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RESUMO

Esta dissertacdo aborda a questdo da “inocénciacam&’ em duas obras do escritor
norte-americano Henry James, empregando concedtdsteratura Comparada como base
para a andlise dos textos escolhidbse Americane Daisy Miller: A Study Portanto, os
conceitos de intertextualidade, influéncia e almile s&o fundamentais para o
estabelecimento das confluéncias e divergéncias estduas obras. Este trabalho tambéem
apresenta uma analise, com base na teoria congtardé interdisciplinaridade, entre a obra
literariaDaisy Miller: A Studye o filmeDaisy Miller, dirigido por Peter Bogdanovich. O tema
recorrente nas obras analisadas, o da “inocénocai@ana”, foi abordado por Henry James
em grande parte de sua producéo literaria, sendeeflexo de sua prépria experiéncia como
0 “outro”, bem como de suas observacdes sobreceengatriotas, quando confrontados com
os valores e tradi¢Bes vigentes na Europa, nos&ddl James alcangou seu merecido lugar
no canone literario ocidental, gracas ao seu estdomparavel, o qual foi aperfeicoando

durante toda sua carreira e até hoje é parameatceparitores contemporaneos.

Palavras-chave Henry James, Peter Bogdanovidline AmericanDaisy Miller, inocéncia

americana, intertextualidade, interdisciplinaridade



ABSTRACT

This thesis approaches the “American innocenceieiga two works of the North-
American writer Henry James by using some conceptSomparative Literature as base to
the analysis of the chosen texithe Americarand Daisy Miller: A Study.Therefore, the
concepts of intertextuality, influence and alterétse vital to establish the confluences and
divergences between the analyzed works. This wtst presents an analysis, based on the
interdisciplinary theory, between the literary w@&isy Miller: A Studyand the film directed
by Peter BogdanovichDaisy Miller. The recurrent theme in the analyzed workise
American innocence, was approached by Henry Jame®st part of his literary production,
being a reflex of his own experience as the “otharid his observations on his countrymen,
when confronted with the values and traditions igow in the nineteenth-century Europe.
Henry James has achieved his place on the Westerary canon, due to his incomparable
writing style, which he had improved through higesa and still today is a reference to

contemporary writers.

Key words. Henry James, Peter Bogdanovichhe American, Daisy MillerAmerican

innocence, intertextuality, interdisciplinarity.



TABLE OF CONTENTS

INTRODUCTION. .. et e e e e e e e e e 07

1 THE INTERNATIONAL THEME ... e e, 16
1.1 The relevance of the “International Theme” ..........oooveiiiiiiii. .. 16
1.2 Historical Contextualization ..........coeie oo e e 19
1.3 The American Myth .. e 24

1.4 The American Innocence Issue in JamessWch............................... 29

2 SOME THEORETICAL ISSUES ... .ottt e e e 41
2.1 InterteXtuality ......oooor i e AL
2.2 InterdiSCIPINATLY ......veie e e e e e e e e e AT
B2 1 =T 1Y/ 49
2.4 INFIUBNCE ... e e e e e e e e e D2

3THE AMERICAN . PRI o 1o
3.1 The relevance oTheAmerlcan in James Y o7: 1 (=1 G 55
3.2 The American innocence issue iIfhe American ..........coovee v iiinnn... 60

4 DAISY MILLER: A STUDY... Y 4 o
4.1 The relevance oDaisy Mlller in James S CANCEI et 76
4.2 The American innocence issue Daisy Miller .....................cciienttt.. 80

5 INTERTEXTUAL AND INTERDISCIPLINARY READING .................. .93

5.1 Confluences and divergences ithe American and Daisy Miller: A Study .93

5.2 Confluences and divergences in Henry Jame®aisy Miller: A Study and

Peter Bogdanovich’'sDaisy Miller ..........ccoiiii i e, 101
CLOSING REMARKS ...ttt e e e e e e e e 111



INTRODUCTION

Try to be one of the people on whom nothing i¢ lost

Henry James
The Portrait of a Lady

The first contact | had with Henry James’s fictimas the reading of his nové&he
Portrait of a Lady(1881). His narrative called my attention becaatéhe main character
Isabel Archer, the young American girl who advanoegards experiencing of life in Europe.
At that time, | was not aware of the recurrencdarhes’s “international theme” in his novels
and short stories, and also of the fact he wasideresl, by many critics, the master in
portraying American women through the issue of Apasr naiveté against European
tradition. Another detail that called my attentmas his amazing prose style and the way he

portrayed the true substance of human relationships

| started looking for other works by James, arerttore | read the more | understood
the relevance of his legacy. As | have always egpted the late nineteenth and the early
twentieth-century literature, especially the gloonoyels written by James’s contemporaries,
such as Thomas Hardy, Gustave Flaubert, Emile @onthothers, my contact with James’s

work was rewarding.



It is a common sense among critics that Henry Jamese of the most important
writers in both American and English literature. ijaconsider James to be the master of the
psychological novel, and his influence on the twethtcentury literature is undisputed. An
expatriate in London from 1876 to his death (heab®x a British citizen in 1915), James
wrote about European-American and male-femaleioelstiips, creating some of the most

sophisticated, complex prose in his work.

Major writers, such as Virginia Woolf, Joseph GaohrT.S. Eliot, Ezra Pound and
Graham Greene, agreed that he was one of the greatters of his time. Graham Greene is,
in my opinion, the one who best summarizes the mapoe of Henry James to the English
novel, in his unequivocal tribute: “He is as saljtan the history of the novel as Shakespeare

in the history of poetry®.

James’s career as a writer is usually dividedied stages: early, middle and mature.
The works of his early period deal with his thowgghhd feelings as an American living in
Europe. James's middle to late prose style is &etlyymarked by long, digressive sentences
and highly descriptive passages that defer the farfa longer space than it is usual. His
prose style is the strongest characteristic in wak. It became, through his career,

increasingly complex, marked in its late stagefobg sentences with elaborate syntax.

According to Daniel Mark Fogél despite the many distinct phases through which
James developed as an artist, some elements mdnks remain constant, foremost among
them the thematic keynote sounded so clearaisy Miller, as Ezra Pound put it, “... of the

major James, of the hater of tyranny, the champiohuman liberty, personal liberty, the

! GREENE , GrahanHenry James: The Privaténiverse. In: AUCHARD, JohrlThe Portable Henry James
New York: Penguin, 2004, p. 605.
2 FOGEL, Daniel MarkDaisy Miller: A Dark Comedy of Mannerdassachusetts: Twayne, 1990, p. 6.



rights of the individual against all sorts of ingglnle bondage! There was passion in James’s

love of personal liberty, ...2.

By 1875, American writers were moving toward realiin literature. The most
prominent names were William Dean Howells, Mark iny&ebecca Hardy Davis and Henry
James. Howells created the first theory for Americzalism. He had important followers and
was also a friend and a supporter of Mark Twain ldedry James. Under his ideas, realism
became the mainstream of American literature. Hietliat romantic literary works created
false views about life. Unlike some realists thatdme naturalists in the 1890s, James was
not interested in business, politics or the coondgiof society. His realism was a special kind
of psychological one. The novels and tales writtleming his early period belong to his

realistic phase.

In 1877, James publishéthe Americanhis second novel in book form. The novel
received favorable criticism, but did not achieeenarkable success at that time. In 1878,
Daisy Miller: A Studywas published irCornhill Magaziné. Pirated editions published in
America became best-sellers. The tale establishetegs fame in the United States and
England and made him a celebrity. John Auchardnaffithat: “Some of the works James
wrote beforeDaisy Miller have by now been long established as classics noérigan
literature (notablyThe America)y but none of them had had — or have had sincach s

astonishing success with the public”.

These two novels have in common one of the masirrent themes in James’s works,

his so-called “international theme”. Most of hisvels and tales involve their protagonists in

¥ POUND apud FOGEL, op. cit., p. 6.

* The Cornhill Magazinewas founded by George Smith in 1860. The firstazdivas William Makepeace
Thackeray and the journal specialized in the seabn of novels. This included the work of Antlyofirollope,
Elizabeth Gaskell, George Elliot, Henry James ahdriias Hardy. The journal ceased publication in 1975

> AUCHARD, John (ed)The Portable Henry JameNew York: Penguin Books, 2004, p.2.
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new situations and unprecedented dilemmas, crdayedmerican heroes’ and heroines’
immersion in European manners, culture and civibbra which led them to new perceptions
so profound that their selves are transformed. daiitenot invent the international novel, but
he made it recognizably his own turf. “FroBaisy Miller on, American, English and
European readers looked on Henry James as the rmafstdhe novel of international

contrasts™®

The Americarand Daisy Miller have in common James’s approach on the American
innocence, that is, the confrontation between Acaerimodernity and European tradition.
The issue of “innocence” in James’s works, refersatstate of unknowing, where one's
experience is less than that of one's peers, lrered relative view to social peers, or by an
absolute comparison to a more common normativee dda main characters in the analyzed
works, Christopher Newman and Daisy Miller, aretimis of a system of conventions that

they neither appreciate nor understand, causeldduylack of experience.

The approach to the American innocence issuetisheosame in the analyzed works.
In The American Christopher Newman embodies the innocent Americhketeived and
betrayed by a traditional French family. Daisy Millis the embodiment of the free spirit
unable to understand and to deal with the Europet&mapping world. Unlike Newman, Daisy
is not deceived and betrayed by Europeans; her @deaision in behaving the way she

believes one has the right to do leads her tonandshnhappy ending.

In some cases, the term “innocence” connotes jargti’e meaning, where an
assumed level of experience dictates common disepar baseline qualifications for entry

into another, different, social experience. Singpegience is the prime factor in a point of

S Ibid., p. 3.
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view, innocence is often also used to connote ate sif ignorance, or lack of personal
experience. By considering the main charactergedtary, and their reactions to the
conservative European society, one of the aimhisfdissertation is to determine whether the
term “innocence”, in the analyzed works, connotestate of ignorance or a pejorative

meaning.

As both works deal with the same subject, but wiiffierent approaches, a literary
study is very appropriate, considering that theran intertextual relation between the texts.
The study will be made based on some concepts ofip@mtive Literature, taking into
account that the fields of English Language Literes and Comparative Literature are
extremely related, for, sooner or later, every fhof culture, language or foreign literature,
will develop a comparatist approach in his workerdiore, the use of some comparative

concepts is indispensable to the development ahwgstigations.

One of these indispensable concepts is the notfoimtertextuality. The semiotic
notion of intertextuality was introduced by Juliaisteva in 1969, and it is associated
primarily with poststructuralist theorists, such Bsland Barthes and Michel Foucault.
Kristeva declared that “every text is from the etitsnder the jurisdiction of other discourses
which impose a universe on it"She argued that, rather than confining our atientd the

structure of a text, we should study its “structiara’ (how the structure came into being).

In this respect, Michel Foucault, when discusdimg unities of discourse, explains

that

The frontiers of a book are never clear-cut: beyahne title, the first lines,
and the last full stop, beyond its internal confafion and its autonomous form, it

" Cited in CULLER, JonathaiThe Pursuit of Signs: Semiotics, Literature, Detartsion. London: Routledge
& Kegan Paul, 1981, p. 105.
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is caught up in a system of references to othek&oather texts, other sentences: it
is a node within a network. [...] The book is notplyrthe object that one holds in
one’s hands; and it cannot remain within the ligarallelepiped that contains it:
its unity is variable and relativ@.

Comparative Literature has grown a relevant stexulse field of literary studies, and,
for that, it has been reevaluated and discussediaTranco Carvalhal, in hdnteratura
Comparada(2004), reconstructs the Comparative Literaturth g contrasting the classical
and the new theory. For it is vital to choose therect comparative approach to analyze the

texts, Tania Franco Carvalhal’s study will enlightais work.

As important as Tania Franco Carvalhal’s work i@ @omparative Literature scenery,
Sandra Nitrini has also stated relevant opinion¢hia area. In heLiteratura Comparada:
Histéria, Teoria e Critica(1997), she discusses the methods and objectsooip&rative
Literature under the light of the major theorieatthave been contributing to the evolution of
the comparative studies. Sandra discusses thm afighe concept of intertextuality and its
reflex in the comparative field. Her fundamentaalgsis will give both theoretical and critic

support to the development of this thesis.

The aim of this work is to undertake a comparasiteely between two works from the
same author - a novel and a tale —, from the sagnedy with the same subject, but with

different approaches, considering the Americanaence issue as the main topic.

While developing my studies, | was moved to discasnew approach, that of film
studies, carrying out an interdisciplinary analylsegsween Henry James3aisy Miller and

Peter Bogdanovich’'®aisy Miller, the latter a film released in 1974. Such an ademt

8 FOUCAULT, Michel.The Archeology of Knowledgieondon: Tavistok, 1974, p. 23.
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received great attention from the critics in gehesiad still today it has been an object of

studies and articles, a “cult” film, as it is ofteaid.

As | will be dealing with two different areas ohdwledge, | have to consider the
studies that have been carried out in this inteiglimary area. Interdisciplinary studies arise
from a shared conviction that, sometimes, the tiatil disciplines are unable or unwilling to
address an important problem. Very often, differistiplines, or rather, different languages

such as literature and films, have been workingtiogr in pursuit of common goals.

A comparison betweebaisy Miller, the film, andDaisy Miller, the tale, will be made
by looking for the confluences and divergenceshia tespective author’'s approach on the

American innocence issue.

Another fundamental concept to the developmenhisfstudy is the notion of alterity.
During great part of his life, James was an outsideth in America and in Europe. The
characters Christopher Newman and Daisy Miller wautsiders in Europe as James was;
James also became an outsider, or the “other”, nrerica later, for he lived a long time
abroad. The concept of the “other” has its originghe early nineteenth-century, with the
German philosopher Hegel, who stated that: “Eaalsciousness pursues the death of the
other®, meaning that in seeing separateness betweenetharsl the other, a feeling of
alienation is created. Nowadays, alterity, haslibe term coined to embrace all the studies
concerning the “other”. Important philosophers auholars, such as Tzvetan Todorov,
Emanuel Levinas and Octavio Paz, have been workitlgs area, analyzing the processes by

which societies and cultures exclude particulappeon account of their “otherness”.

° BEISER, Frederick CThe Cambridge Companion to Hegidlew York: Cambridge University Press, 1993.
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In the first part of this thesis, | will be dealimgth the American innocence issue, the
base for this comparative study. Therefore, in @ap, | will discuss the relevance of the
“international theme” on James’s life and works, gmyinting out in what manner his own
experience led him to work with this subject almibsbughout his entire career. For that, it is
vital to study and to discuss the historical coniakzation of American and European
scenery from the late nineteenth and the early tieircentury, considering that the Civil
War and the Second Industrial Revolution have cednthe United States politically,
economically and socially, while Europe has remaiaitached to the old social values, which

resulted in a cultural shock between Americanskunpeans.

The changes that had taken place in the UniteceStaought a new reality; many
writers’ growth of sociological interests and avensto “melodrama”, moved them towards
realism in literature. In this respect, | will diss some aspects of realism, considering that

James’s early works were influenced by this spéaral of psychological realism.

Relevant theoretical concepts, such as intertaxguahterdisciplinarity, alterity and
influence, which prove extremely useful for the Igsis of the chosen texts, under a

comparative light, will be discussed in Chapter 2.

In Chapter 3 and 4, | will analyze, respectivelgm&s’'sThe Americanand Daisy
Miller: A Study their relevance in James’s career and his appraac the American
innocence issue in these works. To reveal the vaayed managed to portray the American
innocence issue in the characters Christopher Nemand Daisy Miller, | will analyze their

trajectory and the reflex of their “innocence” ireir lives.
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After analyzing Henry James’s literary works andeP@&ogdanovich’s film, that are
the base for this literary study, | will presem, Chapter 5, the result of my comparative

analysis, which is the purpose of this thesis.

To enter Henry James'’s fictional world is not otdyread and analyze his works, but
to be enlightened on the complexity of two diffdrevorlds — America and Europe. The
American innocence issue, portrayed by Jamd@ha AmericarandDaisy Miller, may seem
as a reflex of his own experiences as the “otharhjs own country and the country he chose

to live in.



1 THE INTERNATIONAL THEME

1.1 The relevance of the “international theme”

In his early novels and tales, James’'s most recurtaeme is his so-called
“international theme”, referring to the impact ofifepean culture on Americans living or
traveling abroad. John Auchard reminds us thahtjsnvorks, James takes what is best in the
American characters — and his Americans can hawarteble vigor and freshness — and he
attempts to merge it with the great European aenmmnts. It is with such an ambition that
James sweeps his generally appealing Americans tneisea, and then makes them —
amiable people who love their liberty — squint hiantd the complicating mists of history. For
much of his life, Henry James himself was an axg@, an outsider living in Europe. This
feeling of being an American in Europe may haveedwsined this recurring issue in his
books, which contrasted American innocence (or daice lack of sophistication) with

European sophistication (or sense of decadence).

Richard A. Hocks points out the importance of Jdsasternational fiction. He

defines “the international novel” as the subjeett ttheals with the conflict of confrontation of
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American characters with the labyrinth of Europealture. According to him,

James’s international fiction can be thought ofths “second frontier” in
our literary history: at the time it sensed the gbation of the westward settlement,
the American psychic instinctively began to graeitdback toward its European
“memory”. The international theme — or, more acciglg in James, the international
subject — is prominent in his early period, tendsdisappear in the middle period,
and reappears with great complexity in his late ipgror major phase. [...] In
general, however, | believe James’s internationathjsct transposes imaginatively
into the deep and archetypal paradigms of innoceare experience, nature and art,
the ethical and aesthetic consciousness, freedord daterminism. James’s
international fiction, in short, often recapitulatéhe deep structure of universal polar
or dialectical theme¥’

Van Wyck Brooks and Otto L. Bettmann explain thesens that led several
nineteenth-century writers to move to Europe, agpbrt their experiences as Americans
living abroad. They point out that the atmosptaréhe new generation, the rush for money
and the corruption that were taking place in Angriepelled the imaginative mind. The old
culture had broken down, the old causes were deadioagotten, and no new ideal had arisen
to rally the minds of the younger men; and whilengn&aurned westward, almost as many
turned towards Europe, in despair of the kind wilization they saw before them. “Of these,
the younger Henry James was the great exemplagarsyto come; but there were numbers of

others, from New England and elsewhere, who alsgttdor haunts of ancient peace”.

For most writers, the question of facing the neweAaca, with its worship of
“bigness” and numbers, seemed overwhelming. Inchpab creating new aesthetic
patterns out of this native chaos, many Americaitews closed their minds to
America and its patterns. [...] They agreed with Maw Arnold that for the artist
there was no room in a country where ‘the sky wiasrass and iron’. Henry James’
yearning for Europe had the same motive; to foyeterica, - as for many other
sentient artists and writers, the drama of EuropeAimerican breasts remained a
central problent?

10 HOCKS, Richard AHenry James: A Study of the Short FictiBoston: Twayne: 1990, p. 5.

1 BROOKS, Van Wyck; BETTMANN, Otto LOur Literary Heritage: a Pictorial History of the fiter in
America New York: E.P. Dutton & Company, 1956, p. 164.

2bid., p. 164.
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There were many artists and writers who were regdhy the tumultuous air of the
New America. They hankered for the repose of anginreay England. Nonetheless, many
Americans, once they had arrived there, felt theart tremble over the question of what the
English thought of them, and whether they wouldabeepted as social equals. As a result,
many of the young writers returned from Europe rafiestay of a few months or years,
prompted by their essential Americanism, with ladlttthis implied in regard of the old world.
William Dean Howells and Mark Twain, the Westerntans, were among those who took the
feeling that America, at its lowest reach, was drethan Europe; but even Henry James

confusedly shared it.

James sustained his position as an expatriatésisubtle studyHawthorne (1879),
which contained a vivid account of the defects aiekican culture. In doing so, he wrote his
famous accusation of provincialism against therentimerican nation: “Certain national
types are essentially and intrinsically provincialhe answered to Howells’s comment that it
is no more provincial for an American to be very émoan than for an Englishman to be very
English. If James, during these acclimatizing geaeflected almost constantly upon the

“international situation” it was because he staothiat situation himself.

The *“international theme” issue worried James hadl life, as his writings, both

fictional and non-fictional, have demonstratedhisiNotebookshe recorded:

No European writer is called upon to assume thatiike burden, and it
seems hard that | should be. The burden is necsspeater for an American —
for he must deal, more or less, even if only byligation, with Europe; whereas no
European is obliged to deal in the least with Ametf

13VVAN DOREN, Carl.The American NoveNew York: Macmillan, 1921, p. 5.
“ MATHIESSEN, F.O. and MURDOCK, K.B., (edsThe Notebooks of Henry Jam&hicago: The University
of Chicago, 1981, p. 24.
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To summarize James’s feelings in relation to higasion as an expatriate is very

proper to cite Robert M. Crunden’s comment whenyaivag The Portrait of a Lady

Em meados da década de 1880, James tinha, claramehiegado a
conclusdes quanto ao seu nascimento como ameriean@anto ao seu ambiente
europeu. E achou ambos deficientes. Os americareos eéocentes e pensavam
gue eram livres. Os europeus estavam aprisionadosua cultura e ndo mais
eram capazes de exercer a livre vontade ou de ari@ nova arté®

1.2 Historical Contextualization

According to Warner Berthdft, the Civil War radically changed the pace of ecoromi
and social changes in the United States, but mthdsged slowly. Over the years between
the Civil War and the First World War, a sense mabl-town security and of an idyllic past
coexisted with booming industrialization, the trigimof commercialized farming at the
expense of the yeoman-farmer ideal, vast migraticome Europe and from the country to the
city, the emergence of new fortunes and new slunsa scale never dreamed before. But
rampant industrialization and urbanization, whiclenéfited a few capitalists and
entrepreneurs, also resulted in harsh living camat for many, especially farmers who were
pushed off their lands by the workings of monopmigconomic practices, whereby a few

businessmen, who controlled profitable industriegre able to become “captains of

!> CRUNDEN, Robert MUma breve Histéria da Cultura American@rad. de Alvaro de Sa. Rio de Janeiro:
Nordica, 1990, p. 195.

Translation: “In the mid 1880’s, James had clegdyto conclusions about his birth and about higean
environment. And he felt both deficient. Americavere innocent and thought they were free. Europesns
imprisoned in their culture and no longer were téd@af exercising the free will of creating a net’.a
(Translation mine)

1 BERTHOFF, WarnefThe Ferment of Realism: American literature 18844 ambridge: Cambridge
University Press, 1981.
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industry.” Writers such as Upton Sinclair werdical about urban life, comparing cities to

jungles where only the strong and lucky would segvi

As we can apprehend from the article “Reconstrattio from 1865 to about 1900,
the U.S. became the world’s leading industrial argtiwitnessing meteoric expansion in the
pace and scale of production. The availability afd; the diversity of climate and the
corollary economic diversity; the ample presencena¥igable canals, rivers and coastal
waterways that filled the transportation needshaf ¢merging industrial economy; and the
abundance of natural resources fostered the cheggrigon of energy, fast transport, and the

availability of capital that powered this Secondustrial Revolution.

As a result of this industrial revolution, big fones were being made by self-made
men, who arose from the low class or did not coramfthe once traditional families. On the
other hand, the life of a nineteenth-century UnBlustrial worker was far from easy. Even in
good times, wages were low, hours long and worldagditions hazardous. Little of the
wealth generated went to the proletariat. The 8dnavas worse for women and children,
who made up a high percentage of the work forcme industries, and often received but a
fraction of the wages a man could earn. Periodanemic crises swept the nation, further
eroding industrial wages and producing high lewélsinemployment. At the same time, the
technological improvements, which added so mucthefnation’s productivity, continually
reduced the demand for skilled labor. Yet the Uteskiabor pool was constantly growing, as
unprecedent number of immigrants — 18 million betwel880 and 1910 — entered the

country, eager for work.

" BLAINE, James. “Reconstruction” (This article imporates public domain text froffwenty Years of
Congress: From Lincoln to Garfield. With a reviefitive events which led to the political revolutmil860Q by
James Blaine. Available at <http://www.referencenflirowse/wiki/History _of the United_States (1865-
1918)>. Accessed on Sept. 05, 2005
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At the end of the Civil War, a few writers startedbe concerned with the literary
representation of such a reality. Consequentlyisragbegan as a reaction to romanticism, in
which subjects were treated idealistically. Indeeglists tended to discard theatrical drama

and classical forms of art to depict commonplacesalistic themes.

Before the Civil War and industrialization, worketke poor, vagrants, and
unheroic soldiers were rarely the subjects of dioti But changes in the
marketplace, most notably in the publishing indystaltered this scenery.
Newspapers became important spaces to dissemioétiead, social, and cultural
ideas. Many writers, including Ambrose Bierce, 8&p Crane, Frank Norris,
Mark Twain, Theodore Dreiser, and William Dean Htgbegan their careers as
journalists. [...] As American writers began to fighith the particularities of their
nation, from the 1830s to the end of the centweglism became an important issue
on the American literary aesthetics. Many writemudght with the “crisis of
representation” — the notion that a gap exists le#w the literary representation
and that which is being represented. Edith Whartéor, example, combined
particularities with satire, reflecting more on ham consciousness than on the
settings or furnishings. On the other hand, Hengméds and Mark Twain
undeisstood language as an interpretation of thel,reather than the real thing
itself.

George Parsons Lathrop, in his article “Novel aad~uture” observes that

Realism sets itself at work to consider characterd events, which are apparently
the most ordinary and uninteresting, in order tdrast from these their full value
and true meaning. It would apprehend, in all partars, the connection between
the familiar and the extraordinary, and the seerd amseen of human nature.
Beneath the deceptive cloak of outwardly unevedtys, it detects and endeavors
to trace the outlines of the spirits that are hiddbere; to measure the changes in
their growth, to watch the symptoms of moral decayegeneration, to fathom
their histories of passionate or intellectual prebis. In short, realism reveals.
Where we thought nothing was worth of notice, dveh everything to be full of
significance’’

The most prominent name on the rising of realisns Wdilliam Dean Howells,

considered a great observer of America. As edifdhe Atlantic Monthly® and ofHarper’

8 BAYM, Nina. The Norton Anthology of American Literaturvailable at
http://www.wwnorton.com/naal/Vol_C/welcome.htm. Assed on Sept. 05, 2005.

19| ATHROP, George Parsons. ‘The Novel and its Fuytug#antic Monthly34 (September 1874):313 24.
Available at <http://www.wsu.edu/~campbelld/amétiism.htm>. Accessed on Sept. 5, 2005.

%0 The Atlantic Monthly (also known asThe Atlanti¢ is an American literary/cultural magazine foundad
Boston in 1857 by a group of writers that includedlph Waldo Emerson, Henry Wadsworth Longfellow,
Oliver Wendell Holmes, Sr., and James Russell Lbywho would become its first editor). Originally a
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New Monthly Magazirfé Howells promoted writers of realism as well assi writing local
color fiction. He defined realism as nothing maral nothing less than the truthful treatment

of material. Everett Carter observes that

The basic axiom of the realistic view of mityalvas that there could be no
moralizing in the novel [ . . . ]. The morality thfe realists, then, was built upon what
appears a paradox--morality with an abhorrence afrafizing. Their ethical beliefs
called, first of all, for a rejection of schemermbral behavior imposed, from without,
upon the characters of fiction and their actionst Yowells always claimed for his
works a deep moral purpose. What was it? It wagthagpon three propositions: that
life, social life as lived in the world Howells kmewas valuable, and was permeated
with morality; that its continued health dependgubm the use of human reason to
overcome the anarchic selfishness of human passieasan objective portrayal of
human life, by art, will illustrate the superiorlua of social, civilized man, of human
reason over animal passion and primitive ignoraffce.

The enduring friendship between James and Howabsfirst editor, began in 1866
and was nurtured by many interests beyond thatehbvel; Howells also had a passion for
travel, and especially for France. An exchangeettieis with Ivan Turgenev, himself an
expatriate in Paris, gained James an introductidfidubert’s circle of writers — Zola, Daudet,
Goncourt, Maupassant, Turgenev and others. JamesdstivritingThe Americann 1875, at
the time he was in Paris, delighting in the art eachpanionship of Turgenev, but yet feeling
somewhat excluded from French society. As he emgthio Howells in 1876, “My subject
was: an American letting the insolent foreignersyamit of his good nature, after the insolent

foreigner had wronged hinf®

As Donald Pizer notes in his introductionTibe Cambridge Companion to American
Realism and Naturalism: Howells to Londdrthe term realism is difficult to define, in part

because it is used differently in European contthds in American literature. Pizer suggests

monthly publication, the magazine subscribed t@®y.000 readers, now publishes ten times a yeafeatdres
articles in the field of political science and figme affairs, as well as book reviews.

! Harper's New Monthly Magaziris an American journal of literature, politics aads published continuously
from 1850.

22 CARTER, EveretHowells and the Age of Realisfhiladelphia: Lippincot, 1954, p. 157.

23 American Literaturevol. 64, n. 3, September 1992.

24 PIZER, DonaldThe Cambridge Companion to American Realism andraslism: Howells to LondarNew
York: Cambridge U.P., 1995.
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that whatever was being produced in fiction durthg 1870s and 1880s that was new,
interesting, and roughly similar in a number of wawan be designated as realism, and that an
equally new, interesting, and roughly similar boafywriting produced at the turn of the
century can be designated as naturalism. In Ametiterature, the term realism encompasses
the period of time from the Civil War to the turhtbe century during which several major
writers produced fiction devoted to accurate regméstion and an exploration of American

lives in various contexts.

At the same time, the Second Industrial Revotuiias taking place in the United
States, and new fortunes were being made by folomerclass workers; social and political
situation was also changing in Europe. After thieaeof the revolutionary France, the other
great European powers tried to restore the sitnattoich existed before 1789. However, their
efforts were unable to stop the spread of the gentr movements; the middle classes had
been deeply influenced by the ideals of democrdayh® French revolution. The Industrial
Revolution brought important economical and soclanges; the lower class started to be
influenced by Socialist, Communist and Anarchistaisl (especially those summarized by
Karl Marx in the Manifesto of the Comunist PartyJ.he nineteenth-century also saw the
British Empire emerge as the world's first globalver due, in a large part, to the Industrial

Revolution and the victory in the Napoleonic Wars.

As a consequence of the Industrial Revolution, ynaoble families lost their
economical power and were struggling to keep theaperties and to go on living in the same
pompous way of life. As a matter of fact, they desg the Americamoveau richesand the

way they behaved when traveling in Europe.
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1.3 The American Myth

The myth of the “American innocence” is closelyated to the need Americans felt to
be free of European ascendancy. Americans wantadhieve their own identity through the

emergence of their peculiar and distinctive dialagu

R. W. B. Lewis explains that, during the secondrtgr of the nineteenth-century, the
chief intellectual spokesmen in America — novelastal poets, as well as essayists, critics,
historians and preachers — appear to have entai@guist such a lively and creative dialogue.
Whatever they may have been talking about, a#irested people seem invariably to have
been talking about the same subject. “Among thendeand ideas that turned up most
frequently in the debate were: innocence, novedtyperience, sin, time, evil, hope, the
present, memory, the past, traditidi”.The dialogue that emerged among American writers
and speakers, from 1820 onward, was one efforetime the American character and the life

worth living.

America was a new country, without cultural ro@sd intellectual experience.
Because of narrative deals with experiences, thvéboen American man was considered
“innocent”; a new man without inherited intteledtgantent, free to find his path in history.
If on the one hand, this new man was free, on therdhand, he lacked experience and did

not know how to deal with the descendants of higators in the other side of the Atlantic.

Lewis traces, in his book, the emergence of theedean myth and the dialogue in
which it was formed by analysing the works of majoiters and thinkers from Emerson to

Saul Bellow. He explains that the American myth was fashioned ultimately by a single

% LEWIS, R. W. B.The American Adam: Innocence, Tragedy and Traditithe Nineteenth Century.
Chicago: The University of Chicago Press, 195%.p.



25

man of genius. “It was and it has remained a colle@ffair; it must be pieced together out of
an assortment of essays, orations, poems, stdnisries and sermoné®. The American
myth saw life and history as just beginning. “Isdebed the world as starting up again under
fresh initiative, in a divinely granted second atefior the human race, after the first chance

had been so disastrously fumbled in the darkenidg/@orld”.?’

When explaining the American hero of the new atlwen Lewis states that he should

be

.. an individual emancipated fron history, happlilgreft of ancestry, untouched
and undefiled by the usual inheritances of familg aace; an individual standing
alone, self-reliant and self-propelling, ready tonéront whatever awaited him with
the aid of his own unique and inherent resourcesials not surprising, in a Bible-
reading generation, that the new hero (in praised@approval) was most easily
identified with Adam before the Fall. Adam was fihgt, the archetypal man. His
moral position was prior to experience, and in hisry newness he was
fundamentally innocert.

These were the first impulses that begot the mifte. ideal of the newborn innocence
was both rejoiced and deplored. Henry James Seraated to enrich the discussion on the
Adamic condition by educating his listeners to tfadue of tragedy, for, as he said: “Life
flowers and fructifies out of the profoundest tagdepths™ It was the tragedy inherent in
the new American hero’s innocence and newnessettablished the pattern for American

fiction.

As America had no past, but only a present andtad, the national and hence the
individual conscience was clear. This feeling i®omsgly present in the works of Emerson,

Thoreau, Whitman and their followers and imitatorbe key term in their vocabulary was

% |bid., p. 4.
" |bid., p. 5.
8 |bid., p. 5.
? bid., p. 6.
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“innocence”. Some thinkers, such as the elder yidames, were characterized by a tragic

optimism.

The discussion on the American innocence, or lEck&xperience, has only recently
tended to die away, for now there has been expmrienAmerica. “The dismissal of the past
has been only too efective: America, since the aigémerson, has been persistently a one-
generation culture®® The vision of innocence and the claim of newnesse almost
perilously misleading. The illusion of the freed&mm the past led to a more real relation to
the continuing tradition. The vision of innocendensilated a positive and original sense of
tragedy. Without the illusion, we are conscious longer of tradition, but merely with a

sterile awareness of evil uninvigorated by a sefisess.

The illusion of the freedom and the vision of inance are both present in the works
of Henry James. Daisy Miller’s illusion of freeddnom the values of the Old World caused
her only tragedy, which makes us reflect upon tiffecdlties in breaking-up with the burden

of tradition. Christopher Newman’s innocent lackcaftural vision caused him a great loss.

Another vision on the American innocence issugii@n by Susan Sontag, when

explaining the roots of the conflicts between Alweeand Europe:

There has always been a latent antagonism betwesopE and America,
one at least as complex and ambivalent as thatdmtvparent and child. America
is a neo-European country and, until the last feasaties, was largely populated by
European peoples. And yet it is always the diffeesnbetween Europe and
America that have struck the most perceptive Ewanpebservers: Alexis de
Tocqueville, who visited the young nation in 188t aeturned to France to write
Democracy in America, still, some hundred and sigvgears later, the best book
about my country, and D.H. Lawrence, who, eighgryeago, published the most
interesting book ever written about American cudtunis influential, exasperating
Studies in Classic American Literature, both untieyd that America, the child of
Europe, was becoming, or had become, the antitlié&sirope. Rome and Athens.
Mars and Venus. The authors of recent popular sramomoting the idea of an
inevitable clash of interests and values betweem@iand America did not invent

0 pid., p. 9.
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these antitheses. Foreigners brooded over themnd-they provide the palette, the
recurrent melody, in much of American literatureotiighout the 19th century, from
James Fenimore Cooper and Ralph Waldo Emerson tti Whitman, Henry
James, William Dean Howells, and Mark Twain. Amgmicinnocence and
European sophistication; American pragmatism andopaan intellectualizing;
American energy and European world-weariness; Acagrinaiveté and European
cynicism; American good-heartedness and Europealicey@ddmerican moralism
and the European arts of compromise --- you knantahes™

America based its freedom from European influemee undermining the Old
Continent values. “You can never have a new thimpout breaking an old”, Lawrence
wrote. “Europe happened to be the old thing. Angesicould be the new thing. The new thing
is the death of the old®> The past was Europe, and America was foundecheridea of
breaking with the past. American democracy imphegudiating Europe, for the latter has
always been a menace to the “American way of life'bn the one hand, Europeans have
always admired Americans for their energy, on theeohand, they have always despised
them for being “barbarians”. In the nineteenthtaey their “barbarism” lay in their

manners; nowadays it lies in its mercantilist bsasfeculture.

Americans have been crossing the Atlantic, inl#élsé two centuries, to keep in touch
and to admire the wonders of the Old Continent, thet citizens of the richest and most
powerful nation in history are still regarded, byamy Europeans, as crude, boorish and
uncultivated. For minorities of the privileged, Bpe has been the great escape for
generations of Americans seeking culture. Ameiicats turn, has been the great escape for
Europeans looking fothe liberating ambiance of a colony where one d¢aow off the

restrictions and high-culture burdens of “back hén8usan Sontag recalls being told by a

%1 SONTAG, SusarlLiterature is Freedom(The Friedenspreis des Deutschen Buchhandelp@mrme speech to
the Peace Prize of the German Book Trade). 16 Nbeen2003. Available at
<http://www.digitalsouls.com/articles/print.php/14&ccessed on September 24, 2005.
32 [|hi

Ibid.
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German film-maker, living at the time in San Fraco, that he loved being in the States

"because you don't have any culture héfe”.

America returns, decade after decade, with theegaam and amazement to the same
conflicts and discoveries. “The temper which desgpisnemory not unnaturally fostered a
habit of forgetfulness, and writers who even fortpatt there was anything to remember have
found themselves remote alike from their predeassand their contemporarie”. In losing
the childlike cheerfulness of writers such as Eme=@nd Whitman, we also lose the profound

tragic understanding of Hawthorne, Melville or Jame

The issue of American innocence was brought upnaga2001, after the terrorist
attack of which the United States was victim. M@eapple agree that, from September 11 on,
Americans have lost their “innocence” (or the diglortion they still had), for they were
attacked in their own territory. The feeling ofifge a safe and intangible country collapsed
with the two towers. Americans’ innocence was &tgacto the feeling of freedom - the
freedom they tried to carry with them in their ingions into the European territory in the
nineteenth-century — for they were free to go amdia everything they wanted to. When
Americans realized they were not free anymore, i@y were imprisoned to their arrogance

and imposition, to the rest of the world, of tHeway of life”, their innocence fell apart.

Susan Ballee, in her articlehe American innoceftt points out that, due to the
changes occurred after September 11, she is nasaime reader she used to be. She has

changed the witty Southern American books for seriBuropean novef.“l suddenly find

* Ipid.

% LEWIS, op. cit., p. 9.

% BALLEE, Susan. “The American innocent”. [fihe Hudson Revievummer, 2002. Available at

< http://www.findarticles.com/p/articles/mi_qa40®1/200207/ai_n9129047>. Accessed on Jan. 13, 2006.

36In this article, Susan Ballee analyses the wbtke Dutch writer Cees Noteboo#l] Souls Day 2001) and
the work of the Czech writer Ivan Klimilp Saints or Angel001)
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myself in tune with Europe's long history of griefjpression, and terrorism. For once, | am
weary of America's innocence, of our ahistoricgbrapch to life, our all-consuming egoism,
and our cultural adolescenc&”Nowadays, novels that do not deal with “seriougtens’
seem frivolous. “Who has time, anymore, to playhwuzzles? Real life poses enough of a

conundrum™®

1.4 The American innocence issue in James’s Works

The Americanand Daisy Miller were written in 1877-78, respectively, and in both
James deals with the “international theme”, mosec#jally, the issue of American
innocence. The main characters, Christopher NewamahDaisy Miller, are exposed to the

values of the Old World and they do not know howl¢al with them appropriately.

Eloina Prati dos Santos discusses the Americarcanoa concept by pointing out that
the first Europeans who arrived in North Americarfd a vast expanse of exuberant nature
with no traces of ancient cultures to elucidatepést. The first Americans born rapidly
assimilated their novel culture and tried to “edatdheir immigrant parents in the concepts
of freedom and democracy. Eloina observes that ést@mination of American relations to
Europe at first consisted of merely contrasting Mew World innocence against the Old
World corruption. Important American figures such Ehomas Jefferson never ceased to be

shocked by Europeans manners and moral§or many generations, it was believed that

37Ibid.

38lbid.

%9 SANTOS, Eloina Prati do&The Limits of Freedom and Convention in Henry Jami: Cadernos do ILn.
5, March, 1991, p.48-58.
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American youths, sent to Europe for an educati@arned only dissipation and were

introduced to all kind of vices.

We should remember that, despite his long life atbralames was able to keep in
touch with moral values which were the essentiatipct of a New World. His preference to
live in Europe; his fun poking at Americans in Boeoand at home; the punishment of his
American heroines; all came to pass for a dislikéhe United States. In reality, there was
more a desire to correct the absurdities and eageuthe fineness he ultimately perceived.
He was constantly traveling to Europe with his figgrand this knowledge of society, on both

sides of Atlantic, gave him the ability to analyhem well.

James’s interest in the American innocence issnebeatraced in his own life and
experience. Henry James Jr. was born in 1843, amteather uncommon family, on
Washington Place, in New York City. His father, iHedames Sr., a philosopher who had
been a friend of Emerson and Carlyle, kept his @kiégdren constantly on the move, so that
their minds would never fix on any “inhumanity ofethod”. They moved from one town,
from one country, from one continent and from careguage to another. The James children
had got a deep experience of European organicishicaropean repose — but they got it odd,
bit by bit, and always on the road. William Jamdames’s brother who would become one of
the most influential philosophers and psychologudthis time - may have known best when

he said his brother was “a native of the Jameslyaand has no other countr$f,

According to Lyall H. Powers, the first major inflace on James was his father, who

certainly had unusual ideas. A non-church-goingisiian of harmless but vigorously

40 AUCHARD, op. cit., xxxiii.
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promulgated views; he enjoyed something of a rejmrnaas a Swedenborgidnreligious
philosopher. Among the elder Henry James’ friennld elose acquaintances were many of
the leading figures of the day, both American andogean — Emerson, Carlyle, Hawthorne,
Thackeray, Thoreau, Bronson Alcott and many oth@iise children, especially Henry and
his elder brother, William, were encouraged to joitthe discussions, to sharpen their young
wits and discover their own nascent ideas. And wbwaf course, there was the gently

dominant influence of their fathef?.

Van Wyck Brooks and Otto L. Bettmann observe thdtidkh and Henry were “hotel
children”, floating vaguely about the world. Thegew nothing of politics or business, the
primary occupation of their sex. The historicaltinst of the country was scarcely in them,
though the elder James became interested in theidandssues with the events that led the
Nation to the Civil War. In later years, Williamjadted himself to this condition; he over-
adjusted, in fact, a little. He might have beencdbsd as more American than the
Americans, as Henry was less, or rather differehg became more English than the English.

Meanwhile, Henry was “at sea” with his “native larahd all it represented for a story-teller.

When he arrived in Cambridge, therefore, the yourgenry James’ mind
was torn already by a problem that he really negelved. He was bent on
becoming a novelist, but novelists always had ‘v&tands”. Yet he looked at this
“huge queer country” he felt he could scarcely erelan American existence. He
had been struck too deeply by the “outland dart, tad absorbed the “European
virus”. The English writers had filled his mind, d@rhe knew the names of the
London streets and he knew the names of the steblsw York. America, for him,
afforded no objects of interest to compare witls thiropean “fantastication”. The

“1 Swedenborgianismis the ecclesiastical organization of beliefs dewed from the writings of the Swedish
scientist Emanuel Swedenborg (1688-1772), and eB, stonsidered a religious movement by many. Many
aspects are closely related to Christianity, aedniovement is founded on the belief that Swedenbirgessed
the Last Judgment and second advent of the Loohgalith the inauguration of thew Churchand an
explanation of the spiritual meaning of the litesanse of the Scriptures. Some Swedenborgian aajams
teach that the writings of Swedenborg (often called Writing$ are a third part of the Bible and have the same
authority as the old and New Testaments. “Swedgidoism”. Available at
<http://en.wikipedia.org/wiki/Swedenborgianism>.okssed on Jan. 10, 2006).

42 POWERS, Lyall H.Henry James: An Introduction and InterpretatioNew York: Holt, Rinehart and
Winston, Inc., 1970, p. 10.



32

problem remained on James’ hands unsolved durihghal years that he was to
spend in Cambridge. [...] For, as to his being a Histethis question was settled,
whatever the conditions might be. No one had ewssgssed a clearer vocation,
and his mind was an inexhaustible well of stories test his feeling Henry James
had crossed and recrossed the Atlantic trying tweshis great dilemma, whether
to live in at home or to live in Eurof@.

In the summer of 1861, before going to Harvard, iemas at his family’s house in

Newport. He had the summer free to

.. read whatever he liked without the foreboding thia father would at any
moment and without warning appear at his bedroorordmd tell him that there
was a war on, his country needed him [...].the days after his father agreed he
could go to law school, Henry discoverddwthorne*

Due to his cousin’s Sargy Perry insistence, Jarteesed readingrhe Scarlet Letter
(1850). The novel had the same impact on him asdhels by Balzac, who he admired, and
was one of his favorite writers. As a consequenicéghe impact of Hawthorne’s novels,
James’s early works were highly influenced by hikederick Hudsor{1876),James's first
international novel, has the same setting and amaharacters as Hawthorne's last novel,
Marble Faun(1860). Both novels deal with American artists mrd@pe, most specifically in
Rome.

As his own experiences had a huge impact in hiksyovhen one studies Henry
James’s career, his unusual childhood and youthabwmays mentioned. InThe Art of
Fiction*®, James stands against Walter Besant's pronoundeharone should not attempt to

write on any experience that is remote from onei® social experience. “The only reason

43 BROOKS and BETTMANN, op. cit. p. 166-167.

“TOIBIN, Colm.The MasterNew York: Scribner, 2004, p. 161.

“5 Published inLongman’s Magaziné September 1884. This piece was written in raspdo Walter Besant's
overly prescriptive 1884 essay, “Fiction as ondhef Arts”. Among other pronouncements, Besant iggisat
one should not attempt to write on any “experientedt is remote from one’s own social experiencereH
James redefines as a process of analysis in “tamloér of consciousness” and considerably compScatsy
definition of fictive realism.
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for the existence of a novel is that it does attetoprepresent life*® James himself was
aware of the impact of his own experiences in hiska. When discussing the differences
between good and bad novels he states: “It musadmeitted that good novels are much
compromised by bad one%”He continues, giving his definition of how a goedvel must
be: “A novel is in its broadest definition a perafbra direct impression of life: that to begin
with, constitutes its value, which is greater ossleaccording to the intensity of the

impression™®

In this essay, James defends his position thatarst write from experience, but one
has to pay attention to what kind of experiencmtisnded and where it begins and ends. In
James’s definition “experience is never limiteddda never complete; it is an immense
sensibility, a kind of huge spider-web of the fingdken threads suspended in the chamber of
consciousness, and catching every air-borne particlits tissue®® He argues that if
experience consists of impressions, it may be thatimpressions are experience. Therefore,
if James should certainly say to a novice, “Writeni experience and experience only”, he
should immediately add, “Try to be the one of tleegle on whom nothing is lost’. This
remark has become one of his most quoted. He tescrdeeply and poetically, one’s
experience “As if a magnifying glass out of a dewec story, something negligible yet
powerful has been detected, and although the ‘thm@ver by the time it is seen, the
perception is prodigious™ Isabel Archer, inThe Portrait of a Lady(1881), is a character
who sees this flash of life, which lasts only a neotn and her adventure has become one of

perception. She has become someone on whom no$hiosj.

6 JAMES, HenryThe Art of Fiction In: AUCHARD, op. cit., p. 428.
“"Ibid., p. 431

“8 |bid., p. 432

9 Ibid., p. 434.

*0|bid., p. 435.

*L AUCHARD, op. cit., Xxiv.
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It is easy to understand the reason why Jamesdmesi the reflex of the author’s
experience so important in a literary work. Hish&at was a prominent theologian and
philosopher who wanted that his children becamé&zéms of the world”. As a child, he
witnessed familiarity and acquaintance with Emeyddarace Greeley, Carlyle and other
notables; he attended schools in New York, Lond®aris and Geneva, entering the law
school at Harvard in 1862. He lived in Paris wheeemet Flaubert, Turgenev and other
literary figures. We can find the reflex of his owrperiences through his career. The places
he lived, the people he met, the things he hearl; are all there, in his fine and complex

prose.

Important writers, such as Virginia Woolf and Andviaurois, wrote about James’s
work and life, mentioning the contrasts betweenogarand America, which are the most
recurrent theme in James’s novels and short stoAeshard, in his introduction, calls

attention to the polemical criticism James receiveth his peers:

Nor could Virginia Woolf tolerate complaints abaByzantine syntax or an
obsession with the niceties of upholstery: ‘Fobtoas subtle as Henry James one
must also be as robust; to enjoy his power of esitguiselection one must have
‘lived and cursed and floundered and enjoyed arftesed’, and, with the appetite
of a giant, have swallowed the whole.’ [...] For exdey André Maurois was
mostly wrong when he called James ‘a great writdrowspent his whole life
wandering in a literary limbo between the paradifeEuropean culture and the
hell that was the Golden Age of America.’ The fathat, even in the earliest tales,
signs of stagnation trouble that European seductfon

We can assume, from the excerpts above that matgscrecognize the reflex of
James’s own experiences as an American in Eurogelyrat the beginning of his career that
may led him to choose “the international theme'dae of the most important aspects in his

works. Therefore, analyzing and studying Henry Jaseiography has become relevant and

*2 bid., xii-xiii.
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opportune during the research | have done, in daenlighten some aspects of his fictional

production. Life and work clear each other up.

One of the strongest characteristics in James'srfan characters is their will to
choose and refusal to fit in the European socideaaf manners, that is, of doing everything
in a certain way, for they have a good way of doatguost everything. “If you agree to
conform, European life can be good, for that lifé fse more artful, polished, layered, subtle,
[...] and sometimes intelligent. But Europe makes @dut demands, and it takes things

away [...] and it can make you stand oddly sfifi”.

The word “choice” has become a tremendous Amengam, and it still has power to
make the world tremble. Auchard gives an exampléhefimportance of the word “choice”
and all that it represents to American values, iggo& passage ofhe Portrait of a Lady
Isabel Archer is in England, at her aunt’s house.Mrs. Touchett opinion (Isabel’s
Europeanized aunt), Isabel has been behaving épr@achable way. “Isabel asks to be told
about all the things one should not do. ‘So asadh&m?’ asks her aunt. ‘So as to choose’,
says Isabel®

James always regarddgloderick Hudson(1876) as his first novel. In 1871, he
publishedWatch and Wardgerially in theAtlantic Monthly but it was not published in book
form until 1878.Roderick Hudsorcombines two of his major themes — the “internatlon
theme” and that of “the dilemma of the artist”. 3movel has significance beyond the terms
of its story; its surface is faithfully realistibased on James’s firsthand experience. In 1871,

James developed the “international theme” in ondisffirst short storiesThe Passionate

3 AUCHARD, op. cit., xv.
** Ibid., xiii.
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Pilgrim, in which he was fortunate to use the raw matéahad, and the possibilities he saw

in it, that is, his own experience.

James’s characters and themes were very much ahtiment when he wrotéhe
AmericanandDaisy Miller, a fact that might explain the success of bothkaiospecially the
second one. In the 1870s, Post-Civil War America wathe middle of an industrial boom
which bestowed sudden wealth on many previouslinarg families. This allowed them to
travel abroad for the first time, in order to leatpout the culture and history of Europe. But
American manners were very different from Europemanners, and the “uneducated”
Americans — from a country where there had nevenlaay aristocracy based on heredity or

nobility — did not know the social codes with whigbropean “high society” conducted itself.

The American published in 1877, an®aisy Miller, published in 1878, have in
common the theme of cultural juxtaposition, expigrthe American innocence in the main
characters. Christopher Newman is the innocent Aaaerdoomed in Europe. His high hopes,
and then his defeat, illustrate the limits of extes optimism of an innocent American face
to face with more complex European social and miorakes. In this respect, Eloina Prati dos
Santos reminds us that there is a notable evolditan the rigor of this cultural contrast in
Daisy who is a victim of Roman fever — a clear sgintif European hostility — yet, she is not
afflicted with European villains. The forces agairtseer are those of Winterbourne’s

insensibility and the snobbishness of the Amermaony in Rome.

Both, The AmericarandDaisy Miller, are international novels in which an outsider is
brought face to face with his or her inability toter the world they have proposed to conquer,
due to his or her failure to speak the local lagguar perform adequately without breaking

local rules.
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Between the publication dfhe Americarand James'’s first masterpieddie Portrait
of a Lady he published a number of short pieces of fictiwnwhich he developed the
“international theme” in interesting ways — refigihis conceptions and sharpening the focus
of his ideas. According to Lyall H. Powers, Jamgs'sblem was to clarify the terms of the
polarity he had set up — Europe vis-a-vis Americéy-sorting out for examination the
characteristics of the two poles, between which téesion of his fictional dramas is

suspended, to clarify and particularly to evalubagm.

He considered and reconsidered the comparativec@mte of his American hero or
heroine — a state created by the youth of the cgpuand by its lack of traditions and of a
richly cultural civilization, a state perpetuatendacomplicated by America’s religious or at
least its moral tone. He questioned acutely théicseiicy for effective civilized life of the
good-hearted but ingenuous and naive Americanhésame time he weighed the merits and
weaknesses of representatives of that traditiamalyentional and strictly mannered society
into the midst of which the inexperienced herceiste perform and against which his peculiar

American qualities are tested.

Powers points out that, in 1878, James publisimedresigned article imThe Nation
“Americans Abroad”, in which he addressed spedifycthe very matter he was dealing with
in his international fiction: “the question of Ameasns appearing to ‘advantage’ or otherwise
in Europe®®. The article is an attempt at a balanced treatmitiite question; it explains why
Europeans have difficulty understanding the Ameriabroad and appreciating the merits of
the democratic country he has left, sometimes tmlyisit but increasingly to settle for an

extended period in Europe:

> POWERS, op. cit., p. 50.
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... it is not surprising that [the Europeans] shdwe found doubting whether the
country the American has left is as agreeable, asfortable as civilized, as
desirable a one as [their] own [...] the fact remsithat in pursuit of some
agreement or other he has forsaken his native latid...

It also explains why, on the other hand, the Acaer fails to make himself and his
country understood by Europeans. In spite of thengit, however, it is easy to see where
James's sympathies lie: he cannot help but regagéthis compatriots do not make a better
showing abroad. He calls attention to the two $asttences from the excerpt below, for “The
essence of those last two sentences is, in oneowanother, at the heart of all of James’s

stories on the international thenté”.

The great innocence of the usual American tousstpérhaps his most
general quality. He takes all sorts of forms, sah¢hem agreeable and some the
reverse, and it is probably not unfair to say thgt sophisticated Europeans it is
harshly interpreted. . . . they set it down oncedib as vulgar. . . . Their merits,
whatever they are, are not of a sort that strike éye-still less the ear. They are ill-
made, ill-mannered, ill-dressef.

In 1877, James publisheBfour Meetings in which he again deals with the
“international theme”. Caroline Spencer is a pathittle schoolmistress who is cheated in
Europe by the trickery of her Europeanized Amerigasty art-student cousin. It is important
to notice that James has shifted the role of willaiobm a European (as it was ifhe

Americar) to an American character.

After having publishedDaisy Miller in 1878, James publishethe Europeansin
which he examined the question of what mannersf@areThe international situation is

somewhat reversed in this story, for here the Eemop visit America. Another balanced

*JAMES, Henry, op. cit. InThe Nation XXVII, October, 1878, p. 208-209.
>” POWERS, op. cit., p. 50.
%8 |bid., p. 50.
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treatment of the “international theme” A International Episod€1878-1879). It offers a
direct, bipartisan confrontation of Americans anddpeans, both in America and in Europe.
It has all the appearance of a comedy of mannerstramatic ado derives from the clash of

European manners and conventions with Americanvieha

In 1880, James publish@the Portrait of a Ladyconsidered by many his best novel.
Isabel Archer has become the embodiment of the m@rernnocent girl introduced to the
long traditions and established conventions of @& World. As well as Daisy Miller, she
believes she is independent and earnestly wishesmain so — to be free to see life. On the
other hand, Isabel Archer is aware of her own ieegmce and ignorance and wishes to

repair that flaw in her life that would leave hariacomplete woman.

During the two next decades the “internationahtib&is absent from James’s major
fiction, but it does appear in several short stodéthat period, such dhe Pupil(1891) and

Europe(1899).

In the opening years of the twentieth-century, Jameblished, in regular annual
succession, three substantial and important narelbe “international themeThe Wings of
the Dove(1902), The Ambassadord903), andThe Golden Bow(1904). These are the tree
great novels of what has come to be called his majase; they resume the theme that had
been absent from his novels for over twenty years], in doing so, demonstrate a

considerable technical advance and a notable magtofiattitude.

As mentioned before, James’s stories, devoted ¢o“ititernational theme”, are a

constant in his career. The metaphoric depth detstories tells us the truth about life as it
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has always been and must be — the truth as Jamesivesl it. The surface lets us know
certain facts of life as it was in the late ninetéeand early twentieth-century. His innocent
American characters, such as Christopher NewmanDeaisly Miller, with their interesting

realistic surfaces, are ultimately metaphoric peifszations in which James uses the

characterization of both American and European lgeop



2 SOME THEORETICAL ISSUES

2.1 Intertextuality

Roland Barthes ir8/z°° (1971) refers to an essential notion to literanynparatism
and to the theoretical consideration on literatthie:idea of textual community. Tania Franco
Carvalhal® clarifies Barthes’ comments by explaining thatiierary texts there are common
elements that identify their nature, without umiyithem. It is the support not only to the
literary theory but also to the comparative litarat when both seek the abstraction of
concepts based on the textual analysis, directsdpgm-individual aspects of the works. They
assume, as the main goal, the global literatureoagp which has to deal with the complexity

of interliterary relations and the way, by thesescpsses, the tradition is established.

Tania Franco Carvalhal also traces the migratiotih@® concept of intertextuality, by

rescuing the notion oiVeltliteratu®, not considering the cosmopolitan vision of thelyea

* BARTHES, RolandS/Z Rio de Janeiro: Nova Fronteira, 1992.

% CARVALHAL, Tania. O préprio e o alheio: Ensaios de literatura comada S&o Leopoldo: UNISINOS,
2003.

®® Weltliteratur : German word meaning world literatyreas long defined in the United States as an esteili
canon of European masterpieces, but an emergirgplgf@erspective has challenged both this Europeeansf
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nineteenth-century, or Goeth&sutopian vision, when he diffused this term in 19The
conception of literature as a dynamic interactiveole@ness grazes the work of many modern
writers, such as Jorge Luis Borges. In his worg,ittea of “world literature” takes the shape
of an “endless library” that, when covered by agrmdl traveler in any direction, will prove,

at the end of time, that the same volumes will a¢jre equal disorder.

Intertextuality has been a much used term sirscérdt introduction by Julia Kristeva
in her works of the late 1960s, notable her es$&p69, “Word, Dialogue and Novéf, on
Bakhtin’s Rabelais and his World1984), his theory of carnival and other aspectief

dialogue account of literature and language.

The fundamental concept of intertextuality is thattext, much as it like to appear so,
is original and unique-in-itself; rather, it isiasue of inevitable, and to an extent of unwitting
references to and quotations from other texts.t&vresreferred to texts in terms of two axes: a
horizontal axisconnecting the author and reader of a text, anertical axis which connects
the text to another text. Uniting these two axessivared codes: every text and every reading
depends on prior codes. She declared that “evatysdrom the outset under the jurisdiction

of other discourses which impose a universe off'it.

Tania Franco Carvalhal, when discussing interdkiy explains that the writing

process is also seen as a result of the readirnggs®f one previous literacgrpus The text

and the very category of "the masterpiece", thotaglay the term world literature is still used tondte the
supposedly very best in literature, the so-callezki&rn canon.

62 Johann Wolfgang von Goethe introduced the conoépiVeltliteratur, in 1827, to describe the growing
availability of texts from other nations. It prepsged the existence of nations with their own iidgratnd with
comunication in the literary level.

%3 Kristeva, Julia. “Word, Dialogue and Novel”. In:M, Toril (ed.).The Kristeva ReaderOxford: Basil
Blackwell, 1984.

%4 KRISTEVA apud CULLER, JonathaBaussureLondon: Fontana, 1985, p. 105.
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leads to the analysis of the procedures that ctearaes the analogies between them. The
comparatist absorbs this textual critic, movingnirthe bare identification of the relation
between the texts, to a profound analysis of theaes that generate this relation. The text is:
“o dialogo de vaérias escrituras, e o que era ast@endido numa relacdo individual
(intersubjetiva) passa a ser coletivizado, ou ssjaelacdes sdo estabelecidas no conjunto dos
textos”?® Intertextuality has become an essential procetiuthe investigation of the bonds
between different texts. It has also guided therpretation of the interdependence that one
text keeps with a pre-existent textwakpus As a result, we have the concept of “intertext”,

that is, the interlace of significations.

Nowadays, the notion of intertextuality is onetlué pillars of the textual theory and it
is essential in comparative studies. “Tomada numtice largo, a intertextualidade nos
permite entender que ler um texto é lanca-lo nyrag@sinterdiscursivo e na relacao de varios

codigos, que sdo constituidos pelo didlogo enktesee leitura’®

In doing a comparative study under the light oértextuality, the comparatist should
not look for which part of the prior text the auttappropriates, but should examine in which
way the author does it, characterizing the donegqmores. The comparatist should go further
and ask the reason why one text (or several) asctied”, in a determined moment, for

another work. Tania Carvalhal puts a question: ‘iQaa razdes que levaram o autor do texto

5 CARVALHAL, op. cit., 2003, p. 73.

Translation: “The dialogue of several writings, amthat was understood before in an individual refati
(intersubjective) starts becoming socialized, thathe relations are established on the set @§.tef ranslation
mine)

®® Ipid.

Translation: “Taken in a large sense, intertextyalllows us to understand that reading a texb isaist it in an
interdiscoursive space and in the several codesior| that are constituted by the dialogue betweats and
reading.” (Translation mine)
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mais recente a reler textos anteriores? Se o aetcidiu reescrevé-los, copia-los, enfim,

relanca-los no seu tempo, que novo sentido Ih#miatom este deslocamentd’?”.

Laurent Jennyy observed that intertextuality denotes not only anfesed and
mysterious amount of influences, but also the tesfuthe transformation and assimilation of
several other texts, produced by a central textlwklietains the command of the sense. The
previously notion that intertextuality is a relatiof dependence, the debt that one text
acquired with its antecessor, becomes to be ummbetsts a natural and constant procedure of
rewriting texts. This perspective leads to thelysis of the procedures that characterize the

relation between texts.

Three essential matters are pointed by SandranNiteferring to Laurent Jenny’s

concept of intertextuality:

e O reconhecimento da presenca de outros textos cgta & qualquer obra

literéria.

e O trabalho de modificacdo que os textos estrardofiem ao serem assimilados.
e O sentido unificador que deve ter o intertextdeadido como “texto absorvendo

uma multiplicidade de textos, mas ficando unificadoum sentido™®®

In the texts analyzed in this thesis, the unifygamse in the intertext is the issue of

American innocence, which links both works andhes base to this study.

6" |dem, op. cit., 2004, p. 52.
Translation: “What are the reasons that have lbadmost recent text writer rereading the prior g@xf the
author has decided to rewrite them, copy them, ihakelaunch them, what new sense has assigned tlih
this dislocation?”. (Translation mine)
% |dem. “A Estratégia da Forma”. ImtertextualidadesCoimbra: Almedina, 1979.
% NITRINI, SandralLiteratura Comparada: histéria teoria e critic®40 Paulo: Editora da Universidade de S&o
Paulo, 1997, p. 163-164.
Translation:-The recognition of the presence dfeotexts in each and every literary work.
-The alteration work the different texts suffer whassimilated.
- The unifying sense the intertext must have, ustded as ‘text absorbing a multiplicity of texts,
but remaining unified by a sense’. (Translationehin
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In 1968, Roland Barthes announced “the death ofatiteor” and “the birth of the

reader”, declaring that “a text's unity lies notiia origin but in its destination™® By giving

the reader a greater role in the creation of meganBarthes saw works of literature as
analogous as works of music - structures to betetle@nd played as they were interpreted. In
his essay “From Work to TexXf Barthes takes this idea further, arguing thatlevaiwork
(such as a book or a film) contains meanings tlrauaproblematically traceable back to the
author (and therefore closed), a text (the samek lmyofilm) is actually something that
remains open. The resulting concept of intertexiuainplies that meaning is brought to a

cultural object by its audience and does not istcally reside in the object.

Intertextuality is, in a sense, at this stage dtdry, impossibly freighted with
meanings and uses; the intertextual networks amihshof significance set going by the
concept of intertextuality are now almost impossitd contain, cover and summarize. Leon

Roudiez commented, in 1984, the range of the tataertextuality:

... the concept [...] has been generally misundedstdbhas nothing to do with
matters of influence by one writer upon anotherwith the sources of a literary
work ... It is defined in Kristeva's La Révolutidn langage poétiqu€l974), as the
transposition of one or more systems of signs atother ... ‘Any signifying
practice is a field (in the sense of space travdrby lines of force) in which
various signifying systems undergo such a transiposi 2

Fredric Jamesdh also discusses intertextuality, arguing that werapend the texts
through the sedimented reading habits and categodieveloped by those inherited

interpretive traditions. Considering that each ezacewrites the text with his particular

" BARTHES, Rolandimage-Music-Text_ondon: Fontana, 1977.

™ bid., p. 155.

2 ROUDIEZ, Léon S., “Introduction”. In: KRISTEVA, lia. Desire in Language: A Semiotic Approach to
Literature and Art Oxford: Basil Blackwell, 1984, p. 15.

3 JAMESON, FredricThe Prison-House of Languagderinceton, NJ: Princeton University, 1975.
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interpretation, the possible intertexts will beidefl by the reader’s interpretation. Texts are
framed by other texts in several ways. The Americerocence issue frame was chosen by
me as a result of the reading | have proposed often Americarand Daisy Miller, using,

unconsciously or not, the background | have beenigng during my literary studies.

In this thesis, | am dealing with two texts by g@ne author. My aim is not to do a
comparative study searching for their intertextghtion with other texts, but to search for
the thematic relation between them, and the wayattibor develops the theme of American

innocence.

It is relevant to discuss what makes a comparigossible. If the concept of
intertextuality leads us to the conclusion that oee is the absorption or replica to other
texts, is it possible to compare two texts basedrspecifical topic? Jonathan CuBtates

that

If we are reflecting theoretically on the naturecoimparative literature, then
we need to attempt to work out the basis of corspariin literary studies, the
nature of comparability itself. Although the questis not often explicitly debated,
it underlies important shifts in the discipline. éfyone interested in the field is
likely to know one story of comparative literatumnce upon a time, comparative
literature focused on sources and influence, briggiogether works where there
seemed a direct link of transmission which subtdnded served to justify
comparison. But then comparative literature libe@titself from the study of
sources and influence and acceded to a broademregdf intertextual studies--
broader but less well defined--where in principleything could be compared with
anything else. At this point we began to hear taflka "crisis of comparative
literature,” no doubt because of the difficultyexfplaining the nature of the new
comparability that served to structure and, in miple, to justify comparative
literature as a discipliné?

" CULLER, Jonathan. “Comparability”. ItWorld Literature Todayv. 69, 1995.
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Tania Franco Carvalh3lcalls attention to the fact that, if the notionimtertextuality
has brought revitalization to the field of CompamtLiterature, at the same time, it has
provoked a great challenge: its redefinition asrdeling exercise that refers to other texts,

previous or simultaneous, that appears in the anbave under our eyes.

2.2 Interdisciplinarity

According to Henry H.H. Rema% we can define Comparative Literature as the study
of literature that goes beyond the borders of adividual country and the study of
relationships between literature and other aredsoiledge and consciousness, such as art
(e.g. painting, sculpture, architecture, music)igsophy, history and social sciences (e.g.
political science, economy, sociology), scienceraligion. In short, it is the comparison
between one literature with other or others, amdlitlerature comparison with other spheres
of human expression. Tania Franco Carvalhakplains that, if we consider Comparative
Literature under the light of Remak’s definitiom,is a specific way of questioning literary
texts in its interaction with other texts, literawy not, and other ways of cultural and artistic
expression. The tendency of trespassing frontiatsta explore the relationships between
literature with other forms of artistic or intelteal expression and other areas of knowledge,

have created the interdisciplinary field.

S CARVALHAL, op. cit., 2003, p. 87.

" REMAK, Henry H. H.”"Comparative Literature — Itsfiftion and function”. In: STALLKNECHT, N.P.;
FRENZ, H.Comparative literature: Method and PerspectiRevised edition. lllinois University Press, 1971.
""CARVALHAL, op. cit. 2004, p. 74
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The frontier trespassed in this dissertation isvben the field of literature and films.
As interdisciplinary studies allow us to comparesth two different forms of art, | will also be
dealing with an interdisciplinary study between $yaMliller, the tale andDaisy Miller, the

movie.

Nowadays, comparative studies are not restricietthe literary field. The possibility
of moving through different areas has allowed tlenpgaratist to appropriate of several
methods, demanded by the analyzed object. Dubedsetfacts, the main characteristic of
interdisciplinary studies has become its mediat@iure, situated in-between two or more

elements, exploring their relations and accentgatsinterdisciplinary character.

In 1931, Paul Van Tieghefhdrew the future of the comparative studies byirsgathat
literary studies can deal with different subjedisery literary study has the purpose of
describing a passage, the fact that somethingatitecross over a linguistic frontier. The
linguistic diversity is no longer the only basis domparative studies, but the diversity of
languages. According to Etienne Souffaulespite the similarities we can find in distinct
languages, we must remember that the work of aawmunsor a painter is done with specific
experience in a specific field (e.g., music, paigti Therefore, we have to consider its

particularities when doing an interdisciplinarycu

Despite of all the changes in the field of compaeastudies, there is one basic
premise that has not changed: one of the artigpoessions must be a literary work; but, little
by little, this is giving away the predominance otlee other forms of artistic expression and

establishing a balance.

8 TIEGHEM, Paul. VanLa Littérature Comparéet ed. Paris: A. Colin, 1951.
" SOURIAU, Etienne.A correspondéncia das artes: elementos de estétingparada S&o Paulo: Cultrix,
1983.
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Tania Franco Carvalhal observes that “essa andigiale campos no dominio da
investigacdo comparatista pressupde igualmente duplicacdo de competéncid®”. The
comparatist needs to move, with the same efficioy) one area to another. “Nesse sentido,
a literatura comparada torna-se duplamente comparattuando simultaneamente em mais
de uma area® The interdisciplinary field seems to indicate ithigh way comparative

literature may characterize itself as a generalieéidction on the literary phenomena.

2.3 Alterity

The attempt to understand alterity or the relatath “others” is a topic of great
urgency on the contemporary international scenas attempt started with the failure to
recognize “others” as full human beings with thensarights as we have. The boundaries
between “we” and the “others” are framed by différaspects. On the contemporary scene,
the most discussed aspects are racism, ethnic segeggation and discrimination based on

race, ethnicity, gender, age and social class.

In the nineteenth-century, the concern with thendawies between the “self” and the
“other” was restricted to the gap between sociabs#s. Alterity has acquired ontological
relevance in modern philosophy and especially exrtftodern post-structuralism. Before all

these, the concept of the “other” was used by teer@n philosopher Hegel who said: “Each

8 CARVALHAL, op. cit., 2003, p. 46.

Translation: “this amplification of fields in thepthinium of comparatist investigation presuppospsally a
duplication of competences”. (Translation mine)

8 |bid., p. 74.

Translation: “In this sense, comparative literatieeomes doubly comparative, acting simultaneoastyore
than one area”. (Translation mine).
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consciousness pursues the death of the dtheneaning that in seeing separateness between

you and another, a feeling of alienation is createtch you try to resolve by synthe&fs.

The Bulgarian writer and critic Tzevan Todorovhis The Conquest of America: The
Discovery of the Othef1984), tries to answer the question: “how to behiavrelation to the
other?” As he explains, the only way he found wasetling the history of the discovery and
conquest of America. To deal with such a relevasué is a hard task, if we consider the

hindrance in human condition with dealing with otiess.

Todorov starts his discussion by arguing that:

My subject — the discovery the self makes of therct is so enormous that
any general formulation soon ramifies into courdleategories and directions. We
can discover the other in ourselves, realize we rawea homogenous substance,
radically alien to whatever is not us, as RimbaadisJe est un autre. But others
are also “I"s: subjects just as | am, whom only pgint of view — according to
which only all of them are out there and | alon® in here — separates and
distinguishes from myself. | can conceive of trekers as an abstraction, as an
instance of any individual's psychic configuratiaga the Other — other in relation
to myself, to me; or as a specific social groupmoich we do not belong. This
group in turn can be interior to society [...]; or @an be exterior to society. i.e.
another society which will be near or far away, deging on the case [..%.

When defining the typology of the relationship wikie “other”, Todorov explains that
this relationship happens in more than one dimendio understand the differences that exist
in the real dimension is necessary to distinguistwben three axes, in which the alterity
problematic can be situated. The first one is aaghdgment (axiological plan): the other is
bad or good; | like or | do not like him or he rdarior to me (because, evidently, most of the

time | am good and | have self-esteem). Thermisecond place, the action of getting closer

8 Other. Available at <http://en.wikipedia.org/wiki/OtherAccessed on February 20, 2006.
8 In philosophy, Synthesisis commonly understood to be an integration of twenore pre-existing elements
which results in a new creation. (AUDI, op. cit.)

8 TODOROV, TzvetanThe Discovery of America: The Conquest of the Otew York: Harper & Row,
1984, p. 3.
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or being far away from the other (the praxiologip#n): | embrace the other’s values; |
identify myself with him or | assimilate the othgy imposing him my own image. In the third
place, | know or | ignore the other’s identity (&eimological plan). There are, of course,
relations and affinities among these three plans, Mo inflexible implication; we cannot

reduce one to another or predict one from the other

According toThe Routledge Critical Dictionary of Postmodern Tigbt alterity is the
philosophical term used for "other". "The “othermi the work of Michel Foucault, for
instance, consists of those who are excluded frositipns of power, and are often victimized

within a predominantly liberal humanist view of thgbject”®

Whereas the debate on alterity is a recent onesdbi@logical concept of identity has
its origins in the American Pragmati&hof the eighteen-nineties. It was in the ninetdéies
that it enjoyed its first efflorescence. In posopugestions about the survival of the individual
in mass society, which bulked large on the ageridatellectuals at that time, the quest for
identity became popular. Since the nineteen-sixtaEntity has become practically relevant
in those social groups that have sought recoursaddional identity-securing concepts, such
as those of race and ethnicity, gender or evelomality. And it is exactly at this point, in the

realm of theory, that the concept of the “otheradierity has its point of application.

8 SIM, Stuart (ed.)The Routledge Critical Dictionary of Postmodern Wigbt New York: Routledge, 2001, p.
181.

8 pragmatismis a philosophical movement, developed in the éthitates, which holds that both the meaning
and the truth of any idea is a function of its pid outcome. Fundamental to pragmatism is a gtremti-
absolutism: the conviction that all principles a@ be regarded as working hypotheses rather than as
metaphysically binding axioms. A modern expressidnempiricism, pragmatism was highly influential in
America in the first quarter of the 20th centuryadinatism has tended to criticize traditional piulohical
outlooks in the light of scientific and social demments. William James gave a further direction to
pragmatism, developing it as a theory of truth.eTideas, according to James, are useful "leadirnigsy; lead
through experience in ways that provide consistermrgerliness, and predictability. (AUDI, Robefthe
Cambridge Dictionary of Philosophilew York: Cambridge University Press, 2000, R.77
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The “other” is a key concept in psychology andlggophy where it is often
considered to be what defines or even constititeself and other phenomena and cultural

units:

What appear to be cultural units — human beingstdalomeanings, ideas,
philosophical systems, social organizations — ar@ntained in their apparent
unity only through an active process of exclusimpposition, and hierarchization.
Other phenomena or units must be represented asgforor 'other' through
representing a hierarchical dualism in which thetus 'privileged' or favored, and
the other is devalued in some wWay.

2.4 Influence

According to Lyall H. PowersThe Americargives strong evidence of the influence of
Hawthornesque romance. In 1879, the same Raay Miller was published in book form,
James published his first critical biograpiawthorne The volume permitted James "to
examine the problem posed for the American artysthie cultural poverty of the American

scene and to suggest expatriation to Europe agfecpie viable solution’®®

Besides Hawthorne, another writers’ influence cartraced in James’s work. Most critics
agree that lvan Turgenev and George Eliot had aiderable impact on James’s novels and
tales. In his articlénfluéncia(1992) Arthur Nestrovski analyses George Eliot’s influerce
James's works. He quotes James’'s comment on hasdfrEdith Wharton's literary

production:

8 CAHOONE, LawrenceFrom Modernism to Post-modernism: An Anthologgmbridge, Mass.: Blackwell,
1996.

8 POWERS, Lyall HHenry James: An Introduction and Interpretatidfew York: Holt, Rinehart and
Winston, 1970, p. 16.
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Antigamente, percebia-se em vocé, aqui e ali, mftginuances que eram
como refinadas e benevolentes marcas da boa Gdsige- ecos de suas leituras
extensas daquela excelente senhora... Mas agooa&que € como um "mestre do
passado” (de preferéncia grego), um mestre qu@alace ter lido e de quem so se
observa, nas texturas dela, uma reflexéo enfraqiaéti

According to Nestrovski, James’s comment is ambnaand ironic and might refer to
himself better than to his friend Wharton. James ba traced in every Wharton’s work
(including The Regfand “serve para alterar obliguamente os raios miaetos da influéncia

de Eliot, que recaem sobre Jam®s”.

Lyall H. Powers observes that Hawthorne’s influeiscenmediately replaced after the
publication of the biography, but it will never erty disappear. From that year on, 1879,

James would be more influenced by George Eliotlaad Turgenev.

In fact, the concept of influence would become oh¢he central themes in literary
criticism and theory in contemporary times, mainlyvorks of poets and critics such as T.S.

Eliot, Jorge Luis Borges and, more recently, HaRilwbm.

It is a common sense that every writer is influehbg others, mainly the ones he
appreciates the most or the ones he admires; isadhe way us, readers, are influenced by

our favorite writer's ideas and concepts.

8 NESTROVSKI, Arthur. Influéncia. In: JOBIM, JoséikuPalavras da Critica: tendéncias e conceitos no
mundo da literatura.Rio de Janeiro, 1992, p. 213.

Translation: “In former days, we could sense ineere and there, some nuances that were likgotbe
George Eliot’s refined and benevolent marks — esludeyour extensive readings of that excellenylad But
now you are like ‘a master of the past’ (preferaBhgek), a master she seems to have read and ofl wieconly
observe, in her textures, a feeble reflection”afB&lation mine)

“lbid., p. 213.

Translation: “helps to obliquely alter the mostedirrays of Eliot’s influence that shine over James
(Translation mine).
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The American critic Harold Bloom wrote one of theshinstigating contemporary
works dealing with the influence issuhe Anxiety of Influencd973). He states that every
text is a reading of another text, as Bahktin andt&va had stated before, but this reading is
always defensive, because it occurs in the intéiggdedominium; the reading, when it

happens, is always against the influence.

The main idea ifThe Anxiety of Influendkis that literature is influence, therefore, it
is intertextual, and every intertextual relatiopshiust lead us to a moment of interpretation.
This moment is the reading itself, or the so-calleusreading”, term chosen by Bloom to
explain the act of interpreting a literary work. Bigggests misreading categories, which can
exist not only among authors, but also among oti@oas works or inside a text, its chapters,
its paragraphs, etc. Bloom attempted to trace $lyehmlogical process by which a poet broke
free from his precursors to achieve his own pogsion. He drew a sharp distinction between
"strong poets” who perform "strong misreadings'thadir precursors, and "weak poets" who
simply repeat the ideas of their precursors as ghothey were a kind of doctrine. He
described this process in terms of a sequenceewisionary ratios"”, through which each
strong poet passes in the course of his careernyHEmMes is, in my opinion, one of the
“strong poets” who were able to break free from prscursors and achieved his own poetic

vision.

1 BLOOM, Harold.The Anxiety of Influencé&lew York: Oxford University Press, 1970.



3. THE AMERICAN

3.1 The relevance ofhe American in Henry James’s career

The Americanone of James's earliest important works, firgteaped as a serial novel
in the Atlantic Monthly running in twelve installments from June 1876 tayML.877. It was

James's third serialized novel, followingyatch and Ward(1870) andRoderick Hudson
(1875), and his second novel in book form. THUs Americans a curious mixture of early
and late James which, if not as consistently figéhia later works, clearly reflects his rare

mastery of grace, gesture and form.

James started writinfhe Americarin the winter of 1875-76, when he was living in
Paris. In 1875 he settled in Paris, partly becéusas the best of meeting-places in which to
view his countrymen abroad. For a year, James livéthris, in constant association with the
novelists he had studied with rapture at home. Wrés on discussion, the interchange of
views, the comparison of standpoints; and Flaudentgenev and Zola, among others, gave

him a place in their circle.
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Leon Edel® explained the relevance of the novel to the Ewtanmnd to the American.

To the early, it suggested a distant, unknown mam the New World, a “natural” man who
was fighting the Indians and conquering wild frentiand. To the latter, it spoke for his own
identity, of which he did not have a clear imageaiperiod of flux expansion. Christopher
Newman was a man from a land where everything weasgmade over and made new. Old
standards had been cast aside and the ingrainetysviad centuries were being set to right.
To the European, an American was, in a sense, hical/figure, a traveler from an unknown
land, as in the books of imaginary voyages. Eddbstthat the suggestive title had particular
meaning for the late-nineteenth-century readersalme, for instance, there never had been a

novel called “The Englishman” or “The Frenchmanfdre.

James's writing in general, alitle Americarn particular, is notable for its high and
eloquent style, gorgeous prose, carefully craftedative, and substantial attention to detalil.
Though written serially,The Americanis nonetheless full of the parallelism, prophesy,
foreshadowing and structural symmetry one mighteekfrom a traditionally written novel.
Then, as now, the book's great triumph remaingsrsympathetic and intricate character
study against the clear backdrop of tragedy. Theeihgives voice not only to James's
analysis of his characters, but to their feelimgsjse, encouragement and condemnation of
one another. Ultimately, having fostered dependetie novel considers its characters in
their fellows' absence. Broad themes of cross-ralltencounter, of love and marriage, of
betrayal and friendship are negotiated on the daiiffiand particular level of individual
characters. The characters at once transcend tsfeeeembody it, and give it life. The novel,
like the Louvre in its opening scene, is not toheried through for fear of an aesthetic

headache, as we can learn from the excerpt bellow:

2EDEL, Leon (ed.)'he Complete Plays of Henry Jamiiew York: Oxford University Press, 1990. Availabl
at <http://www.pbs.org/wgbh/masterpiece/americdectibn/american/ei_novel.html>. Accessed on J&n. 2
2006.



57

On a brilliant day in May, in the year 1868, a dentan was reclining at his
ease on the great circular divan which at that pdrioccupied the centre of the
Salon Carré, in the Museum of the Louvre. This codious ottoman has since
been removed, to the extreme regret of all weakémexts of the fine arts; but the
gentleman in question had taken serene possessbitgsmftest spot, and, with his
head thrown back and his legs outstretched, wasnstaat Murillo’s beautiful
moon-borne?

Much of its rarity and beauty are hidden in turrfspbrase and subtle wit, in
characters' dreams against evidence of desolatiothe odd unconscious smile and the

lingering glance.

Lyall H. Powers observes that James drew upofamdiarity with romance literature
to add emphasis and gave shap&he Americanin his opinion, it is obvious that this novel
derives from “Hawthornesque” romari¢eand, beyond that, from European (especially
English) romance fiction — including the Gothic.eltiock-and-dagger atmosphere, thickened
by the dark family secret and its awful revelatmnthe old family retainer, Mrs. Bread, puts

this early novel of James directly in the novetlitian.

Leon Edel calls attention to the fact that if Hedgmes was unaware that he was

writing romance under the guise of “realism”, hemaders did not make this mistake. They

% JAMES, HenryThe AmericanLondon: Penguin, 1995, p. 5.

9 Some readers that are not familiar with literarymte, may confuse the terms “novel” and “romance”,
particularly Brazilian readers, due to the conriotabf the word “romance” in Portuguese. “The temovel is
now applied to a great variety of writings that @am common only the attribute of being extendedksaf
fiction written in prose. As an extended narrative, theehdw distinguished from thehort storyand from the
work of middle length called theovelette [...]. The term for the novel in most European laages igoman,
which is derived from the medieval term, tteemance The English name for the form, on the other hasd,
derived from the Italian novella (literally, ‘atlé new thing’), which was a short tale in prose.][Novel may
have any kind of plot form — traigc, comic, satiric romantic. A common distinction — which was éoyed by
Hawthorne, in his Preface fithe House of the Seven Gabl€s351) and elsewhere, and has been adopted and
expanded by a number of recent critics — is thasvéen two basic types of prose fiction: the rewlisiovel
(which is the novel proper) and ‘romance’. [...] Exales of romance novels are Walter Scditsh Roy(1871),
Alexandre Duma’sThe Three Musketeerél844-45), Emily Bronté’sWuthering Heights(1847), and an
important mode of American fiction which extendsrir Edgar Allan Poe, James Fenimore Cooper, Nathaniel
Hawthorne ...”. (ABRAMS, M.HA Glossary of Literary Term$. ed. New York: Harcourt Brace Jovanovich
College Publishers, 1985, p. 130-132.)
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knew they were reading an old-fashioned love stoimgd this same feeling by the time | read

The AmericanJames gives great pleasure to its readers, whecea happy ending, and then

sharply veered the novel into pathos and disaSiw marriage, no happy ending — the
H5

romance turns to dust arsghes®® “They would have been an impossible coupfledames

wrote to Howells, explaining his decision of notigg a happy ending to the novel.

The Americarwas and remains a favorite with its readers, tomyths are true, and
the storytelling is fresh and has great charm. “Baches willing to give the novel the happy
ending he finally gave to the play version, he wlobhve achieved a commercial ‘best-
seller”.®” Unlike his late novels, such dhe Ambassador€l903) andThe Golden Bowl
(1904), in which he uses long sentences and notbé®yms to be happening besides the
character’s thoughtsfhe Americans full of energy and the plot develops quicklyhieh

catches the reader’s attention.

In 1891, disappointed with fiction sales, Jamesaduattention to dramatic production
and rewritesThe Americaras a play with a happy endinthhe American: A Comedy in Four
Acts opens to critical and popular success in the BEhghrovinces, Scotland and Ireland. In
London, however, the play did not assure success.cfitics were not favorably impressed

with James'’s first dramatic offering.

William T. Stafford, editor of the three volume &ain of Henry James: Novels 1871-

1880, Henry James: Novels 1880-1886dHenry James: Novels 1886-188Mbserves, in

% EDEL, op. cit., 1990.

% |pid.

7 Ibid.

% STAFFORD, William T (ed.)Henry James: Novels 1871-183%vailable at

9<8http://WWW.Ioa.org/volume.jsp?RequestID:56&secﬁuotes> Accessed o n Jan. 26, 2006.
Ibid.
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the first volume, thafThe Americanwas completely revised for the New York Edition,
published by Scribner's & Sons in 1907. Henry Janhidsnot read proofs for the serial
version since there was not enough time to sench th@ck and forth across the ocean. In
December 1876, in a letter to his mother, Jamedewtd@he story, as it stands, is full of
things | should have altered; but | think none leénh are so inalterable but that | shall be
easily able in preparing the volume, to removeatifally, by a few verbal corrections, that

Newmanesque taint on which William dwelf§".

It is impossible to know what alterations were madthe serial version of the novel,
since no manuscript or printer's copy exists, bobleation of the serial version with the first
book edition reveals that James was able to maksioas in the text published by Osgood.
Hundreds of verbal changes occur throughout the sexne of them perhaps influenced by
his brother William's objection. When the Americand English editions are compared,
however, the case is very different. Few verbalngea occur, and the differences in
punctuation seem to be more a matter of houseagtyian authorial revision. In fact, except
for the few changes mentioned above, James doeseaont to have done much to the English
edition. Therefore, | decided to work with the 18Xierican first book edition because it

seems most clearly representative of Henry Jamibe aime of its composition.

% Ibid.
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3.2 The American Innocence Issue ilfthe American

While in Paris, James observed the wanderingbefAimericans in Europe. Most of
them were product of the post-war years, who hadenfartunes, but having no leisure in
their world, they were drawn to Europe, where l@swas an art. Christopher Newman is a

specimen of this new social class with a lot of eyand a lack of culture.

The migrant American in James’s novels drifted akiauisolated groups, satisfied
merely to bask in the sunlight of Europe. They tidolon the edges and surfaces of things.
They were charmed and then they were beguiledthiey were usually innocent, virginal,
upright, and open-hearted creatures, and in alexasty case they came to grief. Christopher
Newman was beguiled; Daisy Miller was misprized aietl — for innocence wronged was
the theme of James’s work. And this innocence \lmasybung American innocence at the
mercy of the dark Old World that so charmed it,edeed it, destroyed it, and, finally, cast it

away.

Lyall H. Powers points out thd@the Americans a popular novel, probably because, in
a manner, it solves its problem and clearly enopgints it's moral. “It is, nevertheless, an
instructive novel for the student of James. The wiiaywhich he has developed the
international material and apportioned his valustay here sets up a pattern to which his

subsequent fiction remains strikingly constaii”.

10 POWERS, op. cit., p. 47.
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According to Powers, irRoderick Hudson(1876), published a year beforhe
American at the outset of the story, the narrator make®laservation that lends brilliant

illumination not only to this short story but td af James’s international fiction:

The latent preparedness of the American mind fa&methe most delectable
features of English life is a fact which | neverrlfaprobed to its depths. The roots of
it are so deeply buried in the virgin soil of ourirpary culture, that without some
great upheaval of experience, it would be hardag exactly wherandwhere and
how it begins. It makes an American’s enjoymeriErafland an emotion more fatal
and sacred than his enjoyment, say, of Italy oriSfa

The “fact” which this fictional narrator refers i® one that James observed in his own
life in both sides of the Atlantic. It appears agai The Americana story of the triumph of
American good-heartedness over European corrupyieinbefore Christopher Newman has
been allowed his moral triumph, he has been exptsean great deal of sharply satirical

treatment.

Christopher Newman is a self-made American millimman his first trip to Europe.
According to Eloina Prati dos Santos, Christoph@wian emerges as the archetypal
American; he is named after Christopher Columbhes discoverer; he is a new breed of man

who comes to rediscover Europe in an ironic revershistory.

When analyzing Christopher Newman, Carl Van Doreatgs James’s comments on
the character, and affirms that Newman is not esteely convincing: “Before the American
business-man, as | have been prompt to declaraslalbsolutely and irredeemably helpless,
with no fiber of my intelligence responding to higstery”°? In Van Doren’s opinion, these

imperfect elements are tangled in a fine net ofroh&hough the style is sparer, sharper than

LEDEL, Leon (ed.)The Complete Tales of Henry Jam@kiladelphia: J.B. Lippincott, 1962, v. Il, p.22
192\/AN DOREN, op. cit., p. 5.
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James’s style was to become; its texture is heme \frith adroit allusions and observant wit,
while the background of Paris abundantly though bimsively fills the picture.The
Americandoes not have the meticulous style that would ndaikees worldwide known later.
In the excerpts that follow, we can notice not oddynes’s informal style ithe American
but also learn that Newman was not inclined to maprhis mind intellectually: “... it was his
prime conviction that a man’s life should be easy].[ The world, to his sense, was a great

bazaar where one might stroll about and purchaseésume things;.. **

At the outset, on his leaving Paris, his curioditgyd not been intense;
passive entertainment, in the Champs Elysées atfteaheatres, seemed about as
much as he need expect of himself, and althougheasad said to Tristam, he
wanted to see the mysterious, satisfying bestatdenbt the Grand Tour in the least
on his conscience, and was not given to cross-mundsy the amusement of the
hour. He believed that Europe was made for him, miche for Europé™

The story begins at the Louvre; Newman goes thardié wants to learn art and to
buy a few paintings. In the museum, he makes actguce with Mlle. Noémie Nioche, a
mediocre copyist of paintings, who belongs to the tlass and lives with her impoverished
father, M. Nioche. The Nioche family will take adwage of Newman’'s naiveté and

willingness to fit in the Parisian society.

Newmanwants to see the best of what the world has ta.dfer the moment, at least,
he has had enough of making money, and would rieatd see what his money can buy. He
wants to hear the best music; taste the best waethe best art and, most ambitiously, find
the best woman to be his wife. M&ants to marry as well as he can. The “acquisitairthe

perfect wife would be the crowning of his financsalccess.

103 JAMES, op. cit., 1995, p. 58.
1% bid. p. 58, italics mine.
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Shortly after his encounter with Mlle. Nioche a¢ thouvre, Newman recognizes Tom
Tristram, an old friend from the Civil War, wandagiat the gallery. Newman explains him
he has made quite a fortune and now, having rehlike inanity of seeking competitive
revenge on his fellow businessmen, has decidedoterto Europe to enjoy his wealth. Over
dinner, Newman admits to the Tristams he has contutope to find a wife to complete his

fortune.

Unlike other Americans, who were bored and wenEtoope only to meet their
countrymen and move from one country to anothesyviNan had a goal to achieve. In a
conversation around the Tristam’s dinner table, Mew explicitly defines one of the

motivating forces of the story:

Well, | want a great woman. | stick to that. Thats thing | can treat myself
to, and if it's to be had | mean to have it. WHaeéhave | toiled and struggled for
all these years? I've succeeded, and now whattandd with my success? To make
it perfect, as | see it, there must be a lovelynpgierched on the pile like some
shining statue crowning some high monument. Sh¢ bmisas good as she is
beautiful, and as clever as she is good. | can giyewife a good deal, so | am not
afraid to ask a good deal myself. She shall haezything a woman can desire; |
shall not even object to her being too good for sfe may be cleverer and wiser
than | can understand, and | shadl only be bettlraped. | want to posses, in a
word, the best article in the market.

We can assume, from the excerpt above, that Nevwaranbitions were not modest.
He was aware that such a wife would be “too gowdiim” but, at the same time, he believed

that his fortune would be reason enough to mals“itieal woman” consider marrying him.

The Tristams have been living in Paris the lastysiars. Despite their long stay, they

are too innocent of European sophistication, as. wRichard A. Hocks notices that James’s

195 JAMES, op. cit., 1995, p. 35.



64

Europeanized character is a characteristic elemehnit international theme. He affirms that
in Four Meetingg1885) James gives us an early taste of the innocencegerence theme

in the person of Caroline Spencer.

The morally flawed Europeanized American persistdames’s international
theme, and can be seem in such figures as Wintarbaon Daisy Miller. [...] In The
American the ambivalent Mrs. Tristam is the primtifeuropeanized American
character; had she been more representative of sBbpher Newman’s moral
hazards than the Bellegardes, the late James whkidly have thought his early
novel more realistic and less flawed by romari&e.

Eloina Prati dos Santos compares the characteMra&f Tristam and Winterboune
characters affirming that: “This lady has the piaadt function of bringing together the
opposites, but she also represents the hybrida@utddthe Europeanized American similar to

that of Winterbourne in Daisy Miller®’

Newman confides to Mrs. Tristam he wants to mardyranch woman, preferably
beautiful, well educated and belonging to a traddi family. She tells Newman about this
beautiful widow, from a traditional French famil@laire de Cintré. She also warns him of the
extreme pride and aloofness of Claire’s family, Bellegardes. In his naiveté, Newman
assumes that his wealth and dynamism will proveempowerful than European class
conventions. “In considering his marriage into theench aristocracy feasible, Newman
reveals an uninstructed American optimism and gimoiance of the social complexity of

Europe”®®

Mrs. Tristam will promote Newman’s acquaintancetwthie Bellegardes, a traditional

Parisian family, to whom the most important aspsdife is to keep the old values and the

1% HOCKS, op. cit., p. 21.
W7 SANTOS, op. cit., p. 52.
198 |bid. p. 52.
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straights with the small group of families that gmund the Parisian society. Love and
happiness are not important for the Bellegardesriages are arranged by interests not for

mutual affection and personal choices.

When describing her friend Claire to Newman, Mrastam, at the same time, puts
Claire’s qualities in relief and tries to bring &ier two opposite worlds, America and
Europe:“l happen to number among my friends the loveligstnan in the world. Neither
more nor less. | don't say a very charming persoa \eery estimable woman or a very great
beauty; | say simply the loveliest woman in the ltof Mrs. Tristam goes on, explaining

the Bellergardes’ place in French aristocracy

She belongs to the very top of the basket, asdhgyhere. Her family, on
each side, is of fabulous antiquity; her motherthe daughter of an English
Catholic earl. [...] | was not of her monde; | am maiw, either, but we sometimes
meet. They are terrible people — her monde; all med upon stilts a mile high,
and with pedigrees long in proportion. It is thénslof the milk of the old noblesse.
Do you know what a Legitimist is, or an Ultramord@Go into Madame de
Cintre's drawing-room some afternoon, at five ac&loand you will see the best
preserved specimens. | say go, but no one is agittho can't show his fifty

quarterings:'°

A few days later, Newman stops by the Tristramseoonly to find the visiting Claire,
who politely invites him to call on her. Newman protly accepts the invitation. The day he
stops by the Bellegardes, a pleasant young manigesno go get Claire, but is checked by
an imposing older figure who claims she is not@hh (in this episode, Newman confuses
the Marquis Urbain de Bellegarde with a butler,vging his lack of experience in dealing

with traditional families).

199 JAMES, op. cit., 1995, p. 36.
101pid., p. 37.
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Mrs. Tristram encourages Newman to spend the simtraveling, promising that
Claire will wait for his return. Newman spends anderful summer exploring ruins,
monuments, cathedrals and the countryside witlhugusl enthusiasm. On his return to Paris,
in the fall, Newman calls on Claire and finds herhame with her brother Valentin, the
pleasant young man he had met on the first visawian is deeply drawn to Claire's

presence, her peace and her intense yet mild eyes.

As Newman gets to know Claire, he becomes morenaor@ interested in her. He is
impressed by her look and her personality. “In Wwhpole person there was something both
youthful and subdued, slender and yet ample, tidggu shy; a mixture of immaturity and
repose, of innocence and dignity. [...] She was atifesdwoman, and it was very easy to get
on with her”.111 If at the beginning of his courtship, we may seawhan’sattraction to
Claire as a desire for the superlative and unadailarather than for Claire's inimitable

essence, as their acquaintances become frequemntevident that Newman's delight in his

prize fiancée increases each time they meet.

The object of Newman'’s interest, Claire de Bellégamalso the Comtesse de Cintré, is
described as an exquisite and perfect woman: edfuaristocratic, beautiful, and kind. At
twenty-five, she is a widow; her mother having neatrher off at eighteen to the rich but
unsavory Comte de Cintré, primarily out of an eages to refill the dwindling family
coffers. Though Claire is strong and willing torgteagainst her family on moral principles,
she cannot ultimately fight for her owmappiness Newman's courtship gives her a brief
glimpse of the joy others experience. If at theitv@igg of the novel, she was determined

never to marry again, as soon as she realizes Newsna decent man, who would do

11 pid., p. 35.
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everything to make her happy, she changes her rAitel: all, Claire had strong reasons to
not consider being engaged again. Newman had I€dante’s bad experiences from Mrs.
Tristam: “... she has had one husband, and he gaeIbe opinion of the species. |..She
was married at eighteen, by her parents, in thadfréashion, to a disagreeable old m;lri”.

The marriage with Newman would be her way to esctpe Bellegardes’ tyrannical

dominium over her.

Ravished with the possibility of marrying Claifdewman tells Valentin that he is
deeply interested in her and he would like to taith the rest of the family about the possible
marriage. Valentin then arranges an audience \Wghheads of the family — the forbidding
Marquise and Urbain — later that week. On the agpdi evening, after some painful small
talk, Newman horrifies the assembled company wiitng and candid speech about his poor
adolescence and the makings of his fortune. Wherothers have left for a ball, Newman
bluntly tells the Marquise he would like to marrgrhdaughter. After inquiring with equal
frankness about his wealth, the Marquise grudgiagisees to consider his proposal. Several
days later, Newman receives an invitation to diratethe Bellegardes’ house. After dinner,

Urbain confirms the family has decided to accepividan as a candidate for Claire’s hand.

When Newman had started frequenting the Bellegatarsse, he frankly spoke with
Claire about his love, his intention in marrying la@d his assets. Fascinated, but still under
the shadow of her first unhappy marriage, Claiteedshim not to mention the issue for the
next six months; if he agreed to do so, she woalticue to see him. After the expiration of

the six months period of silence about marriageyMan proposes again and Claire accepts.

12 1pid., p. 37.
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Newman and Mrs. Tristam come from a culture wheregap separates appearance
from reality, and they are also totally inefficieatt the reading of symbolic language. They
are unable to see beyond the Bellegardes’ mannmatsgastures and to understand the
complexity of the French aristocracy. When Newmad started frequenting the Bellegardes,
two sets of historical, political, cultural andiggbus values clashed sonorously. No other
description of the scenery could be more accuratep different worlds clashing! The
strongest episode that portrays the juxtapositioinoerican and French morals and manners
is the ball organized by the Bellegardes to intomldlewman to the Parisian society and to
celebrate his engagement to Claire. The untitledriNen is presented to “three dukes, three
counts and a baron”. When Newman, in his inabtlityead the symbolic signs, parades his
prospective mother-in-law in his arms, he has ne that this kind of intimacy is not allowed
in the French society. He is ecstatic for beingepted by Claire’s family and behaves in the
manners he considers are the most appropriatddooccasion. He does not realize that M.

Bellegarde takes the gesture as a great offertbésishown of American vulgarity.

Newman is about to realize that he is thought b&dny the people he sees
as strange. He also suspects he is being shown &sxhibition’ and asks himself:
“Am | behaving like a damned fool? Am | steppinguard like a terrier on his hind
legs?” [...] Newman is rendered incapable of anatgzihe scene critically and
goes home feeling confident and exhilardtéd.

The Bellegardes do not bother in hiding from Newrttagir opinions about him. After
telling Claire he intended to marry her, Newman wasgited to have dinner at the
Bellegardes’ house. As soon as the meal finish&sre® older brother, Marquis Urbain de
Bellegarde proposes Newman they should go intostheking-room. After announcing
Newman he would recommend his sidtemaccept him, he makes his point clear: “I must do

myself the justice, to say that our decision waseasy. Such an arrangement was not what

M35ANTOS, op. cit. p. 53.
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we had expected. The idea that my sister shouldyn@agentleman — ah — in business was
something of a novelty*’* Despite of the Bellergardes’ efforts to give Newmthe
impression the family was trying to make some cesi@® to the novelty, the reality was that

they were feeling humiliated for accepting suchanmage for financial reasons.

After speaking with Urbain, Newman is requestethdawe a few words with Madame
de Bellegarde, who would give the last word on rtieriage issue. She tells Newman they
should not interfere, and she completes by saylngish to add a word that my son probably
did not feel at liberty to say, [...] | must sayarfmy own peace of mind. We are stretching a
point; we are doing you a favdf®. They were clear as water about the way theyirfelt
relation to Newman and about the fact that, evengoeealthy, he was and he would never
be good enough for them. “I may be wrong but | amdld to change. [...] | shall not enjoy
having my daughter marry you, and | shall not prét® enjoy it. If you don’t mind that, so
much the better’®, says Madame de Bellegarde to Newman, trying tkenfém understand
that they would never change their proud way oh¢peind that he should never expect to be

considered as an equal.

Despite of the situation, Newman was feeling happg thrilled waiting the marriage
to come. He did not care about the Bellegardestlamdold distant way they treated him. He
trusted in their given word and he was not waifmiga change of plans. But, one morning, as
he had been doing for months, he went to the Bategs to visit Claire. As soon as he had
arrived, he was surprised by the news: Claire vidagl Paris and the engagement was
cancelled. Claire lets the amazed and bewilderegnNa know she gave him up because her

mother had told her to do so. He was informed, ad&me de Bellegarde, that the marriage

14 JAMES, op. cit., 1995, p. 140.
115 bid., p. 146, italics mine.
1% 1bid., p. 146.
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was improper and she and her eldest son, Marquisitirde Bellegarde, had used their
authority and had commanded that Claire did notrynaim. The Bellegardes decided to
change their decision, even though they had agaeedhad given their word before. They
took their decision despite of Claire’s feelingsey did not care if their decision would make

her unhappy.

Newman could not believe the Bellegardes had éecibt to allow the marriage.
They snubbed him; they snatched Claire from hindl; tueir best explanation was that “it was
improper"*'’ “Have | done anything wrong?’ he demanded. ‘Hawgven you reason to
change your opinion? Have you found out anythirajresj me?"*'® asked Newman, trying to
find a reasonable reason for being deceived anmdyszt. Madame de Bellegarde explained to
Newman they had no ill-will towards him. “It is ngbur disposition that we object to, it is
your antecedents. We really cannot reconcile ouesdaio a commercial person. We fancied in
an evil hour that we could; it was a great misfoef*'® Newman was not good enough for
the ancient French house of the Bellegarde. Theesspn of the Old World and the old

values prevailed.

The American innocence issue Tie Americancan be summed up in one word:
misperception. It is implicit in Newman's ambitioiss misperception that Europe could be
understood simply as an older, richer, and morédistipated version of America. Newman,
and others like him, imagined Europe as the soplade that America would be in perhaps a
hundred years, if it put its mind to painting, $tule and music with the same industry it had
thus far demonstrated in its commerce and industitys good-natured conception —

essentially, that the difference between Americd &urope cannot run too deep — is a

7 bid. p. 146.
18 bid., p. 224.
191bid., p. 224.
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symptom of the stereotypically American ignoranédistory, and, thus, of all the cultural,
social, and political differences that accrue istdry's wake. In short, Americans are
frequently seen as failing to distinguish an alest@dmiration for European culture and
artifacts from a selfish wish to possess them. ifegined similarities between Europe and
America allow American buyers, tourists, and fi¢té acquire their European objects of
desire on American terms. But the consequencesabf sulturally ignorant acquisitions were

often, as James’s novel attests, tragic.

Much of the difficulty the elder Bellegardes hadhaNewman, and that he had with
them, resulted from the expected difference in eslieliefs, habits, occupations and desires.
Newman'’s misperception of the importance of the ahthe French society, here represented
by the Bellegardes, who might be cynically calledducers of culture. Juxtaposed to the
European traditional bonded family, Newman is theekican individual prototype, who is

free to act and make decisions according to his losliefs.

Newman, in his difficulty to understand a worldmaletely different from the one he
was used to, was also unable to understand Clametss in accepting her family’s decision
to interfere in the marriage. Their major differen@volved around the relative weight of
personal freedom — happiness, autonomy, interessariorth — on the one hand, and, on the
other hand, duty to family, tradition and historyNewman believed strongly in the
individual’'s right to act fairly and rationally andake his own personal choices. After had
been told by the Bellegardes that Claire would av@yer marry him, Newman was stunned
and wounded. He could understand the Bellegardescthery, but the treachery of Madame
de Cintré amazed and confounded him. Only threes tiagl elapsed since she had told him

she was happy in the prospect of their marriageh&tea terrible apprehension that she had
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really changed and he could not understand theomeathat had caused this twist in their
lives. He did not rail at Claire as false; for hasasure she was unhappy. “It means that |
have given you ug®’ explains Claire to Newman, justifying her depeettio Fleuriéres.

“Her face was too charged with tragic expressianfuidy to confirm her words™?*

At this point of the narrative, we have the clim#hat is, Claire’s renunciation of her
engagement with Newman, pressed by her mother @nbrbther. Even though she had had a
glimpse of happiness, she was not strong enoudightbagainst her family and the pressure
of the old and traditional values. Her sense ofydot family was stronger than her own
happiness. “My mother commandétf’ says Claire, explaining to Newman the way her
family had used their authority over her. “Commahgeu to give me up — | see. And you
obey — | see. But why do you obey? asked Newmarj. [.am afraid of my mother, she

Said”.123

Needing to pour out his ire, Newman goes to Mrsstdm, and tells her the “news”.
To his surprise, Mrs. Tristam tells him she feltngthing the other night in the air (at the
Bellegardes’ house): they wanted Claire to marrydLDeepmere, her English rich cousin.
But that is not the only thing, adds Mrs. Tristaire strongest reason the Bellegardes backed

out was that

They really couldn’t endure you any longer. Thed hoverrated their
courage. | must say, to give the devil his duet thare is something rather fine in
that. It was your commercial quality in the abstréftey couldn’t swallow. That is
reall¥23ristocratic. They wanted your money, butythhave given you up for an
idea:

120 JAMES, op. cit., 1995, p. 220.
121 bid., p. 220.
1221hid., p. 221.
1231bid., p. 221.
124bid., p. 228.
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With these words Mrs. Tristam summarizes the ingrar¢ of keeping up appearances
to The Bellegardes and the extent to which theyevettached to old traditional values. They
could not bear the simple thought of being bondeth \a commercial person. In Mrs.
Tristam’s opinion, Claire must have a very fixeskadin her head to resist to Newman.
Knowing that Newman had the intention of going af@aire, she declared: “... go to
Madame de Cintré at any rate, and tell her thatislepuzzle even to me. | am very curious
to see how far family discipline will gd?> Even though living in Paris for years, Mrs.

Tristam still could not understand the way arisatic families worked.

There are two main points in Newman’s innocencetrgged in the novel. The first
one, | have been discussing during the developwiethis sub-chapter: Newman’s attempts
to marry Claire and, consequently, the Bellegardestayal. The second important point is
Newman’s opportunity to have his revenge against Bellegardes. In choosing whether
taking this option or not, Newman becomes James®wdent American abroad, and the

Bellegardes represent the corruption and represgitre Old World and old values.

To summarize the events, after Claire takes hmreldo Fleurieres, Mrs. Bread, the
Bellegardes’ old English maid, tells Newman thadréhis a secret involving Urbain and the
Marquise. Valentin, Claire’s younger brother, irs lheath-bed, formally apologizes for his
family and tells Newman about a skeleton in thel@grdes family closet, which Newman
can use to get his revenge. After a few events, Birsad finally tells Newman that Urbain
and the Marquise killed the Marquis, at the fansilgountry house, because he opposed to
Claire’s first marriage to the Comte de Cintreptove her information, she gives Newman a

letter written by the Marquis, just before he didkwman threatens the Bellegardes, by

12 bid., p. 228.
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telling them he will tell all their friends aboutd murder if they do not allow the marriage,
but they refuse to give Claire. The Bellegardesndbback away and Newman gives up his

revenge, destroying the incriminatory letter at Mimgstam’s fireplace.

In choosing to not have his revenge, Newman showsyood-heartedness, a very

strong characteristic of the innocent Americans.

Yet at the last moment he decides that it would dastardly trick to use the
weapon, would lower him to their level by involvihgn in their foul game. He
destroys the information and returns to Americaomewhat sadder but a wiser
and noble man than he left it. [...] Here the typig#krnational theme receives a
balanced and clear-cut exposition: the good andithd of both the American and
the European are distinctly and carefully set for@thristopher is basically good-
hearted and well intentioned, yet his woeful navistso extreme as actually to
constitute a serious fault — especially when segairst the background of
European cultured civilization. Newman is the Wiestgeat barbarian, the hick, a
boor and a bear: he is unfinished m#h.

During the whole novel, Newman’s misperceptionyseal by his lack of experience
and culture, is very clear. One can learn this frira episode in which he burns the
incriminatory letter at Mrs. Tristam'’s fireplaceeilNman does not show her the paper, still he
tells her that it was something which would dama Bellegardes, if it were known. Then he
explains the reason he has given his revenge upasdrightened them. He knew they were
afraid, and that was enough for him. *’But they evénightened’, Newman added, ‘and | have
had all the vengeance | want®’ Mrs. Tristam then asks Newman if the letter wasaaly

burnt and he answers that there was nothing left.

‘Well then’, she said, ‘| suppose there is no hamnsaying that you probably
did not make them so very uncomfortable. My impoassould be that since, as
you say, they defied you, it was because theyveeli¢hat, after all, you would
never really come to the point. Their confidendegracounsel taken of each other,
was not in their innocence, nor in their talent fduffing things off; it was in your

126 pOWERS, op. cit., p. 46, italics mine.
127 JAMES, op. cit., 1995, p. 324.
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remarkable good nature! You see, they were rigiewman instinctively turned to
see if the little paper was in fact consumed; bet¢ was nothing left of {8

Newman then realizes he has misunderstood theewditnlation. He has thought he
was taking a noble attitude by not lowering at Bedlegardes’ level, but, in fact, they have
deceived him one more time. They knew that, atethe, his good nature would prevail. In
order to keep old traditions and conventions, Urkend the Marquise shut up Claire in a
Carmelite convent, taking advantage of Newman’'sdgoeartedness and lack of malice,

returning to their life of appearances.

Claire’s destiny makes us think about the powethef word “choice”, which was
mentioned in Chapter 1. Had Newman never beconeeeistied in Claire, or had she did not
allowed his courtship, she would be less unhappmlyvaould be living outside the Carmelite
convent walls. A lot has been said and written ali®wman been a victim, for he is James’s
stereotype of the innocent American; but, if we gidar the result of the events in Claire’s
life, she was “the” victim. Newman had come into hie and, even though his intentions
were the best possible, he brought her only diggratter having tasted the best the world
can offer:freedom, Claire’s life would never be the same again. Beeame a prisoner of
something stronger than walls; she became a prisribe awareness that she was incapable

of breaking the bonds with her tyrannical familylaaking control of her own destiny.

128 |bid., p. 324-325.



4. DAISY MILLER: A STUDY

4.1 The relevance oDaisy Miller in James’s career

Henry James was thirty-five years old in 1878, wkie® runaway success Dlaisy

Miller: A Studymade him a celebrity in both England and America.Wbuld never again
write anything that would have such a startlingcess. Rejected by thAemerican Lippincott
Magaziné®® because of a perceived “outrage on American gidhoas James notes in his
New York Edition Prefac&’, Daisy Miller was published in England in Leslie Stephen’s
magazine>! Despite of the great success, James was deprivathost all revenue from the
tale because of his failure to secure an Americgyright; editions pirated in New York and
Boston sold at breakneck pace. The Harper’'s HalifFgeries’ edition sold twenty thousand

copies in a few weeks.

1291 ippincott’s Monthly Magazines a 19th century magazine, published form 188B0t5, in Philadelphia. It
published literary criticism, original work, genkaaticles and advertisements.

130 preface tddaisy Miller, Pandora, The Patagonia and Other Eale 18, The New York Edition of The
Novels and Tales of Henry Jam&ew York: Charles Scribner’s Sons, 1909.

131 James's friend Leslie Stephen (1832-1904, fath¥irginia Woolf) issued the story in two partsTine
Cornhill Magazine number 37, June, 1878, and number 38, July 1878.
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According to Daniel Mark Fogel, James’s experimgatawith narrative and point of
view**?in his work foreshadowed the concerns of suchersiis Proust and Joyce. He also
undermined the prototype of the American male wniteiquely inept at portraying women;
he established a new stereotype, one that becamedaming and cherished American myth —
the free, spontaneous American girl of independ@ualt generous spirit. The novel is, at the
same time, one of the finest examples of the méatipn of point of view and a carefully

constructed comedy of manners.

Daisy Miller marked a watershed in Henry James’s artistic deweémt. It was
followed in rapid succession by two short novekt re now considered minor masterpieces,
The Europeang1878) andWashington Squarg€1880), and it was clearly preparatory to

James’s first incontestably great novighe Portrait of a Lady1881).

In vesting innocence and a sense of freedomniratiractive, unmarried
American girl in Daisy Miller, and then in showirgw Daisy comes to grief in

conflict with European conventions, James was retieg the theme of the much

greater novel he would soon write: [...] The Portrafta Lady!*

The publication oDaisy Miller was a pivotal moment in James’s career. From that
moment on, American and European readers lookel@mty James as the master of the novel
of international contrasts. Fromaisy Miller forward, from all the white male authors who
have dominated the canon of American literaturene¥as fiction is distinguished by his

remarkable empathy with the minds and hearts ofemsle characters.

132 Henry James refined “the limited point of viewhat is, the narrative in which the narrator teftis story in
the third person, but stays inside the confinesttdt is experienced, thought, and felt by a sicbleracter (or at
most by very few characters) within the story. Jardescribed such a selected character as his “fazus
“mirror”, or “center of consciousness”; for examptrether inThe Ambassador§l903) and Maisie iWhat
Maisie Knew(1897). Later writers developed this technigue stteam-of-consciousnesarration, in which we
are presented with outer observations only as thminge on the continuous current of thought, mgmor
feelings and associations which constitute an alesartotal awareness.

133 FOGEL, op. cit, p. 3.
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When discussing the importance @&isy Miller, Fogel points out that, late in life,
Henry James expressed irritation over the disptapwte attention the public lavished on
Daisy Miller compared to the rest of his work. It overall saled number of readers, making
it what James called “the ultimately most prospsrchild of my invention3*Why, in short,
doesDaisy Miller matter? There are many possible answers. Fogelestgythat the major
keys lie on the still vital and engaging issues flzames developed in the tale about the role of
conventions and stereotyping in the human commumbout our vulnerability to self-
deception, and about the proper relations betweem and women and between parents and
children. William Dean Howells emphasized the vatece ofDaisy Miller remarking that, in
this tale James “was the inventor, beyond questbrthe international American girt®
Having seen James’s portrayals of Daisy, real Araerigirls would never again behave
innocently and unconsciously as she had done. Hewabko suggested that the tale
occasioned intense debate and some outrage irolite pmerican society. He remarked that

“American society almost divided itself into Daisjjllerites and anti-Daisy Millerites**°

As mentioned before, for four years, between 18851909, Henry James worked on
the twenty-four-volume selection of his works, kmoas the New York EditiorDaisy Miller

appeared with several other tales, in volume 18.

It is relevant to make a few comments on the egl/isdition, for James made several
changes, starting by the title, which can confuse readers that are not familiar with this
detail. For the purpose of this thesis, | have ehoto work with the original edition,

considering that the analyzed works were writterth@ same period of his career (1878-

134 JAMES, op. cit., 1909.
135 New York TimeEditorial, June 4, 1879, p. 4.
1% bid., p. 4
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1879), at the time James started dealing with theerhational theme” and the “American

innocence” issue.

What had thus far been call@aisy Miller: A Studybecame simplyaisy Miller. In
the New York Edition Preface, James said he cooldracall the reasons for the original
subtitle, “unless they may have taken account odréain flatness in my poor little heroine’s
literal denomination®’. In Fogel's opinion, James'’s observation in thefgce to the new
edition that Daisy “was of course pure poetry, &iad never been anything el5&would
seem to disavow the apparently realistic intentbrihe tale. The new, late title seems to
imply that the revision at least will not have #galytic bite of a study; instead it will be rich
with the symbolism of a poetic tribute to Daisyn “keeping with his new conception of
Daisy as ‘pure poetry’ James transformed his e@adancrete descriptions of her to more
abstract, vague, nebulous ones, consonant withnéer status as an idealized figuré®.
Winterbourne’s observation that Daisy “had tmairnure of a princess**®, becomes his
thought of “her natural elegancé&® which plays into the myth of Daisy as a “childnafture”
without any concrete physical reference. James #aelsvord “charming” at least half a
dozen times in the revised text, conveying the ith@a Daisy casts a scarcely explicable spell
over Winterbourne. Not only James poeticizes Daistymakes the condemnation of her by

others harsher and therefore less excusable, mtpabte.

If in the original edition Daisy’s innocence iseptionable until the end of the tale, in
the revised edition James sets up more signs thiat o her innocence, which leads the

reader to the sense of the depth of the errortékats her as anything but innocent. She is

137 preface tddaisy Miller, NYE, vi.

"3 1bid., viii.

139 FOGEL, op. cit., 1990, p. 91.

190 JAMES, HenryDaisy Miller: A StudyIn: The Portable Henry Jamellew York: Penguin, 2004, p. 15.
141 JAMES, op. cit., 1909, p. 21.
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also presented less ambiguously, for instance, aliotirne no longer rebukes Giovanelli at
the graveside for taking Daisy to the Colosseurhljgsause she wanted to go — “That was no
reason!*? he exclaims in the original — but instead rep&itsvanelli’'s words, “She did

dL43

what she liked™™, in implicit tribute to the independent streakDaisy for which they both

have admired her.

Many readers seem to prefer the earlier versimplyi because James’s late grammar
style is more complicated. They object to the vetbeture of a prose that leans toward such
formulations as “his little friend the child of mmé of the Swiss lakesidé* for a simply
“Daisy Miller”.** In the revised edition the late style becomesikans of depriving the text

of 1878-1879 of its full range of ironic qualificans and complexities.

As pointed out in the introduction, | refer to ttede, in this dissertation, d3aisy
Miller, even though working with the 1878 edition, consgitgthat the majority of critics and

scholars refer to the tale by the short and moswiirtitle, instead obDaisy Miller: A Study

4.2 The American Innocence Issue iDaisy Miller

My first impression, by the time | redhisy Miller, is the same that seems to bother
the character Winterbourne and, probably, mosthefreaders that are faced with Daisy’s

incongruence: “Is she really an ‘innocent’ girlR’is hard to believe that someone would be

192 JAMES, op. cit., 2004a, p. 60.
13 1bid., p. 92.

14 1bid., p. 46.

195 JAMES, op. cit., 1909, p. 28.
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so unaware of the established social rules anquatin the opposite way. Even though not
being in agreement of these rules, Daisy could leh flexible and tried to enjoy her new
experience in Europe, without breaking all the lEs&thed patterns and, consequently,
damage herself. But, all these impressions andnfgeicome from an experienced woman
who lives in a completely different world, more tha century from the time the tale takes
place.

For the reasons mentioned above, analyzing théaldastorical context of the
American and European societies is crucial fordtugly of The Americarand Daisy Miller,
which was made at the beginning of this dissematin Chapter 1. Some aspects of the
American social-historical context worth being azald in order to understand the actual
setting — Europe in the late 1860s or early 187@sd-the “unseen” setting, the home of its

characters, America Post Civil War.

The United States was, in that era, a nation izest rapidly becoming industrialized
and rich. The new industries and the wealth wonkethy changes in American life. Some
families found themselves suddenly catapulted theoupper class to form a new American
aristocracy. That was not an aristocracy basecbaerited nobility, as it did in Europe, but
one based strictly on money. James created aifiienfal example of such a family with the
Millers of Schenectady, NY. Though their wealthoaled them to socialize in the most
fashionable circles, theseouveau richedacked education as well as the refined behavior
expected in such circles. In the United States, daficiency did not cause many problems,
for numerous families were in the same positione Tountry was still young, without the

centuries of tradition and refinement that weigbadcurope.

The wealth that pushed families, such as the Millento the American upper class,

also enabled them to travel abroad for the fimetiWhat would happen when they arrived in
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Europe, where manners and social classes weredia ngid, where aristocracy had been in
place for centuries, and where a long-establishedpgof Americans sought to fit in by
behaving with the same strictness the Europeanbited? These questions lie at the heart of

Daisy Miller.

Daisy is a strikingly beautiful American girl, prably in her late teens. Her father runs
a profitable business and she enjoys a whirlwirdasdife. Her mother and her nine-year-old

brother, Randolph, accompany her on her travetsitiir Europe.

While in Europe, Daisy behaves just as she didnrerica, talking openly with any
man she finds attractive or interesting. What sheschot realize is that, in Europe, nice girls
most definitely are not flirts. In her spontanedpnd naturalness, her ignorance and her
disregard for decorum, Daisy is among the firsttlteg characters whom James used to

represent the new world of America in contrasti dlder, more cultured world of Europe.

Daisy Miller was based on true events which James learnee iautiumn of 1877, as
he explained at the beginning of the New York EditPreface. According to James, a friend
told him about this simple and uninformed Ameridady, who was accompanied by her
young daughter, “a child of nature and freedom”owtad “picked-up” by the wayside, a
good-looking Roman, of vague identity, who was bkbd and introduced by the girl “all
innocently, all serenely”. This last until some dnsacial check, some interrupting incident,
of no great gravity or dignity had happened — whlames did not remember — as well he had
not known who they were. What matters is that Jammesediate felt like dramatizing the

story as he emphasized in the preface: “Dramatdrematize!”. The result of “my
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recognizing a few months later the sense of my ipemark was the short chronicle Bfaisy

Miller [...]".%%°

Alan W. Bellringer affirms that Daisy does not amit of caprice or the desire to
shock. She simple wishes to exercise her righthtiose what male companion she pleases,
without prejudice or suspicion. “She does not warknow what people may be saying about
her, as she would not like what they medfif”.But, even though Daisy seems to not care
about anyone’s opinion, she is only defending Hefsem a situation she does not know how
to deal with. Her mother, Mrs. Miller, who should the person to guide the innocent young
girl, is a model of America's loosely controllingother figure. She is a listless, frail, and
vacant character, unable to control her daughtéeoson. As ignorant as Daisy of European

standards, she is far less sensitive to the underdwof disapproval her ignorance provokes.

The drama obDaisy Miller is, in large part, the same drama of the char&a&sterick
Winterbourne, in his confusion about Daisy, histoaning, baffled attempts to understand
and to type her. The narrator’s perspective on #vibdurne entails a very complex blend of
sympathy and criticism, empathy and analysis, cesg and distance. He is the narrator’s
point of view; consequently, his confusion leads thader to the same path of confusion and

mistakes about Daisy’s true character.

When discussing the relationship between Daisydvigind Winterbourne, Bellringer
affirms that “the reader is left in the dark ab@interbourne on vital matters just as Daisy is,
and so indirectly identifies with her, in spite @ferything that tells against héf® He has

been away from America too long to know “where $fewith Daisy Miller's good nature.

146 JAMES, op. cit., 1909.
1T BELLRINGER, Alan K.Modern Novelists: Henry Jamdsondon: Macmillan, 1988, p. 47.
148 i

Ibid., p. 47.
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One of the greatest impacts Henry James had alemditerature was through his
experiments in the point of view of the narratilzg until his writing, fiction was frequently
written from the point of view of an omniscientridiperson narrator who was separate from
the action of the story but who could describe @amment on any part of the story at any
time. What James did was to create a character velscame involved in the action of the
story, then use that character to tell the stoog,mecessarily by writing in the first person.
Daisy Miller is a third-person narrative, but neverthelessilbgrihg the events of the story
through that character's thoughts and feelings.t&kourne does not narrate the book, but
the reader sees everything from his point of vidlere is no scene in which he is not
present; and having him serve as the point of wbaracter, give®aisy Miller a slant it

might not otherwise had.

The first contact between Frederick Winterbourne &aisy Miller happens in a
comfortable hotel at the little town of Vevey, iwi&erland. This acquaintance will give the

tone to the development of the plot. Since the Viesy moment

The poor Winterbourne was amused, perplexed, acileldly charmed. He had
never yet heard a young girl express herself ihflois fashion; [...] He felt that he
had lived at Geneva so long that he had lost a gdedl; he had become
dishabituated to the American toHé.

By condemning the American girls’ behavior, Wintaube lets the reader know that
he is a Europeanized American and, in his opinidigs Daisy Miller was a flirt. “Certainly
she was very charming; but how deucedly sociei'in Europe, a young man was not at
liberty to speak to a young unmarried lady exceqten certain rarely-occurring conditions.

Considering these social conventions, even the opEt-minded man would be astonished if

199 JAMES, op. cit., 2004a, p. 12.
%0 pid., p. 12.
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a pretty American girl came and stood in front amhin a hotel garden, starting a
conversation. The poor Winterbourne was wonderihgthher he had gone too far until the
moment he realized that she was not in the leastagassed herself, she was evidently

neither offended nor fluttered. This was simply habit, her manner.

Winterbourne spends the whole narrative trying ital fa “formula” that could be
applied to Miss Daisy Miller. “... she was only a giyeAmerican flirt. Winterbourne was
almost grateful for having found the formula thgipked to Miss Daisy Miller. [...] It
presently became apparent that he was on the wagrno' !> Thus, during the narrative, this
“formula” will change accordingly to Winterbouneda®aisy meetings are occurring and the
events to come. The point of view character withdethe reader to the same wrong

conclusions he reaches.

Still at Vevey, Daisy tells Winterbourne that skeuld like to visit an Old Castle near
the hotel. Winterbourne offers to accompany hahaexcursion to th€hateau de Chillon
afraid of being bold or disrespectful with his offand believing that Mrs. Miller would
accompany them. For his surprise, Daisy acceptsffiee and says she would go alone with
him because her mother ddn‘t like to ride round in the afternoon. Such behavias
completely improper in Europe those days. No ra$plegoung woman would go in an
excursion with a man, without the company of rgkdior other people related to her family.
It is very easy to the reader to understand argh&we Winterbourne’s doubts about Daisy’s
personality, because it is very clear that, evenrtost innocent and unsophisticated young

woman would know that this would be an inappropria¢havior.

%1 bid., p. 12-13.
32| the original.
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Winterbourne is also influenced by his aunt’s pdgjes against Daisy. Mrs. Costello
refuses to be introduced to Miss Daisy Miller. Aftearning from Winterbourne that he has
acquainted Miss Miller, Mrs. Costello declares: &fhare very common. They are the sort of
Americans that one does one’s duty by not — noeptitg”'>® She also deplores Daisy’s
mother attitudes in relation to their courier, Enige who is treated like a familiar friend —
like a gentleman. “Winterbourne listened with ietgrto these disclosures; they helped him to

make up his mind about Miss Daisy. Evidently she vegher wild"*>*

Hocks observes that Daisy’s beauty, enthusiasmsaodtaneity do not change the
fact that, like her mother and her absent fathieg, ishabits an intellectual vacuum; Daisy
believes Europe is nothing but hotels. Even infitawvith her, Winterbourne eventually
recognizes she is “nothing every way if not light"a lightweight in Jamesian lexicon usually

meaning someone without sufficient consciousn&ss”.

Several weeks later, Winterbourne goes to Romtheaend of January, to stay with
his aunt and also hoping to see “Miss Miller”. Omiang there, Mrs. Costello informs him
that Daisy’s attitudes are more vulgar than in \fev@he girl goes about alone with her
foreigners. [...]. She has picked up half-a-dozethefregular Roman fortune-hunters and she
takes them about to people’s housE§'Winterbourne tries to defend her affirming thai€ya
and her mother were very ignorant — very innocey.dde was annoyed at hearing of a state
of affairs so little in harmony with an image thed lately flitted in and out of his own
meditations: Daisy looking out in an old window &gk herself urgently when Mr.

Winterbourne would arrive.

133 JAMES, op. cit., 2004a., p. 16.
1% bid., p. 17.

15 HOCKS, op. cit, p. 33.

%0 |bid., p. 31.
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At this point of the narrative, it is not clear @her Winterbourne is infatuated with
Daisy or not. There are a few hints, such as thsodp at Mrs. Walker's house, when they
first met in Rome: “Winterbourne, rather annoyed/ss Miller's want of appreciation of the
zeal of an admirer who on his way down to Rome $iaghped neither at Bologna nor at

Florence, simply because of a certain sentimemtphtience™>’

At this same party, Daisy amazes Winterbourneradsi asking the host to bring an
Italian friend, Mr. Giovanelli, next time she woutdme to a party. “He’s the handsomest
man in the world — except Mr. Winterbourn&® says Daisy, preparing to leave for a walk in
the evening, accompanied by Mr. Giovanelli, an prapriate behavior in Mrs. Walker and
Winterbourne’s opinion. From this moment on, Dassgrts to ruin her image through the
eyes of the Roman society and becomes more and wiloteand reckless, doing what she

pleases, probably defending herself in her owndenbway.

After this episode, Winterbourne lets the readevkiis true feelings for Daisy. Mrs.
Walker tells him she wishes he would cease hidiogis with Miss Miller; to her surprise, he

answers: “I'm afraid | can’t do that”, | like hexteemely” *>°

On the evening of the third day before the evargationed above, another party took
place at Mrs. Walker's house. Winterbourne attenthedparty. When he arrived he found
only Mrs. Walker among the American ladies. Daisyne after eleven o’clock, rustling
forward in radiant loveliness, carrying a bouquad attended by Mr. Giovanelli. “Every one

stopped talking, and turned and looked at i&%When Winterbourne finally has a chance to

157 JAMES, op. cit., 2004a, p. 34.
138 hid., p. 35.
159 bid., p. 43.
%0 bid., p. 46.
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talk with Daisy, she claims she did not see why sih@uld change her habits for them (the

"161 said Winterbourne, in a

European society). “I'm afraid your habits are thax a flirt
reproachful speech, advising her that those petigleot understand that sort of things there,
that is, to be seeing alone in public with Mr. Gaoelli. As it happened every time they met,
Winterbourne was bewildered and perplexed by Dai®ghavior that made nothing clear,
though, for him, “... it seemed to prove that she haslveetness and softness that reverted
instinctively to the pardon of offence¥ Winterbourne wondered all the time whether Daisy
was an innocent American girl, who believed that slas acting in the right way, or she was

only a dangerous, terrible girl, trying to shoclopke; someone who knew exactly what was

doing.

At the same evening, Daisy would show her weakné&$sthe moment of her
departure from Mrs. Walker’'s house, the hostessetither back straight upon her. “Daisy
turned awayjooking with a pale, grave face at the circle néer door; Winterbourne saw
that, for the first moment, she was too much shokel puzzled even for indignation. He on

his side was greatly touchetf?

In his analysis of the Chapter 4, Fogel affirmet thithough Winterbourne continues to
defend Daisy and to call on her frequently — eveugh she is never at home — the episodes
that leads up to the climax in the Colosseum shiowihcreasingly inclined to regard her in a

harsh, negative light.

Winterbourne cannot tell if Daisy is too provinciaven to have perceived’
her ostracism or if she was ‘a defiant passionp@fectly observant consciousness

181 bid., p. 47.
162 hid., p. 48.
183 bid., p. 49.
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of the impression she produced’, and he is stihdwwp on the old questions of
whether she is innocent or ‘a young person of #ekless class®*

In the climax scene, Winterbourne finds Daisy eeait the base of the cross in the
center of the Colosseum, close to midnight, wittov@nelli’'s attendance. According to
Fogel's analysis, in this moment, with a sort ofrboor relief Winterbourne feels the answer
to the puzzle, as if a sudden illumination had bi#&shed upon Daisy’s ambiguity and the
riddle had become to read. “She was a young ladynwh gentleman need no longer be at
pains to respect®® Despite of being angry for have been spending sohntime bothering
about the right way of regarding Daisy, Winterbauis taken by a sense of the danger and he
“begun to think simply of the craziness, from aitag point of view, of a delicate young girl
lounging away the evening in this nest of malatf&'Winterbourne drives Daisy home as fast

as he can. She dies a few days later of Roman.fever

During the episode at the Colosseum, when Winteri® was driving Daisy home,
she suddenly asks: “Did you believe | was enga@edother day?’ she asked. ‘It doesn’t
matter what | believed the other day’ said Winteroe, [...] ‘| believe that it makes very
little difference whether you are engaged or nofi” After Daisy’s death, Mrs. Miller tells
Winterbourne she had left him a message. “Shen@do tell you that she never was engaged
to that handsome ltaliart®® Winterbourne did not understand the messageeatirtre, but
after speaking with Giovanelli at Daisy’s funeita, finally realized he had done her injustice;

after all, she was just an innocent girl.

184 FOGEL, Op. cit., 1990, p. 82.
185 JAMES, op. cit., 2004a, p. 57.
186 1bid., p. 57.
167 1bid., p. 58.
188 |bid., p. 60.
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It is relevant to mention the events that happethetng Daisy’s funeral, for they
finally clear up the issue of her being an innoc&mierican girl or not. Near to Winterbourne,
Giovanelli says: “’She was the most beautiful yousdy | ever saw, and the most amiable’.
And then he added in a moment, ‘And she was thet imomcent”®® Sore and angry,
Winterbourne asks him: “Why the devil did you taker to that fatal placé?.
Imperturbable, Giovanelli answers: “For myselfadmno fear; and she wanted to §6".She

did what she wanted and her will drove her to death

The next summer Winterbourne met Mrs. CostelldraghRome. One day he spoke
of Daisy to his aunt — he said it was on his camsme that he had done her injustice, and then
he explained: “She sent me a message before hitr\dbech | did not understand at the time.

But | have understood it since. She would haveepated one’s esteem™

At the end of the narrative, the reader finds dhewer to the question that remains
through the whole tale: “Is Daisy Miller an innotekmerican girl or just an inconsequent
flirt?” As Winterbourne finally decodes Daisy’s &character, the reader becomes aware of

her innocence.

Lyall H. Powers points out that many readers tiaisee Daisy’s culpability and then
put full blame for her catastrophe on Winterbousnghoulders. If it seems to us that he is
another of those Europeanized Americans who arealp responsible for the evil that
strikes the innocent American hero or heroine, axetailed to take into account his scruples

and his quite unselfish interest in Daisy’s welfaaad we have forgotten that he is the last

189 hid., p. 60.
179 1bid., p. 60.
1 bid., p. 60.
2 bid., p. 61.
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and the most reluctant to give up on her. “The pofrthe story is surely that Winterbourne
cannot, with the best intentions and the greatestigill possible, be sure that he is not being
taken in by the little flirt: he wants to think weif her, but her actions and the opinion of all

the others in his circle prevent his doing 56"

Daisy’s inability to deal with a “new world” andehmother’s weakness in controlling
her own daughter, leads Daisy to a rebel path Aedssnot able to know when is the right
moment to take a step back and return to a safelmigy does not have the benefit of mature
guidance, as her wretched mother is a distinciligballowing Daisy to do what she pleases
with her parental indulgence. As ignorant as Das{uropean standards, Mrs. Miller is far
less sensitive to the undercurrent of disapprovahes ignorance provokes. If we see her
through Winterbourne’s eyes, she is a listlesd, drad vacant character, unable to control her
daughter or her son. As Daisy does not have somelose to guide her, and she does not
listen to Winterbourne and Mrs. Walker’s advicds snisunderstands the attention given to
her by Giovanelli, the opportunistic Italian, préueg the American community that starts

ignoring and despising her.

Brooks reminds us that at the late period of liseer, James developed the method
which remained as a model for the writers to cotWwéonderful metaphors blossomed in his
pages like airplants from the tropics* In the same way Henry James is considered a master
in using metaphors in novels and short stories,chimpatriot Robert Frost is considered a
master in using metaphors in poetry. His most knpaem, one of my favorite3he Road
Not Taken(1920), deals with the huge importance of makingiads in life. Daisy had to

choose which path to take and she chose the lsddd one; it made all the difference in her

13 POWERS, op. cit., p. 53.
1" BROOKS, op. cit., p. 170.
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life, but, unlike the poem, in a negative way. Stimes people assume risks in life that they
should not have done. Daisy tried to break stroegtgblished rules, which made her a victim
of her own choices. As the American community sefito have anything to do with her, it
drives Daisy more deliberately than ever on hermeard path. “She will not learn, will not

be told, will not see; and she plunges pigheadedlo her doom, poor little fool’®

1> POWERS, op. cit., p. 53.



5 INTERTEXTUAL AND INTERDISCIPLINARY READING

5.1 Confluences and divergences ifhe American and Daisy Miller: A Study

In order to do the comparative study betwddé® Americarand Daisy Miller, it is

vital to determine the confluences and divergemaresng the texts.

Christopher Newman and Daisy Miller are both rAgmericans traveling in Europe.
They are part of a new American aristocracy, sulydeatapulted from the upper class as a
result of well succeed business after the Civil Widnis is their first experience in the Old

Continent, thus they are not familiar with Europé&adition and values.

Daisy is traveling with her mother and her younigether. They only objective is to
spend a few months in Europe, know new places aakienacquaintances. Unlike Daisy,
Newman has an objective: he wants to learn atgnigood music, that is, gets the best
money can buy. To crown his financial success Be alants to marry a refined European

lady; he believes his wealth will open the aristdicrfamilies’ doors.
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Both characters are stereotypes used by James mwm mythology to represent the
dichotomies of Good and Evil, Innocence and Expege America and Europe. Daisy is the
stereotype of the spirited, independent Americameio, a mix of innocence and rudeness;
the representation of America as the country ofitjutand superficiality. Newman is the
stereotype of the self-made American man, a newdood wealthy Americans with a lack of
good-manners. In their innocence, they do not zealnat they are not accepted as equals,

even to the Europeanized Americans who have beig in Europe for a long time.

In the preface to the New York Edition, James explé his intention when he wrote

The Americanin writing this novel, he wanted to create thentle of a story in which

... the situation in another country and an aristditraociety, of some robust but
insidiously beguiled and betrayed, some cruellyngreaompatriot: the point that
he should suffer at the hands of persons pretendingepresent the highest
possible civilization and to be of an order in gveray superior to his own. What
would he ‘do’ in that predicament, how would hehtignimself, or how, failing a
remedy, would he conduct himself under his wrong? He would behave in the
most interesting manner — it would all depend aat:tlstricken, smarting, sore, he
would arrive at his just vindication and then wodidl of all triumphantly and all
vulgarly enjoying it. He would hold his revenge anbderish it and feel its
sweetness, and then in the very act of forcingoiné& would sacrifice it in
disgust:’®

James explained that he had the idea some yeanelbef started writing the tale. He
recalled he was seated in an American “horse-caénahe had found himself considering the
idea of a character which, the essence of the mateld be, at the right moment, to find his
enemies in his power and at the supreme momentoldd run away; the bitterness of his

personal loss yielding to the very force of hisraian. “All he would have at the end would

176 JAMES, HenryDaisy Miller (Preface). New York: Harper and Brothers, vol. K\1909. Available at
<http://www2.newpaltz.edu/~hathawar/daisynye.htiecessed on Jan. 23, 2006.
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be therefore just the moral convenience, indeedritwal necessity, of his practical, but quite

unappreciated, magnanimity [.. 3*’

By using this criterion, James created Christoptf®wvman, a character who is a kind
of ideal American, a type recognizable at home dubject of curiosity abroad, as Leon
Edel points out. He is a high-spirited and enecgAtnerican who discovers, at the end, that
his riches cannot buy him everything. To discowes,the is wronged by willful aristocrats no

less obstinate than himself.

In his revision to the New York Edition, Jamesoalgrote a preface tDaisy Miller,
providing the motifs for the significant changes i&d done. Unlike the preface Tthe
American in this one, James is not incisive about hisnit@s when he created the main

character, Daisy Miller. Only at the end of thefpce he asserts:

My answer to all which bristled of course withmaprofessions that | can or
need report here; the chief of them inevitably e effect that my supposedly
typical little figure was of course pure poetry,dahad never been anything else;
sing%this is what helpful imagination, in howeskght a dose, ever directly makes
for.

As the objective of this comparative study is tetedmine the similarities and
differences between the analyzed works by usingsthes of American innocence as the base

to the study, it is vital to determine James’s apph on the novel and on the tale.

In The AmericanChristopher Newman portrays the new discover@ngithe reversal
path now. At the first sight, he looks only a velige American; however, if one looks him

more closely, he can be discovered as an ambigfiguse and a complex being. He is

7Bl ACKMUR, Richard. “Introduction”. In: JAMES, Hegr The AmericanNew York: Dell, 1960.
178 JAMES, op. cit., 1909.
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innocent, but he is also experienced; he has méaktume within three years of the end of the
Civil War, as we can apprehend from the novel. 3amanaged to create a paradox character
that can be generous, open-hearted but also dengaadid inflexible. He has to learn the
lessons of civilization, for he is the “other” ime French Second Empire, where the
democratic ideals of the Revolution had been skacprtailed. In this sense, Leon Edel
observes that the vision offered to the readeth# bf an essentially aristocratic France
opposed to a democratic America. Newman never expmxd before the social contact with
aristocracy. “When the Marquise de Bellegarde teits she is a proud and meddlesome old

woman, Newman feels his most effective answer tt\tl, | am very rich™ "

Following the same trail iDaisy Miller, James also created an ambiguous character,
which was not able to deal with European social meesm Daisy is not as ambiguous as
Christopher, for her ambiguity relies only in henocence. It is too easy to the reader to
misread Daisy, for she is shown through Winterbeupoint of view. As the “other” in a
society she does not know the rules, she is exdlémteshe follows the rules she was used to

in her country.

Newman is accepted, at the beginning, only becati$es wealth. The Marquise de
Bellegarde’s main interest is quite as mercendng: \8ants to know how much Newman is
worth. Daisy, in her turn, is accepted for the Alwean Europeanized society, but, as soon as
she starts behaving against all the social estadlisules, she is ignored. They give her “their

cold shoulder”.

Y9 EDEL, op. cit., 1990.



97

Daniel Mark Fogel points out thBtaisy Miller can be considered a dark comedy, not
only because of its sad ending or not only becafiige pathos (as ifihe Americaj but also
because of the cultural determinism it presuppoBles. one of the characters, not even
Winterbourne, can overcome the environmental detésm that finally makes impossible for
them to meet each other halfway. Also speaking etémninism, James, in the New York

Edition Preface tdhe Americanstates that

The art of the romancer is, “for the fun of ithsidiously to cut the cable
(the cable of the balloon of experience which tisgo the earth), to cut it without
our detecting it. What | have recognized then ie Almerican, much to my surprise
and after long rears, is that the experience heqresented is the disconnected and
uncontrolled experience — uncontrolled by our gehesense of “the way things
happen” — which romance alone more or less sucalggfalms off on u&®

In this specific part of the preface, James, inpoint of view, is justifying the sad
ending of the novel, by letting the events “flowthvthe river’. He states that there is our
general sense of the way things happen, and teeaepiarticular way they do not happen,
meaning that the readers would like a happy ending,in the case things do not happen, it

may be artfully made to pass for the way things do.

James was a literate man who loved arts and phesgions of beauty related to it. In
The Americanhe could have placed Christopher Newman anywindparis, at the beginning
of the story; nevertheless, he chose the SaloréGdrthe Louvre, one of the temples of art
for literate people. As he explains: “It was impaort for the effect of my friend’s discomfiture
that it should take place on a high and lightedyestaand that his ambition, the project
exposing him, should have sprung from beautiful aoble suggestions [...}#* Christopher

Newman goes to the Louvre because every tourisstimo there. He knew anything about

180 JAMES, op. cit., 1909.
181 pid.
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arts and he did not seem to be really interestddaming about the works of art and about
their creators. He was interested in buying pidumehether they were original or not.
Consequently, he gets involved with the opportimislioches, without questioning their
desire to “use” him. Newman was not really intezdsh art itself; as a matter of fact, he did
not love paintings. He was interested in buyinghpags for he had money to spend on it, and
this was a common sense among the Americanseau richeslets buy everything the once

wealthy Europeans could afford and now they caangimore.

If there is no particular reference to works dfiarThe Americanon the other hand,
in Daisy Miller James portrays her ignorance and lack of cultyrepdsing her beneath
Velazquez’'s famous portrait of Pope Innocent Xthe Castle of Chillon. In this same
episode, still at Chillon, Winterbourne tells Daiye history of the unhappy Bonivafd
romanticized in Lord Byron's poem “Prisoner of Qbil”. Meanwhile, she was only
interested in asking questions about Winterbountehas family. “But he saw that she cared
very little for feudal antiquities, and that thesty traditions of Chillon made but a slight
impression on her. [] . The history of Bonivard had evidently, as they,sgone into one ear

and out of the other®®

Daisy’'s flatness due to a lack of inner culturel an disposition to blunder about
matters of information is more evident in Peter @&mgpvich’s film. The episode mentioned

above is a good example of it. While Winterbourreedurses about the historical importance

182 FRANCOIS DE BONIVARD, 1493-1570, Swiss patriot amidtorian. The prior of St. Victor, near Geneva,
he supported the revolt of Geneva against Chadlile$ $avoy, who imprisoned him from 1519 to 152 was
again imprisoned from 1530 to 1536 in the castl€lflon, romanticized in Lord Byron's poem "Prisorof
Chillon." Released by the Bernese, he later becaPmtestant. Geneva honored him with a pensian. Hi
chronicle of Geneva was first published in 183hg Columbia ElectronicEncyclopedia Copyright 2000.
Licensed from Columbia University Press. Availahte
<http://www.thehistorychannel.co.uk/site/searchisegphp?word=BONNIVARD%2C%20FRAN%26Ccedil%3
BOIS%20DE&enc=6374>. Accessed on Feb. 10, 2006.

183 JAMES, op. cit., 2004a, p. 28.
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of Chillon, tells the history of Bonivard and rexstByron, Daisy chit-chats and flows around

him, giving no attention to his words.

Newman and Daisy were victims of their own obstindor they were inflexible in
their decisions. Newman was warned by his friends.Mristam, when speaking of the

Bellegardes and discussing the difficulties in iag Claire:

They are terrible people — her monde; all mountpdrustilts a mile high,
and with pedigrees long in proportion. It is theinskof the milk and the old
noblesse. Do you know what a Legitimist is, or adimachonte? Go to Madame de
Cintré’s drawing-room some afternoon, at five otpand you will see the best-
preserved specimens. | say go, but no one is atinittho can’t show his fifty
quarterings.‘And this is the lady you propose totmenarry?’ Asked Newman. ‘A

lady | can't even approach?” But you said just knoyou recognized no

obstacles®®

He knew he was taking a great risk, even thougldseimed that his money would
solve all the problems to come; “in reality, suchaaily would have ‘jumped’ at a rich
American, he came to believE® Newman would learn that survival is never secthat
great care must always be taken, that one can rveure of a lover, or in fact, sure of

anything; the experiences that James’s Europearsléarned over time.

Daisy, in her turn, took her obstinacy too far. Stes innocent; she had a lack of
culture; she was a free-spirited woman, nevertseldse should have known she had already
gone too far and should have started listening isempeople’s advices. John Auch&fd
points out that James'’s incurable young and fretipieich Americans make big mistakes and

often fare badly — even when Europeans have nottundo with it. “After ignoring their

184 JAMES, op. cit., 1995, p. 37.
85 BELLRINGER, op. cit., p. 34.
186 AUCHARD, “Introduction”, op. cit, Xvi.
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counsel, Daisy Miller walks into the miasmal Colss at midnight and then takes ill and

dies”.187

In respect of whether the term innocence, in thayaed books, connotes a state of
unknowing or a pejorative meaning, | agree withnJ@&tuchard when he states that some
Europeans might insist that American innocenceenny James is less ignorance of evil than
an inability to comprehend how insecure and dangelite can be, and so, his characters, are
annihilated (Daisy Miller), deceived (Christopheewman), and lose their innocence in the

most difficult way of learning.

After having analyzed all the collected data, mderstanding, concerning to the
connotation of the term “innocence”, in the studiedrks, is that it is more a pejorative
meaning than a state of unknowing. Newman and Dae&xg innocent, as a consequence of
their lack of understanding of the European cultaral social values. This condition, in my
point of view, is portrayed by James in a pejoetway. Their lack of culture and their
inability to comprehend values different from theee they were used to, placed them in a
lower social level. Ultimately, Christopher Newmamd Daisy Miller did not “have
knowledge of the unpleasant and evil things in”lifene of the definitions of the word
innocence in th€ambridge Advanced Learner's Dictiond?y. In fact, they were innocent
due to their social circle in America. Anyone, aesply their relatives, had cultivated in them
the appropriately social manners and values thatldvprepare them for confrontations with

such people as the ones they unluckily faced imjaeir

187 i
Ibid.
18 GILLARD, Patrick.Cambridge Advanced Learner’s Dictionaambridge University Press, 2003, p. 647.
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5.2 Confluences and divergences in Henry James[@aisy Miller: A Study and Peter

Bogdanovich’sDaisy Miller

The first deliberate attempts to make films of wealbwn literary works, can be traced
to 1907, the year that the Kalem Company in AmepoaducedBen-Hur Gerald Mast
explains that, since then, speculative comparidmnge been made; the history of these
comparisons has been full of splitters and lumpérhose who argue for distinctness of the
two media. “Theoretical comparisons of films artdriature have frequently been colored by

issues of value, assumptions about artistic sugrand ‘legitimacy’ [...]".*?°

Filming is a new art, observes Mast, the only nei@be invented in thousand of
years of Western civilization (with the exceptioh ghotography). Inevitably, the new art

must be compared to and judged by the standarithe @xisting arts.

In respect for the integrity of the original liteyatext, a film adaptation of an
important literary work has an obligation to belil to the spirit of the original text, and, at
the same time, to be a cogent and unified worksimwn terms. We also have to consider the
modernist assumption that a work must be a uniquieed radical, creation in both form and
content; some sort of value and innovation in filmsexpected, when a comparison of

literature and film is made.

Despite of all the difficulties implied in filming literary work, the American director

Peter Bogdanovich turned to the literary costunaendy, in 1974, with an adaptation of Henry

189 MAST, Gerald. “Literature and Film”. In: BARRICEL[.Jean Pierre and GIBALDI, Joseph (eds.).
Interrelations of LiteratureNew York: The Modern Language Association of Aicer1982, p. 278.
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James’Paisy Miller. With a screenplay by Frederic Raphael and lonalmoting in Rome
and Switzerland, Bogdanovich carefully recreatedribh surroundings and stultifying social
strictures of James's story. In spite of this veektcuted atmospherBaisy Miller suffered
critically, as Bogdanovich was especially takenask for casting the amateurish top-model

Cybill Shepherd in the complex and pivotal roleDafisy.

Since its release in June 1974, the film has afdaconsiderable critical interest.
Opinions on its first release varied from qualifiedthusiasm, such as the critic Jonathan
Baumbach (“With middling expectations [...] | stayes like Daisy Miller*®®, to intense
dislike as the critic Jan Dawson (“it’'s a histofitiam bereft of any feeling for history, and a

literary adaptation that reveals a fine contemptiferary subtlety*®}

. The film’s reputation
has improved somewhat over the last quarter ofrducg by 1996, critics such as Brian
MacFarlane argued that it should be treated orows merits as a “drama of restricted

consciousness™ filtered through Winterbourne’s point of view, ambt simply as an

“inferior” adaptation of James’s nouvelle.

According to the critic Nora Sayre, in her film rew for The New York Timé&¥,
translating Henry JamesBaisy Miller for the screen seemed like an absolutely hopeless
project, but Peter Bogdanovich made a movie thaksvamazingly well. She observes that
James's tale of a naive, headlong young Americaristp who scandalizes her snobbish
compatriots, was directed with freshness and igtice. The world of lost Americans

abroad — some weakened by too much alien culttihey® penalized for their ignorance — is

19 BAUMBACH, Jonathan. “Europe in America”. IRartisan Review1974, 41/3: 450-1.

Y1 DAWSON, Jan. “Daisy Miller”. In:Monthly Film Bulletin 1974, 41/489, October: 222.

192 MACFARLANE, Brian. “Bogdanovich’s Daisy Miller anthe Limits of Fidelity”. In: Literature/Film
Quarterly, 1991, 9/1: 15-21.

19 SAYRE, Nora“Daisy Miller: James’s Novella adapted well by Bagavich”. In: The New YorRimes
May 23, 1974. Available at:< www.movies2.nytimesncoAccessed on Dec. 20, 2005.
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skillfully re-created, which makedaisy Miller relevant to the latest debates about growing

up in America.

Bogdanovich was crucified, by the critics, due ti3 kthoice in casting Cybill
Shepherd, whom with he had a relationship at tha.tin Nora Sayre’s opinion, at moments,
Cybill Shepherd overdoes the breathless chattertlamdgarasol-twirling. But much of the
time, she catches the gaiety and the directneBaisly, the spontaneity of a spoiled but very
likable person. She also manages to be thoughtgbsut playing dumb or dizzy, and to
convey that mixture of recklessness and innocehe¢ bewildered the other Jamesian
characters — those who discovered that "the unéageéic her behavior was the only thing to

expect."

Bogdanovich’s translation of Jame®saisy Miller is lovely, imaginative and literal to
its original. Unlike many adaptations of literarpmks into movies, Bogdanovich sticks to the
same characters’ construction James did. The acslsges through Winterbourne’s eyes and

has become as stiff towards Daisy as he had.

To the critic Nora Sayre, however, there are a [oop literary problems. The tale
was told from Winterbourne's point of view. In thevie, close-ups of his gaze resting
wistfully on Daisy yield a rather clumsy substitdte James's narration, and there are too
many reaction shots. James's ddausy is a one-dimensional work — it hasn't the emotiona
depth of his best inventions, and the film mirréne flaws of the charming but fairly
bloodless original. In this respect, | deeply disgag The adjective “bloodless” is
inappropriate to describe JameBaisy Miller. If the literary work has any flaws, certainly

one of them is not the lack of emotional depth.
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Cybill Shepherd may have been an inexperience@sxivhen Bogdanovich cast her
to Daisy’s role, but still she is very convincingportraying the innocent American girl who
did what she liked. She pictures the image of glirlcharm, a bit flirtatious, but innocent,
incredibly blonde and pretty, but not sensual. Ae tritic J.J. Liggera defines: “she

shines™%

J. J. Liggera’s film review is very favorable tadglanovich. According to him,
Bogdanovich’sDaisy Miller “is among the most artistic and successful vestofditerature
into film”.*® The success of the movie relies on Bogdanoviskise thabDaisy Miller was
left unfinished by James. “Thus like one of thoswelists James describes Tine Art of
Fiction, Bogdanovich used his artistic imagination to m@yrtwhat was ‘unseen’ but guessed
from James’s ‘seen™® In his 1909 Preface, coming thirty-one yearsrdfte initial writing,
James seems to have suspected the unfinishedyoofatits work. He says that the book is a
“study” for a reason that he cannot recall, “unldssy may have taken account of a certain

flatness in my poor little heroine’s literal denavaiion”**’

In O Contar e o Narrar na Construcao dos Universosritdb e Verbal (2004), Bella

Jozef argues that

O cineasta ao adaptar um romance, dada a inevitamatacdo, ndo o
converte: apenas manipula uma espécie de parafraseomance como matéria
prima. O cineasta ndo se torna um tradutor de deieado autor — ele préprio é
um novo criador de outra forma artisti¢®.

19 IGGERA, J.J. “She Would Have Appreciated One’seEm: Peter Bogdanovich’s Daisy Miller”. In:
HOCKS, Richard. AHenry James: A Study of the Short FictiBoston: Twayne Publishers: 1990.

19 bid., p. 142.

1% bid., p. 142.

197 preface tddaisy Miller. NYE

198 BELLA Jozef, “O Contar e o Narrar na Construgée dmiversos Filmico e Verbal”. In: SEDLMAYER,
Sabrina; MACIEL, Maria Esther (org.Jextos a Flor da Pele: Relac¢des entre literatuicireema Belo
Horizonte: Faculdade de Letras da UFMG, 2004, . 13

Translation: “The film maker, when adapting a nodele to the inevitable mutation, does not coniteanly
manipulates a sort of paraphrase — the novel gecuiatter. The film maker does not become thestedor of
a determinate author — he himself is a new cra#tanother artistic form.” (Translation mine)
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Bogdanovich, when adapting James’s novel, triecdmplete the literary text by
adding the cinematographic resources and by cgehtsmown method. Liggera observes that
Bogdanovich’s method was to take a hint from Orééelles and starts his film with the boy,
Randolph, a device he extended through the filmitsodramatic conclusion in which
Randolph silently glares at Winterbourne. OrsonlgVehce said to Bogdanovich: “If | were
doing that picture, I'd begin with the bo}* The vocabulary recalls much from Welles:

rapid-fire dialogue to indicate Daisy’s innocent Baemingly boorish self-assertion.

Winterbourne is established by the director asfilh@s “central consciousness”, in
the same way James did in the tale. If in the thée reader becomes aware of Daisy’'s
character through Winterbourne’s thoughts and comtsneith the other characters, in the
film the audience also has the image extra ressurBogdanovich masterly portrayed
Winterbourne’s reactions, only by catching him Isakt Daisy and reacts to her attitudes.
Sometimes he is bewildered; others, he is takerndryfreshness and innocence, and he

smiles, as if, for seconds, he realized the trbtuaher.

In addition, Bogdanovich created a scene whichoisin the tale. Winterbourne and
Daisy are in the Pincio (a square in Rome); thep $b view a Punch and Judy show. This is
one of those moments in which Winterbourne’s sti$fh melts a bit. He catches sign of a
woman in a white dress much like Daisy’s. She isranmature and seems to be an
experienced woman. She gives him a lustful glamteen Winterbourne looks to Daisy she
also gives him a glance, but it is a flirtatiousoihe camera records Winterbourne’s looks
but he can respond to neither. “He is too caughwvdéen cultures to advance toward either

European decadence or American innoceAteLiggera explains that the viewer remains

199 iggera, op. cit., p. 147.
20| iggera. op. cit. p. 146.
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dependent upon Winterbourne’s view of things toehd, failing to withdraw from him until

too late.

The secret of James’s novel is brought home: tlzelee — or viewer —
doesn'’t really care about the frivolous Daisy utitéd himself learns, also too late,
what a suspicious prig he has been and how he baayed his best instincts for
love, as well as his culture, for acquired standara@cquired from the rather
cowardly Winterbourné®*

From the quotation above, we can learn James’saf@yducing the reader to judge
Daisy according to Winterbourne’s standards. Tlaelee — or viewer — is induced to never
believe in Daisy’s innocence, and, at the same,tlmeis not aware that he is seeing Daisy
through Winterbourne’s eyes. Until the end of tlaerative or the movie, there is no definite
clue indicating that “the truth” is, in fact, Wimtmurne’s truth, based on his standards. By
developing short fiction techniques, such as digptp attention to details in language and
structure, as well as the multilayered meaningsje3ais considered one of the world’s

greatest short fiction writers.

In my opinion, Bogdanovich produced a movie inathihe best characteristics of the
literary work were kept. The psychological realiand the challenge of delineating, in fictive
prose, the depths of individual character are bpthsent in the film. Like James,
Bogdanovich himself is quite polemical. His serlg{pis more European than American, for
his painterly style comes largely from his fathdose of the French Impressionists. Liggera
calls the attention that Bogdanovich’s backgrourehtes a dualism in him that somehow
confuses critics: “I was brought up in a houseltblt was completely European rather than

American [...]. | do have an artistic background tigtotally European — my father is a

21 pid. p. 146-147.
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Servian painter and my mother a Vienne€8é” It is this background that allows him to see
Daisy’s problem as an outsider and a foreigner,asd to supply images to represent it. His
own personal experiences resulted in a great masiavell as James’s own experiences

resulted in great pieces of literary work.

Daisy Miller is the first movie Bogdanovich has made, in whiahtime period of the
story exists prior to the invention of movids He decided to stick to the basic line because,
in his opinion, it was a fragile tale, and “if | w@oing to change it in any way, it had to be
done in terms of interpretation rather than in #icual sequence of event§®. He had to
create circumstances from nearly a hundred years,gnd he did so using talents, old and

new, to create an era in which the real thing weaeenquite done or said, but hinted.

The actress Cloris Leachman, who plays Mrs. Milierone of the “old” talents used
by Bogdanovich. She is just perfect as the flustedeimb mother, who has no idea of the
European system of chaperonage, allowing her daugthtdo whatever she wants and go out
alone with male companions. She cannot control Ib@isy and Randolph, who tyrannizes
her all the time. Mrs. Miller is portrayed as a Wweaoman, extremely dull, whose only

conversation is her illness, dyspepsia, and Drifder doctor in Schenectady.

To illustrate such points, there is a scene inclwiBogdanovich masterly explores
Mrs. Miller dullness. During a ball at Mrs. Walkserhouse, Mrs. Miller arrives at the party
earlier than Daisy. She explains to the hostess@ldinterbourne she does not know what to

do because she has never been to a party by heesete. She seems so pathetic and so unfit

22BOGDANOVICH apud LIGGERA, op. cit., p. 144.

23 The Lumiére Brothers invented the cinematographikich they patented in 1985. The first footageréwe
be shot on the device was shot on 19 March 18@5ilth wasLa sortie des usines Lumiéfiierally, The Exit
From the Lumiére Factorie®r, under its more common English titW¢prkers Leaving the Lumiére Factdry
204 iggera. op. cit., p. 10.
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in that place, that the viewer cannot help feefingy for her and, at the same time, despising
her. Later, at the same party, she is sitting leydide of an old man who sleeps while she
chatters about her irreplaceable doctor. She isptbire of an unimportant and trifling

woman, who anyone thinks worthy of attention.

Randolph, Daisy’s brother, has a more relevang iol the film than in the tale.
Following Welles suggestion, Bogdanovich starts film with the boy, in the same way
James does in the tale, but, unlike it, the bog alspears in the last scene. Randolph gives
Winterbourne a significant long glare, as if blaghimm for Daisy’s tragic death. This scene
takes place at Daisy’s funeral, just after Wintenme has learnt from Giovanelli he has
always considered Daisy the most innocent creatuee has ever known. He tells
Winterbourne he was aware of the fact that Daisyldvmever marry him, and also that she
had always considered him just a good friend. is ¥lery moment, Winterbourne realizes he
has been misjudging Daisy based on wrong standardgsithrough Randolph’s accusatory
glare that the viewer realizes the extension of té&/bbourne’s unfairness and his own

unfairness to Daisy.

In the film, Randolph’s bad manners are also expldy Bogdanovich to portray
Mrs. Miller's weakness as a mother. The boy doeatwie wants to do. Mother and daughter
cannot make him act properly. He is always runrahghe corridors and gardens of Vevey
Hotel, bothering the guests. There is an episadieahotel garden, in which Daisy and Mrs.
Miller tell Winterbourne that Randolph does noteligoing early to bed, providing examples
of him spending whole night awake, an unacceptathiteide for a boy his age. Daisy and her
mother behave as if the boy’s recklessness isssigaificant, but, for the viewer, more than

to the reader, the boy attitudes are unbearableiapi@asant.
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Gerald Mast calls attention to the importance Iohdi as a modern “language” which
is a complex communicative system for making anu/eging meaning. Of all the alternative
modern “languages” semioticians have investigdigding is the only system that can rival
verbal language ability to construct lengthy anthptex messages. When comparing films to
literary works, sometimes we get to the concludioat the impact of the image is much
stronger than the impact of the words. We have @ gexample of this in one of the first
scenes in the film, in the episode Winterbourne Raddolph make acquaintance at the hotel,
in Vevey. After start talking to Winterbourne, they eats lots of sugar cubes that are on
Winterbourne’s tea table, and tells him he had ainhwst all his teeth because he used to eat
lots of candies. He insists on complaining thatibes not like to be in Europe for there are no
American candies. To assure Winterbourne he imgethe truth, he takes a bunch of teeth
from his pocket and shows them to the astonishatlegean, who does not know what to say.

It is a disgusting scene reinforced by the impadatnage.

The antagonisms between Daisy and Winterbournstesager in the film, as a result
of the impact of the image and Bogdanovich’s clavsages of camera resources. Lawrence
Raw’® calls attention to the scene in which Daisy askst&vbourne his full name. He replies
“Frederick Forsyth Winterbourne”, which prompts §gaito run out of the right side of the
frame, exclaiming “I can’t say all that™. By refung to stay within the frame, and participate
in small talk, Daisy quite literally breaks withatlition; she resists to any attempt either on

Winterbourne’s or the cinematographer’s part tost@mn her.

Henry James left no doubt in the preface to the Newk Edition that his intention,

when he created Daisy’s character, was to poraayoman who was not conformed to pre-

205 RAW, Lawrence. “Observing Femininity: Peter Bogdeich’s Daisy Miller. In: The Henry James E-
Journal,n. 4, June 19, 20QAvailable at <http://www2.newpaltz.edu/~hathawaren4.htm> Accessed on Dec.
23, 2005.



110

determined rules and desired to have more opptiganfor self-expression than those
allowed in her social circle. Lawrence Raw, in aiglysis, observes that Winterbourne may
envisage her as a romantic heroine, but he beli¢gias cinema-going audiences are

encouraged to respond to her very differently.



CLOSING REMARKS

One of the aims of this work was to analyze Helagnes’sThe AmericarandDaisy
Miller: A Study with a comparative approach, based on the inieraé reading, looking for
the congruences and divergences in James’s coasaler on the American innocence issue.
| also committed myself to do an interdisciplinatydy between Henry Jame®asisy Miller:

A Studyand Peter Bogdanovich3aisy Miller, a film released in 1974.

Working with a complex author as James is a hask to deal with, due to his
elaborated narrative and the duality of his noasld tales. In 1924, T.S. Eliot predicted, for
the next generations, the relevance Henry Jamiéstarly production would achieve, and the

difficulties in handling the complexity of his wark

Henry James is an author who is difficult for Esplireaders, because he is
American; and who is difficult for Americans, besaune is European; and | do not
know whether is possible to other readers at alh @e other hand, the
exceptionally sensitive reader, who is neither Eighor American, may have a
position of detachment which is an advantage. @n&gtis certain, that the books
of Henry James form a complete whole. One must adlaof them, for one must
grasp, if anything, both the unity and the progmess The graduadevelopment,
and the fundamental identity of spirit, are bottportant, and their lesson is one
lessor?®

28 ELIOT, T. S. “A Prediction”, 1924. In: EDEL, Leded.)Henry James: A Collection of Critical Essays
Englewood Cliffs, N.J.: Prentice Hall, 1963.
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In order to trace out the reasons that lead Jamegite about the social contrasts
between Americans and Europeans, | looked for linkés own life. The Jameses were not a
usual family. Henry James Senior wanted his childoenot be attached to established values;
for this reason, they kept moving from one towmrirone country, from one continent to
another. James schooled in several countries iogeyibeing a citizen of the world since his
childhood. Bronson Alcott, Horace Greeley and Ralgaldo Emerson — a good friend of
Henry James Senior — were frequent visitors bytithe the James family lived in New York

(1845-1957).

In 1875, James returned to Europe, where, excegirfef visits to the United States,
he would reside for the rest of his life. Whileifig in Paris, and feeling somehow an outsider,
James observed the Americans wonderers, who deftedywhere. By this time, he started
writing tales and novels dealing with the so-calledernational theme”, in which he would
describe the difficulties Americans had to undemdtand to fit in European society. The
American innocence issue would appear in his werk gesult of his view of his countrymen
making mistakes, due to their ignorance, lack dfuce, or for being deceived by some

corrupted Europeans.

The Americarand Daisy Miller: A Studyhave in common the American innocence
issue, approached by James in different ways. Boitks are relevant in his career, for the
former was, and still is, one of his most populavels among the public, and the latter was a

watershed in his careddaisy Miller made him a celebrity in both American and England.
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| have exhaustively studied and analyzed the contee characters, and, most of all,
the approach James used on both works when deaiihghe American innocence issue. |

also came to see the relevanc&loé American and Daisy Millen James’s career.

In The AmericapnJames used the stereotype of the self-made Aamenan who goes
to Europe looking for leisure and expecting to thearts, to portray the “innocent American”.
The result of James’s peculiar literary creatiothiss character Christopher Newman, who, in
all his innocence, mistakes an aristocratic farsilyithlessness for merely stubborn manners.
His ultimate aim in Europe is to find a wife, whialould crown his success. In his ignorance,
lack of manners and culture, he thinks his wealilh definitely open the French aristocracy
doors and that he will be accepted just as an eQuaisequently, he is beguiled and deceived
by a traditional French family, the Bellegardes],agven though he apparently has the chance

to get his revenge, he gives it up, because, alltene was a good-hearted man.

In Daisy Miller, Henry James goes further on the American innocessge, by
creating a character that has become very polenaspécially by the time the novel was first
published. In this tale, James created the stgveotf the free-spirited young American
woman, who unconscious of the established soci#@srin Europe, scandalizes the
Europeanized American society and thus is desfigdbdem. James approached not only the
issue of American innocence, but also the issuseafial politics and social classes. The
chaperonage system still running in Europe wasfaoltmwed in America; young unmarried
women were treated differently in both sides of Atintic, for the manners followed by
Europeans were outmoded. The gap between socsasleslavas bigger in Europe than in the
United States. In the former, old and traditioraiilies despised theouveau richesaand

easily would not accept having them in their sociadle.
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Another relevant issue, when one analyBxssy Miller, is James’s use of the
narrator's point of view. The reader is conductedd,a sometimes, deceived by
Winterbourne’s opinions, for James portrays Daidyough his impressions. For
Winterbourne is not always fair in relation to Daithe reader is lead to misjudge her, in the
same way Winterbourne does. At the end of the tlmterbourne realizes that “I was
booked to make a mistake. | have lived too lonfpirign parts?®’ In this very moment, the
reader also realizes that he too was booked to raakestake, for he was not seeing Daisy
through impartial eyes, but through someone fullpodjudices and guided by outmoded

established social rules.

| also have analyzed the criticism the New Yorktigd received. For four years,
between 1905 and 1909, Henry James worked on thetywiour-volume selection of his
works, known as the New York Editioithe Novels and Tales of Henry Janezsluded a
number of James’s novels, blite AmericarandDaisy Miller were among those he revised
and published. Daniel Mark Fogel observes that értended study of Daisy Miller can be
complete without some attention to the New Yorktigdi text”?°® The first change James
made was in the title, changing it to simply Daldjler. Questioned later about the reasons
that had led him to change the title, he answehat e could not recall the reasons for the
original subtitle. The other significant change vwasaisy’s speech, which became much
more vernacular and less grammatical in the rewjstas if to counterbalance the more
poetic, vaguer turn of the narrator’s descriptioffier’?°® Many readers seems to prefer the
earlier version simply because James’s late ssyteare complicated grammatically and tend
to elegant elaboration, that is, the style that ldidwave been known later as “the-stream-of-

consciousness”.

297 JAMES, 2004a, p. 61.
28 EOGEL, op. cit., p. 87.
29 |pid., p. 93.
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Concerning torhe Americanin the New York Edition, James seems to havetedea
new work; in this instance, one that most readeetit inferior to the original. James did few
verbal changes, eliminated unnecessary words aamgeld some to new elaborate ones. The
1877 Edition remains the favorite among his regdbexause it seems most clearly the

representative James at the time of its composition

After having analyzed the chosen works, and hawintiected relevant critical
material to do the comparative study, | selectadesooncepts to support the intertextual and

the interdisciplinary reading.

The semiotic notion of intertextuality, introduckd Julia Kristeva in 1969, was vital
to the development of this comparative work. Kavst referred to texts in terms of two axes:
a horizontal axisconnecting the author and reader of a text, angkréical axis which
connects the text to other texts. Uniting thesesaa® shared codes: every text and every
reading depends on prior codes. Every readingnaya a rewriting. In this sense, | have done
my study based on my reading of the chosen texisking for the confluences and

divergences among them.

In the respect of this comparative study, the aias not to analyze to which other
textsThe AmericarandDaisy Miller are connected with, or to which other texts they out
to analyze their intertextuality, using the Amendanocence issue as a parameter. For the
interdisciplinary reading, the pattern was the same&as concerned with the connections
between two different art languages, focusing @napproach used by a writer (James) and a
film director (Bogdanovich). Relevant interdisciry works were also studied, to give

support to this thesis.
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Another relevant concept | worked with is the orelterity. The relation between
the “self” and the “other” has been fairly discubse the last decades. This attempt started
with the failure to recognize others as full hunb@mgs with the same rights as we have. The
boundaries between “we” and the “others” are franigd different aspects. The main
characters Christopher Newman and Daisy Miller wectims of social exclusion because
they did not fit in the new social environment. thme same way, James had become the
“other” in both sides of the Atlantic, Newman andi§y crossed the Atlantic to become the
“other” in Europe. As they ignored the social sund were not able to realize they were not
accepted as equals, it resulted in their socialusian, which caused all the pathos in their
lives. Their lack of understanding of the socialresoof the society they wish to enter

ultimately leads to tragedy.

The intertextual reading resulted in the concludiwat the network that unifies both
works lies in Christopher Newman and Daisy Milldask of culture, good-heartedness and,
most of all, misunderstanding. Newman was decei\md the Bellegardes for he
misunderstood how attached they were to Europedrcahventions; they would sacrifice
everything to keep up appearances. Daisy, in lrar taisunderstood the relevance of social
manners in Europe, assuming that she could belravke Old Continent, in the same way

she was used to in her homeland.

The most relevant aspect of James’s approach iAnigrican innocence issue, Time
American,appears since the beginning of the narratives Uery clear, in my understanding,
that Newman is an innocent man who would be beduded deceived by corrupted
Europeans. It is very clear that he is a victimhaf lack of culture and good-heartedness.
Unlike The Americanin Daisy Miller the narrative is conducted based on the unceytaint

whether Daisy is an innocent American girl or jast American flirt. The answer will be
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known at the very end of the tale, at the same thraegoint of view character, Winterbourne,

realizes the whole truth about her.

Both characters are stereotypes used by James mwm mythology to represent the
dichotomies of Good and Evil, Innocence and Expeege America and Europe. James uses
both stories to discuss what he thinks about thg Araericans and Europeans may believe

about each other.

Before starting the interdisciplinary study, | hawscued some theoretical notions.
Interdisciplinary studies allow us to goes beyamel frontiers of literary studies and compare
different forms of “language”, such as literatureddilms. Henry Rem&k° stated that the
tendency of trespass frontiers and to explore éfetionships between literature with other
forms of artistic or intellectual expression andhest areas of knowledge have created the

interdisciplinary field.

In this respect, despite of all difficulties in rilng a literary work, Peter
Bogdanovich’sDaisy Miller is lovely and imaginative. Bogdanovich sticks tee thame
character’s construction James did, being faitbhduthe original, which, in this case, is a
quality. By the time of the film release (1974)e ttritic of The New York Time#lora Sayre,
praised it, observing that the world of Americarisoad was skillfully recreated, which

makesDaisy Miller relevant to the latest debates about growing uWmnerica.

Bogdanovich created some scenes that are notentale, which reinforces the
antagonisms between Daisy and Winterbourne, twangofimericans with astonishingly

different cultural background and social trainirajyd their difficulty to understand each

20 REMAK, op. cit.
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other’'s world. The requirements for a film basedan important literary work be considered
a success, were fulfilled in Bogdanovich’s adaptatf James’s tale. The film is much more
than a director’s faithful vision of a tale; it & cogent and unified work in its own terms.
Winterbourne’s drama is more evident in the moviss confusion to understand and to
“type” Daisy is masterly portrayed by the directsing all the camera resources to reinforce

the impact of the image.

In The Art of Fiction one of his best critical works, James redefinggegence and
defines the role of a novel in “real life”, and @ik requirements it must have to be considered
a good novel. James states that the only reasothéoexistence of a novel is that it does
attempt to represent life, and he insists on tkhetfaat as the picture is reality, so the novel is
history. He goes on, affirming that literature sldode both instructive and amusing.
Concerning to good novels, James points out thatust be admitted that good novels are
much compromised by bad ones, and that the fieldaede suffers discredit from
overcrowding. Comparing good and bad novels, wel#aat there is as much difference as
there ever was between a good novel and a bad“teebad is swept with all the daubed
canvases and spoiled marble into some unvisiteddjror infinite rubbish-yard beneath the
back-windows of the world, and the good subsistsemits its light and stimulates our desire

for perfection”**

If we analyzeThe AmericarandDaisy Miller: A Studyunder the light of the concepts
mentioned above, we will find out that both worlkes/é all the characteristics James stated a

good literary work should posses. Both works areamdy a picture of reality, they are also

21 JAMES, 2004b, p. 430.
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history, for they portray the reality of life ingmineteenth-century. These literary works are

instructive and amusing; they are direct impressiofife.

A novel is in its broadest definition a personaldieect impression of life:
that, to begin with, constitutes its value, whishgreater or less according to the
intensity of the impression. But there will be ntensity at all, and therefore any
value, unless there is freedom to feel and’Say.

James was an apostle of freedom, yet his fictioooerages recognition of the
responsibility that real freedom demands and treesmty of accepting commitment to life.
The will of freedom is one of the pillars of thewi®orn American hero, the innocent man
masterly portrayed by James in his novels and.t@lesstopher Newman, Daisy Miller and
many others nineteenth-century Adamic heroes, lgeloa breed of characters who will, with
marvelously inadequate equipment, take on as miitheoworld is available to offer them,
without ever fully submitting to any of the worlddetermining categories. “Each of them
struggles tirelessly, sometimes unwittingly ancenfabsurdly, to realize the full potentialities
of the classic figure each represents: the Emeasdingure, ‘the simple genuine self against

the whole world™?*3

The issue of American innocence was brought upnaigaR001. Many people state
that, after the terrorist attack in the United &atAmericans had lost their innocence and

their most praised own: freedom.

In the same way the American innocence issue walsow been brought up in this
decade, Henry Jamesieuvrewas rescued again. James's legacy has alwayspbesant in

literary studies and his works have been acclailmgdritics and students that have been

“2|bid., p. 432.
23 EWIS, op. cit., p. 198.
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experiencing the pleasure of reading his works.aBse James is part of the Western literary
canon, he has always been present when the natirature; however, meaningfully in this
decade, the interest in his life and work seemisatee been increased. In 2004, two novels,
based on James’s life and career, were publishied.Ifflsh writer, Colm Téibin, painted a
graceful, terribly sad portrait of James’s lifeTihe Maste(2004). The novel was named one
of the best books of the year Byhe New York Times Book Reviewd other major
newspapers. Trailing the same path, David Lodgeithor, Author(2004) is also based on
James’s life, focusing on his attempts to achi@me and fortune as a playwright wiguy

Domville (1895).

Henry James’s writing style has been influencinghynariters. Those who have
achieved the same level as the “Master’s” styleghaeen praised by critics as great writers,
such as Alan Hollinghurst; hishe Line of Beauty2004), has been considered by many
critics the work of a great English stylist in futhaturity; a masterpiece. “The book is

Jamesian in the best sense; indeed, in some wajlsdhurst surpasses his mastér”.

Henry James’s relevance for both American and iBmdlterature is so significant
that, not only his works, but also his life, hawedled the attention of great writers of our time.
The writer that had not achieved popular successsitifetime became a character of novels
with all the requirements Henry James himself agr@d essential for a great achievement.
Since then, one may say he has not only been mflnog many writers, he has been inspiring

them as well.

214 NESS, Patrick. “The Line of Beauty by Alan Hollmgst”. In: Sunday TelegraptApril, 17, 2005. Available
at <http://www.telegraph.co.uk/arts/main.jhtmI?xvalts/2005/04/10/bopb.xml> Accessed on March 10620
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