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The Poetry of Chaucer was originally planned as the conclusion to Gardner's
Life and Times at Chaucer (New York: Alfred Knopf, 1976). When that
scheme proved cumbersome he divided the project into two separate volumes.
This book shares the liveliness of style evident in the first volume, along with
a keen love of Chaucer. Gardner is an excellent reader of poetry. He has
the craftsman's eye for structural detail and a novelist's sensitivity for what is
humanly important in literary situations. He also has a fine sense of literary
tradition, tinged somewhat by a romantic streak which encourages him to side
with feeling and involvement. The principal virtue of tIus book is its respon·
siveness to Chaucer as a manipulator of words and an observer of people. At
times it is unabashedly derivative of the host of fellow critics he consults; at
other times it is unabashedly speculative. Occasionally it is dogmatic. But
always he says what he feels, and often in a shrewd and penetrating way.
The division of the original project into two volumes did not entirely solve
the structural problems of its argument, however. The Poetry of Chaucer
remains a cumbersome book, mainly because it is several books which have not
quite been sorted out or assimilated. In part it is a compendium of sensible
discussions of Chaucer. Many a reader will be pleased to find his name there.
One is amazed at the reach of Gardner's secondary reading-from vast numbers
of critical articles to unpublished dissertations. But I found myself wishing
that some of that material had been discussed in footnotes; it tends to obstruct
a sharp focus on Gardner's own argument (for Gardner, perhaps, as well as
his reader). The book does reveal a distinctive approach to Chaucer, however,
or rather, two distinctive approaches, though they are not consistently or
fully maintained. Most prominent, at least in the beginning chapters, is
Gardner's relating of Chaucer's ideas and techniques to Ncoplatonic traditions.

~~:u~~~.mi;:~~sebU~i:~~: t~fe:!~:m~~~:dhi~t~::S~~o~?smi;r:~~ti~:~~;~,Chb~~
they end up its main deficiency-like asses and oxen (to borrow a metaphor
from one of Gardner's favorite plays) which have not been trained to pull
together. Although it seems likely that Chaucer does indeed make brilliant
use of such apparently contradictory philosophies as Neoplatonism and nomin:lism, Gardner makes little effort to show how the two are made compatible
m Chaucer. The clue doubtless lies in Boethius, of whom Gardner often
makes good use, but the two strains of thought are left apart and tug against
tach other rather than pull in support of The Poetry of Chaucer. Moreover,
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although Gardner supports his neoplatonic premises with quotations from late
classical and patristic as well as medieval writers and relates this tradition to
other writers even into the Renaissance, he docs not provide supporting
evidence for his assertions about nominalism. Indeed, here, where his argument
could be most original and helpful, it is most shaky. Occasionally his insights
into nominalistic thought penetrate to the heart of Chaucer's vision. But he
llses the term much too loosely and apparcndy without much understanding
of who the nominalist philosophers were or ,"vhat they said. The reader is
immediately put off by the assertion in his Introduction that "Ockham's view
received powerful support later from Roger Bacon of Oxford" (p. xvii; ct.
p. 156, where the error is repeated); Bacon was long dead before Ockham
ever wrote a ·word. Bacon is the only "nominalist" philosopher Gardner
specifically cites, which is in itself misleading in that Bacon might well be
labelled "empiricist," but few would designate him "nominalist." Gardner's
definition of nominalism as that idea "that nothing can be known" (p. 225)
is wholly inadequate and reflects the view's of neither Bacon, Ockham, or
whoever c1se is supposed to be a nominalistic philosopher of that day. Nor
does it adequately reflect Chaucer's view.
There is much in the book, however, especially in its first five chapters, which
is lively, challenging, and informative. The chapter on the Book of tbe
Ducbess, especially his discussion of Chaucer's use of repetition, association, and
formal arrangement, is excellent. In all these early chapters Gardner's discussion of neoplatonic tradition rings true and sheds light on Chaucer's method.
Even when one disagrees with a particular interpretation, he is likely to be
stimulated and pleased at the broad and humane insights Gardner extracts
from the poems. His observations on Chaucer's "technique of counterpoise"
provide valuable recognition of one of Chaucer's most distinctive methods.
His comments on Anelida and Arcite and the "Complaint of Mars" are among
the best to be found on those poems. So too his observations on the narrator
in the Parle11lent of Fowles-that clownish lover of knowledge who behaves like
a "worried nominalist wringing his fingers and squinting in confusion" (p.
44). His chapter on Troilus and Criseyde is likewise often superb. His
handling of the interconnected commitments of its people and the subtlety of
their various betrayals is astutej especially notable are his insights into
Criseyde's justifiable concern over public opinion and his kind treatment of
Pandarus. His discussion achieves a poignant sense of the tragic and the
beautiful which is exactly appropriate to the poem. One wonders how he
can later call the Kl1ight's Tale" by any standard, the best poem Chaucer ever
wrote" (p. 241).
His argument that the H ous of F a711e should be viewed as a poem more or
less contemporaneous with Troilus will force readers to reconsider the order
of Chaucer's canon. One must commend his treatment of Koonce's book,
which puts that troublesome argument into a perspective which should make
it useful to even the most skeptical readers. But his seeing the subject of the
poem to be "man's total blindness, not the truth of revelation" (p. 155)
seems to err to the other extreme and points us back to the weakness of
his understanding of nominalism. Geoffrey sees a great deal in that poem and
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understands much of "vhat he sees. Some he does not understand, and some
he refuses to commit himself on. He is blind to a degree, yes, but not
totally blind. The distinction is important, else nominalism be equated with
skepticism (which is false) and all questions of knowledge declared meaningless
(which may be absurd and modern, but not medieval).
Were Tbe Poetry of Chaucer to end with the chapter on the How of Fame
it would probably receive more flattering reviews. The discussion of the
Canterbury Tales is a great falling off. The quality of writing is more hasty,
the depth of perception less probing. He begins by discovering a neoplatonic
pattern in the first fragment, but the discussion does not cohere with his earlier
discussions of Neoplatonism. (Before he was concerned with neoplatonic
ideas of form; here he imposes on the fragment a semi-allegorical pattern
based on the tripartite soul, which seems incongruous and adds little to the
understanding of the poetry or of Chaucer's method). After Fragment I, he
abandons that scheme; his discussion seems hurried, its author disengaged
where before he had been impassioned.
There are some fine moments in the latter half of the book, however; e. g.,
the rather bold treatment of the Pardoner's homosexuality as seen through a
fresh interpretation of Chaucer's puns, his treatment of the Physician's Tale,
and the way he juxtaposes the Prioress's Tale with the Shipman's. On the
other hand, his casual treatment of the Tale of Melibee and the Parson's Tale
is disappointing. And too often his loose usage of the term "nominalism"
becomes a substitute for analysis and seems distracting rather than helpful in
getting at the contrarieties and relativities of perception which had characterized
his discussion of the earlier poems.
Yet despite these reservations I found the book to be an impressive accomplishment. Gardner's sense that the key to much of what goes on in Chaucer
lies in a rare blend of Neoplatonism and nominalism is, it seems to me, basically
true. There is, moreover, much gold to be had on virtually every page,
which derives from the vitality of his love of Chaucer and his many years of
teaching.
Professor Ivletlitzki divides her study into two parts: 1) Scientific and
Philosophical Learning, and 2) The Literary Heritage. Both are carefully
researched, lucid in presentation, fresh in interpretation, and sensitive to what
will be of value to subsequent scholars, whether historians or men of letters.
Part I traces the transmission of Arabic influences into the Latin world. The
crusades are seen to have virtually no impact on cultural exchange. Instead,
contact came through Jewish scholars and Mozarabs (Christians living in Muslim
territory), especially in Sicily and Spain. I was impressed by Metlitzki's presentation of the unique role England played in the opening of Arab treasures
to the "Vest, through Norman contacts in Sicily, and in Spain, through Henry I,
who brought Peter Alfonse to England, and later through Henry II and Queen
Eleanor, with their ties to Laon and Castile, and later still through John of
Gaunt and his Spanish claims.
Metlitzki offers individual chapters on Walcher of Malvern, Peter Alfonsc,
Adclard of Bath, Robert of Ketton, Daniel of Morley, Roger of Hereford,
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I wish she had

made greater effort to link these men and their eager efforts to ransack
Arab learning with the growth at Oxford of empirical science in the following
generation. Predictably enough, her discussion of scientific and philosophical
exchange emphasizes the 10th to the early 13th centuries (Bacon is given short
shrift), while her discussion of the literary heritage, with the exception of her
excellent comments on "The Owl and the Nightengale," concerns the 14th
ct:ntury and later. It might haye been valuable to have had a chapter tracing
the scientific and philosophical impact of Arab thought into the 14th century
when the third and fourth generation of scholars~men like John Pecham,
Duns Scotus, William Ockham, Richard Fitzralph, Robert Holeot, Walter
Burleigh, and even John Wyclif-encounter the ideas and move beyond them.
She does include one 14th century "scientist," Chaucer, in a discussion which
offers useful information on his detailed knowledge of "Arabum Stadia,"
particularly astronomy, medicine, and alchemy. She suggests that Chaucer's
link with Arab culture might have come through John of Gaunt, and suggests
that his trip to Spain in 1366 might have enabled him to gather material of
the kind that went into his treatise (not translation) on the astrolabe. I find
her speculation plausible. In fact, it may be that Chaucer had been involved
with study at Oxford during the four or five years prior to 1366 and that
his reasons for the trip to Spain were more academic than courtly, though
under the asupices of the court.
Part I of The Matter of ATaby offers abundant insights into scholarly
activities in the High Middle Ages, such as the important role of learned men
like Peter Alfonse through their attachment to courts rather than universities,
or like Daniel of Morley'S abandoning dull and complacent Paris to seek out
the lively masters at Toledo. Part II deals less with people to concentrate on
literature and the propagandistic uses to which it was put. Initially Metlitzki
discusses the influence of Arabic wisdom literature on that genre in the Latin
world, works like "The Dicts and Sayings of the Philosophers" and the
"Secret of Secrets." In an excellent discussion of Alfonse's "Disciplina
Cieri calis " she suggests narrative ties with such literature as the Gesta Rommwrum, Deca71zerol1, Confessio A71lantis, and the Canterbury Tales. Mainly.
however, she studies the relationship of actual history to those romances which
contain encounters with Saracens. There may be historical events behind
King Horn's encounters with Saracens, she suggests, and offers Muslim accounts
of raids and exploratory expeditions to England and Ireland as proof. She
emphasizes that the West is dealt with more sensitively and with greater tolerance
in Eastern literature than the East is in the propaganda of the West, which was
rhe more threatened and thus more rigid in its response to the other culture.
Tbis second part also discusses John l\1andeville and takes issue with the
::.sscnions of Seymour and others that Mandeville never travelled outside the
confines of Europe. She notes detailed information which differs from his
alleged sources (Friar Odoric and Haiton) and which is accurate and conremporary with his own writing. She thinks he may have spent time in
Egypt.
Altogether I found Tbe Afatter of Araby to be a remarkable accomplishment,
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a book which pulls together difficult material from varied and obscure discipUnes. Its mastery of German scholarship over the past hundred years is an
impressive feat in itself, to say nothing of the great range of primary sources
which arc drR\Vn upon. The literary considerations are deft (particularly the
treatments of Chaucer's Squire's Tale, the" Land of Cockayne," and" Floris
and Blanchefleur") and offer supplementary material to whatever kind of
critical reading of the poems one might be pursuing.
RUSSELL

A.

PECK

Uni'versity of Rochester

Time, Space, and Value: The Nan-ative Structure of the" New Arcadia," by
Arthur K. Amos Jr. Lewisburg: Bucknell University Press, 1977. Pp. 203.
$11.50.
Elizabethan Erotic Narratives: 11-017Y and Patbos in the Ovidian Poet1"y of
Shakespeare, j\.1ario r.ve, and Their Contemporaries by William Keach. New
Brunswick: Rutgers University Press, 1977. Pp. 277. $16.00.
Arthur Amos assumes, as do most people today, that Sidney'S Old Arcadia
and the incomplete New Arcadia are discrete works, each to be taken on its own
terms. Thus, though he often refers back to the Old for instructive parallels
or contrasts, his interest lies in the New as a self-standing fiction. He thinks
Sidney knew what he was doing and where he was going throughout and that,
whatever his reason for breaking off, it was not because he was bored, lost, or
self-confounded. He argues that Sidney did indeed, as Greville maintained,
turn the barren precepts of philosophy into pregnant images of life. The New
Arcadia docs so, Amos contends, by more complex and varied versions of the
antithetical moral pageants so common in the Old. Sidney's aim in the New
was broad-ranging and ambitious, not simply the Old's stage-play of love, but
a reasoned balancing of the conflicting claims of, as Amos calls them, "Eros
and Civilization."
Previous critics have neglected the "overriding structural principle" of the
New. They have simply assumed that it was an expanded and incomplete
version of the Old's Terentian five-act structure. Amos sees a very different
structure:
A careful examination ... reveals that each of the three books of the
New Arc.adia ha~ its .O"wn ordering principle; the~e are, respectively,
the dyadIC relatIOnships of space (here, there, In front of), time
(then or now, before or after), and value (better or worse). These
relationships arc, of course, central ways of organizing experience
and each of the three boohs tend to emphasize one of the three
relationships.
This is the thesis Amos's "careful examination" attempts to sustain. The
ngumcnts which support it are detailed, sensible, and fully acquainted with
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the current critical conversation. I found them convincing. A case for the
New as structurally independent of the Old has been long overdue and Amos
supplies it. He makes some acute comments about how the narrator in the New
diifers from the external commentator of the Old, and about how, in specific
spatial and temporal details, Sidney tries to balance comedy and seriousness;
but his major originality lies in showing, for the first time, how different in
structure the three books of the New really are from one another. Arcadia
criticism has always been plagued by all that plot-summary that you must include.
Amos handles this problem better than most of us have, and comes up with a
readable, as well as an original and convincing, book.
William Keach takes on a much broader and a considerably more difficult
task. He has tried, in his opening chapter, to isolate the central spirit and
thematic concern of Ovid's poetry. He then applies this analysis to six
Elizabethan texts, Glacus and Scilla, Venus and Adonis, Hero and Leander,
Marston's The Meumwrpbosis of Pi8:malion's Image, Weever's Faunus and
Mellifiora and the anonymous-but-by-Beaumont Salmacis and Hermaphroditus.
With each of these texts, Professor Keach proves himself to be an informed,
perceptive and judicious critic and literary historian, and in each case he
makes an important contribution to our current understanding of Elizabethan
Ovidianism.
The opening chapter discusses the Ovidian re-evaluation currently in progress and tries to synthesize from it a conception of Ovid's " urbane
ambivalence" which will illuminate the Elizabethan Ovidians. Keach sees
three basic strands in Ovid's poems, myth, erotic ambivalence, and stylistic
virtuosity. He wants, following Charles Segal's lead, to remind us of the
violence and cruelty that accompany the urbanity, the neglected II darker
aspects" of Ovid's poetry. These intensify what he repeatedly calls Ovid's
"ambivalence." Keach does not, however, make clear just what this ambivalence really is, and this failure constitutes the book's principal wealrness.
Both in the Ovid chapter and in the later analyses, he never really gets
beyond the position Brooks Otis arrived at in the second edition of his Ovid
as an Epic Poet. Yes, Ovid's seriousness is not Virgil's, I now see, but I
don't quite see what kind of seriousness it really is. The" ambivalence" is
often alluded to but never explained. Keach argues repeatedly, and convincingly, that the Elizabethan texts share this ambivalence, without really ever
telling us what it is. That Ovidian nucleus of identity, sexuality and aggression
remains unexamined. As a result, the book's arguments occasionally seem
obvious or tautological:
My contention is that in going to Ovid's poetry with a new freedom and
openness, the authors of epyllia were looking afresh at a poetic world
which was often dark and disturbing as it was light and entertaining.
Or:
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A close uncondescending look at these explorations may reveal for the
modern reader, as perhaps it would have for the late Elizabethan reader,
a rather surprising awareness of the contradictions as well as the
comedy and excitement inherent in human sexual experience.
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True enough, but not much help. ~lhen you argue that Hero and Leander is
" a seriously perceptive as well as an entertaining poem about erotic ex;perience,"
you come close to stating the problem rather than solving it.
But maybe this is wishing that Keach had written a book that he didn't want
to write. He may have felt that to consider the identity-sexuality-aggression
pattern of behavior in a theoretical way would have led him outside his
central concern. This obviously was to show that the Ovidian seriousness
does indeed inform a series of Elizabethan texts in a more than superficial way,
and this he has succeeded in doing very well. The Douglas Bush/C.S. Lewis
cluster of misunderstandings has been politely but firmly put into the attic;
The second half of the book argues "that the overtly satirical dimension
of certain Ovidian poems \vritten around the turn of the century represents an
intensification of the tendency toward satire present in the epyllion all along."
The analysis is no less learned or acute here in the first part, but the
texts are not quite so engaging. In both parts of the book though, the arguments are developed in such rich detail that we will all find much to disagree
with. I, for one, hope that not too many people thinl{, as does Keach, that
Shakespeare's Adonis is "remarkably beautiful and vibrantly alive." But in
its broad outlines Keach's argument for a complex and self-conscious Elizabethan Ovidianism is certainly correct and every student of the period ought
to read and ponder it.
RICHARD A. LANHAM
University of California, Los Angeles

Imagining a Self: Autobiog1'aphy and Novel in Eighteenth-Century England
by Patricia Meyer Spacks. Cambridge: Harvard University Press, 1976.
Pp. 342. $15.00.
Patricia Meyer Spacks has a gift for writing about subjects whose time has
come. She catches a wave of interest-The Poetry of Vision, The Female
Imagination-while it is still on the rise. The present book is certainly a case
in point. A growing scholarly attention to early autobiographies neatly
complements a similar attention to the ways that early novelists conceived of
character. Formally as well as psychologically the two genres have much in
common, and the issue they jointly raise-how did eighteenth-century notions
of the self, or of the shape of a life, differ from our own?-is currently
attracting a good deal of interest from historians as well as literary critics.
Some?ne wa~ bound to consider the rela~ions between the selves presented in
autobIographies and the selves presented m novels. But Professor Spacks has
gotten there first.
Imagining a ~e~f casts a very wide net. It ~eals with many kinds of private
or personal wntmgs-not only formal memOIrS but letters, diaries journalsan~ many kinds. of fiction, fro~ Defo.e to Fanny Burney. The' method is
stnctly comparaove. Each secuon pall'S a novel with an autobiographical
narrative that shares some elements of its structure or theme. Robinson
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Crusoe and Cmvper's AJemoir represent the problems of spiritual autobiography, where God rather than man is supposed to have written the script;
women novelists and autobiographers alike reveal the constraints that society
forces on female identities; Gibbon's autobiographical fragments try to compress his memories into a rational structure, and Tristram Shandy "insists that
life offers no coherent pattern to imitate"; Fanny Burney's novels explore the
conflicts in her private self, her fear, anger, and fantasies, more deeply than
her diaries do; Pamela and An Apology f01- 'be Life of Mr Co-lley Cibber
both play self-consciously to an imagined audience; Boswell's London Journal
ventilates, like Tom Jones, the perils of growing up; and Boswell for tlJe Defence,
like Amelia, dramatizes the onset of age, an " experience of time's diminishments,"
If these comparisons, as I summarize them, seem a bit arbitrary, they seem that
way in the book as well. Pairings like these depend on wit more than logic.
There is no objective necessity, for instance, for comparing the London
Journal to Tom Jones rather than to Rasselas or The Man of Feeling (each
of them closer to Boswell in time and in "sentiment"). Yet the comparative method does allow P.rofessor Spacks to discuss a variety of critical
issues without worrying too much about strict canons of evidence. She aims
to open the subject, not to conclude it.
Nor does Imagining a Self accept the confinements of genre. Though Professor Spacks is well aware that fiction and autobiography imagine the self in
different ways, she chooses instead to seek out their resemblances: forms of
identity rather than distinctions among literary kinds. "Novelists and autobiographers necessarily depend upon artifice-shaping, inventing, selecting,
omitting-to achieve their effects .... Autobiographers rely mainly on artifices
of selection; novelists, on those of invention. But both communicate vital
truths through falsifications," The advantage of this premise is that it alerts
both author and reader to the fictions latent in autobiography. Every autobiographer contains a storyteller, By concentrating on the narrative techniques
of memoirs, rather than their factual truth, Professor Spades demonstrates
something that a reader can easily forget: an autobiography is not the
neutral record of a life, but the shaping of selected facts into a plot. Her
analysis of such stories is often triumphant. The account of Gibbon's autobiography, for example, where each of the six distinct versions is treated as a
coherent narrative with its own form, style, and theme, represents a brilliant
tour de force of critical discrimination. Indeed, it is almost too triumphant.
A scholar less committed to finding the "story" might object to the way
that each fragment (or elsewhere, each portion of a diary or each gathering of
letters) is regarded as an intrinsic whole, rather than some bits and pieces from
a larger work in progress. But Professor Spacks does succeed, most of the
time, in illuminating the moments where life is transformed by art.
Writing about novels as if they were autobiographies, unfortunately, seems
far less convincing. "Does the difference in their genres really matter? It can
Lc argued that all fiction (and poetry and philosophy and painting) ultimately
constitutes autobiography, the artist inventing, whatever the purported aim of
his creation, only a series of metaphors for the self." Professor Spacks does
not finally subscribe to this argument. She knows that Tristram and Sterne,
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for all their similarities, wear different sets of spectacles; Sterne is an artist, he
can see through Tristram and around him. Yet the perspective of Imagining
a Self almost inevitably blurs the distinctions between the novelist and his
creation. Pamela, rather than Richardson, emerges as' the actor and manager of
her story; and even Captain Booth is often discussed as though his psychological problems somehow continued to exist outside the fiction in which he
plays a part. By subordinating novels to selves, Professor Spacks often seems to
draw from the novels questions that they aIC not equipped to answer. "What
arc the parameters of private history?" "How arc people formed by their
histories and by their memories?" The replies, not surprisingly, are confused.
The worst result of the comparative method, however, is the tendentiousness,
and frequently the woolliness, to which it leads. In order to compare a novel
with an autobiography, their themes must be reduced to a level of generality
\vhere the life of the work quicdy fades away. !< Invention and judgment, the
novelist tells us, are the stuff of genius. They are also the stuff of humanity.
Everyone has them; everyone must use them ... , The reader, the author, the
hero: all are responsible to both faculties, and all must learn to respond
properly, to create properly, and to act properly in the world; functions that
are significantly analogous." Page after page of Imagining a Self drifts by in
this style, manipulating terms-like "self" and "world "-that can apply
equally well, or equally broadly, to fact or fiction. Abstractions tend to
suffocate the individual perceptions. The book is hard to read; hard to argue
with; hard to conclude. Here, in fact, is how it ends. "Selfhood and consistent identity, whether by sheer illusion-making or through collaboration
with experienced actuality, is the underlying obsession and final achievement
of the literary imagination in both of these related genres. It provides the ground
on which the complex relationship of subjective vision and verifiable truth
enacts itself." I do not disagree.
Or perhaps I do. The key phrase of the passage above, and of the book, is
"consistent identity." The central problem of eighteenth-century selfhood,
according to Professor Spacks, was defined by Hume, when he cast doubt on
the notion of a "discernible, separate self." If identity cannot be taken for
granted, if even introspection discovers nothing but inner chaos, then autobiographers and novelists must assume a fearful burden: proving that they exist.
" Autobiography assures its author of his existence beyond all possibility of philosophic denial." Imagining the self becomes the last resort against skepticism, the
one stable anchor in a fluid world. Thtls eighteenth-century literature insists on
continuity rather than ch.ange in character, on defending rather than exploring
the self. Indeed, Defendmg a Self would be an accurate title for much of the
book. Nor do those defenses hold against Professor Spacks' shrewd and
resourceful. probing; again a~d again she finds her author out, tracing a
confident hfe-story back to Its secret, vulnerable motives. Memoirs, even
novels, are scars over wounds. Professor Spacks is wonderfully clever at
picking those defenses apart.
In the eighteenth century, however, most autobiographers and novelists had a
different interpretation of what they were trying to do. Few of them seem
to doubt their selves. Even Hurne, as Professor Spacks points out, writes the
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history of his life quite cheerfully, as though his identity were a simple matter
of fact. "\¥hat fascinates him, in practice, is the relation of his own individuality
to the principles of human nature in general. And a similar interest informs
most of the memoirs and fiction of the century. Even the most eccentric
authors~Colley eibber, Of Laurence Sterne-tend to view their characters as
representative or exemplary. The attempt to discover universal truths of
psychology, reconstituting philosophy on the basis of an empirical study of
the human mind, accounts for much of the thought of the age-and much of
its interest in autobiographies and novels. Eighteenth-century authors seldom
write about identity crises. They look into their own selves, instead, to learn
what they share with the selves of other people. Mutual exploration, rather
than personal defensiveness, tends to be where they startj or at least where they
think they start. And a book that took the notion of general human nature
seriously would have to be built on premises very different from those of
Imagining a Self.
Nevertheless, Professor Spacks deserves credit for opening up a subject. She
synthesizes a great deal of modern scholarship, and contributes her own fresh
and intelligent ideas. This book is not the laSt word, but it does make a brave
beginning. There will be more to come.
LAWRENCE LIPKING

P1'incetoll University
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TrcmsfoT'mations of Romanticism in Yeats, Eliot, and Stevens by George Bornstein.
263. $15.00.
Chicago: The University of Chicago Pres, 1976. Pp. xiii

+

Tbe Limits of Imaginrdion: T17 ordswortb, Yeats, and Stevens by Helen Regueiro.
Ithaca: Cornell University Press, 1976. Pp. 222. $10.00.
Mallarme once imagined a Grand CEuvre whose composition would be the
endeavor not of one poet but of many. The reality of such a work would thus
be complex. It would lie in its making rather than in anyone's authorization or
possession of it. It would have the Platonic inconvenience of being inaccessible
except in its innumerable and perhaps unrecognizable variants. Perhaps it
would exist only as so many synecdoches: a Great Book of Parts. Or, to
borrow from Wallace Stc""i.-ens, it would be Supreme without being Complete,
because change would be an essential part of its abstract. Others (Derrida
surely) would make a point of concluding from this incompleteness that there
is no such thing as a Grand CEuvre, only figurations and embellishments
proceeding on a scale unimaginably vast.
A symbolist rhetor might have occasion to imagine comparable works, such
as a Gmnd CEuvre de Critique produced by a complicity of commentators.
The shadow of such a work seems to fall at any rate across the pages of these
studies by George BOlllstein and Helen Regueiro: their books are variants both
of one another and of a memorable corpus of critical writings whose major
keynote I take to be Robert Langbaum's Tbe Poetry of Experience (1957), in
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which the study of the dramatic monologue provided at the same time the
first truly rigorous argument for describing 19th and 20th-century literary
tradition as "Romanticist." This specific theme of historical continuity has
become for criticism a regulative and even authorizing idea-" authorizing," in
the sense in which Bornstein, for example, authorizes his book by urging "a
reappraisal of modernist poetry from a viewpoint recognizing the centrality of
romanticism" Cp. 15). Few perhaps need to be urged, although many critics
discriminate more sharply than Bornstein does among British, Irish, and
American "romanticisms," and others (Hugh Kenner, for example) are inclined to think of romanticism as an early 19th-century interlude in what is
essentially still a 17th-century turn of events. But Bornstein's point is that we
have not yet straightened the "warping" of literary history that resulted from
the anti-romantic bias of so many early 20th-century writers. The effort of
"revisionists" (p. 20)-Frye, Langbaum, Kermode, Bloom-has not been sufficient
to correct a more generalized failure (or deliberate refusal) to affirm "the
latent romanticism within modern poetry (p. 15).
A deeper point might be that literary history is a warping: what is literary
about literary history is the turning of events this way and that, the making and
unmaking of connections, in an effort to secure an intelligibility that is not
immediately forthcoming. In this respect it is interesting that the antiromanticism of the New Critics required them to reject the notion of historical
continuity (some would say: to reject the notion of history altogether): this
rejection made possible their self-definition, which coincided with their definition of the modernness of modern poetry, and which in turn was sometimes
a definition of the kind of poetry they were themselves trying to write or at
least to publicize. ".Modem" in this context was often understood accordingly
to an oddly contradictory (and arguably romantic) model, one that privileged,
simultaneously, revolution and tradition. " Modern" is that which breaks with
or casts aside the immediate or received past in order to recover a past (or- to
achieve a future) that is both mediate and mediating-removed if not remote
or imaginary, yet rich in those conditions of thought, feeling, and language
that are said to make the writing of poetry possible. "Modern" is therefore
that which is discontinuous, yet not adventitious: it is a habit of mind that
discredits or discards what has been received in order to construct a version of
what has been (or is thought to have been) lost or destroyed, forgotten or
abandoned, or which abides somewhere within a system of eternal recurrences,
or perhaps within a linear system that must draw its energy from human and
rebellious interventions. Among the New Critics, nothing could be more
abominable than a received idea. Regularly, that which was received was
said to be "romantic"; in utterly disreputable cases it was "Victorian "-a
term that even at tIus date is sometimes used to refer to decaying romanticism. That this way of speaking is polemical, not historical, has always been
argued by certain academic scholars (Birnbaum, for example). A polemic is
a way of making literary history, not interpreting it, which is the way we are
now inclined to interpret Irving Babbitt, T. E. Hulme, or Yvor Winters. The
irony is that this repudiation of romanticism could hardly have been more
romantic, which is a point that began to be remarked by those academic critics
of the late '405 and the 1950s who undertook to read romantic writing not only
1)
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closely but, let us say, scripturally. This reading produced a kind of highbrow

~rar)'

" rehabilitation" of romantic writing, but it did more: it tended to romanticize
the reading of literature-and, as it happened, to romanticize as well our view
of literary history-for it made possible certain reverberating moments of

h.
,".m
slla
yof
fines
and

: in·
at

~

twe
from

" of
dent
lithe

:rary
; and
not

ann·
lrical

this
de·
times
Drat

mgfy
eged,
wiili
Jrto

more
:uage
efore
that

lfiof
n or
nees,
and

more

w.

l"-a

man·
been

ucls
eare
The
more

rides
only

critical self-discovery, as when Northrop Frye encountered William Blake, or
when Harold Bloom encountered Shelley and the Visionary Company. These
were events that duplicated in strange and surprising ways Yeats's encounter
with Blake and Shelley more than half a century earlier, an encounter in which
Yeats self-consciously (and perhaps in warping fashion) romanticized himself.
It was the morphology of such encounters, with their secret or subtle {or
perhaps not so subtle) exchanges of identity, that Langbaum began to study in
the 1950s, largely as part of an argument that there are sound critical, generic,
and philosophical reasons for describing as H Romanticist" the habit of mind
that one assumes in order to construct for oneself a tradition out of the
debris left by history-or, more accurately, by a history regulated by enlightened
principles, or by the privileging of "methods" of skeptical or agnostic thinking.
rathel' than by the traditional rhetorical ethos of preservation and transmission.
The romantic turn of mind and history occurs when the ideal of the copious
mind gives way to mythologies of imagination, and when the library is discarded
in the name of individual experience. Romanticism in this view is the full
flowering in the domain of artful discourse of a philosophical animosity toward
received ideas (the staple of rhetorical culture); it is also a form of bricolagc
that is indeterminately aesthetic and ethical, in the sense that the construction
of "traditions" (that is, models, norms, doctrines, systems-both logical and
visionary-beliefs, mythologies, "values") is carried on not only to make the
writing of poetry possible but, more important, to make the living of human
life intelligible, purposeful, beautiful-in short, poetic. To borrow a notion
from Richard Lanham's superb study of the rhetorical habit of mind, The
Motives of Eloquence (1976), the Philosopher is likely to be deadly serious
about his beliefs, because he considers himself solely responsible for them;
the Rhetorician is likely to be more playful, less obviously sincere, because his
task is not to create beliefs but to rehearse them on behalf of other people.
On this view, romanticism as a turn in literary history occurs when poets side
with the philosophers against rhetoric. Modernism, for its parr, is romantic by
virtue of the distinctive operations of its spirit; or, somewhat to the same point,
modernism is a variant of romantic or post-rhetorical thinking, which we may
define as that period after which the concept of " creation" began to be used
to describe the poetic act; or, again, "modernism" is a term that helps us to
discriminate among the diverse romanticisms of post-rhetorical culture. There
are other turns or variations that one would want to insert into this score, but
the dominant motif would be this: in order to be a modern one needs to reenact the drama of the first romantics: one needs to shed the rhetorical habit
of mind and to strike out on one's O\vn, as though on a quest from skepticism
to commitment, or from one's origins to "something evermore about to be."
Perhaps it follows that in order to read (adequately) modern poetry, one must
first perform a reading of the nrst romantics, who may mislead us on a great
many points of doctrine or idea, but who are nevertheless the teachers of what we
might call the "literacy" by which modern writing gets written and read. It
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would be good to have a systematic description of the differences between
rhetorical and romantic literacy. Such a description might help us to develop
(at last) a real theory of character, perhaps one that turns upon the distinction
one would have to draw between impersonation, which is a rhetorical art that
every Renaissance schoolboy (including Shakespeare) was required to ~as~~r,
and possession, which is a psychological state whose poles are empathy (Eznfuhlung, or what Langbaum calls "the specifically romantic way of knowing")
and madness. In romantic characterization, art tends to get subsumed in psychic
play, so that the poet's frenzy shapes itself into an ability to speak in many
voices. One thinks of the polyphony of Tbe Waste Land (what was its
original title?), in which all characters are said to be projections of one
character. Eliot may have thought litde of the "Egotistical Sublime," but the
complex principle of characterization on which The Waste Land rests received
its first coherent English formulation in the Preface to the Lyrical Ballads: "So
it will be the wish of every Poet to bring his feelings near to those of the
persons whose feelings he describes, nay, for short spaces of time, perhaps, to
let himself slip into an entire delusion, and even confound and identify his own
feelings with theirs...."
The books here under review are both highly literate in the romantic way;
that is, romantic writing is made to serve as an interpretive and explanatory
model for modern writing. Thus Bornstein begins his book with a detailed
inventory of romantic features that provides him with a critical language for
his study of Yeats, Eliot, and Stevens: (1) conceptions of creative sympathetic imaginations; (2) the privileging of the moment (of experience or
intuition or whatever) as against duration; (3) a specific genre, "the greater
Romantic lyric," whether visionary or meditative, with its distinctive pattern of
mental action; (4) recourse to the "quest n as a generative or regulative
metaphor; (5) polysemy; (6) the secularization of religious language; (7) the
organization of images into systems that serve as secondary languages; (8) a
distinctive "spatial projection of reality": "The metaphorical structure of
Romantic poetry tends to move inside and downward instead of outside and
upward, hence the creative world is deep within, and so is heaven or the
place of the presence of God" (Frye); (9) "a second type of poetry of mind,
a psychodrama in which the poem's contents become projections of psychic
activity" (p. 13); (10) diverse theories of impersonality. This splendid
structure enables Bornstein to map romantic features onto modern poetry-a
strategy that only a positivist would fail to appreciate, and in any case the
model of romanticism that Bornstein constructs operates heuristically rather than
hypothetically. It is an agency of reading, not a " view" but a way of viewing
that enables the critic to make sense both of texts and of poetic careers. It
gives Bornstein a "sense" of romanticism as a stable and homogeneous array
of aspects against which to mark differences rather than equivalences-II transformations," Bornstein calls them, which would remain invisible or unmarkable
without some way of speaking that would limn them into view. Bornstein's
romanticism is not unorthodox, but neither is it an orthodoxY' it is a construction
designed to show us how differentiated are the romantici~~s of three modern
poet~.
Bornstein locates these differences both critically at the level of
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individual poems and more generally at a level that he would perhaps define as
literary history, as when he writes:
Stevens distinguished two types of romanticism, rejecting the pejorative
He nearly identified
and derivative for the positive and vital.
romanticism with imagination and used that faculty both to defend
poetry in the manner of Shelley and to grapple with reality itself in a
new variation of a recurrent romantic struggle. He carried to their
ultimate conclusion earlier displacements of religious patterns onto
secular exper.ience, and continued romantic organization of imagery
and spatial projection of reality. Yet Stevens rightly insisted that his
doctrines were his own. He introduced a radical provisionality into
his work while reformulating and elevating notions of the violence and
cyclicity of imagination. These deflections in aesthetic theory hint at
the radical innovations in mental action that pervade his later poetry.
(pp. 175-76)
Helen Regueiro is quite explicit about the romanticizing nature of her
undertaking: "I have chosen to deal with Wordsworth, Yeats, and Stevens in
terms of a criticism that retains the distinction between subject and object, self
and world, imagination and reality" (p. 15). Like Bornstein, she understands
romanticism in terms that define a certain kind of mental action, although she
diverges sufficiently from Bornstein to make it useful to read his book in tandem
with hers: "Wordsworth, Yeats, and Stevens," she says "ultimately assert
the ontological primacy of reality against the human imagination, and their
search for a poetic act that will suffice is equally a search for an act that
will transport them beyond the intentional confines of their worlds, into the
natural perspective from which they seem forever doomed to wander" (p.
42). On this view, to be conscious romantically is to be conscious of nature or
the world not simply as a philosophical Other but as an extension and even
complication of the mind's fabricating powers. "Fabricating" is the word to
use in this connection, because romantic consciousness is instinct with a
kind of guilt-a condition that is often and half-deceitfully concealed by those
famous doctrines that assert the creative power of imagination (as against its
merely rhetorical machinations, or mere fantasy). The romantic is accordingly
he who affirms consciousness as being a thousand times more lovely than the
earth on which we stand, yet who is repeatedly and characteristically tempted
to rid himself of consciousness, thus to return to that moment before thought
in which one abides in nature with a sense of being utterly at home, abroad
in a landscape that is also a place-"\vith a sense, in short, of being a creature,
not a creator. This desire for a return contains an implicit but powerful
devaluation of poetry, one that we may see enacted, Regueiro says, whenever
"poetry begins to speak of its incapacity to reach the place of being, or to
create even a threshold where the significant experience Eof reality] may take
place. If it does take place, the experience seems more a revelation than a
deliberate creation. The poetic act reaches out, but it cannot reach. It speaks
of an experience, but the experience is almost always virtual. Between silence
and speech, poetry enacts the tragedy of the conscious self" (p. 190).
Well, "tragedy" is perhaps too inflated, but Reguiero's theme is otherwise
superbly pursued, as when she shows how painful a loss it is when imagination
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deprives Wordsworth of his feeling for the worldliness of things! or when she
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Resurrection is not beyond history, but witbin it. The poet cre~tes
no longer a changeless world which like the boxes of make-up .gIves
what is dead the appearance of life, but creat,7s out .of the maten~l o,~
history~the marble of a broken sepulchre Of any neh, dark notlu.ng.
Imaginative redemption is associated not with the completed and tlmeless form but with the pieces of marble that come from the broken
form, from the sepulchre which, broken, leads to life. The poet ~oes
not create out of nothing, or out of his imagination's ne~d to escape tl~e,
but "disinters" what is there ... , the verb suggestmg both an Imaginative resurrection and a reaffirmation of the imagination's involvement with the temporal world. (p. 135).
One reads Bornstein's book respectfully, for it is a carefully made, well-conceived
and in all respects professional piece of work; but one reads Regueiro's with
delight, for care has been taken not only to compose a study but to compel
an audience, that is, to engage the audience in the industry of the critic's
text. Regueiro, like Bornstein, is a romantic and romanticizing critic, but she
has not lost the grace of rhetoric.
GERALD

L.
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Univenity of Iowa
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The Adventurous Aluse: the Foetics of American Fiction 1789-1900 by William
C. Spengemann. New Haven and London: Yale University Press. 1977. Pp.
ix + 290, $15,00,
This book is a reassessment of eighteenth and nineteenth-century American
fiction, based on the thesis that its development-and its distinctively American
qualities-derive from the discovery and exploration literature that formed the
body of New World writing after 1500. Since this thesis is complex and
sophisticated, in fairness to the book it is necessary to summarize it at some
length,
The discovery of America, the author argues, changed the way Western
..:ulture saw the world, shifting the point of view from "the place to which
America \vas gradually being added (EU1'ope) ... to the place being discovered."
iHost important for literature, the picture changed from that of a "world that
was growing quantitatively ... to a ".'Orld that was changing qualitatively with
each deeper penetration into terra incognita."
This constant interplay, over three hundred years, of travel and literature
reached its fullest expression in the Age of Romanticism. Since a major
component of the Romantic mind was its acceptance of change, the New
\\Torld explorations that were constantly altering the globe created a situation
with which Romanticism was uniquely equipped to deal. In an era of
expanding geography, \vhere maps did not represent reality and space modified
truth by the moment, the Romantics believed that reality, insofar as it could
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ever be located, could only lie in themselves. Out of the tensions produced by
the conflict between a mobile New World frontier and a fixed Old World map
came two very different fictional modes.
One of these was a "poetics of adventure," invented by American travel
writers to portray "the metamorphosing world that appears to someone who
stands on the moving frontier." This world seemed no longer a controlled,
definable entity, but rather an unfolding, continually moving pattern. No
longer confined by a map, it seemed a succession of scenes, reported by the
explorer and existing in special relationship to him. In a sense, as each writer
discovered the world anew, his responses recreated it, time after time. This
poetic rnovement(Cooper, Brackenridge, Brown) contained what one might
call" American" or "New World" values and attitudes-progression, curiosity,
individualism, rebellion. The other, a poetics of domesticity, was "devised by
highly influential British novelists" (Fielding, Ricbardson, Defoe) to H restrain
and discredit this potentially subversive vision of reality." Here the stress was
placed on "social and familial values," stability, continuity, conformity, compromise, acceptance-representing "Old World" or "European" reactions to
the disturbing effects of the discovery of America and its implications. Thus,
the aim of this study is "to describe the effect of these complex interrelations
among New World travel-writing, European literature, and Romantic aesthetics
on the development of American fiction."
This, then, is the theoretical basis for the author's critical analysis of
American fiction which, he feels, developed to maturity in the nineteenth
century through the dialectic exchange of these two versions of fictive reality.
Viewed from this position, the novel in the New World embodies both of
these antagonisms, which compete and combine to produce a distinctively
American literary tradition. The poetics of adventure took early form in the
non-fictional literature of discovery, from Columbus' letters to Dana's Two
Years Before the i\1ast. By emphasizing the validity of individual experience
over collective knowledge, the literature of adventure strongly influenced the
methods of expressing that experience. Co-existent with it was the literature
of domesticity, imported from England in Robinson Crusoe, Tom Jones, and
Clarissa, in which authority triumphed over individuality and tradition over
change.
The conflict benveen these two attitudes, however, evoked puzzling questions.
The Romantic adventurer, in repudiating the domestic ideal, was likely to
find that the adventure finaUy played out, that his voyage was circular, that
the return horne was inevitable. The conflict between the domestic picture of
reality as a "knowable, absolute moral form which precedes and governs all
human action;" and the Romantic's adventurous picture of reality as something
which followed and emerged out of human action, created for the writer an
insoluble moral and artistic problem. Foreshadowed in its earlier appearances
by such works as Tbe Algerine Captive and Artbur Gordon Pym, the problem
became the major theme of Hawthorne, Melville, Twain, and James. The
greater portion of this study-four chapters of seven-is given over to extensive analyses of Typee, Moby Dick, Rougbing It, Huckleberry Finn, The
Connecticut Yankee, Tbe American, and The Ambassadors, from the point of
view of the book's central thesis.
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It is a reviewer's cliche, of course, to say that a booh "throws new light"
on somcthinO". Actually, this one does. Its central thesis is brilliantly conceived and belicnblY argued, supported by closely reasoned exposition and
an amazingly wide range of reference, from St. Augustine to Marco Polo to
\Villiam Hill Bro\vn to Norman J\tlailer. One begins it with a certain skepticism.
\Vhat can possibly be said that is ncw, provocative, and revealing about Ahab,
or Huck Finn, or Christopher Newman, those subjects of a hundred books
and a thousand articles? The first t\vo chapters convince the reader that in
the next five it is going to be said, nor is he disappointed. Too, the pattern as
established by this study immediately suggests others. How does the concept
of double poetics apply to the history of American verse? What happens in
American fiction I1fter James? Are there other non-literary cultural ramifications implicit in this historic interplay of European and American attitudes
toward the artist's vision of reality? The book itself is an exploration, an adventurous kind of scholarship we can always use more of.
RUSSEL B. NYE
:Hie/.ligan State University

The New En)!land Girl: Cultural Ideals in Ha,wtborne, Stowe, Howells and
James by Paul John Eakin. Athens: Uni\'crsity of Georgia Press, 1976. Pp.
252. $11.00.

Dimity Convictions: T/.le American ITT oman in the Nineteentb Century by
B:ubara 'Velter. Athens: Ohio University Press, 1976. Pp. 230. $12.00
cloth; $+.50 paper .
.. Time is male," wrote Adrienne Rich in "Snapshots of a Daughter-in-law,"
and for those of us brought up on Henry Nash Smith, R. W. n. Lewis and Leslie
Fiedler, it ought to come as welcome news that writers of nvo new books on
women scc if not Time, at le:1st Amcrica in the nineteenth-century as female.
These t\\"0 books arc an interesting contrast: the first, Tbe New England
Girl: Cultural Ideals in StO"i.UC, Ha·wthorne, Howells and James, by Paul John
Eakin, concerns itsclf with WOIllen only "as an all-purpose symbol of the
ideals of the culture," while Barbara '''clter's Dimity Convictions: The AmeriC<Tl1 TVolJI.,n in tl.,c Ninetecm!.J Centll1'Y is :lbour the" real" American \voman,
not only the \\'o01;1n bchind those heroines in nonIs, but from other laycrs of
:\!lH:ric.m life as well. These two books m:1.ke clear how the balance has swung
from woman as reprcsent:ltin of society, presen'cr of its patterns, to a ncw
symbol for rhe alicll:ltion of hum:lnkind.
E:lbn, in this solill :J.nd bcaurifllll","-lllade book, is a cultural critic: he is
intcrc:,ted in dclinc:1tin~ the "Ke\\" Eni?land mind-not in proving whether or
nut th~n: '-~'.lS SLlch :t t!;l1lg, for the bCh.cf of 1Iawthornc and his contemporaries
Ill.lb:s !t
l.;ctu.d, :;nd not In t!ll! "'woman question," which is only
r:lther in the all-purpose symbol of the
""OJn.ln, rhe "ot1ici:1l repository of its ;clmow\cdgcJ
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moral code, and ... accordingly, ... a redemptive figure in the fiction of the

era." Eakin establishes, hopefully once and for all, the validity of the novel as
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history and of the literary critic as historian, arguing that Hawthorne, for
example, creates from the "heaped-up rubbish" of the Custom-House attic a
representative consciousness of a particular place and time in Hester PIynne
at least as well as Perry Miller, Oscar Handlin, Richard Hofstadter capture the
life of the past in such typical characters as the puritan, the immigrant, the
reformer.
Eakin begins with Daisy Miller, whose "audacious innocence" has come to
seem a particularly American enigma and her very "flatness" to stand for the
blankness of the American scene. An ideal symbol, then, she holds out to a
rootless young man the redemptive possibility of an entry into American
reality. For James, Eakin argues, the familiar nineteenth-century love story of
Stowe and Hawthorne had become a "fable of the expatriate American artist
and his ambivalent desire for the native American materials from which he
hoped to create a truly national literature." .More than a marriage of convenience between a popular commercial formula and a deep-seated professional
dilemma, it "not only proposed reassuringly that America was meetable and
loveable, but it reflected as well James's conviction that American womanhood
was somehow supremely the representative national fact." Yet Daisy also
stands squarely for James's oval ambivalence toward the American girl and
toward America itself: if she was the supremely representative national fact.
her "pure poetry" was balanced by the possibility that she might deserve to
be assigned to " a vulgar place among the categories of disorder"; the other
face of love for Amer.ica, for all that was "pretty and undefended and
natural" was a very real hostility. Moreover, Daisy diesj" the expatriated
American hero is not redeemed, and thus she balances exactly at the end of one
tradition, renunciation, and at the beginning of another, self-culture, a progression which will end in the atrophy of this fable of redemption.
The theme of renunciation is traced, briefly, in the novels of Harriet Beecher
Stowe, especially in The Minister's Wooing, where Stowe (whose father,
Lyman Beecher, was the foremost Calvinist preacher of his day, and whose
sister, Catharine Beecher, "vrote a book describing home life as "profession"~
tried to balance the two concerns of the solitude, suffering and renunciation
that were a pan of her Calvinist heritage and the redemptive possibilities of a
woman's love, or marriage and family life as a reward for life's tearful trials.
She managed to tell the truth about both uaditions, according to Eakin, at the
price of a. certain falseness in her narrative-which is in fact two narratives.
Stowe's is the world of a dying pastj her characters are fixed in primordial
family roles, and their arrested developments suggest latent sterility~from
which heroes as well as heroiness would later flee~but which meanwhile stood
for the selfless devotion to a sublime ideal of renunciation in the persons of
such heroines as Mary Scudder.
The link between this ideal and that of self-culture~the constant in the
New England mind, as traced by Perry Miller in his essay "From Edwards
to Emerson "~was "a piety, a religious passion, the sense of an inward
communication and of the divine symbolism of nature." In Margaret Fuller,
Miller had written, "daughter as she was of Puritan New England, we have
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yirtually the only candidate ... for the role of Romantic heroine...." And. 50
Fuller become! for Eakin the representative fiction of her time, embodIed
especially in the novels of Hawthorne and Henry James.
The point that Eakin makes about Margaret Fuller, and perceives as a
characteristic of the American heroine from Zenobia to Olive Chancellor-that
the individual seeker seems inevitably to become involved in an experience
which threatens his or her spiritual freedom with psychological or sexual
domination-is one of the most interesting insights in the book, especially as it
applies to Isabel Archer. For example, he argues that the Blithedale experiment,
as understood by Coverdale and Hawthorne, means that "the life of the mind
is contingent upon the reality of character and personality, that it reflects the
peculiarities of the psychological, and especially the sexual make-up of each
individual" (what Emerson called the" pernicious ambiguity" of self-culture).
He points to the striking and recurrent attitudes of dominance and submission
assumed by the major characters at moments of social crisis as a metaphor
for a mind in the grips of an idea or passion. "Even as they pursue their
dreams of freedom," he writes, "Hawthorne's seekers after self-culture cnter
into debilitating dependencies that seal their spiritual bondage." Eakin is right,
I think, in seeing that Hawthorne discounted social reform (such as feminism,
communism), believing rather that good and evil resided in the individual,
that one must look to the human heart, not the social organism; and he is right,
too, in the ambivalence he finds in Hawthorne's journals and letters towards
Margaret Fuller as a personality; but strangely, he concludes that Hawthorne
offered in Zenobia "a more balanced, reasoned, coherent version of her as a
representative figure of the transcendentalist movement." It seems to me that
Hawthorne's attitude toward his heroines can only be called ambiguous. This
"pernicious ambiguity," their passion, which threatens to undermine their own
self-seeking, is at the same time an emblem for that individualism which is a
threat to the social system: Zenobia's (like Hester's) lawless individualism,
the feminism she espouses, is politically dangerous; we have seen in The Sccrrlet Letter that Hawthorne is exactly divided between attraction for his
passionate and individualistic heroine and concern for the community in which
the Dimmesdales do live and serve. H Hester is condemned to alienation, Zenobia
must die. But in The Marble Faun, as Eakin points out, the redemptive
role is given to Miriam, the counterpart of Hester and Zenobia, surely an
indication not of Hawthorne's growth, for his most profound characterization
js Hester Prynne (Henry James notwithstanding), but of his ambiguity toward
his dark heroine. I would maintain that this is precisely Hawthorne's ambiguity
towards himself as an artist in a society which defined" masculine" as commercial (viz. "The Custom-House "). This is a point that Eakin moves toward in
his discussion of Daisy Miller, but does not reach. Moreover, he writes of
James in his introduction that" if an artist were endowed with a characteristically 'female' personality.... one could read his affinity for the women
in his fiction as a form of self-projection." But this interesting idea is never
developed further.
Eakin has a very good chapter on Howells, where he describes the growth of
the heroine from "an ideal figure, offering to the hero and to a changing
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community a source of strength, purpose, and permanence in a period of social
upheavel" in Tbe Lady of the Aroostock to "the principal impediment to the
hero's moral development in April Hopes. Tracing her through such novels as
The Undiscovered Country, Dr. Breen's Practice and A Modern Instance, we
find that the heroine as savior has been supplanted by the heroine as victim. But
he offers his most intriguing readings in the chapters on James, especially in
seeing in James's H awtbo17lc the key to the lVIaster's meditations on America in
his novels, and in his discussion of Tbe POf'trait of a Lady as James's most
penetrating exploration of the New England consciousness and Isabel Archer as
the American Scholar in pursuit of self-culture, dangerously unfamiliar with
evil in the ·world, and thus a source of potentially tragic illusions. Two things
stand out in this reading of Isabel Archer. On~ is Eakin's image of Isabel's
"symbolic withdrawal from an unstructured world of reality into a theater of
the inner life governed by a theory of her imagination," an image appropriate
both to the roles women play and to James's O\vn interest in the world, especially
the inner world, as theater. The other is the ambivalence he catches in Isabel:
her self-reliant determination which co-exists with H an untested capacity for
self-surrender," explaining her reluctance to move beyond the world of
theories into the uncertainty of a world of feeling. The Portrait of a Lady,
Eakin believes, marks a turning point in James's exploration of the redemptive
possibilities of American courtship; in Tbe Bostonians James pursued his study
of the idealism of the American girl to its logical conclusion: ~'the spontaneity
and freedom of the pretty American girl ... have been eclipsed; and the perverted
transcendentalist idealism [of Olive Chancellor] ... with her anguished consciousness and her broken ideals of friendship, self-culture, and renunciation,
has been destroyed."
If Eakin finds the triumph of full-blown womanhood over perpetual virginity
qualified by'" the failure of the emancipated woman to find an accepted place
in society through marriage," he fails to look beyond marriage (as does James
with Isabel Archer) to sec if there might bc a place for her. As a matter of
fact, as we lmow from Barbara Welter's Dimity Convictions, there ,"vas not. (The
title comes from a poem by Emily Dickinson.) Welter finds in "The Cult of
True Womanhood" (earlier an article, widely reprinted, and now the core of
this book), that according to the \vomen's magazines, gift annuals and religious
literature of the period, women in the nineteenth century were brought up to be
pious, pure, submissive and domestic. 'iVelter sees such qualities not as redemptive, but demeaning, or at least severely limiting in real life. Actually, the
Ne\v England girl was well aware that" money, social position, refinements in
manner, accomplishments, and looks were marketable assets which gave her marc
or less leverage as a commodity."
Unfortunately, this interesting book-,vhich really is staggering in its breadth
of scope, from images of ,vomen in popular novels to writers of detective
stories (Anna Katharine Green) to medical views of women to the feminization of
American religion-is marred by awkwardness in tone, language, and style. It is
not a book, for one thing, but a collection of essays only loosely, if at ali, held
together. The analysis is uneven, sometimes glib, sometimes sloppy. For
example, although she uses the language of Puritanism, such as "state of grace,"
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her discussion of Puritanism is so vague and the connection between the seventeenth and nineteenth centuries so loose that we arc left to wonder if conditions
for women had not changed. The impact of eighteenth-century Rationalism
and nineteenth-century Romanticism go undiscussed. In her analysis of women's
roles in religious communities, she argues that the actual role of women
there (which was conventional) was less important than the way in which
the changed pattern of social life was supposed to bring true equalitybut she does not tell us why. Or, even worse, she writes that II Women could
legitimately claim that l\1ormonism recognized their importance more than any
other religion because it tied them to their husbands for all time and eternity."
She makes the interesting point that women achievers had special relationships
with their fathers, but footnotes this idea to Robert Riegel and suggests that
it needs qualifying (as it does, e. g. Hester Pryone, Isabel Archer, Ellen Olenska), and then states it as unqualified fact latcr in the book. She gives no
cvidence for her assertion that "the lower-class girl had more freedom than
the upper-class young lady"-and so on and so on.
The worst chapter is the one on Margaret Fuller. It is chatty, not incisive;
Welter never comes to grips with Fuller as an embodiment of the age of
self-culture as does Eakin. "Margaret," as Welter calls her, wrote a "book
of advice," a "tell-all book "-Woman in the Nineteenth Century. "It wasn't
necessary to read it, but it was comforting to know it existed as rationale and
reinforcement for doing what you were going to do anyway."
We are
irrelevantly told, in this chapter, about John Smith, Hector Crevecoeur and
Benjamin Franklin, and also about Hdena Blavatsky who produced a medical
certificate proving she was virgo intacta fifty years later, but not about
Emerson and Transcendentalism.
In fact, irrelevance seems to be a commonplace in this book. There are
quotations from literary texts with no relevance to preceding or following
sentences, such as Emily Dickenson's poem" I'm 'wife' "-which Welter cannot
have understood given the context in which she cites it. The book is full of
annoying quotations from other works: critics" who read but did not ask the
reason why," "Margaret" assuring Emerson that "there were more things in
life than were dreamt of in his philosophy," or finding herself, in Italy, "in the
middle of the best of times, the worst of times." There is careless language" grubby" detail, "pack up your things and immediately go home to mother
to tell her about it,"-even misspellings (Elsie Vedder).
There are some good things in this book: the comparison of the Transcendentalists to the Bloomsbury group; the interesting contrast of the Il pure" and
" redemptive" girl in novels with those who in reality feared sex and death,
often combined in childbirth; and the impressive bibliography of primary
documents such as marriage manuals, gift books, diaries. But the book is
marred for me by the careless way in which it is put together. It is, unfortunately, a H dimity conviction."
Juorrn FRYER
Miami University, Oxford, ONo
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Victorian Murderesses: A Tnle History of Thirteen Respectable French and
Englisb Women Accused of Unspeakable Crimes by Mary S. Hartman.
New York Schocken llDoks, 1977. Pp. x + 318. $15.00.
This is not the first book to discover social history in the lives and trials of
Victorian murderesses, but it is a noteworthy one. It has several distinctions:
its expert prose style, its scholarly authority, and its perceptive analysis of the
prevailing attitudes toward women's roles and domestic relations which arc
reflected in the deeds of thirteen lady killers, as Hartman felicitously calls them,
and their public reception. A dozen celebrated cases are examined, seven
French (one involving a mother-daughter team) and five English, all with
casts of middle-class characters. The homicidal heroines were, in Hartman's
estimation, "ordinary women who found extreme solutions to ordinary problems," the frustrations and anxieties generated by their ambiguous position in
" respectable" society in an era when women's growing assertiveness and
increased leverage within the family were slowly undermining their conventionally assigned position in society.
The cases-to be scrupulously fair, it must be noted that in several of them
the grave accusations were never wholly substantiated-are arranged chronologically in pairs, the effect of which is to trace the several related changes that
occurred in the feminine experience and consciousness in the course of half a
century. Thus Marie Lafarge (1840) and Euphemie Lacoste (1844), who fed
arsenic to their husbands, exemplified the Bovaryesque situation in which
young French women of their day found themselves trapped, their fantasy life,
stimulated by contemporary romantic fiction, shattered by their arranged
marriages to dull husbands. The spirited Madeleine Smith and Angelina
Lemoine, coming a little later (1857, 1859), chafed under the restraints of the
prudential requirement that marriage be delayed until the right suitor came along;
to occupy their time, they played "the waiting game of brides-to-be" not
according to the rules but to satisfy their pressing sexual inclinations-with
disastrous results. OHestine Doudet (1855), a well-educated proprietor of a
Parisian day school, was tried for the death of a pupil, one of the five
daughters of an English doctor who had put them under her governance to
cure them of masturbation. Like Constance Kent, who confessed in 1865 that
five years earlier, at the age of sixteen, she had murdered her tiny step-brother,
she typified the redundant woman, a seriously disturbed personality for whom
the structure and expectations of contemporary society provided no secure
place.
With Florence Bravo (1876), who killed her well-to-do second husband
after a liaison with the eminent hydropathic physician Dr. Gully, and
Henriette Francey (1885), murderer of a local Don Juan who allegedly tried
to rape her, the "new woman" begins to appear, revealing both in her own
behavior and in the response of the public that judged her the heightening
tension between "new options" (predominantly enlarged sexual freedom)
and U old values." By the 18805 feminism had advanced so far that the work
of Gabrielle Fenayrou (1882), who conspired with her druggist husband to
kill her lover, and Adelaide Bartlett {1885-86: the deed occurred on the
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night between the two years), '\vho somehow administered liquid chloroform
to her grocer husband, could be interpreted as expressing woman's new determination to exert authority in marriage, especially by rejecting unwelcome
physical relationships. Finally, the cases of Florence Maybrick (1889) and
Claire Reymond (1892) demonstrated that the no\\, freedom was in itself inadequate to extricate women from adulterous difficulties, so that in the end they
too were obliged to resort to old remedies. Their trials for disposing of their
husbands, who had been conducting extra-marital affairs of their own, dramatized
the conflicts inherent in the decline of the double standard.
In the documents associated with these cases (Hartman has done a fine
job of research) can be discovered a wealth of evidence implicitly throwing
light on "the domestic confines of middle-class families and ... the problems
and even the terrors that women faced there." The Plutarchian method of
pairing figures, in five of the six instances by different nationalities, enables
Hartman to detect significant differences between the Englishwoman's situation
and that of her equally troubled French sister; the latter, in her quest for
identity and fulfillment regardless of her sex, was the more handicapped, living
as she did in a bourgeois society that clung more tenaciously than did its
English counterpart to convention (e. g. the necessity of a dowry) and the
double standard. Hartman concludes, not unreasonably, that each of her
purposeful women was at least as much a victim as a victimizer. But her
interpretation of their respecth"e situations is non-contentious. While obviously
inspired by the ,"vomen's lib. movement, the book is no shrill polemic against
the tyranny of a male-dominated society but a reasoned attempt to "reveal
the links of experience which bound the notorious women to their more
obscure sisters."
The obvious retort here is that the very event which in each case was
responsible for their notoriety severed that connection. Typical of their
sex in their time as they may have been in other ways, the fact that these
thirteen women sought an escape from their difficulties by the ultimate, irreversible step of murder places them at a considerable remove from their less
decisive sisters. Hartman, however, invokes Durkheim's well-known hypothesis
that the "deviant" person has significance "both as a focus for group
feelings and as an indicator of prevailing social boundaries of attitudes and
behavior." She avoids any implication that the deviance which led to homicide
was the result of socially conditioned attitudes. The story she reads in her
data, of feminine repression and confusion in the midst of changing social values
and conventions, is not the whole story, otherwise the bills of mortality would
have been laden with far more murders than they actually were. It is not
recorded that Kate Dickens, George Eliot, Caroline Norton, Mary Ellen
1'.1eredith, Harriet Taylor, Effie Ruskin, and Elizabeth Siddal Rossetti, all of
whom found themselves in situations more or less resembling those studied here,
killed the men or women who stood in the way of their domestic bliss. They
may well have thought murderous thoughts, but they stopped short of action.
The proved and suspected murderesses were set apart from the millions of
women who shared the same social atmosphere by crucial differences of
personality which, in the absence of psychiatric testimony, can be but dimly
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<lod speculatively inferred from the printed documents. It was from the
hidden recesses of the psyche, untouched by external forces and inaccessible to
the historian, that the fatal impulse came.
In conceding that the sociology of crime, from the viewpoint of women's
studies or any other perspective, does not fully explain the psychology of crime,
Hartman follo'\vs the canons of responsible scholarship. Only rarely does her
enthusiasm for her argument betray her, as when, denying that any of her
heroines were conscious feminists, she imputes to previous commentators the
opinion that .Madeleine Smith was "a crusader against restrictive social codes."
All they claimed, surely with justification, was that Madeleine was remarkably
uninhibited by the conventions that supposedly protected the innocence of an
early Victorian maiden. It is more than a little startling to discover so well
informed an exponent of women's studies confusing the doctrine of the
Immaculate Conception with that of the Virgin Birth. But such cavils are few.
Readers attracted by the book's slightly meretricious subtitle will find that, apart
from the darker implications of "unspeakable crimes," the book lives up to its
billing. The criminous particulars, where relevant, are by no means suppressed.
Other readers, more judiciously inclined, ,vill welcome Victorian Alurderesses
as a valuable contribution to social history, informative and at the same time
agreeably provocative.
RICHARD

D.

ALTICK

The Ohio State University
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Browning's Youtb by John Maynard. Cambridge, Mass., and London: Harvard
University Press, I 9il. Pp. xix + 490. $20.00.
There is no doubt about it: we are much better situated with respect to
Browning biography than was the case a decade ago, when the rather leaden
account by Griffin and Minchin and Betty Miller's whimsical attempt to lure
her subject to the psychiatrist's couch were the Scylla and Charybdis Df many
a scholar. The first real relief came with Maisie Ward's No-volume study,
which had the merit of balance even while incurring the stigma of being
" popular"; subsequently Park Honan and the late William Irvine produced,
in The Book, the Ring, and the Poet the nearest equivalent in Browning studies
to Gordon Haight's biography of George Eliot. Even Honan and Irvine,
however, did not prove absolutely impervious to the temptation of the occasional
sneer or the use of quotation out of context. Professor Maynard, in focusing
on the "first twenty to twenty-two years" of Browning'S life "when he was
most fully immersed in his home environment," is clearly not entering any
i
competition but rather trying, as intensively as possible, to immerse us in
virtually every traceable influence-literary, religious, musical, artistic, personal,
geographical-which helped shape the young Browning. The result is a major
contribution to Browning studies and a model for parallel studies of the
formative years of other Victorians.
Professor Maynard has wisely eschewed chronological organization in favor of
I
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a thematic division of the material which allows him to move back and forth
as needed between a part.icular aspect of Browning's youth and its .effect on
his maturity. Part One describes in detail the poet's early environment:
Camberwell, his family history and familial surroundings, and his -early reading
and exposure to art. Thus, for example, the chapter entitled "Self-Consciousness," taking as its epigraph the famous passage from Pauline (" I am made
up of an intensest life,/Of a most clear idea of consciousness/Of self"), traces
the boy's domestic life, the Evangelical views of his mother and her much lessnoted interest in nature, and the physical topography of the immediate surroundings as they looked in Browning's day, relating aU this as well to the
later poetry and to what Browning derived from the Romantics. The
conclusions of the chapter arc not strikingly new-in fact, they are rather
familiar landmarks in Browning criticism-but they are richer, more resonant
for the unexpected wealth of material which has been brought to bear on them:
religious tracts in the possession of his mother, contemporary maps and prints
of the Cambcrwell area, and unpublished material from the Hall Griffin papers,
a fruitful source of data for much of the book. In the ensuing chapter,
"Objectivity," Maynard illuminatingly discusses Browning's possible indebtedness to his father's sketches of "quirky types" for the characters of the later
poems, yielding a new perspective on the whole question of Brov.'11ing and the
grotesque. The discussion of his father's library is much fuller and more
searching than De Vane's; where the Handbook is content to suggest sources,
Maynard is concerned rather with the more difficult and sophisticated task of
defining sometimes elusive influences, and he never steps beyond the boundaries
of plausibility in doing so. Likewise recreated in far richer detail than ever
before is Browning's circle of friends and the "cosmopolitanism" of his
family, with its far-flung relationships to the world of banking and international finance. The chapter on art and music is a shade less satisfying;
despite a highly suggestive paragraph on page 150, I rather suspect that more
remains to be done on the effects of the Dulwich collection on Browning's
youthful consciousness. But even here Maynard has helped point the way.
Part Two, "The Development of a Poetic Nature: First Steps," analyzes
Browning's relationship to his irrur,ediate literary predecessors, the role played
by the Flower family in his aesthetic development, and Pauline, for which we
are prepared by a more searching and subtle evaluation of the poet's complex
relationship to Shelley than I have ever seen. If I have any reservations at
this point, it is that perhaps at moments Maynard's line of approach, almost
inevitably, unloads more autobiography on Pauline than it really needs to
bear. Browning's poetry in the 1830's, after all, needs to be seen not only in the
context of his personal development but of the literary climate of the time. For
example, Maynard provides a fascinating discussion of Browning's explanation
of the genesis of Pauline in the" childish scheme" whereby he was to execute
works of art in different media and under different guises:
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If It were accepted fully It would mean that Pauline should be viewed
not as an intimate, confessional work by Browning about his internal
development but as a detached look at one kind of personality, as
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essentially a dramatic monologue. Only a very few readers have
been ready to accept this view of the poem. It seems rather blatantly
an attempt on Browning's part to wish his first work a\vay as it is
and replace it with what he might have wished it to be after the fact.
What seems actually to have happened is that Kean's acting in Shakespeare began to suggest to him a different kind of art as he was in the
midst of writing Pauline. (p. 222)
Yet I suspect that Browning's hesitation here is reflective of a broader cultural
uncertainty about how best to assimilate the lyrical and confessional strains of
the Romantics without surrendering either to egotism Of to inadvertent selfexposure. It is an uncertainty shown not only in the calculated hedge of the
subtitle of Pauline, " A Fragment of a Confession," but in Tennyson's" Supposed
Confessions of a Second-Rate Sensitive Mind," especially when we restore the
remainder of the title as it appeared in 1830 ("...Not in Unity with Itself"L
and in Carlyle'S Sartor Resartus, which followed Pauline a few months later and
in which a mind "not in unity with itself" is split between English editor
and German professor. (Indeed, one wonders, perhaps fruitlessly, whether
Browning's sense of the grotesque, his delight in paradoxes and in the incongrous
jostling of solemn and serious, might not have been encouraged by an occasional
immersion in the latest Fraser's, in which Sartor appeared during Maginn's
editorship.) My complaint here, then, is not that Maynard is wrong, but that
he might have cast his net wider than he has, drawing not only on Browning'S
youth but on the contemporary literary scene for his casco
But to deal with Pauline is, in any event, to tread on very crowded critical
ground. Browning's Y outb regains momentum in the third and last section, on
education.1 l\1aynard reconstructs as much as can be reconstructed of the
poet's early schooling, his home tutoring, and his stay at London University,
and in the process suggests that Browning's education was not quite the
miscellaneous hodgepodge it has been made out to be, but was in fact quite
rigorous at a number of points. We also begin to get a better hold on the
background of Paracelsus than has heretofore been available. Browning'S gradual
acquisition of a sense of the past is the real subject of this section, a sense
bolstered by his training in classical and modern foreign languages, his growing
knowledge of English literature before 1800, and his Protestant English background. We return to Camberwell and the paternal library, but this time
from the point of view of their effect on intellectual development rather than
their part in familiae influence. Where Browning is shown to have been
most limited-and it was to be true of him all his life-was in his response to
the growth of scientific knowledge. In Professor Maynard's final picture this
1 Normally footnotes to book reviews are something of an affectation, but
I would rather relegate to an ungracious footnote two minor but puzzling
(because uncharacteristic) slips in the last section: Professor Maynard's
apparent misreading of the famous passage on "the doctrine of the enclitic
De" in "A Grammarian's Funeral" so that the phrase "dead from the
waist down" is in apposition to "enclitic" rather than the grammarian (p.
271), and his use of "contemptuous" where he means "contemptible"
(p. 347).
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does not emerge as a major blemish. For" in each of [Browning's] premature
efforts toward his ultimate role as an artist there was a movement, even though
sometimes a dialectic movement, toward the complex poetic role that would
ultimately suffice" (pp. 351-352). Broruming's Youth is the best charting of
that movement we have yet been given.
LAWRENCE POSTON,

III

University of Illinois at Cbicago Circle

The Reader's Art: Virginia Woolf as Litercwy Critic by Mark Goldman.
The Hague: Mouton, 1976. Pp. 142. $14.90.
The current condition of American university presses, their frequent subservience to fluctuations in taste and their increasing attempts to preempt
the market of trade presses in order to survive economically may very well
result in their losing their real lives in the process of saving their apparent
ones. The occasion for such an observation is Mark Goldman's solidly based,
clear-sighted, informative and ,veIl-written examination of the essays of
Virginia Woolf in an effort to place her as a critic. It is good that Mouton
has seen fit to publish this book, but it would have reflected an even better
state of affairs if an American university press had foregone some trendy
polemic that will be an antique tomorrow in order to publish a book that has
fresh insights into Woolf that will be interesting and worthwhile next year as
well as this.
Professor Goldman (at the University of Rhode Island) has made an effort
to lift the curse of "impressionistic" from the long-standing characterization
of Woolf's critical essays, a characterization that I myself will be less prone
to make in the future as a result of Goldman's strong case. He attempts
to show that 1) the essays are not merely impressionistic and that 2) impressionistic is not equivalent to "bad." He accomplishes these ends by demonstrating
that behind Woolf's" impressions" are clear-cut and stable criteria of judgment
rather than personal whimsy or ethereal sensibility. For example, by tracing
her essays on literary works from the time of Chaucer to the 20th Century he
is able to show that Woolf sought, in the works of others as well as in her
own fiction, a synthesis of " prose" and" poetry," that is, a fusion of "realism"
or "fact" with image or "vision." The now familiar fact-vision antinomy
associated with Woolf reflects a desire to merge the mundane, commonplace
data of routine daily life with glimpses of transcendence. Thus, according to
Woolf, the wild and bizarre qualities of Elizabethan drama, though they may
feed our imagination, frustrate our wish to relate literature to recognizable life,
while the solidity of Arnold Bennett in placing his " reality "-and even the
solidity of Jane Austen-leave us with a hunger for the opening up and
expansion of the commonplace, a glimpse behind the veil. What Woolf seems
to value most of all in a literary work (and \vhat is capable of fusing fact
and vision) is an emotional organization, that is, a kind of Coleridgean organic
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unity provided not by rigidity of structure (as we find, I must venture to say,
in Woolf's own misbegotten novel, Tbe T¥aves) but by an emotional embrace
through which the details of a Sterne Of a Turgenev (two of Woolf's

favorites) are held together.

We see such an ordering, of course, beautifully

achieved in Woolf's To the Lighthouse, a classic instance of such a holding
together, ,< an emotional pattern stemming from a subjective center of consciousness," as Goldman puts it in another connection.
Along with her desire for a fusion of fact and vision, Goldman demonstrates
rather convincingly that Woolf was indeed much concerned with traditional
esthetic standards and with the serious damage to modern literature that
resulted from their disappearance. "What is clearly revealed ... and implicit
throughout her essays is a creative tension in her criticism between the
emotional response, the impression, the experience of the work, and its rational
explanation and evaluation~on formal grounds and in terms of traditional
standards." Tradition and experiment, then, seem to be the critical counterparts to fact and vision in Woolf's esthetic: tradition corresponding to the
" objective" and commonly shared world of fact, history and the truisms of
daily life; and experiment being the method whereby vision or the insight
beyond the rules of art can be incarnated on the page. The ideal work would
combine tradition and experiment to achieve a union of fact and vision.
Besides showing us that "impressionistic" should not be equated with
whimsical, Goldman goes on to assert that our contemporary horror of impressionistic response can no longer be justified and has been, in any case, an
overreaction by the New Criticism against Victorian sentimentality, moralizing
and obsession with the biography of the artist. Indeed, Goldman reminds us
that reputedly "judicial" critics like Eliot have turned out after all to be
personal and "subjective." The reader will be both surprised and impressed
by the links which Goldman sees between apparent opposites like Woolf and
Eliot.
As Murray Krieger has sho'wn, one crucial dialectic of modern
criticism derives from the conflict, first seen in T. E. Hulme and T. S.
Eliot, between a belief in the romantic imagination and the classical
impersonality of art. Eliot's earlier emphasis on impersonality, objectivity, and tradition were attempts to resolve the Coleridgean dilemma
of subject and object by pretending to ignore the romantic theory
of expression in favor of a classical theory of imitation. Among other
things, the classical smokescreen of Hulme and Eliot was a way of
escaping the stigma of the Pater-vVilde-Symons impressionist school.
Goldman's endeavor to show us that in criticism, ultimately, impressions may
be all there are (though held in check by tradition, which personally might be
regarded as past impressions) recalls an essay on subjectivity of response by
Norman Holland in the Winter 1976 Critical Inquiry:
To a surprising extent, the modern American literary critic (and
more recently the European) has sought the same impersonal,
generalizable kind of quasi-scientific knowledge. We anglophones
(sic; phobes?] reacted against the over-indulgence in subjectivity by
Victorian and Georgian critics. We also reacted against the uncritical
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use of extra-literary knowledge, connections that were often aimless

and unconvincing between literary works and their authors' bioWe sought instead an analytical rigor ....
. . . . But when critics are being "objective," they set the literary work
in marmoreal isolation, apart from other kinds of experience; and
they cast themselves as dispassionate observers (like scientists or
computers) of a process located outside the self and in the text ....
graphies or literary periods.

This restoration of the "person"

to

the critic in both Holland and Goldman,

a recognition that there is only a sensibility having impressions and not a
receiver obtaining a message, may very well represent a new swing in the
critical pendulum, an acknowledgement that there are no <I poems out there"
but just "people reading 'poems '." At any rate, such a view sees Virginia
Woolf as an open practictioner of what is otherwise performed under a
<I smokescreen" of impersonality.
Even those readers who find Woolf's essays
frequently vexing or tiresome because of their prolixity of manner or repetition
of figures of speech will henceforth have to see them as more substantial and
firmly grounded in critical standards as a result of Goldman's lucid examination.
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Alejo Carpentier: The Pilgrim at Home by Roberto Gonzales Echevarria. Ithaca:
Cornell University Press, 1977. Pp. 307.
Roberto Gonzalez Echevarria has published the first full-length study in
English of the Cuban writer Alejo Carpentier (1904-) and is to be complimen ted for having filled a gap which threatened to become an embarrassment.
Carpentier is an important writer whose influence has spread from Latin
America to Europe and who, until now, has lacked a spokesman in the Englishspeaking world. Gonzalez Echevarria would seem to have produced "the
right book at the right time."
And for some he may have: his study purports to bridge the gap between
close textual analysis and the psycho-philosophical meditations of Jacques
Derrida, but what he may have in reality created is another, more serious
gap, one between the critic and the reader. Professor Gonzalez Echevarria
makes inordinate demands on his public: not only must it be familiar with
the works of Carpentier, Borges, and other Spanish American writers, but it
must also know the intricate code that makes up what is known as "poststructural criticism." The reader who comes to this text seeking information,
be it of a biographical or an interpretative sort, will certainly find it, but he
will have to struggle against the language of the text, one, it would seem,
created to confuse rather than to elucidate.
At the end of his study, Gonzalez Echevarria makes these statements about
Carpentier:
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One Hundred Years of Solitude and The Death of Artemio Cruz
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are perhaps the two most notorious exponents of what came to be
known in the sixties as the "total novel." Carpentier's legacy is this
relentless attempt to synthesize history and the self in a form of Latin
American writing. While in this sense Carpentier's work has merely
repeated a gesture found in all Romantic and post-Romantic literature,
he has given that enterprise a particular Latin American character-not,
however, by demonstrating the autonomy of Latin American culture, as
he once hoped, or by tracing the precise boundaries of a Latin American
context. He has demonstrated, instead, the dialectics of dependence
and independence th:::.t subtend any effort at cultural definition, and
made manifest the pervasive heterogeneity of writing. The total novel
is a Hegelian experiment whose failure is the very condition of its
existence. By having repeatedly taken it to the limit where its unattainability becomes apparent, Carpentier has made possible the total
novel and its ironic counterpart, the anti-novel. Both possibilities are
already present in The Lost Steps, in that" I" that attempts to be one
and is at the same time many. (pp. 273-274)
This is the clearest declaration Gonzilez Echevarria makes concerning his
enterprise and its relationship to literary scholarShip; unfortunately it comes at
the end of the book instead of the beginning. As an enterprise it is praiseworthy:
Carpentier writes different kinds of literature, fiction, essays, journalism,
musicology; these seem to be at odds with one another: just what is the
relationship between the author (the aucto1' or authority) and text? Is he the
master or is the text possessed of its own autonomous existence? What is the
relationship between the artist's ever fluctuating self (his individual psychology,
his racial origin, his sexual identity, his nationality) and the text that somehow
expresses him?
For Mary Shelley and the Romantics (and later for Jorge Luis Borges) the
text becomes a monster, beautiful as an idea, horrible as a fact. Such is postRomantic literary life, we may add with a sigh: the writer (and the reader)
are locked in the "prison-house of language," in a mode where falsification
and metaphors are the only materials at hand, where truth cannot exist except
as a working hypothesis. But we know all this: what does Gonzalez Echevarria's
study add to our knowledge about it and its effect on Carpentier? We learn a
great deal about Carpentier's background from this study; we learn of the
(not surprising) influence of Ortega y Gasset's Revista de Occidente on him, and
of the (also not surprising) influence of Spengler'S Decline of the West on him.
In addition we have good readings of jEcue-Yantba-O!, EI reino de este mundo,
Los pasos perdidos, and El siglo de las luces, although even these suffer from
too much plot summary. Gonzalez Echevarria gets "inside" Carpentier's
hermetic writing and shows us its intricate unities and for this we are in his debt.
Unfortunately his style obfuscates his methodology. What are we to do
with a passage like this: "The fundamental question that Tbe Lost Steps
raised concerned the relationship between the artist and his product. If our
reading of that novel reveals that relationship to be based, at best, on discontinuity, or, at worst, on a mere convention of literary criticism, what is it
then that binds Carpentier's work into an oeuvre?" (p. 18)? This is a complicated
way of saying something quite simple, an idea reiterated in the above-quoted
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conclusion to the book. Equally confusing is this statement: "As an object
in its most tangible form /Ecus-Ytrmba-O! is baffling." (p. 64) (Gon:cilez
Echevarria's idea that this book, published in 1933, is strange because it
contains photographs is odd given the fact that Woolfs Or/mulo and Breton's
Nadja both appeared in 1928, adorned with photographs.) Why was this sentence
published in this fonn: "When he is a new-born baby a lizard falls on his
abdomen; later, the family is cursed by Paula Macho, a widow who roams
around the town casting spells and sexually initiating all the young men in
ditches" (p. 75)?
Gonzalez Echevarria's misuse of critical terminology leads him to confuse
the reader with reiterated but never defined tenus: II unmediated," "closure,"
u objectivize,"
"recovery of origins," "decalage," "fictionalize," " ciphered
onto," " inscription," "totalizing desire," " subtend," " erasure," and " arcferenda! play of signifiers." These terms, taken out of their original context, and mixed with an awakward prose style render Gonzalez Echevarria's
text at times incomprehensible. For this the Cornell University Press must bear
some responsibility.
There are a few subjects one might want to see more fully explored in this
book: the relationship between Carpentier and Nadja {an autobiographical
fantasy complete with conversion} and the fact that the painted Explosion
in a Cathedral" is in fact" King Asa of Judah Destroying the Idols," painting
by Fran~ois de Nome (alias Monsa Desiderio). Also desirable would be a
detailed discussion of Carpentier's style, that compact mass of words so much
like Adorno's prose, which one might take as a symbol of the undifferentiated yet
almost differentiated historical reality described in the texts. These are merely
a reviewer's desiderata: Gonzalez Echevarria has taken a first step toward a
critical appreciation of Alejo Carpentier, and for all its faults the book deserves
serious consideration.
(t
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Frank O'Hara: Poet Among Painters by Marjorie Perloff. New York: George
Brazille!, Inc., 1977. Pp. xvi + 234. $12.50.
When the Musee National d'Art Moderne opened in "The Gas Factory" or
"The Refinery," the new Centre National d'Art et de Culture Georges
Pompidou in Paris was the ideal structure for a retrospective on the Dadaist
Marcel Duchamp. Far less suitable for the spirit of Frank O'Hara is Marjorie
Perloff's Frank O'Hara: Poet Among pmnters. The book is neither a biography
of the poet, for "versions of specific incidents [do] not always coincide," nor
an analysis of the myths surrounding the poet. U Interest has centered on the
man rather than on the work/' and PerlofPs intent II is to right the balance n by
emphasizing the poetry and O'Hara's imponance as II one of the central poets of
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the postwar period," Yet, it is precisely in the instruments that she chooses
to accomplish her aim that distortions occur and those readers who saW
O'Hara as the liberator of art from institutions now see him "institutionalized"
and co-opted by "the great burdens of the past" that he was always too
smart in life to be too drawn to. Readers are shown time and again the
" influences" on his work, the seriousness with which he studied verse forms,
including the ode, and the traditional nature of his syntactical experiments.
Indeed, except for quotations, the strongest parts of Perloff's argument are her
descriptive analyses of O'Hara's techniques and genres in Chapter Four, and
one suspects that this is so because Perloff feels most at home discussing grammar
and indulging in the comparative method. Her attempt at historical reconstruction in the book's opening chapter is, in contrast, a tangle of mis- and noninformation: William Carlos Williams' attacks on T. S. Eliot began with his
II Prologue to Kora in Hell" (1919) and not with the appearance of The Waste
Land; Salmagundi Nos. 22-23 adds more than the names of Adrienne Rich,
A. R. Ammons, and John Ashbery to those of M. L. Rosenthal's The Modern
Poets (1967); and the "myth" of a "controversy of poets," while it allows
the deployment of the comparative method, does not explain the real nature of
the- division.
The Fifties represented a time when, on the one hand, technology was
working to expand the ranges of the individual with afHuence and advances in
travel and communications and, on the other, education was working to
restrict the individual to "the great books," "the great tradition," and a role
of custodian to the past. The directions were brought into accord by the
work of academics either through ambiguity, irony, accommodation, Eliot's
" mythic method," or with the discordia concors of the new metaphysicals. On
all sides, universities advanced models of conformity and "bad faith," at the
same time that, by leaving the university, people like O'Hara were finding new
vistas available. For academics, art was" a criticism of life" and centered in
"high seriousness" and a morality attached to character. F Of non-academics,
the very "pseudo-statement" nature of art could allow valuable free play.
Robert Lowell's "argument with action painters" over his wanting "to return
to a sort of Tolstoyan fulness of representation, and their technical freedom
[that] came from doing the opposite" typifies the difference. Lowell's
"Tolstoyan fulness" relies upon views like W. H. Auden's on Christian character as the history of the effects of choice on possibility. For O'Hara,
something else was at work. Art permitted a playing at roles-much as
dancers, actors, and singers perform-which in passing might alter personality
and which in the end results in a "characteristic style" rather than character.
Thus, O'Hara can aovocate U , a living situation,' whose' free-wheeling accuracy'
'keeps you fresh looking'" and suggest to those who "would like to see art
dead" a session at "the Cloisters reading Latin." Although the NDEA and the
movement of creative writers into the universities and the universities' greater
involvements with society and social issues in the late Sixties did much to bring
the two sides together, the basic issues have remained unresolved.
Frank O'Hara: Poet Anwng Painters does little to alter the backward look
of the university or its emphasis on character. Moreover, if the book does not
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appreciate sufficiently "characteristic style," it does offer a fine sense of the
poet's early development at Harvard and the University of Michigan and
excellent insights into period and individual poems. Perloff is a skilled explicator, as her analyses of "Why I Am Not a Painter" and "Radio
demonstrate. She is also skilled at relating biography to a poem-a necessity,
for if no other reason than O'Hara's "personism" gets elements of him and his
surroundings into a work. In lieu of a correlation of life style and art, it is
important to have such elements shown. Perloff also suspends" moral judgment"
regarding O'Hara's personal life, though her rescuing of him from charges of
"trivia" into "major" significance suggests that she has not suspended all
moral judgments. Indeed, there is an attempt throughout to " redeem" the life
in terms of the poetry, to underpin instead of destroy by her analyses the myth
of the artist's being" a work of art." The book does convey, in addition, much
of the excitement that Perloff feels at a poetry which looks "like a delightful
game" but which also has "an uncanny way" of containing "the perishable
fragrance of tradition," and her genuine appreciation for an expanding rather than
narrowing art. Readers may wish at times that her emphasis on what prevents
a poem's closure might be better balanced with what opens up a poem, but the
reader has no doubt of the appropriateness of the book as an introduction for
those who find themselves foundering amid O'Hara's surprising metaphors,
images, and logical lapses and wish to go beyond the poems to traditions and
facts about the individual who composed them.
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The Philosophical Anarchism of William Godwin by John P. Clark. Princeton:
Princeton University Press, 1977. Pp. ix + 343. $16.50.
Godwin's influence on the English Romantic poets, especially Wordsworth
and Shelley, has long been of interest to literary scholars, but finally Godwin
is also being studied for his own sake, as novelist and philosopher. In the
1975 MLA Bibliography (New York, 1977), most of the Godwin items
dealt with his novels or literary criticism, not with his influence on others.
It is the philosophy itself of Godwin that John P. Clark takes for the subject
of his excellent book. This is the first book-length Godwin study since the 1965
Twayne volume by Elton and Ester Smith, and the first in-depth treatment of
Godwin's thought since Burton Pollin's Education and Enlightenment in the
Works of William Godwin (New York, 1963). Clark's study is more extensive
than Pollin's and supersedes the third volume of F. E. L. Priestley's monumental edition of the Enquiry Concerning Political Justice (Toronto, 1946).
Furthermore, Clark is the first critic since George Woodcock (London, 1946)
to relate Godwin's political philosophy to anarchist theory and libertarian
socialism.
The first part, "First Principles," illustrates the finest feature of Clark's study;
he nor only summarizes, in a readable fashion, Godwin's concepts of reason,
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necessity, and human nature, but engages the appropriate scholarship in a
critical dialogue. It soon becomes clear that Clark's major critical opponent -is
Priestley, whose views Clark convincingly refutes. That Priestly exaggerated
Godwin's Platonism is a recurrent theme in Clark's commentary. In the second
paft, "Ethics," he starts to develop his central thesis, which is the primacy of
Godwin's utilitarianism. With an impressive lmowledge of utilitarianism's history
and philosophical implications, he locates Godwin's philosophy more rigorously
in the tradition of Bentham and Mill than any previous critic, including Elie
HalCvy (New York, 1928). In the last part, "Social and Political Theory,"
Godwin's political ideas, resting on a utilitarian foundation, are related to both
classical liberalism and libertarian socialism. Clark also shows the contemporary
relevance-and irrelevance-of Godwin's philosophical anarchism.
As good as Clark's study is, it still leaves some areas for further consideration.
The task of placing Godwin in his historical context remains to be done. Also,
the non-utilitarian aspects of Godwin's thought need more analysis; it is not
enough to show the way in which Godwin deviated from a utilitarian logic
because one must also account for the deviation, historically and philosophically.
Nevertheless, this is an invaluable study of Godwin's philosophy that will be of
use for a long time.
MICHAEL H. ScruVENER
TiTayne State University

The Literature of Memory: Modern Writers of the American- South by Richard
Gray. Baltimore, Johns Hopkins University Press, 1977. Pp. xi + 377. $16.00.
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Richard Gray's purpose is "to offer a critical account of the literature of
the Southern 'renaissance,''' concentrating on major writers and emphasizing
their relationship to historical patterns. Between an introductory chapter on
earlier writers and Ellen Glasgow and a final chapter on post-war writers, he
divides his discussion into four parts: the Nashville Agrarians (Ransom,
Tate, Warren, Davidson); literature on the farmer (Roberts, Caldwell, Wolfe);
extensions of the plantation theme (Gordon, Welty, Porter); and an essay on
Faulkner. His heroes are clearly Faulkner and Wolfe. The social and
historical context is thin, and serves primarily to buttress Gray's main theme:
the Southern writer has always faced the dilemma of reconciling two contradictory paradigmatic justifications of the South-Jeffersonian yeoman farmer
and gentleman planter. Actually Gray is less interested in either the social and
economic forces working on specific writers or the historical events in their
fiction than he is with the more historiographical matter of a writer's engagement with traditions and his development of a reinterpretation that can be used
"to understand and shape the present and future."
Modern Southern literature has for twenty years received more than its
share of criticism, at its best marked by the combination of scholarship and
insight provided by Lows D. Rubin, C. Hugh Holman, and Lewis P. Simpson.
The main body of it, however, is often characterized by apologetics, narrow
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formalism, or superficial thematic studies. Southern Literary Study now
requires good literary scholars with training in allied fields such as folklore,
psychology, history, and sociology, able to exploit recent research i:p. these
areas. Gray's book only in a small way strikes into new territories, but it does
fill a definite need. The only other general survey of the period is John M.
Bradbury's Renaissance in tbe Soutb (1963), basically an organized catalogue of
Southern writing from 1920 to 1960. Gray, a Briton at the University of
Essex, provides a sound analysis of the writers he selects. His essays are rarely
original except insofar as his particular themes-that of farmer and planter and
that of "reinterpreting tradition "-provide a new way to perceive old data.
To some this might also be the measure of his limitations. Do writers like
Porter and Welty best lend themselves to this approach? Though the Black
achievement in literature has been largely a Northern phenomenon, why no
mention of Toomer, Hurston, or the early Wright? Does the author's strategy
lead at the end to an overemphasis on Styron, whose writings happen to
contain the particular criteria Gray has used all along, and to neglect of
Walker Percy and Reynolds Price? Despite such minor distortions, however,
this is finally a sound and useful survey of the Southern Renascence. A good
primary and secondary bibliography is included.
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Pilgrimage and Storytelling in the Canterbury Tales: The Dialectic of " Ernest"
and "Game." by Charles A. Owen Norman,: University of Oklahoma Press,
1977. Pp. ix + 253. $12.95.
Prof. Owen's discussion of the storytelling in the Canterbury Tales derives
from his view that as a consequence of Chaucer's revision of his original design
II the 'game' of the storytelling replaces the 'ernest' of overt morality," and
that, finally, "the 'game' of holiday travel yields richer meaning than the
• ernest' of the pilgrimage."
This thesis is a logical extension of the results of Prof. Owen's investigations
of the design and development of the Tales which he has argued in a series
of articles beginning in 1951. These studies have led him to the belief that the
conventional view of the development of the Tales (an original plan having
each pilgrim tell four tales, later abandoned in favor of a plan having only
one tale per teller) is mistaken. Instead, Owen proposes that in Chaucer's later
plan the pilgrimage was to end not in Canterbury but to be concluded with the
return of the pilgrims to the Tabard; that the plan in which each pilgrim was
to tell four tales was a late-not an early-part of the development; that the
Wife of Bath and h~r influ:nce dominate in the tales of the homeward journey;
and that the Retracaon, whIch Owen sees as being attached to the Parson's Tale
and not to the Tales as a whole, was written in an earlier period (c. 1391-93)
of Chaucer's life before his then-serious religious commitment had been replaced
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U return to a. secular and mundane point of view [that] was as complete
had been his earlier rejection of it in the Retraction/'
In support of this provocative explanation of the design of the Tales, Prof.
Owen is concerned primarily to examine those parts of the CT that are
central to his thesis. & a result, the more serious (and religious) tales receive
not very much attention, and Owen finds little space to discuss alternative
interpretations. But in his discussion of the tales he chooses to examine at
length (particularly the tales of the first day, of the Nun's Priest, of the
Pardoner, and of the 'Viie of Bath) Prof. Owen is consistently stimulating,
very often original, and always perceptive. These tenns, indeed, may be
fairly applied throughout to a volume that Chaucerians, no matter what their
views of the development of the Tales, will read with great interest.
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The Spirit of Reform: British Literature tmd Politics, 1832-1867 by Patrick
Brantlinger. Cambridge: Harvard University Press, 1977. Pp. 293. $14.00.
This is not a book about politics, and, despite its title, it is not even a
book about reform. It is, however, about the spirit of reform as manifested in
British Literature. If it were not mainly about literature, certain chapters,
especially one on the Brownings, would be indefensible. As it is, all chapters,
though complete essays on their own, do describe stages in a coherent history
of reformist attitudes. The basic assumption behind this history is that Ideas
of social reform through politics were gradually supplanted by ideas of
social progress in spite of politics" and that this "idea of progress gradually
emerges in liberal thinking as the antithesis of the idea of reform ..••"
Professor Brantlinger has a gift for condensing an idea or an author's career
into one Of two crisp sentences. He is convincing in his examination of social
and political relationships to literature and he provides clear accounts of
historical condi~ions as they bear upon his theme. He is at his best perhaps when
discussing literature at its most practical level, as in the early chapters on the
18305 and on Benthamite and anti-Benthamite literature, or at its more
theoretical level, as in the chapters on concepts of realism in literature and
contradictory notions of culture. He is always trustworthy on the social and
political themes. But Professor Brantlinger does not seem to make a sufficient
allowance for literature as art, as imaginative evocation. Like the Benthamites
and Utilitarians he describes, he seems to demand that literature offer, before
anything else, a solution for day-to-day, or at any rate era-to-era, problems.
Consequently, his readings of Carlyle, Dickens, Tennyson, the Brownings, and
some others are less generous than they might be. There is a touch of the
schoolmaster in Professor Brantlinger's tone as he passes judgment, a schoolmaster, however, who knows his subject well.
(I

JOHN R. REED
lVaY1le State University
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Langston Hugbes: An Introduction to the Poetry by Onwuchekwa Jemie. New
York: Columbia University Press, 1977. Pp. xxi + 234. $10.95.
Music and social critic Nat Hentoff, in a memoir devoted ,to great teachers,
tells of once taking to F. O. Matthiessen a graduate paper he had just written
on Langston Hughes. His youthful enthusiasm was severely questioned: "But
how can you possibly justify this as poetry?" l\1atthiessen's point apparently
was that critical judgment must not be subverted by mere sentiments of social

justice pretending

to

be art.

Hentoff, in reporting this, leaves hanging, like

fire, the questions of how well he had represented Hughes and how fair had
been Matthiessen's judgment. The effect, of course, is quite unfavorable
regarding Hughes. A sizable black audience has always known Langston
Hughes the poet, but the cold shoulders of critics, and not all of them white,
have typically been turned against that recognition. John Unterecker acknowledges as much in his foreword to Onwuchekwa Jemie's Langston Hughes:

An Introduction to the Poetry.
Jemie starts with a salient point: "Afro-American literature is pre-eminendy
one in which we watch in process the transmutation of oral into written forms
and is pre-eminently a literature of struggle." Struggle, let us deal with this.
To appreciate Hughes properly, Jemie tells us, we must take seriously conflicting forces operating strongly on Afro-American writers, what he" calls
" negative" and "positive" compulsions. Basically he means deprecation of
black life, and apology, as opposed to affirmation. In the course of his study
Jernie reminds us what a toll this negative compulsion has taken on black
poets. It is an important context for understanding Hughes' affirmation. A
Black American' writer drawing close to his people, about and for whom he is
writing, in affirming the significance of their lives, automatically joins struggle
against malice or misapprenhension, whether from without or within the group.
Indeed, obvious since the 1920s, Hughes' acceptance and celebration of black
life, with its cultural forms, is itself a comprehensive acceptance of struggle. As
he might have replied to anyone who refused to get that point, "Ask your
mama." Such a manifestation of struggle, Hughes' oeuvre, let it be said, is far
from both simple-minded polemic and simple-minded local color. Jemie in
fact spends most of his energies on how Hughes' work deeply engages and uses
that tradition of black culture historically oral and symbiotically joined to
music. Hughes' achievement as a prosodist, Jemie feels, is that he brought into
the domain of poetry such forms as the blues poem, the jazz poem and the
call-and-response of black theatre. As a mature poet, it is that he sustained
throughout a long career his vision of a genuinely popular literature and strove
to unify those impulses «toward the oral tradition and toward a literature of
social struggle."
This is an important book for several reasons, perhaps all really one, aside
from the useful chronological sketch and good bibliography which such introductions provide. With skill it addres:ses itself to the outrageous underestimation
of an important poet, and arrives at a good time. The recent serious study of
Hughes, begun in the sixties, will certainly be stimulated, and our impatience
quickened for a definitive biography. As well, since its author is a West
African teaching in the States, it brings an interesting cross-cultural resonance
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to the claims of an oral tradition as against what Jemie calls "the excessive
devotion to formal complexity, which characterizes the modernist sensibility

and which is largely responsible for the low esteem of Hughes' poetry among
the critics... ," Ultimately, though, what is so compelling, despite whatever
quibbles ODe may have, is that Jemie, himself a poet, writes as one who knows
that the defining word, spoken and written, is vital to the survival of a
people.
TODD DUNCAN

Wayne State University

Rediscovering Hawthorne by Kenneth Dauber. Princeton: Princeton University Press, 1977. Pp. xii + 235. $13.00.
Iy
ns

Kenneth Dauber has written a brilliant book. Not only has he read Hawthorne's career, examined the major romances, and developed a theory of the
novel based on the author's presence within the text, but most remarkably, he
has used Hawthorne's text as a paradigm for his own critical activity. Hawthorne
fuses "purpose" with "genre" in the "neutral territory" of Romance-as
Dauber joins" intuition" (somewhat like Paul de Man's" insight") with more
conventional critical modes-to perform a literary work. Both must "cope"
with a body of words-Hawthorne with his culture, Dauber with Hawthorne
and Hawthorne criticism-and by working their will on that body which seeks
to de-limit them, to reclaim conventions (Hawthorne) or hermeneutics (Dauber). Indeed, Rediscovering Hawtborne reads like Dauber's reading of a
Hawthorne text: a development of themes, not accretive nor linear, but
transformative of each other; a self-reflexive text which directs the reader
backwards and forwards, whose final cause is an authorial voice; a reticence
about the "autobiographical impulse"; an overly long introductory statement
ostensibly dealing with aesthetics. The last is most interesting, since both
use this occasion to make sly disclaimers: Hawthorne deprecates his works,
Dauber limits the value of his "perhaps tautological" method to the merely
" useful and interesting." Like" The Custom-House" which keeps Hawthorne's
"inmost Me behind a veil," Dauber's first chapter shows us an "intuition"
'which would be concealed behind a precise and objective critical language.
For Dauber, Hawthorne's texts are characterized not by their unity or
meaning, but their appeal to "intimacy," their invitation to an audience,
Thus there are no true "allegorical" readings of the texts since hermeneutics
implies a privileged position for criticism which denies such intimacy. Meaning
may be revealed conventionally in the text as object, but Dauber is more
interested in treating the text as action governed by a purpose which exists
Once we realize that " purpose" precedes
unstated between the texts.
"meaning," \ve can see that any interpretation is true in a sense. Each hermeneutical style becomes another facet on the crystal lattice which is criticism,
mirroring ourselves in a te)..L which invites us to see our reflections. Confronting
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such cntlClsm, I feel like Hepzibah Pyncheon confronting the fantasy of an
oriental bazaar whose reflected splendors shame her own meagre attempts at
shopkeeping. A similar kind of mirroring occurs in The BUthedale Romance
where Zenobia is transfigured as a cold gem, dazzling Coverdale to the point
of vertigo. In his criticism of this novel, Dauber describes the patterns of
mirroring, and his language becomes in its abstraction and precision, almost
dizzying, as he graphs the relationships of romance, realism and naturalism,
describing them as mathematical functions. As with Zenobia, the life has
finally gone out of the words (literature and criticism), and we arc left with
the sight of shimmering artifices, texts reflecting each other endlessly.
Since Dauber's Hawthorne is not the biographical Hawthorne but a II disposition toward works of literature," and since the audience is but the "hypothetical people the story invents/' relationships are circumscribed by the world
of words; we never get outside of texts, realized or n potential." Hawthorne
never accorded "the grosser medium of words" such a privileged ontological
status; and sight, the other element in the act of reading, usually proves disintegrative in Hawthorne's works. On such shaky ground, he would invite an
intimacy; and a glance at his letters does reveal an extraordinary degree of
literary performance in his most intimate relationships. But I would be careful
not to define Hawthorne in terms of texts: to start with the literary performer
is already to play his game, to concede the victory of style over substance, art
over life, texts over people. Given such a limitation, certainly we cannot
interpret or unify his texts but only point out the internal contradictions; by
tracing the authorial voice from work to work, the "Hawthorne" we discover
can only be a patchwork of words. We should keep in mind Holgrave's selfcriticism: Phoebe, he says, has a genuine U intuition," but" he is merely clever."
Dauber's readings proceed, he says, from his "intuition" which is, I think,
outside the frame of aesthetics as he develops it. It shows when he discusses
Hawthorne's capitulation to allegory in The Scarlet Letter, the deflected
hostility in The House of the Seven Gables, the narrative spaces of The
BUthedale Romance and The Marble Fll1m. He has a feeling for narrative
texture that his metaphysical notions of "potential language" do not account
for and often delimit: for instance, it is as if he can mention "nature" only
after it has been subdued by Hawthorne's II art" in The Marble Faun, and by
the refinement of his own system in his chapter on Blithedale. The criticisms
and/or texts must apparently refine themselves out of existence, revealing only
an authorial self speaking heart to heart with an audience they have brought
into being.
One of the earliest glimpses of Hawthorne's boyhood concerns the visit of
one of his cousins from Maine. As she was introduced to him, he was standing
next to his mother, reading to her. His mother and aunt both explained to her
his shyness by way of asking her indulgence. He led her to the empty coaches
in the livery and rocked her in one until she begged him to stoPi they then
talked of Shakespeare and he narrated a play or two. On another notable
occasion she found him orating from the rooftop, his back pressed to the
chimney; she was afraid to join him and he taunted, " Just like girls!" Nevertheless, she admits that eventually she U learned to understand him ... (and)
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depended on him for amusement." Essentially. she capjtulated to h~ narcissism,
more encompassing than the self-love Dauber turns up in some of the shotter
tales: only Hawthorne can assume the privileged position. This narcissism
informs the literary performances as a manipulation of the H Gentle Reader,"
and must be understood to understand Hawthorne's works. Seeing the boy
on the roof, historical critics might have analyzed the process by which he got
there, or New Critics the central irony or paradox of his speech. Dauber has
"learned to understand him" and celebrates the union of speaker, speech and
audience his performance calls into being; and while that is a significant readjustment of our perspective toward Hawthorne's work, I think that joining
Hawthorne on the rooftop ultimately is an action which merely oomplements
his but cannot really explain it. The crucial question still seems to be the
obvious one: "VVhat does he think he's doing up there? "
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JOHN FRANZOSA

Wayne State University
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