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I. Walter Pater

= 1839.08. 04. ~ 1894. 07. 30,

= An English critic-essayist-humanist
" Advocacy of “Art for art’s sake”

= [Interested in early classic studies

= Aestheticism, autonomy of art

=  Prominent works : Marius the Epicurean (1885), Imaginary Portraits (1887)
Appreciations (1889), Plato and Platonism (1893)




Walter Pater in The Norton Anthology

= Epicurean gospel

= A highly wrought prose style

= [mpressionistic criticism

=  “Absolutely modern” — Oscar Wild

= “Life passes quickly and our only responsibility is to enjoy fully
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‘this short day of frost and sun’.

= “Seeking always the right word”,
“Special unique impression of pleasure™




I1. Studies in the History of the Renaissance

1. Brief Introduction

Studies in the History of the =  Published into various editions between 1867 and 1877
Renaissance

=  Made up of eight essays

= C(Criticize authors and poets in the Renaissance based on his concept of art

= Link the Renaissance with different eras (antique, Middle Age, Romanticism)
= Significance of beauty in all art forms and life experiences

WALTER PATER

=  (Controversial conclusion



11. Preface

From Studies in the History of the Renaissance
Preface

Many attempts have been made by writers on art and poetry to define beauty
in the abstract, to express it in the most general terms, to find some univer-
sal formula for it. The value of these attempts has most often been in the
suggestive and penetrating things said by the way. Such discussions help us
very little to enjoy what has been well done in art or poetry, to discriminate
between what is more and what is less excellent in them, or to use words like
beauty, excellence, art, poetry, with a more precise meaning than they would
otherwise have. Beauty, like all other qualities presented to human experi-
ence, is relative; and the definition of it becomes unmeaning and useless in
proportion to its abstractness. To define beauty, not in the most abstract but
in the most concrete terms possible, to find not its universal formula, but the
formula which expresses most adequately this or that special manifestation
of it, is the aim of the true student of aesthetics.

“To see the object as in itself it really is,”’ has been justly said to be the
aim of all true criticism whatever; and in aesthetic criticism the first step
towards seeing one’s object as it really is, is to know one’s own impression as
it really is, to discriminate it, to realize it distinctly. The objects with which
aesthetic criticism deals—music, poetry, artistic and accomplished forms
of human life—are indeed receptacles of so many powers or forces: they
possess, like the products of nature, so many virtues or qualities. What is
this song or picture, this engaging personality presented in life or in a book,
to me? What effect does it really produce on me? Does it give me pleasure?
and if so, what sort or degree of pleasure? How is my nature modified by its
presence, and under its influence? The answers to these questions are the
original facts with which the aesthetic critic has to do; and, as in the study
of light, of morals, of number, one must realize such primary data for one’s
self, or not at all. And he who experiences these impressions strongly, and
drives directly at the discrimination and analysis of them, has no need to
trouble himself with the abstract question what beauty is in itself, or what
its exact relation to truth or expericncc—melaphysicul questions, as unpr()f—
itable as metaphysical questions elsewhere. He may pass them all by as
being, answerable or not, of no interest to him.




Preface para.l Norton. p.1538-1539

Many attempts have been made by writers on art and poetry to define beauty in the abstract, to express it in the most general terms, to

find a universal formula for it. The value of such attempt has most often been in the suggestive and penetrating things said by the way.

Such discussions help us very little to enjoy what has been well done 1n art or poetry, to discriminate between what i1s more and what is

less excellent in them, or to use words like beauty, excellence, art, poetry, with more meaning than they would otherwise have. Beauty,
like all other qualities presented to human experience, is relative; and the definition of it becomes unmeaning and useless in proportion
to its abstractness. To define beauty not in the most abstract, but in the most concrete terms possible, not to find a universal formula for

it, but the formula which expresses most adequately this or that special manifestation of it, is the aim of the true student of aesthetics.
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Preface para.2 Norton. p.1539

by Matthew Arnold
“To see the object as in itself it really is’ has been justly said to be the aim of all true criticism whatever; and in aesthetic criticism the first step towards

seeing one’s object as it really is, is to know one’s own impression as it really is, to discriminate it, to realize it distinctly. The objects with which aesthetic
criticism deals, music, poetry, artistic and accomplished forms of human life, are indeed receptacles of so many powers or forces; they possess, like natural
elements, so many virtues or qualities. What is this song or picture, this engaging personality presented in life or in a book, to me? What effect does it really
produce on me? Does it give me pleasure? and if so, what sort or degree of pleasure? How is my nature modified by its presence and under its influence?
The answers to these questions are the original facts with which the aesthetic critic has to do; and, as in the study of light, of morals, of number, one must
realize such primary data for oneself or not at all. And he who experiences these impressions strongly, and drives

directly at the analysis and discrimination of them, need not trouble himself with the abstract question what beauty is in itself, or its exact relation to truth or
experience,—metaphysical questions, as unprofitable as metaphysical questions elsewhere. He may pass them all by as being, answerable or not, of no

interest to him.
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Virtue
||

The aesthetic critic, then, regards all the objects fairer forms of nature and human life, as powers or forces, producing pleasurable sensations, each of a

Preface para.3 Norton. p.1539

more or less peculiar and unique kind. This influence he feels and wishes to explain, analyzing it, and reducing it to its elements. To him, the picture, the
landscape, the engaging personality in life or in a book, La Gioconda, the hills of Carrara, Pico of Mirandula, are valuable for their virtues, as we say in

Mona Lisa

speaking of a herb, a wine, a gem; for the property each has of affecting one with a special, uni%ue impression of pleasure. Education grows in proportion as
Virtues2f a herb, a wine, a gem2| 5873

one’s susceptibility to these impressions increases in depth and variety. And the function of the aesthetic critic is to distinguish, analyze, and separate from
its adjuncts, the virtue by which a picture, a landscape, a fair personality in life or in a book, produces this special impression of beauty or pleasure, to
indicate what the source of that impression is, and under what conditions it is experienced. His end is reached when he has disengaged that virtue, and noted
it, as a chemist notes some natural element, for himself and others; and the rule for those who would reach this end is stated with great exactness in the

words of a recent critic of Sainte-Beuve: ‘De se borner a connaitre de pres les belles choses, et a s’en nourrir en exquis amateurs, en humanists accomplis.’

( = To confine themselves to knowing beautiful things, and to sustain themselves by these) — “OlZCtES 717t0] 8t X HH o2 FEst= 247




Preface para.4 Norton. p.1540

What is important, then, is not that the critic should possess a correct abstract definition of beauty for the intellect, but a certain kind of
temperament, the power of being deeply moved by the presence of beautiful objects. He will remember always that beauty exists in
many forms. To him all periods, types, schools of taste, are in themselves equal. In all ages there have been some excellent workmen
and some excellent work done. The question he asks is always, In whom did the stir, the genius, the sentiment of the period find itself?
Who was the receptacle of its refinement, its elevation, its taste? ‘The ages are all equal,” says William Blake, ‘but genius is always

Y=ol 7t (e.g. La Gioconda)

above its age.’
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Preface para.5 Norton. p.1540

Often i1t will require great nicety to disengage this virtue from the commoner elements with which it may be found in combination. Few

S9o| B MKt

artists, not Goethe or Byron even, work quite cleanly, casting off all debris, and leaving us only what the heat of their imagination has
STl Al

wholly fused and transformed. Take for instance the writings of Wordsworth. The heat of his genius, entering into the substance of his
work, has crystallized a part, but only a part, of it; and in that great mass of verse there is much which might well be forgotten. But
Wordsworth2| &

scattered up and down it, son\}vetjmeio'fgﬁ_jng and transforming entire compositions, like the S‘t[anzas on ‘Resolution and Independence’
and the Ode on the ‘Recollectiocglslv;or(t)f_ C;haildhood,’ sometimes, as if at random, turning a f{h\grcur;stal here and there, in a matter it does not
wholly search through and transform, we trace the action of his unique incommunicable faculty, that strange mystical sense of a life in
natural things, and of man’s life as a part of natlllre, drawing strength and colour and character from local influences, from the hills and
streams and natural sights and sounds. Well! that is the virtue, the active principle in Wordsworth’s poetry; and then the function of the

critic of Wordsworth is to trace that active principle, to disengage it, to mark the degree in which it penetrates his verse.
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Preface para.6 Norton. p.1540-1541

The subjects of the following studies are taken from the history of the Renaissance, and touch what I think the chief points in that complex, many-sided

movement. [ have explained in the first of them what I understand by the word, giving it a much wider scope than was intended by those who originally
22l ‘Renaissance’ 7} 2| =3t 2| 0|
used it to denote only that revival of classical antiquity in the fifteenth century which was but one of many results of a general stimulus and enlightening of
Jde|AEw ol

the human mind, and of which the great aim and achievements of what, as Christian art, is often falsely opposed to the Renaissance, were another result.

This outbreak of the human spirit may be traced far into the middle age itself, with its qualities already clearly pronounced, the care for physical beauty, the
= Middle Age

worship of the body, the breaking down of those limits which the religious system of the middle age imposed on the heart and the imagination. I have taken
as an example of this movement, this earlier Renaissance within the middle age itself, and as an expression of its qualities, a little composition in early

French; not because it is the best possible expression of them, but because it helps the unity of my series, inasmuch as the Renaissance ends also in France,

ZEOMY 7| o, Z>AO| A

in French poetry, in a phase of which the writings of Joachim du Bellay are in many ways the most perfect illustration; the Renaissance thus putting forth in

France an aftermath, a wonderful later growth, the products of which have to the full the subtle and delicate sweetness which belong to a refined and comely

a2

decadence; just as its earliest phases have the freshness which belongs to all periods of growth in art, the charm of as?esis, of the austere and serious girding

of the loins in youth.
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Preface para.7

Norton. p.1541

But it is in Italy, in the fifteenth century, that the interest of the Renaissance mainly lies, in that solemn fifteenth century which can

hardly be studied too much, not merely for its positive results in the things of the intellect and the imagination, its concrete works of art,

its special and prominent personalities, with their profound aesthetic charm, but for its general spirit and character, for the ethical

qualities of which it is a consummate type.
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Preface para.8 Norton. p.1541

The various forms of intellectual activity which together make up the culture of an age, move for the most part from different starting points and by
unconnected roads. As products of the same generation they partake indeed of a common character and unconsciously illustrate each other; but of the
producers themselves, each group is solitary, gaining what advantage or disadvantage there may be in intellectual isolation. Art and poetry, philosophy and the religious
life, and that other life of refined pleasure and action in the open places of the world, are each of them confined to its own circle of ideas,
and those who prosecute either of them are generally little curious of the thoughts of others. There come however from time to time eras of more
favourable conditions, in which the thoughts of men draw nearer together than is their wont, and the many interests of the intellectual world combine in one complete
type of general culture. The fifteenth century in Italy is one of these happier eras; and what is sometimes said of the age of Pgiclesj ES Otl;uLe Oofj;‘;hyat of Lorenzo—it is an
age productive in personalities, many-sided, centralized, complete. Here, artists and philosophers and those whom the acticl)lﬂnalc?fE ﬂtﬂeijoﬁllliﬂll_zltso eagvated and made keen,
do not live in isolation, but breathe a common air and catch light and heat from each other’s thoughts. There is a spirit of general elevation and enlightenment in which

all alike communicate. It is the unity of this spirit which gives unity to all the various products of the Renaissance, and it is to this intimate alliance with mind, this

participation in the best thoughts which that age produced, that the art of Italy in the fifteenth century owes much of its grave dignity and influence.
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Preface para.9 Norton. p.1541-1542
S9o| 0j& DR
I have added an essay on Winckelmann, as not incongruous with the studies which precede it, because Winckelmann, coming in the
eighteenth century, really belongs in spirit to an earlier age. By his enthusiasm for the things of the intellect and the imagination for their

own sake, by his Hellenism, his life-long struggle to attain to the Greek spirit, he is in sympathy with the humanists of an earlier century.

He is the last fruit of the Renaissance and explains in a striking way its motive and tendencies.
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111.

LA GIOCONDA

LA Gloconpa']

.Ll (.uuu_tlJL 0, & :}x‘ Lruesl sense | D anartis's ll'—.onfvll'nl'( - ‘|v- W nlulg
stance of his mode of chooghe and muck. [n suggeativeniss, anly the M)
ancholia® of Dileer s compurnhile 1o &, and no crode aombalism discurhs the
ebiect of its subsdued and graceful myscery. W all know the face and hundy of
the ligure, set o s marckie chalr, o that circle of Santastic rocks, us in some
Ealiet Bghet cinder sea. Parhaps of all anctere plotures tlame bas chilled it lean
As often happens with warks in which lovention seetns to reach ks limi
there s an vlement in it gven to, not inversted by, the master. Jn that nese)
muhle folie of deawmgs, ooce an the passession of Vasarl, wese certaln designs
I Verroee o * faces of mach tmpresssee besuty that Leonarde 1n Bis boyheod
copled them many times It is hard not to connect with these cesigns af the
clder, bry-griat mamstor, ms with its germinal principle, the unfathomable smile
adways with u topchy of samething sinister in i, which plays over all Leoose
Jda's woek. Be wden, the uotare » » paritrams From childbood we see his
Mg uh'h.-ln,g I2sa ves thw Talw x of his chreamas, and b tor express histord
cal testimoony, we mighe Sancy thit this was bt his idesl lady, embodied and
beheld ar last. Whae wes the relatiombip of & living Flocentine to this cres
ture of his thought? Dy what strange affinities had the dream and the person
growm up thus spurt, and vet so chksely together? Present [ram the fimet incor
poroally in Leonordas hratn, dimy traced in the dosigns al Verrooohio, she
toomd present at last 0 Gloocomda’s bease. Thut there is much of mern
portroiture in the picture is attested by the legend that bw artdficial imeans
the presence of mimes’ and flute-players, that subale expecssion was pro-
tractod o the faco, Agsin, was it in four years and by renewed labor nover
really cramgieted, or in four months and s by strake of magie, that the Image

wus prajected?

Ihe presence thut rose tas 2o strangely bevide the wasers, s expressive of
shat In (l' winns of o thaoesaned yEare - bhad cvxomw o deslre Hers s 1
head apon which all “the ends of the warld s come,™ aml the oyelids are a
the weury. | s 4 besuty wrought out fram wighin upon the flesh, the
Seposs, Hitle cell by cedl, of strange thoughts und Destastic reverios amd
wwmriiee paadang, Se it for 2 moment haade oise of ke wikte Greek god
Guases or Seautitul women of antiquity, and how would they be troubled by
this besaty, into which the soul with all s maladies has passed! All the
thougivs smd experience of the warkd have etched and molded there, In that

which they s af powir to rofine and make expresstve the owtwasd foom

the animalism of Greuce, the lust of Rome, the mysticism of the Middle Aae




LA GICONDA

Pater’s assessment

Subdued and graceful mystery

» The unfathomable smile — something sinister in it
= His ideal lady, embodied and beheld at last

= “The ends of the world are come”

= All the thoughts and experience of the world have etched and molded
there

= She 1s older than the rocks among which se sits, like a vampire

“The ages are all equal, but genius is always above its age.” — William Blake

» Embodiment of the old fancy & Symbol of the modern idea




1v. Conclusion

Conclusion’
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To regard all things and principles of things as inconstant modes or fash-
ions has more and more become the tendency of modern thought. Let us
begin with that which is without—our physical life. Fix upon it in one of its
more exquisite intervals, the moment, for instance, of delicious recoil from
the flood of water in summer heat, What is the whole physical life in that
moment but a combination of natural elements to which science gives their
names? But those elements, phosphorus and lime and delicate fibers, are
present not in the human body alone: we detect them in places most remote
from it. Our physical life is a perpetual motion of them—the passage of
the blood, the waste and repairing of the lenses of the eye, the modification
of the tissues of the brain under every ray of light and sound—processes
which science reduces to simpler and more elementary forces. Like the ele-
ments of which we are composed, the action of these forces extends beyond
us: it rusts iron and ripens corn.’ Far out on every side of us those elements
are broadcast, driven in many currents; and birth and gesture and death
and the springing of violets from the grave are but a few out of ten thou-
sand resultant combinations. That clear, perpetual outline of face and limb
is but an image of ours, under which we group them—a design in a web,
the actual threads of which pass out beyond it. This at least of flamelike our
life has, that it is but the concurrence, renewed from moment to moment,
of forces parting sooner or later on their ways.

Or, if we begin with the inward world of thought and feeling, the whirlpool
is still more rapid, the flame more eager and devouring. There it is no longer
the gradual darkening of the eye, the gradual fading of colour from the
wall—movements of the shore-side, where the water flows down indeed,

:;A powerful ltalian, family during the Renais- slight changes which bring it closer to my origi-
fce, notorious for scandalous conduct. nal meaning. I have dealt more fully in Marius

e Helen's father was Zeus (who approached Leda

Erc_fm'm of a swan).
l;mn:; bfft:f “Conclusion” was omitted in the
might tdl‘llon of this book, as I conceived it
inte 0ssibly mislead some of those young men
Nt ose hands it might fall. On the whole, |
ought it best to reprint it here, with some

the Epicurean with the thoughts suggested by i
[Pater’s note to the 3rd editio%r. 1888%.g e
8. Heraclitus says, “All things give way; nothing
remaineth” [Pater’s translation). The Greek phi-
losopher was active ca. 500 B.c.E.

9. Grain.




Conclusion para.1 Norton. p.1543
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To regard all things and principles of things as inconstant modes or fashions has more and more become the tendency of modern thought. Let us
begin with that which is without—our physical life. Fix upon it in one of its more exquisite intervals, the moment, for instance, of delicious recoil
from the flood of water in summer heat. What is the whole physical life in that moment but a combination of natural elements to which science
gives their names? But these elements, phosphorus and lime and delicate fibers, are present not in the human body alone: we detect them in places
most remote from it. Our physical life is a perpetual motion of them—the passage of the blood, the waste and repairing of the lenses of the eye,
the modification of the tissues of the brain under every ray of light and sound—processes which science reduces to simpler and more elementary
forces. Like the elements of which we are composed, the action of these forces extends beyond us; it rusts iron and ripens corn. Far out on every
side of us those elements are broadcast, driven in many currents; and birth and gesture and death and the springing of violets from the grave are
but a few out of ten thousand resultant combinations. That clear, perpetual outline of face and limb is but an image of ours, under which we group
them—a design in a web, the actual threads of which pass out beyond it. This at least of flamelike our life has, that it is but the concurrence,

renewed from moment to moment, of forces parting sooner or later on their ways.

+ Heraclitus, “All things give way; nothing remaineth.” (Pater’s translation)
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Conclusion para.2 Norton. p.1543-1544

... At first sight experience seems to bury us under a flood of external objects, pressing upon us with a sharp and importunate reality,
calling us out of ourselves in a thousand forms of action. « But when reflection begins to play upon those objects they are dissipated
under its influence; the cohesive force is suspended like some trick of magic; each object is loosed into a group of impressions—colour,
odour, texture —in the mind of the observer. ... the whole scope of observation is dwarfed into the narrow chamber of the individual
mind. Experience, already reduced to a group of impressions, is ringed round for each one of us by that thick wall of personality through
which no real voice has ever pierced on its way to us, or from us to that which we can only conjecture to be without. Every one of those
impressions is the impression of the individual in his isolation, each mind keeping as a solitary prisoner its own dream of a world. ... To
such a tremulous wisp constantly reforming itself on the stream, to a single sharp impression, with a sense in it, a relic more or less
fleeting, of such moments gone by, what is real in our life fines itself down. It is with this movement, with the passage and dissolution of
impressions, images, sensations, that analysis leaves off—that continual vanishing away, that strange, perpetual weaving and unweaving
of ourselves.
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Conclusion para.3 Norton. p.1544

To philosophize is to cast off inertia, to make oneself alive.

Philosophiren, says Novalis, ist dephlegmatisiren, vivificiren. The service of philosophy, of speculative culture, towards the human
spirit is to rouse, to startle it to a life of constant and eager observation. Every moment some form grows perfect in hand or face; some
tone on the hills or sea is choicer than the rest; some mood of passion or insight or intellectual excitement is irresistibly real and
attractive to us—for that moment only. Not the fruit of experience, but experience itself is the end. A counted number of pulses only is
given to us of a variegated, dramatic life. How may we see in them all that is to be seen in them by the finest senses? How shall we pass

most swiftly from point to point, and be present always at the focus where the greatest number of vital forces unite in their purest energy?
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Conclusion para.4 Norton. p.1544-1545

To burn always with this hard gem-like flame, to maintain this ecstasy, is success in life. In a sense it might even be said that our failure is to
form habits; for, after all, habit is relative to a stereotyped world, and meantime it is only the roughness of the eye that makes any two persons,
things, situations, seem alike. « While all melts under our feet, we may well grasp at any exquisite passion, or any contribution to knowledge that
seems by a lifted horizon to set the spirit free for a moment, or any stirring of the senses, strange dyes, strange colours, and curious odours, or
work of the artist’s hands, or the face of one’s friend. Not to discriminate every moment some passionate attitude in those about us, and in the very
brilliancy of their gifts some tragic dividing of forces on their ways, is, on this short day of frost and sun, to sleep before evening. With this sense
of the splendour of our experience and of its awful brevity, gathering all we are into one desperate effort to see and touch, we shall hardly have
time to make theories about the things we see and touch. What we have to do is to be for ever curiously testing new opinions and courting new
impressions, never acquiescing in a facile orthodoxy of Comte or of Hegel, or of our own. Philosophical theories of ideas, as points of view,
instruments of criticism, may help us to gather up what might otherwise pass unregarded by us. “Philosophy is the microscope of thought.” The
theory or idea or system which requires of us the sacrifice of any part of this experience, in consideration of some interest into which we cannot
enter, or some abstract theory we have not identified with ourselves, or of what is only conventional, has no real claim upon us.
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Conclusion para.5

French political theorist and philosopher

Norton. p.1545

One of the most beautiful passages of Rousseau is that in the sixth book of the Confessions, where he describes the awakening in him of the
literary sense. An undefinable taint of death had always clung always about him, and now in early manhood he believed himself smitten by mortal
disease. He asked himself how he might make as much as possible of the interval that remained; and he was not biased by anything in his previous
life when he decided that it must be by intellectual excitement, which he found just then in the clear, fresh writings of *Voltaire. Well! we are all
condamneés, as **Victor Hugo says: we are all under sentence of death but with a sort of indefinite reprieve — les hommes sont tous condamnés a
morte avec des sursis indéfinis: we have an interval, and then our place knows us no more. Some spend this interval in listlessness, some in high
passions, the wisest, at least among “the children of this world,” in art and song. For our one chance lies in expanding that interval, in getting as
many pulsations as possible into the given time. Great passions may give us this quickened sense of life, ecstasy and sorrow of love, the various
forms of enthusiastic activity, disinterested or otherwise, which come naturally to many of us. Only be sure it is passion — that it does yield you
this fruit of a quickened, multiplied consciousness. Of such wisdom, the poetic passion, the desire of beauty, the love of art for its own sake has
most. For art comes to you proposing frankly to give nothing but the highest quality to your moments as they pass, and simply for those moments’

sake.
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* Pen name of the French author and philosopher Francois-Marie Arouet
** French poet, writer

cf. The Bishop of Oxford specifically preached against the book’s ‘neo-pagan’ character. Fearing ‘it might possibly mislead some of the young men into whose hands it might

fall’, Pater removed the most controversial section, the Conclusion., in time for the 1877 edition.




Discussion questions

1. Although Pater seems to favor the concrete over the metaphysical, he still regards an introspective attitude as "the
first step towards seeing one's object as it really is." Is Pater trying to abandon metaphysical analysis of art, or

reconcile it with his own emphasis on emotional evaluation?
2. What reason might Pater have had to focus on artists from the Italian Renaissance rather those from his own time?

3. Comparing Pater with Ruskin, which do you think is more reasonable, Pater’s argument that art exist for art itself

and moral criteria or pragmatism cannot be significance of art, OR Ruskin’s argument that art’s moral value is

important?
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echoing Thomas Carlyle’s call to duty and social responsibilities, Pater reminded his

eaders that life passes quickly and that our only responsibility is to enjoy fully “this

rt day of frost and sun"—to relish its sensations, especially those sensations
provoked by works of art.

This epicurean gospel was conveyed in a highly wrought prose style that baffles
anyone who likes to read quickly. Pater believed that prose was as difficult an art as
poetry, and he expected his own elaborate sentences to be savored. Like Gustave
Flaubert (1821-1880), the French novelist 'whom he :admired; Pater painstakingly
revised his sentences with special attention to-their rhythms, seeking always the

right word, le mot juste, as Flaubert called it..For many.years Pater’s day would begin

with his making a careful study-of a dictionary. What Pater:said of Dante is an apt
description of his own polished style:.“He is one of those artists whose general effect
largely depends on vocabulary, on the minute particles of which his work is wrought,
on the colour and outline of smgle words and phrases,” An additional characteristic
of his highly wrought style is its relative absence of humor. Pater. was valued among
his friends for his flashes of wit and for his lively and irreverent conversation, but in
his writings such traits are suppressed. As Michael Levey observed in The Case of
Walter Pater (1978), “Even for irony the mood of his writing is almost too intense.”
In addition to being a key figure in the transition from mid-Victorianism to the

" of the 18905, Pater commands our attention as the writer of exemplary

onistic cr1t1c1stn each of his essays he secks to communicate what he
alled the “special uniqii€ impression of pleasure” made on him by the works of some

" artist or writer. His range of subjects included the dialogues of Plato, the paintings of

Leonardo da Vinci, the plays of Shakespeare, and the writings of the French Roman-
tic school of the nineteenth century. Of particular value to students of English litera-
ture are his discriminating studies of William Wordsworth, Samuel Taylor Coleridge,
Charles Lamb, and Sir Thomas Browne in his volume of Appreciations (1889) and his
essay on the poetry of William Morris titled “Aesthetic Poetry” (1868). These and
other essays by Pater were praised by Os¢ar Wilde in a review in 1890 as “absolutely
modern, in the true meaning of the term modernity. For he to whom the present is
the only thing that is present, knows nothing of the age in which he lives. . .. The
true critic is he who bears within himself the dreams and ideas and feelings of
myriad generatlons, and to whom no form of thought is allen, no emotlonal 1mpulse
obscure.”

“The final sentences of hlS Appreczatzons Volume are a reveahng indication of
Pater’s critical position. After having attempted to show the differencés between the
classical and romantic schools of art, he:concludes that most great artists combine
the' qualities of both. “To discriminate schools, of art, of literature,” he writes, “is, of
course, part of the obvious business of literary criticism: but, in the work of literary
production, it is'easy to be overmuch occupied concerning them. For, in truth, the
legitimate contention is, not of ‘oneé age 6r school of literary art against another, but
of all successive schools alike, against the stupldxty whlch is dead to the substance,
and the vulganty whlch is dead to form ‘ :

cren

From Studles in the Hlstory of the Renalssance
— SR Preface T [

Many attempts have been made by writers on art and poetry to deﬁne beauty
in the abstract, to express it in the most general terms, to find some univer-
sal formula for it. The value of these attempts has most often been in the

suggestive and penetrating things said by the way. Such discussions help us
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very little to enjoy what has been well done in art or poetry; to discriminate
between what is more and what is less excellent in them, or to use words like
beauty, excellence, art, poetry, with a more precise. meaning than they would
otherwise have. Beauty, like all other qualities presented to human experi-
ence; is relative; and the définition. of it becomes unmeaning and useless in
‘proportion to its abstractness. To define beauty, not in the most abstract but
‘in the most concrete terms possible, to find not its universal formula, but the
formula which expresses most adequately this or that special manifestation
ﬁwﬂ*ﬂm&ﬂw“

"To see the object as in-itself it really is,”! has been ]ustly said to be the
aim of all true criticism whatever; and in @sthetlc criticism jthe first step
towards seeing one’s object as it really is, is to know one’s own impression-as
it really is, to discriminate it, to realize it distinctly. The objects with which
aesthetic criticism deals—music, poetry, artistic and accomplished forms
of human life—are indeed receptacles of so many powers or forces: they
possess, like the products of nature, so many virtues or qualities. What is
this song or picture, this engaging personality presented in life or in-a book,
i What effect does it really produce on tDoes it give pleasure?
and if so, what sort or degree of pleasure? How is my nature modified by its
presence, and under its influence? The answers to.these questions are the
original facts with which the aesthetic critic has to do; and, as in the study
of light, of morals, of number, one must realize such primary data for one’s
self, or not at all. And he who experiences these impressions strongly, and
drives directly at the discrimination and analysis of them,.has no need to
trouble himself with the abstract question what beauty is in itself, or what
its exact relation to truth or experience—metaphysical questions, as unprof-
itable -as metaphysical questions elsewhere: He may pass them all by as
being, answerable or not, of no interest to him. -, :
The aesthetic critic, then, regards all the: objects™ with whlch he has to do,
all works of art, and the fairer forms of nature and human life, as powers or |
forces producing pleasurable sensations, each of a more or less peculiar or
unique kind. This influence he feels, and wishes to explain, by analyzing
and reducing:it to its elements. To him, the picture, the landscape; the
engaging personality in life or in a book, “La Gioconda,” the hills of Carrara,
Pico of Mirandola,? are.valuable for their virtues, as we say, in speaking of
a herb, a wine, a gem,; for the property each has of affecting one with a-spe-
cial, a unique, impression of pleasure. Our education becomes complete in
proportion as our susceptibility to these impressions increases in depth and
gariety. And the function of the aesthetlc critic 1§ to distinguish, to analyze;
and separate from its adjun ictiire, a landscape,>
-Tait personality in life or in a book, produces this gpecml impression of

nder- what conditions it is experienced. His end is reached. when he has dis-
“engaged that virtue, and noted it, as a chemist notes some natural element,
for himself and others; and the rule for those who would reach this end is

Matthew Arnold, “The Function of Criticism tory of the Renaissance. “La Gioconda™ -another

-the Present Time” (1864; p. 1404). name for Leonardo da Vinci’s painting the Mona
. Bico della Mirandola (1463-1494), Italian phi- Lisa (1503—6;.see below). “The hills of Carrara™

losépher and classical scholar; subject of an essay marble quarries in Italy, particularly associated
y Pater that was included in Studies in the His- with Michelangelo (1475-1564). :
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stated with great exactness in the words of a recent critic of Sainte-Beuve:
De se borner a connaitre de prés les belles choses, et & sen nourrir en exquis
amateurs, en humanistes accomplis.?
What is important, then, is not that the critic should possess a correct
bstract definition of beauty for the intellect, butEcertaln kind of tempera-

ment, the power of being deeply moved by the presence of beautiful ob]ec;ﬂ

. He will remember always that beauty exists in many forms. To him all periods,
“'types, schools of taste, are in themselves equal. In all ages there have been
some excellent workmen, and some excellent work done. The question he asks
is always: In whom did the stir, the genius, the sentiment of the period find
itself? where was the receptacle of its refinement, its elevation, its taste? “The
"' ages are all equal,” says William Blake, “but genius is always above its age.™

Often it will require great nicety to disengage this virtue from the com-
moner elements with which it may be found in combination. Few artists, not
Goethe or Byron even, work quite cleanly, casting off all debris, and leaving
us only what the heat of their imagination has wholly fused and transformed.
Take, for instance, the writings of Wordsworth. The heat of his genius, enter-
ing into the:substance of his work, has crystallized a part, but only a part; of
it; and in that great mass of verse there is much which might well be forgot-
ten. But scattered up and down it, sometimes fusing and transforming entire
compositions, like the stanzas on Resolution and Independence, or the Ode
on the Recollections of Childhood,? sometimes, as if at random, depositing a

-fine crystal here or there, in 2 matter it does not wholly search through and
transmute, we trace the action of his unique, incommunicable faculty, that
strange, mystical sense of a life in natural things, and of man’s life as a part

-of nature, drawing strength and color and character from local influences,
‘from the hills and streams, and from natural sights and sounds. Well! that is
the virtue, the active principle in Wordsworth’s poetry; and then the function
of the critic of Wordsworth is-to follow up that active principle, to disengage
it, to mark the degree in which it penetrates his verse. ‘

The subjects of the following studies are taken from the history of the
Renaissance, and touch what I think the chief points in that complex, many-
sided movement. I have explained in the first of them what I understand by
the word, giving it a much: wider scope than was intended by those who
originally used it to denote that revival of classical antiquity in the fifteenth
century which was only one of many results of a general excitement and
enlightening of the human mind, but of which the great aim and achieve-
ments of what, as Christian art, is often falsely opposed to the Renaissance,
were another result. This outbreak of the human spirit may be traced far:
“into the Middle Age itself, with its motives already clearly pronounced, the
care for physical beauty, the worship of the body, the breaking down of those -
limits which the religious. system of the Middle Age imposed on the heart

and the imagination. I have taken as an example of this movement, this ear-
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lier Renaissance within the Middle Age itself, and as an expression of its
qualities, two little compositions in -early French; not because they consti-
tute the best possible expression of them, but because they help the unity of
my series, inasmuch as the Renaissance ends also in France, in French
poetry, in a phase of which the writings of Joachim du Bellay® are in many
ways the most perfect illustration. The Renaissance, in truth, put forth in
France an aftermath, a wonderful later growth, the products of which have
to the full that subtle and delicate sweetness which belongs to a refined and
comely decadence, just as its earliest phases have the freshness which
belongs to all periods of growth in art, the charm of ascésis,” of the austere
and serious girding of the loins in youth.

But it is in Italy, in the fifteenth century, that the interest of the Renais-
sance mainly lies—in that solemn fifteenth century which can hardly be
studied too much, not merely for its positive results in the things of the intel-
lect and the imagination, its concrete works of art, its special and prominent
personalities, with their profound aesthetic charm, but for its general spirit
and character, for the ethical qualities of which it is a consummate type.

.. The various forms of intellectual activity which together make up the cul-
ture of an age, move for the most part from different starting points, and by
unconnected roads. As products of the same generation they partake indeed
of a common character, and uncensciously. illustrate each.other;-but of the
producers themselves; each group is solitary, gaining what advantage or dis-
advantage there may be in intellectual isolation. Art and poetry, philosophy
and the religious life; and that other life of refined pleasure and action in the
conspicuous places of the world, are each of them confined to its own circle
of ideas, and those who prosecute either of them are generally little curious
of the thoughts of others. There come, however, from time to time, eras of .
more favorable conditions, in Wthh the thoughts of men draw nearer together -
than is their wont, and the man the intellectual world combine .
in one complete type of general culture. The fifteenth century in Italy is one
m;i‘_’ie_r_é_'—‘la;mﬁ;hat is sometimes said of the age of Pericles is true
of that of Lorenzo:® it is an age productive in personalities, many-sided, cen- =
tralized, complete. Here, artists and philosophers and those whom the action
of the world has elevated and made keen, do not live in isolation, but breathe
a commion air, and catch light and heat from éach other’s thoughts. There is
a spitit of general elevation and enlightenment in which all alike communi-
cate. The unity of this spirit gives unity to all the various products of th
Renaissance; and it is to this intimate alliance with mind, this participation
in the best thoughts which that age produced, that the art of Jtaly i in the fif-
tgxmwﬂwm

ave added an essay on Winckelmann,” as not incongruous with the stud-
ies which precede it, because Winckelmann, coming in the eighteenth cen-
tury, really belongs in spirit to an earlier age. By his enthusiasm for the things
of the intellect and the imagination for their own sake, by his Hellenism, his

3. To confine themselves to knowing beautiful
things intimately, and to sustain themselves by
these, as sensitive amateurs and accomplished
humanists do (French). In 1980 the editor Don-
ald J. Hill discovered that this quotation is by the
French man of letters Charles-Augustin Sainte-
Beuve (1804—1869) rather than about him; there-
fore, Hill conjectures that “a recent critic” ought

to be “a recent critique.”

4. From Blake's annotations to The Works of Sir
Joshua Reynolds (1778). The “genius” was the
German artist Albrecht Diirer (1471-1528).

5. Wordsworth’s ode is actually titled “Intima-
tions of Immortality from Recollections of Early
Childhood”; both poems were published in 1807

6. French poet and critic (ca. 1522~1560), sub-
ject of another essay in Studies of the History of
the Renaissance.

7. Asceticism (Greek).

8. Lorenzo de Medici (1449-1492, also known as
Lorenzo the Magnificent), ruler of Florence and

patron of the arts. Pericles (ca. 495—429 B.C.E.), a
statesman who led Athens during its period of
greatest political and cultural dominance.

9. Johann Joachim Winckelmann (1717—]768)
German classicist. .
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lifelong struggle to attain to the Greek spirit, he is in sympathy with the
humanists of a previous century. He is the last fruit of the Renaissance, and
explains in a striking way its motive and tendencies.

[“LA GiocONDA”]!

“La Gioconda” is, in the truest sense, Leonardos masterplece, the revealing

instance of his mode of thought and work In suggestiveness, only the “Mel-
ancholia” of Diirer is comparable to it; and no crude symbolism disturbs the
effect of its subdued and graceful mystery. We all know the face and hands of

f(e figure, set in its marble chair, in that circle of fantastic rocks, as in some

<

faint light under sea. Perhaps of all ancient pictures time has chilled it least.
As often happens with works in which invention seems to reach its limit,
there is an element in it given to, not invented by, the master. In that inesti-
mable folio of drawings, once in the possession of Vasari, were certain designs
by Verrocchio,? faces of such impressive beauty that Leonardo in his boyhood
copied them many times. It is hard not to connect with these designs of the
elder, by-past master, as with its germinal principle, the unfathomable smile,
always with a touch of something sinister in it, which plays over all Leonar-
do’s work. Besides, the picture is a portrait. From childhood we see this
{mage defining itself on the fabric of his dreams, and but for express histori-
cal testimony, we might fancy that this was but his ideal lady, embodied and
beheld at last. What was the relationship of a living Florentine to this crea-
ture of his thought? By what strange affinities had the dream and the person
grown up thus apart, and yet so closely together? Present from the first incor-
poreally in Leonardo’s brain, dimly traced in the designs of Verrocchio, she is
found present at last in 11 Giocondo’s house. That there is much of mere
portraiture in the picture is attested by the legend that by artificial means,
the presence of mimes® and flute-players, that subtle expression was-pro-
tracted on the face. Again, was it in four years and by renewed labor never

really completed, or in four months and as by stroke of maglc that the i 1mage

was projected?
The presence that rose thus so strangely beside the waters, is expressrve of
what in the ways of a thousand years men had - come to desire. Hers is the

. head upon which all “the ends of the world are come,™ and the eyelids are a

¢ little weary. It is a beauty wrought out from within upon the flesh;-the
j.,.dep051t little cell by cell;-of ‘strange-thoughts ‘and fantastic reveries and
exquisite passions. Set it for a moment beside one of those white Greek god-

desses or beautiful women of antiquity, and how would they be troubled by
this beauty, into which the soul with all its maladies has passed!. All the
thoughts and experience of the world have etched and moldetl there, in that
which they have of power to refine and make expressive the outward form,
the animalism of Greece, the lust of Rome, the mysticism of the Middle Age
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with its spiritual ambition and imaginative loves, the return of the ‘Pagan
world; the sins of the Borgias.’ She is-older than the rocks among which.she
sits; like the E ampire,!she has been dead many times, and learned the secrets
of the grave; @nid has been a diver in:deep seas, and keeps their fallen day
about her; and trafficked for strange webs with Eastern merchants, and, as
Leda, was the mother of Helen of Troy,® and, as Saint Anne, the mother of
Mary; and all this has been to her but as the sound of lyres and flutes, and
lives only in the delicacy with-which it has molded the changing lineaments,
and tinged the eyelids and the hands. The fancy of a perpetual life; sweeping
together ten thousand experiences, is an old one; and modern philosophy
has conceived the idea of humanity as wrought upon by, and summing up in
itself, all modes of thought and life. Certainly Lady Lisa might stand as the
embodrment of the old fancy, the symbol of the modern idea. : k

Conclusion” -

_ Aéysimov ‘Hpdxstrog Sti mdvra pr‘si xal 0068y uéved® "
To regard all things and principles of thmgs as inconstant modes or fash-
ions has more and more become the tendency of modern’ thought. Let us -
begm with that which is Wlthout—our physical life. Fix upon it in one of its -
more exquisite intervals, the moment, for instance, of delicious recoil from
the flood of water in summer heat. What is the whole physical life in that
moment but a combmatlon of ‘natural eleme' 1ts to which science gives their
names? But those elements, phosphorus and lime and delicate fibers, are
present not in the human body alone: we detect them in places most remote
from it. Our physical life is. a perpetual motion of them—the passage of
the blood, the waste and repairing of the lenses of the eye, t the modlﬁcatlon
of the 'tissues of the brain under every ray of light and sound- processes
which science reduces to simpler and more eleémentary forces: Like the ele-
ments of which we are composed, the action of these forces extends beyond
us: jt rusts iron and ripens corn.’ Far out on every side of us those elements
are broadcast driven in many currents, and blrth and gesture and death
and the springing of violets from the grave are but a few out of ten thou-
sand resultant combinations. That clear, perpetual outline of face and limb
is but an image of ours, under which we group them—a design in_a web

the actual threads of which passout beyond it This at Teast of flan :
life has, that it is but the concurrence, renewed from moment to moment

o_fTrces parting sooner or later on their ways,

" Or, if we begin with the inward world of thought and feehng, the whirlpool
is still more rapid, the flame more eager and devouring. There it is no longer
the gradual darkening. of the-eye, the gradual fading of colour from the

wall——movernents of the shore -side, where the water flows down mdeed P

1. Or Mona Lisa, the famous painting by Leon-
ardo da Vinci (1452—1519) that now hangs in the
Louvre in Paris. The sitter for the portrait may
have been Lisa, the third wife of the Florentine
Francesco del Giocondo (to whom Pater refers as
“I1 -Giocondo”)—hence her title, La Gioconda.
Mona (more correctly Monna) Lisa  means
“Madonna Lisa” or “My Lady Lisa.” This selection

is drawn from the essay on Leonardo.

2. Andrea del Verrocchio, (1435-1488), Floren-
tine painter and sculptor. Giorgio Vasari (1511—
1574), author of Lives of the Most Excellewt Italian
Painters (1550).

3. Mimics or clowns.

41 Corinthians 10.11.

5 A powerful Itahan famlly dunng the Renals—
sance, notoriotis for scandalous conduct.

6. Helen's father was Zeus (who approached Leda
in the form of a swan).

7. This brief “Conclusion” was omitted in the
second edition of this book, as I conceived it
might possibly mislead some of those young men
into whose hands it might fall. On thé whole, T
have thought it best to reprint it here; with some

o shght changes which bring it closer to my origi-

nal meaning. I have dealt more fully in Marius
the Epicurean with the thoughts suggested by it °
Pat

ater’s note to the 3rd edition, 1888].
@ eraclitus says, “All things give way; nothing
aineth” [Pater’s translation]. The Greek phi-

losopher was active ca. 500 B.C.E.
9. Grain. N
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though in apparent rest—but the race of the midstream, a drift of momen-
tary acts of sight and passion and thought. At first sight experience seems to
bury us under a flood of external objects, pressing upon us with a sharp and
importunate reality, calling us out of ourselves in a thousand forms of action.
But when reflection begins to play upon those objects they are dissipated
under its influence; the cohesive force seems suspended like some trick of
magic; each object is loosed into a group of impressions—colour, odour, tex-
ture—in the mind of the observer. And if we continue to dwell in thought on
this world, not of objects in the solidity with which language invests them,
but of impressions, unstable, flickering, inconsistent, which burn and are
extinguished with our consciousness of them, it contracts still further: the

\}/Hole scope of observation is dwarfed into:the narrow chamber of the indi-
Vv

\

idual mind. Experience, already reduced t6a group of impressions, is ringed
round for €dch one of us by that thick wall of personality through which no
real voice has ever pierced on its way to us, or from us to that which we can
ly conjecture to be without{_Every one of those impressions is the impres-
n of the individual in his isolation, each mind keeping as a solitary pris-
oner its own dream of a world]Analysis goes a step farther still, and assures
us that those impressions of the individual mind to which, for each one of us,
experience dwindles down, are in perpetual flight; that each of them is lim-
ited by time, and that as time is infinitely divisible, each of them is infinitely
divisible also; all that is actual in it being a single moment, gone while we try
to apprehend it, of which it may ever be more truly said that it has ceased to
be than that it is. To such a tremulous wisp constantly reforming itself on the
stream, to a single sharp impression, with a sense in it, a relic more or less
fleeting, of such moments gone by, what is real in our life fines itself down. It
is with this movement, with the passage and dissolution of impressions,
images, sensations, that analysis leaves off—that continual vanishing away,
that strange, perpetual weaving and unweaving of ourselves. ‘
Philosophiren, says Novalis, ist dephlegmatisiren, vivificiren.! The service
of philosophy, of speculative culture, towards the human spirit is to rouse,
to startle it to a life of constant and eager observation. Every moment some
form grows perfect in hand or face; some tone on the hills or the sea is
choicer than the rest; some mood of passion or insight or intellectual

/Xcitement is irresistibly real and attractive to us—for that moment only.

Not the fruit of experience, but experience itself, is the end. A counted
we see in them all that is to be seen in.them by the finest senses? How shall
we pass most swiftly from point to point, and be present always at the focus
where the greatest number of vital forces unite in their purest energy? -

To burn always with this hard{ gemlike flame, to maintain this ecstasy, is
success in life. In a sense it might &ven be said that our failure is to form
habits: for, after all, habit is relative to a stereotyped world, and meantime it
is only the roughness of the eye that makes any two persons, things, situa-
tions, seem alike. While all melts under our feet, We may well grasp at any
exquisite passion, or any contribution to knowledge that seems by a lifted

s

‘1. Fo philosophize is to cast off inertia, to make oneself alive (German). “Novalis” was the i:seuddn?m
“of Friedrich von Hardenberg (1772-1801), German Romantic writer.
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horizon to set the spirit free for a2 moment, or any stirring of the senses,
strange dyes, strange colours, and curious odours, or work of the artist’s
hands, or the face of one’s friend. Not to discriminate every moment some
passionate attitude in thoseabout us, and in the very brilliancy of their gifts
some tragic dividing of forces on their ways, is, on this short day of frost and
sun, to sleep before evening. With this sense of the splendour of our experi-
ence and of its awful? brevity, gathering all we are into one desperate effort to
see and touch, we shall hardly have time to make theories about the things 7
we see and touch. What we have to do is to be forever curiously testing new
opinions and courting new impressions, never acquiescing in a facile ortho-
doxy of Comte; or of Hegel,? or of our own. Philosophical theories or ideas, as
points of view, instruments of criticism, may help us to gather up what might
otherwise pass unregarded by us. “Philosophy is the microscope of thought.™
The theory or idea or system which requires of us the sacrifice of any part of
this experience, in consideration of some interest into which we cannot enter,
or some abstract theory we have not identified with ourselves, or of what is
only conventional, has no real claim upon us.

One of the most beautiful passages of Rousseau? is that in the sixth book
of the Confessions, where he describes-the awakening in him of the literary
sense. An undefinable taint of death had.clung always about him, and
now in early manhood he believed himself smitten by mortal disease. He
asked himself how he might make as much a5 possible of the interval that
remained; and he was not biased by anything in his previous life when he
decided that it must be by intellectu: i which he found just then
in the clear, fresh writings of Voltaire. Well! we are all condamnés as Victor
Hugo® says: we are all under senténce of death but with a sort of indefinite
reprieve—les hommes sont tous condamnés & mort avec des sursis indéfinis:
we have an interval, and then our place knows us no more. Some spend this
interval in listlessness, some in high passions, the wisest, at least among:“the
children of this world,”” in art and song. For our one chance lies in expanding

as I i ible into the given time.

\may-give us this quickened sense of life, ecstasy and sorrow

of love,thevarious forms of enthusiastic activity, disinterested or other-

wise, which come naturally to many of us. Only be sure it is passion—that
it does yield you this fruit of a-quickened, multiplied consciousness. Of
such wisdom, the poetic passion, the desire of beauty, the love of art for its
own sake, has most. For art comes to you proposing frankly to give nothing

but the highest quality to your moments as they pass, and simply for those

moments sake, :
moments saxe.;

*

1868 o . - 1873

2.- Awe-inspiring.
3. Georg W. F. Hegel (1770-1831), German ide-

alistic philosopher. Auguste Comte (1798-1857),

French founder of positivism.- - . .

4. The quotation is taken from the novel Les
Misérables (1862) by the French writer Victor
Hugo (1802-1885). :

5. Jean-Jacques Rousseau (1712—1778), Swiss-

born French political theorist and philosopher;
his Confessions were published in 1781 and 1788.
6. The quotation is taken from his work Le

.. Dernier Jour d'un Condamné (The Last Day of a

Condemned Man, 1832). “Voltaire” was the pen
name of the French author and philosppher

- Frangois-Marie Arouet (1694—1778).
7. Luke 16.8.- L
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Introduction

» Pater’s ideas were central to the aesthetic mov t of

the late 19th century.

= Pater’s writings legitimized the sensuous aspects of ar
in place of didactic elements.

= Disregarding the twin Victorian virtues of hard work and
moral earnestness, he argued in favor of an aesthetic
that valued “the love of art for its own sake.”




Introduction

= In contrast to Ruskin, Pater believed that art
appreciated not for its content, but for its im
effect upon the senses.
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The Awakening
Conscience (1853)
by William Holman Hunt




The Climax from the
illustrations for Salome

(1893)
by Aubrey Beardsley




Main Point

Aesthetic criticism should not concern itself wit
but with the sensations or effects of the art obj

the means by which those sensations or eff
rendered.



Themes

» The aesthetic moment is transient.

= Art should be valued for its own sake, for th
immediate pleasure, not for any larger m




Impressionistic criticism

In addition to being a key figure in the transition
mid-Victorianism to the “decadence” of the 1890s,
commands our attention as the writer of exemplary
iImpressionistic criticism.

In each of his essays he seeks to communicate what he
called the “special unique impression of pleasure” made
on him by the works of some artist or writer.

ater
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