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This study addresses the ideological properties of the 

two main modal strains in fictional representation of 

romance and realism in order to provide an antidote to the 

currently extremely negative view of the representational 

function of fiction. 

The introductory chapter suggests a theoretical model 

for the ideological interaction between the two modes that 

enables fiction to produce a fuller, if still partial, 

representation of ideologically heterogeneous reality. In 

doing so, romance's deceptively subversive politics is 

valorized. For it is the key strategy that the 

ideologically centrifugal mode adopts in interacting with 

the ideologically centripetal realistic mode. 

The next three chapters, which respectively deal with 

three Jamesian fictional texts — The Portrait of a Lady, The 

Bostonians, and The Turn of the Screw--test the workability 

of the suggested theoretical model. The primary concern 

being with feminist issues in those texts, discussions focus 

on narrative anomalies like ambiguity, ambivalence, and 

discontinuity. For they are prime loci in which romance's 

subversive impulse is embedded and serve as excellent places 



in which to see the ideological interaction between the 

romantic impulse and its realistic counterpart. 

The concluding chapter briefly addresses the function 

of fiction in social change, a key question posed by the 

central contention of this study: if in every fiction the 

impulse subversive to the dominant ideology of its society 

is invested by way of the representational mode of romance, 

does it affect social change? 

In the course of the discussion, three received 

positions in traditional literary criticism are challenged. 

Firstly, the view of literary form as ideology-free is 

undermined by demonstrating the ideological properties of 

the two modes. Secondly, the realism/romance binary 

opposition regarding the mode of fictional representation is 

critiqued by both uncovering the misconception of the 

former's competence for transparent representation and 

evincing the two modes' ideologically interactive relation. 

Lastly, the categorization of Henry James as an aesthete is 

problematized by historicizing and socializing his three 

texts. 
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CHAPTER 1 

INTRODUCTION: THEORIZING ROMANCE AS 

FICTIONAL MODE OF SUBVERSION 

This study reconsiders the representational mode of 

prose fiction in the current era of "crisis of 

representation." Since the "linguistic turn,"1 an extreme 

epistemological scepticism has prevailed in the critical 

scene, making opaque every representational act, including 

science as well as art, and jeopardizing its legitimacy.2 

As a corollary, an essentially similar kind of crisis of 

consciousness seems to have been felt among a young group of 

fiction writers and critics in the 1960s, as indicated by 

the "death of the novel" debate of that decade3 and 

experimental movements in fiction writing, such as the 

nouveau roman, magical realism, and metafiction, which may 

be interpreted as endeavors to overcome the death of the 

novel by revitalizing the allegedly "exhausted" form.4 

This extremely negative view of representation has 

entailed reactions from a variety of perspectives. To 

discuss those reactions is not only beyond my scope here but 

also is not the immediate concern of this study. Suffice it 

to point out some currently dominant positions about 

representation in general. For a majority of critics, 



2 

representation is now an ideological construct, not the 

faithful reflection of pre-existing reality. For it is 

essentially of subjective character where the individual 

makes up his/her own reality through the language saturated 

with the interlocutor's ideological position to the outside 

world. As a corollary, Hanjo Berressem observes that 

representation is "no longer the uncomplicated and natural 

expression of a well-ordered universe and discourse by a 

self-reflexive subject" but is "revealed as having always 

been fictions that the subject has created and come to 

believe" (4).5 Apropos of the problem of the legitimation 

of representation, critics in general reject the traditional 

view of the universal truth as teleological and monolithic 

and contend that plural local truths should be acknowledged. 

For reality, they conceive, is made up of conflicting 

heterogeneous forces.6 And regarding the problem in 

anchoring the meaning of language, caused by the formalists' 

valorization of the opaqueness of language, they assume a 

performative-contextualist position, arguing that the 

meaning of any discourse, however provisional it may be, can 

be determined by locating it in the context in which it is 

performed.7 

Predicated upon these positions, this study addresses 

the question surrounding the viability of fiction as 

representing ideologically heterogeneous reality. Probing 

into the question, it challenges some views having dominated 



traditional literary criticism. First of all, it questions 

the conception of literary form as immune from ideology. 

This view is undermined by uncovering its historical domain. 

Infused throughout the whole discussion, the idea of 

complicity between literary form and ideology serves as the 

point of departure for the present study. Secondly, it 

challenges the realism/romance8 binary opposition regarding 

the representational mode of fiction by evincing, firstly, 

its essentially ideological nature and, secondly, the two 

modes' ideologically dialogic relation. These two points 

are of great significance to the present study. As will be 

shown later, they provide the grounds for my reconsideration 

of fictional representation aimed at giving an antidote to 

the extremely negative view of the representational function 

of fiction. Their significance becomes greater when we 

consider that the ideologically dialogic relation of realism 

and romance seems to have been overlooked almost totally in 

traditional criticism. Since Georg Lukacs, the ideological 

terrain of realism is a topic much discussed by Marxist 

critics. And the ideological working of the literature of 

the imaginary has recently attracted some critics' concern— 

Fredric Jameson, for instance. Nevertheless, the interplay 

of the two modes seems still to remain a critical blind 

spot. Lastly, I consider the conventional categorization of 

James as aesthete, whose fictional texts serve as the 

testing ground for my contention that realism and romance 
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interact with each other ideologically. A critique of the 

classification is made by surfacing the repressed socio-

political domain—both formal and in content—of the texts 

of the "Master" having been enshrined in the temple of 

aestheticism until recently. 

In traditional literary criticism the literary text is 

conceived as an organism self-sufficient and autonomous, 

free from the ideologies of its external circumstances. 

This view was particularly powerful in the Anglo-American 

scene where the New Critical school's text-centered position 

predominated until recently. As recent critics' endeavors, 

especially of the materialists, have disclosed, however, 

literary form as well as content is inseparably related to 

the text's socio-cultural context. Bakhtin is eloquent as 

he positions himself to the latter doctrine: 

. . . the study of verbal art can and must 

overcome the divorce between an abstract "formal" 

approach and an equally abstract "ideological" 

approach. Form and content in discourse are one, 

once we understand that verbal discourse is a 

social phenomenon—social throughout its entire 

range and in each and every of its factors, from 

the sound image to the furthest reaches of 

abstract meaning. (Dialogic Imagination 259) 

Hence "the importance of situating art within the historical 

and cultural framework from which it is produced" (Jackson 



2) . 

The inseparability of literary form and the historical 

context seems most evident in the case of the novel. As Ian 

Watt and, more recently, Michael McKeon have argued, the 

rise of the novel genre itself is closely connected with the 

socio-cultural changes of that time.9 Moreover, as Watt and 

others have noted, novelistic conventions, such as 

character, temporal and spatial setting, and point of view, 

are by and large products of the then emergent realist 

epistemology.10 Lennard Davis is explicit about this point 

when he says that "not only on the level of content, but 

even at the level of sheer form, ideological factors are 

operating" (52, italics mine). He continues: 

No novel can exist without these building blocks 

[such novelistic conventions as location, 

character, dialogue, and plot], and yet these 

building blocks have the appearance of 

universality, timelessness, and common sense. . . 

. these seemingly neutral requirements of the 

novel themselves carry with them a good deal of 

ideological significance. (53) 

That literary form is tied up with its historical 

context is exemplified in many ways. For example, there is 

the Bildungsroman, a dominant fictional form in the modern 

period. In the conventional modernist pattern of the genre, 

the protagonist, or the initiate, at the end of the 



narrative achieves self-discovery, the boon of the 

initiation, with which she/he returns to the society. In 

recent fictional narratives, however, the protagonist cannot 

secure his/her identity and, as a corollary, does not return 

to the society after the initiation, as the unnamed narrator 

of Ralph Ellison's Invisible Man exemplifies. This 

inversion of the pattern of the Bildungsroman reproduces the 

transition of the epistemological paradigm from the 

modernists' residual essentialism to the postmodernists' 

constructionism. Besides, a reason for the virtual absence 

of Kurtz, the object of Marlowe's quest, in Joseph Conrad's 

Heart of Darkness may be explained in a similar context, 

since it also reproduces the influence of the notion of the 

disintegrated subject which began to gain power in Conrad's 

time. In the customary Bildungsroman, figures like Kurtz 

serve as either savior or villain to the initiate. As a 

disintegrated subject, however, Kurtz cannot meet fully the 

requirements of either type of character, and thus 

disappears from the foreground of the narrative framed as an 

initiation story. The transmutation of the detective form 

again fortifies the plausibility of the contextualist 

position. The classical detective narrative, like those of 

Edgar Allan Poe and Conan Doyle, is a typical rationalist 

discourse predicated upon the formula of the rational 

detective's victory over the irrational criminal. Unlike 

its precursor, however, recent detective fiction discloses a 
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strong antirationalist tendency, reflecting the currently 

dominant intellectual atmosphere which opposes the 

rationalist way of thinking traditionally valued. The 

unresolved ending of Thomas Pynchon's The Crying of Lot 49, 

which makes use of the form as its narrative frame, 

exemplifies such a tendency. Unlike the denouement of its 

conventional kind, where the rational analysis of cumulated 

clues by the central subject—the detective--leads to the 

solution of the problem she/he has pursued, the ambivalent 

ending of this postmodern detective fiction does not provide 

the truth about the Tristero, the question surrounding the 

existence of which is the central concern of the 

narrative.11 

The ideological property of literary form is not 

restricted to its formation and transmutation under the 

influences of contemporary cultural circumstances. 

Consisting of "heterogeneous stylistic unities," literary 

form itself, that of the novel in particular, provides a 

space in which heterogeneous discursive practices compete 

(Bakhtin, Dialogic Imagination 261). Jameson's phrase, "the 

ideology of form," refers to this kind of ideological 

property of literary form. Jameson observes: 

These dynamics . . . make up what can be termed 

the ideology of form, that is, the determinate 

contradiction of the specific messages emitted by 

the varied sign systems which coexist in a given 



artistic process as well as in its general social 

formation. (Political Unconscious 98-99)12 

Although its scope is confined to the novel genre, Bakhtin's 

term "heteroglossia," that is, social diversity or 

stratification encoded in the novelistic text through 

"heterogeneous stylistic unities," points to the essentially 

same phenomenon to which Jameson's phrase refers. This 

formalism of Bakhtin and Jameson, which "would demonstrate 

the contradictions within particular discourses and the ways 

in which such contradictions have been naturalized or 

conventionalized to give the appearance of social order, 

coherence, and organic form," is very helpful to my 

reconsideration of the representational economy of fiction 

(Rowe 156). For it opens up the possibility of the 

viability of fictional representation, the ultimate concern 

of this study, by providing a theoretical ground for one of 

my central contentions that the two main modal strains of 

fictional representation, realism and romance, in an 

ideologically dialogic relation may produce for the 

particular fictionally simulated world a fuller, if still 

partial, reality, consisting of conflicting heterogeneous 

ideological forces. 

As mentioned above, realism and romance are the two 

main modal strains in fictional representation. Curiously 

enough, however, their relationship in the critical scene 

has been a hierarchical one. Although, as Kathryn Hume 
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points out, both strains are present in most literature 

(xii),13 if in varying proportion, realism has been 

privileged by critics over romance as the legitimate mode, 

while the latter has been marginalized as an inferior mode. 

Two instances may provide an occasion to underscore the 

degree to which this hierarchical view has pervaded the 

critical consciousness. The first one is the "death of the 

novel" debate which reveals the extent to which realism has 

been privileged. As G^siorek contends, the novel and 

realism have been so closely intertwined in Anglo-American 

criticism that "the novel is, in this tradition, implicitly 

equated with realism." As a corollary, "any undermining of 

the latter's pre-eminence is taken as a challenge to the 

genre as a whole" (6). As noted at the very outset, the 

debate indeed was an epiphenomenon of the crisis of 

representation in general, a crisis, as a number of critics 

have pointed out, engendered by the recent critique of 

realist epistemology.14 The extent to which romance has 

been'depreciated may be indicated by the seemingly 

irrelevant fact that it has frequently been associated with 

popular literature—literature for minorities, like women 

and children, and that of low taste, such as so-called pulp 

fiction.15 This instance may seem irrelevant, since the 

term here refers rather to a genre than to a mode. It is 

relevant, however, in that a major reason for the academic 

devaluation of those literatures is that they are mostly not 
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realistic. 

The traditional critical hierarchization of realism and 

romance is in essence of ideological character, having 

ultimately to do with some dominant ideologies which have 

preoccupied the Western consciousness. Of those ideological 

factors, the deep-rooted rationalist-utilitarian tradition 

traceable to as far back as Plato is most responsible for 

the marginalization of romance. Plato expelled poets from 

his ideal Republic, since he conceived that poetry, because 

of its imaginary element, was epistemologically false and 

socially pernicious. Plato believed that reality, the 

object of true knowledge, could be perceived by reason and 

that poetry, imitating not reality (the real) but appearance 

(the imaginary), appealed to the irrational in human beings 

"without any relation to true indoctrination" (Frye, Secular 

Scripture 19).16 Transmitted through Christianity, the 

Platonic distrust of and hostility to the imaginary had 

tremendous influences on the formation of later generations' 

attitudes toward them.17 The persistence of this negative 

attitude is evident in the hostility of critics, if not 

readers, toward the genre of the novel itself until the late 

nineteenth-century when it had established itself as the 

dominant literary form. Roslyn Jolly observes that in the 

eighteenth and the nineteenth centuries the "novel was 

condemned as a false mode of knowledge about the world, 

declared educationally invalid on the grounds that it is 
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impossible to teach feigned example or to argue from 

fictitious premises" (7) ,18 

As Jolly's view of the reason for the hostility to the 

novel intimates, however, the traditional antagonistic 

attitude to the imaginary is "as much a question of ideology 

as epistemology." Jolly observes: 

. . . the false nature attributed to the novel was 

as much a question of ideology as epistemology; 

the views of life offered in fiction were often 

labelled xfalse' not because they represented 

unrealities or impossibilities, but because they 

were sexually, domestically, socially, or 

politically subversive. Such sliding between 

epistemological and socially constructed 

categories of the vfalse' was an important part of 

anti-fiction rhetoric, both in its early, 

explicit, narrow expressions, and in later, more 

subtle, Victorian manifestations. (7) 

Indeed, such "sliding between epistemological and socially 

constructed categories of the xfalse'" was operating even in 

Plato. Plato was hostile to the imaginary not only because 

he believed that it was epistemologically false but also, as 

Jackson points out, because he apprehended that the 

irrational in imaginative literature was inimical to 

cultural order by illuminating aberrant aspects of the 

society {111) . 
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That the imaginary has been marginalized partly because 

of its potential to disturb social order provides grounds 

for my conception of the ideological nature of the 

traditional privileging of realism over romance. It is true 

that the imaginary may have socially harmful effects, for 

example, to degenerate uncritical readers' moral sense by 

exposing them to evils made up by unrestrained fancy or to 

make them embrace narcissism.19 But the unilaterally 

disparaging position is biased in that the imaginary has 

positive, as well as negative, potential, such as its 

capacity to arouse in the reader desire for a better world 

by creating an idealistic one. Some critics have recently 

drawn attention to these constructive aspects. Hume, for 

example, writes: ". . .if readers try to realize the 

fantasy in world-2 [the reader's world], they may sometimes 

believe they succeed—and for some kinds of fantasy they can 

theoretically succeed if they bring a Utopian community or 

some scientific breakthrough into being" (12).20 

The hierarchization of realism and romance is not only 

biased but is unfounded as well. Aligned with realist 

epistemology, which "projects a mirror theory of knowledge 

and art whose fundamental evaluative categories are those of 

adequacy, accuracy, and Truth itself," realism as an 

aesthetic paradigm "conceives of representation as the 

reproduction, for subjectivity, of an objectivity that lies 

outside it" (Jameson, Foreword viii). To this reflectionist 
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aesthetic end, realism, as Jameson indicates, presupposes a 

set of ideas: the liberal humanist notion of the "self" as 

unified, autonomous, and transcendental, which is the 

subject of representation as both its producer and consumer; 

the transparency of language, the medium of representation; 

and the existence of a reality outside representation to 

which the fictional world refers. 

As the post-Saussurean linguists and the post-

structuralists have uncovered, however, those ideas which 

constitute the foundation of the realist aesthetic are 

problematic and challengeable. For example, the liberal 

humanist notion of the "self" has been undermined from a 

variety of perspectives and viewed, among others, as split, 

not unified, between the conscious and the unconscious 

(Lacanian psychoanalysis); as ideologically constituted, 

thus not autonomous and transcendental (Althusserian 

Marxism); and even as an absence as a mere function of 

language (Derridean deconstructionism). And language in 

much of the current critical scene is not transparent but 

doubly opaque, or translucent, both sliding between the 

signifier and the signified and saturated with the 

interlocutor's ideologies. 

As to the opacity of language, there have been 

different views among critics. Under the influence of the 

epistemological scepticism grounded ultimately in the post-

structuralists' extremely negative position to the 
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referentiality of language, most early anti-realist critics, 

as Elissa Greenwald points out, thought of the realists' aim 

of transparent representation as not only impossible but 

also undesirable, for they conceived of "reality" as 

ideological construction and consequently as non-entity 

(1).21 Some critics, with whom I concur, however, have 

recently problematized their predecessors' stand. G^siorek 

pinpoints the problematic. Supported by philosophical views 

of realism, he observes: "The standard problem posed for any 

account of metaphysical realism concerns the adequacy of 

epistemology to ontology" (188). In fact, the early radical 

anti-realists' disavowal of the ontology of reality, 

existing regardless of human perception, results from their 

epistemological scepticism and thus evinces the inadequacy 

of the displacement of ontology by epistemology. Despite 

the disparity, however, the two groups agree upon the 

impossibility of transparent representation. 

These critiques of the fundamentals of realism 

dismantle the very ground on which realism as mode of 

fictional representation has been privileged over romance, 

that is, the belief that it can faithfully reflect reality 

as it is. It is noteworthy here that the traditional notion 

of mimesis as imitation, the underlying desire in realistic 

representation, has been misunderstood. Imitation is only 

one of the term's many meanings, including "the act of 

resembling, of presenting the self, and expression as well 
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as mimicry, imitatio, representation, and nonsensuous 

similarity" (Gebauer and Wulf 1). As far as representation 

is concerned, "[tjhere is a doubleness in mimesis" in that 

"[i]t does not stand to reality in a relation of one-to-one 

correspondence, whereby the fiction [supposedly] depicts a 

pre-existent set of events, but is distanced from reality by 

virtue of the fact that it is a fictional representation." 

Therefore, "[t]he criterion by which it is measured is that 

of plausibility, not truth" (Gctsiorek 16) ,22 

Clearly, the realism/romance binarism in traditional 

criticism regarding the representational mode of fiction is 

not of intrinsic character but is ideologically constructed. 

For two reasons, however, the demystification of the realist 

ideology of verisimilitude is only the first step towards 

unraveling the particular binary opposition. Firstly, it 

says nothing about the way the two modes cooperate to the 

representational end of fiction, the point which must be 

worked out for the true leveling of their traditionally 

hierarchical relationship. Secondly, it poses a question 

about the ontology of fiction itself, the point to be made 

clear before discussing the preceding one. For if, as the 

critique in its extreme of the realist objective of 

transparent representation may imply, the fictionally 

represented world has nothing to do with the real world, the 

raison d'etre of' the present discussion as well as both 

fiction writing and reading is jeopardized.23 
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With regard to the ontology of fiction, G^siorek's 

counter critique provides a corrective to the recent 

reductively formalistic scepticism about the referentiality 

of fictional representation: "A major problem bedevilling 

all debates about the nature and validity of realism is that 

critics tend to conflate epistemology and aesthetics." The 

conflation of epistemology and aesthetics is problematic, 

for, Gctsiorek continues, "they do not necessarily entail one 

another" (183). That is, although it is true that an 

aesthetic cannot be separated entirely from the dominant 

epistemological paradigm within which it is formulated, the 

former is not totally subject to the latter. Since the 

object of their concerns are different, and thus the two 

paradigms are in essence not of the same character. While 

the former deals with the possible world, the latter's world 

is the real one: " . . . the artist's goal is not to 

represent Truth or Beauty but to contest multiple versions 

of the beautiful and the true" (Brown 155, italics mine). 

It may be said, therefore, that even if realist 

epistemology, on which the realist aesthetic has heavily 

relied, is unfounded, realistic representation does not 

necessarily lose its validity. 

.In fact, as to the relation of the fictional world and 

the empirical one, a majority of recent critics construe 

that it is not totally non-referential. Following the lead 

of the British novelist Fowles, they repudiate the two 
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traditional philosophical theories, which see fictional 

representation as either false or non-referential, and 

define its ontological status as quasi-referential (Waugh 

87-103). Although as a verbal reality fiction never mirrors 

everyday reality, it produces a possible world which could 

be true, if accidentally, to the real one. In this regard, 

Christopher Norris puts emphasis on "inferential reasoning" 

which enables the reader to "eke out the [textual] paucity 

of given information by reference to our stock of real-world 

knowledge and beliefs" and 'thereby to go beyond the text. 

This process is very significant in that "otherwise we would 

be in no position to interpret even the most elementary 

forms of narrative discourse" (9) .24 

Before addressing how realism and romance interact with 

each other to the representational end of fiction, there are 

two premises to be reminded of. Firstly, as noted earlier, 

the currently dominant view of representation, which has a 

quasi-referential relation to the outside world, is that it 

is an ideological construction. And the second is that 

reality consists of conflicting heterogeneous ideological 

forces. In this context, my conception in the following 

discussion that the interplay between the ideologically 

consolidating impulse in realism and romance's subversive 

impulse contributes to producing a fuller, if still partial, 

picture of ideologically heterogeneous reality25 may have 

some significance, providing a ground for the viability of 
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fictional representation jeopardized by the recent critique 

of the realist aesthetic. 

My argument about the ideological property of romance, 

however, is in opposition to the conventional view of the 

literature of the imaginary as ideology-free, based on the 

idea that it has nothing to do with reality. Lennard Davis 

in Resisting Novels may serve as a typical example in which 

to see critics' customary position toward the imaginary 

portion of literature. Discussing the social function of 

the novel, he says: "Novels can offer in their heroes and 

stories various kinds of opposition to stasis and power, but 

at the same time it would seem that the formal elements of 

the novel add up to a social formation that resists change" 

(18). At this point, Davis acknowledges that fiction has 

effects that both consolidate and disrupt the dominant 

ideology. Yet, he concludes: "the political statement [in 

the novel] is one that by and large preserves the status quo 

and defends against radical aspirations. And the 

reader/text interaction is one that mirrors that large 

political orientation" (224-25). What is noteworthy about 

Davis's conclusion about the novel's political function— 

that is, complicity with containment26—is that it is 

concerned solely with the ideological property of realistic 

representation, as he himself makes clear: "The novel is a 

form which depends on mimesis—the imitation of reality 

through realist techniques—and because of that fact, novels 
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depend on their ability to make readers feel as if they are 

witnessing not art but life" (25). Davis's absolute silence 

about the romantic domain, despite his comment on the 

disrupting force in fiction, in discussing the political 

effects of fiction, embodies the general critical fallacy to 

overlook romance's ideological property of subversion and 

the romantic mode itself as well.27 Therefore, Victor 

Burgin and others write: "There is a fundamental objection 

in common sense to considering fantasy in the context of the 

social and the political" (1). Besides, some old generation 

Americanist critics, like Richard Chase, even flaunted 

romance's supposedly ideology-free property for their 

political telos—nationalist in the case of the old 

generation Americanists.28 

The conventional view of romance as free from ideology 

is a naive one, based, as noted, on the misconception that 

it has nothing to do with everyday reality. Regarding the 

ontology of the romance world, Frye has already paid 

attention to its complicity with the actual world: " . . . 

the quest-romance is the search of the libido or desiring 

self for a fulfilment that will deliver it from the 

anxieties of reality but will still contain that reality" 

(Anatomy 193) .29 Victor Burgin and others agree with Frye: 

". . .in popular understanding vfantasy' is always opposed 

to ^reality.' In this definition fantasy is the negative of 

reality" (1). Toni Morrison goes further, arguing romance's 
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active involvement in history: "Romance offered writers not 

less but more; not a narrow ahistorical canvas but a wide 

historical one; not escape but entanglement" (37). And Paul 

Coates even asserts that fantasy is "a form of realism" 

(I).30 This pro-ideological position toward romance is 

significant in that it paves the way for my conception of 

the ideological interplay between the two key modes which, I 

believe, enables fiction to represent ideologically 

heterogeneous reality. And its significance becomes greater 

when we concede Jameson's view of romance as "the place of 

narrative heterogeneity" in late capitalism in which realism 

has gradually been reified, losing the "fundamental and 

exhilarating heterogeneity" characterizing the works of its 

early practitioners, like Sir Walter Scott, Honore de 

Balzac, and Theodore Dreiser (Political Unconscious 104).31 

With regard to the ideological property of romance, 

some critics have recently noticed the subversive impulse in 

it. The impulse is rather inherent, for, under ordinary 

circumstances,32 romance implicitly denies the dominant 

belief system by evoking another order in an imaginary world 

different from the actual world. In Fantasy: The Literature 

of Subversion, Jackson is most explicit about this point. 

She attributes the ideologically distinct feature of 

fantasy, or the literature of the unreal, to "its obdurate 

refusal of prevailing definitions of the 'real' or 

'possible,'" which "threatens to subvert (overturn, upset, 
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undermine) rules and conventions taken to be normative" 

(14). Hume allies herself with Jackson when she defines 

fantasy as "the deliberate departure from the limits of what 

is usually accepted as real and normal" (xii). And Jameson 

argues that romance narrative poses a resistance to "a now 

oppressive realistic representation" (Political Unconscious 

104). This disruptive energy in the literature of the 

unreal may elucidate the reason it has been patronized by 

feminist, female in particular, writers and those from the 

third world.33 

With this disruptive impulse romance embodies the 

subversive force in the oppositional ideologies and 

interacts with realism, which incarnates the consolidating 

force in the dominant ideology. That realism has the effect 

of consolidating the dominant ideology may be made clear by 

the fact that for a fictional work to be realistic, it 

should eventually side with the belief system prevailing in 

its contemporary society, for it usually wins the struggle 

with the subordinate ones.34 This seemingly too reductive 

argument about the ideological property of the two modes 

becomes tangible to a great extent when we consider the 

general working of censorship. In the course of 

circulation, any particular ideology, which is peripheral 

but threatens the dominant order, is doomed to be checked, 

censured, and thereby repressed. As a corollary, under 

ordinary circumstances, its representation, if possible, 
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cannot help being covert, articulating its subversive 

impulse by means of deceptive strategies, say, in the 

imaginary realm. On the other hand, if it complies with the 

dominant order, the ideology is free from censorship and 

articulates itself in a realistic way. Thereby it in effect 

consolidates the status quo and plays a role in perpetuating 

it. 

That realism and romance interact with each other 

ideologically to the representational end of fiction is a 

point overlooked almost totally. As shown earlier, it is 

true that the ideological properties of the two modes have 

drawn critics' attention. But few have noticed their 

interplay, let alone its significance for fiction to 

represent reality consisting of conflicting heterogeneous 

ideologies.35 Moreover, most critics, who stress the 

coexistence in a literary work of both impulses of the 

mimetic and the fantastic, have slighted their interplay 

itself, not to speak of the ideological domain of the 

interaction, pointing to the strong tendency among critics 

to consider the two modes separately. In The Realistic 

Imagination, for example, George Levine is aware of the 

presence of some anti-realistic elements in the fictional 

narrative which he calls "the monstrous." His concern, 

however, is not with its interplay with realistic elements 

but with its historical fluctuation.36 On the other hand, 

Daniel Cottom and Greenwald recognize that each mode, or 
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genre in Cottom's taxonomy, "is implicated ironically in the 

other and is also dependent on the other for its own full 

expression," but they are not concerned with that 

implication's ideological domain (Cottom 125). Instead, 

intent upon addressing the ideological nature of George 

Eliot's privileging of realism over romance, Cottom's 

interest is far from the two genres' cooperation. And 

Greenwald's concern is centered on romance's "imaginative 

projections of desire," which, she believes, heighten 

James's realism (3). Besides, disclosed in his critique of 

classic realism and valorization of magical realism, Rawdon 

Wilson's rare insight into the representational potential of 

fiction in its blending of the mimetic and the imaginary 

stops at the textual level and again fails to detect the 

ideological terrain of the potential: "The co-presence of 

distinct fictional worlds that distinguishes magical realism 

from both traditional fantasy and from canonical realism 

suggests a model for textuality itself" (225-26, italics 

mine). 

In discussing the ideological interaction between 

realism and romance, Bakhti-n's dialogical view of the novel 

proves very useful. Bakthin defines the novel as "a 

phenomenon multiform in style and variform in speech and 

voice" (Dialogic Imagination 261). Moreover, he contends 

that the distinguishing feature of its stylistics is 

polyphony, which provides a textual space where a diversity 
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of individual voices representing a variety of ideological 

positions converse and answer one another and yet where no 

one dominates the others.37 With the help of polyphony 

another characteristic can enter the novel: heteroglossia, 

or the fictional text's social diversity or stratification, 

the "locus where centripetal and centrifugal forces collide" 

(Bakhtin, Dialogic Imagination 4 2 8) , 38 What is significant 

about these accounts is that as part of "variform" realism 

and romance contribute to producing heteroglossia. Indeed, 

representing the centripetal dominant ideology and 

centrifugal oppositional ideologies respectively, the 

dialogic interaction of the two modes points to the 

stratification in reality of heterogeneous ideological 

forces. 

The dialogic capacity ,of fictional representation 

relies to a great extent upon the deconstructive subversive 

property of romance in its interaction with oppressive 

realism. Romance begins its deconstructive enterprise with 

interrogating the seeming naturalness of the dominant 

ideology inscribed in realistic representation by creating 

an imaginary world whose governing belief system deviates 

from the prevailing ideology. In positing an alternative 

world, it implicitly illuminates the underside of present 

order and insinuates that the order may not be natural but 

constructed ideologically. In this covert way, it 

challenges the present hierarchical social structure and 
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opens up, at least, the way for its latent Utopian ideal of 

symbiosis. Addressing the subversive impulse in fantasy, 

therefore, Jackson argues for its deconstructive potential: 

fantasy "seeks to un-do differentiating cultural structures 

and to betray their vanity" (74). And she continues: 

The fantastic exists as the inside, or underside, 

of realism, opposing the novel's closed, 

monological forms with open, dialogical 

structures. . . . Hence their symbiotic 

relationship, the axis of one being shaded by the 

paraxis of the other. The fantastic gives 

utterance to precisely those elements which are 

known only through their absence within a dominant 

"realistic" order. (25, italics mine) 

Whereas Bakhtin's conception of dialogism is useful to 

illuminate the ideological side of the interplay between 

realism and romance, Lacanian psychoanalysis provides an 

invaluable framework for the textual working of the 

interaction. As some critics have pointed out, the 

traditional Freudian psychoanalytic approaches to literature 

have concerned themselves with the analysis of the personal 

psyche—of the author's at first and then of the 

character's. Recently, however, cued by Jacques Lacan's 

dictum, "the unconscious is structured like a language," the 

concern has moved to the text itself (Four Fundamental 

Concepts 20). 39 This approach is based on the analogy 
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between the psyche and the literary text as "a dynamic 

system, complete with manifest and latent contents" (Clayton 

114, italics mine). Hence the notion of "the textual 

unconscious."40 It is noteworthy here that the formation of 

the textual unconscious may be elucidated by the relation of 

the real and the symbolic in Lacanian psychoanalysis, unlike 

the formation of its psychic counterpart occurring when the 

subject enters from the imaginary into the symbolic realm. 

In Lacanian psychoanalysis the real cannot be integrated 

into the symbolic, for in the language of the latter 

register "there are only differences without positive terms" 

(Saussure 120) .41 As a corollary, it becomes "the remnants, 

the left-over of the signifying process" and leaves a void 

in the signification (2izek, "Object" 97). Thereby it 

"becomes identical to the unconscious itself, " underlying 

and subverting meaning, which originates from the symbolic, 

and insisting within it (Berressem 17-18, italics mine). 

What is significant about the analogy between the text 

and the psyche is that texts in this light are "sites of 

repression and insistent return" and "scenes of writing and 

reading in which the psychodynamics of repression, disguised 

expression, and fragmentary return can be interpreted or at 

least scrutinized" (Friedman 1). This dynamic narrative 

model provides a cure for the limit of the static model 

proposed by traditional narratologists, that is, its linear 

unitary view of the discontinuous and even self-
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contradictory text. In fictional representation, I would 

argue, romance under ordinary circumstances represents the 

latent contents and serves as its unconscious, underlying 

and subverting the manifest realistic content and insisting 

within it. Thereby it contributes to producing a fuller 

reality for the particular fictionally simulated world.42 

As shown earlier, ideologically marginalized, the 

text's repressed contents are oppositional and subversive to 

the dominant ideology and thus need to conceal themselves 

from social condemnation and censorship to which they are 

subject, just as the libidinal energies in the Freudian 

unconscious are subject to the superego's censorship.43 As 

a corollary, under ordinary circumstances, as Friedman has 

indicated, surfacing those repressed contents, romance 

adopts deceptive strategies, like overtly unrealistic 

narrative or disguised expression or plays upon ambivalences 

through narrative blanks and gaps.44 Of those, located 

"wherever there is a narrative anomaly or indeterminacy," 

the last, I would argue, is most prominent (Rowe 5). 

Indeed, these blanks and gaps have drawn much attention of 

critics concerned with the ideological domain of the 

literary text, for whom they serve as the textual site of 

subordinate ideologies. Commenting on Macherey's view of 

literary production, for instance, Eagleton states: 

For Macherey, a work is tied to ideology not so 

much by what it says as by what it does not say. 
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It is in the significant silences of a text, in 

its gaps and absences, that the presence of 

ideology can be most positively felt. It is these 

silences which the critic must make xspeak.' The 

text is, as it were, ideologically forbidden [by 

the dominant ideology's intervention] to say 

certain things [that is, subordinate ideologies]. 

(Marxism and Literary Criticism 34-35) 

And interesting enough, such an infamous formalist as 

Derrida notices this ideological domain of those narrative 

voids and lacunae. Ascribing the cause of their presence in 

writing to the ideologically repressed contents, Derrida 

observes that "[i]t is no accident that the metaphor of 

censorship should come from the area of politics concerned 

with the deletions, blanks, and disguises of writing" 

(226) . 45 For this reason, they may serve as the prime locus 

of romance's subversive social energies. Besides, Wolfgang 

Iser defines the characteristic of these narrative fissures 

as functional and argues that they are "nothing in 

themselves, and yet as a ^nothing' they are a vital 

propellant for initiating communication [between reader and 

text]" (195). 

Predicated upon the idea that narrative blanks and gaps 

are the locus of romance's subversive force, discussions in 

the following chapters aim to demonstrate the workability of 

the earlier theoretical assumption that there is at work a 
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dialogic ideological interaction between romance and 

realism. The chapters illuminate subversive energies in 

narrative anomalies of James's fictional texts, the test 

ground for the assumption, and show their interplay with 

oppressive social forces inscribed in realistic 

representation, without which the plausibility of Jamesian 

fictional worlds would seriously be damaged. In doing so, 

they also aim to socialize James, who has frequently been 

regarded by critics as a writer whose concern is almost 

solely with artistic matter, by surfacing his more-often-

than-not repressed social consciousness lurking in narrative 

anomalies of his works. 

James provides an excellent instance in which to see 

the ideological interaction between realism and romance. 

For, first of all, reproducing the contemporary cultural 

atmosphere which, as he himself observed, was still hostile 

to art for its representation of the imaginary, James as 

self-avowed realist suppressed, either consciously or 

unconsciously, the romantic impulse in him, at least in the 

early period and embodied the realism/romance binary 

opposition in his culture.46 His own comment on The 

American in the Preface to the New York Edition may serve as 

the point of departure for considering this point: "I had 

been plotting arch-romance without knowing it . . . just as 

I now, in short, reading the book over, find it yields me no 

interest and no reward comparable to the fond perception of 
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this truth" (Art of Novel 25, italics mine). That which 

requires attention in the remark is that he was apparently 

not aware of working on a romance. This is a slippery 

statement which may be interpreted in two distinct ways. 

Taken at face value, on the one hand, it indicates that 

James simply did not know what he was doing. On the other 

hand, it may point to the possibility that the particular 

binarism had been so thoroughly saturated in him and 

internalized that he deluded himself and thought that he was 

writing a realistic story. Considering his vast and deep 

critical knowledge and, more significantly, his serious 

concern about romance under the arch-romancer Hawthorne's 

influence, manifested in James's critique of his strong 

precursor in Hawthorne (1879) only two years after the 

publication of the novel, chances are that the latter 

obtains.47 The seemingly factual statement, therefore, 

discloses the extent to which James's early writing 

consciousness was subject to the then dominant negative view 

of the unreal. 

That James the writer's consciousness was constituted 

by his cultural circumstances is reinforced by James's 

shifting attitudes towards Hawthorne's romance and his early 

analogy between fiction and history. In his 1883 essay on 

Anthony Trollope, James advises his British colleague to 

take the stand of a historian and argues: "As a narrator of 

fictitious events he [a novelist] is nowhere; to insert into 
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his attempt a backbone of logic, he must relate events that 

are assumed to be real" (Essays 1343, italics mine). As the 

italicized "assumed" indicates, the reason for James's 

taking this stand is not that he believed that the novelist 

could be the historian but that given his contemporaries' 

hostile attitudes to fiction, "the identification of the 

novel with history seemed the only way of asserting its 

capacity to represent, life truly and of justifying a serious 

attitude towards it" (Jolly 3). James's early negative view 

of Hawthorne may find its reason in the same context. In 

the 1879 volume on Hawthorne, James critiques his precursor 

for the abundant romantic elements in his work, like 

symbolism, allegory, and pictorialism.48 In his essay for 

the Hawthorne Centenary of 1904, however, he acknowledges 

the representational function of romance and sees that it 

represents "man's relation to his environment seen on the 

side that we call . . . the romantic side" (Essays 470). 

This change also indicates that James's initial critique of 

his precursor was essentially of ideological character. 

Having a faith in the moral aspect of then dominant realism 

and affected by the dismissive view of fiction in his time, 

he slighted Hawthorne's romance.49 It is necessary at this 

point to make it clear that although it is true that he 

conceded in later years the representational function of 

romance in the subjective realm to a considerable extent, 

James's early privileging of realism over romance endured 
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and, in fact, constituted the backbone of his thinking about 

fiction to the last phase. Hence his so-called 

"psychological realism." In the New York Preface to The 

Ambassadors, indeed, he still discloses a negative attitude 

toward romance, when he critiques first-person narrative as 

"the darkest abyss of romance" which is "a form foredoomed 

to looseness" (Art of Novel 320) . 

The New York edition preface to The American provides 

another noteworthy point for us to consider the interaction 

between romance and realism, that is, the coexistence in his 

works of the two modes. In traditional James criticism, 

justified by James's strong attachment to realism, there has 

been a tendency to think of him in realist terms only and to 

overlook the interplay of the two modal strains. As a 

corollary, the prefatory remark serves as a reference point 

to revise the traditional view and justifies some recent 

critics' attention to the romantic aspects of his works and 

their role in constituting the Jamesian fictional world. In 

this regard, Jackson's argument that although James was "not 

normally thought of as working within a fantastic mode," 

"elements of fantasy enter into, disrupt and disturb the 

body of [his] text" deserves special attention (10).50 

Clearly, both James and his works are implicated in the 

workings of contemporary ideological systems. Yet, in 

traditional criticism formulated in the cold war era and 

following the lead of the "Master" himself, especially, in 
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the New York prefaces, James "has been mythologized as the 

master of a life-denying estheticism," and his criticism has 

been centered on technical and formalistic matter (Rowe 28). 

In Politics and the Novel, for example, Irving Howe argues 

that "the temptation of politics . . . seems never to have 

troubled him [James] at all" (139). Richard Poirier's 

concern, thus, is focused on the "problematic relationship 

of his most important novels to the larger questions of form 

. . . addressed in the Prefaces" (Holland vii). And after 

asserting that the international theme is only James's 

superficial subject, Leo Bersani contends that "[h]is 

subject is freedom—but we must understand that word in the 

sense of inventions so coercive that they resist any attempt 

to enrich—or reduce—them with meaning" (132).51 This view 

of James and his works as pure aesthete and as free from the 

workings of ideology has recently been challenged and 

undermined by critics attempting to socialize and politicize 

the "Master." Critiquing the long held position that 

James's last novels are not in a direct relation to the 

society, for instance, Brodhead claims that his subject's 

"changed [late] style also embodies, and no less centrally, 

a response to James's changed sense of literature's public 

situation" (171). In a similar vein, addressing Ralph Waldo 

Emerson's impact on James, Carolyn Porter observes that "the 

detached seer whom James invests with the role of visionary 

artist is also a participant in the world he confronts, and 
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is thus potentially implicated in the events he watches" 

("Reification" 203-04). Mark Seltzer and Rowe go one step 

farther in stressing James's complicity in the contemporary 

ideological system. Rowe argues that James's aestheticism 

transforms "sociohistorical problems into esthetic issues" 

(149). And from a new historicist perspective Seltzer even 

argues that the realism of The Princess Casamassima served 

the political function of the surveillance of contemporary 

London (25-58) .52 

Joining the new development in James criticism, my 

discussions in the following chapters aim to uncover the 

social (un)conscious of James the "Master" by illuminating, 

in the main, repressed social contents in the narrative gaps 

and blanks of James's three fictional texts: The Portrait of 

A Lady (Chapter 2), The Bostonians (Chapter 3), and The Turn 

of the Screw (Chapter 4). The selection is made in order to 

demonstrate the workability of my central contention of the 

ideological interaction between romance and realism to its 

maximum within the overt limit of only one writer. It may 

serve the objective in two ways. Firstly, spanning almost 

the entire career of James, the three works evince that the 

interplay, if present, is not a phenomenon restricted to a 

certain period of the self-avowed realist. Secondly, they 

might indicate that the interaction occurs in every 

fictional narrative with their rather diverse narrative 

modes: while realistic representation dominates The 
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Bostonians, The Turn of the Screw is replete with romantic 

elements; and the mode of The Portrait of a Lady is 

relatively moderate. Discussions of the three texts are 

centered on the feminist issue both latent {The Portrait of 

a Lady and The Turn of the Screw) and patent {The 

Bostonians) in them, unless other agendas are closely 

related to it, as in the case of The Turn of the Screw where 

the class agenda is interwoven with the focal issue in a 

significant way. For, as Rowe points out, the "woman 

question" occupies the central place in James's oeuvre: 

"James claims for himself a certain authority regarding the 

representation of women, insofar as their social situation 

is a central problem in his fiction from Daisy Miller to The 

Ivory Tower" (87). And for despite the recent sweeping 

prevalence of feminist criticism, James still seems to 

remain ambivalent for feminist critics.53 



NOTES 

1. The "linguistic turn" refers to the post-

structuralists' challenge to the thitherto dominant 

anthropocentric liberal humanist tradition, grounded in 

post-Saussurean linguistics. Incorporating the linguistic 

school's valorization, of the opaqueness and the ideological 

nature of language, the post-structuralists undermined 

liberal humanism by critiquing the notion of the "self" 

which had occupied the center of the humanist 

epistemological paradigm and served as the subject of 

representation as the origin of meaning. For a succinct 

account of ideologies underlying liberal humanism and a 

critique of the notion of the "self" from the post-

structuralist perspective, see Catherine Belsy 7 and 56-84, 

respectively. Throughout this study, unless indicated 

otherwise, the term "ideology" will be used in the sense of 

Louis Althusser's definition of it. For Althusser, "an 

ideology is a system (with its own logic and rigour) of 

representations (images, myths, ideas or concepts, depending 

on the case)" which is "endowed with a historical existence 

and role within a society" (For Marx 231) and which "has the 

function (which defines it) of 'constituting' concrete 

individuals as subjects" ("Ideology" 171). For a brief 

account of the definition of ideology, see James H. 
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Kavanagh. See also Lennard J. Davis 24-51, J. Hillis 

Miller, "Ideology and Topography" 253-57, and David Hawkes. 

2. Jean Baudrillard's notion of the "hyperreal" may 

epitomize the current critical consciousness of crisis 

regarding representation. Baudrillard defines the present 

age as that of "simulation" which, he argues, "begins with a 

liquidation of all referentials" (4). And he continues: 

"[s]imulation is no longer . . . a referential being or a 

substance. It is the generation by models of a real without 

origin or reality: a hyperreal" (2). In other words, for 

Baudrillard, representation in the present age is "no longer 

a question of imitation, nor of reduplication, nor even of 

parody." It is "rather a question of substituting signs of 

the real for the real itself" (4). As a corollary, he 

claims, "truth, reference and objective causes have ceased 

to exist" (6). 

3. In "The Literature of Exhaustion" (1967), for 

example, John Barth expresses an almost apocalyptic feeling 

when he declares that "literature has been done long since" 

(33). As is well-known now, Barth in his once controversial 

article did not toll the death of fiction itself. By 

"exhaustion," it seems apparent, he meant the exhaustion of 

fiction's formal novelty. Moreover, he was seeking in the 

same article to "rediscover validly the artifices of 

language and literature" (31). It is not surprising, 

therefore, that he later pronounced the rebirth of fiction 



38 

by postmodern writers in "The Literature of Replenishment" 

(1980). As to the question of the death of the novel, John 

Fowles disclosed virtually the same position as Barth (cf. 

his 1970 article "Is the Novel Dead?"). For the critics' 

participation in the debate, see, for example, John W. 

Aldridge and Louis D. Rubin, Jr. 

4. It is not certain whether fiction writers and 

critics were directly influenced by post-structuralist 

theories, since the "death of the novel" debate antecedes 

about a decade the post-structuralists' full-scale critique 

of liberal humanism in the 1970s. Nevertheless, I concur 

with Andrzej G^siorek when he argues that "the so-called 

crisis of realism in post-war writing is part of a wider 

rethinking of the problem of representation" (8). For it is 

highly probable that fiction writing and criticism were in 

one way or another affected by the nascent post-

structuralist position on representation in general. In a 

similar vein David Lodge observes: 

At that time [In the 19 60s] there was some 

creative interaction between the new 

structuralist-influenced criticism and the 

production and reception of new writing. In 

France the nouvelle critique provided a basis for 

defending and interpreting the nouveau roman. In 

America and to a lesser extent in Britain, various 

kinds of post-modernist experiments in fiction 
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seemed to derive from or at least could be 

explained in terms of the new critical attacks 

upon realism. (13) 

5. John Berger argues that every representation, 

including photography,, the genre seemingly most value-free, 

is essentially of ideological nature: 

The way we see things is affected by what we know 

or what we believe. . . . Every image embodies a 

way of seeing. Even a photograph. For 

photographs are not, as is often assumed, a 

mechanical record. Every time we look at a 

photograph, we are aware, however slightly, of the 

photographer selecting that sight from an infinity 

of other possible sights. (8,10) 

This view of representation is so prevalent in the current 

critical consciousness that Linda Hutcheon even defines 

postmodernism as "a critique of the view of representation 

as reflective (rather than .constitutive) of reality and of 

the idea of ^man' as the centered subject of representation" 

(Politics 18) . 

6. Jean-Frangois Lyotard is a representative proponent 

of this position. Although he claims in the (in)famous The 

Postmodern Condition that the crisis of legitimation, the 

cause of which, he argues, lies in "incredulity toward 

metanarratives" (xxiv), is a characteristic of 

postmodernism, Lyotard suggests as an antidote to it that 
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metanarratives be displaced by heterogeneous "small 

narratives" ("petits recits") which are "legitimated by the 

simple fact that they do what they do" (23). 

7. The performative position was propounded most 

systematically by the speech act theorists, like John L. 

Austin, John R. Searle, and Mary Louise Pratt, whose concern 

is centered on how speech utterances perform deeds in 

particular contexts. The contextualist view was held mainly 

by the materialists. Pierre Macherey, for instance, 

observes: 

. . . aesthetic activity . . . arrests language by 

giving it a limit.ed--though unfinished--form. 

There is a profound difference between the vague 

language of the imagination and that of the text; 

within the limits of the text this language is in 

several senses deposited (fallen, forsaken and 

gathered). The literary work interrupts and 

solidifies the apparent motion of the former—in 

which words are moved to no purpose; in this space 

where language confronts itself, is constructed 

that true distance which is the real condition of 

any real progression—the discourse of the book. 

Determinate reverie: a true and necessary fiction, 

making its way to a specific destination. . . . 

Fiction, not to be confused with illusion, is the 

substitute for, if not the equivalent of, 
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knowledge. A theory of literary production must 

show us what the text xknows,' how it ^knows.' 

(63-64) 

See also Mikhail Bakhtin, "Discourse in the Novel" 293. For 

Bakhtin's view of language in contradistinction to the 

formalist position, see Lodge 2. And for an account, if too 

reductive, of recent views of language, see Michael Holquist 

164-65. 

8. Realism and romance are critically polysemous terms 

which have been defined from a variety of perspectives. 

According to G^siorek, realism "in the arts can be divided 

into three broad kinds": ". . . a general orientation to an 

external world that it attempts to represent; a nineteenth-

century literary and artistic movement; any non-conventional 

attempt to portray reality in a way believed to be more 

accurate than that achieved by previous exemplars" (183) . 

My critique of realism in this study is centered on the 

second kind. Romance accommodates a diversity of narrative 

from the Greek romances through medieval chivalric ones to 

so-called pulp fiction (cf. Northrop Frye, Secular Scripture 

1-31 and William J. Scheick 1-2). Throughout this study, 

unless indicated otherwise, realism and romance stand for 

the two modal strains of fictional representation through 

which its two opposing basic impulses—to be faithful to 

empirical reality (realism) and to evade it (romance)— 

express themselves. My notions of the two modes rely upon 
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Henry James's definition of romance in the Preface to the 

New York Edition of The American (The Art of the Novel 33-

34) and Nathaniel Hawthorne's distinction of the romance and 

the novel in the Preface to The House of the Seven Gables 

(1). Although his is not congruent in details with my view 

of romance and realism, Frye's remark on the two tendencies 

of fiction, that is, the "romantic" and the "realistic," is 

largely pertinent here: 

In the fiction-writing of the last four or five 

centuries there has been a kind of reversible 

shuttle moving between imagination and reality . . 

One direction is called "romantic," the other 

"realistic." The realistic tendency moves in the 

direction of the representational and the 

displaced, the romantic in the opposite direction, 

concentrating on the formulaic units of myth and 

metaphor. (Secular Scripture 37) 

9. Watt, for instance, argues that the rise of the 

novel as a realistic mode has to do with the ascent of the 

middle class (38-65). Although he has different opinions 

about some specifics of his predecessor's view, say, of the 

realistic mode and its connection with the dominance of the 

middle class as characterizing the emergent genre, McKeon 

concurs with Watt's general, contextual assumption that the 

rise of the novel was a product of contemporary social 

changes (1-22). See also Terry Eagleton, Foreword xi, in 
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which he sides Watt's view of the close relation between 

"the advent of the middle class" and "the realist novel." 

See also Nancy Armstrong, especially, 96-160, for a feminist 

account of the relation between the particular literary 

event and the feminization of eighteenth-century British 

society. 

10. cf. Watt 9-37. See also Alain Robbe-Grillet 32 and 

Helene Cixous's article "The Character of 'Character,'" 

where she critiques the traditional notion of "character" 

grounded in liberal humanism, the foundation of realist 

epistemology. For an account of the realistic "code of 

accreditation," see Lilian R. Furst 103-18. In this study, 

the usage of the three terms—"dominant," "residual," and 

"emergent" follows Raymond Williams's notions of them (121-

27) . 

11. For more instances see, among others, Jose B. 

Monleon's much overlooked work, A Specter Is Haunting 

Europe, which "aims to establish an ideological reading 

rooted in the concrete historical circumstances from which 

the fantastic emerged and evolved" (vii), and Lennard Davis 

191-223. 

12. See also John Carlos Rowe 26, 180, and passim; 

Rosemary Jackson 53; and for the complicity of visual art in 

the system of cultural representation, cf. E. H. Gombrich 

90. 

13. Hume's subject is not romance but fantasy. In my 
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view, however, the former is a term broader than fantasy per 

se in that, representing the fantastic element in fiction, 

it expresses its deviant impulse not only in fantasy but 

also in realistic narrative. For this reason romance and 

fantasy are used interchangeably in this study. As to the 

relation of romance and fantasy, Jameson says that "the 

modern fantastic" are "the last unrecognizable avatars of 

romance as a mode" ("Magical Narratives" 146). And Harold 

Bloom defines fantasy as "a belated version of romance" 

(206) . 

14. See, for instance, Jameson, Foreword viii. 

15. See, for example, Frye, Secular Scripture 23. 

16. See Republic, Book X and Nickolas Pappas 173-87, 

for Plato's hostility to art in general and poetry in 

particular. See also Phaedrus 25-27, in which Plato, 

through the character Socrates, expresses his distrust of 

traditional myths for their irrationality. 

17. For the influence of Plato on later generations and 

the role of Christianity in suppressing the imaginary, see 

Frye, Secular Scripture 19-20 and Hume 6-7. 

18. See Jolly 5-19, for the Victorian critics' 

disparagements of fiction and their ideological background. 

For an opposite position, see Nina Baym, Novels, Readers, 

and Reviewers. Focusing on antebellum America, Baym remarks 

that the "essential premise on which our history of the 

American novel is based, that the nation was hostile to 
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fiction, is demonstrably incorrect" (14). Although her 

argument is very cogent with evidence from more than two 

thousand contemporary novel reviews, responses to fiction in 

antebellum America was not totally favorable, as her own 

comment on the distinction by critics of that time between 

novels serious and popular implies (24-25). 

19. For the narcissistic effect of fiction reading, 

see, for example, Alfred Habegger, Gender 5. 

20. See also Habegger, Gender 8 and Jackson 2. 

21. The extent to which this position has prevailed 

among both critics and writers in the early postmodern 

period may be indicated by Brian McHale's once influential 

argument that "the dominant of postmodernist fiction is 

ontological," the typical questions of which "bear either on 

the ontology of the literary text itself or on the ontology 

of the world which it projects" (10). 

22. For the fictional nature of mimesis, see also 

Kendall L. Walton. In his monumental study of Mimesis, 

Erich Auerbach also "demonstrates that mimesis is never 

simply a direct mirroring of the world but an exercise in 

formal manipulation and subjectivity," although he "still 

presumes the transparence of the realistic work, and the 

presence of a world xout there' to which realism refers" 

(Greenwald 11). For a recent historicist view of mimesis, 

see Gunter Gebauer and Christoph Wulf, who "have undertaken 

a historical reconstruction of important phases in the 
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development of mimesis" (1). 

23. It is worthwhile here to make a comparison between 

the two experimental movements in recent fiction writing, 

metafiction and magical realism. Although both began as 

critique of realism's reflectionist credo, there is a 

difference between them. While the latter, in effect, 

attempts to revitalize the novel form in crisis, engendered 

by the undermining of the realist aesthetic, by consciously 

introducing the imaginary realm into fictional 

representation, the former does not go beyond confirming the 

crisis, its main concern being to flaunt the fictionality of 

realistic representation. 

24. In The French Lieutenant's Woman, through the 

metafictional technique of authorial intrusion, Fowles says: 

"we [novelists] wish to create worlds as real as, but other 

than the world that is. Or was" (105) . For full-scale 

accounts of the ontology of fiction, see Gregory Currie, 

Thomas G. Pavel, and Ruth Ronen. 

25. This is, of course, not to contradict a consensus 

among a majority of recent theorists, that is, that 

"reality" is constituted discursively. In this regard, 

Thomas Laqueur's contention in Making Sex: Body and Gender 

from the Greeks to Freud is pertinent here: "My particular 

Archimedean point . . . is not in the real transcultural 

body but rather in the space between it and its 

representations" (16). 
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26. Containment refers to the sociopolitical mechanism 

of the dominant ideology's keeping subversive energies 

within its order. Recently new historicist critics have 

flaunted this notion. For an excellent exemplar, see 

Stephen Greenblatt. For a discussion of controversies 

surrounding the notion, see Hugh Grady. 

27. For instance, Tzvetan Todorov's The Fantastic, 

admired by Jackson as "[t]he most important and influential 

critical study of fantasy of this post-Romantic period" (5), 

fails to consider the ideological implications of the mode. 

28. Chase's work The American Novel and Its Tradition 

(1957), which defines romance as a distinct tradition of 

American fiction for its allegedly anti-ideological 

property, played a central role in the formation of the 

romance hypothesis as part of the American nationalist 

ideology engendered by the anti-Communist consensus in the 

cold war era. For this point, see Donald E. Pease 71-186 

and William Ellis. 

29. Frye's notion of romance, "a wish fulfilment or 

Utopian fantasy," is not identical with mine (Jameson 110). 

But it is similar to mine in that it also evades empirical 

reality. 

30. See also Jameson, The Political Unconscious 110-19; 

Jackson passim; and Hume passim. 

31. Philip Fisher claims that the reification of 

realism in America began in the late nineteenth-century, as 
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"[t]he campaign to purge the novel, generally by means of 

irony, of its sentimental texture . . . divides the novel 

into, on the one hand, a popular form of entertainment, and, 

on the other, a high art form in which the elimination of 

sentimentality is a central goal" (Hard Facts 92-93). 

32. There are at least two factors that determine the 

manner in which romance uncovers its subversive impulse, 

that is, the extent to which the peripheral social force 

challenges the dominant order and the way the fictional text 

deals with the centrifugal energy. Given the two 

determinants, as The Bostoriians exemplifies, romance's 

subversive impulse is disclosed explicitly, when the 

subordinate social energy—the feminist force in the case of 

The Bostonians—both is formidable enough to intimidate the 

dominant order seriously and is taken up as the immediate 

subject of the particular realistic novelistic narrative. 

At the risk of being reductive, it may be said that except 

for that instance, the romantic bent uncovers itself in an 

implicit manner, however variable the degree may be. As a 

corollary, my theorization in this chapter of the 

ideological workings of romance will be centered on those 

ordinary circumstances. This rather sloppy theoretical 

framework, however, turns out to be still useful for the 

exceptional instance. For, as will be shown in discussing 

the ending of The Bostonians, unless it is powerful enough 

to overthrow the dominant social order—if so, it does not 



49 

represent the peripheral force any more—the initially overt 

romantic energy eventually becomes contained in the order it 

has attempted to subvert and uncovers itself covertly. 

33. Addressing the ideological background of magical 

realism, Lois Parkinson Zamora argues: "In magical realist 

texts, ontological disruption serves the purpose of 

political and cultural disruption: magic is often given as a 

cultural corrective, requiring readers to scrutinize 

accepted realistic conventions of causality, materiality, 

motivation" (3, italics mine). For an account of the 

feminist use of fantasy for its subversive purpose, see 

Patrick D. Murphy, who suggests the fantastic as a mode for 

Cixous's conception of feminine writing. See Sandra M. 

Gilbert and Susan Guber 3-119, for the relation of feminism 

and fantasy in the late nineteenth century. See also Magali 

Cornier Michael 171-208, where fantasy in Angela Carter's 

Nights at the Circus is seen as a strategy for Utopian 

feminism. 

34. Regarding this point, Richard Harvey Brown argues: 

. . . realistic representations become true 

descriptions not by correspondence to their 

noumenal objects but by confirmity between the 

dominant ontology and the conventional methods of 

aesthetically representing it. Representations 

are regarded as realistic when their socially 

orthodox practices of writing and reading or 
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painting and viewing have become so familiar that 

they operate transparently. (135, italics mine) 

Realism's consolidating effect is a topic which has been 

much explored by Marxist critics. See Eagleton, "Text, 

Ideology, Realism" 162-72. See also Joseph Allen Boone 8 

and 26-27; Jackson 83; Rowe 153, 157, and passim; and Zamora 

3. 

35. To my knowledge, Jackson is the only critic who has 

conducted a full-scale study on the ideological interaction 

of the two modes. But her concern is centered on 

highlighting the subversive property of fantasy, not with 

the representational potential of fiction. 

36. For more instances, see Peter Brooks, The 

Melodramatic Imagination. 

37. For Bakhtin's account of polyphony, see Problems 5-

46 and 32-36 in particular where he comments on A. V. 

Lunacharsky's article "On Dostoevsky's xMulti-voicedness.'" 

38. For the notion of heteroglossia, see Dialogic 

Imagination 263. For accounts of the forces of the 

centripetal and the centrifugal, see Todorov, Bakhtin 58 and 

Wayne Booth xxi. 

39. For the shifts of concerns in psychoanalytic 

criticism, see Elizabeth Wright 114; Brooks, Reading for the 

Plot xiv; and Jay Clayton 114. Regarding Lacan's dictum, 

"the unconscious is structured like a language," see Four 

Fundamental Concepts 17-2 8 and "The Agency of the Letter in 
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the Unconscious or Reason since Freud" in Ecrits, an essay 

which "articulates, more fully than any other single essay . 

. . Lacan's fundamental thesis that the unconscious is 

^structured like a language'" (Muller and Richardson 160). 

For a general introduction to the use of psychoanalytic 

process for literary criticism, see Meredith Anne Skura. 

40. As Clayton has shown, the notion has been explored 

by such critics as Shoshana Felman, Jonathan Culler, Brooks, 

and Jameson. I add to this list Julia Kristeva, Jacques 

Derrida, Macherey, and Michael Riffaterre. As Susan 

Stanford Friedman points out, the notion was implicitly 

posited in the view of the text-as-psyche fostered by 

Kristeva's reversal of Lacan's dictum that "the unconscious 

is structured like a language" (6). See Kristeva, 

Revolution 13-106 and "The Bounded Text" and "Word, 

Dialogue, and the Novel" both in Desire. In "Freud and the 

Scene of Writing" Derrida writes: "The unconscious text is 

already a weave of pure traces, differences in which meaning 

and force are united—a text nowhere present, consisting of 

archives which are always already transcriptions" (211). 

Based on Althusser's concept of "symptomatic reading," 

Macherey addresses the essentially ideological nature of 

literary production and adopts the Freudian unconscious as 

the seat of repressed ideologies: 

This is why it seems useful and legitimate to ask 

of every [literary] production what it tacitly 
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implies, what it does not say. Either all around 

or in its wake the explicit requires the implicit: 

for in order to say anything, there are other 

things which must not be said. Freud relegated 

this absence of certain words to a new place which 

he was the first to explore, and which he 

paradoxically named: the unconscious. To reach 

utterance, all speech envelops itself in the 

unspoken. (85) 

Riffaterre also observes: "It seems more satisfactory to 

recognize that there is an unconscious of the text that 

works like the human unconscious" (xvii). For discussions 

of the notion by Felman, Culler, Brooks, and Jameson, see 

"Turning the Screw of Interpretation," "Textual Self-

Consciousness and the Textual Unconscious," Reading for the 

Plot 90-112, and The Political Unconscious, respectively. 

41. As Dylan Evans observes, for Lacan "language 

involves imaginary and real dimensions in addition to its 

symbolic dimension" (201). 

42. Regarding the representational potential of the 

literature of the unreal, Lacan's view of fantasy is 

suggestive. For Lacan, fantasy is "a construction allowing 

the subject to come to terms with this traumatic kernel," 

that is, the real which cannot be symbolized (2i2ek, 

"Object" 102). See also Slavoj 2izek, Looking Awry 6. 

43. It seems necessary here to note the ideological 
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domain of the Freudian unconscious which, as V. N. Volosinov 

exemplifies it, has, as the seat of instincts, been 

conceived customarily as nonverbal and thus free from 

ideology. As Lacan's rereading has evinced, however, it is 

closely related to language. See Volosinov 85. And for 

Volosinov's misunderstanding of Freud, see Neal H. Bruss 

120-23. 

44. For an example of the enactment of romance's 

deceptively subversive strategies, see Michael Davitt Bell's 

brilliant essay on The Scarlet Letter. 

45. See also Roland Barthes 32 and John Carlos Rowe, 

Ch. 4 and 120-23 in particular. 

46. In "The Art of Fiction" (1884), James writes: 

"xArt,' in our Protestant communities . . . is supposed in 

certain circles to have some vaguely injurious effect . . . 

It is assumed to be opposed in some mysterious manner to 

morality, to amusement, to instruction" (Essays 47). See 

also Jolly 1-19. James's realistic inclination is manifest 

in his admiration, spanning all his career, for some 

European realists, such as Gustave Flaubert, Ivan Turgenev, 

and Balzac in later years. See Theory of Fiction 303-05 and 

259-60 (Flaubert), 202-04 (Turgenev), and 79-82 (Balzac). 

47. Hawthorne's influence upon James is a much 

addressed topic. See, for instance, Richard H. Brodhead 

104-200 and Greenwald. 

48. James's critique of Hawthorne's romance is most 
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succinct when he argues that the latter's allegory is "apt 

to spoil two good things--a story and a moral, a meaning and 

a form" (Essays 366). See also Essays 362-65 and passim. 

49. As to this point, Rowe has an interesting view 

grounded in Bloom's "anxiety of influence" theory. 

According to him, "James's invention of a provincial and 

myopic Hawthorne" was to supersede the strong precursor with 

his modernism (148). Although Rowe's argument is cogent in 

his own way, I still believe that the key factor in James's 

critique of Hawthorne is the contemporary distrustful 

attitude to the unreal. For James's view of realism as 

moralistic, see his 1876 essay, "Charles de Bernard and 

Gustave Flaubert," where he states that "[e]very out-and-out 

realist who provokes serious meditation may claim that he is 

a moralist" (Theory of Fiction 304) . 

50. See also Greenwald; and Jameson, The Political 

Unconscious 133, where psychological realism is redefined as 

interiorized romance. 

51. For a discussion of the essentially ideological 

nature of the reason for this phenomenon, see Habegger, 

Gender 289-302. 

52. For the ideological aspect of James's late novels, 

see also David McWhirter, Desire and Love 9-10. For 

Porter's extended discussion of the point about James, see 

Seeing & Being 121-64. And for the point of "the plight of 

the participant observer" in the case of James's first-
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person narrative, see Jonathan Auerbach 118-71. 

'53. In 1984 Rowe observed: 

What is important in this account is simply the 

ambivalence he has provoked among feminists, 

ranging from what I would term ^studied neglect' 

to flagrant attacks and, more recently, to the 

beginnings of a recognition that James was a 

pioneer among the nineteenth-century writers in 

the representation of the psychological effects of 

woman's subordination in a patriarchal culture. 

( 8 8 ) 

It seems that the situation has not changed much in that few 

book-length studies have appeared since then. By contrast, 

it seems that in current James criticism the race issue is 

gaining popularity and is taking the center. As Susan M. 

Griffin has pointed out, before 1990 the race agenda was 

totally silenced in discussions of James (247). It budded 

when Morrison commented in her Harvard lecture (1992) on the 

black woman in What Maisie Knew (13-14). A full-scale 

debate was triggered by the publication of Kenneth Warren's 

Black and White Strangers (1993). In 1996 the first book-

length study, Henry James and the Writing of Race and 

Nation, has been published by Sarah Blair. 



CHAPTER 2 

THE PORTRAIT OF A LADY: A FAILED ROMANCE 

OF FEMININE SUBJECTIVITY 

In the Preface to the New York Edition, James traces 

the "germ" of his early masterpiece,1 The Portrait of a 

Lady, to "the sense of a single character, the character and 

aspect of a particular engaging woman" to whom all the other 

elements must be "super-added" {Art of Novel 42) . He makes 

clear that his intention in portraying the particular young 

woman, Isabel Archer, is to endow her with "the high 

attributes of a Subject" by "positively organising an ado" 

about her. And he defines the ultimate character of his 

heroine as "an intelligent but presumptuous girl" 

"affronting her destiny" {Art of Novel 48, italics mine). 

The novel's concern, indeed, is centered on Isabel's quest 

to be the subject of her own life through her initiation 

from an innocent young girl into a mature woman. As is 

often the case, however, the supposedly factual statements 

by the author himself are problematic, for, as will be 

discussed in detail later, Isabel's decision at the end of 

the narrative to return to the dismal marital life with 

Gilbert Osmond leaves room for incompatible readings of 

James's avowal that Isabel affronts, not confronts, her 

56 
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destiny. Focusing on some narrative ambivalences and 

anomalies in the text, surrounding the reason for the 

return, this chapter addresses the working in The Portrait 

of a Lady of conflicting ideologies in James's time of 

marriage and related matters, such as sexuality and divorce. 

For the novel is essentially a story of courtship (the first 

half) and marriage (the second half), and, more 

significantly, the latter plays a fatal role in the 

formation of Isabel's subjectivity, the central concern of 

the novel. 

The Portrait of a Lady is a puzzling text that "opens 

with the question of whether or not a woman must marry, but 

moves quickly, conservatively, to the question of whom she 

will marry" (Niemtzow 392). Moreover, Isabel's attitudes 

before and after marriage change so drastically that they 

seem aberrantly unconvincing. While she remains single, 

Isabel is an individual who is proud of herself, liberal, 

often subversive, and independent, and who defiantly asserts 

her belief in free will. Genealogically, as the "self-

reliant representative of imperious American femininity," 

she is an avatar of the Emersonian transcendental "self" 

(Porte 2). In the text, Isabel's independent spirit is 

given special emphasis, even before she makes her first 

appearance. In the conversation between Mr. Touchett, Ralph 

Touchett, and Lord Warburton at the afternoon tea with which 

the narrative begins, Isabel is introduced in a vague manner 
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without anybody knowing who she is exactly. Against such a 

nebulous backdrop, however, her independent character is 

foregrounded and thus is very effectively highlighted. In 

addition, at its very outset, the narrative intimates that 

it will center its concern on the development of the 

particular spirit of its yet unknown heroine, when Ralph 

says: "But who's ^quite independent,' and in what sense the 

term usedl--that point's not yet settled" (italics mine).2 

Isabel's subversively liberal temperament discloses 

itself most evidently when she discusses with Mr. Touchett 

Warburton's staggering position to the revolution, according 

to Ralph. Speaking of revolutionaries, including the 

English Lord, she observes: "Oh, I do hope they'll make a 

revolution! . . . I should delight in seeing a revolution" 

(76). Isabel's pride in herself is explicit in her response 

to Casper Goodwood's oppressively aggressive first proposal 

in England: ". . . 1 try to judge things for myself . . . I 

don't wish to be a mere sheep in the flock; I wish to choose 

my fate and know something of human affairs beyond what 

other people think it compatible with propriety to tell me" 

(172). Given these strong temperamental characteristics, it 

is not surprising that she assumes a defiant attitude toward 

marriage in her aspiration to be the subject of her own life 

free from any kind of constraint, including the domestic 

one. As to marriage, the maiden Isabel thinks that "a woman 

ought to be able to live to herself, in the absence of 
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exceptional flimsiness" and that "it [i]s perfectly possible 

to be happy without the society of a more or less coarse-

minded person of another sex" (55). 

Armed with such a liberal spirit, Isabel comes to 

England to expand her consciousness by seeing for herself 

the "strange, unseen . . . side" of life, "a region of 

delight or of terror" (23). Almost as soon as she arrives 

in England, however, she becomes involved in the marriage 

business, as she looms as the possible bride of Warburton. 

And, as Annette Niemtzow has observed, she, curiously 

enough, puts herself in a situation in which to decide "whom 

she will marry." This perplexingly abrupt change in 

Isabel's attitude to marriage is significant in two 

respects. Firstly, with little evidence provided in the 

text for elucidating a reason, the change points to 

something unspoken in the narrative, that is, the 

inevitability of the majority of women's subjection to men 

through the conjugal bond in James's contemporary rigidly 

gendered patriarchal society. Secondly, the silenced socio-

cultural context is in turn indicative of the ideological 

interplay between the two main modal strains in fictional 

representation of realism and romance, in which is inscribed 

a political domain of the novel, that is, the conflict in 

James's time of competing ideologies regarding marriage. 

Since the beginning of the history of mankind, marriage 

has been an established custom as "the individual union of 
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two spouses for affective or procreative purposes" (Stone 

6). As history unfolds, however, it has been mediated by a 

variety of ideologies of particular historical periods and 

has been institutionalized by the necessity, especially, of 

those of dominant social groups. Of those ideologies, the 

most prominent and enduring is, of course, that of 

patriarchy, which, still maintaining its supremacy, has 

taken advantage of the marital custom for consolidating its 

order by subordinating women (the wife) to men (the husband) 

in the smallest social unit of family. In the eighteenth-

and nineteenth-centuries the male-centered social structure 

was fortified by the expansion of industrial economy, which 

almost eliminated the demand for the labor of middle-class 

women, valued in agricultural economy, and thus concentrated 

economic power on the male members of the society. As a 

corollary, marriage in that period served as a means of 

reinforcing its patriarchal bourgeois order. It was, 

therefore, not only individuals' voluntary commitment to 

affection and procreation but also an act encouraged or, in 

a sense, virtually imposed by society. Hence a number of 

critics' as well as historians' attention to the ideological 

realm of the institution. Tony Tanner, for instance, even 

claims that "[f]or bourgeois society marriage is the all-

subsuming, all-organizing, all-containing contract. . . . 

It is the structure that maintains the Structure" (Adultery 

15) .3 
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For the purpose of consolidating its order, patriarchy 

has deployed strategies relating to marriage. Of those, one 

of the most significant is to exploit the romantic ideal of 

marriage: 

. . . each desiring subject is destined to meet 

the one perfect love-object "made" for him or her; 

the perfect end of love is everlasting union with 

that individual; love will strike at first sight; 

sexual love transcends all material concerns; 

emotions are more valuable than reason in matters 

of the heart. (Boone 6-7) 

Grounded in the tactics of displacing the social by the 

individual, this strategy works in two ways. Firstly, it 

"glosses over the contradictions, the inequities, concealed 

in the institution of marriage itself" by promoting "the 

wedlock ideal as a natural, rather than socially 

constructed, phenomenon" (Boone 9, 7). Thereby it, in 

effect, naturalizes the subjection of women to men. 

Secondly, flaunting the private domain of conjugality, it 

seeks to keep its "function as part of the ideological 

apparatus ensuring [patriarchal] social stability" from 

being detected by the individuals (Boone 7). Under these 

ideologically manipulated circumstances, women may hardly 

have any other option than to be a wife in choosing their 

way of life. In late nineteenth-century England, such 

controlling social mechanisms were still operating 
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successfully and affected the consciousness and action of 

women to a great extent, although they were being questioned 

and challenged by the then growing feminist movement. The 

sudden change in Isabel's attitude to marriage may find its 

reason in this historical context. 

As noted, the narrative gap between the two contrasting 

Isabels indicates the coexistence of romantic and realistic 

impulses in the novel and provides an excellent instance in 

which to see the ideological interplay between realism and 

romance and, in particular, the latter's deceptively 

subversive politics. As to the first point, Rowe's 

comparison of The Scarlet Letter and The Portrait of a Lady 

is suggestive: the latter, Rowe says, is "James's great 

translation of Hawthorne's romantic themes [in The Scarlet 

Letter] into James's realism" (32).4 As Mary K. Ventura 

evinces, indeed, both modes or "genres" in Ventura's own 

taxonomy are present in the narrative and affect its 

"structure, aesthetic, and meaning" (37). Although her 

primary concern, unlike mine, is with the two genres' 

relation to the novel's structure, Ventura, in her article 

"The Portrait of a Lady. The Romance/Novel Duality," makes 

some valuable points. For example, she argues that "the 

romance/novel blend" justifies the critical point in reading 

James's text of "the [structural] hiatus between Isabel's 

marriage and her disillusionment with it" through which 

James "permits the romance to end and the novel to begin" 
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(37). And the blend, she contends, allows James to 

establish "in a single character a dialectical vision which 

is an integral part of the craft of The Portrait of a Lady" 

(49) . 

Whether it is authorially intended or not, representing 

the then emergent feminist spirit of freedom from the 

constraints of the conjugal bond, Isabel's original defiant 

attitude to the institution of marriage challenges the 

dominant patriarchal order unilaterally oppressive to women. 

Yet, as The Scarlet Letter conceals from contemporary 

Puritans its energy subversive to prevalent puritanic sexual 

morals by having the rebellious Hester Prynne wear on her 

bosom the socially stigmatized letter, The Portrait of a 

Lady disguises the subversive impulse in it, embodied by its 

romantically liberal heroine's defiance of conjugality, by 

putting her in the realistic situation of selecting her 

spouse against the grain of her usual attitude. On the 

other hand, the realistic impulse in the text suppresses 

Isabel's challenge by making her comply with the convention 

of courtship and, eventually, with the legitimate 

institution of marriage and thereby seeks to consolidate the 

dominant patriarchal order. 

With regard to Isabel's courtship, the deceptively 

subversive politics of romance is uncovered by her 

persistent pursuit of freedom in selecting her spouse. 

Coming to Europe, Isabel is surrounded by three suitors, 
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Warburton, Casper, and Gilbert,5 or four, including Ralph, 

who is virtually excluded from the possible suitor due to 

his ill health. She rejects the first two and accepts 

Gilbert for the essentially same reason, that is, her fear 

of losing her individual autonomy. In her relationship with 

the English Lord, Isabel at first is attracted to him for 

his good manners and advanced ideas. As the relationship 

develops, however, she becomes uncomfortable with him 

because of his aristocratic background which, she feels, 

will force her to live on his terms, if she should marry 

him. Isabel's fear of losing her freedom, requisite for her 

being the subject of her own life, is evident in her 

thinking about Warburton before her rejection of his 

proposal: 

He appeared to demand of her something that no one 

else, as it were, had presumed to do. What she 

felt was that a territorial, a political, a social 

magnate had conceived the design of drawing her 

into the system in which he rather invidiously 

lived and moved. A certain instinct, not 

imperious, but persuasive, told her to resist--

murmured to her that virtually she had a system 

and an orbit of her own. (108, italics mine) 

As the passage suggests, in rejecting the English Lord, 

marriage to whom will furnish such enormous benefits— 

financial, political, and social—as to be irresistible, 
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Isabel goes through an inner conflict between freedom and 

security that is not easily resolvable. But she chooses 

freedom and answers to Warburton's question, "Do you call 

marrying me giving up?": "Not in the usual sense. It's 

getting—getting—getting a great deal. But it's giving up 

other chances" (140, second italics mine). In a 

conversation with Ralph, therefore, she denies the 

possibility of her marriage to Warburton and declares: "I 

don't want to begin life by marrying. There are other 

things a woman can do" (160). Isabel's judgment turns out 

to be correct, if we consider the fact that "nineteenth 

century English women from the higher ranks lost freedom by 

marriage more thoroughly than in other countries" (Mason 

116). In this regard, the two maiden Warburton sisters' 

submissive attitudes are noteworthy.6 

•While she rejects the English Lord for his high social 

background, Isabel turns down Casper's proposal on the 

personal level. Tanner is succinct on this point: "Casper 

Goodwood suggests oppression, coercion, and constraint on 

the plain physical level. Lord Warburton with his complex 

social relations and obligations suggests immobilisation on 

the social level" ("Fearful Self" 207-08) .7 The reason for 

her repellent attitude toward the young American businessman 

is explicit in her thought when he first appears in England. 

After reading Casper's missive informing her of his arrival 

in England, Isabel considers: 



66 

There was a disagreeably strong push, a kind of 

hardness of presence, in his way of rising before 

her. . . . The difficulty was that more than any 

man she had ever known, more than poor Lord 

Warburton . . . Casper Goodwood expressed for her 

an energy—and she had already felt it as a power-

-that was of his very nature. . . . She might 

like it or not, but he insisted, ever, with his 

whole weight and force. (122, italics mine) 

In other words, she is afraid of "the influence he had upon 

her" which, she conceives, may "deprive her of the sense of 

freedom" (121, 122). As a corollary, she rejects Casper's 

proposal and argues: "I don't need the aid of a clever man 

to teach me how to live. I can find it out for myself" 

(168) . 

Yet, her emotional state is not simply one of 

opposition to him because she is simultaneously attracted to 

his manliness. Indeed, she has liked him since they were in 

America, a fact made clear in her thinking when he visits 

her Albany house "expressly to see her": "He was the finest 

young man she had ever seen . . . he inspired her with a 

sentiment of high, of rare respect" (35). Isabel's split 

mind is manifest when she turns down Casper's proposal. 

Confronting her outwardly obstinate will to be free from 

himself, Casper says that he will withdraw his proposal for 

two years and puts out his hand to say good-bye. Regarding 
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her response, the narrator reports: "As she took his hand, 

she felt a great respect for him; she knew how much he cared 

for her and she thought him magnanimous. They stood for a 

moment, looking at each other, united by a hand-clasp which 

was not merely passive on her side" (173, italics mine). 

And with regard to her action after he leaves the hotel 

sitting-room, we are told: "She stood still a little longer, 

and then, by an irresistible impulse, dropped on her knees 

before her bed and hid her face in her arms" (174, italics 

mine). Isabel's split mind, crystallized by the 

"irresistible impulse," indicates the degree to which she is 

subjected to the conflict inside her between desire for 

Casper's manliness and freedom from his oppressiveness. As 

this incident and her repeated rejection of Casper in 

Florence just before her marriage to Gilbert evince,8 

however, she, as in the case of Warburton, chooses freedom. 

It is noteworthy here that Casper, who as a masculine 

stereotype "expresse[s] for her an energy" which, she feels, 

is "a power," is more difficult for Isabel to resist than 

the English Lord (122, italics mine). This point is 

significant in several respects. First of all, it indicates 

the fact that the hitherto unequal relationship between 

women and men originates from the private domain. It 

thereby suggests a direction the feminist movement should 

take, that is, reform from within the family system. This 

is not to deny the value of family but to point out the fact 
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that there has existed a power relationship between the 

husband and the wife, the primary object of feminist reform 

that has rather successfully been veiled until recently by 

the flaunting of the romantic ideal of marriage. Besides, 

it may account for a reason for the difference in the weight 

given in the novel to Casper and Warburton. While Casper 

maintains his significance to the very end of the narrative, 

Warburton is rendered somewhat ludicrous in the second part 

as a suitor of the heroine's step-daughter. For his main 

role in the narrative, namely, the possible spouse of the 

central figure, is used up in the earlier part. 

Isabel's marriage to Gilbert is an action 

overdetermined. Firstly, she marries him because of her 

ignorance, that is, her "inability to tell the factitious 

from the real," the reason "why James has sent her to 

Europe" (Porte 15). Temperamentally idealistic and 

inexperienced, she constructs Gilbert to her own ideal and 

is blind to his essentially vile character.9 Her 

idealization of Gilbert is evident when she defends him 

against Ralph's correct characterization of her future 

husband as "a sterile dilettante" (374). She argues in a 

defiant manner: "Mr. Osmond makes no mistakes! He knows 

everything, he understands everything, he has the kindest, 

gentlest, highest spirit" (376). As a corollary, she cannot 

discern Gilbert's strongly possessive, anti-feministic 

inclination, even if he makes it explicit: "A woman's 
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natural mission is to be where she's most appreciated" (285, 

italics mine). He, indeed, sees Isabel not as a human 

subject but as an artistic object, "some curious piece in an 

antiquary's collection," to be appreciated by himself 

(352) .10 Besides, Isabel's idealization of the villainous 

dilettante makes her think of him as "a man who has borne 

his poverty with such dignity, with such indifference" and 

thereby keeps her from seeing his mercenary motive in 

marrying her (375). Gilbert's mercenary intention is hinted 

at when he speaks to Isabel about his financially difficult 

life: "I used to have morbid, sterile, hateful fits of 

hunger, of desire. Now I'm really satisfied, because I 

can't think of anything better" (381, italics mine). It is 

uncovered in a conversation between Madam Merle and Countess 

Gemini who may serve as an indicator of her brother's real 

character because of her simple—that is, without any 

political purpose—critical attitude to him. Against 

Merle's patronizing of her brother regarding his possible 

marriage to the ignorant Isabel, Gemini says sarcastically: 

"To wait for Miss Archer's money? How much of it is there?" 

(294). And it is made clear when the Countess answers 

Isabel's question why Gilbert did not marry Merle: "Because 

she had no money" (595). With regard to this point, 

Niemtzow contends: "The marriages in The Portrait of a Lady 

are centered in money and are the means by which people seek 

to advance themselves in society" (390). 
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The second reason for Isabel's marriage to Gilbert is 

her strong desire for paternal affection, or "the strong 

paternal protection she has never known," because the late 

Mr. Archer was liberal and rather irresponsible to his 

children (Habegger, Gender 73). This is a very cogent view 

from the perspective of psychoanalysis, for in 

psychoanalytic terms desire is the product of lack. That 

Isabel has been thirsty for her father's love is fortified 

by her naive worship of him: "It was a great felicity to 

have been his daughter; Isabel rose even to pride in her 

parentage" (32). The degree to which she is emotionally 

attached to her father is indicated by the fact that she 

wears black "more than a year" after his death, whereas she 

discards "the tokens of mourning" within six months when her 

child dies (17, 425). This view may elucidate a reason for 

both Isabel's somewhat puzzlingly docile attitude, 

contradicting her usual defiant manner, as evinced in the 

cases of Warburton and Casper,11 and, more significantly, 

her enchantment with Gilbert on her first visit to his 

apartments on Bellosguardo, which, I would argue, affects 

her decision to marry him to a great extent. During the 

visit, Isabel witnesses a curious sight in which the 

fifteen-year-old Pansy is childishly entwined with her 

father. This sight, I believe, awakens her desire for 

paternal affection and makes her "mimic the feelings that 

presumably possess the serene daughter" (Habegger, "Woman 
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Business" 151). As a corollary, she "wait[s], with a 

certain unuttered contentedness, to have her movements 

directed" (280, italics mine). Isabel is contented at this 

moment, because she mistakes Gilbert's absolute possession 

of Pansy, which anticipates her destiny after marriage to 

him, for a token of his selfless love for his daughter. 

The third reason for Isabel's marriage to Gilbert is 

somewhat contradictory to the second one. For, as she 

herself realizes in the famous midnight vigil scene, it is 

based on the so-called maternal instinct of protectiveness. 

In her meditation on her marital life with Gilbert just 

after discordance with him concerning Pansy's marriage to 

Warburton, she concludes that "she had not read him right." 

And she analyzes the possible reasons for her misjudgment of 

him and finds that "the most striking of [Gilbert's] 

figures" was that "he was poor and lonely" (463) and that it 

forcefully appealed to "a kind of maternal strain—the 

happiness of a woman who felt that she was a contributor, 

that she came with charged hands" (464)—in her and thereby 

made her decide to "launch his boat for him" (463). In this 

regard, Gilbert's pretendingly humble and renunciative 

stance to life in his first encounter with the inexperienced 

Isabel turns out a very effective strategy for capturing her 

mind. In answer to her question "I don't see why you should 

have renounced," he says: "Because I could do nothing. I 

had no prospects, I was poor, and I was not a man of genius. 
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I had no talents even; I took my measure early in life. I 

was simply the most fastidious young gentleman living" (286, 

italics mine). What is noteworthy about Isabel's somewhat 

internalized feminine sympathy for the slyly helpless 

Gilbert is that it points to the degree to which the 

construction of womanhood, or the female gender role, in the 

Victorian age—"nurturer, mother, even savior and domestic 

^providence'"— was successfully permeated in the female 

consciousness and blocked the formation of women's 

subjectivity as independent individuals (Habegger, Gender 

70). In this context, Habegger's following argument is very 

suggestive: " . . . although Isabel flatters herself that she 

is not as other women are . . . Isabel does indeed share the 

tendency so common and so admired in contemporary women's 

fiction of mistaking maternal protectiveness for love" 

(Gender 70). Habegger's attention to the popularity of "the 

tendency" in women's fiction in the Victorian period again 

indicates how widely the constructed definition of the 

female gender role spreaded in contemporary society.12 In 

the text this view is reinforced by Isabel's realization in 

the midnight vigil scene that her affection for Gilbert, 

grounded very much in her sympathy for him, was 

"hypocritical," implying the probability that her 

sympathetic feelings were imposed, if not totally, by the 

normative notion of womanhood (465). 

Isabel's midnight vigil provides a critical clue to 
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considering the cause of her marriage to Gilbert. As noted, 

analyzing her motives in having married Gilbert, she is 

awakened to the fact that her affection for him was not 

genuine. Just after this awakening, she realizes that her 

real, or primary at least, concern in having chosen the 

present husband was not with him but with herself: "Yes, she 

had been hypocritical; she had liked him so much. She had 

too many ideas for herself" (465, second italics mine). 

Considering the reasons for her rejection of both Warburton 

and Casper, it is not difficult to conjecture that the "too 

many ideas" are centered on her pursuit for freedom in order 

to be the subject of her own life. Although all the three 

factors discussed above, along with other unspecified 

possible ones, are incorporated in her final decision, 

Isabel's aspiration for freedom, I would argue, is crucial 

to her choosing Gilbert. As Habegger points out, indeed, 

Isabel thinks of Gilbert as "a possible mate" because "he 

lacks the fundamental tokens of masculinity—a career, a 

visible occupation, a place in the world of men," which may 

impose constraints on her (Gender 73, 72). In the text, 

Isabel's own view of Gilbert pinpoints what she wants from 

him: she refers to him as "a perfect nonentity," trying to 

dissuade Casper's persistent desire to marry her (356). She 

again uncovers the reason for her inclination for him in a 

conversation with Ralph: she describes Gilbert as a person 

who has "no property, no title, no honours, no houses, nor 
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lands, nor position, nor reputation, nor brilliant 

belongings of any sort." And she goes on to say that 

"[i]t's the total absence of all these things that pleases 

me" (376, italics mine). In short, Isabel marries Gilbert 

because "she desires to marry and at the same time go free 

and retain the total (and impossible) autonomy she 

innocently dreams of" (Habegger, Gender 12) . 

Clearly, that which underlies Isabel's choice of her 

spouse is her aspiration for freedom from constraints 

marriage may bring about, in order to be the subject of her 

own life. Her eclectic attitude toward marriage, uncovered 

by both her decision, in effect, to comply with the socially 

legitimate institution oppressive to women and her 

concurrent persistent pursuit of freedom from marital 

restraints manifested by her choice of the seemingly least 

possessive Gilbert, again provides a good instance in which 

to see the ideological interplay between the two modal 

strains in fictional representation of realism and romance. 

Representing the oppressive realistic force in the narrative 

and constituting the text's conscious level, Isabel's 

decision to marry suppresses her liberal spirit and 

consolidates the normative custom of conjugality. On the 

other hand, standing for the narrative's romantic impulse 

and constituting the unconscious terrain of the text, 

Isabel's covertly obstinate will to resist conjugal 

constraints challenges and undermines the legitimate 
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institution. It thereby enacts romance's deceptively 

subversive politics and demonstrates how insistent its 

subversive force is. This interplay of the ideologically 

antithetical two modal strains in the text is indicative of 

and reproduces the conflicts of competing ideologies 

surrounding the institution of marriage in late nineteenth-

century England. 

The ideological interaction between the realistic force 

and that of romance is still at work in the narrative after 

Isabel's marriage. As noted, Isabel marries Gilbert, since 

he seems to allow her to follow her own free will. Despite 

such a liberal spirit with which she begins her marital 

life, curiously enough, she subordinates herself completely 

to her husband at least in the early period of her marriage, 

suffering a "sense of darkness and suffocation" and doing 

"her best to be what he would like" (468, 462). Her total 

subjection to Gilbert's "rigid system" is hinted at by 

Ralph's acute observation of her changes after becoming 

Gilbert's wife (468). Seeing her for the first time since 

her nuptial, he is surprised at her transformation in a 

direction he could not anticipate and thinks that "she 

represent[s] Gilbert Osmond" (427). Isabel's subaltern 

state is made evident by the narrator's comment on her 

attitude toward her husband, when she has a serious conflict 

with him regarding her visit to Ralph: "She had not as yet 

undertaken to act in direct opposition to his wishes; he was 
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her appointed and inscribed master" (503, italics mine). 

Isabel's servilely submissive attitude evinces how 

oppressive the realistic antifeminist force in the narrative 

is. And like her "hypocritical" sympathy for Gilbert, it 

indicates the extent to which the patriarchal construction 

of womanhood was successfully saturated in the Victorian 

female consciousness. 

Yet, the subversive force of romance also operates in 

the narrative through Isabel's rebellion, albeit covert, 

against her oppressive husband. Isabel's revolt against 

Gilbert is inseminated by discordance between her and him as 

to Pansy's marriage to Warburton. And its primeval form 

takes shape in her midnight vigil in which she reaches a 

disillusionment with "Osmond's beautiful mind," discerning 

"his faculty for making everything wither that he touche[s]" 

and "the magnitude of his deception" (466, 461, 465). She 

also realizes in the night that what he has wanted from 

marrying her is the possession of her—"Her mind was to be 

his"--and that her choice of Gilbert has, to the contrary of 

her expectation, led her to "realms of restriction and 

depression" (469, 461). Isabel's rebellious spirit makes 

its first bold appearance when she has conflicts with 

Gilbert because of her visit to Ralph during his stay in 

Rome. Analyzing the cause of her husband's aversion to her 

cousin, she perceives that it is that Ralph is "an apostle 
% 

of freedom" who, Gilbert thinks, instigates in her the sense 
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of absolute freedom. Then, she says to herself: "It was 

just because he [Ralph] was this [an apostle of freedom] . . 

. that it was a refreshment to go and see him" (503). More 

significantly, in this incident she suspects for the first 

time her thitherto firm belief that her husband is "her 

appointed and inscribed master." As a corollary, Isabel 

enacts her revolt by going to England against Gilbert's will 

to see the dying Ralph after she knows through Gemini about 

Gilbert's intimacy with Merle.13 

The ideological struggle in the narrative between the 

realistic force and that of romance surrounding the 

institution of marriage, as will be shown later and 

illuminated from some different points of view, like 

sexuality and divorce, culminates at Gardencourt, where 

Isabel's last encounter with Casper occurs. Not knowing 

"where to turn," that is, unable to determine whether she 

should return to Gilbert or not, Isabel stays at the 

Touchett estate in a helpless situation (641). At this 

crucial moment, Casper shows up and, in effect, entices her 

to break the marriage sacrament by providing her with an 

escape from her essentially broken marital life with 

Gilbert.14 Isabel's helpless state discloses itself, as she 

assumes an exceptionally submissive attitude toward Casper: 

". .•. she listened to him as she had never listened before; 

his words dropped deep into her soul" (640). And she feels 

that "she ha[s] never been loved before" (642). In such a 
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desperate situation, it is irresistible for her to surrender 

herself to her desire for an escape readily provided by 

Casper: " . . . this [feeling about Casper] was the hot wind 

of the desert, at the approach of which the others dropped 

dead, like mere sweet airs of the garden. It wrapped her 

about; it lifted her off her feet, while the very taste of 

it, as of something potent, acrid and strange, forced open 

her set teeth" (642). And she believes that "to let him 

take her in his arms would be the next best thing to her 

dying" (644). Curiously enough again, however, Isabel flees 

from Casper's passionate kiss and sees "a very straight 

path" for her to follow, that is, her return to Gilbert, her 

socially acknowledged master, with which the narrative ends 

(644). 

What is noteworthy at this point is Isabel's sexually 

split attitude apparent in the kiss scene. It is 

significant in that, symptomatic of conflicts in 

contemporary changing sexual mores, it eventually points to 

the extent to which the Victorian female consciousness was 

affected by the ideological construction of female sexuality 

by the dominant patriarchal order and thereby is inseparably 

tied up with her final compliant decision. As shown 

earlier, in at least two instances before her marriage, 

Isabel renders herself divided between her desire to be free 

from Casper's oppressively strong masculinity and that to 

surrender herself to it indicated by her bursting into tears 
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on both occasions after Casper leaves her (174, 359). After 

marriage, in the kiss scene, her sexually split mind 

reiterates itself. Although just before his bold action she 

asks Casper to leave her alone, she becomes immersed in the 

action when she feels his lips on her own: "His kiss was 

like white lightening, a flash that spread, and spread 

again, and stayed" (644). As the moment passes by, however, 

she all of a sudden checks her aroused sexual drive and 

flees from Casper. 

Isabel's sexually ambivalent attitude has brought about 

two incompatible critical responses, namely, the passionate 

position, which concentrates its concern on affirming her 

sexual desire, and the inhibited position, which sees her as 

a frigid woman.15 I discredit the latter, for the text 

provides evidence ample enough to contradict it. For 

example, as shown earlier, when Casper is about to leave the 

hotel sitting-room after her rejection of his proposal, she 

looks at him for a moment, united to him by "a hand-clasp 

which [i]s not merely passive on her side" (173). Moreover, 

the strong sexual innuendo in her feelings about Casper just 

before the kiss scene makes evident that she is far from 

being frigid: "It [Her hot feeling about Casper] wrapped her 

about; it lifted her off her feet, while the very taste of 

it, as of something potent, acrid and strange, forced open 

her set teeth" (642).16 Then, why does the sexually aroused 

Isabel flee from Casper's passionate kiss? Three answers to 



80 

this question may be singled out, two of which have nothing, 

or little, to do with the matter of sexuality. Firstly and 

most visibly, as her thinking during the kiss reveals, she 

checks her awakened bodily desire because of her persistent 

aspiration for freedom to which Casper's possessive 

masculinity, she conceives, is antagonistic: " . . . while 

she took it, she felt each thing in his hard manhood that 

had least pleased her, each aggressive fact of his face, his 

figure, his presence, justified of its intense identity and 

made one with this act of possession" (644, italics mine). 

This, however, is a minor reason, for she returns to Gilbert 

who, as she has realized in the midnight vigil scene (469) , 

is not less possessive than Casper. The second answer, 

which, I believe, constitutes the main reason for Isabel's 

resistance to Casper's formidable physical appeal, is, as 

will be shown later, her firm belief in the inviolability of 

the marriage bond. Armed with such a faith, she cannot help 

repressing her adulterous bodily desire. 

The last answer to the question why Isabel flees from 

her awakened sexual drive has to do with what Nancy F. Cott 

identifies as the "passionlessness" ideology: " . . . there 

was a traditionally dominant Anglo-American definition of 

women as especially sexual which was reversed and 

transformed between the seventeenth and the nineteenth 

centuries into the view that women (although still primarily 

identified by their female gender) were less carnal and 
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lustful than men" (221, second italics mine) .17 In the late 

nineteenth century Victorian society, i.e., after I860,18 

the "stale ideology insisting women de-emphasize their 

sexuality to gain equal footing with men" was being 

challenged by contemporary 'feminists "working to legitimize 

a woman's sex drive" (Hochenauer 19). This ideological 

change, coupled with the instinctual force, may account for 

Isabel's bold (amidst the Victorian sexual mores) sexual 

arousal evident in her aforementioned thinking just before 

the kiss scene that is infused with strong sexual innuendos 

(642). Despite such a growing challenge, the 

"passionlessness" position was still dominant as the 

"central tenet of Victorian sexual ideology" (Cott 220). As 

a corollary, Cott continues, "the middle-class moralists 

made female chastity the archetype for human morality" 

(223) .19 Given such a social context, it is no wonder that 

the sexually aroused Isabel is threatened by the dominant 

sexual ideology almost internalized in her and checks her 

"immoral" bodily desire.20 Although it may seem a distant 

cause of Isabel's divided sexuality, as Hochenauer contends 

(20, 22), the change in the ideological stance toward female 

sexuality plays a vital part in both the arousal and her 

resisting of her sexual drive, along with her sacramental 

view of marriage in the latter instance.21 

Isabel's split sexuality is symptomatic of the 

ideological struggle in the late Victorian age regarding 



82 

female sexuality waged between the dominant realistic 

"passionlessness" position and the emergent romantic 

ideology claiming the liberation of female sexual desire. 

In this light, her rejection of Casper's male sexuality, 

which, in effect, rejects her own,22 indicates how 

oppressive the realistic force in the novel is and, as noted 

earlier, is inseparably tied up with her final submissive 

decision to return to her "master." On the other hand, the 

narrative ambivalence surrounding the reason for Isabel's 

withdrawal from Casper's passionate kiss points to the 

insistence of the romantic impulse in the narrative 

subversive to the dominant "passionlessness" ideology and 

serves as a locus in which lurks the centrifugal force. 

As noted, the narrative ends with Isabel's somewhat 

mysterious, epiphanic vision of "a very straight path." And 

the text does not provide any definite clues to the specific 

reason(s) for Isabel's final decision to return to the 

oppressive Gilbert: "In a way unusual in James's works, the 

image here is left to express the whole meaning; there is 

none of the help so often provided by somebody's analytical 

comment or interior monologue" (Krook 364). Crucial to 

interpreting the whole narrative, this ambivalent ending of 

the novel—ambivalent in that it makes possible two 

incompatible readings of it—has entailed a variety of 

critical views, which may be largely divided into two 

groups. Critics belonging to the first one even denigrate 
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the ending itself and argue that Isabel could have chosen 

something other than the return, such as "walk[ing] out into 

freedom (like Nora in A Doll's House, presumably), go[ing] 

in for charitable works (like Dorothea Brooke in 

Middlemarch), or even perhaps takfing] a degree and 

becom[ing] a pioneer in women's education" (Krook 357). The 

second group, which in turn diverges into two categories, 

agrees that Isabel's return to Gilbert renders the ending 

proper and genuine. I discredit the former, for "the 

context, historical and dramatic, in which Isabel Archer's 

final decision is made . . . absolutely proscribe[s] any 

xend' to her life other than marriage" (Krook 357). 

It is helpful at this point to introduce some 

historical facts concerning the institution of divorce in 

late nineteenth century England. For, as Dorothea Krook 

points out, the fallacy of those critics who slander the 

novel's ending "springs from a preconception . . . namely, a 

disposition to take too emancipated a view of the marriage-

bond and the ^naturalness' of divorce" (358). In Road to 

Divorce: England 1530-1987, Stone observes: "Before the 

early twentieth century, it is by and large true to say that 

virtually the only causes for separation or divorce in the 

West were adultery, or desertion for seven years or more" 

(7). In England divorce was officially legalized for the 

first time in 1857 by the passage of the Divorce Act.23 As 

statistical numbers indicate, however, it "had little real 
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effect on the incidence of divorce until the First World 

War": "In 1911 the number of divorces was still below 1,000 

a year, out of a population of 6.6 million married couples" 

(Stone 6) ,24 Under these circumstances, it would be 

virtually impossible for Isabel to consider divorce as a 

choice, however miserable her marital life with Gilbert 

might be. Moreover, as Morgan points out, "[d]ivorce or 

separation would be impossible to obtain from a man like 

Osmond, and a comfortable separate domicile would be a 

financial impossibility without his cooperation" (18). For 

"wives . . . were granted full control over their own 

property" only after the passage of the Married Women's 

Property Acts of 1870, 1874, and 1882 (Stone 390).2S Given 

such contextual factors, the argument that the fiction could 

end otherwise loses its ground. 

Besides, as Krook claims, the text's "dramatic" 

context, that is, Isabel's stance towards marriage, forbids 

her to divorce Gilbert. Isabel's solemn and almost 

sacramental view of the marital bond is disclosed at several 

points of the narrative. It uncovers itself most 

dramatically in her thoughts when Gilbert opposes her visit 

to Ralph during his stay in Rome. As noted earlier, 

confronting this objection, she realizes that the reason for 

Gilbert's marriage to her is, to the contrary of her 

expectation, to possess her, and questions for the first 

time her thitherto firm belief that her husband is her 
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"master." Just after the suspicious moment, however, her 

internalized view of "the traditionary decencies and 

sanctities of marriage" checks her: " . . . constantly 

present to her mind were all the traditionary decencies and 

sanctities of marriage. The idea of violating them filled 

her with shame as well as with dread, for on giving herself 

away she had lost sight of this contingency in the perfect 

belief that her husband's intentions were as generous as her 

own" (503). This stance is reiterated after a dispute 

between Isabel and Gilbert regarding her visit to England to 

see the dying Ralph. Having encountered again her husband's 

callous opposition, she is extremely distressed in her room, 

but thinks: " . . . yet they were married, for all that 

[disharmony], and marriage meant that a woman should cleave 

to the man with whom, uttering tremendous vows, she had 

stood at the altar" (589). Such a compliant attitude on 

Isabel's part toward the institution of marriage "makes it 

abundantly clear that divorce would be for her the least 

natural form of deliverance from her predicament" (Krook 

358) . 

In this regard, Gilbert's mentioning during the dispute 

of the inviolability of conjugality turns out to be an 

extremely effective strategy to tighten Isabel's loosening 

tie to him, as the above citation demonstrates: "I take our 

marriage seriously; you appear to have found a way of not 

doing so. I'm not aware that we're divorced or separated; 
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for me we're indissolubly united" (585). And it plays a 

vital part in making her final decision, as Krook asserts 

(362) ,26 As a corollary, at a point during her stay at 

Gardencourt after Ralph's death, where she does not know 

where to turn, she thinks: "He [Gilbert] was not one of the 

best husbands, but that didn't alter the case. Certain 

obligations were involved in the very fact of marriage, and 

were quite independent of the quantity of enjoyment 

extracted from it" (633). The constraining effects of 

Gilbert's remark on Isabel both point to the degree to which 

her consciousness is saturated with the dominant ideology of 

the sanctity of the legitimate institution of marriage and 

evince how successful patriarchy's exploitation of the 

institution of marriage for consolidating its order was in 

late nineteenth-century England. 

From discussions so far, it is clear that at the end of 

the narrative, Isabel has no choice other than to return to 

Gilbert. Yet, the narrative anomaly surrounding her 

precipitous final decision again indicates that the 

fiction's romantic impulse undermining the patriarchal 

institution of marriage is still insisting itself at the 

very end of the fiction. There are, as noted, two camps 

among those critics contending that Isabel's return to 

Gilbert renders the ending proper. Of those, the first one 

is by and large sympathetic to Isabel and concentrates its 

concern on the private domain of her final decision. For 
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example, Poirier defines her final choice "not in innocence 

but in full knowledge of the world" as a corollary of her 

heroic, if tragic, quest for freedom grounded in "her 

Emersonian idealism" and argues that, for her, freedom 

"becomes a form of indifference to the fact that returning 

to Rome will . . . cost her life" (246). Krook maintains 

that the "deepest and most decisive reason" for Isabel's 

going back to Gilbert is to take her moral responsibility 

for Gilbert's "self-deception about her," that is, her 

acknowledgment of her contribution to the failure of their 

marriage (360). And linking Isabel's view of divorce to 

that of Henry James, Sr., Niemtzow, like Krook, sees her as 

a moralist: "It is her sense of privacy that forces her to 

reject divorce as a possibility," that is, her belief that 

"she alone is accountable for her choices" (382). 

On the other hand, focusing their concerns on the 

social dimension of Isabel's return to Gilbert, critics in 

the other camp critique, if not totally in an antagonistic 

manner, the final decision. Morgan, for instance, defines 

The Portrait of a Lady as a "nonfeminist novel" which 

"begins to display a prefeminist sensibility" (17-18) . As a 

corollary, her view of Isabel is fairly favorable when she 

observes that the heroine is "a woman nearly capable of 

developing a transcendent selfhood and passionately desirous 

of becoming a fully independent person." Yet, Morgan 

continues: 



But in the final analysis, it is Isabel's 

inability fully to confront the institution of 

marriage, to question its appropriateness for her 

and its "sacredness," her inability or 

disinclination to face the frightening isolation 

which awaits the woman who steps outside the 

marital convention, and to carve out a life in the 

shape of her own values, which mark The Portrait 

of a Lady as a nonfeminist book. (18) 

Elizabeth Sabiston concurs with Morgan: "James's Isabel 

Archer seems to be the prototype of recent portraits of 

young women who are vaguely ambitious, dissatisfied, 

yearning to escape from some intangible prison [that is, 

patriarchal order] to—they know not what" (336) ,27 

The two camps' basically antithetical views are 

significant in three respects. Firstly, they epitomize the 

struggle in the text between the two ideologically 

antagonistic modal strains of realism and romance. 

Representing the romantic impulse in the narrative, the 

second position critiquing .her final decision embodies the 

emergent feminist ideology in late nineteenth-century 

England to resist and challenge the institution of marriage 

which, in effect, had played a crucial role in subordinating 

women to men.28 On the other hand, the first view 

sympathetic to her final decision represents the realistic 

force in the narrative to consolidate the legitimacy of the 
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institution and thereby to perpetuate the patriarchal status 

quo. This ideological conflict between realism and romance 

is of extreme importance in that it engenders most major 

narrative ambivalences and anomalies in the text crucial to 

the reading of the whole narrative and thus elucidates the 

reason for the presence of the two incompatible stances 

towards Isabel. Secondly, the former position concentrating 

its concern on Isabel the person crystallizes a key strategy 

adopted by the dominant normative ideology in order to 

contain deviant oppositional ideologies and thereby maintain 

its hegemony over them, namely, the displacement of the 

social by the individual or "the transference of ''social' 

contradictions to the ^psychology' of the individual" (Rowe 

168-69) . In this regard, t.he first stance illustrates the 

way literary texts contribute, either wittingly or not, to 

reinforcing the contemporary dominant belief system, that 

is, by normalizing it in the individual's consciousness. In 

Isabel's case, such a normalization is achieved by flaunting 

her personal virtues and thereby covering up the 

problematics of the institution of marriage. Lastly, they 

exemplify the two irreconcilable readings of James's avowal 

in his prefatory remarks that Isabel affronts her destiny, 

noted at the very beginning of this chapter. Following the 

lead of critics of the former group, sympathetic to the 

heroine, Isabel affronts her destiny by persistently, if in 

a compromising way, pursuing freedom (Poirier) and daringly 
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taking full responsibilities for her own misjudgment (Krook 

and Niemtzow) under circumstances extremely hostile to 

enacting such endeavors. Yet, according to the latter camp, 

which is critical to her, Isabel's compliant return to 

Gilbert is ultimately an act of surrender, not affront, to 

her socially imposed life. 

The text's ideologically split psychology justifies the 

fiction's open ending, and a number of critics have pointed 

out its appropriateness. Niemtzow, for instance, says that 

"[b]y his discovery of equivocal endings, James found a 

literary solution which created possibilities of freedom for 

himself as an artist, as well as the possibilities of 

freedom for the women he admired, even if their actions 

might be dangerous to his world." And she continues: M. . . 

the final scene refuses to be final; it reserves . . . the 

possibility, on the one hand, of believing that the heroine 

has no future (that she is trapped by social history, i.e., 

marriage) and, on the other hand, of believing that she has 

a future (that she may flee society, i.e., marriage)" (393). 

Krook also observes that the ambiguous ending "suggests on 

James's part a deliberate intention to leave as open as 

possible the question of the brightness' or Vrongness' of 

Isabel's action" (364).29 

With the romantic impulse in the narrative subversive 

to the male-centered convention of marriage, The Portrait of 

a Lady may be said to be an anti-masculine text. As to this 
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point, Niemtzow observes that "The Portrait makes clear what 

other writers ignored, that often marriage created rather 

than solved problems" (394). Baym concurs with Niemtzow, 

when she contends: 

Unlike many works of the period on this theme [of 

"the woman question"], The Portrait did not depict 

Isabel's desire as unnatural and misguidedly 

unfeminine, nor did it employ the standard formula 

of saving her from this delusion by love and 

marriage. On the contrary, the novel sympathized 

with her aim to the point of calling both love and 

marriage into question. ("Revision" 184)30 

The narrative's anti-masculine aspect is also disclosed by 

the novel's mostly negative portrayal of male figures, as 

Habegger points out (Gender 74-75). In the text, in fact, 

key male figures are either oppressively possessive (Casper 

and Gilbert), weak and ineffective (Warburton), or invalid 

(Ralph). Constituting the unconscious of the text, this 

romantic force insistently surfaces to the fore of the 

narrative and undermines its oppressive realistic 

counterpart. And in such a dialogic relation it interacts 

with the latter and makes it possible for the novel to 

represent a fuller picture of the ideological struggle in 

late nineteenth-century England between the emergent 

feminist movement and the dominant patriarchal order 

surrounding the institution of marriage.31 
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As Isabel's final compliance with the convention of 

marriage evinces, however, despite the presence in the 

narrative of the romantic impulse persistently subversive to 

the institution, The Portrait of a Lady is ultimately a 

realist text in which the heroine's romantic errant, namely, 

her quest for freedom from the constraints of the 

patriarchal family system in order to be the subject of her 

own life, fails. As the title indicates, The Portrait of a 

Lady is "a study of how a woman is to behave if she is to be 

a ^lady'" (Niemtzow 383). And Isabel "grows up to be a 

lady, tightly corseted in a prison-like home" in social 

surroundings extremely hostile to her pursuit of an 

autonomous subject (Habegger, Gender 7 6, italics mine). 

This realistic ending compliant with the society's dominant 

order justifies Habegger's assessment of the fiction: "The 

novel's unbalanced femininity limits its value as critical 

realism" (Gender 79). Isabel's endeavor to be the subject 

of her own life is a failure. For, although her liberal 

spirit aims to be an independent individual not as a woman 

but as a human being, her quest in a rigidly gendered 

society is ultimately for a feminine subjectivity not 

subordinated to its masculine counterpart which, in her 

case, can be attained only when she daringly gives up the 

social security her subaltern relationship to her husband 

provides. In this light, The Portrait of a Lady is a failed 

romance of feminine subjectivity. 



NOTES 

1. Richard Poirier contends that "[t]here is general 

agreement that the novels of James from Roderick Hudson to 

Washington Square are the work of apprenticeship for the 

writing of The Portrait of a Lady" (183). 

2. James, The Portrait of a Lady 10. Hereafter all 

references to the work appear in the text in parentheses. 

3. As to this point, the historian Lawrence Stone says 

But well into the seventeenth century these 

[marriage's affective and procreative purposes] 

were all secondary considerations. As an 

institution, marriage created an economic 

partnership in which each spouse contributed his 

or her own specialized function. A marriage also 

created an alliance between families and kin 

groups, building social, economic, and political 

ties of crucial importance to large numbers of 

persons. Finally, marriage acted as the most 

important vehicle for the transfer of property, 

far more important than purchase and sale. (6) 

See also Joseph Allen Boone 5, where he argues that a chief 

societal context of Anglo-American realist fiction is "the 

increasingly central ideological function that marriage 

began to assume in the rising middle-class cultures of 
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eighteenth- and nineteenth-century England and America." 

4. cf. Rowe 32-33. 

5. In the text all male figures but Ralph are known by 

their last names, whereas females are usually called by 

their first names. This fact is an indication that 

patriarchy was solid in late nineteenth-century England. 

6. As to the possible impact of Warburton's 

aristocratic background on Isabel's quest for freedom as his 

wife, Tanner's view is antithetical to mine: ". . . what he 

offers does not tally with her vague notions of indefinite 

expansion" ("Fearful Self" 207-08). 

7. For a similar view of this point, see Alfred 

Habegger, Gender 72. 

8. cf. James, The Portrait of a Lady, Ch. 32 and 359 in 

particular, where Isabel again bursts into tears after 

Casper leaves her without even saying good-bye. 

9. Gilbert has been regarded by many critics as a 

Machiavellian villain. For instance, see Tanner, "Fearful 

Self" 209. 

10. See also James, The Portrait of a Lady 328. With 

regard to Gilbert's antiquarian bent, Hutcheon's 

consideration of the colonial aspect of the institution of 

the museum, in her essay "The Post Always Rings Twice: The 

Postmodern and the Postcolonial," is very suggestive, 

providing a cue for thinking about patriarchy in relation to 

colonialism. As to Gilbert's exploitation of Isabel, Cheryl 
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B. Torsney makes an analogy between it and the imperialist 

politics of late nineteenth-century England. Her argument, 

along with Hutcheon's, is valuable in that it may serve as a 

point of departure for reading The Portrait of a Lady from 

the perspective of race and nation. But her reading of the 

text is too reductively schematic. For a discussion of the 

novel from the point of view of American expansionism in the 

late nineteenth century, see Kumkum Sangari, in particular, 

719. 

11. cf. James, The Portrait of a Lady 285, where Isabel 

meekly says: "I'm rather ashamed of my plans; I make a new 

one every day." Another reason for Isabel's unusual 

attitude is her "fear (very unusual with her) of exposing . 

. . her possible grossness of perception" in front of 

Gilbert, who, she is told, is sophisticated in taste (284) . 

12. Habegger's attention to the prominence of "maternal 

protectiveness" in Victorian women's fiction is also 

suggestive of the normative function of popular literature. 

As to this point, William Veeder is insightful, as he 

addresses the relation between James and his contemporary 

popular novelists: "Popular literature is thus normative by 

its very essence. It mirrors and confirms the norms of its 

society" (7) . 

13. Isabel's revolt against Gilbert is also indicated 

in the changes of her stance toward Pansy's marriage. At 

first, she leaves the matter totally to Gilbert. After her 
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dispute with her husband regarding Warburton, however, she, 

against Gilbert's will, tries to help, if not openly, Edward 

Rosier marry Pansy. Regarding changes in Isabel's handling 

of her conflicting relationship with Gilbert, Ellen Morgan 

is useful: "One way is voluntarily to submit to her 

husband's wishes . . . The second is to rebel, if ever so 

quietly, by choosing to obey in order not to confirm her 

subjection but to undermine it . . . The third way is 

limited open defiance of her husband" (19). 

14. Both Isabel and Gilbert know that their marriage is 

a failure. It is made clear in Isabel's thoughts just 

before she goes to England. After disputing with Gilbert 

about her visit to the dying Ralph, Isabel realizes that her 

husband's wish for the moment is "to preserve appearances" 

(586} . 

15. For critical controversies over Isabel's sexuality, 

see Kurt Hochenauer 19 and 21. See also Krook 362-69. 

16. This almost pornographic description points to the 

extent to which James complied himself with the taste of the 

reading public formed largely by the influences of 

contemporary popular romances. In a similar vein, 

Hochenauer comments on the kiss scene: "Judged against the 

standards and conventions of James's era, the sexuality here 

is graphic, not limited . . . James went as far as his 

reading public would allow him to go" (24). 

•17. Addressing the history of the repression of 
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sexuality, Michel Foucault also points out the seventeenth 

century as "the beginning of an age of repression emblematic 

of what we call the bourgeois societies, an age which 

perhaps we still have not completely left behind" (Sexuality 

17). Cott's brief historical observation of the two 

antithetical Anglo-American stances towards female sexuality 

is interesting. For the extremely reductive views represent 

the Western construction traceable to as far back as Greek 

mythology of womanhood as either the destructive seductress 

or the avatar of absolute chastity, which patriarchy has in 

one way or another exploited as a means to consolidate its 

order. 

18. cf. Hochenauer 22. 

19. Dennis W. Allen contends that in the Victorian 

period, sexuality in general was a threat to "the social 

structure or individual identity," for "the sexual was 

perceived by the Victorians as alien to the general 

principles of binarism [between the civilized and the 

savage, for example] and taxonomy [such as the class 

structure] that organized their universe" (xix, xviii). 

20. Niemtzow also attributes the reason for Isabel's 

control of her sexuality to her moral consciousness (383). 

As to the Victorian oppression of female sexuality by yoking 

it to the moral domain, the historian Michael Mason is 

suggestive: "Victorian middle-class wives, it is orthodox to 

believe, suffered an actual deprivation of sexual pleasure 
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because of moralistic ignorance about women's sexual 

responses" (38-39). 

21. In a similar vein, Robert White observes that the 

view that "marriage [i]s the only legitimate outlet for 

[women's] passion" was "central to the Victorian ideal of 

womanhood, of what went into the making of a perfect lady" 

(59, 60) . 

22. On this point, see Habegger, Gender 76. 

23. cf. Stone 5-6. 

24. Mason also observes: "The extreme rarity of divorce 

before 1858 means that we have no indications about 

adultery. Once statutory divorce was introduced the number 

of suits steadily increased, but was always small" (123-24). 

'25. In my reading, the last reference to the temporal 

setting specified in the text is the autumn of 1876, the 

year in which the latter half of the fiction begins with 

Chapter 36. From this reference, it is possible to trace 

what year it is when Isabel decides to return to Gilbert: in 

the April of the next year, 1877, Ralph comes to Rome (423); 

one day toward the end of February, 1878, Ralph decides to 

return to Gardencourt (542); in May, 1878 Ralph dies (632); 

and soon after his death, Isabel returns to Gilbert. 

26. See also Habegger, Gender 69. 

27. For a discussion which synthesizes the two 

antithetical positions, see Veeder 84-86. 

28. Although she concludes that The Portrait of a Lady 
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is a "nonfeminist" book, Morgan's taxonomy of the novel 

between the "nonfeminist" and the "prefeminist" text is 

indicative of conflicts in the narrative between the 

dominant patriarchal ideology and the growing feminist 

ideology. 

29. See also Boone 129. 

30. In relation to the anti-masculinity of the fiction 

and what Baym calls "the standard formula," Boone provides a 

very useful taxonomy of fictions based on the marriage plot. 

Categorizing such works as Wuthering Heights, Daniel 

Deronda, To the Lighthouse, and The Golden Bowl into those 

in the counter-tradition, which, unlike their traditional 

counterparts, end unhappily, Boone advances two strategies 

the counter-traditional narratives utilize in order to 

unravel the conventional, hegemonic marriage plot: 

One has involved attacking the tradition from 

within, exposing the dangers of its socially 

constructed myths by following the course of 

wedlock beyond its expected close and into the 

uncertain textual realm of marital stalement and 

impasse. The other has been to invent fictional 

trajectories for the single protagonist, male or 

female, whose successful existence outside the 

convention calls into question the viability of 

marital roles and arrangements. (19, italics 

mine) 
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Although Boone does not explicitly designate The Portrait of 

a Lady counter-traditional, the novel, as the italicized 

portion indicates, undermines the conventional plot, which, 

as noted, has contributed to reinforcing patriarchal order. 

The novel, therefor, is an anti-masculine text. Another 

noteworthy point in Boone's discussion is that, as the 

narrative ambivalence surrounding Isabel's final decision 

exemplifies, fiction in the counter-tradition cannot help 

having "the narrational xunease' of decentered, multivocal, 

and ultimately open-ended structures" (20). 

31. As to the central issues of the so-called "women 

question" in late Victorian England and America, Elizabeth 

K. Helsinger and others observe: "How free does a young 

woman want to be, how free does society let her be, how free 

does marriage leave her? These are the questions not only 

of foreign visitors to America, but also of the Woman 

Question internationally" ('180) . In this regard, The 

Portrait of a Lady may be said a typical work which deals 

with the particular question, although the book, unlike The 

Bostonians, does not overtly take up the subject. 



CHAPTER 3 

THE BOSTONIANS: A CONTAINED ROMANCE 

OF THE EMANCIPATION OF WOMAN 

Along with The Princess Casamassima, The Bostonians 

occupies a singular place in James's corpus in that unlike 

his other works, both novels are explicitly concerned with 

"the grosser movements of society and civilization" and 

thereby uncover the social consciousness of the "Master" in 

a blatant manner (Trilling 104) ̂  Indeed, the subject of 

The Bostonians is the sociopolitical phenomenon of the 

women's rights movement,2 which was rampant in late 

nineteenth-century America.3 And providing further an 

excellent instance in which to see the ideological conflicts 

in the contemporary society the particular movement 

entailed, the novel is evidence that, contrary to the 

conventional view of its author, James was deeply implicated 

in contemporary social circumstances. 

In this regard, James's own comment in a notebook entry 

on the motive for his writing the novel is very 

illuminating. Clarifying that his interest in composing the 

fictional piece lies in producing "a very American tale, a 

tale very characteristic of our social conditions," James 

goes on to say: " . . . I asked myself what was the most 

101 



102 

salient and peculiar point in our social life. The answer 

was: the situation of women, the decline of the sentiment of 

sex, the agitation on their behalf" (Notebooks 20, second 

italics mine). That which deserves our special attention in 

James's notebook remark is the italicized phrase of "the 

decline of the sentiment of sex." For, as Judith Fetterley 

perceptively discerns, having "a hint of value judgment in 

it," its rather apprehensive tone indicates the extent to 

which James was personally involved with the social 

agitation that contemporary feminist activities brought 

about (113). Moreover, the apprehension manifests James's 

complicity in his cultural surroundings. It is grounded, I 

believe, in the then dominant paradigm of gender roles, 

namely, the ideology of "separate spheres," or, according to 

Andrew J. Scheiber's concise account: 

. . . that durable Victorian paradigm of the 

sexual division of powers, in which the 

distinction between male and female biology 

creates not just a bifurcated reproductive 

process, but also a bifurcated human society in 

which every talent, character trait, and role in 

family or society is assigned to one or the other 

side of the gender axis. (236)4 

This ultimately male-centered separatist view of gender 

roles is of extreme importance because it constitutes the 

undercurrent of the text's consciousness apropos of the 



103 

novel's central concern with the "woman question"5 and 

governs the novelistic discourse on it. Thereby it plays a 

pivotal role in determining the narrative's ideological 

position to its subject of .the women's rights movement. In 

this light, what is most significant about James's 

apprehension about "the decline of the sentiment of sex" is 

that it may provide a vital clue to an understanding of a 

crucial point in reading the text, that is, the narrator's 

ideologically ambivalent stance toward the women's rights 

movement disclosed by the narrative's biting satire on both 

of its two key figures, Basil Ransom and Olive Chancellor, 

antagonistic to each other on the "woman question."6 

This chapter addresses ideological conflicts in The 

Bostonians surrounding the women's rights movement and, in 

particular, the question of gender roles on which those 

conflicts converge. It focuses on some narrative 

ambivalences and anomalies in the text, such as the 

narrator's symmetrically satiric attitudes toward Basil and 

Olive, the equivocal ending, and the conflation in the 

narrative of the two distinct kinds of public (the first 

segment) and private discourse (the second segment).7 In 

doing so, the discussion follows the changes in Verena 

Tarrant's relationship with Olive and Basil. For her 

changing relationship with the two ideologically 

antagonistic key figures serves as the prime locus of the 

dynamic interplay in the text of the realistic impulse, 
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endeavoring to consolidate the dominant patriarchal order, 

and that of romance subversive to it. And it thereby 

graphically reproduces ideological conflicts in James's time 

between the conservatives and the feminists. 

With such narrative ambivalences, in evolving its 

ideological position to its central subject of the women's 

rights movement, The Bostonians is a complicated text which 

defies any monologic readings. Until recently, however, 

most critics have failed either to notice or to appreciate 

fully the complicated ideological implications those 

narrative ambivalences bear, however provisional the 

appreciation may be.8 As a corollary, in one way or another 

they have eventually taken side with either Basil or Olive9 

and thereby have fostered half-truths about a point crucial 

to fuller readings of the text. For example, based on the 

idea that for James, "the decline of the sentiment of sex" 

was "the sign of a general diversion of the culture from the 

course of nature," Lionel Trilling, a representative of 

those critics Fetterley labels "phallic," sees Basil as the 

chivalric champion of "the sentiment of sex" (111) . And he 

patronizes the novel as Basil's story without being wary of 

the narrative's satiric tone toward him.10 Fetterley's 

appraisal of the novel is also positive but from an 

ideological position antithetical to Trilling's. Although 

she recognizes the antifeminist strand in the narrative, 

symmetrical with her "phallic" critics, she rather 
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tendentiously marginalizes the narrator's overtly negative 

stance toward Olive and endeavors to flaunt the text's 

"deeply feminine" strand: "While no one would want to make a 

claim for James as an ardent or perhaps any kind of 

feminist, still he has the ability to place himself on the 

side of women and in line with their point of view" (116) .11 

Although patronized by some politically oriented 

critics, like Trilling, Fetterley, and Howe,12 The 

Bostonians is a work in the Jamesian corpus which has been 

relatively neglected critically: "Within the world of Henry 

James scholarship, The Bostonians is more like an 

illegitimate child than a respectable member of the family" 

(Gabler, "Narrator's Script" 94).13 The novel's critical 

pejoration may result from both extrinsic and "intrinsic" 

reasons. For example, on the one hand it may have drawn 

less serious critical attention because James himself 

slighted it by excluding it, if regretfully, from the New 

York Edition. On the other hand, it has been marginalized 

by critics for the unevenness of its narrative engendered by 

its lack of a central consciousness, the point Habegger has 

elaborated in "The Disunity of The Bostonians." Yet, the 

most significant reason, I would argue, is that a majority 

of critics have failed to appreciate the ideological domain 

of narrative ambivalences in the text surrounding its 

central concern about the "woman question." What deserves 

our attention here is why such a mass failure happened. For 
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it uncovers two fatal problems of traditional literary 

criticism, that is, its difficulty in reading narrative 

anomalies, such as ambivalence, fragmentation, 

discontinuity, and incoherence, and its reluctance to 

incorporate sociocultural contexts into its critical 

enterprise. And it thereby provides a somewhat belated 

occasion to reconsider the questions of the criteria of 

literary criticism and the value of literary work. In fact, 

under the formidable influence of the formalistic New 

Critical school's privileging of artistic unity and its 

conception of the autonomy of the text, critics in the 

traditional scene, including those of The Bostonians, 

slighted those narrative anomalies as intrinsic textual 

flaws. As recent contextualist perspectives, notably the 

new historicist ones, have demonstrated, however, such 

textual "flaws" are not of intrinsic but of ultimately 

extrinsic character as ideological products of the New 

Critical aesthetic paradigm, in the formation of which the 

"Master" himself took a hand. Moreover, as contextualist 

practices have evinced, narrative anomalies in a text more 

often than not indicate the political symptoms inscribed in 

it, through which the dynamic ideological interaction in its 

contemporary society between competing heterogeneous social 

forces may be illuminated,14 rather than address its 

aesthetic failure. In this light, like Twain's Pudd'nhead 

Wilson, The Bostonians, James's "lesser" work, as a superb 
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exemplar of what Gillman and Robinson call the "paradigmatic 

xnew text'" which defies traditional critical criteria, 

demands our reassessment of its value (x).15 

Taking up as its central subject the then rampant 

women's rights movement/ The Bostonians graphically 

delineates ideological conflicts in late nineteenth-century 

American society which the particular movement entailed. In 

doing so, as indicated in the introductory chapter, it 

provides an excellent instance in which to see the way the 

dominant social force contains those deviating from its 

order and how the centrifugal forces resist the 

oppression.16 The aforementioned conflation in the 

narrative of two distinct kinds of discourse, that is, the 

public one in the first segment chiefly concerned with 

sociopolitical matter and the private one in the second 

segment centered on the personal business of courtship, well 

illustrates the working of such an oppressive enterprise. 

Indeed, as will be discussed in detail later, presenting "a 

striking analysis of the conditions that feminism speaks to 

and of the problems that feminist solutions must handle," 

the novel's earlier part by and large concerns the feminist 

activities of Olive and Verena (Fetterley 117). Yet, 

"pervaded by a contempt for the nature and efficacy of 

movements and by a settled pessimism about the fate of 

women," the latter part of the narrative disconcertingly 

overwrites the text with its concern with private matter, 
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that is, Basil's courtship of Verena (Fetterley 117). 

This curious narrative conflation of the two distinct 

kinds of discourse is significant in three respects. First 

of all, it indicates the intervention between the two 

sections of the narrative of the antifeminist force in the 

text and thereby ideological conflicts in it surrounding the 

women's rights movement. Dominated by the romantic impulse 

in the text that resonates with the rampant subversive 

feminist force in contemporary society, the first portion 

challenges and disrupts the dominant patriarchal order. 

Confronting such a formidable challenge, the realistic 

impulse in the text endeavoring to consolidate patriarchy 

intervenes in the narrative and shifts its concern from the 

public domain to the private realm. This shift occurs 

because in the latter the intimidated male-centered order 

can more easily and efficiently contain the centrifugal 

force by exploiting the convention of marriage. As the 

socially legitimate space for consuming "the universal 

passion" for the consummation of sex drive, the ultimately 

androcentric convention, in effect, coerces women to conform 

to patriarchy and thereby has served as the underpinning of 

its order.17 Secondly, the shift exemplifies a typical 

strategy adopted by the dominant ideology in its enterprise 

to contain those deviating from it, that is, the 

displacement of the social by the individual which in a 

covert but powerful way makes possible for it to conceal 
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social contradictions it brings about from being discerned 

by its dissenters.18 This strategy turns out to be 

particularly useful in the novel, in which the socially 

subordinate feminist force doomed to be suppressed under 

ordinary circumstances is unusually surfaced to the fore of 

the narrative from its outset. As will be shown later in 

the discussion of the ending, however, despite the 

deliberate and efficient oppression, the subversive romantic 

impulse does not die out but is insistent to the end of the 

narrative, albeit covertly within the dominant order. 

Lastly, the change in the narrative concern, so to speak, 

from out of the house to in the house intimates that 

ideological conflicts in the text with regard to the central 

subject of the women's rights movement converge on the 

question of gender roles. Hence the significance in the 

narrative of the changing relationship of Verena, James's 

portrait of another "ideal" Victorian lady, with her 

feminist partner Olive and her future husband Basil.19 

In rendering ideological conflicts surrounding the 

feminist movement, the narrative concern of The Bostonians 

is centered on the struggle between Basil and Olive, who 

respectively embody the then dominant patriarchal social 

force20 and that of feminists subversive to it. Indeed, 

having grown in the strong Southern tradition of what 

Barbara Welter identifies as the "cult of true womanhood" 

which imposed on women "four cardinal virtues," namely, 
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"piety, purity, submissiveness, and domesticity" (21),21 

Basil turns out to be the chivalric champion of the 

traditional male-centered view of gender roles. And he 

represents the realistic antifeminist impulse in the text, 

which endeavors to consolidate dominant patriarchal order 

and serves as "a counterprinciple to [liberal] Boston" 

(Trilling 112),22 It is, therefore, hardly surprising that 

Basil is an arch conservative whose consciousness is 

saturated with an extreme kind of male supremacist ideology: 

". . .he held that they [women] were delicate, agreeable 

creatures, whom Providence had placed under the protection 

of the bearded sex" (202). As a corollary for him, "[t]he 

use of a truly amiable woman is to make some honest man 

happy" (242-43). His male chauvinism manifests itself, if 

in a primitive form, when he anachronistically argues that 

"I am perfectly ready to advocate a man's having a half a 

dozen wives" (329). As to the women's rights movement, he 

simply dismisses it as "a poor perversity" (251). Further, 

"very suspicious of the encroachments of modern democracy," 

he assumes an extremely reactionary attitude toward social 

reform, including the feminist sort, and thinks that "the 

first principle of it [reform] [i]s to reform the reformers" 

(199, 49) ,23 

On the other hand, the "female Jacobin" Olive (37) is 

an avatar of what Carroll Smith-Rosenberg identifies as the 

"New Woman," that is, a group of late nineteenth-century 
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American women "single, highly educated, and economically 

autonomous," who "constituted a revolutionary demographic 

and political phenomenon" (245).24 And she represents the 

romantic impulse in the text which challenges and undermines 

dominant patriarchal order, reproducing the feminist force 

in the novel's contemporary society. Her feminism being 

grounded m her belief that "the peculiar wretchedness which 

had been the very essence of the feminine lot was a 

monstrous artificial imposition, crying aloud for redress," 

Olive argues that the subaltern state of women is not a 

natural phenomenon, caused by their inherent inferiority to 

their male oppressors, but "an organized wrong" (192, 267, 

italics mine). It is also not surprising, then, that, 

symmetrical with her antagonist Basil, she assumes an 

extremely negative stance toward the patriarchal foundation 

of her society and becomes a radical feminist who in an 

outrageously hostile fashion sees her oppressive opposite 

gender collectively as a class, not as individuals of 

different ideologies: " . . . she hated men, as a class" 

(51). As a corollary, she positions herself to the idea 

that "women have inherent political talents superior to 

those of men" (Gabler, "Rhetorical Arena" 271). And she 

claims to overthrow patriarchy and suggests matriarchy as 

the alternative. Olive's teleological credo of female 

supremacy is evident in her reading with Verena of history 

books in order to confirm that "at any moment in the course 
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of human affairs the state of the world would have been so 

much less horrible . . . if women had been able to press 

down the scale" ( 18 6) ,25 And her thoughts at Miss 

Birdseye's, where she determines to devote her life to 

leading the feminist "crusade," uncover a revengeful 

matriarchal vision in her radical feminism: "This [The 

liberation of women] was the only sacred cause; this was the 

great, the just revolution. . . . it must exact from the 

other, the brutal, blood-stained, ravening race, the last 

particle of expiation! It would be the greatest change the 

world had seen; it would be a new era for the human family" 

(64) . 

The ideological struggle between Basil and Olive, as 

noted earlier, takes Verena as its battleground. Before 

discussing Verena's relationship with the two figures, 

however, I must emphasize three noteworthy points in the 

opening scene which introduces Basil and Olive to the 

reader. Firstly, we are told about Basil's Southern 

background (36-37). That Basil is from the South, that is, 

the loser in the Civil War, is significant in that it may 

underscore the power men enjoy simply because of their 

gender. Despite his disadvantage in every other respect but 

in gender, he beats Olive, who belongs to the triumphant 

faction in the War, in their struggle for Verena's loyalty. 

Judith Wilt is articulate on this point: "All his [Basil's] 

failures only highlight the fundamental condition of his 
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success: bankrupt as southerner, as lawyer, as writer and 

thinker, Ransom sits in the plentitude of his maleness" 

(307, italics mine).26 Basil's Southern origin thereby 

uncovers how solid patriarchy was in late nineteenth-century 

America. Besides, representing male-centered culture, it 

makes it proper for him to be Olive's antagonist and 

elucidates why Miss Birdseye is so concerned with converting 

him to her feminist cause.27 

•Secondly, as is often the case with novelistic 

narrative, the way in which Basil and Olive are introduced 

sets the novel's elemental narrative tone toward the two key 

figures. As he enters the narrative, Basil is favorably 

described by Mrs. Luna as a young man who is poor but with 

"such a fine head and such magnificent eyes" (36). 

Moreover, making explicit that he is "the most important 

personage" in the novel, the narrator confirms that he is a 

"striking young man" of "first-rate intelligence" (36, 41). 

By contrast, Olive's first appearance, though seen through 

Basil's biased eyes, is replete with negative images and 

terms, like "a skiff in a stormy sea," "agitated," and, 

above all, "visibly morbid" (40, 41). Further, the 

narratorial remark that "I shall be under the necessity of 

imparting much occult information" about Olive intimates 

that her way of life is against the grain of "nature" (41, 

italics mine). Anticipating the denouement in which Basil 

eventually beats Olive in their struggle for Verena's 
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loyalty, this initial setting up of the essentially 

antifeminist narrative stance toward the two figures is 

important. For grounded in the ideology of "separate 

spheres," it engenders narrative ambivalences in interaction 

with the romantic feminist impulse in the text which 

challenges and disrupts the prevalent separatist view of 

gender roles. 

Finally, the initial antifeminist stance indicates the 

operation of dominant patriarchal order's censorship and 

thereby uncovers from the very beginning of the narrative 

ideological conflicts in the text with regard to the women's 

rights movement. The presence of such a censoring force at 

the novel's earliest stage is apparent in Luna's comment on 

the feminists even before Olive's first appearance in the 

narrative. In her conversation with Basil, while he is 

waiting for Olive, Luna speaks of the meeting of Boston 

feminists at Miss Birdseye's, which Olive is going to 

attend, and refers to them as "witches and wizards, mediums, 

and spirit-rappers, and roaring radicals" (37). 

Exemplifying "the Jamesian techniques of narrative seeing 

and point of view" that "reproduce social modes of 

surveillance and supervision," this seemingly casual remark 

by the frivolous Luna in an overt fashion registers in the 

text ideological conflicts in James's time between the 

conservatives and the feminists (Seltzer 18). 

Verena's first encounter with Basil and Olive takes 
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place at Miss Birdseye's, where she accidentally makes a 

successful debut to the Boston feminist circle as a public 

speaker and where, as a corollary, she attracts the concerns 

of both Olive and Basil. What is significant about the 

incident is that feminist discourse, which, resonant with 

the rampant women's rights movement in contemporary society, 

dominates the first segment of the narrative, is 

foregrounded for the first time in the text through Verena's 

speech. At Miss Birdseye's Verena addresses such key 

agendas among contemporary feminists as "the rights and 

wrongs of women, the equality of the sexes, the hysterics of 

conventions, the further stultification of the suffrage, the 

prospect of conscript mothers in the national Senate" (85). 

In this way, the narrative in its early stage flaunts the 

subversive romantic force in the text and overtly challenges 

and undermines dominant patriarchal order. The narrative 

center being located in the special female friendship, or 

comradeship, of Olive and Verena, the dominance of feminist 

discourse in the first part of the novel continues and 

advances more key agendas, like -the necessity to open 

universities to women (233). And it culminates in Verena's 

speech before the Wednesday Club at the Burrages' after 

which, as noted, the narrative concern about the women's 

movement is submerged, and the narrative is dominated by the 

realistic antifeminist impulse in the text materialized in 

the male chauvinist Basil's courtship of Verena, as the 
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latter's aborted speech at the Boston Music Hall epitomizes. 

That which is interesting about the narrative's 

mainstream feminist discourse is that from the present 

theoretical perspective it is grounded in an essentialist 

position. Having recourse to biological differences between 

male and female, essentialist feminism in the current 

critical scene presupposes the inherent difference, cultural 

as well as biological, of the sexes. And it strategically 

valorizes female "essence" in order to provide a theoretical 

ground for unraveling the patriarchal status quo and 

eventually to achieve the equal relationship between the 

genders.28 Focusing on her rather uncritical belief in the 

female-centered heart/head binary opposition, Verena's 

speeches at Miss Birdseye's and at the Burrages' well 

illustrate the essentialist position in the narrative, if 

crude from the present perspective. At the former place, 

Verena problematizes the dominant patriarchal social 

structure operating to the "male principle" of destructively 

callous reason and, as Olive does, suggests, if in a much 

milder tone, matriarchy as the alternative: "To kill each 

other . . . that is the most brilliant thing they [men] have 

been able to invent. It seems to me that we [women] might 

stop it . . . there is so much, so much [cruelty]! Why 

shouldn't tenderness come in? Why should our women's hearts 

be so full of it?" (86, italics mine). At the Burrages', 

she reiterates the theme and claims: "We [Women] are the 
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Heart of humanity, and let us have the courage to insist on 

it! The public life of the [patriarchal] world will move in 

the same barren, mechanical vicious circle—the circle of 

egotism, cruelty, ferocity, jealousy, greed, of blind 

striving to do things only for some, at the cost of others, 

instead of trying to do everything for all" (267) ,29 

The essentialist position or gynocentrism in the 

narrative's mainstream feminist discourse is interesting in 

that difficulties the recent theory of essentialism 

confronts may illuminate some possible reasons for the 

novel's ultimately antifeminist ending. Despite its 

theoretical strength in unraveling the patriarchal status 

quo, essentialism is problematic in at least two respects.30 

First of all, it cannot provide a vision for the genuine 

alternative to patriarchy. For simply inverting the 

androcentric essentialism the male-centered social structure 

has exploited in oppressing women, it establishes, in 

deconstructionist terms, a "counter center." And it thereby 

is liable to lead to another sexist society, contradicting 

its ultimate goal of sexual equality.31 Such liability 

would be even greater in the case of Olive's crude 

essentialist position tied up with her desire for revenge 

upon the opposite sex. With Olive's kind of vulgar 

intrinsic perspectival flaw, the women's rights movement of 

late nineteenth-century America could not have secured the 

necessary support of contemporary opinion-leading 
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intellectuals.32 As a corollary, it must have incited 

antipathy among a majority of people, not to speak of the 

conservatives. In the text, indeed, Basil, a young man of 

"first-rate intelligence," precisely articulates the 

perspectival flaw in the essentialist position. He says 

that "I thought that what she [Olive] wanted was simply a 

different inequality--simply to turn out the men 

altogether," as he repudiates Verena's assertion that she 

and Olive "advocate equal rights, equal opportunities, equal 

privileges" (233, italics mine). And in a plainly 

contemptuous manner, he dismisses the women's movement as "a 

poor perversity." Besides, without being loaded with power 

enough to overthrow its patriarchal counterpart, the female-

centered essentialism cannot survive the struggle for 

hegemony. As noted earlier, despite the women's movement's 

formidable challenge, patriarchy in James's contemporary 

society was still solid enough to contain the subversive 

force.33 Given those and other potential problematics of 

the narrative's essentialist feminist discourse and their 

negative effects on the formation of public opinion, it is 

little wonder that the novel ends with Basil's victory over 

Olive.34 

Again, the narrative's first segment is dominated by 

romantic feminist discourse. And it focuses on the 

development of the female friendship between Verena and 

Olive, from their first meeting with each other at Miss 
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Birdseye's through their living and studying together at 

Olive's and traveling together in Europe to Verena's 

successful speech at the Burrages', the crystalline product 

of their collaboration. As to the two women's friendship, 

the narrator says: " . . . Olive perceived how fatally, 

without Verena's tender notes, her crusade would lack 

sweetness . . . and . . . how weak Verena would be on the 

statistical and logical side if she herself should not bring 

up the rear. Together, in short, they would be complete, 

they would have everything, and together they would triumph" 

(170). And Verena calls her friend "my conscience," while 

Olive calls the former "my form—my envelope" (168). 

As shown from the very outset, however, the realistic 

impulse in the text representing the dominant antifeminist 

social force checks and censors the romantic feminist 

impulse. Thereafter in the narrative's earlier segment, the 

dominant force covertly but incessantly pursues the 

surveillance enterprise. For example, at the burgeoning 

phase of Verena's friendship with Olive, it undermines and 

thereby censures the women's movement through the narrator's 

uncovering of the innocent Verena's view of her gender role. 

From the narratorial comment on Verena's inner thoughts 

about her relationship with her female friend, we are 

informed: "She also had dreamed of a friendship, though it 

was not what she had dreamed of most" (103, italics mine). 

The young woman's thoughts undermine the movement, for they 
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implicitly but strongly suggest the presence of something 

more'precious than her role as a feminist, that is, as we 

learn later, wifehood. Verena thinks the latter more 

precious, because she believes that it enables her to be 

harmonious with "the scheme of the [heterosexual] universe," 

the very idea which, with the difficulty it has for ordinary 

people to resist it, patriarchy has successfully exploited 

in normalizing its order through the male-centered 

convention of heterosexual marriage (2 9 4).35 And this 

shrewdly subtle narrative reminder of women's place in the 

house exemplifies the covert way in which the censorship of 

the dominant separatist view of gender roles operates, 

appropriating the idea of "the universal scheme." On the 

other hand, the rather internalized priority Verena gives to 

wifehood again indicates the extent to which Victorian 

woman's consciousness was successfully governed by the 

separatist ideology. 

As the friendship develops, the undermining enterprise 

becomes intensified. The incident that relates the two 

friends studying together at Olive's provides a good 

instance in which to see the working of the fortified 

censoring force. After presenting the atmosphere and aim of 

the study, the narrator reports: 

Verena was full of suggestions which stimulated 

discussions; it was she, oftenest, who kept in 

view that a good many women in the past had been 
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intrusted with power and had not always used it 

amiably, who brought up the wicked queens, the 

profligate mistresses of kings. These ladies were 

easily disposed of between the two, and the public 

crimes of Bloody Mary, the private misdemeanours 

of Faustina, wife of the pure Marcus Aurelius, 

were very satisfactorily classified. (186, 

italics mine). 

Here, relying upon polemics, the realistic antifeminist 

impulse explicitly challenges and systematically disrupts 

its antagonist's position and thereby censures it. Based on 

the polemic of contradiction, the intellectually unrefined 

Verena's problematization of Olive's aim in reading history 

books—to confirm the idea that "in the course of human 

affairs the state of the world would have been so much ' 

horrible . . . if women had been able to press down the 

scale"—trenchantly lays bare a crucial logical flaw in the 

narrative's mainstream feminist discourse (186). 

The surveillance enterprise in the earlier part of the 

narrative makes its most resolute movement when Basil visits 

Verena's family residence in Cambridge in order to see her 

on private terms for the first time. In this incident, 

putting aside the strategy the antifeminist force has 

hitherto adopted of covertly disrupting its antagonist and 

armed with the irresistible "universal passion," the 

dominant social force directly intervenes, if through the 
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person Basil, in the female friendship. And it contrives to 

break up the women's rights movement, i.e., by separating 

its "envelope" from its "conscience." The intervention 

turns out to be successful for Verena, who has up to now 

talked about everything with Olive since the beginning of 

their relationship, accepts Basil's request and, 

accordingly, keeps for a while the visit as "the only secret 

she ha[s] in the world—the only thing that [i]s all her 

own" (286-87). This seemingly negligible tiny rift within 

the two women's friendship is significant. For it signals 

the beginning of the breakup of the relationship and serves 

as a kind of "primal scene," to borrow a psychoanalytic 

concept, in the shift of Verena's loyalty from Olive to 

Basil, as Olive realizes later: ". . .it [Verena's 

confession to Olive of her tryst with Basil in Cambridge] 

imposed itself upon Olive that that occasion was the key of 

all that had happened since, that he had then obtained an 

irremediable hold upon her" (372). 36 It is noteworthy at 

this point that the quasi-feminist Verena takes the virtual 

stranger Basil's request to keep their tryst secret to her 

colleague without any ostensibly intelligible reason other 

than he simply wants it. There may be several reasons for 

Verena's somewhat curious action, like her submissive 

disposition or "extraordinary generosity" (370), Olive's 

extreme hostility to "men as a class" which renders her to 

be reluctant to speak to her friend of the relationship, or 
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her attraction to Basil and the subsequent arousal in her of 

her earlier noted, concealed desire for "what she had 

dreamed of most," namely, a union to a spouse of the 

opposite sex.37 Of these three reasons, the last two 

relatively distant ones are more important in this 

discussion, although the first one constitutes the immediate 

concern. For they reproduce ideological conflicts in 

contemporary society between the subordinate feminist view 

of gender roles and the dominant male-centered one censoring 

it. 

The realistic antifeminist force's surveillance in the 

narrative's earlier part over its romantic feminist 

counterpart is again uncovered by the narrator's satiric 

stance toward almost all the female figures, including minor 

ones, steady throughout the novel. Obviously, the portrayal 

in the text of Olive, "the chief object of James's satire," 

is by and large disapproving (Anderson 27). The 

aforementioned setting up of the wry narrative tone at the 

very outset, epitomized by the description of Olive as 

"visibly morbid," characterizes the satiric stance toward 

her in the whole narrative.. Satire on Olive is focused on 

her "political lesbianism." As her supplication to Verena 

not to marry indicates, "political lesbianism" insists that 

women should remain celibate and form a politically, not 

sexually, solidary relationship between them in order to 

resist patriarchy.38 It thereby disrupts the dominant 
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separatist view of gender roles and makes the "New Woman" an 

avatar of "the decline of the sentiment of sex" in the 

contemporary American society, an apprehension about which 

lies at the heart of the novel's discourse on its central 

subject of the women's rights movement. It is no wonder, 

then, that Olive is described as "visibly morbid." As 

numerous critics have pointed out, Olive is most evidently 

satirized by her selfish intent in her relationship with 

Verena. For example, Anderson argues, if problematically, 

that she is "more consistently and overtly selfish [than 

Basil] in her desire to possess Verena" (27) ,39 And even 

the feminist critic Fetterley observes: "Like him [Basil], 

she sees Verena primarily in terms of her own needs and 

desires, and she is hardly free of the charge of egotism. 

Like him, she is possessive, jealous, dominating" (146).40 

Indeed, the primary reason for Olive's purchase of Verena is 

not her attraction to Verena as a human being but her 

usefulness for her feminist cause. And her rather tyrannic 

dominion over Verena is disclosed when the narrator makes a 

comment on Verena's submissive disposition: "Her whole 

relation to Olive was a kind of tacit, tender assent to 

[Olive's] passionate insistence" (322). 

' The satiric narrative stance toward Verena and minor 

female figures is not less austere. Verena, "the potential 

rhetorical power of the feminist movement," appears, as 

shown, to be extremely, if understandably, hollow and serves 
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as an "illustrious, consummate proof of the fickleness, the 

futility, the predestined servility, of women" by 

"enter[ing] The Bostonians ^started up' by her father and 

end[ing] it silenced by Ransom" (369; Fetterley 143). The 

others in the feminist group, Miss Birdseye, Dr. Prance, and 

Mrs. Farrinder, are almost burlesqued on various occasions 

(Birdseye and Prance) and portrayed sardonically at Miss 

Birdseye's (Farrinder). During the feminist meeting at the 

old abolitionist's residence, indeed, recognizing that 

"evidently Mrs [sic] Farrinder want[s] to keep the movement 

in her own hands," Olive, an ardent admirer of "the great 

apostle of the emancipation of women," becomes disappointed 

with her and contemplates: " . . . she [Olive] might never 

become so personal, so narrow. She [Farrinder] was 

frivolous, worldly, an amateur, a trifler" (174-75, 50, 

175). The near burlesque in the narrative of Birdseye and 

Prance is most poignant and hilarious, when they, in effect, 

ironically help in Cambridge and Marmion, respectively, 

their archenemy Basil in his plot to seduce Verena and break 

up solidarity between her and Olive by informing him of the 

former's whereabouts (Birdseye) and her schedule to give a 

speech at the Boston Music Hall (Prance) and by withholding 

from Olive information about his visit.41 Moreover, neither 

Mrs. Tarrant, "another version of the powerlessness that 

results from living a traditional female life," nor Luna, 

"an emasculatory flirt," is excluded from the target of the 
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narrative's satire (Fetterley 138; Anderson 29). Indeed, 

the former is somewhat idiotically subservient to her 

snobbish husband, while the latter lives with the delusion 

that "the system of male prerogatives affords her as much 

power as she wants or needs" and is satisfied with the 

patriarchal status quo, although she is helpless with 

Basil's humiliating treatment of her at the Burrages' 

(Fetterley 137-38). 

What is noteworthy here is the way the narrative 

censures Olive's feminism. Gabler is articulate on this 

point: " . . . the narrator of The Bostonians never openly 

criticizes Olive. Instead, he constantly provides a 

dramatic context within which Olive betrays her own 

rhetorical weakness, self-contradiction, and hypocritical 

behavior" ("Rhetorical Arena" 273). Indeed, in the earlier 

discussed incident of Olive's study of history with Verena 

in order to confirm the historically long-lived oppression 

of women, the narrative uncovers contradictions in her 

argument through Verena's thoughts, not in the narrator's 

own words.42 Further, the portrayal of Olive is not totally 

negative. As noted, its principal reason being an 

apprehension about "the decline of the sentiment of sex" in 

the contemporary society, the novel's satire on her is most 

evident in her primarily teleological motive for forming her 

relationship with Verena. Yet, although she approaches 

Verena mainly because of the latter's talent in speech that 
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she herself lacks, Olive's attitude toward her "envelope" is 

affectionately warm as well. The night scene at Verena's 

residence in Cambridge in which Olive urges Verena to 

promise not to marry epitomizes this point: " . . . Olive 

drew the girl nearer to her, flinging over her with one hand 

the fold of a cloak that hung ample upon her own meagre 

person, and holding her there with the other, while she 

looked at her, suppliant but half hesitating" (149, italics 

mine). As Fetterley points out, Olive "wants to keep Verena 

from getting cold—and the pressure she exerts on Verena to 

^promise' is mitigated by her suppliant posture" (147). 

This ambivalence in the narrative's stance toward Olive 

is of great significance in that it testifies to the 

dialogic interaction between competing ideologies in the 

novel's contemporary society regarding the women's movement. 

As noted earlier, governed by the realistic impulse in the 

text endeavoring to consolidate the dominant patriarchal 

social order, the elemental narrative tone to the "morbid" 

woman is disapproving. Yet, facing up to the formidable 

challenge of its romantic counterpart representing the 

subversive feminist force, the realistic impulse interacts 

and negotiates with the antagonist. Hence the vacillating 

stance. In this regard, Gabler's earlier noted argument 

that narrative ambivalences in the novel are the product of 

James's wary consciousness about the hostile reactions of 

"his reading audience"43 may be said to be a materialization 
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of such an interaction, whatever his position might be. 

Coupled with the ambivalent narrative stance toward Basil, a 

point to be discussed later, this complicated textual 

psychology regarding Olive plays a vital part in making the 

novel a sumptuous instance in which to see the ideological 

struggle in late nineteenth-century American society 

surrounding the feminist movement. 

In the latter part of the narrative, the dominant 

patriarchal social force explicitly suppresses the 

subversive feminist force by foregrounding and underlining 

the Basil-Verena relationship and, eventually, by making the 

former intercept the latter from Olive. Initiated in her 

tryst with Basil in Cambridge, Verena's inclination toward 

the avatar of patriarchy is precipitated through their 

meetings in the Central Park and Marmion and is apparent in 

the Boston Music Hall, where she attaches herself to him and 

leaves Olive behind. 

After her successful speech at the Burrages', Verena 

accepts Basil's offer to guide her to the Central Park in 

return for her efforts at Harvard. In the Park scene, which 

marks "a decisive point in the shift of Verena's loyalties 

from Olive to Basil," the male chauvinist makes overt the 

narrative's ultimate concern, that is, apprehension about 

"the decline of the sentiment of sex," entailed by the 

feminist movement (Anthony Scott 57). And resonant with the 

dominant antifeminist social force's strong impulse to 
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suppress its antagonist's subversive desire, he is resolute 

in his will to repair the problems that are at the heart of 

the lamentable phenomenon, namely, the masculinization of 

women, a corollary of which-being their transgression into 

the conventional male territory of jobs, the symmetric 

feminization of men, and the ensuing disruption of the 

ultimately male-centered traditional separatist view of 

gender roles, an ideology, as noted earlier, vital for 

patriarchy to maintain its order. 

Indeed, in his response to Verena's argument, "Oh, I 

suppose you want to destroy us [women] by neglect, by 

silence," Basil reveals his separatist position: "My 

interest is in my own sex; yours evidently can look after 

itself. That's what I want to save." And in his answer to 

Verena's subsequent question—"To save it from what?"—Basil 

makes explicit both his worries about the feminization of 

his generation and his intent, if ironic44 as well as 

nostalgic, to preserve and recover those values and virtues 

which have been attributed to men but have been 

disappearing: 

From the most damnable feminization! . . . The 

whole generation is womanized; the masculine tone 

is passing out of the world; it's a feminine, a 

nervous, hysterical, chattering, canting age, an 

age of hollow phrases and false delicacy and 

exaggerated solicitudes and coddled sensibilities, 
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which, if we don't soon look out, will usher in 

the reign of mediocrity, of the feeblest and 

flattest and the most pretentious that has ever 

been. The masculine character, the ability to 

dare and endure, to know and yet not fear reality, 

to look the world in the face and take it for what 

it is--a very queer and partly very base mixture— 

that is what I want to preserve, or rather . . . 

to recover. (327) 

•Basil's intent to restore "the sentiment of sex" is 

again overt in the Park, when he endeavors to return Verena 

home, the legitimate place for her sex in the separatist 

paradigm of gender roles. Basil begins the particular 

effort by deliberately pointing out to the ignorant Verena 

the dependency of her life and thus instigating her to 

question and relinquish her present identity as a feminist 

speaker: "You always want to please some one [sic], and now 

you go lecturing about the country, and trying to provoke 

demonstrations, in order to please Miss Chancellor, just as 

you did it before to please your father and mother. It 

isn't you . . . but an inflated little figure" (330). 

Basil's brutally relentless critique of the girl's 

"mistaken" identity turns out to be successful, for, first 

of all, it disturbs her to a great extent: "That description 

of herself as something different from what she was trying 

to be, the charge of want of reality, made her heart beat 
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with pain" (331). And it mars her pride in her talent in 

speech and, eventually, her faith in the feminist cause. 

Verena's loss of confidence in herself is revealed, when she 

says, in disguised composure: "I presume, from what you say, 

that you don't think I have much ability" (331). In his 

answer to this somewhat beseeching statement, Basil in a 

slyly furtive way puts forward his intent: "Immense ability, 

but not in the line in which you most try to have it" (331, 

italics mine). And in his reply to Verena's ensuing 

question—"I am to understand . . . that you regard us 

[women] as quite inferior?"--he makes it apparent: "For 

public, civic uses, absolutely--perfectly weak and second-

rate. I know nothing more indicative of the muddled 

sentiment of the time than that any number of men should be 

found to pretend that they regard you in any other light. 

But privately, personally, it's another affair. In the 

realm of family life and the domestic affections--" (332, 

italics mine). 

As noted, the Central Park incident is crucial to the 

shift of Verena's loyalty from Olive to Basil. The extent 

of the power of Basil's argument in the Park based on the 

separatist view of gender roles on Verena's later 

relationship to her future husband and her feminist friend 

is most evident in the narrator's retrospective comment in 

Marmion on her change after the occasion. The narrator 

reports: 
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. . . the words he had spoken to her there about 

her genuine vocation [that is, wifehood] . . . 

these words, the most effective and penetrating he 

had uttered, had sunk into her soul and worked and 

fermented there. She had come at last to believe 

them, and that was the alteration, the 

transformation. They had kindled a light in which 

she saw afresh and, strange to say, liked herself 

better than in the old exaggerated glamour of the 

lecture-lamps. (374, italics mine) 

Olive's recollection also evinces the incident's 

significance in her relationship with Verena: " . . . she 

[Verena.] had utterly changed since that hour she came to 

her, in New York, after her morning with Mr [sic] Ransom, 

and sobbed out that they must hurry away" (371). 

In. Marmion, Verena's subjugation to Basil becomes a 

near fact. The narratorial remark on Basil's judgment at 

the moment he and Verena are about to part on their first 

date in the place makes it clear: "It [Verena's entreating 

look] told him . . . that the way he had read her nature was 

the right way (she was tremendously open to attack, she was 

meant for love, she was meant for him), and that his 

arriving at the point at which he wished to arrive was only 

a question of time" (358, italics mine). 

In the scene with which the novel ends, at the Boston 

Music Hall, the realistic antifeminist force in the 
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narrative stifles its romantic antagonist, when the male 

chauvinist Basil abducts Verena, "the potential rhetorical 

power of the feminist movement," who is scheduled to give a 

lecture there, from the hands of the feminist crusader 

Olive. And the antifeminist force is successfully finishing 

its long-pursued enterprise to contain the oppositional 

social energy in the dominant patriarchal order, when Verena 

complies with "the scheme of the universe," as she 

equivocally embraces the abduction leading her to her 

restricted place at home. As a corollary, at this point, 

the romantic feminist force, which has been explicitly 

suppressed in the second segment of the novel, is on the 

verge of submerging into the text's unconscious. 

Although it appears to-be contained in the dominant 

patriarchal order by the end of the novel, the subversive 

centrifugal feminist force is still insistent to the very 

end of the narrative and does not give up resisting the 

oppressive order. Its working at the end of the novel is 

palpable at two points. Firstly, it is uncovered by the 

narrative's persistent satire on Basil's action against his 

cherished chivalric Southern code of manly conduct as he 

attempts to "rescue" his ignorant Verena from the podium of 

the "pernicious" movement (251). When she sees her 

"rescuer" in the Hall, the wretchedly disturbed Verena begs 

him to go away, "just as any plighted maiden might have 

asked any favour of her lover": "Now I want you to go away--
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I will see you tomorrow, as long as you wish. That's all I 

want now; if you will only go away . . . everything will be 

all right!" (429, 428). Despite this desperate 

supplication, Basil unchivalrously adheres only to his own 

"purpose of getting her bodily out of the place" and 

"indulge[s] not in the smallest recognition of her request" 

(428, 429). And he ungenerously and inexorably leaves 

behind various wishes of all other people, including those 

of the clamoring audience, Verena's parents, and Olive and 

her feminist friends, as he leads the public speaker out of 

the Music Hall. 

As indicated, the narrative's satire on Basil is 

persistent. Centered around his already exemplified action 

contradicting his chivalric code of conduct, the 

satirization of Basil is exuberant from the very beginning 

in Book Second of his appearance on the center stage of the 

narrative.45 At the outset of Book Second, delineating 

Basil's life in New York, the narrator introduces an episode 

concerning his failed effort to publish "a paper on the 

rights of minority" and implicitly satirizes his anachronism 

by betraying the opinion of the editor of a periodical which 

rejected the paper, that "his doctrines were about three 

hundred years behind the age" (198),46 Satire on Basil as 

avatar of patriarchy in the earlier segment of the narrative 

is most evident at the Burrages', where he unchivalrously 

leaves Luna alone in order to go listen to Verena's speech, 
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although she requests him to remain with her. As to this 

deed, the narrator makes explicit that it contradicts his 

code of chivalry: "It was in his simple code a gross 

rudeness to withdraw from conversation with a lady at a 

party before another gentleman should have come to take 

one's place; it was to inflict on the lady a kind of 

outrage" (262),47 This satiric strand continues trenchantly 

in the latter part of the narrative when the narrator at one 

point in Marmion discloses Basil's unabashed sophistry of 

chivalry with which he justifies his unchivalrously 

inexorable hostility to the helplessly defensive Olive: 

"Chivalry had to do with one's relations with people one 

hated, not with those one lpved. He didn't hate poor Miss 

Olive, though she might make him yet . . . Chivalry was 

forbearance and generosity with regard to the weak; and 

there was nothing weak about Miss Olive" (381, italics 

mine). And, as shown, it persists to the very end of the 

narrative. 

The satire on Basil's unchivalrousness is most 

intensive in his relation with Verena. Basil construes that 

his intervention in the Olive-Verena relationship is a 

chivalric act that aims to rescue the ignorant girl from the 

perverted feminist. Yet, his approach to Verena turns out 

to be motivated not by gallantry but mostly by his own 

essentially selfish interests, such as his desire for the 

pretty and talented young woman and, most decisively, his 



136 

plot to exploit the feminist speaker's marriage to him as a 

means of realizing his desire to shatter the women's 

movement, which, he conceives, accelerates the deplorable 

phenomenon of the feminization of his age. Basil's 

selfishly teleological attitude is betrayed by his 

indifference, if disguised, to Verena's opinions in her 

speech at the Burrages' that are diametrically opposite to 

his. In answer to her rather perfunctory question asking 

his response to her speech—"Well, don't you think it's all 

true?"—he says: "No, not a word of it!" He then adds that 

"I don't care in the least whether I agree with you" (270). 

His selfishness is made apparent in the narratorial remark 

on his mindset in Marmion regarding Verena's arranged 

lecture in the Boston Music Hall: "He didn't care for her 

engagements, her campaigns, or all the expectancy of her 

friends; to 'squelch' all that, at a stroke, was the dearest 

wish of his heart. It would represent to him his own 

success, it would symbolize his victory" (382). 48 Basil's 

unchivalric attitude to Verena is also disclosed by his 

jealousy of the public speaker's popularity: " . . . Ransom 

is clearly jealous and competitive in his relation to 

Verena. She is, after all, destined for the very career and 

success he craves for himself" (Fetterley 120),49 His 

jealous feelings are evident in his thoughts in Marmion 

about the prospect of her success in the Music Hall lecture: 

"It was palpably in the air that she would become 'widely 
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popular,' and that idea simply sickened him" (382). And 

they are working when he is finally determining to kidnap 

Verena at the beginning of the Music Hall scene: "He 

believed that all Boston was going to hear her, or that at 

least every one was whom he saw in the streets; and there 

was a kind of incentive and inspiration in this thought. 

The vision of wresting her from the mighty multitude set him 

off again, to stride through the population that would fight 

for her" (413). Given such a mentality, it is not 

surprising that in the Hall Basil feels like an assassin, 

not like a knight-errant: "There were two or three moments 

during which he felt as he could imagine a young man to feel 

who, waiting in a public place, has made up his mind, for 

reasons of his own, to discharge a pistol at the king or the 

president" (414). In this regard, Basil's earlier shown 

unchivalric indulgence in his own telos despite his lady 

Verena's entreatment is an outcome fully anticipated. 

Finally, the narrative's satire on Basil's unchivalrousness 

is doubly layered in that he commits himself to unchivalrous 

deeds but seems to be not aware of the fact.50 

The romantic feminist impulse's undermining in the text 

of the dominant patriarchal order by means of satire is not 

confined to Basil. Indeed, in parallel with their female 

counterparts, minor male figures, such as Pardon, Henry 

Burrage, and Selah Tarrant, are each satirized, 

respectively, as "a pathetic figure lacking any real power 
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or force," "a sexless young man tied up to his mother," and 

a snobbish trafficker of his own daughter (Sara Davis 583; 

Anderson 29) .51 What is significant here is that although 

the romantic feminist force in the narrative provides a key 

impetus for its satire on male figures, it is also, like the 

satirization of Olive, a corollary of the apprehensive 

narrative stance toward "the decline of the sentiment of 

sex" in the contemporary society that constitutes the 

undercurrent of ideological conflicts in the novel entailed 

by its central subject of the feminist movement. This 

contention becomes cogent when we consider the focal points 

of the satirizing business, that is, the lack of gallantry 

(Basil), independent spirit (Henry Burrage), and 

responsibility for his own family (Selah Tarrant), principal 

male virtues that have been vital to maintaining the 

dominance of the essentially male-centered separatist view 

of gender roles and thereby have served as an indispensable 

underpinning of patriarchy.52 

Although Basil is the primary target of the narrative's 

satire on male figures, the narrative tone towards him, as 

likewise to Olive, is not entirely negative. For example, 

after Verena's successful speech at the Burrages', the 

narrator comments on the impoverished and unpromising 

Basil's decision to woo the prosperous speaker after 

weighing their incomparably contrasting financial prospects: 

"He had thought over the whole question in the last forty-
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eight hours, and it was his'belief that he saw things in 

their absolute reality. . . . but he proposed, after today, 

not to let that accident make any difference" (314). Then 

the narrator seems openly to blame the impudence of the 

decision, saying that "[h]e was too shamefully poor, too 

shabbily and meagrely equipped, to have the right to talk of 

marriage to a girl in Verena's very peculiar position" 

(314). The accusation, however, is implicitly undermined by 

the very next sentence: "He understood now how good that 

position was, from a worldly point of view" (314, italics 

mine). And the narratorial intrusion shortly after this 

remark covertly endorses Basil's impudent attitude, 

observing that "I shall perhaps expose our young man to the 

contempt of superior minds if I say that all this [material 

matter] seemed to him an insuperable impediment to his 

making up to Verena" (315, italics mine). Further, the 

narrator almost explicitly sanctions the position of the 

poor Southerner by endowing his "false pride" with "a thread 

of moral tinsel" and describing his wealthy rival suitor, 

"the protegee of Mrs [sic] Burrage," rather contemptuously, 

that is, as surrounded by a "gilded nimbus" (315, italics 

mine) .53 

The ambivalent narrative stance towards Basil is 

significant in that like the similar case of Olive, it also 

attests to the dialogic interplay between competing 

ideologies in the contemporary American society surrounding 
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the women's movement. Governed by the dominant antifeminist 

social force in the narrative, the elemental tone towards 

Basil as avatar of patriarchy is favorable. In the surge of 

the subversive feminist energy, especially in the earlier 

segment of the narrative, however, the antifeminist force 

satirizes the male chauvinist as lacking the traditional 

male virtue of gallantry, along with other male figures, as 

a corollary of its interaction and negotiation with the 

formidable antagonist as well as as a warning against the 

deplorable feminization of the contemporary society. Yet, 

the dominant force continues its enterprise to consolidate 

its male-centered order by covertly vindicating the avatar 

of patriarchy. Hence the implicit valorizing, if somewhat 

satirical (cf. the phrase "a thread of moral tinsel"), of 

Basil's challenging independent spirit in the example of the 

preceding paragraph (italics mine). Again, coupled with the 

narrative's ambivalent posture to Olive, the text's 

complicated psychological stance toward Basil plays a vital 

part in making the novel a fertile place in which to see 

ideological conflicts in James's America surrounding the 

women's movement. 

As noted, there are two places at the end of the novel 

in which the resistance of the romantic feminist impulse in 

the text to its realistic counterpart is still palpable. 

The first one, as shown, occurs when the narrative satirizes 

Basil's action against his own chivalric code of conduct in 
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the course of his attempt to abduct Verena. The other place 

in which the romantic impulse uncovers itself is the novel's 

equivocal ending. When, led by Basil, Verena is finally 

outside the Boston Music Hall, she is "glad" but, curiously 

enough, is "in tears" (433). Undermining the dominant 

patriarchal order's seeming success by the end of the 

narrative, this perplexingly ambivalent state of Verena's 

emotion indicates that the centrifugal force, especially 

suppressed in the second segment of the narrative, is still 

alive and working. Indeed, incarnated in Verena's rueful 

tears, the suppressed but insistent force undercuts Basil's 

ostensible triumph, sustained by the young woman's primary, 

glad feeling about her abduction, in his endeavor to silence 

the feminist crusader Olive by making Verena return to her 

supposedly natural gender role of wifehood and thereby 

comply with the ultimately male-centered social convention 

of heterosexual marriage.54 A noteworthy point here is that 

as a prime locus of the suppressed romantic impulse in the 

text, Verena's ambivalent emotional state illustrates a 

typical ruse romance harnesses for the purpose of 

circumventing its realistic antagonist's surveillance over 

its centrifugal energy, namely, the politics of deceptive 

subversion. As shown, the romantic feminist force is still 

present at the end of the narrative and disrupts the 

dominant patriarchal order. In doing so, invested in the 

tears Verena furtively sheds beneath her hood, it works in a 
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deceptive way, that is, by rendering the innocent young 

woman outwardly compliant with the institution of marriage. 

Verena's embracing of the male-centered convention, 

indicated by her primary, glad feelings, implants in the 

reader the impression that she is conforming to the 

prevailing order. And it thereby serves to divert the flow 

of the subversive energy from the reader's attention. 

The resistance of the romantic feminist impulse to the 

oppressive patriarchal order is more audacious and almost 

explicit, if still covert, in the next and very last 

sentence of the book. There the narrator comments on the 

ignorant but good Verena's unhappy future marital life with 

Basil and, in effect, chides the antifeminist and thereby 

problematizes the androcentric institution of marriage, a 

vital underpinning of patriarchy, and antifeminism itself: 

"It is to be feared that with the union, so far from 

brilliant, into which she was about to enter, these were not 

the last she was destined to shed" (433),55 As shown, like 

the narrative's ambivalent stance toward both Basil and 

Olive and the anomalous conflation of the two distinct kinds 

of public and private discourse, this equivocal ending is a 

corollary of the dialogic ideological interaction in the 

text between the two main modal strains in fictional 

representation of realism and romance. With such narrative 

anomalies, the novel produces a fuller picture of 

ideological conflicts in late nineteenth-century American 
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society surrounding the feminist movement between 

heterogeneous positions competing, however unevenly, for 

hegemony.56 

As Basil's final victory over Olive in their struggle 

for Verena's loyalty57 indicates, however, despite the surge 

to the fore of the subversive romantic feminist force in the 

earlier part of the narrative and its persistence to the 

very end under suppression, The Bostonians is ultimately a 

realist text in which the feminist enterprise to emancipate 

woman from the oppressions of the dominant patriarchal order 

aborts. That which is crucial to achieving the emancipatory 

goal turns out to be the dismantling of the conventional 

male-centered gender division, because the convention has 

played a central part in promoting the oppositional 

domination-subordination relationship between man and woman. 

As noted at the outset of this chapter, however, the 

narrative's discourse on its central subject of the women's 

rights movement moves within the trajectory of the then 

dominant separatist paradigm of gender roles. As a 

corollary, it is underlaid by a rather nostalgic 

apprehension about the contemporary social phenomenon of 

"the.decline of the sentiment of sex" spreading under the 

influence of the feminist movement, as evinced in discussing 

a major reason for the narrative's satire on both Olive and 

Basil, that is, their lack of traditional virtues allotted 

to each gender. It is inevitable, then, that the novel ends 



144 

with Verena's return to her traditional subaltern role of 

wifehood that annuls the feminist endeavor to break down the 

conventional gender division and re-normalizes the 

hierarchical gender relation. This ending, in effect, 

endorses retroactively the legitimacy of the obsolete 

separatist ideology and thereby reinforces, if unwittingly, 

the dominant patriarchal order intimidated seriously by the 

rampant women's rights movement.58 In The Bostonians, 

therefore, the feminist enterprise of the emancipation of 

woman turns out to be a contained romance. 



NOTES 

1. Regarding the novel's singularities in the Jamesian 

corpus, Anthony Scott catalogues: 

. . . that it, aside from The Princess 

Casamassima, is the only novel by James to develop 

a political theme; that it lacks a central 

perceiving consciousness; that its author did not 

revise it for the New York Edition; and that it 

ends not with a characteristically Jamesian act of 

renunciation but with the prospect (happy or not) 

of a marriage. (49) 

2. In relation to the centrality of the feminist 

subject in the novel, Sara deSaussure Davis contends that 

"[i]n The Bostonians twenty years [1865-85] of feminist 

activities [in America] are distilled and scrutinized there 

by the artist's vision" (580). 

3. According to Kate Millett, in America the 1848 

feminist meeting in Seneca Falls, New York, "marked the 

beginning of the political organization of women in their 

own behalf," and.it triggered "a seventy-year struggle which 

became the international Women's Movement" (66). As to the 

prevalence of the movement in late nineteenth-century 

America, Charles R. Anderson observes that "newspapers were 

then [1865-75] full of the activities of the Women Suffrage 

1 A R 



146 

Association" (18) . For an account of feminist activities in 

the period and of the question of James's awareness of them, 

see Sara Davis, in particular 571, 573-74, and 578-79. 

4. For an account of the "separate spheres" ideology, 

see John D'Emilio and Estelle B. Freedman 171-88. See also 

Scheiber, 249n2. James's vindication of the ideology is 

disclosed in his eulogistic remark on his mother, Mary Walsh 

James, at her death, focused on her "divine commission" of 

wife and mother, that is, the two key traditional separatist 

gender identities of woman (Notebooks 230, italics mine) . 

5. With regard to the "woman question," Helsinger and 

others observe that "[t]he 1860s and 1870s are . . . times 

when sensation fiction and social unrest are inverting 

traditional roles [of women] in literature and life" (180). 

As a corollary, they contend, "for literate Anglo-American 

Victorians, woman's nature and place were called into 

question" (xii). For a succinct account of woman's place in 

Victorian society, see Helsinger and others xiv-xv, where 

they point out "four myths or models" of the role of women 

in the Victorian society, namely, the "Angel in the House" 

as wife and mother, "the model of complete equality," the 

"Angel out of the House," and the "Female Savior." 

6. Although Fetterley's perceptive reading enables her 

to discern James's personal value judgment in "the decline 

of the sentiment of sex," she endeavors to efface its effect 

on his composition of the novel (113-14). As will be shown 



147 

later, I agree with Fetterley when she argues that the 

phrase does not necessarily support James's antifeminisiri 

(113). But I discredit her contention that James's language 

is "remarkably neutral" (113). 

7. In my reading, after Verena's speech at the 

Burrages', her last one consummated in the text, the 

narrative shifts its main concern from the public realm to 

the private domain. To be more specific, the second segment 

of the narrative, I presume, begins with Chapter 29. 

8. cf. Anthony Scott 51. For a deft summary of the 

history of the novel's critical reception, see Anthony Scott 

51-55. Recently, some critics, like Anderson, Janet A. 

Gabler, Habegger, Scheiber, and Anthony Scott, have paid 

attention to and have elaborated upon the ideological realm 

of the text's narrative ambivalences. Except Gabler, 

however, they still do not seem to be articulate enough 

about possible reasons for them. Although her argument is 

not scrupulous enough, Gabler insightfully suggests as a 

possible reason for narrative ambivalences in the novel that 

they are calculated by James to defend himself "against 

anticipated hostile reaction in his reading audience [of 

which political faction? Both the feminists and the 

antifeminists?] to the judgments of American character his 

fiction presents" ("Narrator's Script" 95). 

9. See n50 below, for those critics who contend that 

the narrative favors neither Basil nor Olive. 
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10. For an account of general fallacies in critical 

readings taking side with Basil, see Fetterley 110-11. 

11. Rowe critiques Fetterley's view and contends: "What 

Fetterley sees as the ^deeply feminine' concern of The 

Bostonians is the way in which patriarchal power is shown to 

disguise itself in various customary and otherwise socially 

acceptable forms: love, courtesy, aid, and philanthropy" 

(92) . 

12. cf. Anthony Scott 51 and 70nl. 

13. The general critical underestimation of the novel 

may be revealed by the fact that, as Rowe points out (88), 

Millett does not at all make any reference to it in Sexual 

Politics, a study that deals with an extensive range of 

fictions from a feminist perspective. 

14. Susan Gillman and Forrest G. Robinson's collection 

of essays on Mark Twain's Pudd'nhead Wilson provides an 

excellent place in which to see exemplars of this point. 

15. In this light, Warren's pioneering reading of the 

novel from the perspective of race and Anthony Scott's call 

for attention to "the novel's more unsettled meditations on 

the tensions between public and private life, between 

reformist and reactionary politics and between North and 

South" are noteworthy (55). 

16. cf. Ch. 1, n32. 

17. James, The Bostonians 366. Hereafter all 

references to the work appear in the text in parentheses. 
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In this regard, Mrs. Tarrant's comment on her marital 

experience is illuminating: " . . . the implications of 

matrimony were for the most part wanting in brightness— 

consisted of a tired woman holding a baby over a furnace-

register that emitted luke-warm air" (117). 

18. This strategy may elucidate a potent reason for 

Habegger's earlier noted argument in his article, "The 

Disunity of The Bostonians," of the presence in the 

narrative of two distinct narrators, the very ground for his 

complaint about the novel's artistic integrity. Following 

the strategic movement of the narrative's realistic impulse, 

Habegger's narrator assumes in the book's first segment a 

satiric stance, indiscriminating but directed mainly toward 

the female figures, in order to check the formidable 

feminist force publicly challenging dominant patriarchal 

order. In the second part, the narrator gives up the 

satiric stance to align it with the changed tactic of 

retreating into the private domain, becomes subtly aloof, 

and endeavors to divert the strategic aim to contain 

covertly the oppositional force from the dissident 

individuals' attention. 

19. Despite the vital function Verena enacts in 

developing the narrative's central concern, most critics 

have depreciated her, for they regarded her as an 

unconvincingly hollow character. For example, Scheiber even 

defines her not as a character but as a text, namely, "a 
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site of free play for others' desired meanings, whether as 

read or written text" (245). See also Fetterley 143; 

Anderson 27; Anthony Scott 61-63; and Warren 100-01. 

Considering her inexperienced age--she is in the text in her 

late teens—her meager and rather queer family background, 

and her lack of regular education, however, the 

characterization of Verena without her own view of actual 

life or "devoid of agency" is not totally unconvincing 

(Anthony Scott 61). For positive accounts of Verena, see 

Gabler, "Narrator's Script" 97 and Rowe 93. 

•20. With regard to this point, Scheiber observes: 

Although his [Basil's] ideas are rejected as 

medieval by the intellectually fashionable 

magazines of the day, they are entirely consistent 

with the prevailing cultural values of America in 

the 1880s . . . It is against such prevailing 

cultural winds that Olive attempts to launch 

Verena, and Ransom's objections, far from being a 

masculine cry in a feminine wilderness, have the 

weight of massive social censure behind them. 

(239, italics mine) 

Scheiber's argument is very cogent, incorporating pertinent 

historical evidence advanced by Barbara Bardes and Suzanne 

Gossett and Helsinger and others (239). This view may be 

fortified by James's seemingly perfunctory description in 

the text of the male chauvinist Basil as "a representative 
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of his sex" (36, italics mine). For the phrase intimates 

that the general social atmosphere in Victorian America 

toward the feminist movement, in the formation of which the 

ruling male gender for sure played a decisive part, was 

still extremely hostile. In relation to this point, see 

also Sara Davis 580. 

21. For an account of details of the ideology, see 

Welter 21-41. 

22. According to Sara Davis, the two places in which 

the novel is set, Boston and New York, along with London, 

were in the late nineteenth century among "the three major 

cities of feminist activities" (571). 

23. For a definitive narratorial remark on Basil's 

personality, see James, The Bostonians 199. 

24. In the text Olive remains single to the end of the 

narrative; she is a learned-woman who, as Verena herself 

openly says to Basil, makes the feminist speaker's speeches 

or "the best part of them" (230); and as a member of the 

Chancellors that, we are told, "belong[s] to the 

bourgeoisie—the oldest and best," she is rich enough to 

purchase Verena from her parents (61). Since there is a gap 

between the time in which the novel is set (the only date 

specified in the text is "the winter of 187-") and the 

appearance of the "New Woman" (in the 1880s), Olive's 

qualification as a new woman is questionable (170). But the 

question is negligible. For the book began to take shape in 
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James in the same decade—in 1883 (cf. Anderson 7)—as the 

new group of women made their appearance, the point that 

renders it highly probable that James adopted the model for 

Ol*Lve from the new type of women. More significantly, as 

Anderson in a note to the Penguin edition of the novel 

claims, "the best conjecture for the novel's dates would 

probably be 1879-81," because the narrative is set in the 

period "after the end of reconstruction (1877), and the 

story covers two years" (436nl7). 

25. Olive's belief in the superiority of women is again 

disclosed in Verena's speech at the Burrages' (267-68), of 

which, as noted, at least "the best part" was supposed to be 

written by her. 

26. As to this point, see also Fetterley 132. 

27. Basil's Southern background has drawn much critical 

attention. Scheiber, for instance, locates the reason for 

Basil's conservative disposition in his Southern origin 

(239-40). For more critical commentaries on Basil's 

regional background, see Furst 144-45 and Trilling 112, 

where their concern is chiefly with the significance of the 

Civil War in the novel. 

'28. Along with essentialism, constructionism 

constitutes one of the two key positions in the recent 

feminist critical debate. Predicated upon the idea that 

differences between males and females, presupposed to be of 

inherent character and having served as the ground for 
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patriarchy to subordinate women, are "the effects of 

complicated discursive practices," the constructionist view 

flaunts the sameness, even biological as well as cultural, 

of the genders (Fuss 2). For a succinct account of 

definitions of essentialism and constructionism in feminist 

theory, see Diana Fuss 2-3. 

29. The unsophisticatedness of the narrative's 

essentialist feminism is apparent in Olive's unfounded claim 

to the superiority of women's political talents to those of 

men. On the other hand, the constructionist position in the 

text is propounded by the minor figure Dr. Mary J. Prance, 

when she, unlike Olive and Verena, claims that "men and 

women are all the same" (67). As to the significance of 

Prance's constructionism, see Ian F. A. Bell 32. Bell's 

argument is valuable but problematic: it is valuable in that 

his valorizing of the much neglected peripheral position 

recuperates the novel's richly heterogeneous feminist 

discourse; but his contention of James's antipathy towards 

the separatist view of the gender role is discordant with 

the narrative's harsh satire on the constructionist Prance 

uncovered by her portrayal as an "unsexed woman" and as 

almost pathologically isolated personality (Anderson 28). 

For a feminist critique of Prance, see Fetterley 140-41. 

30. Although it is flawless at least in its logic and 

provides a powerful ground for the feminists to justify 

their objective of sexual egalitarianism, constructionism 
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also has difficulty in achieving the objective. It is 

helpless about correcting past and existing inequities which 

will play a vital part in determining the future power 

relationship of the genders and is liable to confirm 

patriarchy by being gradually contained in it. This 

constructionist predicament elucidates a reason for a 

renewed attention to essentialism and the ensuing "equality-

-versus—difference" controversy in the current critical 

scene. For an account of the two positions' strengths and 

weaknesses, see Fuss 3-6. See also Lois McNay 18-24. For 

an account, albeit from a perspective different from mine, 

of the "equality vs. difference" controversy, see Joan W. 

Scott 138. 

31. Irigaray pinpoints this problematic, when she 

observes that "if their [women's] aim were simply to reverse 

the [patriarchal] order of things, even supposing this to be 

possible, history would repeat itself in the long run, would 

revert to sameness: to phallocratism" (This Sex 33). As 

Fuss points out, this is the reason for the relative 

pejoration of the essentialist position and the prevalence 

of the constructionist position in the recent critical scene 

(xi), although, as noted, there is in current criticism 

renewed attention to the former. 

32. This argument may gain some credibility by the fact 

that when they were introduced in the United States, the 

"New French Feminists" were for a quite while given a 
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negative reception even by their constructionist American 

colleagues. See, for example, Elaine Showalter 187-90. 

33. cf. n20. 

34. With regard to those problematics and the earlier 

noted advantage Basil enjoys simply because of his gender, 

Warren's reading in assessing the novel of the reason for 

Basil's triumph is well founded: "In allowing Ransom to 

triumph as a result both of his own masculine force and the 

disarray and tactical miscues of his feminist opposition 

rather than as a result of superior reasoning and moral 

judgment, The Bostonians proved to be a devastatingly 

accurate reading of the period" (93). 

35. In relation to this point, Wilt is correct when she 

claims that Verena "ha[s] a fugitive desire to be not like 

her [Olive] but like her glittering, worldly, mantrapping 

sister, Adeline Luna" (305). 

36. For an account of the significance of Verena's 

secrecy to her relation with Olive, see Anthony Scott 62. 

37. With regard to the characteristics of Verena's 

disposition, the narrator observes, commenting on her 

relationship with Olive: ". . .it was in her nature to be 

easily submissive, to like being overborne. She could be 

silent when people insisted, and silent without acrimony. 

Her whole relation to Olive was a kind of tacit, tender 

assent to passionate insistence" (322). Her attraction on 

this occasion to Basil is uncovered by the fact that she 
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makes a request to Mrs. Burrage that she should send Basil 

an invitation to her speech at the former's place. 

38. Rowe uses "political lesbianism" in 

contradistinction to its sexual kind (99). For an account 

of ideological purports in the conception of the term, see 

Rowe 98-99. See also Fetterley 152-53. Olive's "political 

lesbianism" is problematic in its naive view of woman's 

struggle against man as that between classes, since women 

cannot constitute a homogeneous group because of their 

differences in such categories as class, nationality, 

ethnicity, and race. As to this point, see Irigaray 32; 

Rowe 155; and Caroline Ramazanoglu. 

39. Anderson's argument is problematic, for, as will be 

shown, Basil is not less selfish than Olive in their 

relations with Verena. 

40. For Olive's intent in her relationship with Verena, 

see also Anthony Scott 61. 

41. On this point, cf. Warren 98-99. 

42. For more instances, see Gabler, "Rhetorical Arena" 

272-75. 

43. cf. n8. 

44. Basil's intent to save his generation from 

feminization by making resort to traditional masculine 

values and virtues is ironical in that although he assumes 

to be the subject of the salvation project, he should be 

included in the object of the project, for, as is shown 
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later in the discussion of the narrative's satire on him, he 

himself lacks many of such values and virtues. 

45. After being introduced to the reader at the very 

outset of the book, Basil is off the stage in Book First 

which concentrates its narrative concern on the friendship 

between Olive and Verena. 

46. Satire on Basil's anachronism is explicit later, 

when the narrator in the Central Park scene refers to his 

laments for the feminization of his age as "narrow notions" 

and observes that their rejection by "leading periodicals" 

is "certainly not a matter for surprise" (328). 

47. Another notable occasion in the earlier part of the 

narrative on which Basil's unchivalric aspect is disclosed 

occurs when he at the beginning of Book Second makes his 

second appearance in Boston in order to see Verena on 

private terms and, in the course, deceives and exploits 

Birdseye (Ch. 23). On this point, see Fetterley 128. 

48. In this regard, Olive's following view of the 

Basil-Verena relationship is by and large correct: ". . .he 

never had loved her, it was only his hatred of their cause 

that made him pretend it; he wanted to do that an injury, to 

do it the worst he could think of. . . . It was not 

tenderness that moved him—it was devilish malignity" (369). 

As to Basil's relation to Verena, Fetterley observes: "The 

terms of Ransom's relation to Verena are those of his own 

ego; they are dominance, possession, patronization, 
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objectification" (143-44). And in relation to Basil's 

selfishness, she condemns his chivalry as "a mask of self-

interest" (129) . 

49. As to Basil's jealousy, see also Wilt 300-02. 

50. As shown, the narrative's satire on Basil is not 

less austere than that on Olive. In this regard, I 

discredit the traditional favorable critical view of Basil 

and agree with those critics claiming that the narrator 

disparages both him and Olive. For a brief comment on the 

former view, see Anderson 25. For the latter position, see 

Anderson 25; Edel, Middle Years 141; Anthony Scott 53-54 and 

71nl4; and Warren 100. 

51. In this regard, Trilling's comment on the novel's 

male figures, which argues that Basil is "the only man" in 

the book, is partially right (114) . 

52. Although I concur with Fetterley's contention that 

James's apprehension about "the decline of the sentiment of 

sex" does not necessarily support his antifeminism, I 

discredit her argument that James's language is "remarkably 

neutral" (cf. n6). For, although it is obfuscated in the 

course of the novel, the earlier shown initial setting up of 

the differentiating narrative tone to Basil and Olive 

indicates that the narrative's sympathy, if any, is not for 

the feminists. Moreover, the narrative's clandestine desire 

to preserve the ultimately male-centered separatist paradigm 

of gender roles, betrayed by its satire on both Basil and 
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Olive focused on their action deviating norms the 

traditional paradigm provides, makes clear that the 

narrative's ideological position is on Basil's side. For a 

critique of Fetterley's position in a similar vein, see 

Anthony Scott, 71nl2. 

53. It is noteworthy that the narrator's cautious 

endorsement of Basil's position may have to do with Gabler's 

suggestion that James was alert to the hostile reactions of 

his contemporary readers (cf. n8). Gabler's contention 

becomes more powerful here when we consider that women 

constituted the majority of the readership of the novel in 

James's time. For accounts of this incident from a similar 

standpoint and in relation to James's alertness to readers' 

reaction, see Gabler, "Narrator's Script" 106-07 and also 

her "Rhetorical Arena" 280-81. 

54. As to Verena's compliance with Basil's abduction, 

Fisher advances an interesting new historicist view that it 

registers a contemporary cultural phenomenon that resisted 

the then spreading dominion of the public over the private 

("Appearing and Disappearing" 178-85). 

55. Ending with this unconventional novelistic prospect 

of Verena's unhappy marital life, The Bostonians, like The 

Portrait of a Lady, belongs to what Boone labels the 

"counter-traditional" novel. 

56. From a similar standpoint, Anthony Scott observes: 

. . . the very illegibility of a single political 
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position—the frequent shifts of point of view, 

the narrator's satiric undermining of each 

character's actions and beliefs, the ambiguity of 

the last sentence—affirms the accuracy of the 

novel's representation of social reality. That 

is, the thematic and structural irresolution of 

The Bostonians mirrors the political confusion 

James meant to depict. (54) 

In this regard, Barry Menikoff's comment on the novel's 

ambivalent ending is insightful: "The irresolution of this 

[last] sentence . . . is not casual or gratuitous. It says 

that novels . . . which end neatly are actually distortions 

of reality, they are deceptions which delude us into 

believing that intractable problems always have nice 

solutions" (473). 

57. As to the question of the winner in the novel, 

recent studies discount the mainstream position of their 

predecessors taking side with Basil (for the mainstream 

views, cf. n50 and Warren, 158n79). For example, drawing on 

the unconventional ending, which, as noted, in effect, 

blames the male chauvinist, Scheiber contends that the 

victor at the end of the book is Olive, not Basil (249). On 

the other hand, paying attention to the narrative's satire 

on both Basil and Olive, Katherine R. Chandler claims that 

"materialism is the victor" and focuses her discussion on 

Mr. Filer, the lecture broker of Verena and Olive, who 
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enters the book at its very end during the confusion caused 

by Verena's abduction (47).- Chandler's approach is valuable 

in that it uncovers the much neglected point of the 

mercantile realm of Verena's lectures and thereby provides a 

point of departure for a consideration of the complicity of 

James's works in their contemporary capitalist culture. In 

a similar vein, Anthony Scott regards Verena as a commodity 

and argues that "what wins in the end is not nature but 

convention" (64). Besides, Anderson puts emphasis on 

"James's satire on the general social and moral malaise of 

the period" and is silent about the winner (28). Although I 

concede that each of those recent views is cogent in its own 

way and that they are valuable in that they suggest new 

directions for reading the book, and although I do not agree 

with most of the reasons for those mainstream critics' 

patronizing of Basil, I still believe that Basil is the 

winner, however ostensible his victory may be. 

58. In relation to the limitations of the novel's 

feminist discourse, David Howard is correct when he points 

out the barrenness of the gender relation in the novel 

governed by the rule of "dominance for one partner, defeat 

for the other" (72). And Fetterley observes: "The 

Bostonians represents a kind of end point in the literary 

exploration of sex/class power; it would be impossible to 

see more clearly and feel more deeply and still remain 

convinced that patriarchy is inevitable" (xvii). Besides, 
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in Rowe's account, a majority of feminists claim that 

James's fictional works, including The Bostonians, show his 

"inability to transvalue the social rhetoric, his inability 

to do any more than merely represent the psychology and 

sociology of woman's servitude" (89). 



CHAPTER 4 

THE TURN OF THE SCREW: A DAMNED1 ROMANCE OF THE SUBVERSION 

OF BOURGEOIS2 PATRIARCHY 

In the Preface to the New York Edition, James refers to 

The Turn of the Screw as a "full-blown flower of high fancy" 

that had for him "the immense merit of allowing the 

imagination absolute freedom of hand . . . with no 'outside' 

control involved, no pattern of the usual or the true or the 

terrible ^pleasant' (save always of course the high 

pleasantry of one's own form) to consort with" {Art of Novel 

169, 170, italics mine). Indeed, the narrative being 

haunted by such preternatural, if arguably,3 elements as the 

appearance of the apparitional figures of Quint and Jessel 

and their alleged communion with the living children, Miles 

and Flora, the world in the novella is a very fanciful one. 

And it thereby seems, in sharp contrast to that of The 

Bostonians, to have little to do with the quotidian outside 

world. 

As a number of critics have recently evinced, however, 

a socially liminal figure—a governess—being its 

heroine/narrator,4 the tale's seemingly unrealistic 

narrative is implicated and complicitous in sociopolitical 

issues, in particular, of gender and class that were 

163 
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fundamental5 in contemporary Victorian England, however 

repressed such agendas are into the unconscious level of the 

text: "In The Turn of the Screw, issues of female power, 

sexuality, and autonomy and issues of class inequality are 

muted but crucial. They are also linked" (DeKoven 47).6 

This chapter joins the ongoing enterprise in The Turn of the 

Screw criticism to historicize and socialize the text. In 

so doing, the discussion follows a narrative sequence of 

major incidents. And its primary focus is given to the 

ambivalent, at once submissive and rebellious, attitude of 

the Governess, who represents the romantic force in the 

narrative that subverts the dominant order of bourgeois 

patriarchy, towards her master, the Harley Street Uncle who 

represents the realistic force that endeavors to consolidate 

the dominant order. For it is the prime locus in which to 

see the dialogic interaction in the text between the 

subversive impulse and that of consolidation, however uneven 

it may be, and thereby to see also conflicts in the 

novella's contemporary society between competing forces 

surrounding gender and class issues. The focus also goes to 

the narrative's silence about the reason for the puzzling 

main condition of the Uncle's contract with the Governess 

and the preternatural apparitional figure of Jessel, in 

which the romantic subversive impulse in the text is 

embedded. And some detailed discussion is given to the 

social situation of the governess as a category, since it 
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illuminates the social matrix out of which the subversive 

force grows. 

Before probing into the workings of conflicting 

ideologies in the Governess's narrative, it is worthwhile to 

take a look at the novella's complicated narrative strategy 

because it contributes to the tale's romantic political 

enterprise of deceptive subversion. There are three 

narrators in the novella, the Governess who tells the main 

narrative to us the reader, Douglas, and the first-person 

narrator "I," both of the latter appearing only in the 

prologue, or the frame tale. In the frame tale, Douglas 

reads the Governess's manuscript, sent to him before she 

died, to his audience, including "I." It is "I" who 

prepares the main narrative, "an exact transcript of my own 

made much later" from the manuscript transmitted in turn to 

her/him7 by Douglas (148, italics mine). In combination 

with the inherently slippery first-person point of view of 

the Governess's narrative, the question as to the 

Governess's mental state, and the appearance of the 

preternatural apparitional figures, this incorporation of 

multiple narrative standpoints provided by the prologue 

diminishes the reliability of the Governess's narrative.8 

And it in effect enacts romance's deceptively subversive 

politics by diverting from the contemporary reader's 

censorious attention sociopolitical agendas embedded in the 

text that disrupt the dominant order.9 
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The Governess's narrative, her recollection of her 

painful life at Bly, appropriately begins with her arrival 

at the place. When she arrives at Bly, "a castle of romance 

inhabited by a rosy sprite, such a place as would somehow . 

. . take all colour out of story-books and fairy-tales," the 

Governess is welcomed by "a curtesy" of Mrs. Grose, the 

housekeeper, who is with Flora, her younger pupil, in her 

hand (155, 152). And she feels "as if I had been the 

mistress or a distinguished visitor" (152, italics mine). 

This exalted mood continues throughout the day and 

culminates when for the night she is led to "the large 

impressive room . . . [with] the great state bed . . . the 

figured full draperies, the long glasses in which, for the 

first time, I could see myself from head to foot" (153, 

italics mine). 

The Governess's elevated "triumphant" spirits are 

significant in that they uncover from the very beginning of 

the narrative the working of the romantic impulse in the 

text, which subverts the dominant order of bourgeois 

patriarchy, and thereby signal the struggle and interaction 

in the text of conflicting ideologies surrounding gender and 

class issues (152). In this regard, the seemingly passing 

mention of the mirror among, the fixtures in her room merits 

our attention. As some critics have perceptively pointed 

out, the seeing of her full-length view for the first time 

in the mirror after the sweet experience of exaltation, if 
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so brief as less than a day, serves as the moment of an 

expansion of the novice governess's consciousness.10 As a 

corollary, she comes to have a will for power over Bly, if 

not fully conscious, that challenges the prerogatives of the 

Uncle and "the little Master" Miles, avatars of bourgeois 

patriarchy, and thereby disrupts the dominant order (222) . 

And as her somewhat wishful mistress-like feelings at her 

arrival intimate, she comes to have desire for her socially 

transgressive marriage to her master, thinking vainly of it 

as a means available to her to mobilize her to a powerful 

position. 

The Governess's will to hold power at this point is 

betrayed in her contemplation in the very next day on her 

first impressions of Bly after seeing it with Flora: " . . . 

I had the fancy of our being almost as lost as a handful of 

passengers in a great drifting ship. Well, I was strangely 

at the helm\" (156, italics mine). Her desire to marry the 

Uncle becomes much more plausible by her eroticized feelings 

towards him, disclosed while Douglas talks in the prologue 

about the reasons for her acceptance of the "slightly grim" 

office at Bly: "The moral of which [the acceptance] was of 

course the seduction exercised by the splendid young man. 

She succumbed to it" (150, 151, italics mine). When the 

Uncle holds her hand just after she accepts the position, as 

a corollary, she "already fe[els] rewarded" (151). And in a 

later conversation with Grose just after her arrival at Bly, 
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the Governess herself betrays her emotional state at that 

time: "I was carried away in London [by the Uncle]" (154). 

The Governess's subversive will for power engendered in 

such an elevated mood, however, is immediately checked by 

the realistic impulse in the text embodied by the letter 

from her master that makes her realize her subaltern social 

position. On her second evening at Bly the Governess 

receives a missive from the Uncle that is of great 

significance in many ways. Enclosing the letter from the 

headmaster of her older pupil Miles "with a seal still 

unbroken," the missive somewhat mysteriously says only: 

"This, I recognise, is from the head-master, and the head-

master's an awful bore. Read him, please; deal with him; 

but mind you don't report. Not a word. I'm off!" (157). 

Reading this unilaterally imperative message, the Governess 

cannot but admit the deep gulf in the social status between 

herself and the Uncle. 

The Uncle's letter leaves another significant effect on 

the Governess. She feels slighted at the peculiar simple 

business letter which, she expected, should have contained 

some words of his appreciation for her service. The extent 

of her pain from this extremely disappointing traumatic11 

experience is indicated by the rather unintelligible efforts 

and time she spends on opening the headmaster's letter after 

reading the Uncle's message: "I broke the seal with a great 

effort--so great a one that I was a long time coming to it; 
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took the unopened missive at last up to my room and only 

attacked it just before going to bed" (157). Her feelings 

of being slighted are significant because they necessitate 

her resentment towards her master. Friedrich Nietzsche's 

notion of ressentiment is very useful for elucidating this 

sociopsychic mechanism operating in the Governess. There 

are two dimensions in Nietzschean ressentiment. The first 

one is "the destructive envy the have-nots feel for the 

haves" that "account[s] for the otherwise inexplicable fact 

of a popular mass uprising -against a hierarchical system" 

(Jameson, Political Unconscious 201-02). And the second one 

is "the conduct of those [disaffected intellectuals as 

"political and revolutionary militants"] who incited an 

otherwise essentially satisfied popular mass to such 

'unnatural' disorders" (Jameson, Political Unconscious 

202).12 Ressentiment stems from the "crushing sense of 

one's own insignificance" (Bernstein 205). Moreover, it 

"does not merely recollect slights, it creates them from its 

own imaginings, establishing a psychological economy of 

abjection in which time breeds a quarterly dividend of new 

shame to swell the capital already deposited in the 

sufferer's emotional account" (Bernstein 206). 

Given such a mechanism of the working of ressentiment, 

it is feasible that inflicting a sense of slight on the 

Governess, the Uncle's letter arouses in her lasting 

feelings of resentment towards him that in turn engender her 
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will to subvert his power. The endurance of her resentment 

from the traumatic experience is, indeed, betrayed by her 

later thoughts in which she makes explicit her feelings of 

being slighted by the Uncle. When the Governess is urged by 

Grose to ask for the Uncle's intervention in Bly, she 

imagines the outcome: " . . . his derision, his amusement, 

his contempt for the breakdown of my resignation at being 

left alone and for the fine machinery I had set in motion to 

attract his attention to my slighted charms" (208, italics 

mine) .13 Interlocked with her will to have power shaped in 

front of the full-length view mirror, therefore, these 

resentful feelings serve as the emotional motor of the 

Governess's subversion to her master's power.14 

It is helpful here to introduce historical contexts in 

which the governess was situated, because they illuminate 

the Governess's past economic hardship silenced in the 

narrative and the bleak prospect of her fledgling career in 

the socially liminal profession, from discontent with and 

anxieties about which her will to hold power originates. 

And, more significantly, they uncover problems of dominant 

bourgeois patriarchy that constitute the social matrix of 

her rebellion against her master. Coming primarily of 

bankrupt middle-class families15 and thereby evincing "the 

vulnerability of the Victorian Lady to the effects of her 

father's mismanagement or profligacy or even to the more 

general effects of economic upsets in a male-managed world," 
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the governess in mid-nineteenth-century England was under 

economic pressure driven out into work outside the home with 

slim chances of marriage without a dowry (Millicent Bell 

92) . 

The governess performed, like the middle-class mother, 

the genteel female work of caring for and educating 

children. As a corollary, she was expected by middle-class 

contemporaries to uphold and transmit their legitimate 

female role of the guardian of the domestic ideal, namely, 

the home as the social space where "morality is bred and 

nurtured . . . as an effect of maternal instinct" (Poovey 

128-29). Unlike the middle-class mother, however, she was 

deprived of social privileges, such as wealth and leisure, 

the former enjoyed as the guardian of the domestic ideal, 

and had to earn her own living, like the working-class 

woman. Moreover, the governess was censured by dominant 

middle-class contemporaries-who regarded her as a dangerous 

category for the potentials in her liminal social status to 

destabilize their established social order. The governess 

was dangerous firstly because, they openly apprehended, she 

"was not the bulwark against immorality . . . but the 

conduit through which working-class habits would infiltrate 

the middle-class home" (Poovey 129).15 Secondly, as a 

middle-class girl turned a wage-worker, she had transgressed 

class demarcation. Besides, as a servant, she was liable to 

erode class boundary through marriage to her master, if rare 
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in actuality.17 Lastly, earning her own living through the 

peculiar profession, she had transgressed gender demarcation 

set by the dominant separatist paradigm of gender roles that 

had been serving as the underpinning of patriarchy, as 

addressed in the previous chapter on The Bostonians. Under 

these adverse circumstances, governesses' sufferings were so 

severe both economically and emotionally that they 

"accounted for the single largest category of women in 

lunatic asylums" of the 1840s (Poovey 130). 

In the text, along with her eroticized attraction to 

the Uncle, the economic plight of the Governess, "the 

youngest of several daughters of a poor country parson," 

turns out to be one of the two reasons for her acceptance of 

the "slightly grim" office at Bly: " . . . the prospect 

struck her as slightly grim. . . . She hesitated--took a 

couple of days to consult and to consider. But the salary 

offered much exceeded her modest measure, and on a second 

interview she faced the music, she engaged" (149, 150-51, 

italics mine). And her continuing economic hardship is 

disclosed by "disturbing letters from home, where things 

were not going well" and "a pair of gloves that had required 

three stitches and that had received them . . . while I [the 

Governess] sat with the children at their tea" (168, 169). 

The Governess's anxiety about the grim prospect of her 

future as a social castaway is refracted in her desire for 

marriage to the Uncle, that is, the tabooed woman's nearly 
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hopeless wish for an entry into the home, the legitimate 

social space for women. Her recollection in the present 

narrative18 of her somewhat licentiously liberated feelings 

in an elevated mood during her first few weeks at Bly 

eloquently speaks of the novice governess's thitherto 

extremely distressful and anxious mindscape in such 

tormenting surroundings: 

I was lifted aloft on a great wave of infatuation 

and joy. . . . I now feel that for weeks the 

lessons must have been rather my own. I learnt 

something—at first certainly—that had not been 

one of the teachings of my small smothered life; 

learnt to be amused, and even amusing, and not to 

think of tomorrow. It was the first time . . . 

that I had known space and air and freedom, all 

the music of summer and all the mystery of nature. 

(162, italics mine) 

It is no wonder, then, that discontent having grown out of 

sufferings from her economic plight and anxiety about the 

bleak prospect of her future constitute the underside of the 

Governess's coming to have a subversive will to gain power 

in front of the full-length view mirror that will at once 

emancipate her from such vexing problems. 

This rather abstract romantic impulse at the very 

outset of the narrative is rendered concrete by the Uncle's 

simple business letter that makes the Governess feel 
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slighted and resentful towards her master. These feelings 

of being slighted and resentment have to do with problems of 

dominant bourgeois patriarchal order that the governess 

discloses as a liminal social category. First of all, the 

particular order's concession, if reluctant, of the marginal 

social space itself directly contradicts its foundational 

structuring principle of demarcation between genders and 

classes and thereby lays bare its self-contradiction. 

Secondly, that the Governess's worries about her 

disfranchisement in such awkward and hostile surroundings 

have little, if any, to do with her own wrongdoings but 

originate from the hierarchical dominant structure's own 

self-contradiction indicates its irresponsibility. Thirdly, 

her anxiety about the future, despite her ladylike function 

of guardian of the domestic ideal, discloses its 

inconsistent and unjust working. Besides, the reality of 

the Governess's transgression of territories from her 

middle-class home to work outside it points to the 

arbitrariness of the structuring principle and opens up its 

changeability.19 It is highly probable that from such 

structural social problems, the second and the third one in 

particular that are at the heart of the bleak prospect of 

her future, the Governess has felt, unconsciously at least, 

that she is victimized and is being slighted. These 

feelings, I believe, underlie and aggravate her resentment, 

when she sees the simple business letter from the Uncle. 
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The Uncle's letter is significant in another respect. 

It is, as noted, rather inexplicably unilateral. The main 

condition of the Uncle's contract with the Governess 

introduced in the prologue elucidates this odd incident. In 

the second interview with the Governess, in which she 

accepts the position, the Uncle suggests as his main 

condition "[t]hat she should never trouble him--but never, 

never: neither appeal nor complain nor write about anything; 

only meet all questions herself, receive all moneys from his 

solicitor, take the whole thing over and let him alone" 

(151, italics mine). 

The Uncle's condition of absolute interdiction is of 

extreme significance in two respects. Firstly, as noted, 

the narrative's silence about its reason that makes it far 

more mysterious than the letter itself is a locus in which 

the romantic subversive impulse in the text is embedded. 

The only lead provided in the text to answering the puzzling 

question why the Uncle virtually abandons his orphaned 

nephew and niece, Miles and Flora, is that "his own affairs 

took up all his time" (150) . What is crucial here is what 

the "affairs" are all about, because it decides the critical 

point whether the peculiar interdictory action has proper 

ground or not. The "I" narrator in the frame tale who 

provides all information, however, is completely silent as 

to the particular affairs. This curious silence indicates 

that something unspeakably wrong is involved in them, which 
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the subversive romantic force in the narrative uncovers 

covertly but effectively, while the prologue introduces the 

Uncle the person and his family background. 

That which is repressed about the particular affairs 

turns out to have to do with the Uncle's decadent way of 

life and the irresponsibility it entails. The Uncle's 

corruptness is disclosed through the anxious innocent 

Governess's mixed first impressions of him: 

. . . this prospective patron proved a 

gentleman, a bachelor in the prime of life . . . 

He was handsome and bold and pleasant, off-hand 

and gay and kind. He struck her, inevitably, as 

gallant and splendid . . . She figured him as 

rich, but as fearfully extravagant—saw him all in 

a glow of high fashion, of good looks, of 

expensive habits, of charming ways with women. He 

had for his town residence a big house filled with 

the spoils of travel and the trophies of the 

chase. (149, italics mine) 

As the above citation strongly hints at, the Uncle is a 

typical decadent bourgeois male who infatuates himself with 

his social prerogatives, like wealth and leisure, for 

pleasure only and does not care at all about his 

responsibilities from which those privileges derive. 

The Uncle's irresponsibility is unveiled in the course 

of the prologue's brief statement on how Miles and Flora 
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have been located at Bly. When the Uncle was left "by the 

death of his parents in India, guardian to a small nephew 

and a small niece, children of a younger, a military brother 

whom he had lost two years before," he sent them to Bly, it 

is emphatically reiterated, ' only for their welfare and with 

his good will (149). For example, first of all, he 

"immensely pitied the poor chicks" (149). And he chose Bly 

because it was "the proper place for them" and "kept them 

there from the first with the best people he could find to 

look after them, parting even with his own servants to wait 

on them" (149). Further, he himself went down to the place, 

"whenever he might, to see how they were doing" (149). 

That good will and purpose are, however, undercut by 

the remark that intimates that the children were essentially 

a nuisance to the Uncle: "These children were . . . very 

heavy on his hands. It had. all been a great worry and . . . 

a series of blunders" (149) . Placed at the outset of the 

statement, the remark may point to the Uncle's elemental 

irresponsible attitude towards his poor orphaned nephew and 

niece. In this regard, the portrayal of the Uncle as a man 

without "a grain of patience" is significant (149). For it 

discloses his deep-rooted irresponsible dislike of, or 

hatred for, being bothered by things annoying and 

unpleasant, whatever kind they may be of. As Grose attests 

later in a talk with the Governess about Quint, indeed, his 

utter lack of patience is not restricted to matters of which 



178 

he does not have "the right sort of experience," such as his 

taking care of the children as a bachelor, but extends to 

troublesome matters he is able to manage (149). Asked by 

the Governess if she ever reported to the Uncle Quint's 

vileness, Grose says: "Well, he didn't like tale-bearing--he 

hated complaints. He was terribly short with anything of 

that kind" (177, italics mine). The Uncle's thinking of 

Miles and Flora as a nuisance is reinforced by the fact that 

instead of keeping them with him, he sent them to Bly 

despite difficulty and high expense in securing their 

governess because of the remoteness of the place and his 

interdictory condition, as evinced by the Governess's 

hesitation at first and several applicants' withdrawal 

(151), although, it is stated, he thought that the country 

was proper for the children (149). His indifference to the 

children is made clear by the decision, when Jessel died, to 

continue to keep Miles at Bly and send him to the school, 

"young as he was to be sent," due to difficulty in seeking 

her replacement (150). 

The Uncle's good will is again undermined by the 

statement that he put the Governess in "supreme authority" 

(150). For the seemingly generous act on the part of the 

master unveils his irresponsibility by indicating that he 

transferred to his servant full responsibility for looking 

after his own charges in order to avoid every possible 

nuisance arising from them. In other words, the Uncle's 
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supposedly benevolent action of consigning his power to the 

Governess was, as turns out, nothing more than a gesture to 

cover up and justify his irresponsibility by eliciting and 

exploiting the servant's willing sacrifice for his 

responsibility. Beguiled by this gesture, indeed, the 

Governess took her master's exploitation of her as "a 

favour" and was even moved by it: ". . . what took her most 

of all and gave her the courage she afterwards showed was 

that he put the whole thing to her as a favour, an 

obligation he should gratefully incur" (149). The 

undermining of the Uncle's good will in the statement is 

most visible in the remark that "his own affairs took up all 

his time" that contradicts the immediately preceding remark 

on his kind considerate action that he went down to Bly 

"whenever he might, to see how they were doing" (italics 

mine). Besides, that he employed best servants for the 

children is undercut later in the narrative by Quint who is 

called "a hound" by Grose, uncovering his indifference and 

negligence towards them (185).20 

It can be said, then, that the corrupt irresponsible 

Uncle sends his orphaned nephew and niece to his country 

home in order to remove the nuisances out of his sight and 

puts them under the care of "best" servants for the purpose 

of covering up his irresponsibility. It is, therefore, his 

irresponsibility that lies at the heart of his main 

condition of the absolute interdiction.21 And the odd 
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letter is a supreme instance of the materialization of his 

irresponsible disposition. By disclosing in this way the 

Uncle's decadence and irresponsibility, the romantic impulse 

in the text uncovers the corruption and ineffectiveness of 

the dominant order of bourgeois patriarchy. In this regard, 

written from a vantage point, the Governess's recollection 

of her first impression of Bly—a microcosm of bourgeois 

patriarchal society in which the Uncle is the captain—as "a 

great drifting ship" is very pointed. 

The Uncle's absolute interdiction is significant also 

in that it is symbolic of the absoluteness of his power as 

avatar of dominant bourgeois patriarchy. Although he is 

absent physically from Bly and in the Governess's narrative, 

he is, indeed, ubiquitous and all-powerful in both of them 

as the lawful proprietor and through the main condition. 

The peculiar condition makes it possible for the Uncle to be 

ubiquitous and all-powerful in the Governess's account of 

her stay at Bly. For, as will be shown, interlocked with 

her duty to deal with the headmaster's letter that cannot be 

done without the legal guardian's intervention and thus is 

antinomical to it, the original injunction puts her in a 

genuine dilemma and, as a corollary, haunts her 

consciousness. A Foucaultian panoptic figure,22 the Uncle 

thereby keeps Bly and its inhabitants under his surveillance 

and is in total control of them, as the Governess's eventual 

reluctant writing to him against the absolute injunction 
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paradoxically indicates. In this regard, Rowe's reading of 

the Uncle's absence in the tale as "a complicated strategy 

for maintaining his power while keeping it from exposure" is 

trenchantly perceptive (127) ,23 

The Governess's painful experience at Bly practically 

begins with the headmaster's letter enclosed in the Uncle's 

missive that notifies him of Miles's expulsion from the 

school without clarifying its reason. This incident is 

significant in three respects. Firstly, as noted, it puts 

her in a genuine dilemma between the two antinomically 

incompatible duties of what she should not do (the Uncle's 

primal interdiction not to bother him) and what she should 

do but cannot be done without his intervention (the 

clarification of the reason for Miles's expulsion and the 

settlement of another school for him). As to the latter 

duty, Brooke-Rose observes: . . a mere sister's governess 

could probably not really deal with a headmaster, and even 

finding a new school would presumably have to pass through 

the Master (the critics' accusations that she does nothing 

ignore these social features in relation to this specific 

unreasonable demand by the employer)" (176, italics mine).24 

The Governess's predicament, therefore, trenchantly points 

to the irresponsibility and ineffectiveness of the Uncle and 

thus of dominant bourgeois patriarchy. 

The Governess's dilemma is first indicated when she 

tells what she means to do with the letter. She says to 
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Grose that she will neither answer it nor let her master 

know about it, making up as its reason Miles's goodness 

(161). Her helplessness in such a dilemma is covertly 

betrayed by the Governess herself, when in the present 

narrative she recollects her early days at Bly and says in 

an apologetic manner: "I am unable even to remember at this 

day what proposal I framed for the end of his holidays and 

the resumption of his studies" (162). The haunting in her 

consciousness of pressures from the dilemma is uncovered by 

her recurrent recollection in the present narrative of her 

unpreparedness for another school for Miles again in an 

apologetic manner: "I allude to my unnatural composure on 

the subject of another school for Miles. What I remember is 

that I was content for the time not to open the question" 

(193, italics mine). And it is made crystal clear by the 

Governess's thoughts just after Miles's open reproach for 

her inevitable negligence about his school: "My fear was of 

having to deal with the intolerable question of the grounds 

of his dismissal from school . . . That his uncle should 

arrive to treat with me of these things was a solution . . . 

but I could so little face the ugliness and the pain of it 

that I simply procrastinated and lived from hand to mouth" 

(219) . 

Secondly, disparity between Miles's alleged wickedness 

based on the expulsion letter and his visible goodness leads 

the Governess to an extreme kind of confusion as to the 
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question if Miles is good or evil. Incessantly oscillating 

between confirming the former aspect at one moment and 

siding with the latter at the other moment, or vice versa, 

such a confused state haunts the whole body of her narrative 

and often makes it bafflingly ambiguous. The centrality of 

the particular question in her painful life at Bly is made 

explicit by the Governess herself. At one point in her last 

showdown with Miles, where she sternly pursues to elicit 

from Miles himself the reason for his expulsion, she as 

narrator observes: ". . .my hands . . . shook him as if to 

ask him why, if it [his expulsion] was all for nothing, he 

had condemned me to months of torment" (259, italics mine). 

And the vicissitude of her confusion is summed up when she 

becomes confused again during the last showdown, as she 

hears Miles confess that he. said things at the school to 

those he liked: "I seemed to float, not into clearness, but 

into a darker obscure, and within a minute there had come to 

me . . . the appalling alarm of his being perhaps innocent" 

(2 5 9 - 60) .25 Besides, the Governess's helplessness with her 

duty to settle Miles's school problems, if not resistible 

for her, eliminates a considerable portion of the raison 

d'etre of her office at Bly. Alongside her vexing urgent 

need to clear up "deep obscurity" covering "the region of 

the boy's conduct at school," as will be shown, anxieties 

from this professional crisis underlie her extraordinary 

fearlessness and courage at encounters with the apparitions 
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of Quint and Jessel, whether they are real ghosts or not, 

and her even more curious anticipation of their appearance 

(168) . 

It is in such a complex emotional entanglement— 

confused, helpless, resentful, but elevated—that the 

Governess first encounters Quint. What is noteworthy here 

is the Governess's recollection of her early weeks at Bly in 

the present narrative just before the encounter. For, 

providing an apt configuration of her mindset around the 

time, it discloses the persistence of the romantic force in 

the text after the incident of the Uncle's letter. More 

importantly, it establishes the key strategy the particular 

force adopts throughout the narrative, namely, deceptive 

subversion. Although the Governess's romantic subversive 

will for power over Bly at the very outset of the narrative 

confronted the oppression of its realistic antagonist, that 

is, the Uncle's unilaterally imperative letter, it does not 

succumb and again attempts to trespass upon the territory of 

dominant bourgeois males. Looking back upon walks before 

retirement from the day's work that comprised her favorite 

daily routine at that time, the Governess writes: "I liked 

it [taking a walk] best of all when, as the light faded . . 

. I could take a turn into the grounds and enjoy, almost 

with a sense of property that amused and flattered me, the 

beauty and dignity of the place" (163, italics mine). Then, 

as if to cover up the bold will, she presently shows a 
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somewhat coquettishly submissive attitude towards her 

master: "It was a pleasure at these moments . . . to reflect 

that by my discretion, my quiet good sense and general high 

propriety, I was giving pleasure—if he ever thought of it— 

to the person to whose pressure I had yielded" (163). 

Showcasing the Governess's ambivalent stance towards her 

master that infiltrates the entire narrative, these two 

visibly contrasting postures enact romance's key political 

strategy of deceptive subversion. 

The deceptively subversive ruse is rendered far more 

subtle and deliberate when the Governess assumes in the same 

reminiscence the role of the protectress of Miles and Flora, 

"a pair of little grandees, of princes of the blood, for 

whom [the Governess thought] everything . . . would have to 

be fenced about and ordered and arranged" (163). At a 

glance, the Governess's protective posture seems to be only 

a manifestation of her devotion to her duty as governess and 

thereby of her compliance with the place assigned to her by 

the Uncle or, in a broad sense, by her society. Informed by 

her will towards power and her resentful feelings towards 

the Uncle, however, the posture, at the same time, 

implicitly disrupts and intimidates established social 

order. For it appropriates the role designated for ruling 

bourgeois males and thereby, in effect, makes the Governess 

supersede her master.26 The crystalline of the politics of 

deceptive subversion in the-text, this protective posture 
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establishes the key strategy the romantic force in the 

narrative adopts thereafter. 

The Governess's protective posture towards Miles and 

Flora is an excellent exemplar of mimicry, a strategy 

subaltern groups make use of in their endeavor to subvert 

dominant order. Two subaltern theorists of different 

persuasions have valorized mimicry with the common objective 

of subverting dominant order by disclosing its problematics 

that emerge in the course of "upset[ting] the stable 

relationship between the original [the dominant] and its 

copy [the subaltern]" (Huggan 652). In Irigaray's feminist 

discourse mimicry—"[a]n interim strategy for dealing with 

the realm of discourse (where the speaking subject is 

posited as masculine)"--decenters the masculine subject as 

"the woman deliberately assumes the feminine style and 

posture assigned to her within this discourse" and 

"uncover[s] the mechanisms by which it exploits her" (This 

Sex 2 2 0) ,27 For the post-colonialist Homi Bhabha, the 

subversive property of mimicry—"the desire for a reformed, 

recognizable Other, as a subject of difference that is 

almost the same, but not quite"—lies in its potential to 

incite in the mimicking colonized subject "[a] sudden 

awareness of inauthenticity, of authority's constructed and 

assumed guise" (Bhabha 86; .Childs and Williams 130) ,28 The 

Governess's protective posture that at once assumes her 

place within bourgeois patriarchal order and appropriates 
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the role of her master, indeed, destabilizes the dominant 

order by uncovering the inconsistent and unjust working of 

its structuring principle of demarcation between genders and 

classes and the essentially contingent character of the 

principle, as shown in discussing the problems of bourgeois 

patriarchy involved in the inauspicious social surroundings 

of the governess as a category.29 

Quint appears for the first time when, clandestinely 

enjoying her false authority over Bly in a confused but 

elevated mood, the Governess is taking an above mentioned 

walk and is engrossed with her desire to be recognized by 

the Uncle, through the realization of which, she wishes, she 

could marry him and thereby mobilize herself to a social 

position as powerful as his: "Some one [The Uncle, sic] 

would appear there at the turn of a path and would stand 

before me and smile and approve. I didn't ask more than 

that—I only asked that he should know; and the only way to 

be sure he knew would be to see it . . . in his handsome 

face" (163-64, first italics mine). What is significant 

here is the topography of the encounter. For, firstly, like 

the Uncle's letter, as a manifestation of the realistic 

impulse in the text, it censures the Governess's romantic 

subversive will to have power lurking in her deceptive, 

submissive stance towards her master.30 When the Governess 

first sees Quint, whom she takes at the moment for the Uncle 

because of her immersion until the very instant in her 
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desire to see him, he stands "high up" "at the very top of 

the tower," as if to punish from above her illegitimate will 

for power (164).31 This vertical spacial distance between 

her and the Uncle, if misidentified, I believe, makes the 

vainly elevated young woman admit again the unbridgeable 

social rupture between them in the hierarchical gender and 

class structure of her society. 

Secondly, the Governess's reiterated realization of her 

liminal social status rejuvenates slighted feelings molded 

by the Uncle's letter. These renewed feelings of being 

slighted, however, do not lead her to despair. Instead, as 

the working of Nietzschean ressentiment has illustrated, 

they fortify her resentment towards the Uncle and make firm 

her will to subvert his power that persists to the end of 

the narrative. As a corollary, the Governess determines to 

emulate, if covertly, her master by "manifesting [her own] 

authority through exercise of will, control over property 

(including its inhabitants)" (Pearson 285). Her endeavor to 

be in control over Bly is uncovered, when she assumes a 

protective posture towards Miles and Flora in her later 

encounters with Quint and Jessel. Thirdly, Quint's initial 

location at the higher altitude indicates his main role in 

the narrative, that is, the Uncle's double. As Grose makes 

clear after his second appearance in his master's waistcoat, 

Quint is the Uncle's surrogate who was, as "his own man, his 

valet," in charge of Bly in the latter's absence despite the 
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fact that he was "so dreadfully below" Jessel in the 

category of class (174, 185). Besides, like his master, he 

appears to be sexually licentious, as his strongly 

insinuated affair with Jessel indicates ( 185) ,32 The 

Uncle's seemingly thoughtless choice of Quint, instead of 

Jessel, as his surrogate is noteworthy in that it provides a 

perfect instance in which to see the operation of what Eve 

Kosofsky Sedgwick identifies as "the politics of male 

homosociality," grounded in "a set of social relations 

between men . . . which, though hierarchical, establish or 

create interdependence and solidarity among men that enable 

them to dominate women" (Sedgwick 17; Hartmann 14).33 

Finally, topographical changes in the Governess's following 

encounters with Quint34 are,' as will be shown, metonymic of 

the vicissitude of her psyche in her struggle with the 

authority of the Uncle. 

Another significant incident in the first encounter, 

which elucidates how the hegemonic struggle between the 

romantic force and that of realism in the narrative launches 

forth on a full scale, occurs after she realizes that the 

man she is looking at is not the Uncle but a stranger. When 

the Governess, "a young woman privately bred," is aware that 

she is confronting "[a]n unknown man in a lonely place," she 

is curiously not afraid of him (164). The answer to this 

question may be found in her initial impression of him, that 

is, an incarnation of death! "It was as if, while X took in 
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what I did take in, all the rest of the scene had been 

stricken with death" (164). Becoming alert to the 

oppressively ominous figure, the Governess defines him, if 

unconsciously at this point, as the object she should resist 

and fight against, the mindset that underlies her militantly 

fearless attitude towards him in the following encounters. 

As a corollary, she musters up courage and boldly observes 

the stranger "with a stranger sharpness" who in return looks 

fixedly at her (165). Anticipating the topological change 

to a level one in their second confrontation, this "straight 

mutual stare" signals the struggle on a full scale for 

authority over Bly between the Governess and the Uncle 

(165). For it embodies each party's strong will to subvert 

and to censor its antagonist's power and, it is crucial, 

engenders "some challenge" between the Governess, whose 

subversive will has been reinforced and ripened shortly ago 

by the unreachably high locality of the misidentified Uncle, 

and the "visitant" who, as her master's surrogate, has come 

to Bly to check his rebellious servant,35 although at this 

point she has absolutely no idea about the identity of her 

present antagonist to be known not earlier than after the 

second encounter (165). 

That which is noteworthy here is that the Governess 

finds "a touch of the strange freedom . . . in the sign of 

familiarity of his [Quint's] wearing no hat" (165, italics 

mine). Taking place just before the challenging "straight 
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mutual stare" between the Governess and Quint, the fact 

accounts for how her will to subvert her master s authority 

is activated, although it seems, at a glance, to contradict 

the two confronting figures' struggling relationship. As 

shown, after the Governess defines the stranger Quint as the 

object for her to fight against, she is bold enough to stare 

at him. Yet, she is still in an extreme tension that is 

registered in her the narrator's depiction of the 

circumstances in which she sees the stranger as the intense 

hush in which the sounds of evening dropped" (165) . It is 

at this point that the Governess gets feelings of freedom 

out of the familiar hatless look of Quint, virtually her 

peer in class, that release her subversive will repressed by 

the oppressions brought about by the presence of the 

unidentified ominous figure and by the confrontation of her 

misidentified master. This incident is interesting in that 

it is metaphoric of a strategy the dominant social faction 

employs in its endeavor to .control the subordinate, that is, 

"to transfer the conflict between master and servant to one 

between servant and servant" (Rowe 140). As in the case of 

Jessel, Quint, who is himself a servant, supervises another 

servant of his master as his surrogate. In this regard, 

Pearson is on target: "At this moment the governess begins 

her active subversion of patriarchy. She is no longer being 

channelled through the powerful banks of its authority; her 

channel is its ghost" (280). 
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The Governess's protective posture towards Miles and 

Flora, which indicates her devotion to her duty as governess 

but, in effect, trespasses upon the social territory of her 

master and through which the romantic impulse in the text 

enacts its key strategy of deceptive subversion, is 

materialized in her second encounter with Quint. At this 

time, Quint appears on a late Sunday afternoon, while the 

Governess is preparing to go with Grose to the late service 

to compensate for the regular one they missed because of 

rain. Near the end of the repeating confrontation with the 

ominous stranger, the Governess becomes certain that "[h]e 

ha[s] come for some one [sic] else," that is, "for little 

Miles," as she says to Grose in the night of the incident 

(169, 176). This conviction incites her duty consciousness 

that brings her the courage necessary to protect her 

vulnerable charges from the supposedly evil figure: "The 

flash of this knowledge . . . produced in me the most 

extraordinary effect, starting . . . a sudden vibration of 

duty and courage" (170, italics mine). The Governess's 

protective posture towards Miles and Flora at this point is 

articulated, when in answer to Grose's reminder of the late 

service during their talk about the identity of the stranger 

immediately after the encounter, she says that she can not 

go because "I can't leave them [Miles and Flora] now"(172). 

And it is summed up in her recollection in the present 

narrative of the state of her mind after the encounter: "I 
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was there to protect and defend the little creatures in the 

world the most bereaved and the most lovable, the appeal of 

whose helplessness had suddenly become only too explicit, a 

deep constant ache of one's own engaged affection" (179). 

What is noteworthy here is the Governess's action when 

she is convinced that Quint has come for Miles. At the 

instant she gets the conviction, the Governess in an 

uncannily spontaneous manner rushes out of the house to the 

place outside the window from which Quint looked in at her, 

as if to catch him. And she even puts herself where the 

ominous figure stood in order to check the stranger's 

viewing range (170). 36 This excessively aggressive action 

for the part of the "privately bred" girl indicates that 

something other than her duty consciousness is involved in 

it. As noted, two serious problems haunt the Governess's 

mind, since she reads the Uncle's letter of interdiction and 

sees the goodness of Miles. They are the crisis in her 

profession, brought about by the elimination of a 

considerable portion of the reason for its existence because 

of her helplessness about Miles's school problem, and her 

vexing urgent need to clarify the reason for his expulsion. 

These problems, much neglected by her elevated mood for the 

first few weeks at Bly, resume their seriousness in her 

consciousness after the first encounter, the "mere dawn of 

alarm" (167) . 37 In such a distressful situation, the 

realization of the purpose of Quint's visit provides for the 
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Governess a solid ground to justify her office at Bly, that 

is, the protection of her charges from the supposedly evil 

figure, and a lead to answering the latter question, i.e., 

the possibility of Miles's complicity in some evil matter. 

Hence the excessively aggressive action that points to her 

firm resolve before the encounter to break through the 

distressful situation, encoded in the level topography of 

the confrontation. The resolute mindset also elucidates her 

curious anticipation of the reappearance of the ominous 

figure that is embedded in her "absolute certainty" in the 

night of the confrontation that she will see him again and 

is to be made explicit after her first encounter with Jessel 

(176, 192) . 

After the incident, as a corollary, the justification 

of her office38 being fortified by her knowledge from Grose 

about the vile Quint's death at Bly (178-79), the Governess 

becomes very exalted in spirits, as her recollection of the 

period in the present narrative makes clear: "I was in these 

days literally able to find a joy in the extraordinary 

flight of heroism the occasion demanded of me" (179, italics 

mine). And she cautiously discloses her subversive will for 

power over Bly lurking in her protective posture towards her 

charges, stressing their dangerous situation: "We were cut 

off . . . together; we were united in our danger. They had 

nothing but me, and I—well, I had them" (179, first italics 

mine). The cautiousness of her romantic will is seen in her 
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submissive desire for the recognition of her service by her 

master in the preceding statement: "I now saw that I had 

been asked for a service admirable and difficult; and there 

would be a greatness in letting it be seen--oh in the right 

quarter!--that I could succeed where many another girl might 

have failed" (179, italics mine). 

It is in such animated spirits, brought about by her 

identification of the ominous stranger as the apparition of 

the vile Quint that justifies her office at Bly and provides 

a clue to the reason for Mile's mysterious expulsion, that 

the Governess first encounters Jessel. Giving another turn 

of the screw to the Governess's protective posture towards 

Miles and Flora, this incident reiterates the working of the 

Governess's mind in her second encounter with Quint and 

provides one more cause for the posture. Indeed, when she 

comes to be conscious of the presence of "an alien object" 

while spending time with Flora by a lake they call "the Sea 

of Azof," she associates it with Quint: "Suddenly . . . I 

became aware that on the other side of the Sea of Azof we 

had an interested spectator. The way this knowledge 

gathered in me was the strangest thing in the world . . . 

except the very much stranger in which it quickly merged 

itself" (180, italics mine). And, as in the instance of 

Quint, she musters up courage necessary to protect her 

charges from another "figure of . . . unmistakable horror 

and evil," being convinced that "the positive identity" of 
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the stranger is the apparition of Jessel39 and that she has 

come for Flora, as she says to Grose immediately after the 

encounter: "She gave me never a glance. She only fixed the 

child" "with a kind of fury of intention [to get hold of 

Flora]" (182, 181, 184). 

The Governess's protective posture is rendered solidly 

grounded by Grose's confirmation of her formerly unfounded 

belief in Jessel's evilness. In her conversation with the 

Governess immediately after the encounter, Grose betrays the 

fact that Jessel was "infamous" for her affair as a lady 

with the menial Quint (184-85). She also intimates the 

reasons for Jessel's departure from Bly and death, that is, 

pregnancy and labor, when she observes: "She couldn't have 

stayed. Fancy it here—for a governess!" ( 185). 40 This 

information of Jessel's degeneration is important in that it 

not only consolidates the Governess's suspicion as to 

Miles's innocence, first engendered by her knowledge about 

Quint's evilness, but also brings her a suspicion that Flora 

is also corrupt.41 It thereby provides the ground on which 

she can construct a theory about what has been happening at 

Bly between her charges and the evil apparitions that, she 

believes, explains her vexing question of Miles's mysterious 

expulsion, i.e., "that the children had known the xevil' of 

the infamous lovers Quint and Jessel" and "that Miles and 

his beautiful little sister continued to consort with the 

ghosts of their wicked dead servants" (McElroy 226). 
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The Governess's suspicion of the children's knowledge 

about the Quint-Jessel affair is first disclosed, if in a 

premature form, when, after her second confrontation with 

Quint, she presses Grose to admit that Miles and Flora 

remember Quint's presence at Bly and "[t]he circumstances of 

his death" (17 6). And it becomes reinforced when she 

elicits from Grose after the encounter with Jessel the fact 

that "for a period of several months Quint and the boy 

[Miles] had been perpetually together" (189). Her suspicion 

of the children's communion with the apparitions is first 

uncovered by her curiously prompt turn of attention to Flora 

as soon as she is positive about the identity of the 

apparition in the encounter with Jessel (181). And it 

persists to the end of the narrative. This all-fitting 

theory drives to a peak the Governess's exalted mood after 

her second confrontation with Quint, for it relieves her 

distress from the urgent need to clarify the reason for 

Miles's dismissal to a great extent and fortifies her 

justification of her office at Bly. It is in such highly 

exalted spirits that the Governess waits for the 

reappearance of the apparitions and encounters Quint for the 

third time, looking down at him. 

What is noteworthy here is Jessel's function in the 

narrative. Betraying the tale's grim past, Jessel embodies 

the sufferings of the governess as a category in a society 

governed by bourgeois patriarchy. The preternatural figure 
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thereby, as noted, serves as a locus in which the romantic 

impulse in the text that undermines the dominant order is 

embedded. Besides, as both the Governess's predecessor and 

her possible future, she plays the role of the Governess's 

dark double. As noted, the lady governess dies while giving 

birth to the child of the menial Quint who is "so dreadfully 

below" her in class and thus with the infamy of violating 

the social taboo of transgression of class demarcation. 

Yet, condemnation of Jessel by her society, represented by 

Grose's covertly contemptuous stance towards her,42 is by 

and large irresponsible and unjust. For her liminal social 

position, which renders class difference between her and 

Quint a nominal one and thereby makes the transgressive 

action easier, has come into existence by self-contradiction 

in the structuring principle of her society, that is, 

demarcation between genders and classes. Besides, the 

Uncle's unjust putting of Quint, who is inferior to Jessel 

in social status, in charge of Bly contributes to making the 

transgressive action easier. What is responsible for 

Jessel's mishap is, then, essentially the malfunction of her 

society's class structure, not her the individual's 

wrongdoings. In this way, Jessel's sufferings problmatize 

and thereby undermine her society's dominant order of 

bourgeois patriarchy. 

That Jessel is the Governess's dark double is qualified 

by the facts that they in the same profession suffered and 
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is suffering from problems of dominant bourgeois patriarchy 

and that to the Governess Jessel indicates her potential 

degeneration and thus is a loathingly horrible possible 

future that should be shunned. The Governess's abhorrently 

reluctant but inescapable identification of herself with her 

debased predecessor is first uncovered by her showing Grose 

"a front of miserable defeat," when the housekeeper betrays 

Jessel's affair with Quint after her first encounter with 

the former (185). And it is invested in her contemptuous 

stance towards her predecessor in their second confrontation 

registered in her location that looks down at the 

apparitional figure (199),43 Yet, the working of the 

particular identifying psychology is most palpable in their 

third encounter. At this point of the narrative, the 

Governess's life at Bly is put in a genuine crisis by 

Miles's open reproach on the way to church for her 

negligence about his school- problem that she should handle 

properly but is helpless with. As a corollary, she decides 

to get away from Bly. Returning from the churchyard without 

attending the service, however, she faces the problem of 

transportation. And she in despair collapses on the lowest 

step of the staircase in the hall. Yet, recalling "with a 

revulsion" just before the confrontation that the step is 

exactly where Jessel was in-their second encounter, she 

exhorts herself not to repeat the failure of her "vile 

predecessor"—"the most horrible of women"—and "[i]s able 
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to straighten [her]self" (220, 221, 220). With this mindset 

but in an emotional turmoil, she enters the schoolroom to 

take her belongings but "reel[s] straight back upon 

resistance" at seeing Jessel sitting at her table in "her 

unutterable woe" and appearing "to say her right to sit at 

my [the Governess's] table [i]s as good as mine to sit at 

hers" (221, italics mine). And when the apparitional figure 

disappears, she decides to stay.44 

As shown, the Governess's exalted mood, in which the 

romantic subversive force in the narrative lurks, reaches 

its peak by her knowledge about the evilness of both Quint 

and Jessel after her first encounter with the latter. And 

it continues through her third and second confrontations 

with Quint and Jessel, registered in her location over the 

two apparitional figures in both incidents. Yet, the 

Governess's animated spirits face the censure of the 

realistic force in the narrative embodied by the revolt 

against her of Miles and Flora, the very objects she 

endeavors to protect from the evil apparitional figures 

through which she seeks power over Bly and to justify her 

office. The censuring enterprise begins with Miles's 

escapade. In the midnight of the two encounters, Miles 

stands out on the lawn while Flora is watching, an incident 

crucial to transforming the Governess's earlier suspicion of 

both children's wickedness into a conviction. That which is 

noteworthy here is Miles's answer to the Governess's 
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question about the reason for the odd action. In a talk in 

his chamber just after the escapade, he says to her that he 

did it to show her that he is able to be bad (204). The 

action itself is a protest, if in a naughty manner, for 

Miles's part to her negligence as to the resumption of his 

schooling, as his later talk with the Governess on the way 

to church makes clear. Yet, implying that he can do, if 

necessary, whatever he wants to, the remark points to the 

power of "the little Master" as an inheritor of dominant 

bourgeois patriarchy.45 It thereby serves as a forewarning 

from the realistic force in the text to the Governess's will 

for power, which disrupts the society's legitimate power 

structure, by reminding her of her subaltern social status. 

At the moment, however, she does not recognize the 

implication and significance of the remark in "a curious 

thrill of triumph," engendered by her witnessing Miles's 

extravaganza that, she thinks, verifies the validity of her 

theory of the children's communion with Quint and Jessel and 

their consequent corruption (203). 

The realistic impulse in the text censures the 

Governess's subversive will for power in a patent manner, 

when her ominous sense of "some danger of rebellion," that 

is, Miles's open reproach for her inevitable negligence as 

to his school problem and his virtual order that she should 

fix it, is materialized on their way to the church an 

autumnal Sunday morning (215).46 On that morning Miles is 
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attired for church in clothes made by "his uncle's tailor." 

Confronting the young bourgeois patriarch's claim to his 

socially legitimate power invested in his appearance, the 

Governess is obliged to acknowledge it and to realize 

painfully her powerlessness as a being subaltern both in 

gender and in the class: "Turned out for Sunday by his 

uncle's tailor . . . Miles's whole title to independence, 

the rights of his sex and situation, were so stamped upon 

him that if he had suddenly struck for freedom I should have 

had nothing to say" (215, italics mine),47 These thoughts 

turn reality on the way to the church. There Miles 

eventually makes an issue of his return to school with which 

the Governess is helpless in her social position (215). And 

he asks her if his uncle knows "the way [he is] going on," 

touching her most vulnerable spot, that is, her absolute 

inability to report to her master for his main condition not 

to bother him at all (218). To the question of extreme 

embarrassment, she answers reluctantly but inevitably: "I 

don't think your uncle much cares" (218). At this answer, 

he says "with extraordinary brightness and emphasis" that if 

she will not, he will get his uncle to come down to Bly, in 

order to make him fix his school problem (218). And he 

declares: "Either you clear up with my guardian the mystery 

of this interruption of my studies, or you cease to expect 

me to lead with you a life that's so unnatural for a boy" 

(219). Making clear the fact that he is the superior, 
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Miles's intimidatingly commanding statement cruelly confirms 

the Governess's earlier painful realization of her 

powerlessness and inflicts a fatal blow on her will to exert 

power over him embedded in her protective posture towards 

him. 

The Governess's powerlessness is rendered apparent by 

the incident's devastating effects on her both in the course 

of and after it. For example, asked by Miles when he would 

return to school, she is so astounded and helpless as to 

stop "as short as if one of the trees of the park ha[s] 

fallen across the road" (215-16). And when he takes issue 

over his uncle's knowledge as to his present situation, she 

is put in so great a pain that she even "drop[s] straight 

down on the stone slab as if suddenly to rest" (218) . Her 

seemingly somewhat excessive response to the particular 

question is understandable. For about one month since 

Miles's escapade which she calls "a day of suffocation," she 

has been being tormented by the suggestion of both the 

children and Grose that she should ask for her master's 

intervention in Bly, from which she is absolutely barred, in 

order for him to fix their uncomfortable living 

circumstances (Miles and Flora) and to handle her charges' 

alleged corruption under the evil influences of Quint and 

Jessel (Grose) (214; cf. 213-14, 208). The damage done to 

the Governess by Miles's "rebellion" is so tremendous that 

in her narrative after Miles goes into the church, she 
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observes: "It [her not following Miles into the church] was 

a pitiful surrender to agitation, but my being aware of this 

had somehow no power to restore me" (219, italics mine). 

And she decides to get away from Bly (220) . 

At this point of the narrative, as a corollary, the 

romantic subversive impulse in the text, embedded in the 

Governess's will to power, seems to have died out. Yet, it 

is still alive and persists to the end of the narrative. 

The Governess's third encounter with Jessel following 

immediately Miles's revolt against her recharges her nearly 

drained will for power. When the Governess sees Jessel 

entering the schoolroom, as shown above, her resolve not to 

repeat her predecessor's failure, made a moment ago on the 

stair, is reinforced. As a corollary, she renews her sense 

of responsibility to her charges and becomes resolute in her 

will to protect them from the evil Quint and Jessel in which 

her desire for power over Bly is embedded. Her protective 

posture thereafter is seen when after her last encounter 

with Jessel, she urges Grose to take the ill Flora to her 

uncle in order to place her out of the reach of the evil 

apparitions (244) . Its working at the end of the narrative 

is uncovered by her embracing and keeping Miles's back to 

the window during her last confrontation with Quint in order 

that he cannot see the evil apparitional figure, a struggle 

she as narrator describes as a "fighting with a demon for a 

human soul" (257) . And hearing him utter the name of Quint 
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at the very end of the narrative, she as narrator observes 

in an ecstasy of triumph: "With the stroke of the loss I was 

so proud of he uttered the cry of a creature hurled over an 

abyss, and the grasp with which I recovered him might have 

been that of catching him in his fall" (261, italics mine). 

Another noteworthy point about the third encounter with 

Jessel is the Governess's open critique of the Uncle just 

after it. In her talk with Grose about the confrontation, 

she for the first time explicitly blames her master for the 

alleged corruption of Miles and Flora: "After all . . . it's 

[the children's wickedness is] their uncle's fault. If he 

left here such people [Quint and Jessel] — ! " (224 ).48 This 

open critique is significant in three respects. First of 

all, indicting the Uncle's irresponsibility and thereby the 

degeneration of prevailing bourgeois patriarchy, it 

manifests the survival of the subversive romantic impulse in 

the text despite the severe oppression of its realistic 

antagonist embodied by Miles's intimidatingly commanding 

stance towards the Governess. Besides, the Governess's 

attribution, if just for her, to her master of the 

responsibility for the children's supposed wickedness 

intimates that her concern in the remaining narrative is not 

only with realizing her persistent will for power but also 

with the justification of her office at Bly. And the 

boldness of the open critique indicates her desperate 

situation precipitated by Miles's revolt that cries out for 



206 

her immediate action to prove her theory of the communion of 

Miles and Flora with the evil apparitional figures and to 

protect and save them from corruption by the liaison, in 

order for her to justify her office and to realize her deep-

seated desire for power over Bly. It thereby anticipates 

her aggressive attitude towards the children in the 

remainder of the narrative. 

With such a desperately aggressive mindset, the 

Governess enters into her last, topographically level 

encounters with Jessel and Quint. Her aggressiveness in her 

last confrontation with the former may be epitomized by her 

bold articulation to Flora of the thitherto repressed name 

of her dead predecessor just before she sees her apparition 

by the Sea of Azof: "Where, my pet, is Miss Jessel?" (237). 

Her aggressive mentality is also indicated by her "thrill of 

joy" at the appearance of Jessel, which, she thinks, is "a 

proof" of her theory of Flora's continuing communion with 

her former governess (238).' This belligerent attitude, 

however, brings the Governess an irrecoverably devastating 

result, that is, the total loss of Flora's affection for and 

trust in her, instead of evidence of the liaison between 

Flora and Jessel. Throughout the Governess's efforts to 

convince Flora and Grose of the presence of Jessel, the 

little girl sees her with "her small mask of disaffection" 

and eventually says to her: "I don't know what you mean. I 

see nobody. I see nothing. I never have. I think you're 
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cruel. I don't like you" (240). At these words, the 

Governess cannot but admit her defeat in her endeavor to 

protect and save her younger charge from corruption: "I've 

done my best, but I've lost you. Good-bye" (241). Unable 

to secure evidence of Flora's communion with Jessel and, 

worse, losing her affection and trust, the Governess becomes 

possessed by feelings of despair and misery. The extent of 

those feelings may be measured by the fact that she throws 

herself to the ground and cries and wails, after Flora and 

Grose leave the Sea of Azof to come back to Bly (241) .49 

The next day Grose brings the Governess news that Flora 

is ill as a corollary of undergoing "a night of extreme 

unrest, a night agitated above all by fears that had for 

their subject . . . wholly her present governess" (243) . 

Her fear is such that, according to Grose, she checks "every 

three minutes" to see if the Governess is coming in (243) . 

Despite this cruel news that reassures her complete defeat 

of the previous day, however, the Governess's belligerent 

spirit does not yield. It persists to the surprise of even 

the Governess herself: "I was amazed, myself, at the spirit 

I had still in reserve" (245). In fact, evincing the 

strength of the romantic subversive impulse in the text, it 

is fortified by her situation rendered even more desperate 

by her failure with Flora, in which the only means left to 

her for justifying her office and realizing her desire for 

power are to prove Miles's wickedness and to save him from 
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it. The Governess's obdurate warring spirit is implicit, 

when she again betrays her will for power over Bly in her 

thoughts just after Flora and Grose leave to London: "It was 

in short by just clutching the helm that I avoided total 

wreck . . . I became that morning very grand and very dry" 

(249, italics mine). And it is explicit when she boldly 

transgresses class demarcation between her and Miles by 

"decree[ing] that my meals with the boy should be served . . 

. downstairs" (250, italics mine). It is explicit again 

when she assumes to be a social peer of "the little Master," 

comparing them to "some young couple who, on their wedding 

journey, at the inn, feel shy in the presence of the waiter" 

in her thoughts about their tensioned, awkwardly silent 

atmosphere during the meals in the maid's attendance (252). 

Armed with such a belligerent mindset, in the fatal 

showdown with Miles, the Governess plays the role of the 

prosecutor, or "his judge, his executioner" in her the 

narrator's own terms, rather than his protectress (260). 

She begins her job as prosecutor with inquisition about the 

relatively minor question whether he stole her letter to his 

uncle (256). It is at this moment that Quint as his 

master's surrogate makes his fourth appearance, as if to 

prevent Miles's ensuing guilty plea—"Yes—I took it"—that 

provides ground for her illegitimate power over her social 

superior and thereby disrupts the legitimate power structure 

(257). Elated by Miles's surrendering confession, the 
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Governess defies her master's surrogate and continues her 

inquisition, eliciting another confession from Miles that he 

opened the letter "[t]o see what you said about me" (258). 

Then she gives her eyes to the window and finds that Quint 

has disappeared, which she takes as the sign that "the 

influence [of Quint over Miles is] quenched" and the sign of 

her success in protecting and salvaging her charge (258). 

Infatuating herself with an ecstasy from the victory, she 

eventually takes issue with the question about the reason 

for Miles's expulsion that has so long haunted and tormented 

her. To the question, Miles painfully answers: "Well—I 

said things [only to a few I liked]" (259). And he goes on 

to say, forced by her stern pursuit of the content of what 

he said: ". . .it was too bad. . . . What I suppose I 

sometimes said. To write home" (260) .50 

At this point of her dogged inquisition, Quint--"the 

white face of damnation"—makes his last appearance, as if 

to damn the Governess who is ruling over his little master, 

mercilessly ignoring "the desolation of his [Miles's] 

surrender" (260, 259). Nevertheless, she continues her 

query and finally elicits from Miles's mouth "Peter Quint— 

you devil!" (261). Miles's articulation of Quint's name 

seems eventually to prove her theory of his communion with 

the evil apparition and thereby to justify her office at 

Bly. And it seems to indicate the success of her devotion 

to the protection and salvation of her charge from 
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corruption. As a corollary, her will for power over Bly 

embedded in the protective posture seems to be realized, as 

she supposes answering Miles's question just after his 

articulation of Quint's name where the apparition is: "What 

does he matter now, my own?—what will he ever matter? I 

have you" (261, first italics mine). Yet, what she actually 

holds in her arms is Miles's dead body (262). And what 

really happened is the murder, if accidental and 

involuntary, of her charge, as she herself strongly 

intimates when she observes in a regretful tone on her 

excessively stern pursuit of what Miles said to his friends: 

"He almost smiled at me in the desolation of surrender, 

which was . . . by this time, so complete that I ought to 

have left there. But I was infatuated—I was blind with 

victory" (259, italics mine) .51 

The Turn of the Screw portrays a socially liminal, 

disfranchised governess's sufferings in a society governed 

by bourgeois patriarchy and' her endeavor to subvert the 

dominant order that brings them to her. In doing so, it 

very effectively delineates the struggle for power between 

the two conflicting social forces through the dynamic 

interaction of the two main modal strains in fictional 

representation of romance and realism. In the struggle, the 

Governess seems to succeed in realizing her will for power 

by using romance's deceptively subversive strategy embodied 

by her protective posture towards her charges that at once 
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complies with the role given to her by her society and 

subverts its order by, in effect, trespassing upon the 

territory assigned to ruling bourgeois males and superseding 

them. Her endeavor, however, turns out to be a failure. 

For she loses her charges' affection and trust that are 

essential for her to gain power over them and, more 

significantly, that justify her power by differentiating it 

from that of her irresponsible decadent master.52 Moreover, 

she involves herself in the damnable act of murdering one of 

her charges. This horribly devastating conclusion is, as 

DeKoven contends, the price she pays for her will for 

illegitimate power (60). In this regard, the Governess's 

endeavor to subvert her society's dominant order of 

bourgeois patriarchy constitutes a "damned" romance. 



NOTES 

1. I owe this term to Marianne DeKoven's reading of the 

Governess's accidental murder of Miles at the end of the 

tale as paying "the price of 'damnation' for defiance of it 

[patriarchal authority]" (60). 

2. In this chapter, the term "bourgeois" is used in a 

loose manner, including not only the middle class but also 

that of the landed gentry, or "squirearchy," a coalition of 

which dominated two-thirds of the Victorian age (1837-1901). 

Yet, this definition needs some elaboration due to the 

heterogeneity of the middle classes and the transmutation of 

their extremely volatile affiliation with the dominant group 

in the course of the period. As to the transmutation, it 

may be said that in the earlier phase, people of the upper 

middle class, like rich bankers and manufacturers, who 

"insinuate[d] themselves into the gentry" "by purchasing a 

landed estate, the first requisite of gentility, from an 

impoverished gentleman-by-blood," took a share in the ruling 

group (Altick 28). And, as time went by, those at the lower 

rungs of the rising class, such as tradesmen and skilled 

artisans, were gradually incorporated into it. For an 

account of the Victorian class structure, see Richard D. 

Altick 20-38. 

In this regard, the temporal setting of the tale is 
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important. If we take the point at which the first-person 

narrator "I" tells the prologue as the time at which the 

novella was written (1897, cf. Edel, Treacherous Years 203), 

the year in which the Governess's narrative on her stay at 

Bly is set is around 1848. For it was forty years ago--

1857—that Douglas came to know the Governess as the 

governess of his sister (James, The Turn of the Screw 148; 

further references to the work are given by page numbers in 

parentheses). And when he first saw her, he was in his 

second year at Trinity College (147) and, therefore, was 

about nineteen years old, since "in the [nineteen]forties 

twelve was a usual age [for the six-year secondary school]" 

(Archer 96). The age at that time of the Governess, who was 

ten years older than him (146), therefore, was about twenty-

nine, nine years older than she had been at Bly (149). 

Hence 1848 for the year of her narrative. As to this point, 

see Christine Brooke-Rose 138 and Linda S. Kauffman 212, 

both of whom suggest 1847 as the year of the Governess's 

stay at Bly. Given as the setting of the tale the earlier 

phase in the shift of the Victorian class structure, in 

which the landed gentry was still in possession of political 

hegemony (cf. change in the rate of the class's occupancy in 

the House of Commons in Stone and Stone 30-31), the Uncle, 

who owns a big house in London for his town residence and a 

country home at Bly in Essex, is a dominant bourgeois (149). 

3. There have been three major phases in the critical 
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history of The Turn of the Screw. The first one was 

dominated by the controversy surrounding the ontological 

question about Peter Quint and Miss Jessel. Inflamed by 

Edmund Wilson's vulgar Freudian claim in 1934 that "the 

governess who is made to tell the story is a neurotic case 

of sexual repression, and . . . the ghosts are not real 

ghosts but hallucinations of the governess," the controversy 

became so heated that critics were divided sharply into two 

camps, namely, the psychological school and the ghostly 

school that held that "at Bly there are apparitions which 

the governess sees" (Wilson 115/ Heilman 175). For accounts 

of assumptions behind the two positions, see Brooke-Rose 

151-57 and Peter G. Beidler 13-15. 

Influenced by post-structuralist theories that flaunted 

the indeterminacy of meaning, critics of the second phase 

moved the focus of attention to "the essential 

irresolvability of the reading problem offered by the text" 

and critiqued both positions of their predecessors (Jolly 

105). Felman's brilliant Lacanian reading of the text, 

"Turning the Screw of Interpretation," exemplifies this 

trend of critical praxis. For more exemplars, see Brooke-

Rose 128-229 and Shlomith Rimmon 116-66. For a critique of 

the two antagonistic schools from this perspective, see 

Brooke-Rose 128-57. See also Felman 94-119 and 101 in 

particular. For an excellent account of the theoretical 

shortcoming at the heart of Wilson's vulgar Freudianism, see 
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Brooke-Rose 397n3. And for a discussion supplementary to 

Felmam's perceptive but too formalistic reading, see Ned 

Lukacher. 

The ongoing third phase of The Turn of the Screw 

criticism has to do with the recent historicist critique of 

"tendencies to make indeterminacy the end-point of 

interpretation" and has produced "renewed attempts to 

establish a definitive reading of the text, authorized by 

and as history" (Jolly 106nl7). 

4. Addressing the historical context of the so-called 

governess novel, from the tradition of which the tale 

inherits, Millicent Bell writes: "It [The Turn of the Screw] 

is a late instance of what, since the 1840s, had been called 

the ^governess novel,' which dealt with the peculiar social 

position of governesses in the upper or middle-class English 

household" (91). The tale's inheritance from the particular 

tradition is made clear by multitudinous parallels between 

it and Charlotte Bronte's Jane Eyre (1847), a representative 

of the governess novel. For those parallels, see Kauffman 

210-20. 

Here the term "liminal" is borrowed from the 

anthropologist Victor Turner's notion of the intermediate 

phase between separation and aggregation in his formula of 

rites de passage. For a concise account of Turner's 

formula, see his "Betwixt and Between" 93. For an 

application of liminality to the reading of The Turn of the 
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Screw, see Richard Dilworth Rust. As to the social 

liminality of the governess, McWhirter is succinct: "As a 

governess, she occupies a particularly slippery class and 

gender ^situation' in the Victorian society . . . She is . 

. . an xodd woman.' ^Privately bred' yet publicly 

professional, simultaneously a gentlewoman and a servant, 

the Governess is in charge of children who are socially and, 

in the case of Miles, sexually, her superiors" ("the xOther 

House'" 131). For an excellent account of the governess's 

social situation in mid-nineteenth-century England, see Mary 

Poovey 126-63 and 126-27 in particular. See also Elliot M. 

Schrero 266-69. 

5. The governess's adversities raised serious concerns 

in contemporary society about the issues of gender and 

class. As to this point, see Poovey 127 and Millicent Bell 

100. 

6. On this point, see also Millicent Bell 91. Focusing 

his discussion on the servants/ghosts, Michael Sprinker 

touches on the novella's complicity in the class struggle in 

its contemporary society: 

. . . there are ways in which the narrative 

reproduces the dominant ideology of the ruling 

class, principally by occulting social relations 

among the characters in the story . . . and thus 

displacing the focal point of reading from the 

social real to the fictional imaginary. This is 
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the function of the ghosts . . . But there are 

also ways in which James's story disrupts and 

undermines the authority of the ruling class, not 

so much in its depiction of the lives of servants 

. . . but in its representation and reproduction 

of the structure of Utopian desire that posits a 

realm of transcendence of class relations to 

compensate for the cruel reality of domination and 

exploitation that was the lot of servants in late 

Victorian society. (205, italics mine) 

7. As to the question of the gender of the narrator 

"I," critics uncritically regarded it as male. Recently, 

some•feminist critics have addressed this point and have 

argued that the first-person narrator is a woman. See Beth 

Newman 45-46. See also Kauffman 230-32. 

8. Regarding the reliability of the Governess's 

narrative, Beidler is correct: "Her record of what happens 

is generally reliable; her explanation of what happens is 

not always reliable" (225). 

9. The prologue is noteworthy in other respects. Since 

"the written statement took up the tale at a point after it 

had, in a manner, begun," it provides the prehistory of the 

Governess's narrative (149). And it "recovers what the 

governess has suppressed," i.e., "the characteristics of 

patriarchy," John H. Pearson observes, citing Rowe (288). 

Besides, it gives "a sense of historical perspective," that 
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is, "the more distant time of the story itself" (Millicent 

Bell 100-01). For a deft account of the functions of the 

prologue, see Brooke-Rose 174-75. 

10. See Brooke-Rose 161 and Millicent Bell 104. Noting 

the alienating quality of Lacanian mirror stage, Newman 

argues that the effect of the experience on the Governess is 

ambivalent (48-49). 

11. On this point, see Oscar Cargill 238ff, where he 

argues that the incident is traumatic to the Governess. See 

also Brooke-Rose 159-60; Kauffman 214; and Millicent Bell 

102. 

12. For Nietzsche's account of the two dimensions, see 

Genealogy 170 and 299, respectively. For a list of 

commentaries on the notion, see Morson and Emerson 292-

93nl 8. 

13. The Governess's slighted feelings do not bring to 

her resentment only, of course. As the cited thoughts 

indicate, they generate her.necessity to elicit the Uncle's 

recognition of her work that, she would think, enables her 

to keep her office at Bly and, hopefully, to realize her 

vain desire to marry him. Yet, resentment is certainly a 

major effect those feelings bring about. This argument is 

reinforced by Michael Andre Bernstein's definition of 

ressentiment as "[r]eminiscence-as-suffering" (204). For, 

from that perspective, the Governess's narrative, her 

recollection of painful experiences at Bly, is itself an act 
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of ressentiment. 

14. As to the two incidents' significance in the tale, 

Brooke-Rose perceptively points out that they "form an 

integral part of the symptomatic structure, around which is 

organized the artistic structure" (159) 

15. According to Poovey, as time went by, more 

daughters of working-class families, tradesmen's in 

particular, "were entering the ranks of governess," the fact 

that constituted one source of middle-class contemporaries' 

anxiety about the possible moral degradation of their home 

(129). 

16. In the text, this contemporary apprehension is 

registered in Jessel's strongly insinuated affair with Quint 

(cf. 185) and, in a similar vein, in the also strongly 

hinted bad influences Miles gets from Quint, "his tutor—and 

a very grand one" in Grose's sardonic words (190). For 

accounts of contemporaries' worries about servants' evil 

influences on their children resonant in the tale, see 

Schrero and Bruce Robbins. For an interesting source study 

that addresses the evilness of Quint and Miles, see Edel and 

Adeline R. Tintner. 

17. See Millicent Bell 91 and 93. With regard to this 

point, Poovey observes: "Theoretically, the governess's 

position neutralized whatever temptation she, as a young 

woman herself, might have presented to her male associates; 

to gentlemen she was a xtabooed woman,' and to male servants 
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she was unapproachable as any other middle-class lady" (128, 

italics mine). 

18. The Governess's narrative has two levels. The one 

is plain recollection of her life at Bly told simply in the 

past tense. The other is a kind of authorial intrusion that 

begins in the present tense and inserts her thoughts at the 

time the manuscript was being written. The latter is 

significant in that narrated from a vantage point, it serves 

to provide for the reader clues to evaluating the former's 

confusingly slippery narrative, although it is tricky 

itself, told, like the former, from the first-person point 

of view. To distinguish between the two, I designate the 

latter the present narrative. 

19. In this regard, Turner's following characterization 

of liminality is pertinent: . .if liminality is regarded 

as a time and place of withdrawal from normal modes of 

social action, it can be seen as potentially a period of 

scrutinization of the central values and axioms of the 

culture in which it occurs" (Dramas 167). 

20. In relation to this point, see Lukacher 126. 

21. For a view at odds with mine that argues that the 

Uncle is not irresponsible but wise, see Lukacher 127. 

22. Foucault gives a section to discussion of 

panopticism in Discipline and Punish (195-228). 

23. In relation to this point, see also Pearson 278. 

24. The Governess herself admits the inevitability of 
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the Uncle's intervention in a talk to Grose after Miles's 

accusation of her negligence about his school: "I ought to 

have done so [to have consulted with the Uncle about the 

headmaster's letter] on the instant" (224). 

25. The Governess's confusion may be glimpsed in the 

following two instances. Fascinated with Miles's visible 

goodness, the Governess once concludes: ". . .he was only 

too fine and fair for the little horrid unclean school-

world, and he had paid a price for it" (168). After Miles 

and Flora's escapade in the midnight, however, she says to 

Grose: "Their more than earthly beauty, their absolutely 

unnatural goodness. It's a'game . . . it's a [studied] 

policy and a fraud" (207). 

26. In relation to this point, Pearson argues: " . . . 

first she must subjugate herself to the system in order to 

appropriate its form. Only then can she make her mark on it 

and assert her authority. . . . she must allow herself 

seduced into her assigned position of subservience and 

dependence upon the absent uncle's authority" (278-79). 

27. See also This Sex 68-85 and 76 in particular and 

Speculum 337-45. 

28. For a deft account of Bhabha's notion of mimicry, 

see Childs and Williams 129-33. 

29. Mimicry is analogous with what J. Hillis Miller 

identifies as Nietzschean repetition that "ultimately leads 

to subversion of established authority" (Pearson 277). For 
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Miller's discussion of the two distinct modes of repetition, 

namely, Platonic and Nietzschean repetition, see Fiction and 

Repetition 1-21. For a reading of the novella from this 

perspective, see Pearson. Mimicry may serve as a key mode 

of romance for its deceptively subversive property. 

Extending the uses of colonial mimicry to feminist 

discourse, Graham Huggan pays attention to the particular 

property: "Mimicry simulates as it replicates: it thus 

becomes a means by which women can paradoxically resist 

their incorporation within patriarchal discourse by 

appearing to submit to it" (652-53, second italics mine). 

30. With regard to the Governess's submissive desire to 

be recognized by her master, Newman advances an interesting 

historicist point. Newman observes that the desire disrupts 

"the dominant [Victorian] ethos of the inconspicuous but 

vigilant woman" (58). As to the ethos, an ideological 

apparatus with which Victorian patriarchy exploited woman, 

see Armstrong 59-95. 

31. DeKoven argues that Quint serves here as a 

"punishing and monitory" figure (52). 

32. Some critics have addressed Quint's role in 

relation to his location and have suggested that he is the 

double of both the Uncle and the Governess. Commenting on 

the second encounter, for instance, DeKoven argues that 

"instead of striking us as the master's dark double [as he 

did in his first appearance], he now strikes us as hers" 



223 

(53). I concede that there is room for the latter claim due 

to such factors as the two figures' common class background, 

the Governess's familiar feelings towards Quint in the first 

two encounters (165, 169), her putting of herself in the 

apparition's place in the second encounter (170), and that 

both of them are involved with illegitimate power (DeKoven 

55-56). The argument is problematic, however, in two 

respects. Firstly, considering Quint's actual situation in 

the narrative, the middle two of the above catalogued 

potential evidences relying upon the first factor seem to be 

rather arbitrary. There is no evidence in the text that 

either indicates or intimates that Quint suffered from his 

being a servant. Instead, he appears to have enjoyed his 

privileged position as the Uncle's surrogate. Indeed, he 

came to stay at Bly by his master's favorable consideration 

that the country air could be good for his ill health (178) . 

At Bly he was "[t]oo free with every one [sic, including, as 

shown, "the little Master" Miles]" (177). And he died from 

a slip in the dark after enjoying himself at the public 

house (178-79). Secondly, its concern being limited to the 

first two incidents, the claim does not consider Quint's 

role in the context of the entirety of his appearances 

throughout which, as will be shown, he carries out the 

function of censoring the Governess's challenge to his 

master's authority. Hence my designation of Quint's "main" 

role as the Uncle's double. 
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33. As to this point, see also Pearson 279 and 283. 

34. Although her concern is different from mine, 

Brooke-Rose is perhaps the critic who has first paid 

attention to the locations of not only Quint but also Jessel 

and has provided the most detailed discussion on the 

subject, seeing them as the framework of the narrative's 

"mirror-structure" (162-71). 

35. In this regard, the wording "visitant," which 

refers to not only supernatural beings or agencies but also 

one who visits for the purpose of inspection or supervision, 

is very appropriate. 

36. DeKoven advances this action as evidence of her 

view of Quint as the Governess's double (53). 

37. The Governess's recollection in the present 

narrative of her dodging mentality after the first encounter 

as to Miles's school problems indicates the extent of their 

seriousness to her at that time: "He [Miles] never spoke of 

his school, never mentioned a comrade or a master; and I, 

for my part, was quite too much disgusted [scared?] to 

allude to them. Of course I was under the spell [that Miles 

was "an angel"], and the wonderful part is that, even at the 

time, I perfectly knew I was" (168, italics mine). On this 

point, see DeKoven 52. 

38. Like her narrative, the Governess's justifying 

business operates at two temporal levels. Firstly, as 

shown, it has to do with the past crisis in her office at 
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Bly. Secondly, as will be shown, it is concerned with her 

expiation at the point of writing her narrative as to her 

accidental murder of Miles. 

39. The Governess knows about the death of Jessel from 

Grose on her second evening at Bly (160) . 

40. Regarding this point, see Millicent Bell 105-06. 

41. As to the question whether Miles and Flora are 

corrupt under the influence of the evil apparitions of Quint 

and Jessel, a majority of critics, mostly from the ghostly 

school, have argued that they are. Beidler, for instance, 

contends that "there seems little reason to doubt that one 

of James's primary purpose in The Turn of the Screw was to 

portray two innocent children beset by the most malicious 

evil he and his readers, between them, could conjure up" 

(229-30). I discredit the one-dimensionally negative view, 

for, I believe, James renders the children to be human 

beings who own properties both good and evil. Although it 

is true that the text flaunts the children's evil aspect, 

their goodness is still conspicuous enough to put the 

Governess in an extreme confusion. In this regard, Eli 

Siegel is on the right track, when he observes in a book 

entitled James and the Children: "The children . . . 

represent evil; and what is necessary to see is that 

children can, and that they also can represent innocence" 

(3) . 

42. Grose's contempt for Jessel is embedded in her 
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answer trying to evade the Governess's question about the 

reason for her predecessor's death: "No--I know nothing. I 

wanted not to know; I was glad enough I didn't; and I 

thanked heaven she was well out of this!" (185). 

43. Another factor that elucidates this topography is 

the Governess's above noted exalted spirits after her first 

encounter with Jessel that also account for the same 

topography in her third confrontation with Quint immediately 

before this incident. 

44. For discussions of Jessel as the Governess's 

double, see Millicent Bell 106 and 109, Brooke-Rose 165, 

DeKoven 56, and Kauffman 216. 

45. A number of critics have paid attention to Miles's 

socially privileged status. See Millicent-Bell 106-07, 

DeKoven 50 and 53, Pearson 277, and Rowe 133. 

46. DeKoven correctly contends that this incident 

serves as the narrative's turning point (56). The 

incident's significance is indicated by the Governess 

herself in her recollection of it in the present narrative: 

. . 1 now see how, with the word he [Miles] spoke, the 

curtain rose on the last act of my dreadful drama and the 

catastrophe was precipitated" (215). 

47. On this point, see DeKoven 56-57. 

48. The Governess's blame on her master is anticipated. 

At Miles and Flora's request after the former's escapade 

that she should write a letter to their uncle asking for his 
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help, she thinks: "He never'wrote to them—that may have 

been selfish, but it was a part of the flattery of his trust 

of myself; for the way in which a man pays his highest 

tribute to a woman is apt to be but by the more festal 

celebration of one of the sacred laws of his comfort" (214, 

italics mine). And, as shown, confronting Miles's question 

on their way to church about his uncle's knowledge regarding 

his present situation, she answers: "I don't think your 

uncle much cares" (218). 

49. For a feminist reading of the incident that 

valorizes the Governess's subversiveness in it, see DeKoven 

57-61. 

50. I concur with McElroy's argument that Miles's 

expulsion has to do with his advice to a few of his friends 

to "write home" about their mistreatment at the school 

(233). With regard to the poor school circumstances of 

England in the 1840s, see Schrero 270-71. 

51. Along with the Governess's helplessness about 

Miles's school problem, her complicity in his death 

elucidates her strenuous efforts throughout her narrative to 

justify her office at Bly in which her expiation is 

invested. In the text, her expiatory intent is tangible in 

her thoughts when she is convinced that Quint has come for 

Miles: 

. . . but something within me said that by 

offering myself bravely as the sole subject of 
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such experience [as seeing the evil apparition], 

by accepting, by inviting, by surmounting it all, 

I should serve as an expiatory victim and guard 

the tranquility of the rest of the household. The 

children in especial I should thus fence about and 

absolutely save. (176, italics mine) 

As to this point, see Kauffman 219 and John Harmon McElroy 

227. The expiatory intent also accounts for why the 

Governess leaves the manuscript. Regarding the question, 

McElroy argues: " . . . her memoir is partly her history of 

what she suffered and partly her solemn, painful-to-write, 

private inquest into whether she had done her duty at Bly" 

(217). Noting the Governess's "complicity in the death of a 

child," Kauffman observes that "[h]er [expiatory] narrative 

records the contradictory impulses toward confession and 

release, on the one hand, and toward repression and control, 

on the other" (206). 

•52. In relation to this point, Pearson observes: "She 

[The Governess] does not introduce a new order into her 

world; ultimately she replaces the old regime with her own, 

for the forms of patriarchy are the only forms of authority 

she has known" (285). 



CHAPTER 5 

CONCLUSION: FICTION AND SOCIAL CHANGE 

In the introductory chapter, I propose that this study 

challenges three received perspectives in traditional 

literary criticism, that is, the conception of literary form 

as ideology-free, the realism/romance binary opposition with 

regard to the representational mode of fiction, and the 

categorization of James as an aesthete. I also propose that 

it reconsiders James's posture towards the "woman question." 

In the preceding chapters, the problematics of the three 

traditional critical views are addressed and redressed from 

the theoretical perspective of this study. In relation to 

the last issue, the limitations of the feminist discourse of 

The Bostonians are pointed out in the discussion of its 

ending.1 I concur with Rowe's acute critique of James's 

"inability to transvalue the [dominant patriarchal] social 

rhetoric," since all the three Jamesian novelistic 

narratives considered earlier end with, in one way or 

another, preserving the patriarchal status quo (89). 

Yet, James's position towards the "woman question" 

calls for some elaboration. For, first of all, as Ehrman 

Syme Nadal testifies, James took an egalitarian attitude 

towards women, seeing them not as the mere object of men's 
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sexual desire but as human beings like him, that is, the 

subjects of their own lives: "He seemed to look at women 

rather as women looked at them. Women look at women as 

persons; men look at them as women. The quality of sex in 

women, which is the first and chief attraction to most men, 

was not their chief attraction to James" (qtd. in Edel, The 

Conquest of London 359). And, as The Bostonians evinces, he 

did much research on the contemporary feminist movement and 

was well aware of its agendas. As a corollary, he was to a 

great extent conscious of problems of his patriarchal 

society that those feminist agendas point to and exposed 

them.through his works, as his invariably negative portrayal 

of the key male figures of the three texts for this study— 

the practically incompetent Gilbert in The Portrait of a 

Lady, the unchivalrous Basil in The Bostonians, and the 

decadent and irresponsible 'Uncle in The Turn of the Screw— 

exemplifies. Moreover, he seems to have been sympathetic to 

the adverse social situation of women suffering from the 

society's male-centered system unilaterally oppressive to 

them, as the counter-traditional unhappy endings of the 

marriage plot of The Portrait of a Lady and The Bostonians 

intimate. This may elucidate feminist critics' positive 

responses to the two novels, like Baym's to the former and 

Fetterley's to the latter,2 despite the crucial fact that 

they lack reformative vision. 

Two questions arise from such a disparity regarding 
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James's posture towards the "woman question." The first one 

is why it happened. My answer to the question is that it is 

an outcome with multiple intertwined causes. Four possible 

factors loom as having contributed to engendering the 

disparity. Firstly, it seems that James was basically a 

conservative who had a firm' faith in the orthodoxy of the 

then dominant separatist paradigm of gender roles, as 

indicated by his apprehension in a notebook entry for The 

Bostonians about "the decline of the sentiment of sex." 

Secondly, as Sara Davis points out in her reading of The 

Bostonians, as an individualist, he was "consistently 

suspicious of the group in whatever form" and, accordingly, 

was critical to "fixed beliefs, codified responses to life" 

the collective way of thinking promotes, although "as his 

next two novels, The Princess Casamassima and The Tragic 

Muse reveal, he support[ed] the goals of feminism when they 

[were] individually pursued.and achieved" (585). Thirdly, 

as noted in the introductory chapter, James was a self-

avowed realist who once argued for the historian-like role 

of the novelist. This authorial credo in realism grounded 

in a reflectionist aesthetic perhaps made him unable to 

render the endings of his novels to go against the grain of 

the solid patriarchal order of his contemporary society.3 

Lastly, the response of the majority of his contemporaries 

to the feminist movement that disrupted their established 

order was unfavorable, as the crushing financial failure of 
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The Bostonians points to.4 Under such oppressive 

circumstances, I believe, he could not conclude his 

narratives with explicitly subversive messages, even if he 

would have liked to do so. For these and other possible 

reasons, the three Jamesian texts cannot in the end provide 

a vision of feminist reform, although feminist forces 

subversive to dominant patriarchy are registered in them to 

a remarkable degree by such means as their sympathetic 

stances towards Isabel, Verena, and the Governess5 and their 

above noted uncovering of problems of the dominant order. 

The second question arising from the disparity within 

James's posture towards the "woman question" is whether the 

subversive feminist forces registered but not consummated in 

his texts had any transformative effect on the contemporary 

patriarchal social structure. I displace this synchronic 

issue by a diachronic inquiry into the function of fiction 

in social change. For as history has evinced, change in the 

social structure is a long-term process except on some rare 

revolutionary occasions. And it is virtually impossible to 

measure the effects of a particular fictional work on its 

contemporary society, unless they are sensational and felt 

instantly, like those of Harriet Beecher Stowe's Uncle Tom's 

Cabin or Salman Rushdie's The Satanic Verses.6 Moreover, 

the inquiry serves to answer a key question that the central 

contention of this study poses: if in every fiction the 

impulse subversive to the dominant ideology of its society 
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is invested, if in varying proportion, by way of the 

representational mode of romance, does it affect social 

change? The remainder of this chapter briefly addresses the 

question surrounding fiction's social function. 

As to the question at stake, three positions have been 

competing in the recent anglophone critical scene. The 

first one is that of subversion that sees the novel as "a 

genre uniquely equipped to expose the machinations of power, 

to speak for the down-trodden and the forgotten, and to 

suggest ways of arranging our private and social lives 

undreamed of by bourgeois orthodoxy" (Baldridge xi). This 

stance was particularly prevalent from the late 1970s to the 

early 1980s under the aegis of then powerful post-

structuralist theories, especially, deconstructionism and 

Lacanian psychoanalysis, that from various perspectives 

challenged and endeavored to subvert every kind of orthodoxy 

and to recuperate repressed ideologies. It was in such 

circumstances that the subversive property of fiction's 

fantastic domain received renewed critical attention from 

works like Jackson's Fantasy: The Literature of Subversion 

(1981) and Hume's Fantasy and Mimesis: Responses to Reality 

in Western Literature (1984). The extent of the position's 

prevalence is glimpsed in D. A. Miller's complaint about the 

particular phenomenon in The Novel and the Police (1988) . 

Miller observes: "It has become easy to show how the various 

decorums that determine a work of literature, from within as 
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well as from without, are exceeded by the disseminal 

operations of language, narrative, or desire—so easy that 

the demonstration now proceeds as predictably as any other 

ritual" (x-xi). He goes on to say: "Whenever a text makes 

confident claims to cogniti-on, these will soon be rendered 

undecidable, and whatever ideological project it advances 

will in the course of their elaboration be disrupted" (xi, 

italics mine). 

The second position is that of containment that claims 

that fictional narrative ultimately reproduces dominant 

ideology and thereby contributes, wittingly or unwittingly, 

to the consolidation of the'status quo. Under the 

formidable influence of Foucault, who sees the power 

struggle between the dominant ideology and subordinate ones 

as the process of the former's disciplining and co-optation 

of the latter, this stance has assumed new orthodoxy 

regarding fiction's social function from the mid-1980s on 

with the advent and gaining power of the new historicism. 

Aligning himself with this line of thought, Lennard Davis, 

for example, argues in Resisting Novels: Ideology and 

Fiction (1987) for "the normalizing and regularizing 

function of novel reading" and grounds his contention in 

"the conservative nature of the [novelistic] form": " . . . 

having prestructured the [reformative] blow through the 

agency of [novelistic] convention and form, the blow will 

echo with the dead thud of an action whose outcome is 
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comfortably muted" (228, 231, 238) .7 He conclusively 

observes: "Novels are at best an adjunct to politics, an 

anaclitic support to some principles. But as a total 

subject, it would be difficult to make the case that novels 

can have a major radical political effect" (229).8 

Both of the above introduced paradigms are problematic. 

Above all, they are hermetically self-contained and remote 

from actuality in which fiction sometimes serves as a 

vehicle both for consolidating dominant order by co-opting 

subversive social energies through it and for facilitating 

the breakdown of the status quo. Uncle Tom's Cabin, which 

is said to have taken a hand in starting the American Civil 

War by forming anti-slavery consensus in the North with its 

provoking of compassion upon the slave's social adversity, 

may exemplify the latter instance. And the former instance 

may find evidence in the totalitarian countries, like the 

now dissolved Soviet Union in which fiction, or literature, 

frequently functioned as the ruling Communist party's 

political propaganda. Besides, the view that literature has 

"no causal value, being no more than a symptom of an 

historical change already under way," puts into question the 

validity of the subversive -paradigm (Hanne 3, italics mine). 

As a corollary, the subversive position is critiqued as 

wishful and sentimental. Commenting on the heuristic merit 

of the containment position, Cates Baldridge touches on this 

point: " . . . this new orthodoxy [the containment position] 



236 

has nurtured a number of ingenious—even brilliant—readings 

of novels once touted by a more sentimental, essentialist, 

and Romantic hermeneutic as oppositional through and 

through" (3). On the other hand, the containment paradigm 

is critiqued as "unacceptably simplistic, mechanical, and 

unmindful of social diversity" and as "political pessimism 

or even quietism" (Baldridge xii; Grady 31). 

Noticing such problematics of the two monolithic 

paradigms, critics belonging to the third group assume an 

eclectic, relativistic stance. For example, countering the 

deconstructionists' valorization of oppositional ideologies 

inscribed in textual fissures, Eagleton claims: "Both 

dominant and oppositional ideologies . . . may be seen to 

have at least two faces. Both contain moments of arrest and 

release, fixing and overturning, representing and 

displacing. My argument has been that it would be a serious 

political error to 'pair off' such operations with fixed, 

immutable, ideological effects." Eagleton concludes: "There 

is no telling when an effect of slippage, or of 

representation, may contribute to securing or transforming 

the ideological conditions necessary for the reproduction of 

a dominant set of social relations. Or rather, there is 

such telling: but it can be done by looking, not at texts, 

but at historical conjunctures" ("Text, Ideology, Realism" 

172, italics mine). On the other hand, Baldridge, grounding 

her critique of the currently prevalent containment school 
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in Bakhtin's notion of dialogism, also argues for both 

subversive and consolidating social functions of fiction: ". 

. . novels are capable both of throwing up sticky formal 

obstacles to attempts at thoroughgoing hegemonic 

appropriation and of dialogically testing, critiquing, and 

even subverting their own dominant discourses through their 

representations of cultural vocabularies in collision" 

(xii) . 

With its perspectival versatility, the eclectic third 

paradigm removes the problems of the two other positions. 

Yet, it seems to depend too heavily upon situational logic 

and to fail to provide any theoretical direction. In this 

regard, Jonathan Dollimore's view of the power relation 

between dominant and subordinate ideologies is very 

suggestive. Responding to Greenblatt's containment position 

in the midst of the "containment versus subversion" debate 

in the mid-1980s between the American new historicists and 

the British cultural materialists, Dollimore aligns himself 

with the subversive position and contends that "containment 

is a contingent outcome of some subversions": . . 

although subversion may indeed be appropriated by authority 

for its own purposes, once 'installed it can be used against 

authority as well as used by it" (Grady 37; Dollimore and 

Sinfield 12, second italics mine).9 In this light, it may 

be said that the subversive feminist forces registered but 

not consummated in Jamesian fictional texts have played a 
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part in precipitating subsequent feminist reform, although 

in James's time those forces might have been contained in 

the solid dominant patriarchal social structure. 



NOTES 

1. cf. Ch. 3, n58. 

2. cf. Baym, "Revision" 184 and Fetterley 116. 

3. In relation to realism's political limitation, 

Warren makes a noteworthy point: 

The displacement of political critique by 

aesthetic and social observations not only 

reflects the general disillusionment that many 

American elites felt toward politics during this 

period [the late nineteenth-century] but also 

signals how difficult it was, within the discourse 

of the realistic novel of manners to find a space 

for political discussion. (33, italics mine) 

4. As to The Bostonians's financial failure, Trilling 

writes: . .no check given to James's ambition was so 

disastrous [as that given to The Bostonians]" (105). See 

also Anderson 29. Regarding the reason for it, critics have 

advanced a variety of views. See Anderson 29-30, Sara Davis 

586, and Warren 93. 

5. The three narratives' sympathy for the three female 

figures is glimpsed in the valorization of Isabel's 

independent spirit throughout the narrative, the final 

narratorial remark showing pity about the innocent Verena's 

unhappy future marital life (433), and Douglas's description 

??Q 
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of the Governess as "the most agreeable woman" "worthy of 

any whatever" (146, 147), respectively. 

6. For an account of the two novels' sociopolitical 

impacts, see Michael Hanne 75-113 and 191-243, respectively. 

7. In relation to this point, Hanne says: "A number of 

theorists . . . see the reductive character of narrative as 

always and necessarily tending to inhibit human growth and 

social change" (16). 

8. Seltzer's Henry James & The Art of Power and D. A. 

Miller's The Novel and the Police provide good instances in 

which to see the practice of the containment position. For 

more proponents of the position, see Hanne 10-11. 

9. Greenblatt's containment position is evident when he 

observes that "the subversiveness is the very product of 

that power and furthers its ends" (24). As Grady points out 

(34-40) , however, Greenblat-t later modified his position. 

Along with Dollimore, Alan Sinfield was one of the two key 

exponents of the subversion school. For an account of his 

stance, see his article "Power and Ideology: An Outline 

Theory and Sidney's Arcadia," an endeavor "to theorize 

ideological disruption of the Arcadia from the point of view 

of its inception" (275). 



WORKS CITED 

Aldridge, John W. Time to Murder and Create: The 

Contemporary Novel in Crisis. New York: David McKay, 

1966. 

Allen, Dennis W. Sexuality in Victorian Fiction. Norman 

and London: U of Oklahoma P, 1993. 

Althusser, Louis. For Marx. 1969. Trans. Ben Brewster. 

London: Verso, 1979. 

"Ideology and Ideological State Apparatuses (Notes 

towards an Investigation)." Lenin and Philosophy and 

Other Essays. Trans. Ben Brewster. New York: Monthly 

Review P, 1971. 127-86. 

Altick, Richard D. Victorian People and Ideas: A Companion 

for the Modern Reader of Victorian Literature. New 

York: W. W. Norton, 1973. 

Anderson, Charles R. Introduction. The Bostonians. By 

Henry James. 7-30. 

Archer, R. L. Secondary Education in the Nineteenth 

Century. 1921. London: Frank Cass, 1966. 

Armstrong, Nancy. Desire and Domestic Fiction: A Political 

History of the Novel. New York and Oxford: Oxford UP, 

1987. 

Auerbach, Jonathan. The Romance of Failure: First-Person 

Fictions of Poe, Hawthorne, and James. New York: 

Oxford UP, 1989. 

241 



242 

Bakhtin, Mikhail. The Dialogic Imagination: Four Essays. 

Trans. Caryl Emerson and Michael Holquist. Ed. Michael 

Holquist. Austin: U of Texas P, 1981. 

Problems of Dostoevsky's Poetics. Trans, and Ed. 

Caryl Emerson. Minneapolis: U of Minnesota P, 1984. 

Baldridge, Cates. The Dialogics of Dissent in the English 

Novel. Hanover and London: UP of New England, 1994. 

Barth, John. "The Literature of Exhaustion." Atlantic 

Monthly August 1967: 29-34. 

. "The Literature of Replenishment: Postmodernist 

Fiction." Atlantic Monthly January 1980: 65-71. 

Barthes, Roland. The Pleasure of the Text. 1975. Trans. 

Richard Howard. New York: Noonday P, 1989. 

Baudrillard, Jean. Simulations. Trans. Paul Foss, Paul 

Patton, and Philip Beitchman. New York: Semiotext(e), 

1983. 

Baym, Nina. Novels, Readers, and Reviewers: Responses to 

Fiction in Antebellum America. Itacha and London: 

Cornell UP, 1984. 

"Revision and Thematic Change in The Portrait of a 

Lady." Modern Fiction Studies 22 (1976): 183-200. 

Beidler, Peter G. Ghosts, Demons, and Henry James: The Turn 

of the Screw at the Turn of the Century. Columbia: U 

of Missouri P, 1989. 

Bell, Ian F. A. "The Curious Case of Doctor Prance." Henry 

James Review 10 (1989): 32-41. 



243 

Bell, Michael Davitt. "Arts of Deception: Hawthorne, 

'Romance,' and The Scarlet Letter." New Essays on The 

Scarlet Letter. Ed. Michael J. Colacurcio. New York: 

Cambridge UP, 1985. 29-56. 

Bell, Millicent. "Class, Sex, and the Victorian Governess: 

James's The Turn of the Screw." Pollak. 91-119. 

Belsey, Catherine. Critical Practice. London and New York: 

Methuen, 1980. 

Berger, John. Ways of Seeing. 1972. London and 

Harmondsworth: British Broadcasting Corporation and 

Penguin, 1987. 

Bernstein, Michael Andre. "The Poetics of Ressentiment." 

Morson and Emerson. 197-223. 

Berressem, Hanjo. Pynchonrs Poetics: Interfacing Theory and 

Text. Urbana and Chicago: U of Illinois P, 1993. 

Bersani, Leo. A Future for Astyanax: Character and Desire 

in Literature. London; Marion Boyars, 1978. 

Bhabha, Homi K. "Of Mimicry and Man: The Ambivalence of 

Colonial Discourse." The Location of Culture. London 

and New York: Routledge, 1994. 85-92. 

Blair, Sara. Henry James and the Writing of Race and 

Nation. Cambridge: Cambridge UP, 1996. 

Bloom, Harold. Agon: Towards a Theory of Revisionism. New 

York and Oxford: Oxford UP, 1982. 

Boone, Joseph Allen. Tradition/Counter-Tradition: Love and 

the Form of Fiction. Chicago and London: U of Chicago 



244 

P, 1987. 

Booth, Wayne. Introduction. Problems of Dostoevsky's 

Poetics. By Mikhail Bakhtin. xiii-xxvii. 

Brodhead, Richard H. The School of Hawthorne. New York and 

Oxford: Oxford UP, 1986. 

Brooke-Rose, Christine. A Rhetoric of the Unreal: Studies 

in Narrative and Structure, Especially of the 

Fantastic. Cambridge: Cambridge UP, 1981. 

Brooks, Peter. The Melodramatic Imagination: Balzac, Henry 

James, Melodrama, and the Mode of Excess. New Haven: 

Yale UP, 1976. 

Reading for the Plot: Design and Intention in 

Narrative. New York: Alfred A. Knopf, 1984. 

Brown, Richard Harvey. "Realism and Power in Aesthetic 

Representation." Postmodern Representations: Truth, 

Power, and Mimesis in the Human Sciences and Public 

Culture. Ed. Richard Harvey Brown. Urbana and 

Chicago: U of Illinois P, 1995. 134-67. 

Bruss, Neal H. "Appendix II: V. N. Volosinov and the 

Structure of Language in Freudianism." Volosinov. 

117-48. 

Burgin, Victor, James Donald, and Cora Kaplan, eds. 

Formations of Fantasy. London and New York: Methuen, 

1986. 

Cain, William E. Introduction: Cultural and Historical 

Background. The Blithedale Romance. By Nathaniel 



245 

Hawthorne. 1852. Ed. William E. Cain. Boston: St. 

Martins's P, 1996. 3-25. 

Cargill, Oscar. "The Turn of the Screw and Alice James." 

PMLA 78 (1963): 238-49. 

Chandler, Katherine R. "Purchase of Power: The Conclusion 

of The Bostonians." English Language Notes 32.3 

(1995): 46-54. 

Chatman, Seymour. Story and Discourse: Narrative Structure 

in Fiction and Film. Itacha: Cornell UP, 1978. 

Childs, Peter, and R. J. Patrick Williams. An Introduction 

to Post-Colonial Theory. London: Prentice Hall, 1997. 

Cixous, Helene. "The Character of ^Character.'" New 

Literary History 5 (1974): 383-402. 

Clayton, Jay. "A Portrait of the Romantic Poet as a Young 

Modernist: Literary History as Textual Unconscious." 

Friedman. 114-27. 

Coates, Paul. The Realist Fantasy: Fiction and Reality 

since Clarissa. New York: St. Martin's P, 1983. 

Cott, Nancy F. "Passionlessness: An Interpretation of 

Victorian Sexual Ideology, 1790-1850." Signs 4 (1978): 

219-36. 

Cottom, Daniel. Social Figures: George Eliot, Social 

History, and Literary Representation. Minneapolis: U 

of Minnesota P, 1987. 

Culler, Jonathan. "Textual Self-Consciousness and the 

Textual Unconscious." Style 18 (1984): 369-76. 



246 

Currie, Gregory. The Nature of Fiction. Cambridge: 

Cambridge UP, 1990. 

Davis, Lennard J. Resisting Novels: Ideology and Fiction. 

New York and London: Methuen, 1987. 

Davis, Sara deSaussure. "Feminist Sources in The 

Bostonians." American Literature 50 (1979): 570-87. 

DeKoven, Marianne. Rich and Strange: Gender, History, 

Modernism. Princeton: Princeton UP, 1991. 

D'Emilio, John, and Estelle B. Freedman. Intimate Matters: 

A History of Sexuality in America. New York: Harper & 

Row, 1988. 

Derrida, Jacques. "Freud and the Scene of Writing." 

Writing and Difference. Trans. Alan Bass. Chicago: U 

of Chicago P, 1978. 196-231. 

Dollimore, Jonathan, and Alan Sinfield, eds. Political 

Shakespeare: Essays in Cultural Materialism. 2nd ed. 

Itacha and London: Cornell UP, 1994. 

Eagleton, Terry. Foreword. Social Figures: George Eliot, 

Social History, and Literary Representation. By Daniel 

Cottom. viii-xvii. 

Marxism and Literary Criticism. Berkeley and Los 

Angeles: U of California P, 1976. 

.• "Text, Ideology, Realism." Literature and Society: 

Selected Papers from the English Institute, 1978. Ed. 

Edward Said. Baltimore and London: Johns Hopkins UP, 

1980. 149-73. 



247 

Edel, Leon. The Conquest of London: 1870-1881. Vol. 2 of 

The Life of Henry James. 5 Vols. Philadelphia and New 

York: J. B. Lippincott, 1962. 

The Middle Years: 1882-1895. Vol. 3 of The Life of 

Henry James. 5 Vols. Philadelphia and New York: J. B. 

Lippincott, 1962. 

The Treacherous Years: 1895-1901. Vol. 4 of The Life 

of Henry James. 5 Vols. Philadelphia and New York: J. 

B. Lippincott, 1969. 

Edel, Leon, and Adeline R. -Tintner. "The Private Life of 

Peter Quin[t]: Origins of xThe Turn of the Screw.'" 

Henry James Review 1 (1985): 2-4. 

Ellis, William. The Theory of the American Romance: An 

Ideology in American Intellectual History. Ann Arbor: 

UMI Research P, 1989. 

Evans, Dylan. An Introductory Dictionary of Lacanian 

Psychoanalysis. London and New York: Routledge, 1996. 

Felman, Shoshana. "Turning the Screw of Interpretation." 

Literature and Psychoanalysis: The Question of Reading: 

Otherwise. Ed. Shoshana Felman. Baltimore and London: 

Johns Hopkins UP, 1982. 94-207. 

Fetterley, Judith. The Resisting Reader: A Feminist 

Approach to American Fiction. Bloomington: Indiana UP, 

1978. 

Fisher, Philip. "Appearing and Disappearing in Public: 

Social Space in Late-Nineteenth Century Literature and 



248 

Culture." Reconstructing American Literary History. 

Ed. Sacvan Bercovitch. Cambridge and London: Harvard 

UP, 1986. 155-88. 

Hard Facts: Setting and Form in the American Novel. 

1985. New York and Oxford: Oxford UP, 1987. 

Foucault, Michel. Discipline and Punish: The Birth of the 

Prison. Trans. Alan Sheridan. New York: Pantheon, 

1977 . 

The History of Sexuality: An Introduction. 1978. 

Trans. Robert Hurley. New York: Vintage, 1990. 

Fowles, John. The French Lieutenant's Woman. Boston: 

.Little, Brown, 1969. 

"Is the Novel Dead?" Books 1 (1970): 2-5. 

Friedman, Susan Stanford, ed. Joyce: The Return of the 

Repressed. Itacha and London: Cornell UP, 1993. 

Frye, Northrop. Anatomy of Criticism: Four Essays. 

Princeton: Princeton UP, 1957. 

The Secular Scripture: A Study of the Structure of 

Romance. Cambridge: Harvard UP, 1976. 

Furst, Lilian R. Through the Lens of the Reader: 

Explorations of European Narrative. Albany: State U of 

New York P, 1992. 

Fuss, Diana. Essentially Speaking: Feminism, Nature & 

Difference. New York and London: Routledge, 1989. 

Gabler, Janet A. "James's Rhetorical Arena: The Metaphor of 

Battle in The Bostonians." Texas Studies in Literature 



249 

and Language 27 (1985): 270-83. 

"The Narrator's Script: James's Complex Narration in 

The Bostonians." Journal of Narrative Technique 14 

(1984): 94-109. 

Ge^siorek, Andrzej. Post-War British Fiction: Realism and 

After. London: Edward Arnold, 1995. 

Gebauer, Gunter, and Christoph Wulf. Mimesis: Culture. Art. 

Society. Trans. Don Reneau. Berkeley/Los 

Angeles/London: U of California P, 1995. 

Gilbert, Sandra M., and Sus.an Guber. Sexchanges. Vol. 2 of 

No Man's Land: The Place of Woman Writer in the 

Twentieth Century. 3 Vols. New Haven and London: Yale 

UP, 1989. 

Gillman, Susan, and Forrest G. Robinson, eds. Mark Twain's 

Pudd'nhead Wilson; Race, Conflict, and Culture. 

Durham and London: Duke UP, 1990. 

Gombrich, E. H. Art and Illusion: A Study in the Psychology 

of Pictorial Representation. Bollingen Series XXXV. 5. 

New York: Pantheon, 1960. 

Grady, Hugh. "Containment, Subversion—and Postmodernism." 

Textual Practice 1 (1993): 31-49. 

Greenblatt, Stephen. "Invisible Bullets: Renaissance 

Authority and Its Subversion, Henry IV and Henry V." 

Dollimore and Sinfield. 18-47. 

Greenwald, Elissa. Realism and the Romance: Nathaniel 

Hawthorne, Henry James, and American Fiction. Ann 



250 

Arbor and London: UMI Research P, 1989. 

Griffin, Susan M. Introduction. Henry James Review 16 

(1995) : 247-48 . 

Habegger, Alfred. "The Disunity of The Bostonians." 

Nineteenth Century Fiction 24 (1969): 193-209. 

Gender, Fantasy, and Realism in American Literature. 

New York: Columbia UP, 1982. 

Henry James and the "Woman BusinessNew York: 

Cambridge UP, 1989. 

Hanne, Michael. The Power of the Story: Fiction and 

Political Change. Providence and Oxford: Berghahn, 

.1994. 

Hartmann, Heidi. "The Unhappy Marriage of Marxism and 

Feminism: Towards a More Progressive Union." Women and 

Revolution: A Discussion of the Unhappy Marriage of 

Marxism and Feminism. ' Ed. Lydia Sargent. Boston: 

South End P, 1981. 1-41. 

Hawkes, David. Ideology. London and New York: Routledge, 

1996. 

Hawthorne, Nathaniel. Preface. The House of the Seven 

Gables. 1851. Ed. Milton R. Stern. New York: 

Penguin, 1981. 1-3. 

Heilman, Robert. "The Turn of the Screw as Poem." Willen. 

174-88. 

Helsinger, Elizabeth K., Robin Lauterbach Sheets, and 

William Veeder. The Woman Question: Literary Issues, 



251 

1837-1883. Vol. 3 of The Woman Question: Society and 

Literature in Britain and America, 1837-1883. 3 Vols. 

New York and London: Garland, 1983. 

Hochenauer, Kurt. "Sexual Realism in The Portrait of a 

Lady: The Divided Sexuality of Isabel Archer." Studies 

in the Novel 22 (1990): 19-25. 

Holland, Laurence Bedwell. The Expense of Vision: Essays on 

the Craft of Henry James. 1964. Baltimore: Johns 

Hopkins UP, 1982. 

Holquist, Michael. "The Politics of Representation." 

Allegory and Representation: Selected Papers from the 

English Institute, 1979-80. Ed. Stephen J. Greenblatt. 

Baltimore and London: Johns Hopkins UP, 1981. 163-83. 

Howard, David. "The Bostonians." The Air of Reality: New 

Essays on Henry James. Ed. John Goode. London: 

Methuen, 1972. 60-80. 

Howe, Irving. "Henry James.: The Political Vocation." 

Politics and the Novel. New York: New American 

Library, 1957. 139-56. 

Huggan, Graham. "A Tale of Two Parrots: Walcott, Rhys, and 

the Uses of Colonial Mimicry." Contemporary Literature 

35 (1994): 643-60. 

Hume, Kathryn. Fantasy and Mimesis: Responses to Reality in 

Western Literature. New York and London: Methuen, 

1984. 

Hutcheon, Linda. The Politics of Postmodernism. London and 



252 

New York: Routledge, 1989. 

"The Post Always Rings Twice: The Postmodern and the 

Postcolonial." Textual Practice 8 (1994): 205-38. 

Irigaray, Luce. Speculum of the Other Woman. Trans. 

Gillian C. Gill. Itacha: Cornell UP, 1985. 

This Sex Which Is Not One. Trans. Catherine Porter. 

Itacha: Cornell UP, 1985. 

Iser, Wolfgang. The Act of Reading: A Theory of Aesthetic 

Response. Baltimore: Johns Hopkins UP, 1978. 

Jackson, Rosemary. Fantasy: The Literature of Subversion. 

London and New York: Methuen, 1981. 

James, Henry. The Art of the Novel: Critical Prefaces. Ed. 

Richard P. Blackmur. New York and London: Charles 

Scribner's Sons, 1962. 

The Bostonians. 1886. Ed. Charles R. Anderson. 

Harmondsworth: Penguin, 1984. 

The Complete Notebooks of Henry James. Eds. Leon Edel 

and Lyall H. Powers. New York and Oxford: Oxford UP, 

1987 . 

Essays on Literature, American Writers, English 

Writers. Vol. 1 of Henry James: Literary Criticism. 2 

Vols. Eds. Leon Edel and Mark Wilson. New York: 

Library of America, 1984. 

The Portrait of a Lady. 1881. Oxford and New York: 

Oxford UP, 1981. 

Theory of Fiction: Henry James. Ed. James E. Miller, 



253 

Jr. Lincoln: U of Nebraska P, 1972. 

The Turn of the Screw. In The Aspern Papers and The 

Turn of the Screw. 1898. Ed. Anthony Curtis. 

Harmondsworth: Penguin, 1984. 143-270. 

Jameson, Fredric. Foreword. The Postmodern Condition: A 

•Report on Knowledge. By Jean-Frangois Lyotard. vii-

xxi. 

"Magical Narratives: Romance as Genre." New Literary 

History 1 (1975): 135-63. 

The Political Unconscious: Narrative as a Socially 

Symbolic Act. Itacha: Cornell UP, 1981. 

Jolly, Roslyn. Henry James: History, Narrative, Fiction. 

Oxford and New York: Oxford UP, 1993. 

Kauffman, Linda S. "The Author of Our Woe: Virtue Recorded 

in The Turn of the Screw." Discourses of Desire: 

Gender, Genre, and Epistolary Fictions. Itacha and 

London: Cornell UP, 1986. 202-39. 

Kavanagh, James H. "Ideology." Critical Terms for Literary 

Study. Eds. Frank Lentricchia and Thomas McLaughlin. 

2nd ed. Chicago and London: U of Chicago P, 1995. 

306-20. 

Kristeva, Julia. Desire in Language: A Semiotic Approach to 

Literature and Art. Trans. Thomas Gora, Alice Jardine, 

and Leon S. Roudiez. Ed. Leon S. Roudiez. New York: 

Columbia UP, 1980. 

Revolution in Poetic Language. Trans. Margaret 



254 

Waller. New York: Columbia UP, 1984. 

Krook, Dorothea. The Ordeal of Consciousness in Henry 

James. 1962. London: Cambridge UP, 1967. 

Lacan, Jacques. "The Agency of the Letter in the 

Unconscious or Reason since Freud." Ecrits: A 

Selection. Trans. Alan Sheridan. New York and London: 

W. W. Norton, 1977. 146-78. 

The Four Fundamental Concepts of Psycho-Analysis. 

Trans. Alan Sheridan. Ed. Jacques-Alain Miller. New 

York and London: W. W. Norton, 1981. 

Laqueur, Thomas. Making Sex: Body and Gender from the 

Greeks to Freud. Cambridge: Harvard UP, 1990. 

Levine, George. The Realistic Imagination: English Fiction 

from Frankenstein to Lady Chatterley. Chicago: U of 

Chicago P, 1981. 

Lodge, David. After Bakhtin: Essays on Fiction and 

Criticism. London and New York: Routledge, 1990. 

Lukacher, Ned. "^Hanging Fire': The Primal Scene of The 

Turn of the Screw." Primal Scenes: Literature, 

Philosophy, Psychoanalysis. Itacha and London: Cornell 

UP, 1986. 115-32. 

Lyotard, Jean-Frangois. The Postmodern Condition: A Report 

on Knowledge. Trans. Geoff Bennington and Brian 

Massumi. Minneapolis: U of Minnesota P, 1984. 

Macherey, Pierre. A Theory of Literary Production. Trans. 

Geoffrey Wall. London: Routledge & Kegan Paul, 1978. 



255 

Mason, Michael. The Making of Victorian Sexuality. Oxford 

and New York: Oxford UP, 1995. 

McElroy, John Harmon. "The Mysteries at Bly." Arizona 

Quarterly 37 (1981): 214-36. 

McHale, Brian. Postmodernist Fiction. New York and London: 

Methuen, 1987. 

McKeon, Michael. The Origins of the English Novel, 1600-

1740. Baltimore: Johns Hopkins UP, 1987. 

McNay, Lois. Foucault and Feminism: Power, Gender, and the 

Self. Boston: Northeastern UP, 1992. 

McWhirter, David. Desire and Love in Henry James: A Study 

of the Late Novels. Cambridge: Cambridge UP, 1989. 

"In the ^Other House' of Fiction: Writing, Authority, 

and Femininity in The Turn of the Screw." Pollak. 

121-48. 

Menikoff, Barry. "A House Divided: A New Reading of The 

Bostonians." CLA Journal 20 (1977): 459-74. 

Michael, Magali Cornier. Feminism and the Postmodern 

Impulse: Post-World War II Fiction. Albany: State U of 

New York P, 1996. 

Miller, D. A. The Novel and the Police. Berkeley and Los 

Angeles: U of California P, 1988. 

Miller, J. Hillis. Fiction and Repetition: Seven English 

Novels. Cambridge: Harvard UP, 1982. 

"Ideology and Topography in Faulkner's Absalomr 

Absalom!" Faulkner and Ideology: Faulkner and 



256 

Yoknapatawpha, 1992. Eds. Donald M. Kartiganer and Ann 

J. Abadie. Jackson: UP of Mississippi, 1995. 253-76. 

Millett, Kate. Sexual Politics. Garden City: Doubleday, 

1970. 

Monleon, Jose B. A Specter Is Haunting Europe: A 

Sociohistorical Approach to the Fantastic. Princeton: 

Princeton UP, 1990. 

Morgan, Ellen. "Isabel Archer: Resistance to the 

Patriarchal Order." Courage and Tools: The Florence 

Howe Award for Feminist Scholarship 1974-1989. Eds. 

Joanne Glasgow and Angela Ingram. New York: Modern 

Language Association of America, 1990. 17-27. 

Morrison, Toni. Playing in the Dark: Whiteness and the 

Literary Imagination. . 1992. New York: Vintage, 1993. 

Morson, Gary Saul, and Caryl Emerson, eds. Rethinking 

Bakhtin: Extensions and Challenges. Evanston: 

Northwestern UP, 1989. 

Muller, John P., and William J. Richardson. Lacan and 

Language: A Reader's Guide to Ecrits. New York: 

International Universities P, 1982. 

Murphy, Patrick D. "Feminism Faces the Fantastic." Women's 

Studies 14 (1987): 81-90. 

Newman, Beth. "Getting Fixed: Feminine Identity and Scopic 

Crisis in The Turn of the Screw." Novel 26 (1992): 43-

63. 

Niemtzow, Annette. "Marriage and the New Woman in The 



257 

Portrait of a Lady." American Literature 47 (1975): 

377-95. 

Nietzsche, Friedrich. The Genealogy of Morals. In The 

Birth of Tragedy and The Genealogy of Morals. Trans. 

Francis Golffing. Garden City: Doubleday, 1956. 147-

299. 

Norris, Christopher. "How the Real World Became a Fable: 

The Gulf War, Postmodernism, and the Politics of 

Theory." Works and Days 9.2 (1991): 7-38. 

Pappas, Nickolas. Plato and the Republic. London and New 

York: Routledge, 1995. 

Pavel, Thomas G. Fictional Worlds. Cambridge: Harvard UP, 

1986. 

Pearson, John H. "Repetition and Subversion in Henry 

James's The Turn of the Screw." Henry James Review 13 

• (1992): 276-91. 

Pease, Donald E., ed. Revisionary Interventions into the 

Americanist Canon. Durham: Duke UP, 1994. 

Plato. Phaedrus. Trans. C. J. Rowe. Warminster: Aris & 

Phillips, 1986. 

Republic. Trans. G. M. A. Grube. Rev. C. D. C. 

Reeve. Indianapolis: Hackett, 1992. 

Poirier, Richard. The Comic Sense of Henry James: A Study 

of the Early Novels. 1960. New York: Oxford UP, 1967. 

Pollak, Vivian R., ed. New Essays on Daisy Miller and The 

Turn of the Screw. New York: Cambridge UP, 1993. 



258 

Poovey, Mary. Uneven Developments: The Ideological Work of 

Gender in Mid-Victorian England. Chicago: U of Chicago 

P, 1988. 

Porte, Joel. Introduction: The Portrait of a Lady and x Felt 

Life.' New Essays on The Portrait of a Lady. Ed. Joel 

Porte. Cambridge and New York: Cambridge UP, 1990. 

Porter, Carolyn. "Reification and American Literature." 

Ideology and Classic American Literature. Eds. Sacvan 

Bercovitch and Myra Jehlen. New York: Cambridge UP, 

.1986. 188-217. 

Seeing & Being: The Plight of the Participant Observer 

in Emerson, James, Adams, and Faulkner. Middletown: 

Wesleyan UP, 1981. 

Ramazanoglu, Caroline. Feminism and the Contradictions of 

Oppression. London and New York: Routledge, 1989. 

Riffaterre, Michael. Fictional Truth. Baltimore and 

London: Johns Hopkins UP, 1990. 

Rimmon, Shlomith. The Concept of Ambiguity--the Example of 

James. Chicago and London: U of Chicago P, 1977. 

Robbe-Grillet, Alain. For a New Novel: Essays on Fiction. 

Trans. Richard Howard. 1965. Evanston: Northwestern 

UP, 1989. 

Robbins, Bruce. "Shooting Off James's Blanks: Theory, 

Politics, and The Turn of the Screw." Henry James 

Review 5 (1984): 192-99. 

Ronen, Ruth. Possible Worlds in Literary Theory. 



259 

Cambridge: Cambridge UP, 1994. 

Rowe, John Carlos. The Theoretical Dimensions of Henry 

James. Madison: U of Wisconsin P, 1984. 

Rubin, Louis D., Jr. "The Curious Death of the Novel: Or, 

What to Do about Tired Literary Critics." The Curious 

Death of the Novel: Essays in American Literature. 

Baton Rouge: Louisiana State UP, 1967. 3-23. 

Rust, Richard Dilworth. "Liminality in The Turn of the 

Screw." Studies in Short Fiction 25 (1988): 441-46. 

Sabiston, Elizabeth. "The Prison of Womanhood." 

Comparative Literature 25 (1973): 336-51. 

Sangari, Kumkum. "Of Ladies, Gentlemen, and vThe Short-

cut.'" New Literary History 19 (1988): 713-37. 

Saussure, Ferdinand de. Course in General Linguistics. 

1959. Trans. Wade Baskin. Eds. Charles Bally and 

Albert Sechehaye. New York: McGraw-Hill, 1966. 

Scheiber, Andrew J. "Eros, Art, and Ideology in The 

BostoniansHenry James Review 13 (1992): 235-52. 

Scheick, William J. The Ethos of Romance at the Turn of the 

Century. Austin: U of Texas P, 1994. 

Schrero, Elliot M. "Exposure in The Turn of the Screw." 

Modern Philology 78 (1981): 261-74. 

Scott, Anthony. "Basil, Olive, and Verena: The Bostonians 

and the Problem of Politics." Arizona Quarterly 4 9.1 

(1993): 49-72. 

Scott, Joan W. "Deconstructing Equality—Versus--



260 

Difference: Or, the Uses of Poststructuralist Theory 

for Feminism." Conflicts in Feminism. Eds. Marianne 

Hirsch and Evelyn Fox Keller. New York and London: 

Routledge, 1990. 134-48. 

Sedgwick, Eve Kosofsky. Between Men: English Literature and 

Male Homosocial Desire. New York: Columbia UP, 1985. 

Seltzer, Mark. Henry James & The Art of Power. Itacha: 

Cornell UP, 1984. 

Showalter, Elaine. "Feminist Criticism in the Wilderness." 

Critical Inquiry 8 (1981): 179-205. 

Siegel, Eli. James and the Children: A Consideration of 

Henry James's The Turn of the Screw. Ed. Martha Baird. 

New York: Definition P, 1968. 

Sinfield, Alan. "Power and Ideology: An Outline Theory and 

Sidney's Arcadia." ELH 52 (1985): 259-77. 

Skura, Meredith Anne. The Literary Use of the 

Psychoanalytic Process. New Haven and London: Yale UP, 

1981. 

Smith-Rosenberg, Carroll. Disorderly Conduct: Visions of 

Gender in Victorian America. New York and Oxford: 

Oxford UP, 1985. 

Sprinker, Michael. "Historicizing Henry James." Henry 

James Review 5 (1984): 203-07. 

Stone, Lawrence. Road to Divorce: England 1530-1987. 

Oxford: Oxford UP, 1990. 

Stone, Lawrence, and Jeanne C. Fawtier Stone. An Open 



261 

Elite?: England 1540-1880. Oxford: Oxford UP, 1984. 

Tanner, Tony. Adultery in the Novel: Contract and 

Transgression. Baltimore and London: Johns Hopkins UP, 

1979. 

"The Fearful Self: Henry James's The Portrait of a 

Lady." Critical Quarterly 7 (1965): 205-19. 

Todorov, Tzvetan. The Fantastic: A Structural Approach to a 

Literary Genre. 1973. Trans. Richard Howard. Itacha: 

Cornell UP, 1975. 

Mikhail Bakhtin: The Dialogical Principle. Trans. 

Wlad Godzich. Minneapolis: U of Minnesota P, 1984. 

Torsney, Cheryl B. "The Political Context of The Portrait 

of a Lady." Henry James Review 1 (1986): 8 6-104. 

Trilling, Lionel. "The Bostonians." The Opposing Self: 

Nine Essays in Criticism. New York: Viking, 1955. 

104-17. 

Turner, Victor. "Betwixt and Between: The Liminal Period in 

Rites de Passage." The Forest of Symbols: Aspects of 

Ndembu Ritual. Itacha: Cornell UP, 1967. 93-111. 

Dramas, Fields, and Metaphors: Symbolic Action in 

Human Society. Itacha: Cornell UP, 1974. 

Veeder, William. Henry James--the Lessons of the Master: 

Popular Fiction and Personal Style in the Nineteenth 

Century. Chicago: U of Chicago P, 1975. 

Ventura, Mary K. "The Portrait of a Lady: The Romance/Novel 

Duality." American Literary Realism: 1870-1910 22.3 



262 

(1990): 36-50. 

Volosinov, V. N. Freudianism: A Marxist Critique. Trans. 

I. R. Titunik. Eds. I. R. Titunik and Neal H. Bruss. 

New York: Academic P, 1976. 

Walton, Kendall L. Mimesis as Make-Believe: On the 

Foundations of the Representational Arts. Cambridge: 

Harvard UP, 1990. 

Warren, Kenneth W. Black and White Strangers: Race and 

American Literary Realism. Chicago and London: U of 

Chicago P, 1993. 

Watt, Ian. The Rise of the Novel: Studies in Defoe, 

Richardson,, and Fielding. 1957. Harmondsworth: 

Penguin, 1981. 

Waugh, Patricia. Metafiction: The Theory and Practice of 

Self-Conscious Fiction. London and New York: Methuen, 

1984. 

Welter, Barbara. Dimity Convictions: The American Woman in 

the Nineteenth Century. Athens: Ohio UP, 1976. 

White, Robert. "Love, Marriage, and Divorce: The Matter of 

Sexuality in The Portrait of a Lady." Henry James 

Review 1 (1986): 59-71. 

Willen, Gerald, ed. A Casebook on Henry James's The Turn of 

the Screw. 2nd ed. New York: Thomas Y. Crowell, 1969. 

Williams, Raymond. Marxism and Literature. Oxford and New 

York: Oxford UP, 1977. 

Wilson, Edmund. "The Ambiguity of Henry James." Willen. 



263 

115-53. 

Wilson, Rawdon. "The Metamorphoses of Fictional Space: 

Magical Realism." Zamora and Faris. 209-33. 

Wilt, Judith. "Desperately Seeking Verena: A Resistant 

Reading of The BostoniansFeminist Studies 13 

(1987): 293-316. 

Wright, Elizabeth. Psychoanalytic Criticism: Theory in 

Practice. 1984. London and New York: Methuen, 1987. 

Zamora, Lois Parkinson, and Wendy B. Faris, eds. Magical 

Realism: Theory, History, and Community. Durham and 

London: Duke UP, 1995. 

2i2ek, Slavoj. Looking Awry: An Introduction to Jacques 

Lacan through Popular Culture. Cambridge and London: 

.MIT P, 1991. 

"The Object as a Limit of Discourse: Approaches to the 

Lacanian Real." Prose Studies 11.3 (1988): 94-120. 


