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CROSSING THE LINE: AFFINITIES BEFORE AND AFTER 1900

Regenia Gagnier
(University of Exeter; President, British Assoamattifor Victorian Studies)

It is with great pleasure that | write the Prefégehis special issue of the AHRC-
funded Victorian Networkjournal, as the President of the British Assocratfor
Victorian Studies, with its over 700+ internatiomaémbership, and as the keynote
speaker at the conference from which the papers s&ected, "Crossing the Line"
of 28-29" January 2010 at the University of Liverpool. Myykete lecture,
"Individualism, Decadence, and Globalization: oa Relationship of Part to Whole:
1880-1920," was in part subsequently publishedna8@pendix on J. K. Huysmans
to my bookindividualism, Decadence, and Globalization: oa Relationship of Part
to Whole 1859-192Q(Palgrave Macmillan, 2010), and | owe the confeeen
organizers and Professor Mark Llewellyn a debtth@ir comments and criticisms
after the lecture. With Llewellyn, | also gave eemry round-up talk after the
conference, reflecting on both the content and rthesion of the AHRC-funded
conference intended to professionalize researctiesta in the cross-disciplinary
fields between Victorian and Modernist Studies.

The conference had two objectives: to explorentiteral and cultural affinities
and repulsions between the two periods, simultasigo@exploring how our
perspective on them both is affected by the passgene; and to professionalize
graduate students in this key event of our fidlé, academic conference, and its core
activities, such as publication and grant-writi&g. "Crossing the Line" had at least
two main meanings, one having to do with the caitiles and disruptions between
the Victorian and Modern periods and within VicemiModernist Studies, and the
other with the rites of passage of students crgssito the profession as conference
presenters. In our support of both these aims, ¢llgw and | were aided by the
wonderfully informed and intellectual Commissionikgitor for the Humanities of
Manchester University Press, Matthew Frost, whoegam exceptionally helpful
publisher's lecture on scholarly publishing andedcame invitation for consideration
of advanced projects by MUP. Both conference airo# rculminate with the
publication of selected papersVictorian Network which is dedicated and funded to
publish the best work by postgraduates in Victosaimdies. The journal is therefore
warmly commended by BAVS, whose founding missiocludes post-graduate
professionalization and support, especially dueegnomic hard times when there
are more noteworthy Ph.D.s than academic posts.

The conference did indeed showcase some of the imsrnational
postgraduate and post-doctoral research in Victoaad Modernist studies. |
attended half the sessions—Llewellyn and | dividingm between us as far as was
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Regenia Gagnier 2

practical—and heard some stunning papers on daritgstr heteronormativity, as
well as Queer Theory and homoeroticism, and feraiaind feminist voices; Science,
Medicine, and Literature, one of the fastest grgwnameas in the discipline and one
familiar to Victorian Network changing idioms in the visual arts and architesgtu
from sculpture to painting and illustration to amme and cityscape; the representation
of nature and re-association of sensibility in ferofi ecological and pastoral thought;
the modern metropolis from the industrial revolatito modern media; poetic
traditions from Victorian verse teers libre and there was one whole panel devoted
to the modern Victorian Walter Pater. In thesedspas in the papers selected here,
we were able to see more crossings, between geadergender roles; the two
cultures of science and arts; between the sisteraad their respective geographies,
indoors and outdoors, urban and rural; betweenreaitulture, and technology;
between literary forms of epic, lyric, novel, shetbry, and drama; and between
psyches such as Pater's, moving between Victomah raodern convention and
disruption. | discuss such trends in more detadl am professional context in
"Whither Victorian Studies" in the inaugural issakthe journalVictoriographies
(University of Edinburgh, 2011), but it should beted here invictorian Network
how, with their presentations, submissions and $jldhpe graduate students are
themselves driving the field in new directions,iwitork equally strong in theory and
the archive.

| personally never publish anything without preasenit publicly for comment
and criticism at least once and usually more thaceoWe should acknowledge the
University of Liverpool, the AHRC, and/ctorian Networkfor giving research
students this opportunity to present their resefocliomment and criticism before it
goes into the books that will establish their reiohs for posterity.
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FAITHFUL INFIDELITY: CHARLES RICKETTS' ILLUSTRATION S FOR
TWO OF OSCAR WILDE'S POEMS IN PROSE

Jeremiah Romano Mercurio
(University of St Andrews)

Abstract

The artist, collector, and critic Charles Rick€ft866—1931) has often been characterised as
a reactionary voice in early-twentieth-century debaabout modern art. Although he
responded conservatively to modern-art developms&nth as those embodied by the term
'Post-Impressionism’, his work in book design aldstration exemplifies progressive
strategies of decoration that reconfigure the i@tahip between author and illustrator as
one of collaborative authorship. Ricketts' illustvas are autonomous narratives that not
only reproduce the meanings of the texts they sgprie but also parody and elaborate on
them. Moreover, Ricketts' book designs and illugirs represent a complex resistance to
and working out of Oscar Wilde's views on art, laage, and orality. Wilde regarded visual
art as inferior to language because the latterezabody the graphic and is free from the
former's fixity in time and materiality. Rickettslustrational strategies are designed, not
only to reinforce his own autonomy, but also tqodisye Wilde's description of visual art as
limited compared with language. Ricketts' prognessirategies of design are epitomized by
his unpublished illustrations for Wildé®ems in Pros¢l894), a text which dramatises the
centrality of voice to Wilde's poetic endeavour ailbws Ricketts directly to challenge
Wilde's denigration of the visual arts.

By focusing on two representative examples, Riskelrawings for "The Disciple'
and The House of Judgment’, and by providing cteselings of both image and text, this
piece traces Ricketts' illustrational methods amdkals their debts to Wilde's own theories
of orality, language, and visual arts, chartingkietts' divergences from Wilde's texts and
highlighting the critical dialogue implicit in th@lustrations. Ricketts' drawings for the
Poems in Prosecurrently held at the Tullie House Museum & Arlfgry in Carlisle, have
never been published together as a set, and th@pjosition of the two drawings here is a
preliminary attempt to set these illustrations amersation with each other.

As an illustrator, stage-designer, painter, articgriand collector, Charles Ricketts
(1866-1931) played a central role in the debates onodernism and sought to
determine the direction of art in late-nineteentid aarly-twentieth-century Great
Britain. His influence over these debates, howewas not straightforward, but
rather simultaneously reactionary and progres€ivethe one hand, as his biographer
J. G. P. Delaney describes, Ricketts had a 'backwather than forward-looking
mentality'? Ricketts deplored modern art's devotion to novieltynovelty's sake, the
impulse, he felt, of Cézanne, Matisse, Gauguin, aftiter 'Post-Impressionist’
painters: 'Novelty in itself is valueless. The gpf beauty and power, of which art is

1 J. G. P. Delanegharles Ricketts: A Biographxford: Clarendon Press, 1990), p. 15.
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the expression, has centuries behind it; it isldsae thought. On the other hand,
while seemingly at odds with key modernist develepta in form and colour
engendered by 'Post-Impressionism’, Ricketts stggpoand identified with new
artistic styles and forms suited to coping with tenditions of modernity without
'sweeping clean [. . .] the slate of traditibrih line with this approach, Ricketts' own
graphic art, especially the designs and illustretiproduced for Oscar Wilde's work,
embodies aravant-gardestyle and employs progressive strategies of dethgh
bridge Victorian and modernist aesthetics. Thiagssll investigate Ricketts' use of
these strategies in a series of unpublished dramiegigned for WildePoems in
Prose (1894). These illustrations are progressive in baofleir autonomous
relationship to the text and their deft translatioihthe oral tale into a graphic
medium, explicitly challenging Wilde's assertioratthanguage is superior to other
artistic forms.

Recent analyses of Ricketts' work by LorrainezéanKooistra, Nicholas
Frankel, and David Peters Corbett, underscore Riaketts' book designs and
illustrations, especially those commissioned forc&@sWilde's work, represent
innovative reconfigurations of the relationshipvibetn text and image. For example,
Kooistra identifies Ricketts' illustrational strgiein Wilde'sThe SphinX1894) as a
form of impression her term for an approach in which 'pictorial esg@ntation of the
text is less important than critical interpretatiand decorative embellishmeht'.
Although Ricketts' designs forhe Sphinxon some levels, reflect the content of
Wilde's poem, Kooistra denies the illustrationgsgrvience to the text:

Ricketts's choice of scenes to be illustrated, ihtsoduction of highly
personal symbols, above all his decorative styeline to make the images
equal and independent partners in the image/takiglie’

Frankel also traces Ricketts' deployment of autangrdesigns within a number of
Wilde's books, including he Picture of Dorian Gray1891),Poemg1892), andlhe
Sphinx In an essay on the 1892 edition of Wildetems Frankel compares this later
version with the 1881 edition in order to highlighe ways in which Ricketts' design
alters textual meaning and to establish 'the batdssgn as a sign-system in its own
right'® RegardingThe Sphinx Frankel similarly argues that 'the relation betwe
book and poem is not in fact one of simple parityaflection', emphasising that the

2 Charles Ricketts?ages on Ar{London: Chapman and Company, 1913), p. 150.

® David Peters CorbetThe World in Paint: Modern Art and Visuality in Hagd, 1848-1914
(University Park, PA: Pennsylvania State Universitgss, 2004), p. 254.

* Lorraine Janzen Kooistrahe Artist as Critic Bitextuality in Fin-de-Siécle lllustrated Books
(Aldershot: Scholar Press, 1995), p. 17.

®> Kooistra, p. 98.

® [Nicholas] Frankel, 'Book Decoration and the Po@&xt: Charles Ricketts's Designs for Wilde's
Poemgq1892)',Studies in the Literary ImaginatipB80 (1997), 67-87 (p. 69).
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‘decorated book poses in real terms what the padrmarses at the level of the
imagination” That is, the sphinx's semantic opacity within tiet is dramatized by
a typographical and illustrational design that aioss the text itself. Lastly, Corbett
also argues that in Ricketts' relationship withd#ithe former had 'to assert himself
and his own creative autonomy against the subaelipasition of illustrator and
designer®. Like Kooistra and Frankel, Corbett notes that BitX designs foiThe
Sphinx 'depart from the text in a multitude of minor wayd4owever, Corbett
stresses that 'the 'full-page illustration stilpdeds [. . .] on fidelity to the subject set
by the text’ According to Corbett, though, even this act ofefity indicates
Ricketts' resistance to Wilde, whose own calls #&mtonomous illustration are
undermined by Ricketts' faithful rendering of theitten text. As all three critics
argue, Ricketts' designs for Wilde's books areatige in their independence from
the verbal text and in their re-defining of illueion itself.

More than an additional example of Ricketts' tesise to Wilde, the series of
illustrations forPoems in Prossuggests that Ricketts' strategies of design respm
and are at least partially grounded in Wilde's dheories of orality, language, and
visual art. Wilde's privileging of voice in his owmork emerges in response to what
he saw as Walter Pater's increasingly cumbersomanant prose. In Wilde's view,
the intricacy of this prose reveals a compositiomathod designed solely for the
printed page; that is, Pater's prose seemed toeWad more like a piece of mosaic
than a passage in music' and, therefore, 'lackfing]true rhythmical life of words
and the fine freedom and richness of effect thah shythmical life produce$'. As
Linda Dowling argues, this kind of prose 'satisfl@dilde’s] desire for variation and
"visual" arabesque’, but its static quality 'aliedha the ear'? To counter the
limitations of such materially oriented prose, Wildalled for a return to voice: 'Yes:
writing has done much harm to writers. We mustrreta the voice®? Wilde's focus
on the voice led to his adopting an improvisatioaatl synthetic style in his own
writing and oral story-telling. Deirdre Toomey debes this type of compositional
style in oral cultures, noting that 'originality ian oral culture consists not in
inventing an absolutely new story but in stitchiogether the familiar in a manner
suitable to a particular audience, or by introdgaew elements into an old stofd/.

” Nicholas FrankelOscar Wilde's Decorated BooK#&nn Arbor, MI: University of Michigan
Press, 2000), p. 171.

8 Corbett, p. 136.

° Corbett, p. 165.

1% |bid.

1 Oscar Wilde, 'The Critic as Artist', imtentions(London: James R. Osgood Mcllvaine, 1891),
pp. 93-213 (p. 113).

2 Linda Dowling, Language and Decadence in the Victorian Fin de I8i¢Brinceton, NJ:
Princeton University Press, 1986), p. 185.

13 wilde, 'The Critic as Artist', p. 114.

4 Deirdre Toomey, 'The Story-Teller at Fault: Ostslilde and Irish Orality', inWilde the
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Orality, thus, engenders a fluid style in which tlexterity of the teller is paramount.

Not only did Wilde call for a return to voice asnay to reinvigorate written
texts, but he also privileged language in genesa eedium superior to other modes
of artistic expression. For example, in 'The CragcArtist', Wilde demotes the visual
arts by arguing that language has a greater expegsswer:

[T]he material that painter or sculptor uses isagre in comparison with
that of words. Words have not merely music as saséhat of viol and lute,
colour as rich and vivid as any that makes lovely s the canvas of the
Venetian or the Spaniard, and plastic form no fege and certain than that
which reveals itself in marble or in bronze, bubught and passion and
spirituality are theirs also, are their indeed altn

Wilde implicated visual art along with Pater's dyenaterial prose as fixed and rigid
forms, bound by time and physical existence. Bésglf frozen in time, visual art is
unable to represent time adequately: [tlhe imagmed upon the canvas possesses
no spiritual element of growth or chanf§eWilde's belief in visual art's inferiority
led to his conception of illustration '‘as an unekéng and reinforcing of the
autonomy and power of the teXt'In other words, Wilde conceived of textual
illustration as evidence of language's generatoweqnr. As Katherine Bradley and
Edith Cooper, collectively known as 'Michael Fieladcount in their journal, Wilde
most approved of illustrations that did not refldo® content of a book because 'he
holds that literature is more graphic than art, simoluld therefore never be illustrated
in itself, only by what it evoke$’. In Wilde's opinion, there is no need for an
illustration to reproduce the written text becalmeguage can engender an image
better than visual art. Paradoxically, Ricketts tnusorder to distance himself from
Wilde's preference for autonomous illustrationthilly represent at least some of
Wilde's text. This position partly explains why Retts' illustrations and design for
The SphinXshuttle between fidelity and independertdh The Sphinx Ricketts
shifts between explicit independence and coverstase masked as fidelity to the
written text, and he takes up a similar positiothwespect t>oems in Prosdn the
latter text, however, Ricketts is also eager taldsh illustration's equality with the
oral tale, specifically by creating dynamic, flugknerative images that symbolically,
if not literally, extend beyond the limits of tinand space. In short, Ricketts had to

Irishman ed. by Jerusha McCormack (London: Yale UniverBitgss, 1998), pp. 24-35 (p. 28).
15 wilde, 'The Critic as Artist', p. 119.

18 Wilde, 'The Critic as Artist', p. 134.

17 Corbett, p. 162.

18 Michael Field,Works and Daysed. by T. and D. C. Sturge Moore (London: Johnrristy
1933), p. 139.

19 Corbett, p. 166.
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demonstrate his independence from Wilde by perfogma number of tasks; he
needed directly to counter Wilde's claims about itferiority of visual art, to
demonstrate that graphic art could be as dynandcvdal as language—particularly
the spoken word—and to perform his autonomy, bagthilerging stylistically and
substantively from Wilde's texts, and by reinfogcthose same texts.

Although Wilde interprets orality as a sign ofdaiage's superiority to other art
forms, there is a strong affinity between oral $adend impressionistic strategies of
illustration. By dint of their improvisational quil oral tales threaten to destabilise
the textual product, altering the written text thgb multiple performances and
revisions. Autonomous illustrations similarly reagine a written text and alter its
meaning. All six of Wilde's published prose poenegdn as oral tales, and are
consequently ideal vehicles for Ricketts' method ilbfstration, providing the
opportunity to establish his illustrations as eqtmlWilde's prose. The six prose
poems collectively titled?oems in Prosevere first published together in the July
1894 edition ofThe Fortnightly Revievand include the following: 'The House of
Judgment’, 'The Disciple', 'The Artist', 'The DaérGood', 'The Master', and The
Teacher of Wisdom'. Shortly after their publicatiéticketts began sketches—which
he later described as ‘amorphous' and 'particutarigive'—to illustrate the prose
poems? A 1924 letter from Gordon Bottomley to Rickettyeals that Ricketts had
originally intended to produce an independent vauwoh his drawings paired with
Wilde's text: Motivated by Ricketts' resumptionwdrk on his illustrations around
1924, Bottomley implores Ricketts 'to publish thaole set with the text [of the
prose poems] in the way you planned thirty years agRicketts never completed
the edition of his illustrations with Wilde's progeems, but he did produce nine pen-
and-ink illustration&—one for each of the six prose poems Wilde pubdisheth
two designs and three drawings for 'The Doer of dG@amd an additional sketch of
three dancing figures, which might have been intentb serve as a frontispiece.

20 Ricketts to Gordon Bottomley, 27 July 1918 (LongBritish Library, Add MS 61718). Ricketts
wrote to Gordon Bottomley earlier in the month,iagk'[D]id I tell you | found a batch of old Vale
scraps, tracings and drawings, published and urghdual, for theDial of 1889 [for] Daphis and
Chloe The Sphinxand for Wilde's?Poems in Prose-the latter were found before Egypt, put away,
and then forgotten[?]' (Ricketts to Bottomley, Ji§18 [BL Add MS 61718]). It is difficult to
know to what extent these 'scrawls’ formed thesbfasithe later drawings completed around 1924.
After completing the latter, he wrote to Gordon tBatley, saying: 'Recently | executed eight
drawings in my old manner illustrating Wilde's P@em Prose' (Ricketts to Bottomley, 13 June
1924 [BL Add MS 61719]).

2L Ricketts' precise intentions for publishing theBestrations are unclear, although Gordon
Bottomley reveals in a letter to Ricketts that taer had planned to publish the text and images
together: 'The only thing | need to be perfectlgtent is to hear that you mean to publish the whole
set with the text [. . .] in the way you plannedtthyears ago' (Bottomley to Ricketts, 29 July 492
[BL Add MS 58091]).

“2 Eight more or less finished illustrations and sketch.

23 The sequence of the illustrations' composition Riwketts' intended order for them in any book
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These drawings are currently held at the Tullie $éo'Mluseum and Art Gallery in
Carlisle and form part of an album of Rickettselatork, which also includes a
second series of illustrations fohe Sphinx

Before printing his prose poemsTihe Fortnightly Reviewwilde recited these
six tales—and many others—in conversation to hm@png peers, many of whom,
including William Butler Yeats and André Gide, died) out his speech as his best
work. Ricketts, too, valued Wilde's speech morentids writing, remarking to
Anthony Pye that 'nothing written by Wilde hints #te richness of his
conversatior?? As musings on the prose poems, Ricketts' imprawoiss on Wilde's
themes are in keeping with the spirit of oralitydéhe prose poems themselves. Not
only are Wilde's prose poems improvisational, heytalso draw from a store of pre-
existing literary material, and in this respect stery-teller performs the role of the
critic as defined by Wilde in 'The Critic as Artist

For just as the great artists, from Homer and AHashgown to Shakespeare
and Keats, did not go directly to life for theirgect-matter, but sought for it
in myth, and legend and ancient tale, so the cdéals with materials that
others have, as it were, purified for him, and twcoh imaginative form and

colour have been already added.

Ricketts' illustrations again parallel Wilde's propoems, this time in their
appropriation of literary tradition. The drawingseuWilde's tales as raw material for
Ricketts' purposes, while also overlaying a critidiscourse of art and weaving a
dense fabric of allusions to literary and art mgto

There is not enough space in this article forsaulsion of Ricketts' entire series
of illustrations for Wilde's prose poems, but twamples, those drawings for "The
Disciple' and 'The House of Judgment', are reptatea of the set, all of which
share a similar approach to illustrating Wilde'stde Moreover, it is easy to extract

he may have planned to publish is difficult to deti@e. Also, one page from the album is torn out,
and on the stub T. Sturge Moore (signed 'T.S.May Written: ‘taken outhe Thinker in Bronze
[The Artisf 10/13/32"; it is unclear whether or not this dimagvhas been returnedhe Artistis
affixed by tape to a stub from which it appearsadeéd, suggesting that this might be the removed
illustration reinserted and attached to a differgmb. It could also be the illustration that Rit&ke
presented to Gordon Bottomley, which Bottomley Higaned and which is also held at Tullie
House along with the album (Ricketts to Bottomldy June 1924 [BL Add MS 61719]).
Otherwise, there is another illustration for 'Theigt', but this seems unlikely given that Ricketts
records completing only eight illustrations (Ridketo Bottomley, 13 June 1924 [BL Add MS
61719]).

24 Charles RickettsSelf-Portrait: Taken from the Letters & Journals @harles Ricketts, R.A.
collected and compiled by T. Sturge Moore, ed. legilClLewis (London: Peter Davies, 1939), p.
178.

25 Wilde, 'The Critic as Artist', p. 137.
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these two prose poems from the series of six puddian The Fortnightly Review
because they are the only two to have appearedinb—both in The Spirit Lamp
(1893)—prior to their publication as a eBoth 'The Disciple' and 'The House of
Judgment' embody Ricketts' subjective interpretatd Wilde's prose poems; they
are designed to translate Wilde's texts into thguage of graphic art and into
Ricketts' personal style and symbolic world. Admhally, the illustrations directly
challenge Wilde's claims for language's superidotyther art forms by mimicking
the traits of the oral tale—instability, trans-tesnglity, improvisation; furthermore,
they critique Wilde himself and creating a spageRketts' own position as author.

‘The Disciple'

In many ways, Wilde's 'The Disciple' is an ideat t®r Ricketts' progressive method
of illustration. Having appeared in two differenérgions published by Wilde (as
mentioned above), this prose poem has a publicatgiory that captures the quality
of reinvention inherent in the oral tale. Not owlyg Wilde recite and publish 'The
Disciple' multiple times, but other writers recaddde tale in their own publications;
Gide, for example, reprints the prose poem in leisoltections of Wildé! 'The
Disciple' is itself a reinterpretation and parodyowid's retelling of the Narcissus and
Echo myth inMetamorphosesalso a highly parodic text, which diverges from,
undermines, reorders, and re-contextualizes thekGneyths from which it draws.
Ricketts' embellishments and commentary on Wilgeise poem, in turn, recreate
Wilde's improvisations on the text in speech andpimt. Although Ricketts'
illustration for Wilde's text is progressive in itsconfiguration of the relationship
between image and text, its illustrational stratadgpts the same approach to story-
telling embodied by Ovid and Wilde; Ricketts becsnge third bard, making his
strategy of design germane to the spirit of Wilggsse poem. Although Ricketts'
illustration is sympathetic to Wilde's tale, Ridgéfpositioning of himself as a third
story-teller undermines Wilde's assertion that aisart lacks the same range and
flexibility of the poet.

Ricketts' illustration for 'The Disciple' (figurg) cites from the text, inserts
material of Ricketts' own invention, incorporatespects of the prose poem from
unrecorded recitations, draws in material from pthese poems by Wilde, and
critiques the character of Wilde himself. A briefnremary of Wilde's tale compared
with Ricketts' corresponding illustration will higgiht the way the latter diverges
from the text. The prose poem retells the storiNafcissus from the perspective of
the pool in which Narcissus would admire his rdftat The narrative begins at the

6 'The House of JudgmenThe Spirit Lamp 17 February 1893, pp. 52-53. ‘The Discipldie
Spirit Lamp 6 June 1893, pp. 49-50.

27 See André GideQscar Wilde In Memoriam (souvenirs)e '‘De Profundis{Paris: Mercure de
France, 1910)
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Figure 1 Charles Rickettd]lustration for Oscar Wilde's 'The Disciplei.d., Tullie House Museum and Art
Gallery, Carlisle. Pen, ink and Chinese white, 28.25.2cm. 1971.85.35A.15 (Image courtesy of Tullie
House Museum & Art Gallery; reproduced by kind pssion of the copyright holders, Leonie Sturge-
Moore and Charmian O'Neil).
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point of Narcissus' death and captures the reacfitine Oreads and the pool. Seeing
that the pool has turned into a 'cup of salt tearg] assuming that the pool, most of
all, admires Narcissus because it had continualtpessed the latter's beauty, the
Oreads attempt to sympathise with the pool: 'Wendb wonder that you should
mourn in this manner for Narcissus, so beautifus a@%® However, the pool is
actually unaware of Narcissus' beauty, explainirg tl loved Narcissus because [. .
.] in the mirror of his eyes | saw ever my own kgamirrored' (pp. 23-24). Wilde
contravenes readers' expectations by disrupting téhe's anticipated narrative
trajectory, emphasising the subjective nature @ftar reception (in this case, the
appreciation of Narcissus' beauty) and demonstratitat even long-established
myths remain subject to reinterpretation.

Ricketts continues this process of inversion atttjae by embellishing further
on the tale. Upon seeing the illustration, the \aewe immediately struck by a key
difference between the image and text: the presehtiee centaur, which appears to
the left of Narcissus. This centaur makes no apgpear in any version of The
Disciple’, nor does it appear in Ovid's tale of &ssus. Ricketts imports the centaur
from another of Wilde's prose poems, 'The Poepubhished by Wilde but retold by
Ricketts in hisOscar Wilde: Recollection$1932)?° In that prose poem, a man
recounts invented stories about his encounteringmaues, fauns, centaurs and
various other mythological creatures. One day headly sees these creatures and is
thereafter unable to tell any more stories. Clagrimquote Wilde, Ricketts describes
the man's experience of the centaur: '[it] peepddna behind a hollow rock®. The
centaur in his illustration for "The Disciple' ieniorming this precise action, which
suggests (in the absence of other antecedentsjt tisathe same centaur from 'The
Poet'. While Deirdre Toomey describes how 'this,tahd in particular the motif of
the centaur slowly turning his head, obsessed R&kthe inclusion of
the centaur in this illustration is more than adwct of his obsessioh. Firstly, its
presence in an illustration for 'The Disciple' ¢esaan inter-tale dialogue. The oral
tradition itself carries on this dialogue with othales, borrowing frames and devices

28 \ilde, 'The Disciple'The Fortnightly Reviens6 (July 1894), 23—-24 (p. 23). Unless otherwise
noted, all subsequent references toRbems in Proswvill be given after the quotations in the text
and will be from the following editionPoems in Pros€The Fortnightly Reviefduly 1894], 22—
29).

29 Although no known version of 'The Poet' was putais by Wilde, he did claim to be bringing it
out 'in a Paris magazine above my signatdreé (Letters of Oscar Wilded. by Rupert Hart-Davis
[London: Rupert Hart-Davis, 1962). 809). A partial manuscript exists: sBee Complete Works
of Oscar Wilde, Volume 1. Poems and Poems in Rrede by Bobby Fong and Karl Beckson
(Oxford: Oxford University Press, 2000), pp. 21782Wilde also explains that the cave where
‘The Teacher of Wisdom' resides in the eponymoaseppoem is 'a cavern in which a Centaur had
once dwelt' ('The Teacher of Wisdom', p. 27).

30 Charles Rickett®Dscar Wilde: Recollection@loomsbury: Nonesuch, 1932), p. 18.

31 Toomey, p. 32.
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and employing them in unexpected contexts. Theace'stinclusion does precisely
this, expanding the narratological reference ofilustration in the same way that
prose poems do. Furthermore, the centaur had aabpeeaning for Ricketts.
Lamenting Gide's omission of the centaur in hillieg of the tale, Ricketts
explains:

Strangely enough Gide omits the episode of théacenyet this detail has
remained vivid in my memory, for Wilde, by an almhoaperceptible turn of
the head, when speaking, conjured up the moveménthe receding
creature?

That the centaur's movement reminds Ricketts ofd&4l own movement 'when
speaking' implies that the centaur is itself an lembof orality, an embodiment of
Wilde's story-telling. Ricketts might have read tléls tale as an admonition against
pictorial representation—the tale's protagonist sarlonger invent after seeing his
mythological creatures—and therefore included thismbol of Wilde in his
illustration in wilful disregard for Wilde's low amion of the visual arts. However
Ricketts reads the tale, he has invoked the or#linvia purely pictorial form by
personifying the act of speaking and alluding te story-teller—Wilde himself. In
doing so, Ricketts challenges the notion that Wéldale is stunted by his drawing,
demonstrating that the tale remains dynamic iregpfits being illustrated.

The centaur's inclusion stands in for orality, Imyand inter-narrativity, but it
also marks the illustration as parody, a pasticheMdde's story-telling in the
language of illustration. This parody extends toeeasonal critique of Wilde and his
reputation for lasciviousness, which he acquirethloly after his trials. Although
sympathetic to Wilde's homosexuality, Ricketts pmpaved of his friend's more
flamboyant behaviour. His association of Wilde witie centaur underscores this
judgment. By representing Wilde as a centaur, Rislaso locates the former within
a specific tradition of visual art from which thedter had a number of models for his
own centaur. J. G. P. Delaney argues that 'thergkemespiration [for Ricketts to
employ centaurs in his work] was the numerous makand Renaissance depictions
he must have seen in the Louvre and the Britishedms (p. 147). In particular,
Ricketts must have had in mind BotticellPallas and the Centaufc. 1482), in
which Pallas Athena tames a centaur, who signifias's baser nature, and Gustave
Moreau'sDead Poet Borne by a Centa(o. 1890), in which the image of poet and
centaur are directly linked. The symbol of the centaur, then, is polysemoua to
large degree, allowing Ricketts to represent Wil@dad-by extension story-telling—
within the content of the illustration itself, tam@dy Wilde and his more extreme

32 Ricketts,Oscar Wilde: Recollectionp. 17.
% Botticelli's Pallas and the Centauwvas reproduced, along with T. Sturge Moore's ekgikron
the painting, in the art journal co-edited by CaarbhannoriThe Pagean(1896), I, p. 227.
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behaviour (subverting Wilde's moral authority), 9obsume a metaphor of orality
within the context of graphic art (challenging teepremacy of the written—or
spoken—text in word/image relationships), and &cpse a form of literary criticism
that juxtaposes multiple prose poems (specificdlhe Poet' and several versions of
‘The Disciple') within the context of a single gtuation.

Another, less ostensible, aspect of Ricketts'stitation that redefines the
relationship between image and text is his figuraigNarcissus and the reflection
pool. Narcissus' presence in the illustrationsslfta divergence from the text, since
both printed versions of the prose poem (ffohe Spirit Lampand The Fortnightly
Review begin 'when Narcissus di€dl' A sceptical viewer might argue that Narcissus
Is already dead in the illustration, his left arenging lifelessly over a stone. His
right arm, though, is positioned in a way difficadt maintain without effort. The
same is true for the position of his body. A makely reading, then, is that Ricketts
intended an anachronistic, trans-temporal readinpeoillustration—one that refutes
Wilde's earlier-quoted claim that visual art canmotequately represent time. A
similar trans-temporality pervades the history loé toral tale, transforming tales
across multiple recitations and story-tellers. #asing himself as a story-teller,
Ricketts' inserts an analepsis absent from the wéxth begins only after Narcissus'
death. This analepsis allows Ricketts to commenWade's story by reincarnating
Narcissus while omitting the reflection of his fdcem the pool—a central aspect of
the myth. While part of Narcissus' arm and, perhgast of his lower body are
discernible in the pool, his face, including theegywith which he gazed at his
reflection, are rendered invisible by the illustvats perspective. The effect of this
removal of Narcissus' face from the illustrationthsit—at least in the context of
Ricketts' drawing—the pool is unaware, or at laadirectly aware, of Narcissus'
presence. For the viewer to witness Narcissusgeisa the pool would be to imply
that the poolseeshim, but Wilde's inversion of the myth is to tuttme pool into
another Narcissus, valuing Narcissus because has egst back the pool's own
reflection. Ricketts radically departs from Wilds®ry only to reinforce it in ways
unimagined by the text.

‘The House of Judgment'

The other prose poem that Wilde publishedThe Spirit Lampis 'The House of
Judgment’, and Ricketts' accompanying illustratiibgure 2) is thetour de force
amongst his eight designs fétoems in Proselt employs many illustrational
strategies exemplified by his drawing for 'The & and adds to them a number of
other elements, including a red/orange wash th&emé#his the only illustration to
incorporate colour. Most important, the illustratis an example of the kind of

34 Wilde, 'The Disciple', p. 23; foFhe Spirit Lamprersion, sedhe Spirit Lamp6 June 1893, 49—
50; repr. inComplete Works, Volume A. 172n.
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Figure 2 Charles Ricketts|llustration for Oscar Wilde's 'The House of Judgien.d.. Tullie House
Museum and Art Gallery, Carlisle. Pen, ink, watelear and Chinese white, 22.2 x 16.1cm. 1971.85.836A
(Image courtesy of Tullie House Museum & Art Gajtereproduced by kind permission of the copyright
holders, Leonie Sturge-Moore and Charmian O'Neil).
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original art that Wilde calls for in 'The Critic @stist', in which he bemoans art that
is 'immobile, hieratic, and confined to the repretitin of formal types® It explores
the limits of what illustration means through alodgac engagement with Wilde,
enacting the drama of subverted authority that ik@centre of Wilde's prose poem.

A brief analysis of Wilde's 'The House of Judgraeuilt serve to illuminate the
relationship between Ricketts' illustrations and text. Centred on the relationship
between textural authority and orality, the prosem recounts the dialogue between
God and a sinner standing before him for judgmieatgely a catalogue of sins, the
tale begins with an attempt by God (or, perhaps, tlrrator) to preserve the
authority of the text over and against the oraldAhere was silence in the House of
Judgment, and the Man came naked before God' [plr@hediately afterward, God
‘open[s] the Book of the Life of the Man' (p. 24)is only after silence has been
secured that God turns to the textual record, ptioig the written history from the
destabilising effects of the spoken word. The gedcdbed here is the authoritarian
God of the Book of Revelation, who proclaims tha éncompasses the entire
narrative of the world; he is 'the Alpha and Omebe,beginning and endintj’.The
book of life from which God reads in Wilde's prgzgem is an embellishment on a
passage from the book of Revelation, in which tbekts author, assumed to be St.
John, describes seeing 'the dead, small and gteai] before God: and the books
were opened: and another booke was opened, whibk Isooke of life: and the dead
were iudged out of those things which were writtethe books, according to their
works'?” Wilde's prose poem exploits the question of authipr already suggested
by the book of Revelation. If God is to judge thes®ers by the content of books
written by their own deeds, then ostensibly Godsdoet author the text. Of course,
Wilde's prose poem is not an exegetical readinp@book of Revelation, and so the
philosophical and theological question of free walimmaterial here. 'The House of
Judgment' does not seek to answer the questior®ffill, but instead explores the
nature of authorship and textual authority. God,vbyue of his omniscience and
assertion of narrative sovereignty in the Book elv&ation should be the author of
the text, but his inability to anticipate the sinseverbal replies indicates that he
ceases to author the narrative of the man's life.

Orality consistently undoes God's authority—nhiditghto fix the meaning of
words—throughout the text. The written accounthaf sinner's life is insufficient as a
judgment in itself and must be performed—read aleurdorder to be enacted. Once
God's judgments are spoken, however they acquerentprovisational attributes of
orality and his narrative authority is consequenthdermined. After each of three
times God reads the list of transgressions froe Bbok of the Life of the Man', he
must close the book to await the sinner's reple 3$imner's subsequent response in

% Wilde, 'The Critic as Artist', p. 123.
36 KJV, Revelation 1:8.
37 KJV, Revelation 20:12.

Victorian Network Volume 3, Number 1 (Special Bulletin)



Jeremiah Romano Mercurio 16

turn reveals how the oral undoes the textual byhasising that the book is a record
of his deeds only: 'Even gbd I' (my emphasis). This is consistent with the Babk
Revelation, which describes the books as recordsnokrs' lives ‘according to their
works'. Once God closes the book for the final fieetries to maintain his narrative
authority, saying to the sinner, 'Surely | will dethee into Hell. Even into Hell will |
send thee' (p. 25). In reply, the man ‘crie[s],cas’ Wilde writes, and says, "Thou
canst not' (p. 25). This challenge to God's defirdber demonstrates the dexterity of
the oral versus the predominantly static qualityhef textual. God attempts to form a
narrative out of the written record, but his judgrise spoken to the sinner, possess
the same fluidity inherent in oral tales. The maesinot question what God reads
from the book of his life, but he does challengeatzodsays The oral is, thus,
always susceptible to being undone, misheard,aqirgted, and reworded. When the
man goes on to say that God cannot cast him intblddeause he has always lived
there, Wilde gives God no reply—'And there wasrnsiein the House of Judgment'
(p. 25). Not only is God unable to reply, but héoiced to change his mind entirely:
'Seeing that | may not send thee into Hell, surelyll send thee unto Heaven. Even
unto Heaven will | send thee' (p. 25). God's lofsauthority is apparent in his
language. The multiplicity of meanings inherenthe word 'even' demonstrates this.
Ostensibly, God is using the word in the way igfrently appears in the King James
Version of the Bible, which is as an adverb dergptaxactly or just as; however,
‘even’ also has the connotation of level or to dhmund, and théxford English
Dictionary describes one old English usage as a verb meanirigrow (a person)
down'® The latter meaning is appropriate to God's annement that he will cast
the sinner into Hell, but, in the context of semdihe man to Heaven, it reveals a
slippage in God's ability to control both the sitola and his language. Even insofar
as the word signifies 'exactly' or 'precisely'sttll reveals God's loss of control
because his proclamations are challenged and unmdsEnby the man both times.
God is no more successful when he attempts to $endinner to Heaven; the man
responds to this command that 'never, and in nceplaas he] been able to imagine
it' (p. 25). Ultimately, God is unable to say angthbecause of his own reliance on a
written narrative, which is why the prose poem eadshe refrain 'And there was
silence in the House of Judgment' (p. 25). Thidrensé not so much a narrative cul-
de-sac as it is an acknowledgement that oralityatese open-ended, malleable
narratives.

One of the chief ways in which Ricketts recreataes narrative flexibility in
his illustration is by visually translating the ten text into an instrument for his
own narrative—specifically by depicting the 'Bodktlee Life of the Man' as a tablet
or canvas. By portraying the book as a symbol @&nsegly static art, Ricketts
underscores the rigidity of the written text (awisioned by the book of the life in
‘The House of Judgment’) and, furthermore, sugdkstbook's place, [has he] been

% OED online (accessed 15 March 2010).
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able to imagine it' (p. 25). Ultimately, God is bfeto say anything because of his
own reliance on a written narrative, which is wheg prose poem ends on the refrain
'‘And there was silence in the House of Judgmen®%jp This ending is not so much
a narrative cul-de-sac as it is an acknowledgertteatt orality creates open-ended,
malleable narratives.

One of the chief ways in which Ricketts recredtaes narrative flexibility in
his illustration is by visually translating the tten text into an instrument for his
own narrative—specifically by depicting the 'Bodktlee Life of the Man' as a tablet
or canvas. By portraying the book as a symbol @&mnsegly static art, Ricketts
underscores the rigidity of the written text (awisioned by the book of the life in
‘The House of Judgment') and, furthermore, sugdbst®ook's usefulness as a tool
for the visual artist. If the text is a tablet @nwas, then the illustrator can inscribe his
own narrative onto the book. Ricketts' argument thastration is a sufficiently
flexible form challenges Wilde's implicit and exgti arguments to the contrary.
Whereas Wilde argues that only language can embdidhe other arts, Ricketts
rejects Wilde's limiting of the synaesthetic povedrvisual art. Paradoxically, he
achieves this by extending visual arts' reach beythe visual, most clearly by
drawing the figure of God larger than the illustyats frame, thereby cutting off his
eyes and symbolically eliminating the visual frohe tdrawing® In so doing, he
mirrors Wilde, whose prose poems attempt to imbue written word with the
flexibility of the oral tale, thereby expanding thierm by creating a liberating
paradox: a written text with the traits of an otale. Taking his cue from Wilde's
paradoxes, Ricketts turns the symbol of biblioaenir—the Book of the Life of the
Man—into a work of visual art. This is yet anothetample of Ricketts' faithful
infidelity in illustrating Wilde. The form of "'Thélouse of Judgment' performs what
the narrative of the prose poem enacts. Rickettggsrto be most faithful to Wilde's
text by translating the narrative into the languagé his own medium.
Simultaneously, he undermines Wilde by demonsiyatnat it is not just the oral tale
(or even the written text), but also the art afstration that can possess the mobility
for which Wilde strives.

Furthermore, Ricketts emphasises his freedom ilde's text by mimicking
the latter's use of allusion and parody. Wilde@sprpoem is not only an elaborate
parody of the Book of Revelation, but also a dgregehwork of literary allusion. For
example, the list of sins that God reads is an@pation of Tannhauser's recitation
of his transgressions to the pope. (Wilde wouldehagen familiar with the legend of
Tannhauser through a number of sources includingt&wne's 'Laus Veneris' [1866],
Morris' 'The Hill of Venus' [1869], and most impant Wagner's operé&annhauser
first performed in 1845.) Wilde alludes to Wagnedemonstrate further the power of
words to cross genres. Moreover, the languageeolighof sins is itself also imbued
with a musicality recreated elsewhere in Wilde'srkyanotably in the elaborate

% This is also an allusion to George Frederic Waitse, Death and Judgmeftt 1870s—1886).
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catalogues of Chapter Xl ifhe Picture of Dorian Graywilde promotes this densely
allusive writing style in "'The Decay of Lying':

Art finds her own perfection within, and not oussidf, herself. She is not to
be judged by any external standard of resembl&toeis a veil, rather than a
mirror. She has flowers that no forests know ofd$ithat no woodland

possesses. She makes and unmakes many worldsaandraww the moon

from heaven with a scarlet threQd.

Ricketts' illustration for 'The House of Judgmdamteds Wilde's call for art to be
hermetic, responding to Wilde's allusiveness bylidating it within the field of art
history. Ricketts incorporates elements from a nemd§ paintings—especially those
with models for the figure of god—including Watisine, Death and Judgemefat
1870s-1886) andlhe Court of Deatlfc. 1870-1902), and Gustave Moregedome
Dancing before Herodso-called Salome Tattooed (c. 1874), Salome [Salome
Dancing before Herod] (c. 1874-1876) addpiter and Semel¢c. 1889-1895).
These paintings, particularly Moreau's, are in toighly allusive. For example, the
figure of Jupiter in Moreau'dupiter and Semeleone source for Ricketts' God
figure—was also constructed with borrowings fromwsnber of earlier god models,
described by Genevieve Lacambre as being: 'Theratemtinity panel of Jean
Bellegambe'sPolyptych of Anchin', 'a small bronze that decorated [Moreau's]
mantlepiece, an ancient fresco that he had copieNaples, Ingres'Supiter and
Thetis and an Apollo with his lyre in one of John Flaxrisdine engravings®.

Ricketts' God figure goes beyond mere allusioweaéng itself to be the
representation of an artwork within an artwork.other words, Ricketts' God figure
represents a figurine rather than a deity. The mu@aangelic) figures that make up
his throne show the God figure to be inanimate. fiveefigures flanking God's torso
reveal that he has no agency because they, anGothtare apparently controlling
God's arms, turning the pages for him. God is, ,tl¢rbest a puppet or a pliable
statue. The figures are neither the damned nosdiied—they are merely decorative
flourishes, as is suggested by the frieze behindl Gutially appearing to be a halo or
the back of God's throne, this frieze rehearsesesoimthe dominant themes in
Ricketts' illustrations. The centaur in the frieaekes the pediment sculptures from
Zeus' Temple at Olympia, which depict the fightwes#n the Lapiths and the
centaurs, in which the centaurs disrupt the wedthiag the Lapiths have gathered to
celebrate. Like the centaur in 'The Disciple’, thentaur also represents Wilde,
repeating the parody of Wilde's behaviour and Visuig an emblem of orality.

0 wilde, 'The Decay of Lying', ifntentions(London: James R. Osgood Mcllvaine, 1891), pp. 1—
55 (p. 30).

*1 Geneviévie Lacambre and otheBsstave Moreau: Between Epic and Dre@®hicago: The Art
Institute of Chicago in association with Princetda, 1999), p. 236.
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Ricketts again symbolically injects the oral anteriry into his illustration and
emphasises that illustration is equally as mulétad as the oral tale.

Ricketts' use of a reddish-orange wash in 'Thesdoof Judgment' reveals
another one of the illustrator's critical tools.itlre amongst the illustrations in its
use of colour, the drawing evokes Walishe, Death and Judgememthich Ricketts
describes in a letter as ‘'all red, orange and ¢olthis allusion continues Ricketts'
engagement with other visual artworks; moreovee Wash suggests a literary
source, Isaiah 1:18, in which God implores, 'Come,rand let vs reason together [. .
.] though your sinnes be as scarlet, they shadisoehite as snow; though they be red
like crimsin, they shall be as wodfl.Not content merely to comment on Wilde's
own use of Biblical sources, Ricketts himself drewesn the Old Testament to re-
imagine the Judgment. Furthermore, Ricketts useotur serves as a parody of
Wilde, who employs the word 'scarlet’ frequentlyotighoutThe Picture of Dorian
Gray, and in many other works. [Dorian Gray, Basil Hallward directly alludes to
the passage from Isaiah: 'lt is never too latejddor et us kneel down and try if we
cannot remember a prayer. Isn't there a verse sharew"Though your sins be as
scarlet, yet | will make them as white as snoff"This passage precedes Dorian's
murder of Basil, which adds another sin to the logtee. Undoubtedly Ricketts
would have been aware of Wilde's penchant for tbedwscarlet', and thus he casts
Wilde in the role of the sinner by covering hisigitration in a red wash. He thereby
both reinforces and undermines 'The House of Judgjme which orality undoes
textual authority, placing Wilde in the role of theet whose voice-infused writing
undoes fixed textual analysis. Ricketts also plasiclocates Wilde within the
illustration for the second time, making him thargr figure held up by a sphinx.
This association of Wilde with the sphinx is cldar an audience familiar with
Ricketts' role as the designer and illustrator @féds The SphinxThe sphinx image
not only serves to link the sinner with Wilde hirfisbut it the reminds the reader of
Ricketts' collaborative authorship dhe Sphinx Ricketts illustration, then, casts
Wilde into a broadly, though not exclusively, viseavironment. If Wilde promotes
himself, and is perceived by others, including Ritk as a conversationalist and
teller of tales more than an author of written $exhen Ricketts' depiction of him in
his illustration is, in part, another attempt tduse the oral into the visual, thereby
demonstrating illustration's own improvisationabhtty.

Perhaps more than any of Ricketts' other illusinat his drawings foPoems in
Prosedirectly challenge Wilde's explicit critique ofettvisual arts in "The Critic as
Artist' and the implicit critiques in his fictiorsuch as the implied critique in 'The
Poet'. Ricketts combines autonomous illustratiorl faithful renderings of Wilde's
text in order to declare Ricketts' independencaradlustrator—his freedom from

2 Ricketts to unidentified recipient (probably Shan) 1927 (BL Add MS 61720).
43 KJV, Isaiah 1:18.
4 Wilde, The Picture of Dorian Gragl.ondon: Ward, Lock and Co., 1891), p. 235.
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having accurately to depict the written text—and hutonomy as a thinker—his
freedom from having to draw only what the text eeskFurthermore, because the
prose poems centre thematically and structurallfh@mes of orality, and because
Wilde promotes voice as the most dynamic artistode) Ricketts's illustrations for
the Poems in Prosare able to countermand Wilde's views by recrgatire prose
poems' fluidity and fecundity within a visual meghiuRicketts challenges Wilde, not
just in the ways described in this essay, but iryimg ways throughout his entire
series of drawings for the prose poems. For exaniptketts composes two designs
and three drawings for 'The Doer of Good', andsandoing, shows that the visual
artist can revisit the same theme in ways simoathe oral story-teller. There is no
evidence of Wilde's having seen the illustratioos RFoems in Proseand so it is
difficult to register how he might have receivee@rni The fact that Ricketts never
published the set, in spite of Bottomley's implgrimm to do so, also suggests that
Ricketts was somewhat ambivalent about his achiem&émOne might read his
reluctance to publish the illustrations and to kdepproject perpetually open-ended,
however, as another means of resisting Wilde'sgdation of visual art as a static
artistic mode.
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WALTER PATER — IMAGISM — OBJECTIVIST VERSE

Richard Parker
(The University of Sussex)

Abstract

In this paper | make a two-fold argument; first tthhe Objectivist inheritance from
modernism is, in a specific sense, Paterian, amonsky, that this Paterian influence
(manifested principally in the form of the Pateriassthetic moment) is not, as might be
assumed, in conflict with the political tendencegibited by my central examples—Ezra
Pound and Louis Zukofsky—but that the arguably éipal aesthetic moment is in fact key
to their political understandings. | will begin d&ysng how the Paterian moment lingers in
Pound's poetry, especially his Imagist and Vortigwrk, and is still at the core of his
poetics when he beginBhe Cantos| will then go on to argue that this same Pateria
aesthetic moment continues in the early work ofosdeyeneration Modernists the
Objectivists, and will look at the works of Louis a representative example. | will then
argue that this group of poets' Communism is ndireak with their engagement with
Paterian aestheticism, but that the Paterian momentn fact alloyed with their
understanding of Marxist-Leninism. The engagemeith \the far left that is generally
supposed to mark these writers' defining dividénwliteir modernist forebears will therefore
be shown to be more closely linked to the olderegation's practices than it might be
thought and 1 will, finally, question the appargrdlesthetic basis of Pound's alignment with
the far-right.

A consensus has developed regarding Walter Patéidence upon the early stages
of literary modernism. The claims for Pater's intpance are various; his eclectic
cultural criticism was a useful model for Pound atlkler modernists, as well as his
distinctive historical sense. Helen Carr writestthemotionally and artistically the
introduction to Pater, the Pre-Raphaelites and theicessors was for some years to
be much the most significant [influence on Poumdhis rejection of the American
doctrine of progress and its materialist presefhe ramifications of this influence
are manifold, and are as clearly seen in Poundihfud criticism as in his early
poetry, particularly in his first full-length crdal work The Spirit of Romanc@ 910)

in which Pound develops a critical and historicahse aligned with his Victorian
predecessor. Pater's most lasting contribution don®'s poetics, however, is the
moment of aesthetic transcendence that he desciibes short section of the
‘Conclusion’ ofStudies in the Renaissancehe 'Conclusion’ was first published in
1873, when the essays Diie Renaissanceere first collected, later suppressed and

! Helen CarrThe Verse Revolutionaries: Ezra Pound, H.D. andhegists(London: Jonathan
Cape, 2009), p. 19.
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finally accepted as a central text of nineteentiog aestheticism and, despite
Pater's many other achievements, remains his ntest and influential contribution
to modern criticism. Pater's central dictum, tftad burn always with this hard, gem-
like flame, to maintain this ecstasy, is succed#eh’ has indeed been cited so often
as to have grown about itself the calluses of éliagnd has become unapproachable
to an extent commensurate with its fame. The aBststate he describes in the
‘Conclusion’ is attained through a blend of senandl mental stimulation primarily
provided by experiencing works of art; it is a meomef aesthetic understanding and
personal fulflment amounting to, though not dihgctequalling, spiritual
transcendence, and would be Pater's most lastfhgtlgpugh often in debased and
misunderstood forms, to both his contemporaries ted modernists that would
follow in putative rebellion against the excesséshe late nineteenth-century. We
should not underestimate the ubiquity of this Ratemoment in both the British and
American understandings of art as Pound was beggrins career. That Pater was so
well known means that for Pound, who makes litttea mention of Pater, to draw
attention to this inheritance would not be necgssard that the Victorian may well
have found his way into Pound's work in foundatiomays without the young poet
always being fully aware of it.

Pound's early work certainly echoes Pater's atumber of significant
junctures, and to an extent that argues for moen tthe osmotic influence of
London's Paterian milieu at the turn of the centdrye Spirit of Romancea
collection of essays on late medieval writing basedectures given in 1909 at the
London Polytechnic, for example, bears extendedpesison withStudies in the
RenaissancePound's essays expand upon Pater's assertiothth&enaissance was
an uninterrupted effort of the middle adelith Pater's desire to highlight the
interconnectedness of the late medieval periodeanly renaissance extended earlier,
with the renaissance's achievements shown as skadbiwhe middle ages' glory.
Both writers accordingly read Dante as transmittey the medieval of a troubadour
tradition imbued with a quasi-mysticism that corteem turn, to the classical period.
A high value is thus placed on the Provencal lagguanplying its centrality to the
transmission of the mysteries of a conflated ctadsi troubadour tradition. Pound
and Pater also both evince an enjoyment of lesd-kmelvn artists and a
corresponding desire to promulgate their reputatiothus thickening their
descriptions of the late medieval and early remaiss periods. Thus both writers
approach the paintings of the then relatively unkmoSandro Botticelli. InThe
Renaissanc@ater picks out his 'Venus' for comment and praaldescription of the
process of aesthetic appreciation that connectpaimer to the classical world:

2 Walter PaterThe Renaissance: Studies in Art and Po@ryford: Oxford University Press,
1986), p. 151.
® The Renaissance. 152.
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At first, perhaps, you are attracted only by a guress of design, which
seems to recall at once whatever you have readlaeri€e in the
fifteenth century; afterwards you may think thasthuaintness must be
incongruous with the subject, and that the coleucadaverous or at
least cold. And yet, the more you come to undedstanat imaginative
colouring really is, that all colour is no mereidbtful quality of natural
things, but a spirit upon them by which they becanpressive to the
spirit, the better you will like this peculiar quglof colour; and you will
find that quaint design of Botticelli's a more dirénlet into the Greek
temper than the works of the Greeks themselves e¥etie finest
period?

Botticelli's "Venus' takes on a similar role in Rdls Canto 17 (published in 1928, far
later than The Spirit of Romancgebut containing a related insistence on the

transmissive powers of the artists of the middlesag

Cave of Nerea,
she like a great shell curved,
And the boat drawn without sound,
Without odour of ship-work,
Nor bird-cry, nor any noise of wave moving,
Nor splash of porpoise, nor any noise of wave mgyi
Within her cave, Nerea,
she like a great shell curved
In the suavity of the rock,
cliff green-gray in the far,
In the near, the gate-cliffs of amber,
And the wave
green clear, and blue clear,
And the cave salt-white, and glare-purple,
cool, porphyry smooth,
the rock sea-worn.
No gull-cry, no sound of porpoise,
Sand as of malachite, and no cold there,
the light not of the suh.

Here Pound, like Pater, emphasises Botticelli'siotsd colour scheme; where Pater
calls it ‘cadaverous or at least cold' Pound iggdlsit there is 'no cold there / the light

not of the

sun' — involving Neoplatonic light phatiphy in his reckoning; a

* The Renaissancep. 37-38.
® Ezra PoundThe Cantos of Ezra Pourfdondon: Faber, 1987), pp. 76-77.
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manifestation that, | would argue, is not unconeeatvith his essentially Paterian
aesthetic sensibilities.

In addition to these critical parallels, the vadlay of Pater's aestheticism
would be important for the young Pound at variowsngs in his criticism. The
preface toThe Spirit of Romancechoes Pater's contention that the 'service of
philosophy, of speculative culture, towards the aaorapirit, is to rouse, to startle it to
a life of constant and eager observatfon':

Good art never bores one. By that | mean that thesbusiness of the
artist to prevent ennui; in the literary art, tdieee, refresh, revive the
mind of the reader—at reasonable intervals—witheséonm of ecstasy,
by some splendor of thought, some presentatiorheérsbeauty, some
lightning turn of phrase—Ilaughter is no mean egst&®od art begins
with an escape from dullness.

This concentration on therocessof the aesthetic—of the physical and mental
sensations that accompany the apprehension of dathaetic—is quintessentially
Paterian and can be read both in the 'Conclusimh'i the approach to Botticelli
above. That Pound sounds quite so Paterian inrhisat work is telling, for Pater
did not bequeath modernism solely a useful concepif the aesthetic moment, but
also an historical and critical method predicatpdruthat moment.

It would be in his poetry that the young Pound ladogive freest rein to his
Paterian tendencies. Pater's 'hard, gem-like flsmeignited in the early poem 'The
Flame', from the collectiorfCanzoni(1911), a piece that describes a moment of
aesthetic transcendence at Sirmione:

Sapphire Benacus, in thy mists and thee
Nature herself's turned metaphysical,
Who can look on that blue and not beliéve?

Benacus is Catullus' Lake Garda, and by its sheoemd details the culmination of a
centuries long tradition in a moment of personans$cendence and links this
epiphany to the medieval poetsTdfe Spirit of Romance

Tis not a game that plays at mates and mating,
Provence knew;
‘Tis not a game of barter, lands and houses,

® The Renaissance. 152.

’ Ezra PoundThe Spirit of Romano@ew York: New Directions, 1953), p. 8.

8 Ezra PoundPoems & Translationsed. Richard Sieburth (New York: Library of Amexjc2003),
p. 169.

Victorian Network Volume 3, Number 1 (Special Bulletin)



Richard Parker 26

Provence knew.

[.]

Thereis the subtler music, the clear light

Where time burns back about th' eternal embers.
We are not shut from all the thousand heavens:
Lo, there are many gods whom we have seen,
Folk of unearthly fashion, places splendid,
Bulwarks of beryl and of chrysoprase.

Through connections with Provence and Catullus Bsunoment is linked explicitly
to the experience and transmission of the workrfjast as Pater counsels in the
dénouement oftudies in the Renaissanaehile his description of the sensations of
the aesthetic moment itself further allies the poeith Pater's method. In the
sunshine at Sirmione Pound depicts a paradise ichwihere are many gods' and in
which, in what seems almost a caricature of adstbet, paradise's bejewelled
decoration is described more concretely than tinkcpéar religious model this poem
reproduces (it is hard to imagine a less 'modeéerim& of poetry than '‘Bulwarks of
beryl and of chrysoprase’, and it should be ndtad'thrysoprase' would reappear in
Canto 17, along with various other types of ram@nef at moments of potential
transcendence throughout the early sectioriBhef Cantos In an explicit refusal of
social and political concerns, Pound insists tlostiful work is not involved with 'a
game of barter, lands and houses'; thus the yoongdconforms to the aesthetic
stereotype and rejects the political from his agsthvision, a move that, as | shall
demonstrate, underestimates Pater.

This plainly Paterian tone would persist througluid's most successful early
work. 'The Return', published Riposteq1912), is perhaps the best known of these
Paterian pieces—it dramatises an aesthetic commewsith lost gods and cultures that
Is as diaphanous as Pater's aesthetic moment, arel successfully modernist in
presentation and intent than 'The Flame":

See, they return; ah, see the tentative
Movements, and the slow feet,
The trouble in the pace and the uncertain
Wavering!

See, they return, one, and by one,
With fear, as half-awakened;
As if the snow should hesitate

° Poems & Translationgp. 168-69.
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And murmur in the wind,
and half turn back;
These were the "Wing'd-with-Awe,"
Inviolable.

Gods of the winged shoe!
With them the silver hounds,
sniffing the trace of aifl

‘The Return' marks a watershed in Pound's earlgevéWhere 'The Flame' had
resorted to the pentameter, 'The Return' breakssiomorous free verse, with Pound
masterfully varying his rhythms to represent thmisésible, shifting gods as they
attempt their return. Yet Pater is still retainadd centrally. In fact, this poem is if
anything more truly Paterian than the earlier wotkat Paterian process of
describing, or perhaps miming, the aesthetic monsemire surely enacted in this so
mysteriously diaphanous piece. It is not the at they sniff but the ‘trace of air’; the
returning gods are made as incorporeal and as cimble as Pater's momentary
flame.

After 'The Return' Pound would modernise himseiftfer, and with some
violence, and he would never write in such a shidagwardly Paterian manner
again. The Victorian would, however, remain impottéor Pound in a submerged
form, significant principally for his pinning of ¢htimelessly aesthetic to the
transitory moment. As both Carr and Peter Nichodleg" the aesthetic moment lived
on into Imagism as an unacknowledged but integaal pf Pound's 'doctrine of the
image', described by Pound as 'that which presamtstellectual and emotional
complex in an instant of timé'an instant that, like Pater's aesthetic momeniliés
a transcendent, static temporality. This is howrfélodescribes it in 'A Few Don'ts by
an Imagiste":

It is the presentation of such a ‘complex’ instaedaisly which gives
that sense of sudden liberation; that sense ofiémeefrom time limits
and space limits; that sense of sudden growth, wive experience in
the presence of the greatest works of?art.

The truncated lyric that would become the archdtypegist form would grow
directly out of this idea; its compression imitgftithat moment of realisation. As Carr

19 poems & Translationg. 244.

1 See Peter Nicholl€zra Pound: Politics, Economics and Writifigpndon: Macmillan, 1984),
pp. 7-10 and’he Verse Revolutionarigs. 20.

12 Ezra Poundl.iterary Essaysed. T.S. Eliot (New York: New Directions, 1968) 4.

13 Literary Essaysp. 4.
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writes, quoting Pater: '[t]he imagist poem in iteebintensity would be in itself, one
could argue, an attempt to record "the highestityuaf [our] moments as they
pass"™ Pound's most successful Imagist poem, 'In a $tatfothe Metro' (1913),
clearly enacts the doctrine of the image, andnmaaner that is not foreign to Pater. It
reads, in its entirety, 'The apparition of theseefain the crowd; / Petals on a wet,
black bough®® The poem is an enactment of the experience ofehppding beauty,
and, in a very Paterian manner, insists on theamaheousness of its temporality. In
his memoirGaudier-Brzeskg1916) Pounds writes of ‘In a Station of the Metno
the following terms: 'In a poem of this sort ondrigng to record the precise instant
when a thing outward and objective transformsfitegldarts into a thing inward and
subjective:®

The 'vortex or cluster of fused ideas [...] endoweéith energy"” of Vorticism,
Pound's next poetic movement, might be read astlacfudevelopment of Pater, as
adapted for Imagism, and while Mary Ellis Gibsoggests that 'Pater's language is
significant only in Pound's early poetry',elements derived from the Paterian
aesthetic-paradisal moment are also still sporfidipeesent throughouthe Cantos
sometimes in situations that recall the jewellechgese of 'The Flame' together with
the insubstantiality of 'The Return'. Chrysoprasé ather mineral manifestations of
'90s aestheticism recur throughout the early passafThe CantosIn a dense
passage in Canto 5 (written in 1919, published 1%2iund brings such multihued
stone into the proximity of lamblichus' Neoplatohght philosophy, J. A. Symonds's
In the Key of Blu¢1893), Dante and a conception of time and thehagstmoment,
all the while employing an identifiably Pateriancabulary:

lamblichus' light,
the souls ascending,
Sparks like a partridge covey,
Like the "ciocco", brand struck in the game.
"Et omniformis": Air, fire, the pale soft light.
Topaz | manage, and three sorts of blue;
but on the barb of time.
The fire? always, and the vision always,
Ear dull, perhaps, with the vision, flitting
And fading at will*°

* The Verse Revolutionarigs. 20.

15 poems & Translation. 287.

16 Ezra PoundA Memoir of Gaudier-Brzesk@New York: New Directions, 1970), p. 103.

17 Ezra PoundSelected Prose 1909-196%. William Cookson (London: Faber, 1973), p. 345.
18 Mary Ellis GibsonEpic Reinvented: Ezra Pound and the Victoriéittsaca: Cornell University
Press, 1995), p. 28.

9 The Cantosp. 17.
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Various threads are brought together in this pass&pund makes a complex
approach towards light here, beginning with a campa between Neoplatonic light
and Dante's spark-like 'souls ascending' and mowimgo an aesthetic manifesto
enacting the ‘hard, gem-like flame' with a briefgpdrase from Symmonds leading
onto a fire as eternal and transient as Pater'shdtend of this passage, Pound
articulates, in his higiantosmanner, the impossibility of clasping-fast the hett
moment, for while the vision persists 'alwaysisithe ear that is ‘dull’. For Pound, as
for Pater, it is the adherent's job to coax himgmNards aesthetic fulfilment, and it
remains present, though our delicate perceptions flift and fade ‘at will', unable
because of our physical shortcomings quite to m#tehtranscendence with which
great artworks are imbued.

Pound's telos however was moving away from thiteriBa mental and
physical summation, and, as the 1920s progressel,leady Victorian moments as
were retained no longer movéte Cantostowards a strictly Paterian goal, with
Pound incrementally relinquishing, until its resemge in the poem's closing stages,
Pater's potentially transcendental intimations.oligh Eleven New Canto§1934)
andThe Fifth Decad of Cant¢937) such moments are progressively outweighed by
societal, historical and historiographical concerastil, with Cantos LII- LXXI
(1940) they effectively disappear, a process tbatoides with Pound's increasingly
fascistic worldview; his focus shifting to an arayof the (economic) ‘game[s] of
barter, lands and houses' he had dismissed inFlEinee".

Canto 73, the second 'ltalian' canto, publishedhm naval magazine the
Marina Repubblicanan February 1945, at Fascist Italy's darkest hmuthe most
uncomplicatedly fascistic, war-like and least HaterCanto. It tells the story of an
Italian woman leading a group of Canadian soldiersheir deaths in a minefield,
both in revenge for rape and in last-ditch supgort the crumbling regime. It
concludes with lines that perhaps mark the nadilitefary modernism's troubled
flirtation with the hard-right: 'Ma che ragazzaihe regazze, / che regazzi, / portan' il
nero!® This celebration of bloodshed would have been Bsjide in the earlier, less
politicised periods of Pound's work. Where his whdd been violent before — as in
'Sestina Altaforte’, in which Bertran de Born off@an aestheticised encomium of war,
declaring '‘But ah! when | see the standards gadddt, purple, opposing / And the
broad fields beneath them turn crims8ngr the 'Malatesta Cantos' in which the
medieval condottiere Sigismundo Malatesta is laddetiis eminently practical skill
with the machineries of conflict—Pound had insudatémself from the ramifications
of such violence by setting it in distant periodsl @oncentrating, as with Malatesta,
on his warriors' artistic achievements. In 73, hesve these qualifications are
removed, and the passivity of Pater's aesthetids®rpunged from Pound's poetics.

The Italian Cantos come at the very last gaspsophmarily political phase, at

20 The Cantosp. 441.
21 Poems & Translationg. 104.
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the moment at which he displays his anti-aestiseticmost clearly. Near the
beginning of Canto 72, published in part in theu?apm number of théMarina
Repubblicang? Pound refers ironically to 'Dio / Il grande estétamaking his
contempt for both conventional religion and aestish clear. Pound's political
materialist phase, with residue of aestheticisnyldidast until the collapse of Italy at
the end of the Second World War; his parallel dstrof aestheticism and
conventional religion deepening as his paradisestte seemed, with the advance of
the Allies, less immanent. But with Pound's captsiertly after this period, his
forcible repatriation and imprisonment in WashimgsoSt. Elizabeth's hospital, the
dam broke and, witlfhe Pisan Canto$1948), Pound would successfully reinsert
something resembling the Paterian moment into detips. Thus in the late Cantos
Paradise, which is closely associated in Pound thghPaterian moment, is 'spezzato
apparently / it exists only in fragmenrtsand thus only available temporarily and
occasionally to the aesthete-supplicant; a finatimeer, getting on for forty years
after 'The Flame' an@he Spirit of Romanc¢ef how central Pater was to Pound's
verse.

I will now turn to Zukofsky, who is generally cadered to have been
influenced by Pound's modernism, but whose ownracte®ns with the Paterian
inheritance have often been overlooked. Zukofskginection with Pound began in
1927, when Zukofsky was just 23 and Pound 41. Imately, the poets began an
intense collaboration, with Pound publishing Zukgfan his journal Exile and
advising the younger poet extensively in the pcadities of movement-building,
editing, networking and other typically Poundiartiaties. Zukofsky sprang into
action as Pound's New York errand-boy, securing drspatching books and
manuscripts for Pound, as well performing sundhebinecessary tasks. Pound also
secured Zukofsky's fledgling Objectivist movemeraice in Harriet MonroeRBoetry;
and was therefore key for the February 1931 spexiaiber of that magazine that
Zukofsky was, very unusually at that time, perndtte guest-edit. The conscious
marketing of the Objectivist brand and the uncompsingly modernist productions
of the group's members that featuredPioetry both speak clearly of the mature
Pound's influence, yet | would argue that the nadtatersion of Pater's aesthetic
moment that persisted into Imagism lingered alamdly undetected, in Objectivist
verse.

22 15th Jan. 1945. This controversial statement watsineluded in thVlarina Repubblicana
extract and would be withheld until New Directidnsluded them in their 1987 edition ©he
Cantos See Massimo Bacigalupo's translation, introducéind notes to the Italian cantos in
Paideumaor details of these poems' publication historiegra Pound's Cantos 72 and 73: An
Annotated TranslationPaideuma 20, 1-2 (1991), pp. 11-41.

23 The Cantosp. 425.

24 The Cantosp. 452.
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Some similar impulses and formal strategies relet@ the Paterian aesthetic
moment in Imagism would also be employed in thdyeaprks of the Objectivist
poets, though for Zukofsky—who was both the origpnand chief theorist of that
pseudo-movement—when he came to write his long p@e€mas with Pound ifhe
Cantos the introduction of utopian political concernsuka soon necessitate a form
with the capacity to accommodate historiography auaditical analysis. The
Objectivists' Paterian inheritance is unacknowledpartly through Zukofsky's own
packaging of his early career. Our record of hityamork, as presented by Zukofsky
in All: The Collected Short Poen($965-66) and in the posthumoGesmplete Short
Poetry, suggests that Zukofsky emerged effectively fidiyned as a modernist poet
in 1927, and that he was already a politicised-aesithete like the Pound @he
Cantos Hugh Kenner is misled by this careful editing anakes a rash claim for the
Objectivists, suggesting that '[the quality ofitheery youthful work is that of men
who have inherited a formed traditidh'the tradition that Pound had worked his way
towards after the early teens, with paths not takke 'The Flame' thereby
judiciously avoided by Zukofsky et al. Mark Scroggji however, argues that the
lyrics Zukofsky leftuncollected in fact contain, in contradiction to Ztdoy's mature
work and the popular tendency at Columbia Universit the 1920s, moments of
'unabashed Paterianisth'tevealing that Zukofsky himself experienced a ¢atad
version of Pound's aesthetic phase. 'Moments', ighdd in Columbia'sThe
Morningsidein 1922, explores themes and employs a vocabutamyliar from "The
Flame' andstudies in the Renaissance

And the most perfect moment is the twilight's

When we see golden strands through mist; the gkydli
Its stars; a radiance shines through all things —
Truth, seraph with bare sword and fire-tipped wjngs
We seem to see beyond our turbid strife,

Yet there is no flamed truth but that is fife.

Zukofsky rejects Pound's depiction of an at legshimlic heaven with the final
assertion that 'there is no flamed truth but tedifé', making this youthful effort of
Zukofsky's more strictly Paterian than 'The Flaffi¢iere the ecstatic state is entirely
bound-up in that momentary and essentially physecglerience outlined at the

> Hugh KennerA Homemade World: The American Modernist Writ&tew York: Marion
Boyars, 1977), p. 169.

28 Mark ScrogginsThe Poem of a Life: A Biography of Louis Zukof@grkeley: Shoemaker
Hoard, 2007)p. 34.

2" The Morningsidel0, nos. 5-6 [April-May 1922], p. 27. Quotedfnem of a Lifep. 34.

28 Zukofsky turned 18 in January 1922, 'Moments' waslished in the April-May number of
Columbia'sThe Morningside
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conclusion ofStudies in the Renaissance

With 'Poem Beginning "The"™, Zukofsky's centratlgavork, the first in the
eventualCollected he would cast himself as equally anti-aesthetdt @s political as
Pound had become. That poem's 'Fourth Movem&mdire' "Renaissance"deals
primarily with Zukofsky's education at Columbia,tiwviJohn Erskine's Great Books
Movement the subject of Zukofsky's ire, his Mastkg of Western Literature
course here becoming ‘'Askforaclassic, Ift.Zukofsky's explanatory dedication
reveals that thé'Renaissance"of the title refers tétudies in the Renaissan@nd
Pater reappears as a nebulous daydream in Erslaoeise:

On Weary bott'm long wont to sit,

Thy graying hair, thy beaming eyes,
Thy heavy jowl would make me fit

For the Pater that was Greece.

The siesta that was Rorfle.

The Paterian moment is confounded with a mid-lechap, and would be dismissed
on similar grounds in 1928's "A"-1, where, afteg ffotential transcendence of a seat
at a Carnegie Hall performance of BacBs Matthew PassignZukofsky finds
himself 'Not boiling to put pen to pap€l,a straightforward refusal of the
Paterian/Poundian flame of 'The Flame' and the mowieéMoments®

That moment was not removed from Obijectivist vdreeiever; it would be
retained in camouflaged form in that movement'sattaristic short poems. These
were typically compacted lyric works after the Insignodel that are closer to the
Objectivist ideal than the comparatively loose liRdgeginning "The™. Short pieces
by the young George Oppen in his 193kcrete Serieshow this, as do many of
Charles Reznikoff's revelatory bathetic early poem#&merican urban and industrial
life. Zukofsky's short poems, particularly those tie late 1920s sequences '29
Poems' and '29 Songs' display this proximity méesrty, however—with a number
of them following a template familiar from both Pes own descriptions of the

29 For this detail and other exegetical material diné™ see th&-Site http://www.z-site.net/notes-
to-poetry/Poem-beginning-The.php

%0 Louis Zukofsky,Complete Short Poeti§Baltimore: Johns Hopkins University Press, 1991),
15.

31 Louis Zukofsky,"A" (Berkeley: University of California Press, 1978) 4.

32 The importance of music both thematically and ascatiring principle is central to "A"-1 and
much of the rest of Zukofsky's oeuvre, a momeritBnad Bucknell, Pound ihiterary Modernism
and Musical Aesthetid€ambridge: Cambridge University Press, 2001 @sds derived from (he
suggests that Zukofsky was ‘very much under Powwpa in [his] sense of théantos$ music', p.
247, n. 70). Elsewhere in this volume Bucknell agypersuasively for the centrality of Paterian
aesthetics to Pound's particular understandingusierand for modernism's interaction with the
musical more generally.
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transcendent aesthetic state and Pound's prab&ceentral aesthetic locale for '29
Poems' and '29 Songs' is Long Island Beach, whiebtions much as Pound's Garda
shoreline in 'The Flame', while the sequences acegnisably Paterian in their
combination of sensual experience and the fleetingient in the crucible of clement
meteorological conditions; as Pater writed/arius the Epicureaif1885), 'it oftenest
happens [...] with natures of genuinely poetic gyakhose piecemeal beginnings
come suddenly to harmonious completeness amondfottignate incidents, the

physical heat and light, of one singularly happy.dain the 14" poem of '29
Poems' Zukofsky enjoys just such a suggestivelgrizait flame on his beach:

Only water —

We seek of the water
The water's love!

Shall we go again
Breast to water-breast,

Gather the fish-substance,
The shining fire,
The phosphor-subtlety?

We sing who were many in the South,
At each live river mouth
Sparse-sighted, carried aloffg!

The openly Paterian aestheticism of ‘"Moments' isigiere, coupled with a summery
eroticism reminiscent of Marius and Flavian's flegt moments of adolescent
revelation inMarius the Epicureanin a note appended to the 'Conclusion’ in later
editions of The RenaissancPater writes: 'l have dealt more fully Marius the
Epicureanwith the thoughts suggested by [the ‘Conclusiéhilere the sentiments
that 'might possibly mislead some of those young mméo whose hands in might
fall'®® are indeed developed more clearly thaitle Renaissanc&vith the processes
of omission, reinsertion and redirection around'@enclusion’' adding a valency of
semi-submerged and reticent desire to proceedings.

There is also a discernible political element ink&fsky's Long Island

33 Walter PaterMarius the Epicureaned. Gerald Monsman (Kansas City: Valancourt Bpoks
2008), p. 69.

3 Complete Short Poetrp. 29.

% The Renaissance. 150.

% The Renaissanee. 150.
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sequences that is absent from Imagist verse. Temgdescribe a summer spent with
a group of politically minded Columbia studentsy kkanong whom was Whittaker
Chambers! The summer days spent with Chambers, describeaikgfsky's widow
as '[h]is closest friend at ColumBfa'mark the moment at which Zukofsky's nascent
left-wing politics and his aesthetic tendenciestfaoincided. Though his years in the
Communist underground and turn as Cold War stateess were ahead of him,
Chambers was already a committed member of the QonsParty U.S.A. at this
time, and was working on his own aesthetically- gaditically-tinged writing.
Chambers was also a card-carrying Objectivist, witbrk appearing in the
foundational Objectivist number dPoetry in 1931* while the centrality of his
artistic interests to his politics is underlinedhis autobiographyVitness(1952) in
which he reveals how privileged artistic productiowere, before political or
philosophical texts, to his development; insistippn Victor Hugo'd.es Misérables
(1862) as the foundation of his own utopian pditias well as his eventual
apostasy), that novel outlining to him for theftfiisne 'the play of forces that carried
me into the Communist Party, and carried me*®WRater links Hugo tbis aesthetic
project, quoting him in the 'Conclusion’: '"Well! \aee allcondamnésas Victor Hugo
says: we are all under sentence of death, but witort of infinite reprieve!
Chambers, then, places a high value on the aeasthethis route towards political
action: this is not the dry politicisation we migitpect, but a specifically bourgeois
and cultural indoctrination that goes so far agisgasources with the arch-aesthete
Pater. This is the milieu in which the Objectivistere arriving at their aesthetic-
Communism.

A poetic project begun in 1923 that Chambers ecalWitness and which
potentially echoes Zukofsky's beach poems, empdmstee Paterian/Poundian
importance of Long Island Beach and its climatetifi@ young writers' development:

| set about a definite poetic project. Its purpases twofold. | wished to
preserve through the medium of poetry the beautifulg Island of my
boyhood before it was destroyed forever by the acwg City. | wished
to dramatize the continual defeat of the humanitspirour time, by
itself and by the environment in which it findseilfs*?

It is this political element and its combinationthvan identifiably modernist praxis

37 SeePoem of a Lifg. 48 for details of this Long Island cadre.

38 carroll F. Terrell (ed,)Louis Zukofsky: Man and Po@rono: National Poetry Foundation,
1979), p. 51.

39 'October 21st, 1926'Ppetry, vol. XXXVII, no. V, pp. 258-59.] a eulogy to Chémers's dead
brother Richard, who would also be the subjectudtsky's "A"-3.

0 Whittaker Chamberg)itness(New York: Random House, 1952), pp. 133-37.

*! The Renaissance. 153.

2 Witnessp. 165.
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that marks what | would argue is the distinctivav@iur of Objectivist verse, one
which would seem to mark a conflict with the aesthmheritance | have identified
and yet is actually closely associated with it.[Buork certainly marks a break with
Pound's early verse and his reading of aestheticigmere forThe Cantosa break
from the Paterian moment was required to allow pu®try to incorporate his
political-utopian world-view, for Zukofsky Communipolitics and an identifiably
Paterian aesthetic sensibility coexist, at leastadaime, in early poems such as
‘Memory of V.I. Ulianov', 'During the Passaic Strif 1926' and "Mantis"'.

This disjunction originates, however, in Pound dmdgism, rather than in
Pater—for a closer look at the Victorian's formigdas of the aesthetic moment
reveals a clearly utopian, implicitly political, tent. Thus, inMarius the Epicurean
the work in which Pater would propound his aestheision most extensively,
Marius' developing aesthetic doctrine, closely ntledeon that espoused in the
‘Conclusion’, develops in parallel with a sociah®tousness:

[W]hile [Marius] learned that the object, or thepexience, as it will be
In memory, is really the chief thing to care foorr first to last, in the
conduct of our lives; all that was feeding also thealism that was
constitutional with him—nhis innate and habitual gomg for a world
altogether fairer than that he sgw.

Pater goes so far as to call Marius' Epicureantbi®m Special philosophy of the
poor'* which insistence, when combined with the tellieference to the aesthetic
moment as 'object’, adds nuance to Zukofsky's @bistictheory, suggesting that a
turn to his prose explanation of his movement maytuse in tracking down Pater's
lingering influence in second-generation modernism.

The eroticism of Zukofsky's Long Island poems, borad with their reticence
and insistence on a non-aggressive politics, reeallelement of Pater's thought that
has been studied by some recent critics. Heathes loites that

We might read all of Pater's writings as dedicatedhe figure of the
victim: in this sense, he cultivates a modernigtiastic based not on
violent transgression but rather on refusal andipég Such a form of
shrinking resistance is at odds with the protocdlshodernist rebellion,
and it has often been read as a sign of Patertbetiesst withdrawal

from the field of the social. | suggest recastimgaesthetics of failure as
a complex response to a particular historical agpee of exclusion.
[...] The key practices of such a politics—secrecgcesis, the
vaporization of the self, and temporal delay—degaghificantly from

3 Marius the Epicureanp. 33.
4 Marius the Epicureanp. 274.
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the modernist protocols of political interventiadonetheless, | argue
that we should understand his backwardness astamative form of

politics—one that is consonant with the experielméemarginalized

subjects?

This kind of political refusal speaks strongly takofsky poetics and to his nearly
impenetrable early prose. Thus Pater's particumdof aestheticism can be seen to
be linked to his experience of desire as a Vicigrihe Paterian moment therefore a
utopian expression of repressed or, more accuyaigbpressed desire. This
conception of a aesthetic politics that was core@rprimarily with the marginal
would have appealed strongly to Chambers, who waslied in homosexual
relationships around the time of the summer tmplsang Island, and his circle, while
the politics of the oppressed minority speaks dye¢o the Objectivists as
predominantly Jewish, working class Americans, alf as to a core constituency of
the C.P.U.S.A. Love sees Pater's politics as atigmlof refusal® and bound up
tightly with his characteristic approach to aestsetl believe a similar refusal, which
is likewise imbued with desire and the insult ofrgmaalisation, lies at the heart of
Zukofsky's partial, brief, and yet somehow intepssgimmitted, interaction with the
American Communist Party. That this politics ofusdl sits so uncomfortably with
the High Modernist project also makes it more ative to these younger writers
attempting to redress the faults of their oppres&ivebears.

Zukofsky's theorisation of Objectivist verse peges something called the
'rested totality’, an intangible, utopian poetiatstthat owes something to Pound's
doctrine of the image but is even more reminiscéiihe Paterian moment. Zukofsky
addresses it in the following manner in 'Sincedatyd Objectification: With Special
Reference to the Work of Charles Reznikoff' (1931):

Presented with sincerity, the mind even tends tpplsy in further

suggestion which does not attain rested totalitg, tbtality not always
found in sincerity and necessary only for perfeestyr complete
appreciation. This rested totality may be callededification—the

apprehension satisfied completely as to the appearaf the art form as
an object’

The 'rested totality' is found in 'perfect restinpbete appreciation', much like Pater's
‘flame'—it may, in fact, be interchangeable withEsewhere in Zukofsky's early

%> Heather LoveFeeling Backward: Loss and the Politics of Queestbtiy (Cambridge:
Harvard University Press, 2007), pp. 57-58.

“® Feeling Backwargdp. 70.

" Louis Zukofsky,Prepositions +: The Collected Critical Essafiddletown: Wesleyan
University Press, 2000), pp. 194.
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prose, Zukofsky argues for a kind of 'non-preddtmsding which, | would suggest,
comes closer to Pater's reticent and defensivaetessm than Pound:

One can go further, try to dissect capillariesraeliigent nerves—and
speak of the image felt as duration or perhapshefitmage as the
existence of the shape and movement of the pobjeco The poet's
image is not dissociable from the movement or théeoced shape of
the poem.

An idea—not an empty concept. An idea—its valueluding its
meaning. The desk, i.e. as object including itsueatThe object
unrelated to palpable or predatory intent—Also theaning, or what
should be the meaning of science in modern citibpaas pointed out in
Thorstein Veblen.

No predatory manifestation—Yet a manifestation mgkhe mind more
temperate because the poem exists and has pedwapdad both state
and individual®

In this extract Zukofsky begins familiarly enougg directing the reader towards the
physical and mental processes behind aesthetiela@psion—the attempt to 'dissect
capillaries or intelligent nerves'—before movingeevmore clearly into the Paterian
realm with an insistence on the aesthetic momeédtigtion'. This trajectory is
continued in the second and third paragraphs, allyitithrough Zukofsky's
foregrounding of the non-predatory nature of sugpeeence, which is much in
accordance with Love's analysis of Pater, and therto his conviction that the
reading of poetry can beneficially contribute todsar'making the mind more
temperate', which goal is presumably a restatenoénthe 'rested totality’. The
surprise in this extract, then, is the appearantceé/awmlen, probably the least
aesthetically susceptible thinker Zukofsky coulg#dhancluded at this juncture and a
key theorist in the young Zukofsky's leftist phibpdy. | would argue, however, that
the wilfully perverse inclusion of Veblen in the dst of this recognisably Paterian
rhetoric is in fact key to Zukofsky's aesthetic-Goumism; Veblen, who one would
assume to bagainstaestheticism, can be worked into Zukofsky's ad¢istipattern
because of the purity of his aesthetic conceptidudkofsky, in line with Veblen,
throws out the Poundian chrysoprase and malacimstead choosing to site his
aesthetic moments on Brooklyn's docks (as in '‘Nethmmore than being'), sporting
with other young leftists on the elemental Longatgl seafront, and, in line with
Pater, discovering transient moments of transcdnuaeauty in those places.Whether
Veblen would have approved of this conjunctionnsther matter, but his presence in
Objectivist aesthetic theory is nonetheless crutmahis project of conjoining a
version of 1930s Communism with a Paterian aestlsetsibility.

8 pPrepositions + pp. 16.
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The political distinction between Pound and Zukgfprovides, of course, the
primary stress in their relationship, though radass and educational tensions are
also present throughout in addition to the inev@astruggle between mentor and
pupil. Politics also provides the primary divisidnetween first generation High
Modernism and second generation Objectivist vemsee that might be read as
stemming from, or at least being intimately asgedawith, their differing aesthetic
concerns. But if the link, as | have attemptedhove above, between aestheticism
and conservative politics is not as inevitabletasight seem—and that the rightward
lurches of Pound, Yeats and other writers betwbenwars need not necessarily be
ascribed to their links with a particular brand\a€torian aestheticism—then their
political disagreement needs to be traced to anstnace.

This is not to say, however, that their politigabsitions are in no way
influenced by their aesthetic understandings. Bamdamously insists in "'The Work
of Art in the Age of Mechanical Reproduction’' ti{fhe logical result of Fascism is
the introduction of aesthetics into political lifé.Pound is not as brutal as the
Futurist F.T. Marinetti, Benjamin's example of tlaestheticised fascist, and,
specifically in his politicised phase—if not clearin his early Paterian lyrics or
Vorticist work—displays a concern for society thatanathema to the Futurists.
Nonetheless, the polarity that Benjamin sets upvdéen Fascism and Communism is
applicable to Pound and Zukofsky, the critic's ffif\@ss frequently quoted) corollary
offering a ready description of Zukofsky's route wapds political
aestheticism:'Communism responds by politicizing.' & For Benjamin the
movement is double, and modernism must exist diakldty between the polarities of
aesthetics and politics. As applied to the issudghef Paterian inheritance in the
political poetries of Pound and Zukofsky: Pateragstheticism might be seen as
essential both to Pound's fascism and Zukofskyiswal Communism, though the
dialectic is twisted differently in both cases.
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“ITIS IMPOSSIBLE THAT ALL THIS SHOULD BE LOST™:
VICTORIAN NARRATIVE IN JOSEPH CONRAD'S HEART OF DARKNESS

Kayla Walker Edin
(Southern Methodist University)

Abstract

Critics debate the designation of Joseph Conrd&i02 hovellaHeart of Darknesss either
"Victorian" or "Modern." The novella's protagonisinbodies Victorian notions of British
imperialism, whilst Conrad's experimental style amdntent pre-figure modernist
sensibilities. | suggest that the final scene eflovella illuminates Conrad's simultaneous
embodiment and interrogation of Victorian narratognvention. Kurtz's fiancée shows an
astonishing degree of agency in constructing a enastrrative apart from the tale that
Marlow tells his masculine audience. Such a clgseAaew of the construction of this
narrative exposes the frailty of narratives in gahand the dependence of "truth" upon
prescribed gender roles. This article discusses Gonrad's tale of gender and period
crossings centres around the attempts of MarlowNaodernism to leave behind feminine
and Victorian "delusions.” These attempts inevifabdil because such delusions are
themselves essential to masculine and Modern rsedftion.

For over a century, critics have debated the desigm of Joseph Conrad's novella
Heart of Darknesss either 'Victorian' or ‘Modern.' The novella’stpgonist Marlow
embodies Victorian notions of British imperialismdareveals a vested interest in the
ideology of 'separate spheres,’ théhl®entury doctrine that lauded women for
tending the private domestic space that enabled tmeunicceed in the political and
public realm. At the same time, Conrad's experialestyle and content prefigure
modernist sensibilities, particularly the sensé ttnath' might be revealed through a
less linear narrative strain and can even transdbadidentity or gender of its
narrator. The novella's publication dates—seridligg 1899 and published as a
complete text in 1902—represent yet another wawyhrch the novella resists easy
classification. The final scene in particular illmates Conrad's simultaneous
embodiment and interrogation of Victorian narratigenvention. In the scene,
Marlow tells a bereaved woman that her fiancée'sgdwords were her name when,
in fact, the man cried out "The horror! The horrdrhe irony is lost on neither
Marlow's hearers nor his readérdn a text that seems to layer narrative upon

1 A selection of critical readings that interprae'thorror' as the Intended's name, or as slang for
‘whore," include David Bruffee, 'The Lesser Nightenaarlow's Lie in Heart of Darknesdjodern
Language Quarterly25 (1964), 322-29; James Ellis, 'Kurtz's VoickeTntended as "The Horror",
English Literature in Transition 1880-19209.2 (1976), 105-10; Carola M. Kaplan, ‘Colonizer
Cannibals, and the Horror of Good Intentions ireptisConrad's Heart of Darknestyidies in
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narrative, however, this final scene offers theyatample of a cohesive, coherent
narrative. Because the narrative created is ademrad appears to critique Victorian
notions of truth and imperialism. However, in a el& that constantly calls into
guestion its own authority and undercuts any notiban omniscient narrator, such
an intimate view of the construction of this navatexposes the frailty of narratives
in general and the dependence of 'truth’ upon pbestgender roles. | will illustrate
how Marlow's and Modernism's attempts to leave rHeminine and Victorian
‘delusions’ inevitably fail because such delusiares themselves essential to both
masculine and Modern self-invention. The brilliarafeConrad's narrative is that it
both records and deconstructs these attempts.

Conrad frame#leart of Darknesss a story-within-a-story. A nameless, first-
person narrator recalls the tale of Marlow, indiggthimself to have been one of the
listeners, and then Marlow relates his own storgo(an first-person) about his
sojourn into the 'heart of darkness'—the Belgiamd@oo Marlow confides in a small
community of men (including the narrator) aboarshg. The story he tells is this:
when Kurtz, a European company man, 'goes naapparently adopting customs
that horrify Marlow (such as cannibalism, takingAdncan mistress, and engaging in
unnamed sexual and religious rites), the companpl@m Marlow to bring Kurtz
back to his native Europe and the fiancée he Hditriml. On the trip home, Kurtz dies.
Marlow, haunted by what he has seen in the Contgpbsside Kurtz's deathbed and
fantasizes about the final thoughts running throilnghdying man's mind:

Did he live his life again in every detail of desitemptation, and surrender
during that supreme moment of complete knowl@dgde cried in a whisper
at some image, at some vision—he cried out twiceryahat was no more
than a breath: "the horror! The horror!" (p. 86)

In the year following Kurtz's death, Marlow growscieasingly obsessed with this
‘complete knowledge' that Kurtz possesses. Drigetietaith's door by the trauma, he
becomes convinced upon his recovery that he aloderstands the truth about the
life and death of the man who has occupied hisyetherught and action for so long.
He imagines that the connection he feels is atgplrone, and frames his ‘jealous'’
refusal to share Kurtz 'with any one' in prophégiens: ‘it was ordered | should never
betray him—it was written | should be loyal to thightmare of my choice' (p. 81).
The word 'choice’ betrays the extent to which Marmagines he can play God with
Kurtz's legacy. Back in Europe, Marlow graduallwes away most of Kurtz's
belongings to carefully selected individuals. Ewetly, only 'a slim packet of letters'

Short Fiction34.3 (1997), 323-33; Gerald B. Kauver, 'MarlowL&s.' Studies in Short Fictiob.3
(1968), 290-292; Bruce R. Stark, 'Kurtz's Intenddue Heart of Heart of Darknes$exas Studies
in Literature and Languag#6 (1974), 535-555; and Fred L. Milne, 'Marlowle Bnd the Intended:
Civilization as the Lie in Heart of DarknesArizona Quarterly44 (1985), 106-112.
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and a portrait of Kurtz's fiancée (known only ase'tintended’) remain in his
possession. She remains the one aspect of Kuféztbat eludes Marlow's grasp. He
follows his own mysterious impulses to visit herdahequeath the remaining
fragments of Kurtz's life to her care: 'Perhapsvés an impulse of unconscious
loyalty, or the fulfillment of one of those ironitecessities that lurk in the facts of
human existence. | don't know. | can't tell. Bwdnt' (p. 90). Yet in the course of the
exchange, it becomes clear that Marlow wants sangtfrom her as well. By

ridding himself of all Kurtz's earthly possessiomg fears the loss of his own
particular connection with Kurtz. In order to passeKurtz entirely, Marlow must

'shield" his only competitor—the Intended—from ffreth about Kurtz and keep his
legacy safe and unsullied by feminine hands.

When Marlow arrives on the Intended's doorstepfdmeasizes that he feels
keenly the presence of Kurtz there with him ashadsw insatiable of splendid
appearances, of frightful realities; a shadow dathkan the shadow of the night, and
draped nobly in the folds of a gorgeous eloqueiite. vision seemed to enter the
house with me' (p. 90). He insists that he musfestdf this dreadful presence 'for the
salvation of another soul' (p. 90)—the imperillesntle soul of the Intended. The
domestic setting of his encounter with the Intendely serves to intensify Marlow's
sense that he must preserve and protect the reflafeminine fancy and delusion
from the 'separate sphere' of masculine knowledliggacred truth, forged in the heart
of darkness and in the bowels of a ship.

Marlow's saviour complex epitomises the 'white mdnirden' of nineteenth-
century imperialist ideology: protecting the innnté&male from the truth about the
big bad world of commerce and imperialism. Theded clearly participates in and
perpetuates these masculine enterprises—her pakatmres a piano with ivory
keys, one of the two major commodities (alongsiagber) motivating Western rape
of the Congo— but Marlow conveniently maintains sf@oo fragile to learn the
truth behind the inanimate objects that adorn mawohg-room. It is in the name of
her 'salvation’ that Marlow lies to her about Klgtimal words. In doing so, Marlow
occupies familiar ground. By the time Conrad put@gHeart of Darknessat the
turn of the centuryKing Léopold of Belgium's harsh tactics for 'coking' the
Congo had come under attack. On July 17, 1906,espanse to an editorial
criticizing his tactics, Léopold sent a letter The London Timesontaining thirty
seven articles that characterise his brutal pdiokeslavery, mutilation, misery, and
death as humanitarian and Christian in nature. tiésses the need for 'order' and
'security’ in the Congo in the face of the natiwgudation's natural 'laziness' and
‘propensity for lying® Whether or not Conrad himself intended to critigiestern
imperialism lies outside the realm of this arguméntt Marlow certainly epitomises
the good Victorian imperialist and patriarch in isatment of the Intended, just as
Kurtz had embodied the enlightened Victorian misarg gone bad in his relations

2 Leopold, 'Letter', imhe Timesarchives http://archive.timesonline.co.uk/tol/seé&@nDay.arc
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with the Africans within the narrative Marlow tefls

As in the African jungle, death permeates everyeoof the European home.
Marlow meets the Intended 'in a lofty drawing-rood@corated with a 'marble
fireplace' and 'grand piano' that give the room dppearance of a graveyard: the
fireplace is 'monumental’ in its ‘whiteness' ara plano 'gleams’ in the corner 'like a
sombre and polished sarcophagus' (p. 91). As ®trtended, she wears black: 'l—I
alone know how to mourn for him as he deservestldMaimagines her to imply by
virtue of her dark clothing and 'sorrowful head' ¢4). When Marlow fears that he
sees Kurtz there united with her, he immediatedket his own claim to Kurtz's
ghost: in answer to her statement '"You knew himl,\We replies, 'Intimacy grows
quickly out there [...] | knew him as well as it i®gsible for one man to know
another' (p. 92). He emphasizes their shared gersg@&zing the opportunity to
identify with Kurtz in an intimate circle of sharéaiowledge sacred from feminine
access or interpretation. Shortly thereafter, Ma®gins to lie. He starts a sentence,
‘It was impossible not to—' and the Intended 'hfgs] eagerly' his sentence: 'Love
him!" (p. 92). At the moment she makes this assertthe Intended completely
subverts Marlow's authorial expectations. Previtugheir meeting, he fantasises
about finding in her the perfect audience for 'Imatrative: imagining a 'delicate
shade of truthfulness' in her portrait, he assuthas 'She seemed ready to listen
without mental reservation, without suspicion, with a thought for herself' (p. 90).
In person, she proves less pliable. She seizegotooit the narrative, 'silencing
[Marlow] into an appalled dumbness' by interruptimg tale with a version of her
own. He makes no move to correct her; indeed, iterages her claim by saying "You
knew him best' (p. 92). He acquiesces to the Armgdethe House in a perfect
performance of gender that critics like Nancy Amosg have astutely identified as
politically and literarily powerfuf.

Bette London, in her seminal 1989 article 'Readi@ce and Gender in
Conrad's Dark Continent," argues that Marlow ultehadisplaces the Intended by
occupying a 'feminine' position as 'Kurtz's moddweing conquest' (p. 245Andrew
Roberts likewise suggests that Conrad invites msatle empathise with female
characters as well as male characters who tempoca@cupy a ‘feminised' position
(p. 121)° | would argue that Marlow's anxiety certainly assfrom his desire to
‘displace the Intended,’ but that he clings to mmasculinity as the bond that
ultimately unites him with Kurtz and places bothtikém beyond her reach. As the

% For an authoritative account of this period ingsah history, see Adam Hochschil&ing
Leopold's Ghost: A Story of Greed, Terror, and H&roin Colonial AfricaNew York: Houghton
Mifflin Company, 1998).

* Nancy ArmstrongDesire and Domestic Fiction: A Political History tife Nove(New York:
Oxford UP, 1987).

®> Bette London, 'Reading Race and Gender in ConEzatls Continent,Criticism: A Quarterly for
Literature and the Arts31.3 (1989), 235-252.

® Andrew RobertsConrad and MasculinitfNew York: St. Martin's Press, 2002).
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Intended expounds upon her grief, Marlow vacilldiesveen anger and pity. When
she begs to hear Kurtz's final words, Marlow assiner that he was with Kurtz 'to
the very end.' However, the text leaves this pambiguous. When Marlow visits
Kurtz on the night that he dies, he is 'startleth¢ar him say a little tremulously, "I
am lying here in the dark waiting for death.” Mavl stands over him 'as if
transfixed,' and watches a 'change’ that comes'logeieatures,’ ‘as though a veil had
been rent.' It is 'of an intense and hopeless desphortly thereafter, in response to
'some image or some vision,' Kurtz utters what Martlaims are his final words:
'the horror! The horror!" Marlow blows out the céndhe has carried with him and
leaves the cabin. One might certainly infer thattkinas died in Marlow's presence,;
however, Marlow never explicitly confirms this, ¢sessfully ignor[ing]' the
guestioning glance of his dinner companion. Ithe manager's young native boy
who interrupts their meal shortly thereafter tolaka, 'Mistuh Kurtz-he dead!" (p.
94).

Marlow's 'lie' to the Intended represents the firste that he claims to have
heard Kurtz's last words. By sheer force of whik tntended forces Marlow to give
her a version of Kurtz's death that upholds anunadf everything she 'knows' about
him. Marlow insists that Kurtz's final words sedm swell menacingly' around him
in the parlour, yet he acquiesces not to Kurtz tbuthe Intended, who wields her
feminine 'weakness' in a perfect performance thas Wwer the affirmation that she
needs to preserve her own special knowledge ofzK@baded on by her tears,
Marlow cries, 'The last word he pronounced was—y@me' (p. 94). He mimics her
response, 'l knew it—I was sure,’ by saying, 'Shewk She was sure' (p. 94). In
doing so, Marlow affirms the new 'truth' that vglbvern both their lives.

Johanna M. Smith argues that Marlow's return taili'sation' reflects 'the
Victorian ideology of separate spheres, in whichwhinite woman's role is to create a
realm of domestic bliss to which the white man caturn and recover from the
brutality of the world of commerce' (p. 366). Whilss aunt's drawing-room at the
beginning of his journey offers Marlow the kind 'tliss" that Smith describes (the
room 'most soothingly looked just as you would etpe lady's drawing-room to
look," Marlow recalls) (p. 27), the Intended's parl where his journey comes to a
close offers no rest for the weary. Instead, sighsthe imperial project are
everywhere, and the parlour is haunted not onlythey ghost of Kurtz but by an
active female author, all too alive, with an ageatiaer own.

The threat that Marlow senses in the Intended'sgmee is heightened by the
fact that very few women appear on the pagdsesirt of DarknessThe anonymous
author of a 1903 review in tielasgow Evening Newasbserves that Conradiguvre
'has either ignored women, or at best made udweeai s figures to fill a space in the
background of his painting." Whilst feminist andnder criticism of the novella
remain comparatively sparse, more and more contemnparitics join Gabrielle
Mclntire in insisting that despite their 'near siility,’ women are nonetheless 'an

Victorian Network Volume 3, Number 1 (Special Bulletin)



Kayla Walker Edin 46

always-palpable presence in the background ofetkie” tlt is this virtual yet palpable
absence of women elsewhere that makes the finaksockthe novella even more
compelling: all of a sudden, the action of the &idts from the homosocial space of
the ship where Kurtz dies, and where Marlow teil$stale, into an overtly ‘feminine’
domestic space: the parlour of Kurtz's namelesscéia. Equally startling is the
sudden presence of a female voice; with a few maxaeptions, such as Marlow's
‘out of touch' aunt (p. 27) and the African Mistrd8/larlow, unable to speak her
language, conveniently compares her indeciphexaltds to a 'satanic litany' [p. 84]),
the women of the text remain silént.

When the Intended insists, 'it is impossible tHathes should be lost' (p. 93),
she clings not only to the cherished memory ofnglsi man, but also to all that he
signifies ideologically, namely a singular truthl@rdied in a singular white man who
lives up to his God-ordained role as imperialisttrpn of women and minorities, and
master narrator of their experiences. It is a aefay, but also quite prophetic. She
refuses to 'lose' Kurtz to the man who stands befi@r, just as she defies death to
separate her from her beloved. She encloses harstié graveyard of her parlour-
room, clothes herself in black, and colludes witlhrMw to construct a Victorian
narrative about Kurtz that serves her agenda jsistoaveniently as his own. In a
novella packed with silent women, her voice brehlesspell that Marlow's tale spins
for his homosocial audience, and reminds the reth@@multiple competing agendas
of gender and period crossings are at play.

From Marlow's perspective, the lie reifies his ratesaviour and (ironically) as
keeper of the truth. The Truth about Kurtz remaately and finally in his keeping.
Yet his hard-won homosocial bond is fraught withsien. Throughout the novella,
Marlow questions the truthfulness of certain lab#le Company assigns to the
natives: 'enemies,' ‘criminals,' and 'rebels." Wadellow white man defends Kurtz's
murderous practices by telling Marlow his victimere rebels, Marlow

shocked him excessively by laughing. Rebels! Whauld/ be the next
definition | was to hear? There had been enemmsjrals, workers—and
these were rebels. Those rebellious heads looksgdsubdued to me on their
sticks (p. 75).

His refusal to accept these terms as legitimatelsator the natives he encounters

" Gabrielle Mcintire, The Women Do Not Travel: GendDifference, and Incommensurability in
Conrad'dHeart of DarknessMFS: Modern Fiction Studiegl8.2 (2002), 257-284. Important
exceptions to my claim that a paucity of feministl @ender criticism exists in the critical canon of
the novella include Nina Pelikan Straus, Bette lamdlohanna M. Smith, and Elaine Showalter.

® For a foundational reading of the role femalersiteplays in allowing Marlow to uphold the
notion of 'separate spheres' in his narrative,Jebanna M. Smith's "Too Beautiful Altogether":
Ideologies of Gender and EmpireHieart of Darkness'in Heart of Darknessed. by Ross Murfin
(Bedford/St. Martin's Press, 1996), 169-184.
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seems to support his insistence that he 'hateggdstls], and can't bear a lie' because
it reeks of death (p. 42). Understood in the cantfxhis preceding claim, the
Intended's ability to undermine his conviction &narkable. At her insistence, he
embraces a living death and tastes the ‘flavounaftality in lies' that allows her
privileged access to the narrative of her choo§ng?2).

Yet even as he caves to the Intended's demand&gwleontinues to subscribe
to a narrative that assures white men they hold/i¢ing power of the universe in their
hands. After uttering his lie, 'It seemed to [hiimht the house would collapse before
[he] could escape, that the heavens would fall Jp@) head. But nothing happened.
The heavens do not fall for such a trifle." 'Ttifleough it might be, he immediately
goes on to wonder 'Would they have fallen [...] #]mhad rendered Kurtz that justice
which was his due?' (p. 94), that is, if he hadliagpthe same critique to Kurtz's
words that he applies to 'enemies,' 'criminalg' 'agbels'? Even after succumbing to
a lie, he believes that his word alone is poweeinbugh to dismantle the "house”
where it is told and the occupant who forced tadriom him in the first place.

The white man's burden that he takes upon himsétingibly distresses him; it
certainly conflicts with his earlier disavowal ofids like '‘emissary of light' and 'a
lower sort of apostle' that might glorify his trip the Congo (he writes off such
discourse as 'such rot' [p. 26]). Yet in the presenf the Intended, his self-imposed
plight seems to result in a measure of pleaswsefar as it binds Marlow more
closely with Kurtz. He fails to join Kurtz in deatbut perhaps the lies he tells will
allow him to share in his damnation. The heaveng falh but they will do so at his
discretion. As Cedric Watts arguéseart of Darknessuggests

the appalling paradox that whereas the majoritsneh who led secular lives

are heading for a death which is extinction, Kindéz at least the significance
granted by the intensity of his evil. If he hasdsbls soul, at least he had a
soul to sell (p. 51).

Marlow's pretence of saving the Intended's souttions as yet another opportunity
for reifying his own special connection to Kurtzee as the images of the graveyard
and of death that pervade the parlour of the Iredrds well as her own spectre-like
appearance that renders her 'a pale head, fladatveyds [Marlow] in the dusk)
(p. 91) suggest that she, rather than he, occtipgfminal space with her beloved.
By placing two versions of Marlow's story alongsekch other—the version
he tells his shipmates that comprises the majarfitthe novella and the version he
tells the Intended that concludes it—Conrad illuabgs the gender crossing and
period crossing that intersect in the text. Withthe 'lie' to the Intended, | might
agree with critics like Debrah Raschke who comtagtaclassifyHeart of Darkness
as Moderr®. Yet the final scene problematises such comfortaileclusions. By

® Debrah Raschkdlodernism, Metaphysics, and Sexualltew Jersey:Associated University
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lying to the Intended, Marlow casts his own relid#pias a narrator into doubt.
Raschke points out the irony of Marlow's attemptsitence women, particularly his
insistence at the conclusion of the novella tlieg \Women are out of it' even as their
presence underlies the text from beginning to gnd3¥). Likewise, Nina Pelikan
Strauss highlights the many ways in which Marlowisn version of the ‘truth’
absolutely depends upon 'the guarding of secrevlatge' from a woman capable of
‘deconstruct[ing] and demystify[ing]' it, shouldeslyain access to the masculine
sphere (p. 214). Thus, the complex style of Madowarrative is exposed as a
desperate attempt to escape the influence andesgfghe feminine becaugeer
presence and voice will expose its debt to Victoriaotions of imperialism,
patriarchy, and gender identity, and of the dubigtaunds upon which Modernism
builds its critique.

Marlow's obsession with preserving separate sphar&sowledge reflects a
deep indebtedness to an ideology that, like thelodg of imperialism, "was under
pressure in the late nineteenth century” (Smith, 1@6). Yet the historical
anachronism is less important here than the diseunsvestment Marlow displays in
keeping the ideology alive. Marlow desperatelyratits to narrate his story in a way
that renders the Intended pure trope. In the tadeldw intends to tell, the Intended
functions as a symbol of 'feminine knowledge' th@holds the very myth of
masculinity and imperialism that underlies Kurte\gery action in the Congo and
Marlow's subsequent, desperate attempts to cothteolegacy Kurtz leaves behind.
As Pelikan Strauss argues, 'Heroic maleness isatkfrecisely in adverse relation to
delusional femininity' (p. 207). To remedy this iddfon, she advocates a ‘radical
feminist criticism of high art' that ‘would remotlee mask' of masculine objectivity
'to disclose the particular delusions intrinsi@tparticular literary work' likéleart of
Darknesg(p. 209). | mean to suggest that the Intended r®ineed of such rescue—
that, in fact, her authorship of an alternativeratare or 'lie' performs the work of a
feminist critique on Marlow's narrative that preesdit, and exposes the many
‘delusions’ at play. Unlike her female predecessorshe novella, the Intended
intervenes as co-author, disrupting Marlow's nareaand forcing him to tell a
different version altogether. Marlow's audiences &ft with two authors, two
versions of a story for which the word 'truth’ hast its relevance, and with their own
allegiance divided between Victorian and Modernions of identity equally
grounded in common 'lies.' Contrary to Marlow'sthagl plans, the Intended asserts
her own authorship both of the story that will govaer life, and of the Modern age
that imagines it can leave her behind.
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LITERATURE AND THE ECOLOGICAL IMAGINATION: RICHARD
JEFFERIES AND D. H. LAWRENCE

Rebecca Welshman
(University of Exeter)

Abstract

This paper suggests that early twentieth-centupresentations of the pastoral were
informed by late nineteenth-century environmentaliRichard Jefferies, Victorian author
and journalist, was one of the earliest proponeftan ecological movement that warned
against humans losing connection with nature. deffespiritual autobiographiy,he Story
of my Heart,published in 1883, attempted to defy the passigparse to late-Victorian
ecological ignorance and boldly anticipated the enodlynamic literary forms of the
Modernist era. Although Jefferies' expression efrlationship between the psyche and the
natural world has been labelled as 'pantheighi@ientious’ and a 'failure’, a similar strain of
dramatic self-consciousness is recognisable inwbek of early Modern authors. D. H.
Lawrence stated that he 'didn't likehe Story of My HeartHowever, close readings of
passages from the autobiography, and from Jeffquast-apocalyptic novehfter London
(1885)compared with close readings from Lawrenddie Rainbow(1915) highlight latent
affinities between the late work of Jefferies amel work of D. H. Lawrence. These affinities
include imaginative connections between the psyettethe natural world—which afforded
partial consolation for the post-Romantic loss gfiigbrium between man and nature, and
the potential implications of ecological imbalarice the relationship between man and
woman—in particular the struggle for individual mdigy within an increasingly industrial
environment. Considering these affinities in theteat of the broader literary transition
between late-nineteenth century realism and theemeactionary genres of the early
twentieth century, this paper concludes that caoitynbetween late nineteenth-century
environmentalism and early modernist ecologicaratares afforded a more imaginative
understanding of the relationship between theasedfthe natural world.

The term 'ecology’ was first used in 1866 by bidbgnd philosopher Professor
Ernst Haeckel irceneral MorphologyHaeckel, described in ti&aturday Reviewn
1931 as 'the renowned leader of the materialistios! of thought', based 'ecology’
on the classical Greek words oikos, meaning 'haldetr homestead," and logos,
meaning 'study'. Ecologist Stanley Dodson has ntitatlin his definition Haeckel
publicised the concept of the 'economy of naturgtussed by Darwin ii©On the
Origin of Specie$. Darwin suggested that nature seemed to be anlpraezll-
regulated system of interactions between planisjas, and their environment, and

! Anonymous, ‘The Love Letters of Ernst Haeck&diturday Review of Politics, Literature, Science
and Art,151:3923 (1931:Jan. 3), 30-3 (p. 30).
2 Ecology ed. by Stanley Dodson and others (Oxford: Oxfdnilersity Press, 1998), p. 2.
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that the appearance of organisation was the re$wtnatural process of evolution
based on a struggle for existence by each indiVidnganism® Haeckel defined
ecology as:

The economy of nature—the investigation of the |to#édations of the
animal both to its inorganic and its organic enwinent; including, above
all, its friendly and inimical relations with thos@imals and plants with
which it comes directly or indirectly into contacir—a word, ecology is
the study of all those complex interrelations nefdrto by Darwin as the
conditions of the struggle for existerice.

Ten years after Haeckel coined the term 'ecologgvalution was ongoing in rural
England. The arrival of new agricultural machinaftered ways of life which had
remained untouched for centuries. Mechanised s&@gmes promised to increase
yield and reduce labour, but polluted the air withse and fumes. The implications
of these practical changes for a society seekingetmre itself in the aftermath of a
‘great and sudden revolution' in the way in whiettdfians perceived the history of
the world? was documented by journalists and fiction writéBhe of the most
consistent and insightful records of this acuteqokeof change was Richard Jefferies
who between 1874 and 1887 contributed hundredsastopal essays to a range of
leading periodicals including€hambers's Journal, Fraser's Magazine, Longman's,
The Examinerand theNational Reviewln chronicling the implications of change on
man's relationship with the environment, Jeffenstoral representations became a
rich holding ground for experiments in early mod#rought.

Brian Morris, inRichard Jefferies and the Ecological Visi#006), identifies
Jefferies as a pioneer environmentalist, and dsggjsamong other things, his interest
in the preservation of the rural environment ang @bservations of insect life.
Although an accurate account of Jefferies's obsens Morris's work fails fully to
acknowledge the deep symbolism employed in Jeffemi@ure journalism from 1882
and 1887, which sought to express natural histerptalosophy. Despite Jefferies's
attempts to sow seeds of modern thought—which ddogéxpand the parameters set
by mid-Victorian values—the latent crossovers & Work with Lawrence's writing,

% Kevin Padian, ilNature451 (February, 2008jotes that Darwin's work is behind many of the
ideas in ecology. Padian observes that the woaliogg' was not known in Darwin's time, and that
Darwin's 'the economy of nature' caused the foyridinely ordained balance of nature' to
become 'the autocatalytic war of natuféné word 'ecology’ was a virtual neologism at thise
and had not yet been popularised, however it &yikhat Darwin, considering his profession,
Xvould have been aware of the term during his hiet(pp. 632-634).

Ibid., p. 2.
®> The physician Charles Murchison wroteFRaleontological memoirs and noténdon:
Hardwicke, 1868) of the 'great and sudden revatutimat was occurring in England during the late
nineteenth century (p. 486).
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and the relationship between the two writers hanbmverlooked. Like Lawrence,
Jefferies was not limited to delineating rural Eamgl but represented a broad
spectrum of life—from labouring classes to Londaghhsociety. Like Jefferies,
Lawrence sought to address Victorian ideas with enodgolutions, recognising that
the gradual conscious response to a radically chgrepciety, that had characterised
the mid nineteenth century, needed to acceleratedier to keep up. Roger Ebbatson,
in The Evolutionary Selivrites that Lawrence's 'cultivation of the circlietioought'
and the 'laborious growth' @ihe Rainboware agents of change which contribute to
achieving a more complete 'unit of consciousrfe@®th Jefferies and Lawrence
recognise the emotional implications of the 'stltagipr existence' and offer new
ways to think about how tensions between the saamte of the individual and the
race of humanity as a whole might be resolved.edeff, also an experimenter in
fiction, sought to imbue late-Victorian realism kvin early modern dimension,
exploring meeting places between the tangible dre unknown. Through the
employment of a more radical and controversial mofleexpression Lawrence
nurtured and grew these early modern beginnings ¢ individual version of
Modernity, thus maintaining essential affinitiegtwiis predecessors.

Jefferies's early work is characterised by counbgoks such asThe
Gamekeeper at Homfst serialised in th&all Mall Gazettan 1878, and articles on
agricultural subjects, including 'An English Honessd' inFraser's Magaziné1876)
Both the article and the serial, written in an acdbcumentary style, explore the
relationship of the landowner or agricultural warke their environment. The human
struggle for individual existence within a dynansigcial and natural order was to
become a theme of his work during the 1880s. laréinle titled 'Just before Winter',
published inChambers's Journaln December 1886, Jefferies's observations of
gypsies in the natural environment identify a memaple, less regulated form of
existence than the organisation of civilised lateeteenth century society. He writes
that 'the gipsy loves the crescent moon, the egesiar, the clatter of the fern-owl,
the beetle's hum. He was born on the earth inethie &nd he has lived like a species
of human wild animal ever sinceFor Jefferies, the relationship between man and
the natural world was not wholly dependen