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CHAPTER I 

INTRODUCTION 

That Henry J a m e s , a n o v e l i s t whose works have s t i w u l a t e d 

as Much i n t e r e s t as t h o s e of any o t h e r American author , had a 

p r e d i l e c t i o n f o r t h e g h o s t s t o r y c o a e s as a s u r p r i s e to t h o s e 

who connect h i s name w i t h a more h i g h l y regarded t y p e of f i c -

t i o n . He i s known v a r i o u s l y as t h e s t u d e n t of g e n t e e l m a n n e r s , 

t h e p s y c h o l o g i c a l r e a l i s t , and t h e f i r s t i n t e r n a t i o n a l n o v e l i s t . 

Many r e a d e r s r e c a l l t h a t he w r o t e a famous f h o s t s t o r y , **The 

Turn of t h e Screw"* a few a r e f a m i l i a r w i t h *The J o l l y Corner** 

a l s o . But o n l y l i t e r a r y h i s t o r i a n s a r e aware t h a t James 

picked up t h e s u p e r n a t u r a l t a l e f rom Poe and Hawthorne , and 

c a r r i e d a much i a p r o v e d v e r s i o n of t h e t y p e i n t o t h e t w e n t i e t h 

c e n t u r y . 

Henry James p u b l i s h e d n i n e t y - s i x t a l e s . E i g h t e e n of 

t h e s e d e f i n i t e l y c o n t a i n e l e m e n t s of t h e s u p e r n a t u r a l . His 

f i r s t p u b l i s h e d g h o s t s t o r y was "The fiomanee of C e r t a i n Old 

Clothes ,** which appea red i n t h e A t l a n t i c i n 1868. Another of 

h i s g h o s t l y t a l e s , M0e <5reyt A RoBince , " a l s o appea red i n 

1868. In 1874, he wrote "The Last of the V a l e r i iH\ i n 1876, 

he p u b l i s h e d "The G h o s t l y R e n t a l . " James then abandoned t h e 

g h o s t s t o r y f o r f i f t e e n y e a r s j b u t i n 1891 with t h e p u b l i c a t i o n 
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of "Sir Edaund Orrae," he began an intense concentration on the 

type. Then followed "Nona Vincent" ( 1 8 9 2 ) , "The Private Life" 

(1092), "Sir Uominick FerrancT (1092), "Owen Wingrava" (1092) , 

"The Altar of the Dead" (1895), "The Friends of the Friends" 

(18%), "The Turn of the Screw" (1896), "The Real Sight 

Thing" (1899), "The Great Good Place" (1900) , "Haud-Evelyn" 

(1900) , and "The Third Person" (1900) . In 1903, he wrote "The 

Beast in the Jungle." His last gho»t story, "The Jolly 

Corner," was published in 1908. 

James collected nine of these eighteen ghostly tales for 

his famous New York Edition. He placed his longest super* 

natural tale, "The Turn of the Screw," in Volume XII, immedi-

ately following "The Aspern Papers," and apart from the other 

e i g h t . These e ight were included in Volume XVII, which con-

tains "The Altar of the Dead," "The Beast in the Jungle," 

"The B i r t h p l a c e , " "The Pr ivate L i f e , " "Owen Wingrave," "The 

Friends of the Friends," "Sir Edmund 0r»e," "The Heal Bight 

Thing," "The J o l l y Corner," and "Jul ia Bride ." In h i s preface 

to Volume XVII, Jawes explained that he had included "Julia 

Bride" at the end of the collection "for material reasons . . . 

quite out of her congruous company." 1 No c r i t i c has connected 

"The Birthplace" with the supernatural. Yet James, who 

always attempted to avoid the terra "ghost story," indicated 

'Henry J a i t , HartU JUL U l U . * » " <"•* Tork, 19S2), 
xv. 
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t h a t wThe B i r t h p l a c e " belonged In the rea l® of f a n t a s i e s or 

m y s t i c a l s t o r i e s and impl ied t h a t i t might be c o n s t r u e d a t a 

s u p e r n a t u r a l t a l e ak in to "The A l t a r of t h e Dead," "The Beas t 

in t h e J u n g l e , " and "The P r i v a t e I 4 f e , w among which s t o r i e s 

i t i s p l a c e d . These t a l e s he c a l l e d e l a b o r a t e d f a n t a s i e s , 

t he d r a n a t i & a t i o n s of t h e i n v e r t e d minds of wpoor s e n s i t i v e 

gentlemen.**2 They were not ghos t s t o r i e s i n t h e t r a d i t i o n a l 

s e n s e . N e v e r t h e l e s s , because of t h e i r e e r i n e s s , t hey have 

i n v i t e d a d i s c u s s i o n as a p a r t i c u l a r kind of p s y c h o l o g i c a l 

ghos t s t o r y . James made a sha rp d i s t i n c t i o n between t h i s 

group of f a n t a s i e s and t h e r emain ing f o u r s u p e r n a t u r a l t a l e s 

of Voluae XVII—"The Friends of t h e Friends,** "Owen Wingrave," 

" S i r Edmund Orme," and "The Sea l Right Th ing . w These , he 

s a i d , "would never have e x i s t e d but f o r t h a t love of ' a s t o r y 

as 8 s t o r y . 

Leon Sdel c o l l e c t e d e i g h t e e n of J a m e s ' s s u p e r n a t u r a l 

t a l e s i n one v o l u a e , The g t o l l J , ISlSM. Stl ifiiKJ. pub-

l i s h e d by t h e l u i g e r s U n i v e r s i t y P r e s s i n 1948. Edel did not 

i n c l u d e "The B i r t h p l a c e " i n h i s volume. He d i d , however, 

c o l l e c t t h o s e t a l e s which J anes had not been w i l l i n g to r e f e r 

to d i r e c t l y as s u p e r n a t u r a l . To t h e s e he added in t empora l 

o rde r t h o s e s t o r i e s which James had to c a l l ghos t s t o r i e s , 

f o r t h e want of a b e t t e r terra . Edel d i v i d e d t h e s e e i g h t e e n 

' * P• • 

3 I b i d . . p. x v i . 
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s t o r i e s i n t o two groupst a p p a r i t i o n s ! t a l e s ( t h o s e s t o r i e s 

i n which g h o s t s a r e seen or t h o u g h t t o be seen by p e o p l e ) and 

a o n - a p p a r i t i o n a l t a l e s ( t h o s e of a q u a s i - s u p e r n a t u r a l n a t u r e 

i n which g h o s t s a r e f e l t t o be p r e s e n t , bu t a r e neve r a c t u a l l y 

seen by a n y o n e ) . Ten of t h e e i g h t e e n t a l e s were d e s c r i b e d by 

Edel as " a p p a r i t i o n a ! " s t o r i e s , l a h i s 1963 volume e n t i t l e d 

G h o s t l y T a l e s of Henry J ames , p u b l i s h e d i a p a p e r b a c k by t h e 

U n i v e r s a l L i b r a r y , Edel p l a c e d o n l y t h e * a p p a r i t i o n s ! * t a l e s ; 

"The Romance of C e r t a i n Old C l o t h e s , * "De Grey i A Romance," 

"The G h o s t l y R e n t a l , * " S i r Edmund Oriae," "Owen f i n g r t v e , " 

"The Fr iends of t h e F r i e n d * , * "The Turn of the Screw," "The 

S e a l S ight Thing ," "The Third Person ," and "The J o l l y Corner." 

Edel*s i n t r o d u c t i o n to b i s 1948 volume i s c h a r a c t e r i z e d 

by i t s p o i n t e d i n v e s t i g a t i o n i n t o t h e b i o g r a p h i c a l a s p e c t s 

of t h e g h o s t l y t a l e s . He c o n c l u d e s t h a t t h e t a l e s nay " o f f e r 

us t h e record of J a m e s ' s own h a u n t e d s t a t e . " 4 T h u s , as 

J a m e s ' s c h i e f b i o g r a p h e r , Edel has s o u g h t t o r e v e a l t h e 

a u t h o r ' s p e r s o n a l i t y by r e l a t i n g t h e themes end f a n c i e s of 

t h e s e g h o s t s t o r i e s t o J a m e s ' s l i f e . To approach James by 

such s e m i - s c i e n t i f i c i n q u i r y i s t o n e g l e c t h i s a r t . But t h e 

q u e s t i o n a r i s e s , was he a h a u n t e d w r i t e r who e s c a p e d f r o ® 

l i f e i n h i s t a l e s , o r was he t h e a r t i s t who c r e a t e d h i s 

d e s t i n y and i m m o r t a l i t y through them? 

4Leon E d e l , X i l f J . fif jfiJIKl J j l M 
Brunswick, 1 9 4 8 ) , p. x x x i . 
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In h i s introduction to h is 1963 voluae of Ghostly Tales 

of Henry James. Edel has not bees so ana ly t i ca l in the 

psycho log ica l sense , and has chosen to t r e a t t he appari t ions! 

t a l e s more as s t o r i e s of an author who had a view of the 

complexity of the mind and the a b i l i t y to dramatize i t s 

imagined f e a r s . S d e l ' s l a t e r views d i s p l a y an unders tanding 

of James ' s mature powers of thought and g ive more c r e d i t to 

the a r t i s t who had used the f a i r y t a l e as a model f o r the 

g h o s t l y . Even so , Edel seems not to have rendered a f u l l and 

s a t i s f y i n g t r ea tmen t of t he ghos t l y t a l e s . James added, as 

Edel has r e c e n t l y s t a t e d , a new dimension to the t a l e of 

t e r r o r by d ramat iz ing the contagion of f e a r . In so do ing , 

James did, admi t t ed ly , r evea l h i s own inner f e a r s . But what 

i s more impor tant about the t a l e s of the s u p e r n a t u r a l of 

Henry James i s t h a t he mastered h i s f e a r through h i s devot ion 

to h i s a r t . 

More accu ra t e perhaps than Edel's two-way d i v i s i o n of 

the ghost ly t a l e s would be a three-way d i v i s i o n . Such a 

d i v i s i o n shows not only the p rogress of James's a r t , but also 

t he f u l f i l l m e n t of the man who surmounted h i s own i n s e c u r i t i e s . 

James 's f i r s t four ghost s t o r i e s , w r i t t e n between 1668 and 

1876, belong to an exper imenta l s t a g e of h i s w r i t i n g when he 

was emulat ing o the r w r i t e r s of s u p e r n a t u r a l t a l e s . The e igh t 

t a l e s beginning 1n 1891 with "Sir Edmund Orne" and concluding 

in 1898 with "The Turn of the Screw** r e p r e s e n t James ' s 

a t tempts to ex terna l i ze the inner g h o s t s , the imagined f e a r s , 
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that people carry around with them in t h e i r o rd ina ry day~to« 

day l i v e s . F i n a l l y , in the l a s t s i x t a l e s publ i shed between 

1898 and 1908, he seems to have pictured h i s own part icu lar 

g h o s t s , exp lor ing h i s own i n t r o v e r s i o n s and i l l u s i o n s . 

James wrote f o u r t e e n of the e igh teen s t o r i e s with supe r -

n a t u r a l elements fo l lowing h i s g r e a t e s t popular succes s . 

Before 1891, he had brought out s ix volumes of e s s a y s , t en 

volumes of sho r t t a l e s and n o v e l e t t e s , t he »os t popular of 

which were "Daisy M i l l e r " (1879) , "Washington Square* (1881) , 

and "The Aspera Papers" (1888) . He had a l so w r i t t e n s i x 

nove l s , among them Roderick. Hudson (1876) , The 

(1877) , a t Ml & kMX <1881) and Jfcft § M l £ a l f , M 

(1886). 

The ghos t l y t a l e s of James * s l i t e r c r e a t i v e c a r e e r , 

which begins nine years b e f o r e the tu rn of the cen tu ry tod 

ends in 1908, prove h i a a master of the form—indeed one of 

the l a s t g r e a t w r i t e r s to e x p l o i t i t s charm. His s t o r i e s of 

t h i s per iod have done much to s u s t a i n the r e s p e c t a b i l i t y of 

the s u p e r n a t u r a l to the s c i e n t i f i c a l l y o r i e n t e d modern r e a d e r , 

moviegoer, and t e l e v i s i o n viewer . James ' s l a s t ghost s t o r y , 

MThe J o l l y Corne r , " lay embedded in h i s Mind f o r ha l f a 

century b e f o r e i t took for® near the end of h i s l i f e . In 

one sense "The J o l l y Corner1* belongs in a ca tegory by i t s e l f , 

f o r i t i s the triumph of a r t in the ghost s t o r y i t s e l f , 

arrived at through prolonged Maturation t h a t made h is art 

supreme. 
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Henry J awes bad loag hoped to writ© a novel in which a l l 

c fa t r a d e r s would be haunted by each other. The fragment of 

IM MM#. 2l *M LMX suggests Jcaes's conception of such a 

trogedy. The tragedy of l i f e ley In the memories of the 

post which briay suxi ety to the present. Frou thoso ghosts , 

these iaagined f#ers» there i s uo cscapo, for fear begets 

fear end a f fac t s the amtorittlly comfortable present. The 

real doaons are those of the ai»d which destroy i t s peace 

and produce autual suspicion, undoraining the whole s truc-

ture of human re lat ionships . 

This study proposes f i r s t , to inves t igate the biographi-

cal and l i t erary inf luences that led Janes to attempt the 

ghost s t o r y i second, to examine the s tor i e s theraselves in 

l ight of J«aes*s theory of f i c t i o n , eaa to compare them with 

the t a l e s of other writersj l 8 s t , to consider Jaaes's ghosts 

as dramatized unseen r e a l i t i e s which strongly a f f ec t human 

experience. Additionally, the purpose i s to trace Jme$*§ 

development through the whole ser ies of ghost s t o r i e s , showing 

how ho remained inventive and perceptive unt i l the end nnu 

how bo nos oa*j of the low real arti s t s of the supernatural 

I« f i c t i o n . 



CHAPTER I I 

GHOSTS IN THE JAMES FAMILY 

Wi 1 l i am J ames , g r a n d f a t h e r of t h e n o v e l i s t and t h e 

p h i l o s o p h e r , was t h e o n l y b u s i n e s s m a n and t h e o n l y f u n d a -

m e n t a l i s t i n b i s l a r g e f a m i l y . His v e n t u r e s i n t o b a n k i n g 

and m a n u f a c t u r i n g and h i s l and h o l d i n g s i n upper New York 

S t a t e and Manha t t an b r o u g h t him v a s t w e a l t h . The g r e a t sums 

of money which he l e f t t o h i s sons p r o v i d e d the® w i t h means 

f o r t h e d i s s i p a t i o n t h a t c h a r a c t e r i z e d t h e i r l i v e s . But t o 

one of h i s s o n s , Henry J ames , S r . , he l e f t a c o m p a r a t i v e l y 

s m a l l p a t r i m o n y , p l u s a d i s t a s t e f o r p r a c t i c a l i t y and f u n d a -

m e n t a l r e l i g i o n . 

Henry J a m e s , S r . , t h e f a t h e r of Henry t h e n o v e l i s t and 

Wi l l i am t h e p h i l o s o p h e r , seldom conce rned h i m s e l f wi th t h e 

p r a c t i c a l s i d e of l i f e . He s p e n t most of h i s t i m e wi th 

l i t e r a r y p e o p l e and p h i l o s o p h e r s , and wi th h i s own t h e o l o g i -

c a l w r i t i n g s . C o n s i d e r e d a r e l i g i o u s e c c e n t r i c , he f i n a l l y 

became t h e c h i e f spokesman i n America f o r t h e m y s t i c a l 

Swedenborg ian c o n c e p t s . T h i s son of a p r a c t i c a l t ycoon of 

Albany may have r e v o l t e d a g a i n s t t h e o n e r o u s r e l i g i o u s 

demands of h i s f a t h e r and h i s f a t h e r ' s Calv i ni s t i c God; bu t 

some shade of t h e A lmigh ty—whe the r i t was t h e remembrance 

8 
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of h i s f a t h e r or h i s f a t h e r ' s angry God—remained with him. 

For Henry James , Sr. ,"was a man who a l l h i s l i f e f e l t h imse l f 

spied upon."1 

When Henry, J r . , was only s i x months o l d , t h e e l d e r 

Henry J arses had 8 myst ica l e x p e r i e n c e which convinced him of 

t h e r e a l i t y of t h e unseen . One day i n l a t e May, 1844, a f t e r 

a p l e a s a n t mea l , he was look ing at the embers i n a f i r e p l a c e . 

Suddenly he became consc ious of an i n v i s i b l e shape "raying 

out from b i s f e t i d p e r s o n a l i t y i n f l u e n c e s f a t a l to l i f e . " 2 

There was, of c o u r s e , no ghos t i n h i s room; t h e r e was simply 

the f ear r i s i n g from the depths of h i s subconscious mind. 

The e x p e r i e n c e destroyed h i s sense of s e c u r i t y , and he chose 

to r a t i o n a l i s e h i s dread in terms of a haunting shape that he 

f e l t e x i s t e d . For a t l e a s t two yea r s a f t e r the v a s t a t i o n . 

as the e lder James l a t e r c a l l e d the t e r r i f y i n g moment, he 

e x i s t e d i n "an eve r -g rowing tempest of doubt, a n x i e t y , and 

despair . . F i r s t , he turned to medical s c i e n c e for he lp , 

but i t af forded him nei ther an explanat ion of nor r e l i e f from 

his f e a r s . Then, by acc ident , he d i s c o v e r e d Swedenborg, who 

enabled him to l i f t himself from the i n f a n t i l e p a s s i v i t y 

caused by h i s v a s t a t i o n . He found s p e c i a l comfort in the 

1 
Leon Edel , Henrv J antes i The Middle Years (New York, 

1962) , p . 58. 
r% 

^Will iam James, L i terary Remains of t h e L a t e Henrv Jaraes 
(Boston, 1897) , p . 59. 

3 I b i d . . p. 60 . 
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Swedish phi losopher ' s words about r e b i r t h , a new beginning 

for his i n t e l l e c t u a l and speculat ive thinking, to i n j e c t h is 

own thoughts into Swedenborgianism was to close the divis ion 

in his own persona l i ty . He became an in tegrated nan with his 

own rea l God, f reed at l a s t from the towering Sod of his f a t h e r . 

Daytime nightmares were, never theless , t r a d i t i o n a l experi-

ences in the Janes family. The insecur i ty they brought on led 

not only the elder Henry but also his daughter Alice and sons 

Henry and William to take an abiding i n t e r e s t in the i nv i s ib l e 

world. William was onee so impressed by an appari t ion that 

he could never understand why other people were not so aware 

as he was of the strangeness beneath everyday sensuous experi-

ences. William, as his f a the r had done, turned f i r s t to 

r e l i g i o n , hoping i t would exorcise the negative forces of his 

being. La te r , he guided American psychical research in 

attempting to uncover the workings of the mind, f i n a l l y , he 

framed a systematic philosophy, pragmatism, a doctrine whose 

thought emphasizes both external and psychical r e a l i t y . 

Of a i l the Jameses, Alice, the only g i r l in the family 

of f ive ch i ld ren , suffered most from f a n t a s i e s . Early in 

l i f e she had a nervous breakdown, and t h e r e a f t e r remained the 

victim of su ic ida l tendencies. Finding no ou t l e t s as her 

fa ther and brothers had done, she eventually became patho-

log ica l ly h y s t e r i c a l . 

Henry, the second son, l e f t no wri t ten account of an 

individual ghost, but Graham Greene, Rebecca West, and Saul 
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Rosenxweig (a p s y c h i a t r i s t ) a s c r i b e h i s p e c u l i a r s e n s i t i v i t y 

to e v i l as p e r s o n s ! malad jus tment , Rosenzweig claims t h a t 

Janes never solved the Oedipal s i t u a t i o n of i n f a n c y , and was 

throughout l i f e c o n s t a n t l y t r y i n g to a d j u s t f o r f e e l i n g s of 

i n f e r i o r i t y . The chief evidence f o r t h i s view i s fragmen-

t a r y and coaes from James ' s own memoirs. Notes of j | Son and 

B r o t h e r , and the t a l e s "The Story of a Year ," "Owen Wingrave," 

and "The J o l l y Corner . " In h i s sketchy r e c o l l e c t i o n of t h e 

p a s t , James r e c a l l s t h a t at t h e outbreak of the C i v i l War 

he s u f f e r e d a " h o r r i d even i f obscure h u r t . * 4 The acc iden t 

happened dur ing "twenty odious minutes" and was a t tended with 

" t h e ques t ion of what might s t i l l happen, to everyone about 

a e , to the country a t l a rges i t was made of the d i s p a r i t i e s 

a s i n g l e l a s t v i s i t a t i o n . " 5 Continuing the d e s c r i p t i o n in 

the ambiguous s t y l e of h i s l a t e r y e a r s , he adds* 

. . . t h e r e were hours a t which one could s c a r ce have 
t o l d whether i t cane from one ' s own poor organism, 
s t i l l so young and neant f o r b e t t e r t h i n g s , but which 
had s u f f e r e d part icular wrong, or from t he enc los ing 
s o c i a l body, a body r e n t with a thousand wounds and 
that thus t r e a t e d me to the honour ef a s o r t of t r a g i c 
f e l l o w s h i p . 6 

James ' s s t o r y of the acc iden t i s clouded with a m b i g u i t i e s , 

even though i t i s apparent t h a t he i s being thoroughly hones t . 

The t w e n t y - o i a u t e d u r a t i o n of the " v i s i t a t i o n " was " a t once 

4Heory l i n e s , S a l s * ftj 4 S&i J M B r o t M ' <"•* *ork , 
1914), p. 296. 

5 I M 4 . . P. 297. 

6 IHi4 -
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e x t r a o r d i n a r i l y iminiate and q u i t e awkwardly i rre levant ."7 

I t happened while he was he lp ing o t h e r s work on an old engine 

to fee used to ex t ingu i sh a f i r e , e u p h e m i s t i c a l l y and cha r -

a c t e r i s t i c a l l y desc r ibed by James as a "shabby c o n f l a g r a -

t i o n , T h e hur t he rece ived was "horrid" j yet i t was a l so 

" o b s c u r e . " l a on© sentence he c a l l s i t both a " c a t a s t r o p h e * 

and simply a " d i f f i c u l t y . " ^ 

According to the psychoanalytic t h e o r y , James'8 acc iden t 

could have had n e u r o t i c o r i g i n s in b i s f a i l u r e to solve the 

Oedipal s i t u a t i o n . But i f w r i t e r s a re agreed on James 's 

mother-centeredness, they d iverge r a t h e r widely on the 

r e s u l t s of t he a c c i d e n t . B r i e f l y s t a t e d , the c o n f l i c t i n g 

t h e o r i e s are t h a t the acc iden t made him (1) su f f er permanently 

from a backache*10 (2) l i v e l i f e with f e e l i n g s of g u i l t for 

not having gone to warj 1 1 (3) su f fer from hal luc inatory s e l f -

c a s t r a t i o n which l e f t him impotent s e x a a i l y f * ^ and (4) become 

7 I b l d . 

8 I b i d . . p . 298. 

9 I b l d . . p . 2 % . 

l 0Leon Edel , 1m£X lS&S£* IM 1,1,1m, <New *ork, 
1953) t p. 183. 

**Saul Rosenzweia, "The Ghost of Henry James." P a r t i s a n 
I f i l l f iS ( F a l l , 1944), pp. 438-439. 

12 
Glenway Wescott , Honad and Horn (Henry James i s s u e , 

A p r i l , 1934), p. 523F. 
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a w r i t e r whose a r t was a s u b s t i t u t e f o r normal phys ica l 

a c t i v i t y . * 3 

V i s i t a t i o n , ca l l ed by the e lde r Henry t e s t a t i o n . a 

Swedenborgian terra* became a p a r t of t he household vocabulary 

at James ' s Cambridge home, The word was used e a r l y in Henry 

JaBies*s l i f e and i t grew with importance a® the years passed 

on. The Jameses never once f o r g o t t h e i r nightmares of the 

dayt ime, and the major aspec t s of t h e i r l i v e s were a f f e c t e d by 

the®. In h i s memoirs, Henry r e f l e c t s on a n i g h t a a r e occur r ing 

to him in P a r i s , As he r e c a l l s , i a h i s old age, a dream of 

h i s youth , he ques t ions "the sources at which an i n t e n s e young 

fancy (when a fancy i s i n t e n s e ) c a p r i c i o u s l y , absurdly drinks— 

so that the e f f e c t i s , in twenty connec t ions , t h a t of a love-* 

p h i l t r e or f e a r - p h i l t r e which f i x e s f o r the sense t h e i r supreme 

symbol of the f a i r or the s t r ange .**^ Then he t e l l s t h a t the 

Ga le r i e d 'Apo l lon , a t the Louvre, was the spot of *the most 

appa l l i ng yet roost admirable nightmare of my l i f # . M i ^ The 

p a r a l l e l s James uses are typ ica l of h i s l i f e l o n g a t tempt to 

make words dep l e t some incongruous , pa radox ica l complexity* 

JL£M » n d iMJLt m , l . a n d $11,1,111,ft# aitolUffrAff aad appal l ing. In 

his supernatural t a l e s , ghos ts a re inex tr i cab ly the shades of 

13Graha» Greene, "Henry James," The Engl ish N o v e l i s t s , 
edited by Derek Verschoyle (New York, 1936) , pp. 231-246. 

1 4Henry James, A Small Boy and Others (New York, 1913), 
p. 347. 
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love and fear. In "Sir Edmund Orrae,M for example, a ghost 

Is both a symbol of love and fearj he Is also both admirable 

and appalling. 

In his nightmare, Henry recalls that with his shoulder 

he himself is attempting to bar the door to his room as a 

visitor attempts to break in. There is a struggle. Suddenly 

Henry the defender becomes Henry the aggressor. The visitor 

runs^ the terror vanishes. No longer in terror, Henry becomes 

elated. 

, . . Souted, dismayed, the tables turned upon him by 
ray so surpassing him for straight aggression and dire 
attention, my visitant was already but a diminished 
spot in the long perspective; the tremendous, glorious 
hall, as I say, over the far-gleaming floor of which, 
cleared for the ©session of its great line of price-
less vitrines down the middle, he sped for his life, 
while a great storm of thunder and lightning played 
through the deep embrasures of high windows at the 
right. The lightning that revealed the retreat, 
revealed also that wondrous place and, by the same 
amazing play, my young imaginative life in it of long 
before, the sense of which, deep within me, had kept 
it whole, preserved it to this thrilling use; for what 
in the world were the deep embrasures and the so 
polished floor but those of the Valerie d'Apollon of 
my childhood? The "scene of something" I had vaguely 
then felt it? Well, I might, since it was to be the 
scene of that intense hallucination. 

Portions of this nightmare appear In many of the ghostly tales; 

it is pictured most fully in "The Jelly Corner,** his last 

supernatural tale. 

Yet Leon Edel thinks that Henry*s relationship with his 

brother William supplied the ghost at the Salerie d'Apollon. 

16 U O A . . PP. 348-349. 
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Edel p o i n t s to an e a r l y pa s sage in H e n r y ' s memoirs s u g g e s t i n g 

t h a t an unequal r i v a l r y e x i s t e d between t h e b r o t h e r s * "I 

never f o r a l l t h e t ime of ch i ldhood and youth in t h e l e a s t 

caught up wi th him and over took h i m . " ^ Like t h e v i s i t a n t 

i n Hen ry ' s nightmare, William was ^always round t h e co rne r 

and out of s i g h t , 

Yet Wil l iam was a l s o , in l a t e r y e a r s , a s t r o n g , s t imu-

l a t i n g i n f l u e n c e upon h i s b r o t h e r . Even though William 

tu rned to s c i e n c e , he never viewed t h e s u p e r n a t u r a l as an 

a b s u r d i t y . In f a c t , a g r e a t p a r t of h i s p $ y c h i e s l r e s e a r c h 

was d e d i c a t e d to t h e m y s t i c a l which , he n o t e d , had been 

t r e a t e d wi th a "contemptuous s c i e n t i f i c d i s r e g a r d . I n t e r -

e s t i n g l y , he s t a r t e d i n 18% a s e r i e s of e s s a y s t r e a t i n g 

e t h e r e a l o b s c u r i t i e s , j u s t b e f o r e t h e t ime t h a t Henry began 

w r i t i n g h i s g r e a t e s t ghos t s t o r i e s . In one of t h e s e e s s a y s , 

William comments t h a t "few s p e c i e s of l i t e r a t u r e a r e more 

t r u l y d u l l t han r e p o r t s of phan tasms . Taken simply by them-

s e l v e s , as s e p a r a t e f a c t s to s t a r e a t , t h e y appear so devoid 

of meaning and sweep, t h a t , even were t h e y c e r t a i n l y t r u e , one 

would be tempted to l eave them out of o n e ' s u n i v e r s e f o r be ing 

so i d i o t i c . * * 2 0 Henry, almost p a r a p h r a s i n g h i s b r o t h e r , 

P- 9 . 

i S I b i d . 

1 9 Will iam James, The Wil l to B e l i e v e (New York, 1899) , 
p . 300. 

2 0 I b i d . . p. SIT. 
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comment s on "The Tarn of the Screw" in the preface to The 

Asoer» Papers» 

The new type indeed, the mere modern " p s y c h i c a l " 
case, washed clean of @11 queerness as b y exposure 
to a flowing laboratory tap, and equipped with 
credentials vouching for this—the new type clearly 
promised little, for the more it was respectably 
certified the less it seemed of a nature to rouse 
the dear old sacred terror.21 

T h e extent to which Henry j antes * s family influenced his 

ghost stories seems substantial. There is no obvious use 

of the intimately personal material of family life i n his 

stories, but there are the undercurrents of jealousy, f a m i l y 

curse, god the obvious m y s t i c a l visitations. Bis individ-

ualized p h a n t o m s in hi s stories are quite l i k e h i s father's 

v a s t a t i o n . These visitations became the kinds of g h o s t s 

that were peculiarly adaptable to James's idea of what should 

be in supernatural fiction. His father's v a s t a t ion was a 

most important event in the life of the family. Mystical and 

subjective though it was, it could not be l i g h t l y dismissed 

by a reflective soni "It was all a play I hadn't 'been to,' 

consciously at least—that was the t r o u b l e . " 2 2 consciously, 

he says, he was not present for "the real right t h i n g . " 2 3 

But he was there, in impressionable infancy, when his father 

was troubled. Henry James, in later psychological speculations 

2*Henry Barnes, Novels and Tales. XII, xv. 

22[ienry Jaraes, Notes of a. Son and Brother. p. 174. 

2 3 l b i d . 
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seeias t o have f e l t that Ills l a t h e r ' s i n t r o v e r s i o n s had hmn 

t rans ferred t o h i a . The axa«plo of "v'illiara*s neurasthenia 

i a s s t i l l another proof of psychic abnormality, and Alice*® 

mental I l l n e s s cunfirjaeU the f a -a l ly toaOency towata neuroses 

which aoulu not be cjlUii noted through ph i losophic u o c t r i n e s . 

The i m l l y a o a t o l t endenc i e s nctad both as a r e s t r a i n i n g 

f o r c e ano a mot ivat ion Cor Ueary James. t l t§ s u r v i v a l i n the 

mater ia l world was assured by tho fami ly weal th; a alrnl a t 

peace .vi th I t s e l f was auch l e s s c e r t a i n , As a w r i t e r , Usury 

James , thon, could not accept tho f a s h i o n a b l e r e a l i s e of the 

day wi th i t s growing emphasis on o b j o c t s rather then OR minds, 

Be probed the consc i ences of h i s characters aad became the 

r e a l i s t who In h i s t a l e s brought to the surfaco tho l i f e that 

was l e s s obv ious . To accomplish t h i s purpose r he l i v e d much 

!a h i s imaginat ion . Heec l l ing a Urearay habi t of hii» youth, 

ho says : 

1 imagined th ings . . . nnu as I f qu i t e on 
s y s t e a . . . whol ly other then es they were . . . 
«a exi s tance , . . c u t t i n g ao o f f frora any degree 
of d i r e c t p a r t i c i p a t i o n , at a l l . . . n i l 
elbowing and k ick ing presences ;vithin touch or 
view, so taeny uonstevs and horrors , so uony 
wonders end splendours and tays tor ies , but never, 
so far es I can r e c o l l e c t , r e a l i t i e s of r e l a -
t i o n . , . They were something b e t t e r . . . they 
wore so thoroughly f i g u r e s and c h a r a c t e r s , d i v i n -
i t i e s and demons, sod endowed i n t h i s l i g h t with 
a v i v i d n e s s tb8t more r e a l i t y of r e l a t i o n , a com-
moner d i r e c t n e s s of contact,^woultf have made, I 
s u r a i s e , c o a p a r a t i v e l y p o o r . 2 4 

2 4 i fmwy J awes, A, MMMU MX, MA UlkSXJL, PV- 1CM-19 
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He imagined h o r r o r s , he saw d i v i n i t i e s and demons, and cared 

no th ing f o r t h e " r e a l i t i e s ex r e l a t i o n , " The d i r e c t i o n of 

h i s thought i s never to t h i n g s , or even to i d e a s ; and i f he 

beg ins wi th psycho logy , i t i s not as a m e t a p h y s i c i a n l o s i n g 

h i s way in s u p e r n a t u r a l o b s c u r i t i e s , but as t he r e a l i s t to 

whom thought i s a m i r r o r of c o n s c i o u s n e s s , Consc iousness i s 

never an e n t i t y to James, but a system of r e l a t i o n s . I t i s a 

moment of p e r c e p t i o n when sequence and r e l a t i o n s h i p of 

t hough t s a r e i l l u m i n a t e d by e v e n t s . At t h i s p o i n t c o n s c i o u s -

ness cea se s to be a chaos , a d i s o r g a n i z a t i o n , and becomes in 

i t s e l f an o r g a n i z e d , r e c o g n i s a b l e r e a l i t y . A m a t e r i a l con-

n e c t i o n i s e s t a b l i s h e d with a menta l s t a t e , and he uses 

g h o s t s to i n d i c a t e t he d e l i c a t e c o n j u n c t i o n between a world 

p a r t i a l l y m a t e r i a l , p a r t i a l l y i m m a t e r i a l . 



CHAl'TEk III 

EAKLY GHOST STORIES 

Several writers, both Ameri c an and European, influenced 

Henry James to turn his attention to the ghos tly tales; for, 

especially among Americans, the supernatural tale was popular 

in James's apprenticeship years. Both t'oe and Hawthorne had 

based much of their work on supernatural ism. A "devourer of 

l i b r a r i e s J a m e s had read their uncanny stories. Further-

more, he had observed the ghostly elements in the fiction of 

George Sand and Prosper Merimee. Evidence shows that the 

motifs used by these four above-mentioned authors appear in 

the four ghostly teles o£ James's early period. 

J ernes attempted the supernatural tale after he had pub-

lished six conventional stories and several reviews and essays 

The critical phase of the first years of his literary career 

set forth the principles by which he was guided. From these 

writings James's main principle is to be observed j all stories 

which rise to the level of serious literature can be accepted 

as truth. But as he reviewed stories by Anthony Tro1lope, 

George Sand, George Eliot, and Goethe, he learned that the 

*Leo n Edel, Henry James (St. Paul, Minnesota, i960), 
p. 10. 

19 
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truth has two sides: one part in the visible, external 

world} another in the hidden depths of human nature, James 

praised Tro1lope' s ability to portray the surface aspects of 

life, but objected to the novelist's failure to examine the 

contemplative aspects of human nature. Hating been reared 

i u a home where the ni nil was more import ant than the body, 

he admired the analytical story such as Goethe's Wilhelm 

Meister, a tale so concerned with examination of motive that 

it almost completely neglects appearances. Yet in his first 

published tale, "The Story of a Year," James attempted to 

present everything possible through both action and motivej 

furthermore, he tried to make his story entertaining and 

moral. In attempti ng so many effects, he failed in the same 

way he had accused Trollope and Dickens of failings he had 

not examined motive.4* 

With the publication of his next two stories—"A Land-

scape Painter" and "A Day of Days"—James neglected action 

and emphasized character. He later realized, after reading 

the works of George Eliot, that he had analyzed too exten-

sively! his approach was too rational for fiction. He had 

not entertai nec j instead, he had displayed his own psycho-

logical acumen. George Eliot, he thought, had achieved a 

proper blend of the external and the psychological. But, 

2 
Cornelia P. Kelley, The Ear 1v Development of Henry James 

(Urbana, Illinois, 1930), p. 34F. 
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more i m p o r t a n t , she had been t r u e to human n a t u r e by b r i n g i n g 

f e e l i n g i n t o her s t o r i e s , * 1 

James d e a l t s p e c i f i c a l l y with p a s s i o n iti h i s next two 

s to r i e s— w My Fr iend Brinyham" and ' 'Poor R icha rd"—both pub-

l i s h e d in 1667. In t h e f i r s t of t he s t o r i e s he f a i l e d to 

engage the r e a d e r ' s a t t e n t i o n s u f f i c i e n t l y because he had 

chosen a d i s p a s s i o n a t e n a r r a t o r to t e l l a love s t o r y , t hus 

i n c r e a s i n g t h e r e a d e r ' s d i s t a n c e and d i m i n i s h i n g the v i t a l i t y 

of t h e s t o r y . ^ Doubt less James r e a l i z e d t h a t he had p laced 

t h i s r e s t r a i n t on "My f r i e n d Bri ngham"j f o r in "Poor Ri ch ard ,H 

a f i r s t - p e r s o n s t o r y , he a t t empted a c o r r e c t i o n . However, he 

ove r -compensa ted . His f i r s t - p e r s o n n a r r a t o r was 0 c o n f e s s o r , 
r 

and s e n t i m e n t a l i t y , not human n a t u r e , was t h e r e s u l t . 

The f r i e n d s h i p t h n t he beyan with Wi H i am Dean HowelIs 

i n 1867 was impor t an t to J ernes' s growth as a w r i t e r , f o r 

Howells made James aware of t h e mis s ing element in h i s wr i t ing* 

a r t . He led James to c o n s i d e r Hawthorne ' s r e l i a n c e on t h e 

m y s t e r i o u s and o c c u l t i n the romances, f u r t h e r m o r e , Howells 

compared the ways i n which Hawthorne end George E l i o t had 

d e a l t with the problem of e v i l , and convinced Janes t h a t t h e 

American w r i t e r had handled i t in a more a r t i s t i c way U n t i l 

t h i s t i m e , James had never thought we l l of r oman t i c i sm . I r o n -

i c a l l y , i t was t h e dean of American r e a l i s t s , Howel l s , who 

3 I b i d . . p . 5SP. 4 I b i d . . p . 70 . 

" I b i d . 6 I b i d . . p . 78 . 
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convinced him that artistic achievement, whether attained 

through realism or romanticism, was the great object, James * s 

experiment with artistry began in 1068 with the publication 

of "The Story of a Masterpiece." The theme is jealousy—the 

theme he exploited thoroughly in several stories afterward, 

"The Romance of Certain Old Clothes'* 

The first of James's ghostly tales, "The Romance of 

Certain Old Clothes," published in February, 1868, grew out 

of "The Story of a Masterpiece." In this second treatment of 

jealousy, James did not analyze} he described. The result, 

even if he did call in a vengeful ghost to suggest figura-

tively the effects of jealousy, is an artistic success. 

Kelley refers to the story thus: "'The Romance of Certain 

Old Clothes' . . . shines forth a vivid jewel, even though 

an Imitation one, among pebbles. Unreal, imagined, it is as 

yet far better than what he had tried to do by weans of his 

intellect.*^ 

"The Romance of Certain Old Clothes'* is set in the manner 

of Hawthorne, who liked to locate his stories vaguely in the 

distant past. The scene of James's story is the "Province of 

Massachusetts"| the time is before the American Revolution— 

"toward the middle of the eighteenth c e n t u r y . A widowed 

gentlewoman, Mrs. Wingrave, has devoted her life to rearing 

^Ibid.j p. 84. 

B M e l , MoJLtlx Lalei., p. 4. 
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her t h r e e g o o d - l o o k i n g c h i l d r e n . Be rna rd Wingrave , t h e s o n , 

i s s e a t away to s t u d y a t O x f o r d , where he mee t s A r t h u r L l o y d , 

Sworn f r i e n d s , t h e two r e t u r n t o America,, and Lloyd i s 

p r e s e n t e d a t t h e V/i ngr ave home. The re he i s soon a t t r a c t e d 

to bo th s i s t e r s , R o s a l i n d and P e r d i t a , bu t he does not q u i c k l y 

d e c i d e which of t h e two he p r e f e r s as a w i f e . As he d e l a y s i n 

choo s i nrj, j e a l o u s y a r i s e s between t h e s i s t e r s . E v e n t u a l l y , 

P e r d i t a , t h e younger s i s t e r , g e t s L l o y d ' s ring. When R o s a l i n d 

l e a r n s t h e t r u t h , her j e a l o u s o u t b u r s t s of anger r e v e a l her 

d i s appo i n t m e n t . Bat she t e m p o r a r i l y r e p r e s s e s a l l s i g n s of 

j e a l o u s y . 

L a t e r , when t h e wedding t r o u s s e a u a r r i v e s , P e r d i t a says 

t o R o s a l i n d ; " I t ' s a p i t y i t ' s not f o r y o u . R o s a l i n d t h e n 

t a k e s t h e s h i n i n g f a b r i c , t u r n s to a m i r r o r w i t h i t , l e t s i t 

r o l l down t o her f e e t , and th rows i t ove r h e r s h o u l d e r , She 

i m a g i n e s h e r s e l f as t h e b r i d e . Thus J a a e s has managed t o 

p r e s e n t a p s y c h o l o g i c a l p i c t u r e t h rough a c h a r a c t e r ' s a c t i o n s , 

r a t h e r t h a n t h r o u g h a n a l y t i c a l i n t r u s i o n . A f t e r t h e wedd ing , 

H o s a l i n d d r e s s e s h e r s e l f i n her s i s t e r ' s c a s t - o f f v e i l and 

t u r n s a g a i n to t h e m i r r o r . P e r d i t a d i s c o v e r s he r ana i s 

h o r r i f i e d . Again James has d r a m a t i z e d . He has g i v e n a 

p i c t o r i a l a ccoun t of t r a g e d y d e v e l o p i n g ou t of j e a l o u s y . 

P e r d i t a and her husband move to 80s t o n , and a yea r i n t e r -

venes b e f o r e Lloyd s e e s H o s a l i n d a g a i n . When he d o e s , he i s 

^ I b i d . . p . 13. 
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a t t r a c t e d to her charms. He goes r i d i n g with h e r , but d a r i n g 

t h e cou r se of t he e x c u r s i o n remembers t h a t h i s w i f e i s about 

to g ive b i r t h to t h e i r baby, f lu r ry ing home, he f i n d s I ' e rd i t a 

has been d e l i v e r e d of a baby g i r l . She i s p u z z l e d : "Ah, why 

w e r e n ' t you wi th m e ? " L l o y d then t e l l s h i s wi fe t h a t he 

had been with S o s a l i n d . The r e v e l a t i o n does not seem to 

a f f e c t l . ; erdi ta imsnediate ly , but aot long a f t e r w a r d she s i n k s 

and d i e s . The cause of her dea th i s never e x p l a i n e d and 

because her d e c l i n e and dea th are too r a p i d , t h e n a t u r a l n e s s 

of J a m e s ' s n a r r a t i v e i s i m p a i r e d . B e f o r e she d i e s , P e r d i t a 

makes her husband promise to save her wedding gown and j e w e l r y 

f o r her d a u g h t e r . She asks Lloyd to gua rd , even to l o c k , her 

p r e c i o u s a r t i c l e s under double key in a g r e a t a t t i c c h e s t . 

Her dea thbed r e q u e s t i s t h a t he g ive the key to no one but 

t h e i r c h i l d when she i s old enough to be m a r r i e d . 

A f t e r t he mourning pe r iod Rosa l ind comes to t he Lloyd 

home, o s t e n s i b l y to c a r e f o r t he c h i l d . Soon, however, she 

m a r r i e s him. Her motive in c a r r y i n g , James w r i t e s , i s " a s t h e 

r e a d e r w i l l have observed . . . a good d e a l of a mystery,"*** 

Once more Jaraes has d e l i b e r a t e l y avoided a n a l y s i s . 

f e r u i t a ' s s p i r i t i s s t i l l f e l t in t he Lloyd house a f t e r 

the raarriagej hence the cause of R o s a l i n d ' s j e a l o u s y r ema ins . 

Rosa l ind d e t e r m i n e s to f i n d what P e r d i t a has l e f t in the c h e s t 

1 0 I b i d . , p . 16. 

n l b i d . , p . 22. 
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Demanding the key from her husband, she hurries to the attic, 

opens the chest, only to meet her death. When Arthur Lloyd 

finds his wife, there are "on her blanched brow and cheeks . . . 

the marks of ten hideous wounds fro® two vengeful ghostly 

h a n d s ^ Perdita's supernatural revenge creates a question-

able, even confusing, effect out of keeping with the rest of 

the story. James makes no attempt to explain this sudden 

intrusion of the unreal. Cornelia Kelley argues that "J ernes 

resorted to the impossible, the ghostly, to suggest figura-

tively and emphatically the way in which jealousy, if uncurbed, 

resulted in the destruction. . , . This made the meaning vivid 

without seeming too obviously to point to a m o r a l . T h e 

fact nevertheless remains that the revenging ghost should 

have strangled her husband who betrayed her. t'erdita, a 

charming creature in real life, makes a very childish and 

unconvincing ghost. 

Critics have pointed to Hawthorne as the chief influence 

in "The Romance of Certain Old Clothes." The term "romance" 

is taken to be the method of Hawthorne, who mingled the real 

with the imaginary, a sort of neutral territory where the 

actual and the fanciful meet,each imbuing itself with the 

other. Having conceived his story in such a manner, James is 

then able to make his characters and their deeds express his 

idea. Hawthorne gives details an allegorical significance in 

1 2 l b i d . . p. 25. 

l^Kelley, p. 82. 
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such a way as t o emphasize f u r t h e r a dominant i d e a o r moral. 

His s y m b o l s , h o w e v e r , a r e n o t a l w a y s o p e r a t i v e i n t h e p l o t s 

t h e y a r e o f t e n detached, d e c o r a t i v e , and r e d u n d a n t . 

S e v e r a l p a r a l l e l s and c o n t r a s t s may be d rawn b e t w e e n 

H a w t h o r n e ' s t e c h n i q u e and t h a t o f James i n h i s f i r s t g h o s t l y 

t a l e . F i r s t , J ames u s e d a s e t t i n g r e m o t e i n t i m e , b u t more 

d e f i n i t e t h a n t h e u s u a l H a w t h o r n e l o c a l e . S e c o n d l y , t h e 

t r o u s s e a u may be i n t e r p r e t e d a s a symbol o f j e a l o u s y , b u t 

i t i s n o t so o b v i o u s a symbol as t h o s e e m p l o y e d by H a w t h o r n e . 

It i s , r a t h e r , more intrinsic; i t h a s d i r e c t r e l a t i o n t o 

o t h e r e l e m e n t s of t h e s t o r y . J a m e s , a l t h o u g h he a d m i r e d 

H a w t h o r n e , c o u l d n o t r e s p e c t h i s " s u p e r f i c i a l s y m b o l i s m . ' * 

I n 1 8 7 9 , he w r o t e * 

H a w t h o r n e , i n h i s m e t a p h y s i c a l m o o d s , i s n o t h i n g i f 
n o t a l l e g o r i c a l , and a l l e g o r y , t o my s e n s e , i s q u i t e 
o n e of the lighter e x e r c i s e s of the i m a g i n a t i o n . . . 
I frankly confess that I have , a s a general t h i n g , 
but little e n j o y m e n t of i t , and that it never seeraed 
to me to be, as it were, a first-rate literary 
form . . . i t i s apt to s p o i l two good things — a 
story and a moral, a m e a n i n g and a form; and the 
t a s t e for i t i s r e s p o n s i b l e for a large part of t h e 
forcible-feeble w r i t i n g that has been inflicted upon 
the w o r l d . 

Yet J ames did resort to "one of the lighter e x e r c i s e s of the 

i f f l a g i n a t i o n " i n "The Romance of C e r t a i n Old Clothes." He 

produced a ghost to prove a s p e c i a l point. The outcome i s 

neither logical nor plausible. Nevertheless, a problem i s 

s o l v e d : j e a l o u s y recei ves its p u n i s h m e n t . The pro longed, 

1^Henry Jaraes, Hawthorne (New York, 1660), p p . 57-56. 
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exaggerated nature of R o s a l i n d ' s j e a l o u s y g e n e r a t e s a s t r o n g e r 

r e a c t i o n in the r e a d e r ' s mind than does the q u i c k , unexpected 

work of P e r d i t a ' s g h o s t . The demon who s o l v e s the problem i s 

the only one i n James's s t o r i e s to i n f l i c t b o d i l y wounds. The 

unseen ghost l e a v e s i t s marksj i t i s the most demonstrably 

p h y s i c a l of Henry James's l i t e r a r y g h o s t s , and c e r t a i n l y can 

be c l a s s i f i e d with the m e t e o r i c l e t t e r A i n Hawthorne's The 

S c a r l e t L e t t e r ~ ~ a touch tha t James deplored in h i s c r i t i c i s m 

of Hawthorne, 

James reworked the s t o r y t w i c e , the l a s t t ime i n 1885, 

and p laced i t in S t o r i e s R e v i s e d . He did not o f f e r the t a l e 

in h i s New York E d i t i o n , and, in 1914, was almost a p o l o g e t i c 

when he r e q u e s t e d that the t a l e not be i n c l u d e d in an anthology 

In a l e t t e r to J. A. Haramerton, the w o u l d - b e - c o l l e c t o r , he 

o b j e c t e d because " t h i s small t a l e of near ly f i f t y years ago, 

and one of the very f i r s t short s t o r i e s I ever wrote , i s not 

a th ing t h a t I have the l e a s t wish to s ee d i s i n t e r r e d . . . 

I would be w i l l i n g to be r e p r e s e n t e d by something r e p r e s e n -

t a t i v e . " * ^ 

Leon Edel s u g g e s t s t h a t the t a l e s James pub l i shed i a 

1868 r e v e a l an inner s t r u g g l e based upon a r i v a l r y with h i s 

o lder brother Will iam and c o n s e q u e n t l y make f requent use of 

the emotion of j e a l o u s y . Edel notes that Henry was at the 

time s t i l l l i v i n g under h i s f a t h e r ' s roof i n Cambridge, 

1 
Raymond D. Havens, "Henry J antes on One of His Early 

S t o r i e s , " American L i t e r a t u r e . XXIII (March, 1951 ) , 131-132 . 
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Massachusetts. At an age when most young men would have been 

out in the world on their own, he seemed hesitant to leave 

his comfortable surroundings, although he made it known that 

he was bored. Why haa he chosen to remain at home when he 

wanted to go to Europe? The ostensible reason was that 

William at that time was touring the continent and probably 

the elder Jaaes could not afford to keep two sons abroad. As 

an actual fact, with William away Henry was enjoying an 

unaccustomed attention at home. 

When William returned, Henry's writing ceased and his 

recurring backache (apparently the result of his famous 

"obscure" injury) flared up again. On the surface the 

brothers displayed understanding and love for each other. 

The saue relationship seems to exist between the sisters in 

"The Romance of Certain Old Clothes"s "the sisters are good 

friends enough, and accommodati ng bedfellows . . . betwixt 

whom it would take more than a day for the seeds of jealousy 

to sprout and bear f r u i t B u t jealousy does rise between 

the sisters as it existed between William and Henry. Henry's 

literary career seemed to be taking shape at a time when 

William's future was uncertain; the younger brother was 

usurping the elder brother's place of leadership. In each 

of the stories of 1868 there is a usurper. Edel points out 

*^Edel, Henrv James; The Untried Years« p. 24©. 

1 7Edel, Ghostly Tales. p. 8. 
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t h a t Henry J ames seems t o " i d e n t i f y h i m s e l f not w i t h t h e 

younjer o r weaker i ndi vi dual , b u t w i t h t h e o l d e r and stronger, 

t h e u s u r p i n g i n d i v i d u a l 1 0 I f t h i s t h e o r y i s c o r r e c t , t h e n 

J a a e s lias p r e s e n t e d , i n "The Romance of C e r t a i a Old C l o t h e s , " 

an a c c o u n t of h i s own u n c o n s c i o u s a t t i t u d e toward h i s b r o t h e r . 

" D e G r e y s A R o m a n c e " 

James used the s u p e r n a t u r a l again i n wDeGreyi A Romance," 

p u b l i s h e d i n The A t l a n t i c i n J u l y , 1068, Leon Edel a s c r i b e s 

t h e form and content of the second of the g h o s t l y t a l e s to 

the r o m a n t i c t r a d i t i o n of Hawthorne, but C o r n e l l a K e l l e y and 

Robert LeCla i r trace the s t o r y ' s source to another romancer, 

G e o r g e S a n d . Miss K e l l e y s a y s , " G e o r g e Sand was to i n f l u e n c e 

not only the t r e a t m e n t of p a s s i o n , but the e n t i r e s t o r y - -

c o n c e p t i o n , m a t e r i a l , a t m o s p h e r e , and e x e c u t i o n . " ̂  S he 

notes that the story H d o e s the very t h i n g s for which J a m e s 

p r a i s e d G e o r g e S a n d . M 2 0 

T h e i n f l u e n c e of G e o r g e Sand i s s u g g e s t e d by J a m e s ' s 

rev iew of her story "Mademoise l le Herquern" s h o r t l y b e f o r e 

the a p p e a r a n c e of "De Grey." James noted that she was a 

s p e c i a l i s t i n her p o w e r to d e a l w i t h the p a s s i o n of love: 

Madame Sand i s s a i d to h a v e c e l e b r a t e d but a s i n g l e 
p a s s i o n — t h e p a s s i o n of l o v e . T h i s i s in g r e a t 
measure true j but in d e p i c t i n g i t she has i n c i d e n t a l l y 

l ® E d e l , H e n r y James t The Untr ied Years , p . 251 . 

* ^ K e l l e y , p. 87 . 

2 Q I b l d , 
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portrayed so many others that she m a y be said to 

have pretty thoroughly explored the human s o u l . 

The setting is in America, in the year 1820. Although 

James called his characters Araeri cans, the atmosphere is 

French. The story deals with the effects of a supernatural 

curse upon the De Grey family. The curse originated with a 

remote ancestor, who forbidden to marry because he had the 

plague, defied it and took a wife. Successive generations 

of De Greys suffer because no woman loved by a member of the 

family can escape death. James does not explain how the 

family has endured under this impossible handicap. Father 

Herbert, a Catholic priest living in the De Grey home, tells 

Margaret Aldis of the curse when he learns that Paul De Grey 

loves her. 

The story is powerful because of its picture of over-

whelming passion; romance, not reality, ho Ids the reader. 

Furthermore, the resignation of the priest to the impending 

tragedy strengthens the force of the unusual events. 

Margaret, the bride-to-be, bravely fights the fatal curse 

until she reverses it. Strong wi1led, she gains strength in 

her struggle as Paul deteriorates. Eventually De Grey is 

beaten and destroyed. His death comes after he has been 

thrown from a horse. Saying farewell, he feels drawn "by I 

don't know what fatal, inexorable ties, to darkness and death 

2*Henry James, "George Sand's 'Mademoiselle Merquem, , w 

The Nation. VII, No. 139 (July 16,1868), 52. 
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au<i no ihi ngness Margaret reali zes that s h e h a s brought him 

to nothingness through love too powerful and too blinds "Ah, 

senseless clod that I am, I have killed you!" The dying 

De Grey replies! "I believe it's true. 'Vhat is it, Margaret? 

—'you're enchanted, baleful, f a t a 1!" ̂  

"Oe Grey" is a tale with a subjective ghost. No p h a n t o m 

actually appears? yet D e Grey's dying words suggest that his 

fiancee has taken his life by casting some inexplicable spell. 

Her determination not to fall victim to the fatal eurse is 

motivated by the priest's devout acceptance of its existence. 

Believing the priest, she fights against her supposed fate 

relentlessly. She defeats the curse, but she wins nothing: 

"The sense had left her mind as completely as his body, and 

it was likely to corae back to one as little as to the o t h e r . 

In a brief quasi~epilogue, the priest says that he still 

believes in the powerful effects of the supernatural. He is 

surprised to find that Mrs. De Grey "refused to accept the 

idea of a supernatural pressure upon her son's life, and that 

she quietly cherished the belief that he had died of the fall 

from his h o r s e ."24 The fact that the curse is reversed does 

not alter the priest's conviction. Thus, as in later stories, 

^Edel, Ghostly Tales, p. 67. 

2 3 l b i d . 

2 4 I b i d . 



t h e s u p e r n a t u r a l eleaen c. i s accep ted by one c h a r a c t e r or one 

s e t oi" c h a r a c t e r s and r e j e c t e d or q u e s t i o n e d by o t h e r s . 

James like Hawthorne M a i n t a i n s a detached if not semi-

skeptical attitude toward the supernatural, once noting that 

it involves "a dispute as ancient as history itself, — the 

quarrels between the minds which cling to the supernatural 

and the minds which dismiss it . n2:.' i n "De Grey" and "The 

Ghostly Rental," he creates minor characters who dispute the 

existence of the supernatural. Their failure to prove or 

disprove the ghost adds mystery. In the foreground there are 

characters who raust deal with specters evoked by the psychic 

condition of those who perceive ghosts. Thus a spiritual 

significance, or fascination, is obtained without moral 

ineani ng. 

In his summary of "lie Grey," Robert Le Clair writes: 

"It is clearly an improvisation emanating from a mood . . , 

it is not the sort of tele James was really interested in . . 

and quite different from the realistic story in which he 

really found himself."26 The implication of both Le Clair 

and Cornelia Kelley is that James had been led too far into 

roraancing because of his admiration for George Sand. But to 

take no account of biographical influences and to ascribe the 

*""JHenry Jaraes, "Taine's English Literature ,M Atlantic 
Monthly (April, 1872), p. 470. 

40 5< 
•^Robert Le Clair, Young Henry J awes (New York, 1955), 
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whole story to l i t e r a r y im i t a t i on soetas too narrow. Leon 

Edol's treatment of the snme story t race* i t s therae to 

fry® t re t Ions i n J ernes*s own l i f e s "The f inal ly curse i n 

•Do Grey* Is the f i r s t record of a Jawesian fantesy of deep 
« » ? ! 

biographical signif icance. ' , 4"# Edel eaphesiaes tho Hchnr~ 

c e t e r i s t i c Afiiericnn s p i r i t " wi th which Mergcret f i g h t s tho 

"Cld -ot la" curce auU f inds i t reversing i t s e l f : "sho 

b l i n d l y , souseleealy, ruaorselessly drained the l i f e f roa 

his flPeai ?>© Grey's] being. «h i i o tisrgaret summoned utreagt l i , 

t 'eul withered away."21)1 Edei ca l l s t h i s the "vaapire theme" 

and fee ls thet James took I t f roa his own l i f e and that 

of h is cousin Minnie Temple. In e l e t t e r to b is brother 

H l l l i a e , J sues t o l d how he wt?s recovering from an i Unoss 

while she los t her health and <; i ed» " I slowly crawling f roa 

weakness and inac t ion and su f fe r ing In to strength aud health 

and hope? she sinking out of brightness and youth in to 

decl ine and d e a t h . A c c o r d i n g to Ed e l , i n te res t i n tho 

theme was rooted deep in J sues * s persona l i t y , end the sane 

idea appeared i n the la ter s to r i cs such as "Longstaf f*s 

Mcrriege" end T.lic. .Saip.3?M fAttot, e myst i fy ing fentosy which 

Ldiaund ' . i lson describes o« "uedsJening3° The "veopire 

" E d e i , eho»U» Tales, p. 27. 

3»H>ld. 

30Edmund ^Hsob, " The rabigui ty of Henry Jauos," The 
EULUfl X l i l t o J . <New York, 1940), p. 120. 
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theme" may have sprung from James*® Idea tha t marr iage f o r 

the a r t i s t was s u i c i d e , a d r a i n i n g of c r e a t i v e power. Edel 

says , "For a De Grey b r i d e to be led to t h e marr iage bed was 

to i n v i t e death} and i f the b r ide r e s i s t e d t h i s f a t e then 
31 

she doomed her husband- to -be . One or the o ther had to d i e . " 

"The Last of the Valerii" 

Henry James ' s t h i r d s t o r y con ta in ing s u p e r n a t u r a l ele-

ments , "The Last of the Valer i i , " appeared in the A t l a n t i c In 

January , 1074. He did not p lace the t a l e in the New York 

E d i t i o n . Although i n s p i r e d c h i e f l y by Prosper Mer ia^e ' s 

d ' l l l e . t he s t o r y con ta ins elements e s s e n t i a l l y 

o r i g i n a l with James. As a schoolboy of seven teen , James 

t r a n s l a t e d the French t a l e and submitted i t to a p u b l i s h e r 

who n e i t h e r p r i n t e d i t nor acknowledge r e c e i p t of i t . The 

ex ten t of Meriraee's i n f l u e n c e may be judged from James ' s 

review "Heritage's Last T a l e s , " perhaps w r i t t e n b e f o r e James 

publ ished h i s own s t o r y . 

Some of the bes t s t o r i e s are those in which a 
f a n t a s t i c or s u p e r n a t u r a l element i s thrown i n t o 
s t a r t l i n g r e l i e f aga ins t a background of h a r d , 
smooth r e a l i s m . An admirable success in t h i s l i n e 
i s the 'Venus d ' l l e ' f s i c } — a vers ion of the old 
legend ofr a love pledge between a mor ta l and a 
goddess. 

In add i t i on to Greek myth, Jaraes mentions another a u t h o r ' s 

s t o ry on the same s u b j e c t s "Mr. Morris [William U o r r i s J has 

S i E d e l , Ghostly T a l e s . p. 28. 

"*2Henry James, "Meriraee's Last T a l e s , " The Nation 
(February 12, 1874), p . 111. 
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t r e a t e d t h e theme with h i s u sua l somewhat p r o l i x imagery 

i;i h i s ' E a r t h l y P a r a d i s e . *"33 T h i r t e e n yea r s b e f o r e J aaes 

pub l i shed "The Las t of t he V a l e r i i , " Hawthorne had w r i t t e n 

The Marble Faun. s t i l l ano ther l i t e r a r y ming l ing of s t a t u e s 

snd l i f e . The s o u r c e s , t h e n , were abundant f o r James to draw 

from and use to h i s own accoun t . To h i s s o u r c e s he a p p l i e d 

the t e c h n i q u e he s a i l e d the " p i c t u r e s q u e l y u n n a t u r a l 

The s t o r y has a Roman s e t t i n g . The a r t i s t - n a r r a t o r t e l l s 

how a d i s i n t e r r e d s t a t u e of Juno l e a d s an I t a l i a n count from 

r e a l i t y to f a n t a s y . The Juno , a l though thousands of yea r s 

o l d , r a d i a t e s l i f e , and, to Count V a l e r i c , i s p r o f o u n d l y 

e n c h a n t i n g , so a l l u r i n g t h a t , as f a r as he i s conce rned , she 

cannot be i n a n i m a t e . He worsh ips the Juno and n e g l e c t s h i s 

w i f e ; he f i n d s a s p i r i t u a l love in a l i f e l e s s o b j e c t at t h e 

expense of a woman who i s warm in body but cold i n s o u l , 

perhaps sha l low in t r a d i t i o n and a sense of the p a s t . 

The c o u n t ' s American w i f e , r e a l i s i n g t h s t t h e r e l i c has 

become an o b s t a c l e i n t h e i r mar r i age, b e l i e v e s t h a t f o r her 

husband " t h e Juno i s a r e a l i t y — s h e , h e r s e l f , a f i c t i o n ! , , f c ' 

Th© n a r r a t o r e l a b o r a t e s on the c o u n t ' s p r ed i camen t s 

He [ t h e c o u n t ] gave me a g l ance o c c a s i o n a l l y , as he 
passed rae, i n which a kind of dumb d e s i r e f o r he lp 
appeared to s t r u g g l e with t h e c o n v i c t i o n t h a t such 

3 3 I b i d . , pp. 111-112, 

3 4 I b i d . 

3 5 E d e l , Ghos t ly T a l e s , p. 97. 
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a one as 1 would never even u n d e r s t a n d him. I was 
w i l l i n g enough to h e l p him, but t h e c a s e was 
exceodi ngly d e l i c a t e , and I wished t o m a s t e r t h e 
symptoms . . . The count took t h e form of 0 p r e -
c i o u s p s y c h o l o g i c a l s t u d y . . , . But f o r t h e most 
p a r t my h o s t seemed t o a e s imply an unhappy young 
man, with a raorbiu mental t w i s t which ough t t o be 
smoothed away as q u i c k l y as p o s s i b l e . I f t h e 
remedy was t o match t h e d i s e a s e , however , i t would 
have t o be an e x t r a o r d i n a r y dose !36 

In t h e end t h e coun t comes back to a more normal c o n d i t i o n , 

back t o t h e warmth of h i s w i f e , bu t he " n e v e r became . . . 

a t h o r o u g h l y modern i a a n . M ^ 

Al though t h e r e were many s o u r c e s a v a i l a b l e t o James f o r 

h i s s t o r y abou t t h e e x c a v a t e d s t a t u e , h i s r e a d i n g was wot 

who l ly r e s p o n s i b l e f o r "The L a s t of t h e V a l e r i i H e toured 

Home i n 1873 and w i t n e s s e d the e x c a v a t i o n s go ing on at the 

t ime . He I n s p e c t e d the d i s i n t e r r e d tomb of the V a l e r i i end 

was f a s c i n a t e d by the s u r v i v a l of " t h i s p e r f e c t shape coming 

up . . . from the sea of t i rae . "^® S t i l l o ther Roman r e l i c s 

became part of h i s s t o r y . Among them was the head of the 

Juno, a p i e c e of s c u l p t u r e now d i s p l a y e d i n a Koman museum. 

To make t h e s e e lements have mean ing , James added h i s 

c e n t r a l f i g u r e , the count , a s t r a n g e but not c o m p l e t e l y 

i m p r o b a b l e c h a r a c t e r . He i s , as James h i m s e l f was , a p e r -

s o n a l i t y with s trong s ense of the p a s t . An I t a l i a n with the 

i n f l u e n c e of c e n t u r i e s of pagan h i s t o r y upon him, he cannot 

3 6 I b i d . . pp. 9 3 - 9 4 . 

%7 
I b i d . , p. 102. 

3 6 I b i d . , p . 6 9 . 
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understand the "chants and ceremonies and sp lendours" of 

the Ca tho l i c Church, For hira t h e r e i s more r e a l i t y in the 

" e x q u i s i t e l y romant ic , more haunted . . . yhos ts of the 

pas t " than i s the "heavy atmosphere of S t . P e t e r s . T h u s 

"The Last of the V a 1 e r i i " has a r e l i g i o u s sub-theme which i s 

r a t h e r unusual f o r Henry Janes . The pagan count * s r e l i g i o n 

amounts to an a p p r e c i a t i o n of an t ique beau ty ; h i s wife i s a 

P r o t e s t a n t , q u i t e pos s ib ly a descendant of the P u r i t a n s . 

In h i s famous e s say , "The Art of- F i c t i o n , " James wr i t e s* 

" A r t , " in our P r o t e s t a n t communities where so many 
t h ings have got so s t r a n g e l y tw i s t ed about , i s 
supposed i a c e r t a i n c i r c l e s to have some vaguely 
i n j u r i o u s e f f e c t upon those who make i t an impor tant 
c o n s i d e r a t i o n , who l e t i t weigh in the ba l ance . 
I t i s assumed to be opposed in sone Myster ious 
manner to m o r a l i t y , to amusement, to i n s t r u c t i o n . 4 0 

Although the c o u n t ' s wi fe i s a genuine, innocent American 

g i r l , the undercur ren t of the s to ry shows James ' s d i s t r u s t 

of P u r i t a n i d e a l s regard ing a r t , James as an a r t i s t , says 

Leon Edel , "could be a pagan in s p i r i t . . . a p u r i t a n in 

f a c t . " T h i s ambivalence was beginning to man i fe s t i t s e l f 

when, at twen ty -n ine , he wrote "The Last of t he V a l e r i i 

The n a r r a t o r muses on the c o u n t ' s a r c h e o l o g i c a l z e a l t "1 

r a t h e r wondered . . . and asked myself whether he had an eye 

to the pas t or to the f u t u r e — t o the i n t r i n s i c i n t e r e s t of 

3 9 I b i d . , pp. 74-75. 

p . 7 . 

(New York, 1963), pTTOST 

^®Henry James, The Future of the Novel (New York, 1956), 

4 l Leon Edel , Henry James: The Conquest of 
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p o s s i b l e Mine rvas and A p o l l o s , o r to t h e i r marke t v a l u e . " 4 2 

The coun t h i m s e l f answers t h e q u e s t i o n : " I f you c a n ' t b e l i e v e 

i n them, d o n ' t d i s t u r b them." 43 The n a r r a t o r , an i n t e l l i g e n t 

r a t i o n a l i s t , a s k s i f t h e coun t i s s u p e r s t i t i o u s : 

Yes, by Bacchus , I am s u p e r s t i t i o u s ! Too much s o , 
p e r h a p s ! But I ' m an o l d I t a l i a n , and you roust t a k e 
me as you f i nd me. The re have been t h i n g s seen and 
done h e r e which l e a v e s t r a n g e i n f l u e n c e s behind.* . . . 
I c a n ' t b e a r to look t h e s t a t u e s i n t h e f a c e , I seem 
t o s ee o t h e r s t r a n g e eyes i n t h e empty s o c k e t s , and I 
hard l y k now what t h e y say t o me. I c a l l t h e poor o l d 
s t a t u e s g h o s t s . 4 4 

He means t h a t t h e y were h i s t o r i c a n c e s t r a l g h o s t s . 

But t h e n a r r a t o r , t h e r e a l i s t , s e e s n o t h i n g s u p e r n a t u r a l 

i n t h e d i s i n t e r r e d Juno which c a p t i v a t e s t h e c o u n t . B e g i n n i n g 

h i s " p s y c h o l o g i c a l s t u d y , " he i nf ortas Marco tha t h i s conduct 

r e q u i r e s an e x p l a n a t i o n . The count answers: " . . . you 

think me c r a z y . " 4 5 The narrator r e p l i e s , "No, not c r a z y , but 

unhappy. And i f unhappiness r u n s i t s course too f r e e l y , of 

c o u r s e , i t ' s a grea t s t r a i n upon t h e m i n d . " 4 ^ Then he muses 

to h i m s e l f , " I had d e n i e d t h a t I t h o u g h t he was c r a z y , bu t I 

s u d d e n l y began to s u s p e c t i t . " 4 7 But i t i s not t h e n a r r a t o r 

who s a v e s t h e count j t h e I t a l i a n ' s American w i f e b r i n g s him 

back t o r e a l i t y . 

On t h e s u r f a c e "The L a s t of t h e i /aler i i n c o n t r a s t s two 

c i v i l i z a t i o n s ! one i s o l d , r o m a n t i c , r i c h i n t r a d i t i o n j t h e 

4 2 E d e l , Ghost ly T a l e s , p . 81 . 4 5 I b i d . . p . 8 9 . 

4 3 I b i d . . p . 7 9 . * 4 6 I b i d . 

4 4 I b i d , . p . 80 . 4 7 I b i d . 
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o t h e r new, n a t t e r - o f - f a c t , and r e a l . But i n a deepe r s e n s e 

t h e t a l e i s an accoun t of a wan who l a t e r a l l y m u t i l a t e s h im-

s e l x t h r o u g h an a r c h a i c fo r® of r e l i g i o u s o b s e r v a n c e . The 

coun t subra i t s w i l l i n g l y and e a g e r l y t o t h e J u n o , t h e h o l y 

r e l i c t h a t demands s s a c r i f i c e , j u s t - s i t d i d i n t h e days 

when i t r e p r e s e n t e d t h e h i g h e s t good. The s t a t u e ( t h e g h o s t ) 

f o r b i d s t h e n a t u r a l i n s t i n c t of t h e c o u n t , f o r i t r e s u r r e c t s 

t h e meraory ox t h e a n c i e n t r e l i g i o u s r i t e s which demanded t h e 

s a c r i f i c e of t h e s e x u a l l i f e i n o r d e r t h a t man might d e v o t e 

h i m s e l f to what was t h e n c o n s i d e r e d h i g h e r r e a l i t y . The 

coun t has a l i k e n e s s t o t h e c h i e f p r i e s t i n C a t u l l u s ' s poem 

" A t t i s , " who c a s t r a t e s h i m s e l f b e c a u s e of h i s c o m p l e t e a b h o r -

r e n c e of e r o t i c l o v e . In "The Las t of t h e V a l e r i i " James 

u s e s a p a l p a b l e o b j e c t t o c a p t i v a t e t h e p r o t a g o n i s t , a r a t h e r 

c o n v e n t i o n a l , a lmos t s t u p i d i n d i v i d u a l whose c h a r a c t e r a l s o 

s u g g e s t s t h e i n f l u e n c e of H a w t h o r n e ' s D o n a t e l l o . The r e l i g i o u s 

sub- theme c l e a r l y i l l u s t r a t e s how James makes t h e Juno i n s p i r e 

a r e l i g i o u s f e r v o r so undoubted and so u n c o n t r o l l e d t h a t i t 

b r i n g s a n x i e t y and u n e a s i n e s s to an o t h e r w i s e c o m f o r t a b l e 

p r e s e n t . 

"The G h o s t l y R e n t a l " 

In P a r i s i n 1875, James s u d d e n l y found h i m s e l f in t h e 

m i d s t of f i n a n c i a l p r e s s u r e s w h i l e w r i t i n g The Amer ican . He 

r e c e i v e d a l e t t e r I r o n h i s mother t e l l i n g htm of h i s f a t h e r ' s 

f i n a n c i a l r e v e r s e s and warn ing him t h a t he h i m s e l f had been 
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extravagant with family money. The letter, in effect, served 

two purposes! it underrai ned his security and sent him to 

bed with a ten-slay headache, But It also made him realize 

that ho could no loager reraain an e c o n o m i c d e p e n d e n t — t h a t he 

had to tarn m o n e y frora h i s writing, lie i n t e r r u p t e d work on 

The American and quickly wrote two short tales, "Crawford's 

Consistency" and "The Ghostly Rental,H receiving three hundred 

dollars fro® Seribaers for b o t h . The twenty-eighth of James * 8 

published teles, "The Ghostly Rental" is the last super-

natural tale of his early period. Furthermore, the story 

marks the end of direct influence by other writers of the 

ghost story. 

Passages in "The Ghostly Rental" reveal the influence of 

Foe, During the composition of this story James had been 

reading Baudelaire, whose admiration for Poe is well-known, 

but it is certain that he had already become familiar with 

such a famous American author. The extent of Foe* s influence 

upon Jaraes may be observed where Jaraes deliberately used words 

to create suspense in the reader's mind, trying for touches 

of eeriness in the setting. In the opening lines of "The 

fall of the House of Usher," Poe sets the moods 

During the whole of a dull, dark, and soundless day 
in the autumn of the year, when the clouds hung 
oppressively low in the heavens, I had been passing 
alone, on horseback, through 8 singularly dreary 
tract of country. At length I found myself, as 
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shades ol evening drew on, within view of the 
melancholy House of U s h e r . 

In James's "The Ghostly Rental" there is a similar introduc-

tions 

One gray December afternoon I had sought it 
[exercise- in the direction of the adjacent town 
of Medlord, and I was retracing my steps at an 
even pace, and watching the pale cold tints--the 
transparent amber and faded rose-color—whi ch 
curtained, in wintry fashion, the western sky . , . 
I came, as dusk was falling.^ 

Never before in his short tales had he attempted such 

mood-evoking description as appears in t h e first part of "The 

Ghostly Rental." This deliberate choice of words to create a 

spooky atmosphere is a departure from his usual rather chatty, 

matter-of-fact approach to ghostly manifestations. "On one 

side was a high, natural embankment, on the top of which was 

perched an apple-orchard, whose tangled boughs made a stretch 

of coarse black lace-work, hung across the coldly rosy west 

The images in this story may have been partially inspired 

by the richness of detail in Flaubert's "La Tentation de 

Saint A n t o i n e S h o r t l y before he wrote "The Ghostly Rental" 

he reviewed "La Tentation," saying that the hermit's visions 

are carried out with 

„ . . ingenious, audacious, and erudite detail . . . 

There is generally supposed to be a certain vague-
ness about visionsj they are things of ambiguous 

^®Edgar Allan I'oe, The Complete Tales and Poems (New 
York, 1938), p. 231. 

49 
Edel, The Ghostly Tales, p. 107. 

5 01 bid. 
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s h a p e s and m i s t y e d g e s . But v a g u e n e s s of p o r t r a y a l 
h a s n e v e r b e e n o u r a u t h o r ' s f a i l i n g , and S t . 
A n t h o n y ' s h a l l u c i n a t i o n s u n d e r h i s h a n d s become a 

g a l l e r y of p h o t o g r a p h s , 

I n " T h e G h o s t l y R e n t a l * ' J a m e s e m p l o y s a n a r r a t o r , a 

c u r i o u s young d i v i n i t y s t u d e n t , whose e x c u r s i o n s l e a d him t o 

a s t r a n g e o l d h o u s e . He o b s e r v e s i t s somber a t m o s p h e r e and 

d e c i d e s , " T h e h o u s e i s s i m p l y h a u n t e d T h i s c o n v i c t i o n 

cloaks r e a l i t y ? he b e g i n s t o I n t e r p r e t s u b s e q u e n t © v e n t s a s 

g h o s t l y , e v e n t h o u g h t h e y a r e simply o u t of t h e o r d i n a r y . 

S e e i n g C a p t a i n Diamond e n t e r t h e h o u s e , t h e n a r r a t o r s u s p e c t s 

him t o be " e c c e n t r i c and g r o t e s q u e . " He d e s c r i b e s t h e 

c a p t a i n realistically, t h e n n o t e s w i t h c o n s c i o u s l y g o t h i c 

i n t e n t t h a t h i s e y e s " w e r e f l a m b o y a n t , . . h i s n o s e 

t e r r i f i c . . . h i s mouth i m p l a c a b l e T h e n a r r a t o r t a l k s 

w i t h t h e c a p t a i n a b o u t g h o s t s and b e l i e v e s him when he says 

he h a s seen one: "I s t i c k to what I said about p e o p l e who 

deny the power of departed spirits to return. They are 

fools ." ^ 

The narrator talks next w i t h a woman who confirms t h a t 

the c a p t a i n knows a ghost. She tells the young t h e o l o g i a n 

that the c a p t a i n ' s g h o s t 1s his daughter, whom he has k i l l e d 

with a curse. A c c o r d i n g to the woman, the captain's daughter 

'^Henry James, "Flaubert's T e m p t a t i o n of St. Anthony," 
The Nation (June 4, 1 0 7 4 ) , p . 36 f>. 

52Ibid., p. 100. 

> P . H 7 . 
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i n h a b i t s h i s house and h a u n t s b i n to make him s u f f e r f o r h i s 

g u i l t s t h e d a u g h t e r makes her f a t h e r s u f f e r b e c a u s e he 

p r e v e n t e d her m a r r i a g e . The n a r r a t o r e v e n t u a l l y goes t o t h e 

house and s e e s t h e " a p p a r i t i o n . " He s a y s , " I had a lways 

t h o u g h t g h o s t s were w h i t e and t r a n s p a r e n t ! t h i s i s a t h i n g 

of t h i c k shadows, d e n s e l y o p a q u e . " 5 4 In a l a t e r e p i s o d e , 

when t h e c a p t a i n i s i l l , t h e d i v i n i t y s t u d e n t goes to t h e 

house to d e l i v e r t h e r e n t t o t h e g h o s t . Then he l e a r n s t h a t 

t h e c a p t a i n ' $ d a u g h t e r i s no g h o s t a t a l l j she i s r e a l and 

a l i v e , has been b l a c k m a i l i n g her f a t h e r . A f t e r t h e c a p t a i n 

d i e s , t h e d a u g h t e r a c t u a l l y does s ee he r f a t h e r ' s g h o s t . 

Once a g a i n Jaraes has used a s u p e r n a t u r a l m a n i f e s t a t i o n to 

p u n i s h t h e g u i l t y , bu t he l e a v e s room f o r t h e r e a d e r to wonder 

whe the r or not a bad c o n s c i e n c e has not p roduced t h e s p i r i t . 

In t h e e a r l y , e x p e r i m e n t a l s t a g e of h i s w r i t i n g c a r e e r , 

Henry J a m e s ' s deb t t o o t h e r w r i t e r s i s o b v i o u s . P r o b a b l y 

H a w t h o r n e ' s romances were h i s most p r o f o u n d g u i d e s . While 

i t i s t r u e t h a t he c r i t i c i z e d H a w t h o r n e ' s "want of r e a l i t y 

and . . . abuse of t h e 1 a n c i f u l t h e word romance a p p e a r s 

i n t h e t i t l e s of h i s f i r s t two g h o s t l y t a l e s . F u r t h e r m o r e , 

J a raes ' s c o n c e r n f o r t h e e f f e c t s of r e p r e s s e d g u i l t upon 

d e m o n s t r a t i o n s of c h a r a c t e r s u g g e s t s H a w t h o r n e ' s i n f l u e n c e . 

5 4 I b i d . , p . 130. 

' ' J a m e s , Hawthorne . p . 98 . 
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Cut t h e g h o s t l y t a l e s of h i s e a r l y c a r e e r a l s o show 

James to be w r i t i n g i n d e p e n d e n t l y , b r i n g i n g to h i s pages t h e 

t r a d i t i o n s of t h e g e n t e e l s o c i e t y i n which he moved. The 

s c r u p u l o u s manner*, t h e r e f i n e d d i a l e c t , t h e l e i s u r e l y 

e s t a t e s where in no one was i n v o l v e d i n p h y s i c a l l a b o r — t h e 

customs and abodes of g e n t i l i t y as d e p i c t e d i n t h e s e e a r l y 

s t o r i e s a r e u n i q u e l y J a m e s ' s . And so a r e t h e g h o s t s who 

come t o t h i s g e n t e e l w o r l d . They, t o o , a r e u n i q u e , f o r t h e y 

a r e ambiguous g h o s t s who have no remarkable a n c e s t r y i n 

l i t e r a t u r e . They a r e f r e s h , i n t r i g u i n g g h o s t s , whose ambig-

u i t y i s more d e l i b e r a t e than a c c i d e n t a l . For t h i s r e a s o n 

t h e r e a d e r can never be c e r t a i n t h a t an a c t u a l ghos t haun ted 

one of J a m e s ' s c h a r a c t e r s . 

Henry Jasies was , of c o u r s e , not w r i t i n g about h a u n t e r s ? 

he was concerned with haunted p e r s o n s . I f he had w r i t t e n of 

h i s f a t h e r ' s v a s t s t i o n . James no doubt would have emphasized 

t h e p r o b a b l e ghos t w i t h i n t h e man, not the improbable ghost 

without j i f he had been g e n u i n e l y i n t e r e s t e d i n g h o s t s , he 

would have f o l l o w e d t h e t r a d i t i o n of Mrs . R a d c l i f f e , whose 

e l a b o r a t e l y concocted haunters s a t i s f y only those who t h i n k 

that the g r e a t e s t e v i l s are i n f l i c t e d p h y s i c a l l y . I t was 

Henry J a m e s ' s g r e a t d i s c o v e r y t h a t p e o p l e cou ld not l e a r n to 

love w i s e l y . Th i s was g r e a t e r e v i l . R o s a l i n d Wi ngrave, 

Margaret A l d i s , and the Count Valer io were dramat iza t ions of 

t h i s d i s c o v e r y . Their f a i l u r e to l o v e normally and r a t i o n a l l y 
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led theia toward ruinous raarrlagos. Their tendencies toward 

s e l f - d e s t r u c t i o n tsi i l l ~ fa ted unions were linked with the 

supernatural, usual ly reported by on observer who bed an 

i n t e r e s t l a weird phenomena. 

Joseph if. Beach lias characterised these early t e l e s as 

showing no part icular promise of the l a t e r ghost ly mnstor-

pi oces : 

Neither those t a l e s of tho uncanny [ "The Eoeumce of 
Certain Old Clothes'* sail "De Grey: A Boaance" 1 nor 
for that matter the ©nets bet ter story of "The 
Ghostly Rental" . . » bears the f a i n t e s t resemblance 
to those remarkable t a l e s of the l a t er t i n e , "The 
Friends of the Friends," "The Real Right Thing," 
and "The Turn of the Screw."56 

Only in the a r t i s t i c sense , however, i s Beach's statement 

true . Ja<ues*s early ventures into supernatural f i c t i o n , when 

coopareu n i th bis l a ter work, show s t r i k i n g resemblances as 

hug been noted above. Except for "Sir Edtaund Orme" and "The 

Turn of the Screw," b i s characters In the l a t er t a l e s continue 

to ta lk about ghosts sauro than to see them. 

r;/ 
n-n, , ?f??h w;rt55fch» sJL Il&ao. IsmjL 
(i'hi lade lpbia , 1954), p. 185. 



CHAPTER IV 

THE GHOSTLY DECADE 

When James finished The Tragic Muse in 1890, lie chose to 

abandon the novel and write for the stage, with short stories 

interspersed, "Sir Edmund Orme," appearing in December, 1891, 

is the first of a dozen supernatural tales he penned in the 

last years of the century when his powers were at their 

greatest height. 

Why, in so versatile a writer as Henry James, who had 

hitherto merely toyed with the supernatural, are so many tales 

of ghosts crowded into a ten-year period? There are several 

reasons. In spite of the fact that he had grown wore accom-

pli shed as a novelist, his audience had dwindled after Daisy 

Miller (1879), one of his raost popular tales. The public was 

buying the more melodramati c stories like Wells's The Time 

Machine. Stevenson's The Strange Case of Dr. Jekvll and Mr. 

Hyde, and Doyle's The adventures of Sherlock Holmes. Public 

neglect, anxiety, and an adventuresome spirit Induced James 

to Pttempt playwriting. He approached the stage with ambition, 

hoping to obtain tangible rewards and to preserve or even 

enhance his literary reputation. At the end of the London 

performance of Guv Domvilie, when he went to the stage for 
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applause, he was driven away with jeers. Leon Edel writes, 

"seldom had there been s dramatist so ill-fitted for rebuff 

and humiliation. Henry James had been pushed over the edge 

of the abyss."1 

He withdrew from the social life of London into the 

literary asceticisra of Lamb House that characterized his later 

years; he retreated into the exile of separateness, Into 

contemplation. I n "the great good place" of his imagination 

he disciplined himself to a finer program of action for fic-

tion. The pages of his notebooks reveal "the pattern of 

e s c a p e from the reality of the world to the inner reality of 

fantasy."2 Throughout most of the decade ox the 1G90's, his 

supernatural tales dramatize the psychic grotesquerie he 

observed in others. Finally, in the very last years of the 

century, he began to look inward, to investigate and reveal 

his own psychological difficulties and aberrations. 

"Sir Edmund Orrne" 

James outlined, in 1679, the story of a girl, who 

"unknown to herself is followed, constantly, by a figure 

which other persons s e e . " 3 The tale became "Sir Edmund Orme," 

the first of his supernatural stories to be printed in the 

*Edel, Ghostly Tales, p. xvii. 

^Ibid., p, xix. 

0. Mathi ess 
.&.£ Henrv. James (New York, 1961), pp. 9-10. 

"-F. 0. Mathiessen and Kenneth 8. Murdock, The Notebooks 
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New York E d i t i o n . J awes c o n s i d e r e d S i r Edmund one of h i s 

most s u c c e s s f u l g h o s t s and c a l l e d t h e t a l e t h e " f i n e s t , . . 

of t h e gruesome."'* S i r Edmund i s t h e f i r s t of J a m e s ' s g h o s t s 

t o come o u t into the o p e n . Without apology, he appears every-

where, s i t t i n g on a s o f a by C h a r l o t t e Marden, or i n a pew in 

c h u r c h . C o n s t a n t l y he f o l l o w s t h e young g i r l . She does not 

know of h i s p r e s e n c e , b u t h e r mother i s q u i t e aware of him. 

S r s . H a r d e n , who s u f f e r s when t h e g h o s t a p p e a r s , j i l t e d S i r 

Edmund when t h e y were y o u t h f u l l o v e r s . The g h o s t who f o l l o w s 

C h a r l o t t e Marden i s t h e embodiment of h e r mother's a n x i e t y 

guilt, Mrs . Harder . , a widow, d o e s e v e r y t h i n g i n h e r 

power t o promote h e r d a u g h t e r ' s marri age t o t h e s u i t o r , who 

i s t h e n a r r a t o r of t h e s t o r y . T h i s p e r s o n a g e has no f e a r of 

t h e g h o s t . Whea f i r s t t o l d a b o u t S i r Edmund, t h e n a r r a t o r 

exclaims, "The p l a c e i s h a u n t e d , h a u n t e d a n d f i n d s " g h o s t s 

much l e s s a l a r m i n g and much more amusing t h a n was commonly 

supposed. Soon , h o w e v e r , he i s c o m p e l l e d t o b e l i e v e i n S i r 

Edmund 's p r e s e n c e arid a c c e p t s h i s r o l e as t h e p r o t e c t o r of 

Charlotte: "The way t o s a v e h e r was t o l o v e her. 

S i r Edmund i s s t r i p l e symbol of I r s . Marden's g u i l t , of 

t h e s u i t o r ' s hope and d u t y , and of C h a r l o t t e ' s g u a r d i a n . The 

4Jwnes, Novels and Tales. XVII, xxiii. 

5Ibld., pp. 387-388. 

6Ibid. , p.. 390. 

7Ibld., p . 393 . 
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s p e c t e r w i l l not a l l ow Mrs. M a r d e n ' s d a u g h t e r t o be j i l t e d as 

he r mother had j i l t e d him. An agen t of r e t r i b u t i v e j u s t i c e 

and h o p e , t h e r e t u r n e d s p i r i t a c c o m p l i s h e s h i s p u r p o s e , f o r 

he i s p a c i f i e d when C h a r l o t t e and t h e n a r r a t o r c l a s p each 

o t h e r i n l o v e as Mrs. Marden d i e s . 

T h i s f i r s t of J a m e s ' s more v i v i d l y r e a l i z e d g h o s t s f o r e -

shadows t h e i r a p p e a r a n c e i n o t h e r t a l e s — " T h e Turn of t h e 

Sc rew , " "The T h i r d P e r s o n / ' and "The J o l l y C o r n e r . " T h i s 

t y p e of g h o s t i s t h e k ind t h a t , though he may be s u b j e c t i v e 

t o a p e r s o n p r i m a r i l y conce rned w i t h him, becomes v i s i b l e or 

c r e d i b l e to o t h e r p e r s o n s a l s o . S i r Edmund i s Mrs. Marden's 

p e r s o n a l g h o s t , bu t t h e n a r r a t o r s e e s him and i s c o m p l e t e l y 

r a t i o n s ! about h im. Mrs . Marden i s m e n t a l l y p r e p a r e d t o see 

h imj but t h e s u i t o r - n a r r a t o r i s , a t f i r s t , s k e p t i c a l of t h e 

p o s s i b i l i t y of h i s s e e i n g t h e same a p p a r i t i o n . 

S i r Edmund i s d e f i n i t e l y v i s i b l e j hence he i s more r e a l 

t h a n t h e g h o s t s of J a m e s ' s e a r l i e r s u p e r n a t u r a l t a l e s . These 

l a t e r g h o s t s a r e , t o o , more i m p r e s s i v e h a u n t e r s . Ghos t s t h a t 

d r e s s and a c t l i k e human b e i n g s , t h a t go about t h e i r b u s i n e s s 

i n a l i f e - l i k e way, a r e more t e r r i f y i n g t h a n t h e e a r l i e r , 

s u b l i m i n a l g h o s t s whose work i s too sudden , t oo c o n t r i v e d to 

be r e a l . S i r Edmund—quie t , so s e r e n e , so l i f e l i k e i n h i s 

manner—-has a f o r m i d a b l e a d v a n t a g e over Mrs. Marden; he b r i n g s 

to t h e s u r f a c e her r e p r e s s e d g u i l t . 

Once a g a i n James has used t h e s u p e r n a t u r a l as r e l a t e d t o 

g u i l t i n a m a r i t a l s i t u a t i o n — 8 m a r r i a g e p l a n n e d b u t not 



50 

c a r r i e d o u t . The g h o s t , however , i n t e n d s t o p romote , not 

p r e v e n t , m a r r i a g e . S i r Edmund i s not t h e r e v e n g e ghos t of 

E l i z a b e t h a n draraaj he i s , i n s t e a d , t h e g u i l t y c o n s c i e n c e of 

t h e t r o u b l e d m o t h e r . His e f f o r t s a r e , however , only p a r t i a l l y 

s u c c e s s f u l , f o r he cannot i n s u r e a happy m a r r i a g e . According 

to t h e n a r r a t o r of t h e p r o l o g u e , C h a r l o t t e Harden d i ed i n 

c h i l d b i r t h a yea r a f t e r t h e m a r r i a g e , j u s t as I ' erd i ta had 

e x p i r e d i n "The Romance of C e r t a i n Old C l o t h e s , " 

In h i s e a r l y s u p e r n a t u r a l s t o r i e s , James used a n a r r a t o r 

on two o c c a s i o n s . The a r t i s t - n a r r a t o r of "The Las t of t h e 

V a l e r i i " sympathizes wi th t h e t r o u b l e d Count I ' a l er io , but 

James raade him an o b s e r v e r - r e p o r t e r who does not g e t i n v o l v e d 

i n t h e a c t i o n . The d i v i n i t y s t u d e n t , t h e n a r r a t o r of "The 

Ghostly R e n t a l , " i s p r i m a r i l y a r e p o r t e r , and he becomes con-

raitted in only a l i m i t e d way. "Sir Edmund Orrae" i s the f i r s t 

of J a m e s ' s supernatural t a l e s to employ two n a r r a t o r s . The 

f i r s t narra tor , i n a short pro logue , e x p l a i n s that he has 

obtained "the s t r a n g e s tory" from personal papers of the 

pe r son who wrote i t . The narrator of the p r o l o g u e says that 

"you" (apparent ly there are l i s t e n e r s l i k e the f i r e s i d e g u e s t s 

in "The Turn of the Screw") may think the s t o r y i n c r e d i b l e : 

1 c a n ' t , I a l l o w , vouch for h i s hav ing i n t e n d e d i t as 
a repor t of r e a l o c c u r r e n c e — I can on ly vouch f o r h i s 
g e n e r a l v e r a c i t y . In any c a s e i t was w r i t t e n f o r 
h i m s e l f , not f o r o t h e r s — h a v i n g f u l l o p t i o n — p r e c i s e l y 
b e c a u s e of i t s o d d i t y . Let thern, i n r e s p e c t f o r t h e 
for® of t h e t h i n g , b e a r i n Mind that i t was w r i t t e n 
q u i t e f o r h i m s e l f . I ' v e a l t e r e d n o t h i n g bu t the name.® 

6 I b i d . . p . 367. 
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In effect, J a m e s tries t o remove h i m s e l f f r o a t h e story and 

p r e p a r e s t h e way- fo r t he second n a r r a t o r ' s extended p a r t i c i -

p a t i o n in t he e v e n t s . The f i r s t n a r r a t o r w i l l not c la im t h a t 

t h e s t o r y was true j b u t , a t t h e same t i m e , i n d i c a t e s a f a i t h 

in i t s v e r a c i t y because an hones t gentleman wro te i t f o r him-

s e l f o n l y . The r e a d e r i s t h e r e b y p u l l e d i n j he wants to 

s h a r e in t h i s odd but q u e s t i o n a b l e s e c r e t . T h i s t r i c k , which 

James used s u c c e s s f u l l y in "The F r i e n d s of t h e f r i e n d s " end 

"The Turn of t he Screw," i s f u r t h e r commented upon by Leon 

5del in h i s " I n t r o d u c t o r y Essay" to The Sacred Fount s "And 

James ' s a t t i t u d e i s one of complete n e u t r a l i t y . So n e u t r a l 

i s he t h a t he l e a v e s a wide margin f o r t h e r e a d e r , who, i f 

he is not c a r e f u l , w i l l be adding m a t e r i a l of h i s own to t h e 
„ Q 

s fcory. 

"Nona Vincent" 

James r e t u r n e d to more l imi ted g h o s t s i n 1892 with t h r e e 

t a l e s of t h e " q u a s i - s u p e r n a t u r a l o r d e r . " The terra i s h i s own. 

E igh teen y e a r s e a r l i e r he had w r i t t e n "The Las t of t h e 

V a l e r i i h i s f i r s t s t o r y i n t h i s v e i n . The g h o s t s of t h e s e 

s t o r i e s of 1892 a r e not c o n v e n t i o n a l h a u n t e r s . They do not 

come out i n t o t h e open as much as S i r Edmund Orrae, and a r e 

realistic on ly to t h e person whose i m a g i n a t i o n may have con-

j u r e d them up. James managed t h i s t ype of ghos t admirably. 

He seems, in h i s own words , "more i n t e r e s t e d in s i t u a t i o n s 

o u-jnry James , The Sacred Fount . i n t r o d u c t i o n by Leon 
Edel (London, 1959) , p . i i i . 
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o b s c u r e and s u b j e c t t o i n t e r p r e t a t i o n t h a n t h e r a t t l e of t h e 

f o r e g r o u n d . H 

"Nona VIncent" grows o u t of J a m e s ' s e x p e r i e n c e w i t h t h e 

t h e a t e r . The s t o r y p r o c e e d s n a t u r a l l y w i t h o u t a h i n t of t h e 

g h o s t l y u n t i l t h e l a s t . A p l a y w r i g h t f a l l s i n l o v e w i t h t h e 

h e r o i n e he c r e a t e s and e v e n t u a l l y w i t h t h e a c t r e s s who t a k e s 

t h e p a r t j he n e g l e c t s h i s t r u e s t l o v e , t h e woman who g a v e him 

i n s p i r a t i o n and f i n a n c e d t h e p r o d u c t i o n . The l u c k y woman i s 

Nona V i n c e n t , h e r o i n e of d r a m a t i s t A l l a n Wayworth's p l a y of 

t h e same names 

Nona V i n c e n t , i n f a c e and f o r ® , t h e l i v i n g h e r o i n e 
of h i s p l a y , r o s e b e f o r e him [ W a y w o r t h ] i n h i s 
l i t t l e s i l e n t room, s a t down w i t h him a t h i s d i n g y 
f i r e s i d e . . . she was wore f a m i l i a r t o him t h a n 
t h e women he had known b e s t . . . N o t h i n g more 
r e a l had e v e r b e f a l l e n hira, a n d , n o t h i n g , somehow 
more r e a s s u r i n g . 11 

There i s t h e s u g g e s t i o n of s u p e r n a t u r e l i s m i n t h e denouemen t 

as Wayworth l e a r n s t h a t V i o l e t G r a y , who p l a y s t h e r o l e of 

Nona, h a s had a v i s i o n a t t h e same t i m e . But t h e p e r s o n 

a p p e a r i n g t o h e r was no t Nona. Her g h o s t i s M r s . A l s a g e r , a 

c l o s e f r i e n d of b o t h t h e p l a y w r i g h t and t h e a c t r e s s . I n t h e 

s t o r y ' s f i n a l moments V i o l e t Gray t e l l s Wayworth« 

" I ' v e had a r e l e v a t i o n . " 
Wayward, f s t a r e d . "At what hour?" 

* Q J a a e s , N o v e l s and T a l e s . XVII , x v i . 

1 1 K d e l , G h o s t l y T a l e s , p . 2 0 5 . 

12 
P r o b a b l y a t y p o g r a p h i c a l e r r o r i n E d e l ' s v o l u m e . 



"The right hour-—this afternoon. Just in time to 
save me~-and to save you." 
"Nona Vincent?" 
"Mrs. Alsager," Violet Gray smiled store deeply. 

"It's the same thing."13 

The truth is that the character in the play, the actress who 

played the role, and the woman who inspired the production 

are all confused in Wayworth's mind. The women sense this, 

but Wayworth never does. 

"Nona Vincent" is a happy tale. James broke with the 

ghostly tradition in allowing Wayworth and Violet Gray to be 

Married. Furthermore, the play in the story, unlike James's 

own production of The American, was a success. For the first 

time in J ames*s tales, the supernatural pro ves beneficent. 

"Nona Vincent" is another example of the way J ames fre-

quently connects the supernatural with love. Before Wayworth 

presents his play, Mrs. Alsager comments on his conditions 

"You must indeed be in a dreadful state. Anxiety for another 

is still worse than anxiety for one's s e l f * 4 She under-

s tands that Wayworth * s nervousness is caused not o v e r the 

possible success or failure of Nona Vincent the play, but 

over his love for Nona Vincent, the image he has created in 

his mind. This aspect of the story is sirailar to "The Last 

of the V aleriiin which the hero falls in love with a 

statue. In "Nona" the hero has abandoned the reality of the 

1 3 w e i , 1SLISJ,> P- 208. 

14lbid. . p. 197. 
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woman who loves him (Mrs. Alsager> to fall i n love with the 

fictional heroine of his play, He cannot di sti ngui sh clearly 

fantasy from fact, a u i 1emraa common to practically all leading 

characters in his yhostly tales. A real woman in this happier 

story leads the hero back to the real world. Only poor Mrs. 

Alsager loses, but the reader has not been very much involved 

in the trials of this rather colorless female whose infatua-

tion seems uncalled for. 

"The Private Life" 

The two other quasi-super natural tales of 1892, "The 

Private Life" and "Sir Domi nick Ferrand," reveal James's 

interest in psychical research as material for dramatic 

treatment. Like many nineteenth century writers, James had 

long been interested in seances and mesaerisa. He had wit-

nessed the use of hypnotism on his sister Alice when doctors 

attempted to make her oblivious to the pain from the tumor 

in her breast. That Henry was familiar with his brother's 

psychological research is a matter of record. In 1890, just 

before he commenced his best-known ghost stories, he was 

called upon to read one of William's papers before the 

Psychical Research Society in London. But he made only 

limited use of the type of ghost examined by this Society 

and labeled "certified," 

"The Private Life," a fantasy based upon the quizzical 

nature of James's friend Sobert Browning, achieves its 
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supernaturaliss by clra»8tissatloa of the pott's altar eao. 

James, aware of the idea of double personality as discussed 

by psychologists, recognized the duality of Browning*® nature. 

Earlier, in the 1870®$, James had been preoccupied with the 

question of contrasting qualities of character. For example, 

one of the characters of "Benvolio,' his only categoric®! 

allegory, possessed two different souls, both molded in the 

saae personage. Janes, in 1892, was more concerned with the 

complexity of personality than with the strength or weakness 

©f character. The term alter em appears frequently in his 

commentaries and occasionally in his ghostly fiction of the 

later period. "The Private Life" is not a case study of 

double personality, nor docs it go to the aelodrametic 

lengths of Stevenson's I M 1 U M O & QMS. Ml &£. J & k x U A M Ml. 

&UL&* It is, perhaps, the least ghostly and one of the most 

psychological of James's supernatural stories. The private 

life of novelist Clare Vawdrey (Robert Browning) is completely 

bidden behind his public performances. The narrator notes 

that "even his embarrassments were rehearsed."*** Desperately 

endeavoring to fathom the writer's private life, be is foiled 

by Vawdrey, who will not, even to hi a wife, come from behind 

bis facadet 

I bad secretly pi tied him for the perfection of 
his performance, had wondered what blank face such 
a mask had to cover, what was left to him for the 

1 5 j««es, jjftXftU MM XlJLftft* *VII, 226. 
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unmitigable hours in which a man s i t s down with 
himself . . 

Af te rward , the n a r r a t o r d i s cove r s t h a t t h e r e are two Clare 

Vgwdreys . Knowing t h a t the great n o v e l i s t has l e f t h i s room, 

the n a r r a t o r e n t e r s to f i n d a personage s t i l l t h e r e , sea ted 

at h i s w r i t i n g t a b l e and apparen t ly composing in the da rk . 

"Owen Wi ngrave" 

James wrote s eve ra l ghos t ly t a l e s f o r the Christmas 

market . "Owen Wi ngrave," f i r s t publ ished in the Graphic . in 

December , 1692, came to James 's mind one a f t e rnoon as he sa t 

in Kinsington Gardens. He r e l a t e s in the p r e f a c e to "The 

Al tar of the Dead" t h a t a slim young man took a cha i r nearby 

and began to r e a d . James muses further: 

Did the young man then, on the spot, just become 
Owen Wi ngrave, e s t a b l i s h i n g by mere magic of type 
the situation, c r e a t i n g at a stroke all the impli-
cations and f1 H i n g out all the p i c t u r e s ? . . . ray 
poor point i s only that at the beginning of my 
se s s ion in the penny cha i r the s e e d l e s s f a b l e h a d n ' t 
a claim to make or an excuse to g i v e , and that , t he 
very next thing, the pennyworth still partly uncon-
suoed, it was fairly b r i s t l i n g with pretexts. 
"Dramatise i t , d ramat i se i t ! " would see© to have 
rung with sudden intensity in my ears.^ 

His metaphor of the creative a r t i s t t ak ing from this little 

pebble of matter the substance for a story i s posed as a 

question. How James a c t i v a t e d t h i s small obse rva t ion i n t o a 

story i s described i n h i s notebooks. I n early 1 6 9 2 , after 

16Ibid. . p. 247. 

17 
Ibid. , p . xx i i 
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A l i c e Jaraes's d e a t h , he had been r e a d i n g memoirs of a g e n e r a l 

who s e r v e d unde r N a p o l e o n , I n March , 1892 , he made t h e 

f o l l o w i n g entry: 

The i d e a of t h e s o l d i e r — p r o d u c e d a l i t t l e by t h e 
f a s c i n a t e d p e r u s a l of M a r b o t ' s m a g n i f i c e n t m e m o i r s . 
The image, t h e t y p e , t h e v i s i o n , t h e c h a r a c t e r , 
as t r a n s m i t t e d h e r e d i t y , mystical, almost h a u n t i n g , 
a p p a r i t i o n s ! p r e s e n c e , i n t h e l i f e of a d e s c e n d a n t 
of t o t a l l y d i f f e r e n t t empe ramen t and r a n g e of 
q u a l i t i e s . 

The d e s c e n d a n t raenti oned h e r e became Owen Wingrave, The 

c e n t r a l i n t e l l i g e n c e f o r t h e s t o r y i s S p e n c e r C o y 1 e , a 

p r o f e s s i o n a l coach f o r making young men i n t o s o l d i e r s . One 

of h i s p u p i l s , Owen Wingrave, i s l a b o r i n g u n d e r f a m i l y p r e s -

s u r e and a t t a c k s of c o n s c i e n c e . He i s t h e s o l e h e i r of a 

m i l i t a r y f a m i l y , b u t i s temperamentally not the soldierly type. 

Expected by the family, and domi neeri ng women, to l i v e up to 

a t r a d i t i o n of blood and honor, he refuses to go to war 

because he feels i t stupid. The family and his f i a n c e e , 

K a t e Julian, collaborate i n an attempt to force him into a 

m i l i t a r y career. He i s threatened with d i s h e r i t a n c e ! s t i l l 

he r e f u s e s . The f a m i l y c a l l s i n t h e m i l i t a r y c o a c h , h o p i n g 

t h a t t h i s man w i l l e x e r t p r e s s u r e upon Owen. C o y l e , h o w e v e r , 

u n d e r s t a n d s Owen's sentiments: he sees Owen 's r e f u s a l t o 

obey t h e family as a matter of c o u r a g e , w h e r e a s t h e f a m i l y 

i n t e r p r e t s i t as c o w a r d i c e . The Wi ngrave e s t a t e , l araoore, 

has a h a u n t e d room. Supposedly it is i n h a b i t e d by t h e s p i r i t 

16 
Mathi essen and Murdock, p . 2 1 0 . 
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of a Wingrave who h a d , in a moment of r a g e , k i l l e d h i s own 

son and t h e n had h i m s e l f d i e d i n t h e room, Kate J u l i a n , t h e 

f i a n c e e , t e s t i n g Owen's c o u r a g e (o r h e r c o n c e p t i o n of what 

c o u r a g e ought t o b e ) , d a r e s him t o s l e e p i n t h e room. T h i s 

he c l a i m s t o have a l r e a d y d o n e , bu t she does not b e l i e v e hira. 

Owen t h e n compels he r t o lock hira i n the room, Dur ing t h e 

n i g h t she d e c i d e s to i n v e s t i g a t e , and e n t e r i n g t h e room, 

f i n d s him dead on the spo t where h i s a n c e s t o r s had d i e d . 

O r i g i n a l l y , t h e l a s t s e n t e n c e of "Owen iVingra ve" r e a d 

"He looked l i k e a young s o l d i e r on a b a t t l e f i e l d . " 1 9 I « 

r e v i s i n g the s t o r y f o r the New York E d i t i o n , James changed 

the l a s t l i n e to read s "He was a l l the young s o l d i e r on the 
O A 

g a i n e d f i e l d . ' He had a c h i e v e d a dubious v i c t o r y over 

i n f l u e n c e s on. h i s l i f e . 

J a m e s ' s no tes speak of " t r a n s m i t t e d h e r e d i t y , m y s t i c a l , 
21 

almost supernatura l f o r c e . " From such a f o r c e , r e p r e s e n t e d 

by a subj e c t i v e g h o s t , there was no e s c a p e . I f Owen could 

not d i e on the r e a l b a t t l e f i e l d , he must d i e under the 

c r u s h i n g power of f a m i l y t r a d i t i o n and s p i r i t . Kate J u l i a n , 

the h e r o ' s f i a n c e e , causes Owen* s dea th . She seems m a s c u l i n e 

and u n y i e l d i n g , and f u r t h e r i n t e n s i f i e s the h e r o ' s p a c i f i s m . 

i Q 
Edel , S h o s t l v T a l e s . p . 315. 

2 0 J a m e s , Nove ls and T a l e s . XVII, 319 . 

i 
Mathi es sen and idurdock , p . 118. 
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It is, nevertheless, her scorn which prompts him to lock him-

self in the fatal room. 

T h e ghost in " O w e n W i n g r a v e " never shows himself. The 

reader only learns that Owen is found stretched out dead in 

the haunted room. In his first supernatural tale, James had 

used a ghost to effect a moral. But t h e handling of the 

ghost in "The Roaance of Certain O l d Clothes" is not so subtle 

as the treatment of this later demon. A quarter of a century 

had passed between the two stories. In 1893, psychical 

research was beginning to connect supernatural phenomena with 

heredity and environment. A revision in his original story 

shows that the nature of literary ghosts had begun to change. 

As he first wrote the story, Irs. Coyle asks, " D o you mean to 

say t h e house has a ahest?*^ In t h e revised text, she asks, 

"Co you m e a n to say the house has a proved ghost?"23 James, 

of course, never intended that this ghost be seen. When the 

story was staged in 1908, the producer brought in a ghostly 

figure, draped in white, for the climactic scene. J a m e s , in 

America at the time, heard of this and was shocked. In the 

s t r o n g e s t of terms, he disapproved of t h e ghost on stage. He 

knew that scientific supernatural! sn» might be represented in 

f i c t i o n ; on the stage the relation between psychological 

p h e n o m e n a and the weird is restricted, if not i m p o s s i b l e . 

2^Edel, Ghqst,l..y T a l e s . p. 314. 

23. 
J a m e s , Novels and Tales. XVII, 300. 
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But more jraport ant, he was quite convinced, in the 

1690's that the reality of life was not altogether in the 

appearance on the surface. Underneath were ideas, illusions, 

fantasies, dreams as powerful in motivating behavior as any 

demonstrable, material fact. His purpose was not to uncover 

this si tuation;for, accepting life as it was, he sought to 

uraiaatize it, to be the artist rather than the scientist. 

The ghost in "Owen Winyrave" is the manifestation of a burden 

of guilt and frustration on the part of the protagonist. 

When ghosts cannot be laid, they become, for the people James 

wrote about, their other selves. 

"The Friends of the Friends" 

On May X, 1896, James published "The Way it Came." He 

included the tale in his New York Edition under the title 

"The Friends of the Friends." Called Ha perfect example of 

the Jamesian ghostly tale,"24 it combines features of his 

earlier stories with the somewhat complicated, ambiguous style 

of his maturity. The j ealous woman, the prevented marriage, 

and the suggested ghost all figure in this weird, delicately 

planned tale. "The Friends of the Friends" has no characters 

with names. Four characters, all referred to *ith pronouns, 

appear in the s tory j another is mcntioned, but he remains in 

the background. 

2 4Edel, Ghostly Tales. p. 395. 
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As in "Sir Edmund Orrae," James uses a prologue narrator 

who offers a document, or diary, the truth of which he elabo-

rately disavows responsibility for: 

These pages evidently date from years ago. I've 
read with the liveliest wonder the statement they 
so circumstantially make and done my best to swal-
low the prodigy they leave to be inferred. These 
things would be striking, wouldn't they? to any 
readerj but can you imagine for a moment my placing 
such a document before the world, even though, as 
if she herself had desired the world should hate 
the benefit of it, she has given her friends neither 
name nor initials? Have you any sort of elu® to 
their identity? I leave her the floor.25 

"She" is the first-person narrator of the story involving 

a man and a woman (not the narrator) who have had similar 

experiences with ghosts. Both have seen the apparitions of 

their fathers at the times of the death of the fathers. 

Neither one of these persons is known to the other, but the 

narrator knows them both and thinks that they should become 

acquainted, not only because they have had identical super-

natural experiences but also because they have almost identi-

cal tastes. The narrator, trying for years to bring them 

together, sees her efforts apparently ending in failure, for 

some accident always prevents the meeting. The frustration 

arising out of this failure creates an obsession in the nar-

rator. As a last resort, she herself becomes engaged to the 

man partially because she feels that she can then arrange the 

long sought meeting. Finally, a definite meeting time is set. 

2ry 
J a m e s , N o v e l s and Tales. XVII, 323-324. 
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Bat a sudden jealousy overcomes the narrator, and she hastily 

writes a letter as'ci that her friend postpone the meeting. 

Thus the meeting does not happen. Then a startling occurrence 

is revealed to the narrator the very next day when she learns 

that her lady friend has met her fiaac^ and subsequently died. 

Actually both events happen almost simultaneously. The nar-

rator cannot decide whether it was the woman in body or the 

woman as a ghost who came to her fiance's house. The man 

tells her that the woman was alive, but the narrator, having 

seen her dead, thinks her friend has come as a ghost. She 

becomes jealous of the dead woman; so great is her jealousy 

that she breaks off her engagement with her fiance, who later 

dies, apparently a suicide. 

James struggled long with the idea for this odd story. 

It is partially outlined in a notebook entry of February 5, 

1695. He asked first, "What is there in the idea of Too 

late—of some friendship or passion or bond—-some affection 

long desired and waited for, that is formed too late?"26 He 

discussed the these with himself and then concluded; "There 

may be the germ of a situation in this; but it obviously 

requires digging out," 2 7 

On December 21, 1895, he picked up the suggestion agai n: 

"The idea, for a scrap of a tale, or a scrap of a fantasy, of 

26 
Mathiessen and Murdock, pp. 182-183. 

2 7lbid. 
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two p e r s o n s who have c o n s t a n t l y heard of each o t h e r , c o n s t a n t l y 

been near each o t h e r , c o n s t a n t l y mis sed each o t h e r . 16 The 

s t o r y had formed in h i s i r a a g i n a t i o n , but t h e r e was a p r o b l e m ! 

who was to t e l l i t ? At f i r s t he t h o u g h t i t cou ld be t o l d by 

a t h i r d p e r s o n . 

By J a n u a r y 10, 1896, he had o u t l i n e d t h e s t o r y . In t h e 

f i r s t pages of t h e s t o r y J a m e s ' s " I " n a r r a t o r i s an o b s e r v e r -

r e p o r t e r . But t h i s c h a n g e s , and t h e n a r r a t o r s u d d e n l y i s 

more t h a n a n a r r a t o r j she b e g i n s to a f f e c t t h e a c t i o n of t h e 

s t o r y , p l o t t i n g h e r s t r a t e g y t h rough j e a l o u s y , never r e a l i s i n g 

i t , neve r l e t t i n g t h e r e a d e r know s t r a i g h t f o r w a r d l y t h a t she 

i s j e a l o u s . The r e a d e r must d e t e r m i n e i t f o r h i m s e l f j he 

must f i g u r e f rom t h e l i t t l e s l i p s , t h e u n c o n s c i o u s a d m i s s i o n s , 

t h a t she i s an u n r e l i a b l e n a r r a t o r . 

Up t o t h i s p o i n t i n h i s g h o s t s t o r i e s , J a m e s ' s s t o r y -

t e l l e r s have appea red o b j e c t i v e and r e l i a b l e . Through t h e i r 

eyes t h e r e a d e r has w i t n e s s e d a morbid e l emen t i n o t h e r c h a r -

a c t e r s . In "The F r i e n d s of t h e F r i e n d s " t h e r e a d e r s e e s not 

on ly t h e d e l u s i o n s of o t h e r s bu t t h e f a n t a s i e s of t h e n a r r a t o r . 

She admi t s h e r t r o u b l e i n t h e b e g i n n i n g of t h e s t o r y : " I know 

p e r f e c t l y of c o u r s e t h a t I b r o u g h t i t upon myse l f j bu t t h a t 

d o e s n ' t s a k e i t any b e t t e r . I was t h e f i r s t t o speak of her 

to him—he had never even h e a r d he r m e n t i o n e d . " ^ 9 Then she 

2 6 I b i d . , p . 231. 

29James, Novels and T a l e s . XVII, 325. 
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u n f o l d s her " o d i o u s d e c e i t . " Her maneuvers t o b r i n g about a 

" f r i e n d s h i p " r e s u l t in a b r i e f f e e l i n g of g u i l t when she 

l e a r n s of her f r i e n d ' s d e a t h . As t h e ghos t r e m a i n s , u n l a i d , 

t h e n a r r a t o r i n a b i t t e r o u t b u r s t of j e a l o u s y c h a r g e s her 

f i a n c e wi th l ov ing t h e ghost 2 

You l ove her as y o u ' v e never l o v e d , and, p a s s i o n f o r 
p a s s i o n , she g i v e s i t s t r a i g h t back ! She r u l e s you, 
she h o l d s you , she has you a l l ! A women, in such a 
case as Mine, d i v i n e s and f e e l s and s e e s j s h e ' s not 
a d u l l dunce who has to be " c r e d i b l y informed." You 
come to me m e c h a n i c a l l y , corapunctiously, with the 
dregs of your tenderness and the remnant of your 
l i f e . I can renounce you, but I c a n ' t share you; 
the bes t of you i s h e r s . I know what i t i s and 
f r e e l y g i v e you up to her f o r e v e r ! 3 0 

On t h e s u r f a c e t h e s t o r y i s a r e h a n d l i n g of o ld e l e m e n t s , 

combined i n one s t o r y t o l d by a neurot i c p e r s o n a l i t y . The 

n a r r a t o r ' s j e a l o u s y s u g g e s t s t h a t of R o s a l i n d of "The Bomance 

of Cer ta in Old C l o t h e s T h e f i a n c e , who admi t s h i s love for 

the g h o s t , i s s i m i l a r to the Count V a l e r i e of "The Last of 

the V a l e r i i . " Later James uses a s i m i l a r s i t u a t i o n i n "Maud-

Evelyn," i n which a l i v i n g person f a l l s i n l ove wi th a dead 

p e r s o n whom he has never s e e n . 

"The Turn of the Screw" 

"The Turn of t h e Sc rew , " by f a r t h e l o n g e s t of t h e g h o s t l y 

t a l e s and t h e most p o p u l a r , was f i r s t p u b l i s h e d i n C o l l i e r ' s 

i n weekly i n s t a l l m e n t s from J a n u a r y 27 th rough A p r i l 16 , 1890. 

Three y e a r s b e f o r e i t s a p p e a r a n c e , Jaraes e n t e r e d t h e source 

3 Q I b i d . . p . 363. 



of the tale in his notebooks. The source here quoted is 

unique because it is, at least for the ghostly tales, the 

first to come directly frou a storyteller, quite apart from 

James *s reading and imagination: 

Note here the ghost-story told me at Addington 
. . , by the Archbishop of Canterbury} the mere 
vague, undetailed, faint sketch of it—being all 
he had been told (very badly and imperfectly), by 
a lady who had no art of relation, and no clear-
ness! the story of young children (indefinite 
number and age) left to the care of servants in 
an old countryhouse, through the death, presumably, 
of parents. The servants, wicked and depraved, 
corrupt and deprave the children; the children are 
bad, full of evil to a sinister degree. The ser-
vants die (the story vague about the way of it) 
a«d their apparitions, figures, return to haunt the 
house and children, to whom they seem to beckon, 
whom they invite and solicit, from across dangerous 
places, the deep ditch of a sunk fence, etc.—so 
that the children may destroy themselves, lose 
themselves, by responding, by getting into their 
power. So long as the children are kept from them, 
they are not lost; but they try and try and try, 
these evi1 presences, to get hold of them. It is a 
question of the children "coming over to where they 
are.*' It is all obscure and imperfect, the pi ctur e, 
the story, but there is a suggestion of strangely 
gruesome effect in it. The story to be told— 
tolerably—obviously—by an outside spectator , 
observer.31 

Critics over the last forty years have made this story ono 

of the most controversial pieces of American literature. 

Very few short tales, and probably no ghost stories, have 

been the subject of so much critical attention, little of 

which has considered the,story as a work of art, James 

31 
Mathiessen and Murdock , p p . 178-179. 
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himself considered that this fanciful piece would not likely 

be the object of expert criticism. 

The critical history of James's little firm fancy has 

been a verbal battle between those who define "The Turn of 

the Screw" as a fictional presentation of Freudian psychology 

and those who reed the tale as a mere ghost story. Edna 

Kenton opened the way for later investigations of Freudian 

symbols when she wrote, in 1924, that superficial readers 

were not horrified by the real horror. 3 2 The astute reader, 

she claimed, should find an evil different from the ostensible 

one of ghosts returning to their terrestrial address to haunt 

two lonely little children, Miles and Flora. It is the young 

governess who experiences the horrors of hallucinations in 

the persons of Ely's ex-valet and ex-housekeeper, Peter Quint 

and Miss Jessel, both deceased. As Miss Kenton read the 

story, the children see no ghosts; thus the hidden horror 

(and Siss Kenton suggested that it was intentionally hidden 

by James to foil the cunning reader) resides in the mind of 

the young woman who has the responsibility of caring for Miles 

and Flora. The governess's job becomes one of protection v-

without the hope of outside help; she feels bound by her moral 

obligation, a duty exaggerated by her twisted mind; she 

endures especially severe terror by making herself bell eve 

32 
Edna Kenton, "Henry James to the Rurainant Header: 'The 

Turn of the Screw,"* The Arts. VI (November, 1924), 245f. 
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t h a t ^ u i n t and J e s s e ! have r e t u r n e d with s i n i s t e r d e s i g n s upon 

the orphaned c h i l d r e n . 

In 1934, Edmund Wilson en la rged Miss Ken ton ' s t h e o r y by 

c a l l i n g t h e governess a " n e u r o t i c c a se of sex r e p r e s s i o n . " 3 3 

Wilson claimed t h a t t h e governess deve lops an a t t achment t o 

her employer on t h e occa s ion of her s i n g l e i n t e r v i e w with him 

b e f o r e she goes to Bly . Never to see her employer a g a i n , she 

i s plagued by her f a i l u r e to f u l f i l l her e r o t i c i n s t i n c t s . 

The a p p a r i t i o n s she e n c o u n t e r s at Bly a r e t h e h a l l u c i n a t i o n s 

of a f r u s t r a t e d subconsc ious d r i v e . She a lone sees Quint and 

J e s s e l : t h e d i a b o l i c a l p a i r never r e a r themse lves b e f o r e the 

c h i l d r e n or Mrs. Grose . Th i s mothe r ly old s o u l , acco rd ing to 

H'i l s o n , u n w i t t i n g l y engenders t he g o v e r n e s s ' s f u t u r e a c t i o n s 

by t e l l i n g of an a f f a i r t h a t e x i s t e d between P e t e r Quint and 

Miss J e s s e l . The governess i s led to b e l i e v e t h a t t h e c h i l -

d r e n , f o r m e r l y under t h e ca re of t he u n p r i n c i p l e d s e r v a n t s , 

have been c o r r u p t e d . Her compuls ive e r o t i c i s m l eads her to 

t u r n her a f f e c t i o n s away from her absen t employer to l i t t l e 

M i l e s , a t e n - y e a r - o l d . I n h e r z e a l to s a v e t h e boy t h e 

g o v e r n e s s , i n t h e f i n a l s c e n e , " l i t e r a l l y f r i g h t e n s him t o 

d e a t h . " 3 4 

W i l s o n ' s i n t e r p r e t a t i o n e s t a b l i s h e d a body of c r i t i c i s m 

b a s e d e n t i r e l y upon p s y c h o l o g i c a l i n t e r p r e t a t i o n . O t h e r 

^Edmund Wilson, "The Ambiguity of Henry James , n The 
T r i p l e T h i n k e r s (New York , 1 9 4 8 ) , p . 122 . 

3 4 l b i d . . p . 130 . 



68 

commentators such as John Silver and Oscar Cargi11 have also 

attempted to explain the story in Freudian terms. In 1948, 

Wilson, oddly enough, qualified his Freudian interpretation 

to say that "James's conscious intention , . . was to write 

a bon^ fide ghost story.,,0,J 

Most of the recent criticism of James's spectral story 

has defended the theory that the ghosts are real—not halluci-

nations. In hoping to "settle once and for all the question 

of the reality of the apparitions in the story," Oliver 

Evans investigated a number of the writer's letters which 

comment on "The Turn of the Screw," He found no suggestions 

in these letters, nor in James's definitive edition published 

eleven years after the story first appeared, that James had 

intended to write a Freudian story. In replying to II. G. 

Wells, who had coraplalncd that the governess's character had 

not been carefully delineated, James defined his intentions 

regarding the governess's controversial character. His words, 

"I had to rule out subjective complications of her o w n , " * * 7 

indicate that he had not intentionally created a person 

subject to hallucinations. 

Evans summarized the major argument for interpreting 

"The Turn of the Screw" as a mere ghost story» (1) the author 

35Wilson, 1948 edition, p. 123. 

^Oliver Evans, "James's Air of Evils 'The Turn of the 
S c r e w , P a r t i s a n Review. XVI (February, 1949), 176. 

3 7Leon Edel and Gordon N. Ray (eds.), James and Wqllt 
(London, 1958) f p . 56* 
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leads the reader to believe that the children are mentally 

distwrbedj (2) that their abnormality is sexual perversity 

brought on by M i l e s 's a t t a c h m e n t to Quint, and flora's rela-

tions with Miss Jesselj (3) that the children are allies of 

the ghosts, and (4) that the combined force of evil is the 

disease which the governess finds herself struggling against. 

The possible i n t e r p r e t a t i o n s of "The Turn of the Screw" 

have not been exhausted, but those who a t t e m p t to explain it 

apart fro® Jaraes's other ghostly tales appear to b e embarking 

upon a futile enterprise. From the overall view of J ar.i e s' s 

literary dealings with ghosts, the tale is only one of 

eighteen stories in which James uses the supernatural. "The 

Turn of the Screw" is an integral part, a chapter, in his 

long affair with disembodied spirits. 

There are several echoes frota the past in "The Turn of 

the Screw." James has enlarged the technique of the prologue 

or f r a m e w o r k he originated with "Sir Edmund Orme" and used 

more effectively in "The Friends of the Friends." Douglas, 

the narrator of the prologue, convinces the fireside guests 

that he possesses a singularly unusual d o c u m e n t . Their emo-

tions over the prospects of such a tale draw the reader in. 

And he, too, must wait in suspense along vdth the guests as 

Douglas goes to London to obtain the story. Considerable 

suspense is thus created in the p r o l o g u e itself. T h e n finally 

the main narrator, the governess h e r s e l f , takes over and 

finishes the story. 
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L ike o t h e r Jamesi an n a r r a t o r s t h e g o v e r n e s s I n t r o d u c e s 

the r e a d e r t o a r e a l i s t i c s i t u a t i o n , t h i s time t h e qui et and 

charming bu t somehow ominous wor ld of B l y . Soon t h e g h o s t s 

appea r in t h i s b e a u t i f u l s e t t i n g to l end f o r c e to t h e growing 

i m p r e s s i o n of e v i l . The n a r r a t o r becomes more t h a n an 

o b s e r v e r - r e p o r t e r . She canno t e x p l a i n t h e a p p a r i t i o n s , nor 

can t h e y be f u l l y e x p l a i n e d t o h e r . She, as almost anyone 

would i n such a s i t u a t i o n , b e g i n s to e x h i b i t n e u r o t i c t e n d -

e n c i e s . Unable to be e n t i r e l y r a t i o n a l about the g h o s t s , 

she p l e d g e s h e r s e l f to save t h e c h i l d r e n . The bu rden i s t oo 

big; t h e g h o s t s loom too l a r g e , appear too o f t e n . She 

becomes d e r e l i c t i n her d u t y by f a i l i n g to t a k e c e r t a i n 

o b v i o u s Measures-*-for example , b u n d l i n g t h e c h i l d r e n up and 

t a k i n g them away. 

I m p o r t a n t i n n o v a t i o n s appea r i n J a m e s ' s h a n d l i n g of t h e 

g h o s t l y t h e s e . For t h e f i r s t t i m e , two g h o s t s i n s t e a d of one 

a r e h a u n t e r s . Also f o r t h e f i r s t t i m e , t h e n a r r a t o r seems 

d i r e c t l y h a u n t e d , u n l i k e t h e n a r r a t o r , o f "The F r i e n d s of t h e 

F r i e n d s " who never s e e s he r g h o s t s or even t h i n k s she s e e s 

them. U s u a l l y , J a m e s ' s g h o s t s have r ema ined a t t a c h e d t o some 

g u i l t y c h a r a c t e r ( n o t t h e n a r r a t o r ) and t h e n a r r a t o r has been 

f a i r l y o b j e c t i v e about them. P e t e r Quint and Miss Jessel are 

not i n s t r u m e n t s of justice but of e v i l . Furthermore, they 

direct their e v i l at c h i l d r e n } hence adults must reckon w i t h 

thera. Such a situation gave J a m e s the opportuni ty to picture 
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t h e psychology n o t o n l y of the a d u l t , b u t of t h e c h i l d , no t 

o n l y of t h e human b e i n g b u t o f t h e ghost. 

The g h o s t s i n " T h e T u r n of t h e S c r e w " a r e more c o n v i n c i n g 

t h a n J a m e s ' s e a r l i e r a p p a r i t i o n s . He had made S i r Edmund Orrne 

a v i s i b l e g h o s t , b u t S i r Edmund h a s n o t h i n g of t h e p r e d a t o r y 

s t r e n g t h and v i t a l i t y of P e t e r Q u i n t , Q u i n t and Jessel a r e 

s t r o n g e r g h o s t s j t h e y a r e more v i g o r o u s , more v e r s a t i l e , more 

a l i v e . P e t e r Q u i n t and M i s s J e s s e l h a v e r e t u r n e d w i t h t h e 

p e r s o n a l i t i e s w h i c h t h e y e x h i b i t e d b e f o r e d e a t h . As v i l l a i n -

ous a p p a r i t i o n s , t h e y a r e i n d e e d t e r r i f y i n g t o t h e u n p r e p a r e d 

g o v e r n e s s , who l i k e mos t r e a d e r s h a s b e e n t r a i n e d t o r e g a r d 

p r i m a r i l y t h e a n g e l i c n a t u r e of i m m o r t a l i t y and t o f i n d o n l y 

b e n e f i c e n t m e a n i n g i n s p i r i t u a l c o n c e p t s . The o n l y m e a n i n g 

of t h e g h o s t s i n " T h e T u r n of , t h e S c r e w " i s e v i l . With Q u i n t 

and J e s s e l , Jaraes h a s a d v a n c e d beyond s p e c t e r s w i t h " a m b i g u o u s 

s h a p e s and raisty e d g e s . T h e p e c u l i a r i t i e s of t h e i r a p p e a r -

a n c e a r e p r e s e n t e d in g r e a t d e t a i l . N o t e t h e g o v e r n e s s ' s 

d e s c r i p t i o n of Q u i n t ; 

He h a s r e d h a i r , v e r y r e d , c l o s e - c u r l i n g , and a p a l e 
f a c e , l o n g i n s h a p e , w i t h s t r a i g h t good f e a t u r e s and 
l i t t l e r a t h e r q u e e r w h i s k e r s t h a t a r e as r e d a s h i s 
h a i r . H i s e y e b r o w s a r e somewhat darker\ t h e y l o o k 
p a r t i c u l a r l y a r c h e d and as i f t h e y m i g h t move a good 
d e a l . H i s e y e s a r e j s h a r p , s t r a n g e . H i s mouth i s 
w i d e , h i s l i p s thin. 

T h i s i s an u n u s u a l Jamesian d e s c r i p t i o n , f i r s t s e e m i n g more 

araes " F l a u b e r t ' s T e m p t a t i o n of S t . A n t h o n y , " p . 3 6 5 . 

39James, N o v e l s and T a l e s . XVII, 1 9 0 - 1 9 1 . 
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human t h a n g h o s t l y ; f o r r ed h a i r i s not s p e c t e r - l i k e and a 

r e d - h e a d e d g h o s t who c o u l d u n n a t u r a l l y m a n i p u l a t e h i s e y e -

brows i s s t r a n g e . The g o v e r n e s s c o n t i n u e s : "He was a b s o -

l u t e l y . . . a l i v i n g d a n g e r o u s d e t e s t a b l e p r e s e n c e ^ 

Jaraes c a l l e d t h e e v i l p a i r " h o v e r i n g p r o w l i n g b l i g h t i n g 

p r e s e n c e s . M They a r e g h o s t s , u n l i k e t h e r e v e n g i n g g h o s t s 

of t h e p a s t , t o whom i s g i v e n t h e d u t y of making t h e a i r r e e k 

w i t h e v i l . Jaraes neve r l i k e d t h e t e rm a h o s t - s t o r v . and he 

s a y s , " I r e c o g n i s e . . . e l v e s , imps , demons . . . . The 

e s s e n c e of t h e m a t t e r was t h e v i l l a i n y of m o t i v e i n t h e 

evoked p r e d a t o r y c r e a t u r e s . " 4 2 w h a t James w i s h e s t o do i n 

"The Turn of t h e Screw" i s t o r a a k e t h e r e a d e r f e e l t h e 

g e n e r a l s p i r i t u a l i n f a m y of t h e g h o s t s i n s t e a d of t h e one 

p a r t i c u l a r p s y c h i c a l a b n o r m a l i t y or o b s e s s i o n of t h e d u t y -

bound g h o s t s of h i s e a r l i e r s t o r i e s . P e t e r Quin t and Miss 

J e s s e l a r e c o n c e i v e d so as t o be c a p a b l e of t h e w o r s t p o s -

s i b l e d e e d s : "Only make t h e r e a d e r ' s g e n e r a l v i s i o n of e v i l 

i n t e n s e enough . . . Make h i r a t h i n k t h e e v i l , make him t h i n k 

i t f o r h i m s e l f . " 4 3 j n «xhe Turn of t h e Screw" e v i l i s i t s 

own e x c u s e f o r b e i n g — a s o r a e w h a t C a l v i n i s t i c c o n c e p t r a t h e r 

u n u s u a l i n J a m e s , 

To c r e a t e a g e n e r a l bu t i n t e n s e s e n s e of e v i l , James 

maneuvers t h e r e a d e r i n t o t h e s t o r y , i n t o t h e v u l n e r a b l e 

4 Q I b i d . . p . 2 2 2 . 4 2 I b i d . 

41 43 
I b i d . . p . x x . I b i d . . p . x x i . 
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position of taking part, into having to fear Quint and deal 

with him. After the first apparition, the reader anticipates 

the ghost and can project and externalize Quint when he does 

appear, To project and externalize are not, in this instance, 

outward exhibitions of hidden impulses. The red-headed demon, 

a sort of Frankenstein of the mind, hovers over the grounds 

at Bly where only the twitter of birds at dawn and the far-

off cries of children leave the silence unbroken and brings 

an unutterable obscenity to both character and reader. Both 

are afreid of something unspecified, but given a name—Peter 

Quint, who treads a razor-thin line between reality and 

fantasy. 

"The Turn of the Screw/* then, is no more than a psycho-

logical ghost story carried perhaps to somewhat greater 

lengths of realism than had been James's practice heretofore. 

This interpretation would counter the case for Freudian 

psychology and tremendous symbolical subtlety and subterfuge 

which fit neatly and temptingly into much of James'8 mature 

work but which are not always demonstrably there. The 

ambiguity in this story is necessary, but it is not neces-

sarily Freudi an. Ambiguity in "The Turn of the Screw" is 

directed at generalizing the emotion of fear and intensifying 

it by putting it beneath the outer surface, which to James is 

sever so real as the underneath. 
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In summary, several observations may be made about the 

supernatural tales of 1891-1898. Though the concentration of 

eight of these stories in the period indicates James's strong 

interest in the ghost story, this form was not his primary 

concern. During the theatrical run of The American ( 1 8 9 1 -

1892) James wrote four supernatural tales. In the same 

thirteen-month period he composed nine non-ghostly tales. 

Furthermore, he spent much of the first half of this period 

writing his five dramas. Thus, the supernatural story 

occupied a secondary role in his total literary endeavor. 

Even so, James's ghostly tales, when compared with those 

of his early experimental period, are impressive works of 

art. He continued to use and to improve the quasi-super-

natural type of story in which ghosts never show themselves. 

But it is the apparitional tales of this period which are 

more striking, for the ghosts of these stories make frequent 

appearances. lore audtcious than James's former ghosts, they 

are also more complex and more psychologically real. They 

are complex because they cannot be called independent, dis-

associated entitiesj they are psychological because they are 

fused with a real person's guilt and obsession. 

James's more artistic use of first-person narrators 

makes his psychological ghosts reali sti c. His narrator of 

the prologue, who testifies to the truth of the second nar-

rator 's document, creates an air of reality. Then the second 

narrator tells a story about a per son * s unnatural attachment 
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or p e r v e r s i o n of r e a l i t y . Suspense i s h e i g h t e n e d when t h e 

p e r v e r s i o n becomes an o b s e s s i o n , James g e n e r a t e s even more 

s u s p e n s e , when, i n t h e l a s t t a l e s of the p e r i o d , he makes 

t h e second n a r r a t o r t h e r e p o r t e r of her own f a n t a s y . He u se s 

g h o s t s to o b j e c t i f y t h e obsession. Blackmur w r i t e s , " I t i s 

c o n s c i e n c e t h a t i s t h e h a u n t i n g p r i n c i p l e of a l l t h e ghos t 

s t o r i e s . . . and t h e a l t e r ego t h a t each of them s t r u g g l e s 

to c r e a t e or to r e c o g n i z e i s bu t t h e p r o j e c t e d image of 

c o n s c i e n c e . I m p r o b a b l e though James *s ghosts may at f i r s t 

appear t o b e , they become r e a l i s t i c by v i r t u e of t h e n a r r a t o r ' s 

d i s t o r t i o n of r e a l i t y ? f o r example i n "The Turn of t h e Screw** 

and "The Friend of the Friends" the second narrator, who 

claims to be haunted, seems to emerge as the haunter. T h i s 

feature, intensified by the intrusion of James*s personal 

problems in to the stories, i s one source of the o f t e n -

d i s c u s s e d ambigui ty of Henry J ames. Despite the conclusion 

of Edmund W i l s o n , who regards J ames as b e i n g deluded about 

h i s n a r r a t o r s , J a m e s ' s ambiguity i n his ghost stories i s 

b o t h deliberate and necessary. What h a s been called a m b i -

g u i t y i n t h e s e t a l e s i s l i t t l e more t han J ames's a t t e m p t t o 

c a p i t a l i z e on t h e i r r a t i o n a l i n both h i s p r o t a g o n i s t and h i s 

r e a d e r . Such a p r a c t i c e , as James n o t e d , i s ve ry o ld i ndeed t 

"The 'ghost story* . . . h a s e v e r been for me the mos t 

4 4 R . P. Blackmur , "The Sacred Fount." The Kanyon Review. 
IV (Winter, 1942), 352. 

45Wilson, 1946 edition, p. 125. 
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p o s s i b l e form of t h e f a i r y t a l e . " 4 6 The f a i r y t a l e c e l e -

b r a t e d t h e v i c t o r y of a p r o t a g o n i s t o v e r w i t c h e s and k i n d r e d 

e x t e r n a l demons; t h e s u p e r n a t u r a l t a l e r e p o r t e d t h e s t r u g g l e 

w i t h t h e o g r e s of t h e mind . 

Some of Henry J a m e s ' s p e r s o n a l problems did, h o w e v e r , 

e n t e r t h e s t o r i e s of t h i s p e r i o d , "Nona V i n c e n t " makes u s e 

of h i s e x p e r i e n c e i n t h e t h e a t e r , a v e n t u r e which he hoped 

would offset the f a i l u r e of his fiction to ho Id a wide 

reading public. H i s concern w i t h the duality of the a r t i s t 

can be found i n "The Private Life." : 0ames's personal debate 

o v e r the d e t e r m i n i s m of h e r e d i t y and e n v i r o n m e n t i s quite 

apparent in "Owen Wi ngrave." Overall,: these stories show 

the pattern of J a m e s ' s personal questions: at times, he 

wondered i f he had not been d e s t i n e d by f o r c e s beyond his 

c o n t r o l to r e m a i n u n m a r r i e d and c e l i b a t e ? a t o t h e r times, he 

seems t o have d e c i d e d t h a t t h e a r t i s t must i n f a c t s e p a r a t e 

h i m s e l f f rom t h e main s t r e a m o r normal s i d e of l i f e . His 

c o n t i n u i n g p e r s o n a l d e b a t e w i t h i t s q u e s t i o n s r e g a r d i n g t h e 

u n l i v e d l i f e i s r e f l e c t e d i n h i s l a s t g h o s t l y t a l e s . 

46 
Henry J a m e s , The F u t u r e of the Novel. ed. Leon Edel 

(New York, 1956), p. 64. 



CHAPTER V 

ALTER EGOS 

la a letter to Williara Dean Howells in 1900, James told 

of his difficulty in writing A Sense of the i'ast. a ghostly 

novel on which he was still working when he died. James 

explained that "when one has done the thing, already, as I 

have rather repeatedly, it is not easy to concoct a 'ghost* 

story of any f r e s h n e s s H e did, nevertheless, write six 

more ghostly tales. "The Real Right Thing" appeared in 

lGW. Three others—"The Great Good Place," "Maud-Evelyn," 

and "The Third rerson"—were published in 1900. Then fol-

lowed "The Beast in the Jungle" in 1903. Five years later, 

James wrote his last supernatural tale, "The Jolly Corner." 

Except for "The Third Person," these tales seem to bear 

directly upon James's own ghosts—that is, his missed oppor-

tunities, his accusing but soraeti®es comforting alter ego. 

"The Heal Eight Thing" 

The shortest of Henry James's ghostly tales is "The 

Real Eight Thing," published in 1899 just after the appear-

ance of "The Turn of the Screw." The title is obviously 

1Henry James, The Letters of Henry James. I, ed. 
Percy Lubbock (New York, 1920), 355. 

77 
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s u g g e s t e d by "The S e a l T h i n g " a s t o r y Jaraes w r o t e t e n y e a r s 

e a r l i e r . The two tales a r e , on t h e s u r f a c e , l a r g e l y d i s -

s i m i l a r , b u t t h e y b o t h d e a l w i t h t h e q u e s t i o n of r e a l i t y . 

"The Heal T h i n g " i s a non-ghostly t a l e about an a r t i s t who 

needs models—aristocrats—to p a i n t as i l l u s t r a t i o n s f o r a 

m a g a z i n e s t o r y . Two r e a l b u t p e n n i l e s s a r i s t o c r a t s p r e s e n t 

t h e m s e l v e s as mode l s f o r p a y . A f t e r t h e a r t i s t f a i l s t o 

c a p t u r e on c a n v a s t h e s p i r i t of a r i s t o c r a c y , he r e j e c t s h i s 

a r i s t o c r a t i c mode l s i n f a v o r of two commoners who a r e s e r v a n t s . 

He has t o d i s c h a r g e t h e a r i s t o c r a t s on t h e p a r a d o x i c a l g round 

t h a t t h e y a r e t o o r e a l } t h e y make h i s d r a w i n g look l i k e a 

p h o t o g r a p h . An a r t i s t , t o do h i s b e s t work , roust u s e h i s 

i m a g i n a t i o n . He must abandon t h e a c t u a l , t h e r e a l , and l i v e 

i n t h e second c o n s c i o u s n e s s t h a t a l l t r u e a r t i s t s p o s s e s s . 

James was a lways c o n c e r n e d abou t t h e r o l e of f i c t i o n as a 

c a t e g o r y of a r t . I t i s "impossible t o t h i n k he d i d not h a v e 

i n mind t h e f i c t i o n writer*s problems a s w e l l as t h e p r o b l e m s 

of t h e i l l u s t r a t i v e a r t i s t when he composed ' T h e Rea l Thing.* 

"The S e a l B i g h t T h i n g " i s a g h o s t s t o r y . The h e r o , 

b i o g r a p h e r George Witherraore, i s commiss ioned t o w r i t e t h e 

l i f e s t o r y of As ton Doyne, a famous a u t h o r r e c e n t l y t a k e n by 

d e a t h . Mrs . Doyne, t h e widow, g i v e s t h e b i o g r a p h e r t h e f r e e -

dom of the home and t h e use of h e r l a t e husband '$ p a p e r s , 

d o c u m e n t s , and d i a r i e s . O s t e n s i b l y , as i n "The S e a l Thing,** 

^Graham Munson, " 'The Real T h i n g ' s A P a r a b l e f o r W r i t e r s 
of F i c t i o n , " Henry J antes: Seven S t o r i e s and S t u d i e s . ed. 
Edward S t o n e (New York, 1 9 6 1 ) , p . 135 . 
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t h e m a t e r i a l s i t u a t i o n i s p e r f e c t f o r t h e b i o g r a p h e r : a 

g r e a t s u b j e c t , a c o - o p e r a t i v e r e l a t i o n , and v a l u a b l e p a p e r s 

f rom which to draw a n a r r a t i v e . But an u n r e a l p r e s e n c e , t h e 

g h o s t of Ashton Doyne, s t o p s t h e b i o g r a p h e r s h o r t s 

The e x t r a o r d i n a r y t h i n g thus became t h a t i t made him 
[ t h e b i o g r a p h e r ] not o n l y sad bu t i n a h i g h d e g r e e 
uneasy not t o f e e l Doyne's p r e s e n c e . I t was somehow 
s t r a n g e r he s h o u l d n ' t be t h e r e t h a n i t had eve r been 
he was—so s t r a n g e i n d e e d that Wi thermore*s n e r v e s 
found t h e m s e l v e s q u i t e i l l o g i e a l l y t o u c h e d . 3 

The word " n e r v e s * now a p p e a r s O f t e n i n J a m e s ' s s t o r i e s . The 

a r t i s t i n "The Real Thing" d i s m i s s e s h i s s u b j e c t s f o r an 

a r t i s t i c r e a s o n : "They bowed t h e i r heads i n b e w i l d e r m e n t 

to the p e r v e r s e and c r u e l law i n nature of which the r e a l 

th ing cou ld be so much l e s s p r e c i o u s than t h e u n r e a l T h e 

b i o g r a p h e r of "The Eea l R igh t Th ing" abandons h i s t a s k for an 

e q u a l l y p a r a d o x i c a l r e a s o n : he cannot g e t a t t h e l i f e of 

Ashton Doyne the a r t i s t b e c a u s e t h e a r t i s t l i v e s most t r u l y 

i n h i s own i m a g i n a t i o n . P u b l i c p a p e r s and f a c t s o f t e n have 

o n l y an o b l i q u e r e l a t i o n s h i p t o the a r t i s t ' s l i f e . When t h e 

b i o g r a p h e r f i r s t e n c o u n t e r s d i f f i c u l t y i n r ender ing P o y n e ' s 

t r u e p e r s o n a l i t y , he blames h i s own n e r v e s f o r c r e a t i n g a 

g h o s t , an unreal phantasm h a v i n g no p l a c e i n h i s p r o p o s e d s t u d y 

of t h e a u t h o r . He d e l i b e r a t e l y a t t e m p t s t o s u p p r e s s t h i s s u b -

j e c t i v e e l e m e n t , c a l l i n g i t f a l s e . The f a l s e e l e m e n t — t h e 

g h o s t of t h e s t o r y — i s never s u p p r e s s e d ? i n s t e a d , i t grows and 

araes , Novels and T a l e s . XVII, 4 2 3 - 4 2 4 . 

4Ibid.. p. 3 4 5 . 
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i n t e r f e r e s with G e o r g e Withermore's a t t e m p t s t o complete h i s 

l i t e r a r y t a s k , Withermore s e e s Doyne* s a p p a r i t i o n : "Immense. 

3ut dim . D a r k . D r e a d f u l . " 5 The b i o g r a p h y n e v e r g e t s 

w r i t t e n . Witherraore l e a r n s t h e r e a l r i g h t thingt " T h e 

a r t i s t was what h e d i d — h e was n o t h i n g e l s e . ' * ^ The b i o g r a p h e r 

e x p l a i n s t h e g h o s t o f t h e a r t i s t t o M r s . Doyne, t e l l i n g h e r 

t h a t t h e a p p a r i t i o n h a s i n t r u d e d t o p r e v e n t t h e i r e n t e r p r i s e . 

"He h a s n ' t b e e n ' w i t h * u s — h e h a s b e e n a g a i n s t us s a y s 

•tfithermore. Then Witherinore e x p l a i n s h i s m i s t a k e n a s s u m p t i o n 

t h a t he c o u l d do t h e r e a l r i g h t t h i n g — t h a t i s , be t r u e t o 

t h e a r t i s t i n h i s b i o g r a p h y : 

What I did think at f i r s t — t h a t wha t he w i s h e s t o 
make us f e e l i s h i s s y w p a t h y ? B e c a u s e I was i n my 
o r i g i n a l s i m p l i c i t y m i s t a k e n . I w a s —I d o n ' t know 
wha t t o c a l l i t — s o e x c i t e d and charmed t h a t I 
d i d n't u n d e r s t a n d . But I u n d e r s t a n d a t l a s t . He 
o n l y w a n t e d t o c o m m u n i c a t e . He s t r a i n s f o r w a r d o u t 
of h i s d a r k n e s s , he r e a c h e s t o w a r d us o u t of h i s 
m y s t e r y , he makes us dim s i g n s o u t of h i s h o r r o r . ® 

The b i o g r a p h e r p r o c l a i m s f i n a l l y t h a t Doyne*s a p p a r i t i o n was 

t h e r e t o protest t " H e ' s t h e r e t o s a v e h i s L i f e . H e ' s there 

t o be l e t alone. 

The fictional Ashton Doyne is the perfect example of 

Henry J a m e s . Two sides of t h e man a r e evident t the public 

as r e p r e s e n t e d by h i s d i a r i e s , h i s letters, his b u s i n e s s and 

social t r a n s a c t i o n s j the private life as represented by the 

r I b i d . , p. 4 3 0 . 6 l b i d . 

6Ibid., p. 415. 9Ibld. 

7 1 h i d , . p . 4 2 8 . 
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i m a g i n a t i o n and t h e world t h a t i t c r e a t e s i n t h e a r t i s t ' s 

mind . Only one of t h e s e , however , i s i m p o r t a n t , and t h a t 

p a r t — t h e a r t i s t ' s i m a g i n a t i o n — c a n n o t be r e c o r d e d . And i t 

shou ld not be r e c o r d e d . The l i f e of an a r t i s t i s i m p o r t a n t 

on ly f o r what t h e a r t i s t p r o d u c e s i n t he way of c r e a t e d l i f e . 

What t h e a r t i s t does in t h i s a r e a b e s t e x p l a i n s h i s l i f e . 

<• t r u e a r t i s t i s most o l i v e i n t h e a r t t h a t c r e a t e s . 

"The Grea t 6ood P l a c e " 

A few months a f t e r t h e a p p e a r a n c e of "The E e a l Right 

T h i n g , " James p u b l i s h e d "The G r e a t Good P lace" i n S c r i b n e r ' s 

f o r J a n u a r y , 1900. The p r o t a g o n i s t , George Dane, has an 

admiring v i s i t o r who e n v i e s h i s renown and who a g r e e s t o 

t a k e h i s p l a c e f o r a day , Dane t h e n l a p s e s i n t o a t r a n c e , 

a c e l e s t i a l r e f u g e b r o u g h t oa by t h e p r e s s u r e s and r e s p o n -

s i b i l i t i e s of t h e r e a l wor ld which he g l a d l y r e n o u n c e s to 

h i s n a i v e v i s i t o r , d e f i n i t e l y an a l t e r e g g . Dane f i n d s h im-

s e l f i n a dreamy e s t a b l i s h m e n t where t h e r e a r e l o v e and 

p e a c e and t e n d e r n e s s . The g r e a t good p l a c e of t h e mind has 

t h e happy p r e s e n c e of f r i e n d s . The b e a u t y of t h i s wor ld i s 

t h a t i t has none of t h e M i s e r i e s t h a t Henry James had 

r e c e n t l y e n c o u n t e r e d i n l i f e : t h e d e a t h of A l i c e James, t h e 

d e a t h of Robe r t L o u i s S t e v e n s o n , t h e unmasking of Oscar 

Wilde , t h e c o l l a p s e of h i s own a t t e m p t s a t p l a y w r i t i n g . In 

t h e g r e a t good p l a c e , Dane and t h e o t h e r i n m a t e s a r e a lmos t 

a n g e l s i n a s e t t i n g q u i t e i n c o n t r a s t w i t h t h e r e a l wor ld of 
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shocks and b u f f e t i n g s . The s t o r y becomes a s o l i l o q u y . George 

Dane e x p l a i n s t h a t h i s " s u b s t i t u t e i n t h e w o r l d " led him away 

i r o n the l a b y r i n t h of f r u s t r a t i o n to t h e g r e a t good p l a c e : 

He t u r n e d up t h a t Morning when e v e r y t h i ng had some-
how go t oa my n e r v e s , when t h e whole g r e a t g l o b e 
i n u e s d , n e r v e s or no n e r v e s , seemed to have a p p a l l i n g l y 
squeezed i t s e l f i n t o my s t u d y and to be ben t on s imply 
s w e l l i n g t h e r e . I t w a s n ' t a q u e s t i o n of n e r v e s , i t 
was a mere q u e s t i o n of t h e d i s l o d g e n e a t and d e r a n g e -
ment of e v e r y t h i n g — o f a g e n e r a l submersion by our 
e t e r n a l too much . . . I c o u l d n ' t have gone a s t e p 
f u r t h e r . 

In t h e end , George Dane comes back to r e a l i t y . He c l a i m s to 

have been happy i n h i s t r a n c e , b u t he d e c i d e s t h a t t h e r e a l 

world i s " a l l r i g h t . " George Dane t h e a r t i s t ( t h e a l t e r ego 

of Henry James) can a l s o f a c e t h e r e a l w o r l d . 

"The Grea t Good P l a c e " i s t h e d r e a m - l i k e r e v e l a t i o n of 

J a m e s ' s own d i s c o n t e n t w i t h t h e wor ld d u r i n g h i s l a t e r l i f e . 

Dreams, however p l e a s a n t , d id not s u b l i m a t e J a m e s ' s a c c u s i n g 

c o n s c i e n c e f o r h a v i n g s tood too a loo f from l i f e . The non-

a r t i s t i c s i d e of Henry James must have seemed to him a w a s t e . 

That part of him had been an a l l e g o r y with few p h y s i c a l 

symbo l s . He had had no p a s s i o n a t e l o v e s or f r i e n d s h i p s ; he 

had been s e p a r a t e d from h i s f a m i l y by t h e A t l a n t i c Ocean; he 

had no c r e e d s to g i v e him inner s e c u r i t y ? he f e l t no c l o s e 

persona l t i e s wi th a n a t i o n . In f a c t , he had remained a l o o f 

from e v e r y t h i n g e x c e p t a r t . His l a s t g h o s t l y t a l e s a r e com-

m e n t a r i e s on t h a t s i d e of h i m s e l f which had r e j e c t e d l i f e i n 

i t s c o m p l e t e n e s s . 

l 0 E d e l , The Ghost ly T a l e s , p. 560 . 
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"feaud~Evely«" 

" M a u d - E v e l y n " appeared in A p r i 1 , 1900, in the Atlantic, 

Janes struggled with the idea for three years, finally out-

lining it thus in his notebooks: 

Imagine old couple, liking young mans HYou must 
have married our daughter. 

"Your daughter?*1 

"The o n e we lost. You were her fiance or her 
marl 
Imagine situation for young m a n (as regards some 
living girl) who has more or less accepted it. He 
succumbs to suggestion. He has sworn fidelity to 
a memory. He ends by believing it. He lives with 
the parents. They leave hiu their »oaey. I see 
him later. M£ i& JL w i d o w e r . He dies, to rejoin 
his wife. He leaves their fortune to the girl he 
doesn't marry,11 

In "Maud-Evelyn,** M®r»aduke feels M i s t a k e n l y that 

L a v i n i a , his real life fiance©, does not love hi®. He goes 

to Switzerland, where he m e e t s an American couple, the 

J e d r i c k s . They become so attached to him that they take him 

as their son-in-law and consider him married to their 

daughter, whose death some years ago they have refused to 

accept as f a c t . He gradually joins their mad obsession and 

begins to lose c o n t a c t with the real world. He tells L a v i n i a 

of his courtship of and marriage to the dead g i r l . Even-

tually he tells her of his widowing. Soon the elderly 

D e d r i c k s die, leaving their estate to Marwaduke. But soon, 

he too d i e s , willing everything to Lavi ni a. 

* ^ M a t h i e s s e n and Murdock, p. 265, 
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wMeuu'-fcvolyuM d e a l s not with the a r t i s t i c but with the 

iupovuri shod huts at* se l i ' of Henry Jtaies, SJortaoUuke i nve&ts 

Ills "love" i s suuetbing that uoes not e x i s t r in d i r e c t con-

t r a s t t o %Uu i n t e r e s t s of the humeri §®li, the n o n - a r t i s t i c 

Henry J68106. II® r e j e c t s the rea l t h i n g , Lav in ia , a being who 

represent s the true and l i v i n g as opposed to laud-Evelyn , who 

represent s the f a l s e and dead. But Maud-Evelyn i s not the 

M i a g h o s t . Marmeduke i s . He has turned h i o s e l f in to s cou-

a o d i t y , f o r the use of o thers who pay hia by leaving h i s t h e i r 

e » t a t e . fie has so ld out h i s l i f e comple te ly . 

"The Beast in the Jungle" 

S i u i l a r in saany ways to "Maud-Evelyn" i i "The Beast in 

t h e Jungle,,1 ' which has been c a l l e d the best s t o r y ever wri t ton 

ebost n e u r o s i s . 1 2 ^ o t u a l l y , in "Tho Beast in the Jungle,1 ' 

Juiae® shows the s t u l t i f y i n g e f f e c t s of u a r c i s s i s a , the deadly 

s e l f - l o v e alilch i n h i b i t s r ea l l e v c . T h i s , however, i s tfco 

l a t e n t s t o r y . 

"The Beast in the Jungle" begins with the a f f a i r of o 

young coup le , apparently s e t to isarry. The only o b s t a c l e i s 

t h e a t t i t u d e of the s e n , John Marcher, who has the f e e l i n g 

that something greater then the s e t t l e d mar r i ed l i f e awaits 

Mm, He pursues the "crouching beast in the j u n g l e , " a 

fantasy for him to d e s t r o y . For years be f i g h t s t h i s beast 

l a b i s imaginat ion. In r e a l i t y , he does a b s o l u t e l y nothing 

l f c»ary / . swe l l , "The World J t h i n i F i c t i o n I l luminat ing 
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w h i l e h i s l o v e r , lay Bartram, a w a i t s him. But he does not 

r e a l i z e u n t i l she d i e s what t e r r i b l e harm h i s i m a g i n a t i o n has 

done to him ant! t o h e r . For a l l b i s e x p e c t a n c y of t h e 

p r o d i g i o u s f u t u r e , n o t h i n g ever happens j he i s a p e r s o n whose 

l i f e i s a n o t h i n g , a w a i t i n g . He i s a k ind of humor le s s 

Mr. Micawber. At t h e end of t h e s t o r y John Marcher , t h e 

ghos t who could have been a man wi th human i ty , f l i n g s him-

s e l f upon May's tomb. He r e a l i z e s t h a t he has den i ed r e a l 

l i f e to encounter something tha t did not e x i s t . The u l t i m a t e 

e v i l has been h i s dream, h i s t u r n i n g away from the r e a l i t y of 

l i f e t o t h e j u n g l e of h i s i m a g i n a t i o n . The b e a s t of t h i s 

j u n g l e i s h i s own d i s t o r t i o n of r e a l i t y . Marcher l e a r n s a 

maddening l e s s o n too l a t e . "The f a i l u r e of l o v e , " w r i t e s 

F. W. iJupee, " i s M a r c h e r ' s own f a i l u r e t o love."*** 

T h i s s t o r y has been p r a i s e d as a s t u d y of n e u r o s i s . I t 

i s , i n f a c t , a f i c t i o n a l r e n d i t i o n of James*s own was ted 

human i d e n t i t y . The s t o r y i s p e r h a p s u n c o n s c i o u s l y a p r e s e n -

t a t i o n of a p s y c h o l o g i c a l c o n c e p t . I t p o r t r a y s a man who has 

t aken p r o t e c t i v e i s o l a t i o n from t h e world i n h i s i m a g i n a t i o n , 

on ly to f i n d t h a t he has d e f e a t e d what he t r i e d i n va in t o 

a c c o m p l i s h . John Marche r , t h e a l t e r eao of J ames , i s much 

l i k e t h e drowning swimmer who p r e v e n t s a l l s k i l l f u l a t t e m p t s 

of o t h e r s to save hi®. Marcher f i g h t s o f f t h e l o v e of May 

Bartram. Her love could have saved him, but h i s n a r c i s s i s t i c 

1 3 F . w. Dupee, Henry James (New York, 1951) , p. 162. 
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wound is too deep. He takes up a defense against her love 

as if it were a danger to the great thing he imagined awaiting 

him in life. His fantasy grows beyond its original function 

and imprisons him. At last, when May dies, he seeks relief, 

bit ha has sought it too late. James's purpose in "The Beast 

in the Jungle" is "to terrify the reader out of wasting his 

humanity."*4 It is no coincidence that the hero of The 

Ambassadors, published also in 1903, issues the same warning. 

Lambert Strether, in the midst of the sensuous atmosphere of 

i aris, awakens to life too late. He advises the youngster, 

Little Bilhana, to "Do what you like so long as you don* t make 

ray mistake. For it was a mistake. Live!"*" 

"The Jolly Corner" 

Lambert Strether explains that he is a "reaction against 

the m i s t a k e . S p e n c e r Brydon, fifty-six-year-old hero of 

James's last ghostly tale, returns to his New York home to 

rectify the past. His stated reasons for returning is to 

inspect his rent property. He finds there Alice Staverton, 

an intimate friend of his youth. She reminds him what he 

might have been had he not become a gentleman of the world, 

an expatriate. He wonders if he might not have been a rich 

*^i>avid Kerner, "A Note on rThe Beast in the Jungle,'" 
Henrv J antes.1 Seven Stories and Studi es . ed. Edward Stone 
(New York, 1961), p. 252. 

ljHenry James, The Ambassadors (New York, 1960), p.134. 

1 6Ibid. , p. 135. 
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b u s i n e s s m a n i n New York. F u r t h e r m o r e , he migh t have j o i n e d 

hands w i t h A l i c e . As t h e y v i s i t t h e h o u s e on t h e j o l l y 

c o r n e r , she i n f o r m s him t h a t she t o o has c o n s i d e r e d t h e 

q u e s t i o n by c r e a t i n g h i s p o s s i b l e o t h e r s e l f in h e r m i n d . 

By n i g h t , Brydon s e a r c h e s t h e h o u s e , s t a l k i n g h i s alter eoo. 

w a n t i n g t o e v i c t i t . He f a i l s a t f i r s t t o f i n d t h e g h o s t of 

h i m s e l f t h a t he has l e f t b e h i n d , bu t he knows t h a t i t i s i n 

t h e h o u s e of h i s b i r t h . F i n a l l y , he r e a l i z e s t h a t he h i m -

s e l f i s b e i n g p u r s u e d by a g h o s t , p r e s u m a b l y h i s o t h e r s e l f , 

during one of h i s n i g h t t i m e s e a r c h e s , he f a i l s t o c l o s e a 

d o o r , and r e t u r n i n g , f i n d s i t c l o s e d . At f i r s t he r u n s . 

But he s t o p s , r e f u s i n g to a l l o w h i s o t h e r s e l f t o f r i g h t e n 

him away. He w i s h e s t o become t h e a g g r e s s o r , t o return and 

f o r c e open t h e c l o s e d d o o r , t o d e f e a t t h e g h o s t . Making 

p l a n s t o l e a v e a t t h e window i f t h e door i s o p e n , he a d v a n c e s . 

The d o o r , h o w e v e r , i s s t i l l c l o s e d , and Brydon now d e c i d e s t o 

abandon the h o u s e . In his departure he n o t i c e s the door of 

t h e i n n e r f o y e r open j he i s c e r t a i n t h a t he had l e f t i t 

c l o s e d . No c h o i c e r e m a i n s f o r Brydonj he must go t h r o u g h 

t h e door t o f a c e h i s o t h e r s e l f . Opening t h e d o o r , he s e e s 

h i s g h o s t moving toward him and waving a m u t i l a t e d h a n d . 

Brydon* s v i s i o n of h i s a l t e r eoo r e v e a l s h i s "evil, odious, 

blatant, v u l g a r " p r e s e n c e . The f a c e i s no t h i s , bu t a 

s t r a n g e r ' s . Brydon f e i n t s . L a t e r , he awakes i n t h e c o m f o r t 

of A l i c e ' s a r ras . She t o o has s e e n t h e g h o s t a t t h e moment 
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of Brydon* s own vision. She makes him believe her by 

describing the ghost*s mutilated hand. This revelation 

satisfies Brydon. It is the terror of the ghost that gives 

him the answer to life and the power to visualize the pos-

sibility of love. He knows also that he has lived life the 

way he has had to. Lambert Stretcher of The Ambassadors 

learns the same lessons "The affair—I mean the affair of 

life—couldn't, no doubt, have been different for me . . , 

one lives, in fine, as one C S H . " ^ In "The Jolly Corner ,M 

Spencer Brydon, who has wondered if he has lived life 

abundantly, gains the same knowledge: 

It had brought him to knowledge, to knowledge—yes, 
this was the beauty of his statej which came to 
resemble more and more that of a man who has gone 
to sleep ©n some news of a great inheritance, and 
then, after dreaming it away, after profaning it 
with matters strange to it, has waked up again to 
serenity of certitude and has only to lie and watch 
it grow. This was the drift of his patience—that 
he had only to let it shine on him. He must more-
over, with intermissions, still have been lifted 
and borne; since why and how else should he have 
known himself, later on, with the afternoon glow 
intenser, no longer at the foot of the stairs — 
situated as these now seemed at that dark other end 
of the tunnel . . . 

The symbols are plain. The history of Henry James the man 

is nowhere better revealed. Up to the latter part of his 

life he had been a man who had looked for something greater 

than be originally thought life on the jolly corner could 

* 7Ibid. 

iaJaraes, Novels and Tales. XVII, 479. 
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have been . He had dreamed much of l i f e away, l i v i n g i t i n a 

manner contrary to t h e n a t u r a l and human way. But he had 

awakened in t h e a f t e r n o o n of l i f e , no longer on the f o o t of 

the s t a i r s . There was, of c o u r s e , no Al i ce Staverton i n h i s 

l i f e . That t h e r e should have been was Jaraes's own c o n c e p t i o n 

of h i s f a i l u r e as we l l as t he f a i l u r e of p r a c t i c a l l y a l l t h e 

p r o t a g o n i s t ® of h i s g h o s t l y t a l e s . These g h o s t s a r e t he u n i -

v e r s a l symbols of t h e g r e a t e s t problem c o n f r o n t i n g man—th© 

i n a b i l i t y to l o v e . They a r e e x c e l l e n t examples of t h e f a c t 

that love i s the most d i f f i c u l t achievement of man. 



CHAPTER VI 

CONCLUSION 

James's ghostly tales way be read on two levels. They 

may be read for their psychological value, and they may be 

read simply for entertainment. Primarily, their function is 

to engage the contemplative reader by making him think about 

the sinister but often hidden aspects of people's lives. 

James goes deeply into his characters. He is concerned with 

the struggles that people must endure alone# with the fears 

that they do not understand, with the sense of loneliness 

that they usually cannot banish. His characters taove and act 

infrequently; and whenever physical action is involved, it 

spurs a character's thoughts and feelings. His characters 

cannot run from their ghosts, but oust confront thera. When 

the confrontation occurs, there is not always a clear-cut 

resolution. The characters Must learn to live with ghosts 

because ghosts cannot be controlled like physical objects. 

The ghosts may bring insight and discovery, but the revela* 

tion is rarely sweet or comforting. Nor do the ghosts add 

the kind of emotional upheaval associated with surprise? the 

specters simply intensify characters' states of wind. James's 

haunted persons as well as the readers are constantly reminded 

90 
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that experience cannot easily be compartmentalized into the 

true or real and the false or unreal. The ghosts represent 

the grey in-betweens, a link between t h e normal and the 

abnormal worlds. B o t h worlds-~the normal, easy surface life 

and the vaguely sinister underside—are always evident in 

James's ghostly tales. 

He places his people and his ghosts in realistic settings. 

There is nothing even suggestively evil about & "soft still 

Sunday noon" in Brighton. Switzerland is not usually con-

sidered a ghostly domain. New York City has no connotations 

of eeriness, These real places are t h e settings where James's 

characters are forced to r e c k o n with ghosts. James's ghosts, 

then, do not belong to places? they belong to people and 

become significant as expressions of these persons' relation-

ship to others and to themselves. The ghosts are, for the 

most part, distorted and t h r e a t e n i n g figments of disordered 

mental and emotional states into which clever and even bril-

liant people sometimes fall. The reader and the other char-

acters may see such ghosts as fantasies, but to t h e haunted 

persons these fantasies are real. The reader and the normal 

characters usually understand, without subjective experience, 

that the fantasy has a peculiar reality of its own, and this 

understanding creates a rather frightening effect that is 

highlighted by the commonplace settings. 

The situations in which James places his characters 

restrict their action. Few of them are so unfortunate in 
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the materiel sense that they must work, and those who do are 

involved in labor of the mind. Thus his characters cannot 

transfer subjective emotional or psychic energy to objective 

physical labor. Mo opportunity exists for them to escape 

the problems of the winds its needs, motives, fears, and 

dreams. Nor do they attempt to solve their dilemmas with 

doctrines or ideas, James's haunted characters have no 

Utopian visions? they do not seek to change society, perhaps 

because they are not in communication with it. In a world 

so limited as theirs, they have no opportunity for happinessj 

they waste their lives because they do not know how to live, 

Even so, they do not seem to be personally unhappy, although 

the reader may feel them sad examples because they are never 

free of their anxieties. They are not exactly case studies 

of extreme abnormal psychology, for James's haunted people 

do attempt to adjust, do realize that something is wrong with 

them. But shut off from the outer world by their obsessions, 

they never quite find reality. 

As a psychologist in the ghost stories, James is rarely 

the explicit theorist. There may be a suggestion that beauty 

and intelligence and other high endowments often lead ironi-

cally to obsession. Somehow, as the narrator of "Sir Edmund 

Orme" learns, there is an attachment between beauty and the 

supernatural, "the beauty oi an old story, of love and pain 

and d e a t h . * Tb#re is the further suggestion that m 

l 9 l b i d . . p. 401. 



93 

o b s e s s e d p e r s o n may i n f l i c t p s y c h i c wounds upon a n o t h e r 

p e r s o n , bu t t h i s i s not t h e r u l e . L ike S t . A u g u s t i n e and 

Si egraund F r e u d , J ernes s e e s v i c i o u s n e s s i n l i t t l e c h i l d r e n 

as a p o s s i b l e c o n c o m i t a n t of m a n ' s i n n a t e d e p r a v i t y . But 

t h i s view i n "The Turn of t h e Screw" i s i s o l a t e d and con-

j e c t u r a l . G e n e r a l l y , James f e e l s t h a t t h e normal and t h e 

abnormal a r e i n e x t r i c a b l y mixed . He shows t h a t t h e d i s t i n c -

t i o n between t h e " s i c k * and t h e "heal thy" i s not a lways so 

c l e a r as many of h i s c o n t e m p o r a r i e s and V i c t o r i a n f o r e r u n n e r s 

seemed to t h i n k . 

James i s c l e a r l y a p h o t o g r a p h e r of mental s t a t e s , 

d e s c r i b i n g the hidden thoughts and t h e i r symptomatic a c t i o n s . 

His s u r f a c e r e a l i s m i s not i m p r e s s i v e , even though h i s 

p i c t o r i al art grows with each t a l e . The world of l i ly i n "The 

Turn of the Screw" may breathe an uncanny s i l e n c e ; t h e t r a n -

q u i l o ld town of Marr of "The Third f e r s o n " i s t h e r e , as 

James would s a y , wi th i t s cobb l ed s t r e e t s and a n c i e n t d w e l l i n g s . 

A few d e s c r i p t i v e phrases u s u a l l y are enough to convey the 

r e a l i t y of p l a c e s . The r e a l i t y of t h e mind mat ters most to 

J awes. Things do occur i n l i f e as i n h i s t a l e s . Like the 

Count V a l e r i o , people do f a l l in love with o b j e c t s . L ike 

John Marcher, peop le do v o l u n t a r i l y i n f l i c t n a r c i s s i s t i c 

d e s t r u c t i o n upon t h e m s e l v e s . Many p e o p l e i n l i f e do become 

i n v o l v e d i n unnatural at tachments ( imply ing both l o v e and 

h a t e ) as d e p i c t e d i n t h e c a s e of J a m e s ' s l i t t l e g o v e r n e s s a t 
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Bly. James is quite psychoanalytical in putting jealous 

outbursts in the mouth of the crazed narrator of "The Friends 

of the Friends." And, more important, people do purge them-

selves of their ghosts as Spencer Brydon md Henry James had 

do ne. 

As works of art, James's ghost stories have two aspects 

worth remarking in particular. First, these fictions are not 

frightening in the sense in which ghost stories are supposed 

to be frightening. The reader who approaches them for sur-

prises and thrills will be disappointed when he finds that 

he is being treated to a psychological ghost representing 

a state of mind of a character whose guilt is of a psychic 

nature. Secondly, James's ghostly tales are lacking in the 

clear-cut moral choices so prominent in his other works. 

Persons suffering from neurotic obsessions are less respon-

sible as moral agents than those who are normal and healthy-

minded. Hence their inner struggles have less meaning for 

the average reader. At the most, Jawes sometimes implies 

that good intentions are guises for evil impulses and often 

result in widening conspiracies. 

Except for "The Turn of the Screw," which has been 

widely read for its haunting quality, most of the ghost 

stories have failed to attract large numbers of readers. 

This failure may be attributed to the fact that the stories 

have not moved the reader to self-knowledge as have James's 



95 

more realistic works. In such non-ghostly stories as "The 

Spoils of f'oynton" and "The Asperst Papers" there is a sharper 

line of demarcation drawn between rational and irrational 

impulses and between gentle and ungentle behavior. In the 

ghost stories, James's presence as a moral censor is not 

nearly so strongly felt. He even seems to take pleasure 

in the weaknesses of his obsessed characters, and he often 

exhibits a sad tolerance for their frailties. He draws 

characters who, in spite of their superior intelligence, 

are unable to engage in healthy purposiveness, James seeras 

not very much concerned that they make wrong choices that 

result in psychic damage in their personal relationships. 

The ghostly tales of Henry James have many excellencies 

and are of great interest particularly to the student of 

Henry James for what they reveal about James's mind end art. 

On the whole, however, they deserve the secondary place to 

which they have been relegated in the James canon. James's 

renowned sensibility, the delicate vibrations which he gives 

his characters, has been carried to almost absurd lengths in 

some of the ghostly tales and loses its charm when it 

impinges upon the supernatural. 



BIBLIOGRAPHY 

Books 

Beach, Joseph w., Tfc£ MSMiL al '&2MX iABSUL* Philadelphia, 
h, Sa i fer , 1954* 

Uupee, r . '-'U , Henry J ataq*. H»w fork, A'illiaia Sloaae Assoc., 
1951, 

Edtl, U o b , editer, I M IMlliJ. !,iMl &JL 1,1,K,l, i m m > 
Brunswick, Rutgers University Press , 194S. 

editor, 2|£ SlW.il lllftfi Si. UMMJL iMfilu N«« 
fork, Grotset 4 Dunlap, 1963. 

.» gftill, St . Pt«t , Uaiveri i ty ©f Minnesota, 
1960, 

'Ork# L 
X IffllMi Vol, 11 XJyj jfotjJjfl JEftjttI* 

New York, Lippincott , 1953, 

.» S m e z i a i M , voi. iit I M Ssims&t &£ ItsaiMi 
fc, New York, Lippincott , 1962. 

, llfjm * " » I M Elitis !&&£&> 
" 1962. 1682*1695. New York, Llppincott 

_ ea«t Gordon N. Bay, e d i t o r s , JfiEli. S M £&LU> A 
.ii&pa &1 XkflU Uadon, R. Hart-Davis, 
1958. 

Greene, Graham, "Henry 4a»es,H X^f- Nove l i s t s . edited 
by Derek Verschoyle, No// York, Ilarcourt, Brace and 
Company, 1936* 

J a m , Henry, a j&fiuLL &££ J M VtilSJU> New York, Oh or lea 
Scribner*s Sons, 1913. 

.* The ArnhmsMoxM... ouited by E. \i. Stallsaaa, 
Mew York, Hew Aaerican Library, 1960. 

. The Future of the Novel. edited by Leon Ede l , 
New York, V i n t a g e Books, 1956. 

96 



97 

James, Henry, The fetters of Henry Jaraes. edited by Percy 
Lubbock (2 volumes), s cu York, Charles Scribner's Sons, 
1920. 

.) Notes of j[ Son and Brother. New York, Charles 
Scribner's Sons, 1914. 

. Novels and Tales of Henry Jawes (24 volumes), 
New York, Charles Scribner's Sons, 1922. 

.» The Sacred Fount. introduction by Leon Edel, 
London, 8. Hart-Davis, 1959. 

James, William, editor, Literary Remains of the Late Henry 
James. Boston, J. S. Osgood and Company, 1897. 

.» The Wi 11 to Believe. New York, Longmans, 
Green & Co., 1899. 

Kelley, Cornell a P., The Early Development of Henry James* 
Urbana, University of Illinois Press, 1930. 

LeClair, Robert, Young Henry Jamesf 1843-1870. New York, 
Bookman Associates, 1955. 

Mathiessen, F. 0. and Kenneth B. Murdock, editors, The 
Notebooks of Henry James. New York, Oxford University 
Press, 1961. 

Foe, Edgar Allan, The Complete Tales and Poems &£ MMM. 
Allan Poe. New York, The Modern Library, 1938. 

Wilson, Edmund, "The Ambiguity of Henry Janes," The Triple 
Thlnkers. rev. ed., New York, Oxford University Press, 
1948. 

Articles 

Aswell, Mary, "The World Within: Fiction Illuminating 
Neuroses of Our Time," Henry James: Seven Stories and 
Studies. edited by Edward Stone, New York, Appleton-
Century-Crofts, 1961, p. 249. 

Beebe, Maurice, "The Turned Back of Henry James," The South 
Atlantic, Quarterly. LIII (October, 1954), 521-539. 

Blackmur, R. P., "The Sacred Fount," The Kenyan Review. IV 
(Winter, 1942), 328-352. 

Evans, Oliver, "James's Air of Evili 'The Turn of the Screw,*" 
Partisan Review. XVI (February, 1949), 175-187. 



90 

Haven®, Raymond V,, "Henry Jaraes on Oao of His Early Stories," 
iltfllfcli *41, f M tffl.K % * **IH <»trch, 1951), 131-133. 

James, Henry, "Flaubert's Tenptation of St. Anthony," The 
Nation. XVIII (June 4, 1674), 365-366. 

"George Sand's Mademoiselle Merqueia," The 
"Ma t la a. VII (July 16, 1868), 52-53. 

, "Merimee's Last Tales," The Motion, XVIII 
(February 12> 1874), 111. 

"Taine's English Literature," Ml.i.a.tl.c. Monthly. 
XXIX (April, 1672), 469-472. 

Kenton, Edna, "Henry Janes to the Ruminant Readert 'The 
Turn of the Screw,'" The Arts. VI (November, 1924), 
245-255. 

Kerner, David, "A Note on 'The Beast in the Jungle,'" Henrv 
Jaaes t Seven. Stories and Studies. edited by Edward 
Stone, New York Appleton-Century-Crofts, 1961, pp. 249-
252. 

Hunson, Gorhara, "'The Seal Thing'> A t arable for Writers of 
Fiction," Uatjmrj. Imnm.t Storiei and Studies, 
edited by Edward Stone, New York, /ppleton-Century-
Crofts, 1961, pp. 134-135. 

Rosenasweiy, Saul, "The Ghost of Henry JaaesPartisan 
Review. XI (Fall, 1944), 436-455. 

ivescott, Glenway, "A Sentinental Contribution," Houad and 
Horn (Henry Jaaes issue April, 1934), pp. 523-534. 


