pursuit of new and more fertile "vocabularies" 

for self-definition, is for Budz,iak the postmodern twin of the nineteenth-century 

decadent aesthete, ever in pursuit of more refined sensations in a quest to stimulate 

a jaded sensibility. 

A real virtue of this book is that its efforts to find points of convergence 

between Victorian thinkers and postmodern philosophy generally feel easy and 

organic, and never come at the expense of close engagement with the former. 

Budziak emphasizes that Rorty and Shusterman share Pater and Wilde's 

preoccupation with the nexus between ethics and aesthetics, and notes that 

Victorian aestheticism has a complex afterlife in Rorty and Shusterman's works, 

with Pater and Wilde occasionally making cameo appearances. Budziak's allegiance 

to Shus terman, however, at times seems to produce a rather Manichean portrait 

of nineteenth-century decadence and aestheticism: Shusterman is identified with 

a virtuous aestheticism that tries to heal the rifts between body and mind, the 

ethical and the aesthetic, while Rorty is identified with a cold, cerebral decadence 

that expropriates discourses for the thrill of textual play. Arguably, this dualism 

is loosely faithful to ambivalences within Pater and W ilde's engagements with 

aestheticism and decadence, but it leads to some distortions as well. 'TIus is most 

visible in Budziak's chapter on (lA Prince of Court Painters," in which Budziak's 
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ahistorical tendency to identify any distrust of sensuousness or the body with a 

Rorrian intellectualism results in what seems to me a dramatic misreading of the 

narratorial tone. 'TIle pious, unworldly narrator of this story - wtlO strikes me as 

a sympathetic creation - becomes in Budziak's hands a weirdly villainous figure, 

guilty of subjugating others to a chilly, logocentric understanding of the world. 

It is necessary to read Budziak's introduction carefully to grasp the intricacy of 

her argument about the Imaginary Portraits. To the reader who Wrns first to any of 

the four chapters on Pater, Text, Body and Indeterminacy will perhaps seem mainly 

like a pendant to Gerald Monsman's Paters Portraits: Mythie Pat/ern in the Fiction 

oJWalter Pater (1965), albeit onc which substantially enhances our understanding 

of the intellectual scope and allusive texture of the portraits. Budziak's book is 

certainly a valuable synoptic guide to their intellecwal contexts and representational 

strategies; whHe she rehearses many points made by earlier critics, perhaps most 

norably Monsman, John Coates, and Billie Inman, she synthesizes these into 

an attractive unity and makes a number of fresh observations. In particular, the 

fact that Budziak is - unlike most Pater critics - largely incurious about Pater's 

tendency toward veiled autobiography means that she treats the narratorial voices 

of each of the Imaginary POl'tmits as far morc problematic than previolls critics 

have done. Where Pater scholarship has tended to construe these narrative voices 

as surrogates for Pater's critical persona or autobiographical impulse, Budziak reads 

them as radically unreliable, and ,ugues that thei r constructions of the world are 

always subtly undermined by indeterminacies that Pater sews into the narrative. 

It is easy to lose sight of Budziak's argument in her painstaking, thickly 

annotated explications of the myths, philosophical ideas, and tropes that run 

through the I maginary Portraits, since it only crystallizes at the very end of each 

chapter. It is also at such points that Budziak's investment in the debate between 

Rorty and Shusterman tends to surface explicitly. Budziak argues that Pater 

always underscores the inadequacy of the discourses or Rortian "vocabularies" that 

the key protagonist of each portrait draws upon in his creative self-fashiOning, as 

well as the serious limits of those used by the narrator of each portrait in his or 

her endeavor to analyze the protagonist in question. She also claims that Pater 

(like Shusterman) ultimately gestures at a corporeal or "somatic" reality that 

eJudes all such bids at discursive self-definition, as weU as the overly schematic 

and intellectualized modes oflnterpretation practised by the narrators. 

Budziak sometimes risks mystifYing and essentializing the "somatic" in her 
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very attempts to emphasize its unfrxcd nature; she frequently refers to the 

Umystery of somali (ix), "the unaccountable somatic reality" (72) , and the 

"indeterminacy of soma" (viii) . The word /lsoma" begins to acquire some of the 

quasi-sacral au ra that terms slIch as "aporia" or "alterity" radiate in academ ic 

theory. Elsewhere Budziak appears to equate her concept of indeterminate 

"soma" with nineteenth-century biological materialism, and I wished 

for clarification of how she understands the relationship between these 

paradigms. In particular, I wondered if Budziak would find anticipations of 

somacsthetics in other Victorian writers and in Victorian materialism morc 

broadly conceived, or if such an enlightened conception of the embodied 

self is a special achievement of the aestheticisms of Pater and Wilde. With 

respect to the Imaginary Portraits, Budziak's invocations of "soma l
' (or of 

her awkward synonym for it, "bodinessu [73]) sometimes obscure that she 

is merely referring to the fact that each portrait concludes with the death of 

the key protagonist. This in turn creates the misimpression th at Budziak's 

concept of "soma" is reducible to the fact of mortality, or more precisely, to 

the rather banal insight that death represents the triumph of matter over 

mind. As Budziak elucidates it, Shusterman's "somaesthetics l
' stresses the 

liberatory and creative possibilities of embracing the oneness of mind and 

body. A lthough major parts of Pater's oellvre could be fruitfully read alongside 

Shusterman's philosophy (The Renaissance [1873 ] and Plalo and Plalonism 

[1893] seem obvious choices), the I maginary Portraits actually seem to drag 

against Shusterman's (and Budziak's) hopeful rhetoric insofar as the portraits 

are preoccupi ed, even obsessed, with the miseries of embodiment, particularly 

one's vulnerabilities to illness and violence. D espite her interest in the trope 

of the doppelganger and her otherwise thorough surveys of the generic modes 

of the portraits, Budziak glosses over the extent to which the I maginary 

Portraits represent embodiment in Gothic terms. L ikewise, Budziak does 

not fully acknowledge the exten t to which Pater portrays the metaphysical 

aspirations of the stories' narrators and/or protagonists sympathetically, even 

if he does not grant such longings any clear intellectual warrant. 

This book deserved better editing. It is marred by a number of minor 

solecisms and infelicities, and Cambridge Scholars Press has done Budziak a 

d isservice by failing to remedy the moments where she slips out ofldiomatic 

academ ic English. I do not wish to overstate this problem, however: on the 
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whole, Budziak's prose is precise, and it is a testament to the quality of the 

book that it can be read with pleasure in spite of these blemishes. In this era 

of the slim yet anxiously wide-ranging monograph, it fee ls luxurious to read 

a three-hundrcd-page book focused on only two authors, and permitted to 

devote whole chapters to the close reading of short stories. 

Queen Mary, Ullivmity oJ London 

WORK C I TED 

Shusterm:lll, R.ich:lrd. "Pragmatism :lnd Cultural Politics: From Ronian Textualism ro 
Somaesthctics." N~ Literary History 41.4 (2010): 69~94. 
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Andrew Eastham 

WHITELEY, GILES. A eSTHETICISM AND THE P H1LOSOPHY OF D EATH: WALTER P ATER 

AND P OST-ff EGELlANlSM. STUDI ES I N COMPARATIVE L,TERATURE 20, LEGENOA: 

OXFORD; 20IO, £45 .00, 1 88 PP. 

HE STARTING PREMISE of Gites Whiteley's Aestheticism and the 

Philosophy if Death is that the young WaIter Pater had a sickness called 

"Hegelianism/'which he continually struggled with and to some extent 

managed to overcome, primarily in his fictional works, but also, at least partially, in 

his unpublished philosophical manuscripts. The key text here is the unpublished 

essay on "The History of Philosophy," and very specifically, Pater's assertion that 

H egel's work uncovered a "radical dualism," the implications of which Hegel 

himself could not admit. According to Whiteley's thesis, Pater's relation to Hegel 

had a series of phases: following rus resistance to Hegelian dogmatism in the 

"Conclusion, 'I Pater embraced a revisionary H egelianism, but then later awoke 

from this dogmatic slumber in the unpublished philosophical manuscripts. The 

fi ction that Pater wrote in the 1880s, in the same period or after "'TI1e History 

of Philosophy," is then read as tbe finest fruit of Pater's post-Hegelian phase, 
in which, in Nietzschean fashion, he both diagnoses the sickness of his former 

idealism and intimates a way beyond dialectical reason. 

Whiteley's thesis is schematic and very persistent, but it does have a 

number of problems, some of which I shall cover here. It begins with a very 

sudden proliferation of dogmatic claims, including a N ietzschean analysis of 

Pater's ressentiment that will recur throughou t the book. His argument's basis 

is biographical and psychosexual. Considering the theoretical ambitions of this 

work, it is surprising that the author chooses to position the recent historical 

discovery about Pater's affair with William M oney Hardingc as the fundamental 

basis of his ressentiment, and consequently the reason for his theoretical turn to 

Hege!. According to this naive biographical reading, Whiteley develops a familiar 

post-idealist skepticism about the ideology of the aesthetic. Terry Eagleton's 

polemic of this name is important to Whiteley's conclusion, and like Eagleton, 

Whiteley ultimately seeks to reclaim the aesthetic from the bounds of ideology 
and idealism. Yet, in spite of the book's titular concern, it is not at all clear where 

Aestheticism sits in this analysis. Is Pater's Aestheticism intimately associated 
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with what Whiteley diagnoses as his early bondage to Hegelianism? Or did he 

manage to develop a Dionysian vision that might stand as a radical alternative to 

ideaHsm and nihilism? If so, what was the place of art as form and practice in this 

philosophy of life? Was it to be surpassed in the coming of an aesthetic life? Or 

cou ld it be made central to the Dionysian vision of cultural renewal, in the way 

that theatre and poetry were central to NUchael Field's post-Paterian embrace of 

Dionysus? 

'l11e theoretical underpinning ofWhiteley's reading is Kojeve's premise that 

Hegelianism is a "philosophy of death." But there is a great deal of unqualified . 

assertion as to how this relates to Pater's very suggestive comments about Hegel's 

"radical dualism." Whiteley seems to be assuming that his audience will have full 

knowledge of the unpublished H oughton Library manuscript, with its sometimes 

indecipherable but hugely suggestive intellectual resources. At the moment of 

writing there is a pressing need for an explicative and introductory approach to 

this material, but before this has been undertaken, Whiteley has already piled up 

a series of over-determined equations from a few quotations. Hegelianism and 

Christianity are munlally demonized, and dialectics is derided as the denial of 
uanimal life ... 

Aside from his assumptions about readership, there are major philosophical 

problems with Whitelcy's anti-idealist message. He begins with the assertion that 

"Pater's anti-Hegeliarusm was itself a variation ofHegelianism"(12) because it was 

"still dependent on dialectical methodology." But it should be clear from critical 

theory after Adorno that we can take a dialectical method to a limit point that is not 

bound by the totalizing qualities of Hegel's work. In "The History of Philosophy" 

Pater might be said to be uncovering a force of dialectical contradiction that is 

unresolved by spirit or the ethicalllfe of community, but Whiteley's premise from 

the beginning is that Pater's assertion of "radical dualism" surpassed or exploded 

dialectical method. His continual references to Bataille and Deleuze make for 

a very tendentious piece of comparative theory, si nce it should be clear from a 

reading of "A Study of Dionysus" that Pater and Bataille are poles apart, in spite 

of thei r mutual allegiance to the Baechic deity. Pater reconceived Dionysus as a 

civilizing fo rce, and he was clearly skeptieal of Dionysian excess in his essay on 

"1he Bacchanals of Euripides," while Bataille was unblushingly eager to found a 

sacri ficial cult for the twentieth century. 

Whiteley attempts to force his argument about the post-dialectical Pater by 
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a very selective textual resource, in which the Imaginary Portraits has a privileged 

place. In the reading of "A Prince of Court Painters,"Watteau's idealizing style 

is read by direct analogy to the H egelian Aufheblmg, and it is assumed when 

Marguerite refers to the painter's "tact of omission"that Pater is implicitly cri ticizing 

his idealizing distance. Perhaps S0, but any reading of Pater's approach to painting 

here surely needs to address the proximity between this vision ofyVatteau's art 

and the Giorgionesque mode that Pater theorized so comprehensively, drawing, 

as Bmie Inman has noted, on Hegel's theory of painting as well as Bauoelaire's. 

Yet the context that might complicate matters is not addressed. The reading of 

"Sebastian von Storck" is more promising, based on the premise that whilst the 

object of Pater's critique is ostensibly Sebastian's Schopenhaurean idealism, this 

life-denying transcendental aspiration is actually a product of Hegelian monism. 

Whiteley does find some good evidence for this in Sebastian's metaphysical 

dialogue with himself. The problem is that to fully develop such an argument would 

require an extended history of idealism, encompassing Spinoza's legacy, and the 

different ways that Schopenhauer and Hegel responded to Kant's transcendental 

critique. It would also require a patience with Pater's texts that is often missing 

here. 

Whiteley's reading of the short fiction does raise some compelling issues of 

literary form, and it is frustrating that he does not have more space to follow 

these through. He cites Pater's letter to George Grove concerning the open 

and suggestive genre of the imaginary portrait; Pater's idea is that the portrait 

should be a means to speculation about what became of its subject. Whiteley 

takes Blanchot as his theoretical and literary ground, and this is a convincing 

comparative focus, since Blanchot himself articulated the legacy of Schlegel and 

the Romantic fragment, which was equally important to Pater, particularly in 

"The Poetry of Michaelangelo." But the suggestive possibilities of this form are 

ultimately lost in Whiteley's insistent return to a dogmatic anti-Hegelian message. 

He declares at one point that the novel is the "quintessentially Hegelian form," 

a contention which I can only imagine convincing readers whose literary diet is 

constinlted entirely by repeated uncritical readings of Middlemarch. Otherwise, 

it is an astonishi ngly narrow claim. Hegel himself avoided the novel in his own 

account of aesthetic modernity, and it has been argued that Begel was forced into 

this selective blindness by the very democratic openness of the novel as medium. 

In any case, by the time Whiteley has demonized the novel, his attention to the 
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idea of open form in the Imaginary Portraits has been lost. Rather than taking 

Pater's incompleteness as a spur to imaginary futures, all ofWhiteley's analyses 

conclude schematicaliy; "Sebastian's sacrifice is speculative: no kind of sacrifice 

at an" (93), whereas D enys is "abstract negativity as Nietzschcan affirmation ." 

Wattcau, familiarly enough, represents the sickness of idealism, but then what 

of Marie-lVlarguerite Pater, the most tentative, incomplete, and open of Pater's 

characters? At no point does this analysis place its faith in M:ugucri te, Pater's 

diaphanous reserve, and ask what her future might be afte r Watteau's death, her 

capacity for affirmat.ion tentative, her position in existence a twilit area in bet"veen 

the spiritual and the aesthetic dimensions. 

Whiteley likes to cite the famous phrase from Hegel's Phenomenology of Spirit, 

in which dialectics involves a tarrying with the negative, a moment of restless 

curiosity and anxiety that will ultimately be surpassed and resolved in the progress 

towards spirit. '"llle problem with Whitelels book is that he refuses to tarry with 

Pater for long: in the relentless return to a panoply of anti-Hegelian thinkers 

which Whiteley uses to justify his readings, many of the key legacies of Pater are 

lost: Pater's style, whether it be terse and ambiguous, or elusive, paratactic, and 

poeticj and the complex engagement with Hegel's Aesthetics in his early writing, 

where Pater appropriated or subverted idealist thought with a deftness that fully 

justified his retort agai nst dogmatism in the "Conclusion. "Finally, many of Pater's 

Illos t important works are absent: "The Study of Dionysus" gets only a cursory 

reading, and "The School of Giorgione" is barely n1entioned. It is not surprising 

then that the sensuous particularity of writing and its aspiration towards music is 

los t. It is a shame that a work with such an urgent and ambitious remit could not 

marry the task of critical theory with the devoted attention that Pater himself gave 

to aesthetic criticism. 
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E li sa Bizzotto 

SAUNDERS, MAX. "IM/ PERSONALlTY: THE IMAGINARY PORTRAlTS OF WALTE R 

PATER." IN SELF-I MPRESSION: LIFE- WIUTlNG, A UTOBlOCRAF1C110N, AND THE F ORMS 

OF M ODERN LITERATURE. OXFORD: OXFORD UP, 2010. £53 .00. (C H AP TER I: 29-

70 .) 

HE MACMILLAN EDITION of Pater's works, at the centre of 

debate at the recent "Decadent Poetics" conference in Exeter (July 

2011), also plays a key role in M a.", Saunders 's Self Impression: L ife

Writing, Autobiografiction, and the Forms of Modern Literature, where it acts as 

a catalyst for modernist ideas. The publication of the Library Edition in the 

crucial year 1910 brought Pater to the attention of young artists who were then 

beginning to articulate and refine thei r aesthetics. As Saunders, echoing Woolf, 

asserts, "the challenges [Pater's] work presents were part of the reason 'human 

character changed. lit 

In this very wide-ranging and intellectually stimulating study, centered on 

modernism's engagement with what Saunders defines as "auto/biography" or 

"autobiografic tion," Pater becomes a gatekeeper for new forms of life-writing 

that, passing through the works of Ruskin, Proust, and Gissing, among 

others, will assume a more definite shape in the early twentieth century. In 

the modernist period, these late-Victorian form s of writing will develop into 

imaginary autobiography (Joyce, Svevo, and Pessoa) , into verse (Pound), 

and satirical au to/biografict ion (Aldington and L ewis) , and fi nally into th e 

in novative fictional (au to)biographies of W oolf and other Bloomsburyites. 

Their expe rimental writings will con tinue to flourish in the following 

decades and then, as documented in Saunder's final chapter, well into 

postmodernism through the meta/autobiografictional "after lives" of Sartre, 

N abokov, Lessing, and Byatt . 

The ini tial chapter of Saunders's volume is devoted mainly to Pater as the 

originating force for these various form s of rw-entieth-century life-wri ting, and his 

presence resonates throughout the whole book, particularly in the firs t part on the 

fin de siecie. In Saunders's view, it is the "Conclusion" to The Renaissance that initiates 

the peculiar overlapping of fact and fiction that is characteristic of Pater's writings 

and greatly influential for later authors. In his most famous essay, Pater substitutes 
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the traditional Western concept of the soul with that of the self, an entity which 

pursues experience for its own sake and tends to di ssolution . Elusive and 

fading, experience can lead to the perception that fact and imagination 

are indi stinguishable. Such ideas were tran smitted to impress ioni sts, 

mod ernists, and eve n postmodernists through the imaginary portrait, 

here seen as a fundamenta l, though still much under-rated, co ntr ibution 

to subsequcnt disco urses in life-writing, aesthetic literature, and inter-art 

poetics, cspecially those elaborated "on or about " 1910. 

Saunders plugs a gap in Paterian crit icism by providing a novel 

contribution to what he considers an interlacing of form s, rather than a 

genre, on account of its radically heterogeneo us and hybrid nature. The 

im aginary portrait, he contends, blurs the lines of definitions. Not only 

is it a combination of forms, but the form s themselves also happen to 

be the result of different ge nres , arts, and aesthetic media. This emphasis 

on the imaginary portrait 's fluidity make s any attempt at categorization 

questionable - an original argument that lays stress on the imaginary 

portrait's modernity and gives convincing reasons for its impact on the 

following generatio ns. 

More traditional is Saunders's identification of the im aginary portrait 

with the four 1887 portraits along with "The Child in th e H ouse," 

"Emerald Uthwart," and lVlarills, with only occasional mention of "Apollo 

in Picardy" and Gns/01J and no reference to I<Hippolytus Veiled." These 

texts arc seen as rewriting the I<Conclusion" in their presentation of the self 

as volatile - as perceptible for a brief instant before turning into ano ther 

self. The connection between the "Conclusion" and the mature portraits 

is quite reasonably identified with the seminal exp ression of all Pater's 

im aginary portraiture, "The Child in the House," whose significance as 

the bi/dung of an artist ic personality and an exploration in self-uncertainty 

Saunders acutely illuminates. Starting from "The Child in the House," 

he also ponders the oxymoronic natu re of the expression "imagina ry 

portraits,"which can be comprehended on ly by thinking of Pater's texts as a 

succession of "brief lives" that are ultimately imaginary self- portraits . They 

convey the necessity to shadow and at one time expose the author's true 

se lf and can be seen as a way to articulate his sexuality through his work. 

Autob iografiction, with its emphasis on persona li ty, becomes a channel for 
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otherwise silenced ge nder issues . 

From a formal point of view, Pater is one of the first to posit questions 

which challenge writers of autobiografiction, whether aesthetes or modernists. 

Yet, while Saunders recognizes Pater 's involvement with history and auto/ 

biography as typical of hi s time, he also senses that the imaginary portrait's 

fusion of auto/biographywith history, ficti on, and aesthetics makes the writer's 

co ntribution to modernism morc cogent. Similarly, if Pater's criticism sti ll 

manifests a somewhat Arnoldian pursuit of objectivity - he actually wants 

to see the self, though not art, as "in itself it really is" - its contradictory 

relation to subjective forms of writing suggests a (proto)modernist bent and 

represents a necessary step towards Eliot's (and others') championship of 

impersonality. 

Further points of co ntact with later authors stem from Pater's style and 

technique. Saunders associates the writer's impressionism and subjectivism 

with his obsessive textual revisions, exemplified by the well-known editorial 

history of the "Conclusion." The "C onclusion" in its turn undergoes an 

extreme operation of rewriting in Marius, which is even more paradigmatic 

of Pater's ruminative method of composition . Yet Pater's style does not only 

result in a pastiche of styles from previous personal works, but also from past 

ages and traditions, as illustrated by the incipi t of "Duke Carl ofRosenmold." 

Qyite paradoxically for a writer whose prose has often been considered 

very idiosyncratic, then, Pater's style does not turn out to be as st rikingly 

subjective. For Saunders this is indicative of Pater's constant description of a 

diSintegrating self and signals his swerve to (post)modernism. 

Conspicuous in its originality, Saunders's interpretation nevertheless 

inscribes itself within a tradition of moderni st-focused cri ticism that since 

the 1980s has granted attention to Pater's legacy to modernist writers. 

Such assess ments include Perry M eisel's The Absent Father: Virginia WoolJ 

and Waiter Pater, F. C. M cGrath's The Sensible Spirit: Waiter Pater and the 

Modernist Paradigm (not mentioned in SelJ-Impression) and FrankMoliterno's 

The Dialectics of Sense and Spirit in Pater andJoyce. Saunders is on the whole 

appreciative of these studies, yet notes their tendency to concentrate on the 

influence of Pater's style and aesthetics rather than on the reshaping of hi s 

for mal experiments by authors who merge auto/biography, fiction, history 

and criticism. 
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Meer such in-depth analysis, Saunders leaves no doubt as to Pater being 

thc foremost represcntative of an aesthetic self-consciousness that pervades 

the modernist engagement with life-writing. Pater's experimental work 

determines the transformation of self- representation throughout the last 

decades of the Victorian age and well into the twentieth century, the principal 

temporal concern of the volume. This opening chapter, though organic and 

indispensable to what follows, constitutes an outstandi ng contribution in and for 

itself It deserves to enter the canon of Paterian criticism. 

IUAV; University of Venice 
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SARA LYON S 

ALBRECHT, THOMAS. THE M EDUSA EFFECT: R EPRESENTATlON A ND EPISTEMOLOGY 

I N ViCTORIAN A ESTHETICS. ALBANY: STATE UN IVERSITY OF NEW YORK P, 2009. 

$75.00 HARDBACK, $23 -95 PAPERBA CK. 

ALTER PATER'S FAMOUSLY rhapsodic invocation of L a 

Gioconda in The Renaissance (1873) is duly accorded a cen tral place 

in this slim, elegantly composed monograph on the myth of the 

Medusa and its suggestive ness as an allegorical figure for the complexities 

of representation. Drawing upo n psychoanalytic and poststructuralist theory, 

Thomas Albrecht provides luminously clear and methodical close-readings of 

a small number of (mostly short) texts that use the M edusa myth as a means 

of reflecting upon the precariousness of their own represen tational strategies: 

D. G. Rossetti's poem l'Aspecta Medusa" (1870), Freud's notes on the Meciusa, 

posthumously published as "Das M edusenhaupt" (1940) , Nietzsche's The Birth 

of Tragedy (1872), Pater's essay "Leonardo da Vinci" (1869), A1gernon Charles 

Swinburne's essay, "Notes on Designs of the Old Masters at Florence" (1868), 

and George Eliot's novella, The Lifted Veil (1859). Albrecht claims that these 

texts not only engage with the myth of the Medusa at the level of theme, but 

illustrate a representational dynamiC that he calls "the Meclusa effec t." In 

his account, an artist or thinker apprehends a truth or vi sion too profoundly 

disturbing to be confronted directly, like the Medusa's petrifying gaze. The 

artist or thinker then performs an ingeniously oblique act of representatio n 

in a bid to control and thereby mitigate the original horror, but in the process 

inevitably preserves it in a sublimated form, just as Perseus artfully slays the 

Medusa by capturing her reflection in his shield, and then brandishes her 

head as an apotropaic device - a reversal which seems to attest paradoxically 

both to Perscus's ultimate victory and to the endurance of the Medusa's 

power to horrify. Albrecht's readings emphasize the ambivalent character of 

representation, its structural kinship with both Freud's theories of castration 

anxiety and the feti sh, and with Derrida's concept of the pharmakon (that 

is, a phenomenon that is both remedy and poi son): representatio n at o nce 

assuages an ove rwhelming fear and guarantees the survival of that fear in a 

displaced guise. 
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Despite its t ide, Albrecht's book has only a loose mooring in the Victorian 

period. vVith the exception of Freud, whose theorizations of the castration 

comple..x and of the fetish inform the book's central argument and constitute the 

subject of its first chapter, Albrccht might have replaced his group of Victorian 

authors with c1assical or contemporary ones, since he does not seek to capture 

a moment in the history of aesthetics but instead to delineate a fundamental, 

enduring problematic that inheres in acts of interpretation and representation. 

Yet presumably AJbrecht is attracted to the Victorian texts he discusses, precisely 

because they do not merely furnish him with examples of "the Medusa efFect" on a 

structural or subliminal level but also make expliCit reference to the Meclusa myth, 

and this means that the reader is continuously being asked to repress the ohvious 

question that the book's tide prompts: why were Victorian writers so invested in 

this particular myth? In his "Conclusion," Albrecht gestures at the fact that we face 

no dire shortage of historicist readings of the Gothk tropes of Victorian literature 

(117-18), and it seems narrow-minded to fault this book for only canvassing 

in a perfunctory fashion the cultural and historical determinants of Victorian 

figurations of anxiety. Albrecht's book, however, tends to stand aloof not only 

from cu.ltural history but from the histories of art, literature, and aesthetics, and 

a livelier engagement with such scholarship - sW'cly compatible with Albrecht's 

psychoanalytic and poststructuralist modes of reading - would have enriched his 

thesis, particularly his chapter on the aesthetic criticism of Pater and Swinburne. 

Like the book as a whole, tllis chapter is finely wrought and offers thoughtful 

readings of its chosen texts. 

I n its meticulous attentiveness and contemplative calm, Albrecht's 

prose style is reminiscent of J. Hillis Miller's (who is the book's dedicatee), 

and he does not commit what were once considered the besetting si ns of 

psychoa nalytic and poststructural.ist criticism: he is never obscurantist, and 

he almost entirely eschews jargon. Indeed, it is a pleasu re to read such patient 

close readings of both Pater and Swinburne, who are too rarely studied 

alongS ide one another. More generally, it is rare to find a writer who is so 

scrupulous in clarifying the subtleties of his argument. Yet the ambivalence 

which Albrecht takes as his subject - his "Medusa effect" encodes both the 

faSCinating power of disturbing truths or images and the imperative to evade 

or disavow them - grants him an inte rpretive latitude wh ich at times can 

make hi s arguments feel capricious to the reader. This is most true of the 
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chapter on Swinburne and Pater, where the paradoxical logic cfl/tlle Medusa 

effect" seems arbitrarily split between the two writers: Pater's essay on Leonardo 

exemplifies an anxious will to mastery, a desire to treat interpretation as a quasi

scientific discipline which enables the critic to distinguish sharply between types of 

impression and thereby imaginatively conquer its subject, while Swinburne's essay 

is a ((faHure" because he is too entranced by a horrifying spectacle, and thus mires 

himself in rhetorical contradictions. In other words, neither Pater nor Swinburne 

can win: Pater is too repressed and Perseus- like, and Swinburne not repressed and 

Perseus-like enough. 

A s critics, both Swinburnc and Pater often flaunt their capacity to 

savor disturbing images and ideas as varieties of aes thetic pleasure. This 

characteristic could be understood in terms of Albrecht's paradigm - perhaps 

their emphasis on aesthetic pleasure protests too much, and only reflects the 

work of sublimation; perhaps they are only exposing their Perseus-like will 

to master a Medusan image. Yet to this reader a striking continuity be tween 

Pater and Swinburne - and one which is sometimes considered the most 

distinctive featur"e of Victorian aestheticism - is in fact their shared emphasis 

upon the value of risking psychic disturbance by tarrying with distressing 

co ntradictions without striving to resolve or sublim ate them (a kind of 

Keatsian negative capability} .l The conviction that there is insight or pleasure 

to be derived from lingering over shocking and painful images is a common 

Romantic trope that receives a highly refm ed and self-conscious elaboration 

in Victorian aestheticism and decadence, perhaps particularly in the works of 

Swinburne and Pater. It is also a subject that has been powerfully anatomized 

by Catherine Maxwell, whose book on the nineteenth-century sublime also 

draws upon Freudian paradigms (particularly the castration complex) and 

is strangely omitted from Albrecht's bibliography. Similarly, it is perplexing 

that Lene 0stermark-Johansen's essay on serpentine tropes and Swinburne's 

rhetorical manoeuvres in "Notes on D esigns of the Old Masters at F lorence" 

should not be granted any acknowledgment: like Albrecht, 0stermark

Johansen analyzes the myth of the Medusa at length, including a discussion 

of Freud's notes on the Medusa's head, and pairs Swinburne's essay with 

Pater's on Leonardo. 

Perhaps at the biddi ng of his publisher rath er than out of personal 

preference, Albrecht favors long discursive footnotes over engaging directly 
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with other critics in the body of his text, and this means that The Medusa 

Effect unfortunately seems to mime the very structure of disavowal that it 

discovers in nineteenth-century texts. James Heffernan, W. J. T. Mitchell 

and Grant F. Scott are usually jointly credited with the influential "lVledusa" 

theory of ekphrasis - a model for reading ekphrastic texts which conceives 

of them as anxious attempts to negotiate a perceived antagonism between 

visual and verbal media, and which, like Albrecht's argument, closely correlates 

the nature of representa tion to the tradit.ional features of the Medus:l myth. 

Although Albrecht duly acknowledges Heffernan and Mitchen (though not 

Scott, whom Hellernan credits as the originator of the idea [Heffernan, 108]) 

in a lengthy footnote, a reader unfamiliar with the li terature on ekphrasis might 

not recognize the exte nt to which A1brecht's Medusa effect dovetai ls with and 

arguably impinges on it. The prior existence of this literature need not threaten 

the value or originality of Albrecht's book; he might have reasonably argued that 

what Heffernan, Mitchell, and Scott suggest is a dynamic peculiar to ekphrasis is 

in fact more generalizable as a way of interpreting nineteenth-century literature 

or representation as such. In this, he misses a vital opportunity to situate his 

book in relation to an established critical paradigm, and thereby enlarge its 

scope and complicate its argument. 
In his chapter on Nietzsche, Albrecht maps "the Medusa effect" onto 

Nietzschc's Apollonian/Dionysian binary, and identifies the Apollonian 

qualities of coherence and clarity with a Perseus-like will to interpretive mastery, 

and Dionysus with the discountenancing power of the Medusa (that is, the 

apparently prior, frightening and elusive subject of representation). This book is 

itself markedly Apollonian in both its virtues and flaws: it is remarkably lucid, 

cohesive, and polished, but it might have been a more sati sfYing book if it had 

been more willing to approach the Medusa of existing scholarship. 

Queen Mary, University of London 
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BOOK 

CRUISE, COLlN. P RE-RApHAELl1'E D RAWING. LONDON : THAMES AND HUDSON, 

2011. 248PP. 3r3 ILLUSTRAT IONS. £20.97 . 

When Pater began his studies at Queen's College in October 1858 , the 

murals in the Oxford Union library depicting scenes from Thomas Malory's 

Le Morte D'Arlhur were being created by a group including Dante Gabriel 

Rossctti, Edward Burne-Jones, Willjam Morris, and Alexander MUl1ro. In the 

1890s, Pater was reconsidering BUfne-Jones as a consummate example of the 

"aesthetic life." Anyone wanting or needing to know more about Pater)s Pre

Raphaelite contexts should look no further than Colin Cruise's sumptuous 

and comprehensive new book (a companion for the 2011 exhibition The 
Poetry of Drawing: Pre-Raphaelite D esig1ls, Studies, and Watercolours shown 

in Birmingham, England and ' Sydney, Australia). The initial chapter 

considers why drawing "provided the [professional] key" to the artists and 

how the drawings should be read in relation to Prc-Raphaelite canvases; a 

subsequent chapter tracks how "a new understanding of the art of drawing" 

was encouraged by Swinburne, Pater, Rossetti, and Burne-Jones. Subsequent 

chapters carefully survey the PRB's various and sometimes surprising 
intertextual connections; the particular significance of Ruskin in terms of 

their drawing (both theoretically and practically); portraiture and caricature; 

the engagement with modernity in their works (which might surprise those 

who associate the PRB aesthetic solely with medieval.ism and Shakespearean 
tales); the production and dissemination of drawings in the 1850s and 

1860s; and the impact of PRB drawing on Aestheticism, the Arts and Crafts 

movement, and the aesthetes of the 1890s. The book is best enjoyed twice: 

once, for the pleasure of considering the beautifully-produced illustrations, 
and once again for the substance of Cruise's cogent, well-researched, and 

lucid argument. 

L esley Higgins 
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BOOK C HA PT E R S 

BOLUS-REICHERT, CHRI STINE. "WALTER PATER AND THOMAS HARl?Y: 
'TRIUMPH IN MUTABILITY'," IN THE A CE OF ECLECTICISM: LITERATURE AND 

C ULTURE IN B RITAIN, 1815-1885. COLUMBUS, OH: OHIO STATE UP, 2009223-

47 · 

lfWalter Pater's denomination of hi s own Ui ntellectually rich age" as "eclectic" 

has met with little resistance from subsequent scholars of the period, Christine 

Bolus- Reichert's engaging and erudite monograph reveals just how complicated 

and anxious was the respo nse of post- Romantic nineteenth-century culture to 

one of its predominant characte ristics (246). Seeking to revive "eclecticism as a 

critical term/' Bolus-Reichert traces its various incarnatjons through different 

media over the course of seventy years, as it develops from a descriptor used 

primarily to denote the lack of an original and defining style to a philosophical 

method intent on distilling from various systems of thought their respective 

truths to an aesthetic principle that encapsulates the belief that tru e creativity 

in the modern momen t is always, as Pater says, a "mixed situation" (4, 235), 

Eclecticism, Bolus-Reichert argues, offers "a way of thinking about historical 

inheritance," and it man ifested itself in nineteenth-ce ntury cul ture both as an 

unconscious response to the burdens of history as well as a delibera te strategy 

for dealing with those burden s (8), The former tendency is seen in the na'ive 

and unreflective hoarding and juxtaposition of fragments from other times and 

pl aces-the intellectual equivalent of the collecting of bric- a-brac. The othe r 

shows itself in the deliberate and discriminating production of something new 

from select fragments-a form of bricolage, The book's final chapter, "Walter 

Pater and ~nlOmas H ardy: 'Triumph in Mutability,'" co nsiders the literary 

efforts of these late-Victorian <{volitional eclectics" to promote eclecticism 

as the process through which the individua,)'s negotiation of different styles, 

creeds, and philosophies resolves in the "formation of the self," a "modern self" 

whose eclectic world view offers "the best hope for survival under the corrosive 

conditions of modernity" (16) . L ooking at Pater's Studies in the History of the 

Rena;ssance and M arius the Epicurean as well as Hardy's A Laodiceal1, Bolus

Reichert highlights how eclecticism provides a means of navigating between 
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the Scylla of ((jdeological polarization" and the Charybdis of syncretism, in 

that it encourages the individual to look to history not with longing for what 

is irrevocably los t but rather with enthusiasm for how elemen ts of the past can 

influence and invigorate the present. In mapping out for the reader the ways 

in which nineteenth -century authors found in eclecticism a means of staving 

off their te rror at the sheer plentitude of those spoils they carried home fro m 

explorations of myriad actual and ideational brave new worlds, The Age of 
E clecticism also see ks to point the way towards a new direction in Victo rian 

studies, encouraging a scholarly perspective that is equally cosmopolitan , 

transnational, comparativist, and, of course, eclectic. 

M eghan Freeman 

HI NOJ OSJ\ , L YNN E WALHOUT. " RE NA1 SS ANC ISM I N E NG LAN D: AR NOLO, 

S YMON DS, P ATE R." IN THE RENAISSANCE, E NGLISH CULTURAL NATIONALISM, AND 

M ODERNISM,1860-1 920. N EW YORK: PALGRAV E, 2009 . 6 3-88 . 

In Lynne Walhout Hinoj osa's book, "Renaissance" primarily refers not to an 

actual his tori cal period or cultural movement so much as it does to a "concept," 

one employed by late nineteenth- and early twentieth-century British authors 

in their effo rts to Ifdefin e and legitimize English cultural identity" (4). The 

"Renaissance co ncept," she argues, provided writers and artists with a means 

of bridging the divide between modernjst and nationalist models of culture, 

linking a flowering of the arts to the formation of a cohesive nation-state. 

Looking at Victorian and Modernist histories of the Itali an and English 

Renaissance, Hinojosa find s an enduring preoccupation with patterrung 

contemporary culture on these earlier models. M oreover, she sees the legacy 

of the Renaissance application of Christian hermeneutics to secular subjects 

in the way that these nineteenth- and twentieth-century works of cultural 

history read the Renaissance both typologically (as the p rototype for which 

their culture was the actualization) as well as allegorically (as a model that 

provided materi al for future emulation). The early chapter "Renaissancism in 

England: Arnold, Symonds, and Pater" presents these three Vi ctorian writers 

on th e Italian Renaissance as crafting examples of what she calls (building 

on the work of Peter Burke) "classical cultural history," "history that relies 
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on period-making, which places the Renaissance at a pivotal mo ment in 

human history, and which ascribes autonomous cultural characteristics to 

broad spans of historical time and geographical space" (18). Yet, whereas 

Arnold and Symonds, it is asserted, "develop narratives of historical progress 

within which co ntemporary England is to be judged," Pater's resistance to 

standardized methods of periodization and his emphasiS on ('self-culture" make 

him something of an awkward fit within Hinojosa's schematic (64) .1hus, she 

concludes that {( in rejecting classjcal cultural history's model of unified periods 

and nations, [Pater's] theory of the renaissance ends up being the most liberal 

of aU/' influencing later nationalist and modernist writers to look to individual 

aesthetic experience as "the key to restoring national and communal culture" 

(80). 

Megharz Freeman 

PERKIN, ] . RUSSELL. "LITERATURE AND DOGMA: MARY AUGUSTA WARD'S 

R OBERT ELSMERE AND WALTER PATER'S MARJUS THE EPICUREAN." IN THEOLOGY 

AND THE VICTORlANNOVEL. MONTREAL: M CGILL-QyEENS UP, 2009. r96-224. 

This chapter forms the conclusion of a study that in general terms aims 

to argue against the classic position that sees the novel as li the most thi s

worldly" of forms (3), and investigates the importance of theology to Victorian 

nove.!s whose primary interests do not appear to be in the realm of religious 

controversy. Clearly Robert Elsmere and Marius the Epicurean do not fall into 

this category, but Perkin, in this final chapter, investigates why both continue 

to hold critical interest while other novels of fairh and doubt have been long 

forgotten. The chapter begins with the drawing up of a general contrast of 

Ward's position in Robert Efsmere and Pater's in Marius, and a brief comparison 

of each writer's review of the other's novel. Perkin argues that both Ward and 

Pater dramatize the spiritual journey towards what would later become known 

as a Christian-modernist position, but whereas Ward attempts to re-configure 

faith without dogma (the better to proof it against intellectual attack), Pater's 

account of this journey in Marius the Epicurean is more radical, and anticipates 

the methods of postmodern theology. Broadly speaking, Perkin reads Marius's 

journey as a movement from village Anglicanism (the religion of Numa), 
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through an Arnoldian quest for aesthetic perfection (Cyrenaicism), cl imaxing 

in the promise of a new, modernist form of Christianity which in part draws 

on Newman's theory of assent. In Perkin's reading, this is Pater's art.iculation of 

a new type of faith as he hopes it may emerge in the late nineteenth century, 

novelistically expressed through a depiction of a new type of Christianity 

emerging in the second. For Perkin, Pater's novel anticipates later postmodern 

"radical orthodoxy" by combining ext.reme phUosophical scepticism with an 

anti-materialist assertion of the values of community, charity, and aesthetic 

expericnce. 

Matthew Bradley 

ESSAY S 

ANDREWS, KIT. ((THE FIGUR E OF WATT EAU l N WALTER PATER 'S (PRI NCE: OF 

COURT PAINTERS' AND MICHAEL FIELD 'S SIGHT AND SONG." ENGLISH LITERATURE 

IN TRANSITION 53.4 (2010) : 451-484. 

In this complex and rewarding essay, Andrews reads Pater's imaginary 

portrait and the three Watteau poems from Sight and Song in relation to the 

nineteenth-century French literary/critical reception of the Rococo painter. 

The French Watteau reception is marked by important poems by Baudelaire 

and Gautier and, above all, by the Goncourts' influential essay from thcir 1860 
L'Al't du dix-huitieme siecie. 1he Goncourts shape Watteau as a paradoxical 

figure of grace and melancholy, the painter of both the idealized social world 

of the jele gala"le and the melancholy spectator who stands apart from that 

wor1d, associated, in the literature of the njneteenth century, with Watteau 

himself. Pater's Watteau, Andrews suggests, like the Watteau of the French 

tradition, takes on the role of the melancholic nonparticipant increaSingly 

disillusioned with the great social world he portrays. Like Marie-Marguerite, 

the other protagonist in Pater's portrair, he is a figure of frustrated desire. In 

contrast, Michael Field's "poetic renderings of Watteau's paintings envisage 

the potential fulfiUment of desire" (454) . In their first two Watteau poems, 

Andrews argues, Cooper and Bradley develop the jele galante as "a quasi-
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utopian realm, where same-sex desire remains protected, however tentatively, 

from social disapprobation" (465). In the second half of "A Fere Champetre," 

however, and even more in the development of "L'Embarquement pour 

Cyrhere," Michael Field returns to the dialectic of "melancholic impotence" 

and "utopian aspirations" that characterize the French reception of Watteau. 

Kennelh Da/ey 

BIZZOTTO,ELl SA." WALTER PATE R E LA HOUSEBEAUTIFUL TRA PURITANES IMO 

ED ESTETISMO." IN i NTERLACING PERSPECTIVES: DLALOCHI SULLA TRADrZIONE 

ART1STlCo-L ETTERARIA IN LINGUA i NGLESE. Eo. LAURA GIOVANELLI. ROME: 

ARACNE, 201I. 89- 1 08 . 

In her essay, Elisa Bizzotto provides us with interesting insights into the 

history and metamorphosi.s of what might be considered as a topos in relation 

to both the cultural climate of British Aestheticism (from a '(decorative art" 

philosophy to the valorization ofinterior design and the beautifying of everyday 

life) and Water Pater's fictional and prose works. Weaving together the strands 

of a Puritan legacY1 a secularized conceptual framework and Pater's refined 

sensibility, she guides us through a fertile territory of influences and creative 

responses by investigating the relevance of the "House Beautiful" motif and 

its varied shades of meaning. Taking as her starting point the allegorical path 

trodden by John Bunyan's Chri stian in Pilgrims Progress - where the wise and 

welcoming Familyofthe Palace Beautiful offer the protagonist reliefand counsel 

halfway through his wearying journey towards the Celestial City - Bizzotto 

proceeds to illustrate the changes that this wondrous piece of architecture and 

its religiOUS symbolism gradually undergo. Pater's momentous contribution to 

such a transformation inside the radiant, immancntist "midregion" of aesthetic 

spirituality is lent weight by carefully reasoned arguments which take their 

cue from "The Child in the House," with its fittingly resonant title, and then 

veer backwards to his seminal essays "Wordsworth," "Romanticism," and 

"Two Early French Stories" (the first texts to be expli citly connected with the 

"H ouse Beautiful" trope) and forward to a cluster of other works (1VJarius the 

Epicurean, ImaginalY Portraits, Gaston de Latour). '\rVhat is fina lly brought into 
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focus is a modern, multi-faceted conception of the house paradigm as the realm 

of harmonic synthesis and of the creative imaginary (the (C House of Art") and 

as the mythical place of origins (the "ancestral home" of childhood memories) . 

1he salient feature of beauty is then shown to grow more and more pervasive as 

the noble, inspired soul learn s to translate the religious overtones into the ethos 

of the aesthetic/hedonistic creed as well as the late-Victorian vocabulary of taste 

and mastery of interior design, since the House Beautiful is also, ultimately, a 

mirror image of the self's episteme. 

L aura Giovallelli 

CaSTE, B ENE DICTE. "'D 'UN E CORRECTION I M PECCA BLE, FROIDEMENT 

IMPERSONNEL' : PATER LECTEUR DE MERIMEE." ["PATER READl NG MERIM EE: 

clMPECCABLY CORRECT, COLD-BLOODED, I MPERSONA L."'] CAHlERS M ERIMEE I 

(2009) : 121-46. 

Bcnedicte Caste adopts a very stimulating Lacanian approach to highlight 

Pater's modern vis ion ofMeri mee. In her view Pater's analysis of imperso nality 

follows a pattern akin to the later findings of psychoanalysis in the 20th 

century as Mcrimee's authorial re treat from the text results in a celebration of 

the ultimate truth about man - the power of primeval human instincts. Pater 

defines a new facet of imperso nality that puts to the fore Kantian relat ivism 

as Merimee is usi ng irony to keep his reader constantly on his guard against 

hi s own beliefs. Impersonality is for him a way to denounce fan aticism and 

aestheticism as new deceptive beliefs after Kant's denial of the absolute. In 

Mcrimee he found what he loved in historic criticism - a care for facts and 

details above all. Benedicte Coste analyzes Merimee's fiction - "La Venus 

d 'IUe," Colomba and 11 Viccolo di Madame Lucrezia - to demonstrate the 

va,lidity of Pater's approach for French studies, since she considers that Pater 

lacks recognition as a critic of French literature. The article is clear, innovative 

and convincing and it also allows French readers to discover Pater through 

Bcncdicte Coste's excellent translations. 

Martine Lambet·t-Charbollnier 



102 THE PATER NEWSLETTER 59/60 

LECOURT, SEBASTIAN. '''To SURRENDER HIMSELF, IN PERFECTLY L IBERAL 

INQUIRY': WALTER PATER, MANy-S IDEDNE SS, AND THE CONVERSION 

NOVEL." VICTORJAN SrUDlEs 53 .2 (WINTER 20Il) : 23'-53. 

Lecourt's deft evaluation of Pater's liberalism focuses on his commitment to self

culture and expansion through the lens of the conversion plot of Marius the Epicurean. 

Noting Pater's interest in E. B. Tylor's anthropological studies of cultural forms and 

their «survival/' he persuasively argues that Marius dramatizes cultural history as Cl 

process based on "the survival and transformation of aesthetic fo rms from age to 

age." Religion is part of this "organic totality," continuously recycling rituals, objects 

and narratives from the past so they take on a symbolic resonance. Because this 

process transforms (but maintains) the old, participation in cultural heritage by 

surrendering "to the determining influences of history" offers access to an enlarged 

range of feelings, "values and practices"; their familiarity guarantees their authority 

and provides a sense of belonging and continuity. Early Christianity appeals to 

Marius because "its deeply syncretistic nature encourages a stance of perpetual 

openness to further expansion." As M arius's passive, pensive and ambiguous death 

shows, Pater turns aside from the Evangelical loss/gain model of personal conversion, 

a pattern for Victorian liberalism that emphasizes individualism and agency. Like 

an ethnographer, Marius is a "participant-observer," immersing himself in cultural 

forms that move him deeply and offer a sense of "historical community" while 

remaining an outsider, open to additional possibilities. Similarly, Pater's project of 

liberal self-culture combines outward submission to resonant cultural forms with 

detachment and self-restraint. Such "reflective individualism" becomes the best 

guarantor of continued self-expansion and empowerment. 

Maureen Moran 

MORGAN, B EN)AMIN . "AESTH ETIC FREEDOM: W ALTER PATER AND THE 

POLITICS OF AUTONOMY." ELH 77.3 (ZOIO): 731-756. 

This article investigates the political implications of the tension between 

freedom and unfreedo m in Pater's aesthetics . Morgan points out that, on 

the one hand, Pater presents autonomy as an essential component of both 

the diaphanous individual in "Diaphaneite" and of th e work of art in The 



SPRING/FALL 20 11 I RECENT PUBLICATION S 103 

Renaissance. On the o ther, in "The Child in the H ouse" Pater describes 

F lo rian's experience of beau ty as «fa kind of tyran ny of the senses over him'" 

(740) . Pater seems to affirm an independence from outside fo rces for both 

the aesthetic critic and the work of art, whlle at the sa me time finding at the 

core of aesthetic experience a tyranny of natural forces over the perceiving 

subject. In his analysis of this opposition, Morgan rejects three previous ways 

of reading Pater's aesthetic autonomy: 1) Peter Bi.irger's critique thatJin-de

siecie aestheticism offers a mere ratification of the ideology of the "bourgeois 

individuali st subject," 2) the "too easy equation of decadent and postmodern 

modes of destabiliza tion" tha t depe nd on Pater's "subversive queerness," and 

3) the attribution of Pater's "ambivalence about the concept of autonomy" to 

his philosophical confusion (733-34). Morgan thus seeks to resist both the too 

critical dismissal and the too uncritical celebration of Pater's varying accounts of 

aesthetic freedom, while taking Pater seriously as a philosopher. 

Morgan develops tlus philosophical approach through an analysis of Pater's 

appropriations from Hegel in the essay on Winckelmann. Pater, like Hegcl, 

finds in the aesthetic a unique fusion of spirit and matter, but Pater remains t,(s] 
keptical of the H egelian dialectic, which strives toward an ever higher universality" 

(747). Where Hegel envisages "the freedom of reason" leaving aesthetics behind 

as it moves toward higher forms of Spirit in philosophy, Pater sees instead "an 

irresolvable antinomy in which freedom is at best conditional" (747). lVIorgan 

closes by suggesting that Adorno's Aesthetic Theory may provide a helpful way of 

understanding the political implications of this antinomy. What Pater articulates as 

"the tension bct ... veen autonomy and heterodoxy,"Morgan points out, is uthe precise 

tension in which Adorno locates the political possibility of art" (751). By refusing to 

resolve thjs tension, Pater's aesthetics, like Adorno's, "interrogates the foundations 

of individuality," revealing an element of unfreedom otherwise obscured by uthe 

bourgeOiS consciousness of freedom" (751). 

Kit AndrewJ 
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0STERMARK-JOHANSEN, LENE. "CAUG H T BETWEEN GAUTlER AND 

BAUDELAIRE: WALTER PATER AND THE DEATH OF SCULPTURE." THE YEARBOOK 

OF ENGLISH STUDIES 40 . I1Z (2010) : 180-195. 

As the title indicates, the essay situates Pater's ideas on sculpture in relation 

to Gautier and Baudelaire, both of whom by mid-century "had declared the 

death of sculpture as a modern art form" (181) . While Pater, with Swinburne, 

sought ro reawaken the aesthetic appreciation of sculpture, his {(ongoing 

dialogue" with the majo r writers of French Aestheticism continued to 

influence his ideas regarding the art form. 0 stermark-Jobansen suggests, for 

instance, that it is largely due to Baudelaire's influence that Pater is "not wholly 

uncritical of W inckelmann" (187). In his selection of the fragment from the 

Elgin Marbles as the supreme work of Greek sculpture, Pater essenti ally sides 

with Baudelalre, and with Leonardo before him, both of whom advocated a 

"pictorial approach to sculpture" (187), preferring sculptural relief over the 

sculpture in the round. Indeed, 0stermark-Johansen argues that throughout 

his career, Pater "finds the three-dimensionality of sculp ture problematic" 

(181), and increasingly ,jmoves towards morc paintedy and atmospheric 

ideals, to texture and relief, to tactility in two-and-a-half dimensions rather 

than in troublesome three dimensions" (181) . The essay, including readings 

of Pater's essays on Luca della Robbia and Michelangelo, whets the appetite 

of readers for 0sterm ark-Johansen's impressive and beautifully illustrated 

new book, Waiter Pater and the L anguage of Sculpture (Ashgate, 2011) 364 pp. 

(To be reviewed in a future issue of The Pater Newsletter.) 

Kenlleth Daley 
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ESSAYS WITH NOTABLE REFERENCES TO PATER 

BAT E, JONATHAN . "SHAKESPEARE IN THE TW I LIGHT OF ROMANT I CISM: 

WAGNER, SWI NIWRNE, PATF.R." SHAKESPE/lREjAHRBUCH 146 (20 10) : 11 -25 . 

Taking his cue from the Gdtterdii11lmeruTlg, Jonathan Bate situates his 

investigation of Shakespeare's role in the evolution of German Romanticism 

at the movement's twilight, looking at Victorian receptions of the play 

lvIeaJIlre for IVleasure for a means of explaining how the political and aesthetic 

nation-building projects of writers such as Gocthe, H erder, and Schille r 

eventually resolved into the "toxic nationalism" of the Nazi regime. Richard 

vVagner, as one might expect, plays a key role in this development, but Bate 

argues for the necessity of recognizing the degree to which Wagner's career 

was determined by the increasing divergence of the "two great cultural 

legacies" of high Romanticism-"aesthetic freedom" and cCnat ionalism"'-into 

separate ideological channels. In Wagner's early opera Das Liehes'Uerbot, 

a comedi c and formally experimental adaptation of Measure for N/easure, 

Bate finds a possible explanation for the composer's abandonment of "the 

late Romantic Shakespearean tradition" as well as the progressive ideals of 

the "You ng Germany" movement, which advocated c'free thought and free 

love, setting itself against the conservative political and religiolls order" (17). 

With the opera's com mercial failure, Bate suggests, "the two strands of the 

Romantic inheritance were split apart," and Wagner turned towards the 

mythic and militaristic subject matter that eventually would make his name 

nearly synonymous with "Hitler's conception of a distinctly German art and 

culture" (19,14). Designating Wagner as representative of the c'nationalist" 

strand, Bate then turns to England for exemplars of Romanticism's legacy 

of "aesthetic freedom"': the "late Romanticism without nationalism" of 

A1gernon Swinburne and Waiter Pater (19). Bate uses Swinburne and Pater's 

critical writings on J\![easure for M easure as a yardstick by which to gauge 

the distance between their uaestheticist" interests in Shakespeare and the 

political dimension that interested their German counterparts . Yet, in Pater's 

essay, Bate also notes certain co rrelations to the interpretation of a you ng 

Wagner. Both composer and critic recognized the UcentraJjty of Measure Jor 
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Measure to the mind of Shakespeare," viewing it as the purest expression of 

the playwright's ethical vision (23). Its complicated morality also provided 

each man with the opportunity to speak to the importance of possessing a 

sympathetic awa reness of how circumstances influence human action, a lesson 

much needed by a culture hovering on "the threshold of modernity" but onc 

that, Bate intimates, was heeded too late (13) . 
Meghan Freeman 

D AV l S, WHITNEY. "QUEER FAMILY ROMANCE IN COLLECTING VISUAL 

CULTURE." GLQ: A JOURNAL OF LESBIAN AND GAY STUDIES '7.2-3 (20[1); 309-

29· 

Art historian Whitney Davis attempts to theorize the notion of a queer 

family romance and to demonstrate, through onc extended example, how 

an alternative queer family romance structure might be and actually was 

constructed through particular practices of collecting, displaying, altering and 

otherwise inflecting objects of visual art. While the first half of the essay is 

dedicated to the theoretical task of teasing out froIll Freud's concept of the 

family romance, particularly from Freud's 1910 monograph on L eonardo cla 

Vinci, a queer concept, the second halfis dedicated to elaborating the example 

of the famous queer collector William Seckford (1760-1844). It is in the 

first, theoretical half that Davis mentions Pater on three different occasions. 

While these might be pass ing references, the first two are significant. In the 

first, Davis acknowledges Pater's role in the construction of an idea, an image 

even of "queer beauty," citing and even reproducing the hallmark image of 

the Leonardesque drawing of a young boy that graced the second edition 

of The Renaissance, while in the second Davis acknowledges Pater's role in 

constructing a canon of queer art (Leonardo, Michelangelo, etc.) . Davis's third 

mention of Pater is perhaps more perfunctory, extending from hi s analysis of 

Freud's essay on Leonardo, in which he observes Freud's footnote on Pater's 

earlie r essay on Leonardo. While the first two references remind us of Pater's 

important role in the post-Enlightenment project of articulating the same

sex subject, at once the human subject and the topic of inquiry, it is less these 

references than the essay as a whole that could be important for Pater studies 

insofar as it suggests to us ways in which Pater himself might have been involved 
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in the particular project of already queering family romance and doing so through 

his own analysis of artists and their art. 
Michacl Davis 

LAWSON, ANDREW. "'PERPETUAL CAPITAL': R ODER ICK H UDSON , 

A EST HET IC ISM, AND THE PROBLEM OF I NHERITANCE." THE H ENRY J AMES 

REVIEW 3> .> (SUMMER >on) : [78- 191. 

While literary critics have tended to portray Henry l ames as being sympathetic 

with the uppe r classes alone, Lawson demonstrates how James' formative years 

were spent in a constant state of worry over finances and in bitterness over how 

his friends - and his brother vVilliam - were able to live more of a life of the 

mind than he was because they had access to more money. Consequently,lames 

foun d himself more than a Httle receptive to Waiter Pater's represen tation 

of the spiritually and economically bankrupt man in the article "Poems by 

Wil1i am M orris." Pater's article had been, in some ways, a rewrite of Marx, 

transforming economic terms into aesthetic ones. This article, as well as Studies 

in the History of the Renaissance, inspired James to express hi s own, deeply 

personal view of aestheticism on a budget in the book Roderick Hudson. 

Marc DiPaolo 

MURRAy- MASUREL, CLAIRE. "'A CHALICE EMPTY Of WINE': L'I MJ\G t NAIRE 

SAC RAME NTAL DANS LA LITTERATURE FIN-DE-S IECLE." ETUDES ANGLAISES 62 

(JAN -MAR >009): 56-72 . 

Claire Murray-Masurel has written a very consistent and interesting article 

on the meaning of Roman Catholic sacraments in decaden t literature, in 

particular in works by Ernest D owson, Lionel Johnson, Frederick Rolfe, 

Algernon Swinburne, Arthur Symons and O scar \iVilde. The core of the essay 

is also on WaIter Pater's own vision of religion, since she considers [hat he is 

a determining influe nce in the way decadenrs use religious rites as symbols 

conveying an aesthet.ic, rather than a religious ideal. She convincingly studies 

passages taken from Mm-jus the Epicurean, u111e School of Giorgione," "Dante 
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Gabriel Rossctti," "The Child in the House," and "Pascal." She co mpares 

Newman's and Pateels definitions of "analogies" in order to highlight Pater's 

distance from religious faith and his concern for aesthetic perfection through 

the harmony of form and matter. The essay also develops the importance of 

Pater's moment of experience for the decadents. The demonstration is clear 

and convincing, yet wc may disagree with a purely aesthetic approach to Pater 

and argue that in i\4.arius the Epicu.rean, for instance, the em phasis on M arius' 

impressio ns and doubts is not incompatible with a very deep metaphysical 

and religious quest. Another quality of CIa ire Murray-Masurel's article is the 

analysis of sacramental imagination in post- Romantic literature - in particular 

Ruskin and Rossetti - as well as interesting parallels with later writers such as 

A . Burgess:[ S. Eliot and W . B. Years. 

Martine Lambert-Charbonnier 
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CONT R IBUTORS 

K IT ANDREWS, Professor of English at Western O regon University, is 
cu rrently researching the recepti on of German Ideali srn in nineteenth
century British literature and philosophy. He has rece nt ly published an 
article in ELT co ncer ning the figure of Watteau in Pater's "A Pri nce of 
Court Painters" and Michael Field's Sight and Song, and an essay on Pater 
as Oxford H egelian for The j ournal oJ the H istory oJ Ideas . His article on 
Carlyle and Fichte is forthcomi ng in Literature Compass. 

MEGAN BECKER-LECKRONE is Associate Professor of English at the 
University of Nevada, Las Vegas, where she specializes in the history of 
crit ica l theo ry and late-nineteenth-century Briti sh literature. She is the 
author of j ulia Kristeva and Literary Theory (Palgrave , 2005) and of essays 
on Wordsworth, Wilde, Pater, and Joyce. She is the No rth American book 
review editor for the Edinburgh UP journal, Victoriographies: /I j ournal oJ 
Nineteenth-Century Writing. She was editor of The Pater Newsletter from 
2006-2011 and is now production ed itor of the journal. 

ELl SA BIZZOTTO is a lecturer in English Literature at IUAV University of 
Venice. She has written on Pater, Wilde, Vernon Lee , Beardsley and Pre
Raphaelitism and is espec ially interested in genre, gender, myth, inter-a rt 
and co mparat ive approaches . She is the author of La mono e l'al1ima. 11 
ritratto immagi1lario Ji ll de siecle (2 001) and has co-ed ited the first Ita lian 
edit ion of the P re- Raphael ite magazine The Cerm (2 008). She is currently 
co-authori ng a book on Pre-Raphaelite aesthetics. 

MATTHEW BRADLEY, Lecturer in English at the Universi ty of Liverpool, 
is current ly writing a book on decadence and apoca lypse. He has published 
a number of articles on the rel ation between the aesthetic movement and 
theology; he was also principal editor and compiler of the Gladstone 
Reading Database at Gladstone's Library. His ed ition of Willi am James's 
Varieties of Religious Experience is forthcoming from Oxford World 's 
Classics. 

EL I CI A eL EME NTS is A ssistant Professor of English and Humanities 
at York University, Toronto. She has written art icles and book chapte rs 
on WaIter Pater, Virginia Woolf, Gertrude Ste in, and the composer, 
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Ethel Smyth. Add itionally, she is co-editor of a collection of essays on 
Walter Pater, Victorian Aesthetic Conditions: Pater Across tbe Arts (Palgrave 
Macmillan, 20 10). A book-length study on Woolf's treatment of language, 
music, and sound is cu rrently under revision for a publisher. 

KENNETH DAL EY is the author of The R escue of Romanticism: WaIter Pater 
and John Ruskin (Ohio UP, 2001), and several essays on Ruskin, Pater, 
and Keats. He curre ntly serves as Chairperson of the English D epartme nt 
at Columbia College in Chicago. He is the Bibliographer for the Pater 
Newsletter. 

MlCHAEL DAv ls, an Associate Professor of English at Le Moyne College 
in Syracusc, New York, spec ialize s in Victorian and Modern literature 
with pa rticular interests in sexuality, aesthetics , psychoanalysis, and 
narrative theory. He is currently complet ing a study of Pater ("Waiter 
Pater!s 'Latent Intelligence' and the Concep tion of Queer 'Theo ry"') and a 
book on Virgi nia Woolf tentatively entitled "Dating Mrs Dalloway: Self
Reflexion, Suicide , and the Ends of Modern Fiction." He is also interested 
in contempo rary critical and cultural theory. 

MARC D,PAoLo current ly teaches at Oklahoma City University, having 
previously taught literature and film courses at Alvernia University, Kea n 
University, and Drew University. He is the author of Emma Adapted: lllne 
lIusten's H eroine from Book to Film (Peter Lang, 2007) and principal editor 
of Pea rson's literature anthology The Conscious R eader. I-lis essays have 
appeared in A Century of the Marx Brothers, The AmaZing Transforming 
Superhero, Beyond IIdaptation and Pimps, Wimps, Studs, Thugs, and 
Gentlemen: Essays on Media Images of Masculinity. Formerly a reporter fo r 
the Staten Island IIdvance, DiPaolo writes the blogs "Dandies and New 
Women", <IBedford Falls lVl ovie H ouse," and "The Adventures of ltalian
American Man." He ha s a Ph .D. in English from Drew University. 

AN D RE W EASTHAM is an independent scholar and writer who has 
publi shed widely on Pater, Aestheticism, Modernism, and Contemporary 
Literature. His monograph lIesthetic After/ives: Irony, Literary Modernity, 
and the Ends of Beauty has recently been published by Continuum. Th is 
begins with an investigation of Pater's musical idea l, conducts an enquiry 
in to Aestheticism's twentieth-century legacies, then concludes with an 
autobiographical accoun t of his meeting with the undead Mr. W . P. 
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MEG H AN A . F R EEM A N recently received her Ph .D . in English literatu re 
from Corncll University, hav ing co mpleted a dissertation investi gat ing the 
treatment of aes thetic theory and spectatorship in British and A merican 
novels of the ninetee nth ce ntury. Currently, she is an Assistant Professor in 
the School of Writ ing, Literature, and Film at Orego n State University. 

K J\ TE H EXT is a Teaching Fellow in Engli sh literature at the Un iversity 
of Exe ter. She has published various articles on Pater and Aestheticis m. 
H er first monog raph will be I ndividualism and A esthetic Philosophy: Wailer 
Paler, R omalltic M odernist (Edinburgh UP, 2013). 

L ESLE Y HJC G INS is a Profe ssor of Engli sh at York Universi ty (Toronto, 
Canada) , where she specializes in Victorian and Modern literature, 
poetry, and feminist studies . In 2002, she publi shed T he M odernist Cult of 
Ugliness: Aesthet ic and Gender Polit ics (Palgrave) and co-edited Wa iter Pater: 
Transparencies of Desire (ELT) . M ore recenrly, and together with El icia 
Clements, she co-edited Victorian Aesthetic Conditions: Pater Across the Arts 
(Palg rave , 2010). She is the co-general editor of T he Collected Works of 
Gerard Manley H opki11S, an eight-volume project forthcoming from Oxfo rd 
UP. T he firs t vo lu me in the series, her edition of Hopkins's Oxford E ssays 
and Notes, was publi shed in 2006. 

LAURA GIOVAN ELL I, who holds a Ph.D. from the University of Florence, 
is a Researcher in English Lite rature at the Faculty of Modern Languages 
and Literature, University of Pi sa. She is an associate edi tor of the academic 
journal Al1glistica P isal1a. H er research interests include Anglo-American 
Modernism, postmodern and postcolonial fiction, eighteenth-century 
poetry, and the fin de sitcle. Among her monographs are Le vite in gioco. La 
prospettiva ontologica e autoreJerellziale nel/a l1arrativa di Peter Ackroyd (1996), 
Falsi d'au tore. Percy, M acphenon, Chatterton (2001), and 1/ Principe e il Satiro. 
(Ri}leggere OIl ritratto di D orian Gray" (2007 ). 

M J\ RT INE LAMBF.RT - CHARBONNIER is Maitre de Conferences at the 
Un iversite de Sorbonne-Paris IV. She is the author of Waiter Pater et les 
"portraits imaginaires": Mirroirs de la culture et images de soi (L'H armattan, 
2004), as well as seve ral essays for the Cahiers Victoriens et Edouardiells. 
H er "Poetics of Ekph rasis in Pater's Im aginary Por trai ts" appeared in the 
collection Waiter Pater: Transparencies of D esire (EL1~ 2002), edited by L aurel 
Brake, Lesley Higgins , and Carolyn Williams. 
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BILL L IVOLS I holds a B.A. in English from the University of Nevada, Las 
Vegas, and is a professional technical write r. 

SARA LYONS is a Ph.D. candidate in the D epart ment of English at Q;Ieen 
Mary, Uni versity of London, w here she is completing a dissertat io n on the 
relationship between Victor ian aesthetic ism and secularism in the works 
of A. C. Swinburne and Walter Pater. She has published a book chapter 
on th is subject in relation to the poetry of M a thi l de Blind, which appears 
in the collection Writing Women oJthe Fin de Si,cle: Authors oJChange, eds. 
Adrienne E. Cavi n and Carolyn Oulton (Palgrave Macmillan, 2011), and 
has contributed a chapter on Swinburne's critiques of Victori an religiOUS 
doubt to the fort hcoming collection Swinburne: Unofficial Laureate, eds. 
Stefano Evangelista and Catherine M axwell (Manchester UP, 2012). 

CATHERINE MAXWELL is Professor of Victorian Literature at Queen 
Mary, Univers ity of London. She ha s published the monographs Tbe 
Female Sublime from M ilton to Swinburne: Bearing Blindness (M anchester 
UP, 20 01), SW£l1burne in th e Briti sh Council series Writers and Their 
Work (Northcote H ouse , 2006), and, most recently, Second Sight: The 
Visionary Imagination in Late Victorian Literature (Manchester UP, 2008). 
She ha s co-edi ted , with Patric ia Pulharn, Ve rno n Lee's Ha unt£ngs and 
Other Fa ntastic Tales (Broadview, 2006) and Vernon L ee: D ecadence, Ethics, 
Aesthetics (Palgrave Macm illan, 2006). She has guest edited the special 
issue "Victo rian Literature and Class ical M yth," Victorian Review 34 
(Fa ll 2008), and, with Stefano Evangelista, the special issue "The Arts in 
Victoria n Literature" of the Yearbook oJ English Studies 40.1 & 40.2 (2010). 
Sh e is currently co -ed iti ng wi th Stefano Evange li sta a collection of essays 
on Swinburne. 

MAUREEN MORAN is Emerita Professor of English Literature, Brunel 
University (London, England), where she served as H ead of Department 
and D ea n of the Faculty of Arts. Her research specializations are Vi cto rian 
religion and li terature, sensat ional wr iting, the prose and poetry of 
Aestheticism and D ecadence , and Victorian ge nder issues. H er rece nt 
publications include: "Waiter Pater's House Beautiful and the Psyc hology of 
Self-Culture" (ELT, 2007), Catholic Sensationalism and V£ctoriall Literature 
(Liverpool UP, 2007) and "The heart's censer : Liturgy, Poetry and the 
Catholic D evo tional Revolution," an essay in Ecstasy and Understanding: 
R eligious Awareness £n English Poetry from the Late V£ctorian to the Modern 
Period, ed . A. Grafe (Continuum, 2008). 
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LENE 0STERMARK-JOHANSEN, Reader at the University of Copenhagen, 
is the author of Waiter Pater and the L allguage of Sculpture (Ashgate, 2011) 
and Sweetness and Stre11gth: The R eception 01 Michelangelo ill Late Victorian 
England (Ashgate, 1998), the editor of Nose Book: Represtlltations of the Nose 
ill Literature and Ihe Arts (Middlesex UP, 2000) and, with John Law, has 
edited Victorian and Edwardian R esponses to tbe Italian R enaissance (Ashgate, 
2005). She has .lso published on Pater's Leonardo and Luc. dell . Robbi. 
essays, on Pater and Herac1itus, and Pater and Euphuism. She is currently 
working on a critical edition of Pater's Imaginary Portraits to appea r in the 
MHRA Critical Texts series in 2013 . 




