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ABSTRACT

EXPERIENCE DISENGAGED:
HENRY JAMES'S USE
OF THE ROMANCE
B X
Y prv
Dennis ST Garn

Henry James has long been regarded as an eminent
writer of American literary realism. What few readers and
critics have realized is that James makes quite explicit use
of the conventions of the romance. The focus of this study
is on James's use of the romance particularly as it shapes
his early fiction. The purpose of this paper is to illus-
trate: (1) that James uses elements of the romance in ways
that are essential to his works; (2) that the romance in
James's work is not limited to any specific period of his
development--one can therefore find elements of the ro-
mance adding texture to the late or "vintage" James; (3)
that James's realism is enhanced by his use of the romance
because at no time does James regard the realistic novel

and the romance as totally exclusive literary forms.
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The basic method of analysis used in this study was
to apply James's own definition of the romance as "exper-
ience disengaged" to his fiction. The first chapter of the
study defines the problem of the artist having to reconcile
the demands of the romantic and realistic modes. Each of
the subsequent chapters is an attempt to show James working
toward that reconciliation. 1In the chapters on Roderick
Hudson, The American and The Europeans, the study shows
James using the conventions of the romance essentially as
structural devices with the emphasis upon incident and

action. The chapter on The Portrait of a Lady reveals an

important shift in James's art from an emphasis upon inci-
dent to an emphasis on character. Once the shift occurs
the romance in James's art becomes less a part of structure
or plot and much more a part of his development of charac-
ter through the point of view of a center of consciousness.
From this point on the conventions of the romance function
to give texture to James's art, not primarily to shape the
text.

The last chapter focuses on The Ambassadors and
The Golden Bowl as representatives of James's late style.
The purpose of looking at James's late novels is to support
the thesis that James uses the elements of the romance
throughout his literary career. All his life James worked
at presenting a full picture of life. In his attempt to

reconcile the demands of the romantic and realistic modes,
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Dennis S. Garn

James discovered that a full picture of life requires both
the "air of romance" and the depiction of the "whole matter
in the element of reality." Consequently the elements

of the romance are present in the later novels and their

function is primarily to give texture to James's picture

of life.
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CHAPTER I

THE ROMANCE DEFINED

Critics of Henry James generally discuss him as a
writer of realistic fiction. Relatively few critics have
written about the non-realistic element in his fiction--
the romance. Those who have written concerning the presence
of the romance generally fall into one of the following
categories: (1) Those who merely acknowledge the romance
as if it were a superficial part either of the work itself
or of the James canon in total; (2) those who regard the
romance in James as simply his use of traditions and con-
ventions directly or indirectly associated with the ro-
mance--for example, the Gothic tradition, pastoral imagery,
and conventional character types. These critics also tend
to regard the romance in James as the offspring of the
ghost story; (3) those who discuss the romance in a par-
ticular tale or novel--for example The American--as excep-
tions in the canon to the Jamesian technique; (4) and those
who loosely designate anything as romantic that is not

part of the objective method of the realist.
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All of these definitions of the romance are of
course essentially accurate. I do not intend to discount
them and dogmatically redefine James's use of the romance.

I do intend, however, to add to these considerations James's
own definition and the patterns of experience his definition
suggests. In the Preface to The American James defines the
romance :
The only general attribute of projected romance that
I can see, the only one that fits all its cases, is
the fact of the kind of experience with which it deals--
experience liberated, so to speak; experience disengaged,
disembroiled, disencumbered, exempt from the conditions
that we usually know to attach to it and, if we wish so
to put the matter, drag upon it, and operating in a
medium which relieves it, in a particular interest, of
the inconvenience of a related, a measurable state, a
state subject to all our vulgar communities.
The pattern of the romance that is most consistent with
James's definition is a pattern that is both common to man
and symbolic of the experiences of mankind. In the terms
of Scholes and Kellog, James wants to "illustrate" reality
and, at the same time, "represent" reality.2 The connection

between the fictional world and the real world, as Scholes

and Kellog suggest, can be either representational or illus-

trative:

The images in a narrative may strike us at once as an
attempt to create a replica of actuality just as the
images in certain paintings or works of sculpture may,
or they may strike us as an attempt merely to remind
us of an aspect of reality rather than convey a total
and convincing impression of the real world to us, as
certain kinds of visual art also do. That kind of art,
literary or plastic, which seeks to duplicate reality
we will designate by the work 'represent' in its var-
ious forms. For that kind of art which seeks only to
suggest an_aspect of reality we will use the word 'il-
lustrate.'3
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Because James wants to give a full picture of life he uses
techniques that are representational and illustrative, or,
in other words, the techniques of the romance within his
realistic fiction.

The characteristics of the romance can be generally
defined in a way that is consistent with James's use of the
romance. The first criteria is a hero who is disenchanted
with his home or homeland. James typically describes the
hero briefly in his setting in order to provide a basis for
a later contrast with the lands the hero visits. Secondly,
when the hero leaves home he undertakes a trip during which
he inevitably encounters a strange environment. It is in
the new culture that the hero finds his strengths tested.
Without the familiar ties of his homeland, the hero is left
completely upon his own resources. In one sense, the ro-
mance is a study of the experiences of a person who has
disengaged himself from his familiar environment in order
to pursue his education elsewhere. In another sense, the
romance is a journey through life during which the hero
travels from youth to manhood, from innocence to experience.
Thirdly, the tests which the hero encounters (often three
in number) help him to discover himself and the nature of
experience. In more primitive forms of the romance such as
the fairy-tale the tests require the discovery of some
magical "key" before the hero is successful. In the ro-
mance the technique of the discovery still prevails. How-

ever, the discovery is less magical and more within the
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normal course of human capabilities. At any rate, the dis-
covery technique enables the hero to overcome the last ob-
stacle, at which point the plot of the story is soon re-
solved. Another essential part of the series of tests is
a retreat to nature during which the hero prepares for the
next encounter. The counterpart in James's work of the re-
treat to nature is the meditation scene--a scene very much
in keeping with the type of test James's heroes confront.
Finally, in the romance the hero tends to resolve his
series of tests in a successful, triumphant manner. Like
the comedy, the romance moves toward the integration of
the hero into a new society. Characteristically, the mar-
riage is the appropriate symbol of the resolution of the
romance. Because James's hero does not encounter the con-
ventional physical foe, and encounters instead types of
experiences which test his moral and intellectual capaci-
ties, his triumph may best be understood as a moral one.
The purpose of this paper is to illustrate (1) that
James uses elements of the romance in ways that are essential
to his work; (2) that the romance in James's work is not
limited to any specific work or period of his development.
Therefore one can find elements of the romance in the late
or "vintage" James; (3) that James's realism is enhanced
by his use of the romance because at no time does James
regard the realistic novel and the romance as totally ex-

clusive literary forms. In his Preface to The American
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James says that "it is as difficult . . . to trace the
dividing-line between the real and the romantic as to
plant a milestone between north and south."4

At no time in this paper do I intend to make James
out to be only a writer of the romance. I intend to dis-
cuss James's use of the romance always as it complements
and relates to his realistic techniques. Never in his
literary career does James allow the romantic genre to dic-
tate the form his fiction was to take. He uses the romance,
as any superb craftsman should, as a means to imaginative
ends.

The greatest problem in discussing James's use of
the romance in its relation to the realism of the novel is
that of reconciling the subjectivity of the romance to the
objectivity of the realistic novel, and, at the same time,
illustrating how these two approaches to fiction writing can
serve to complement each other. The most difficult technical
problem for the writer of realistic fiction is to find the
way to objectify his material so that the reader has a di-
rect confrontation with the experience of the literature.

He must, in Joyce's terms, find a way of "refining himself
out of existence," of staying out of the world he is creat-
ing. It is a difficult problem because, in a sense, all
literature ultimately assumes an omniscient author. If the
realistic writer is going to objectify at all his role in
the presentation of a fictional world, he should therefore

avoid any technique that suggests an authorial intrusion.
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How can James possibly use the subjectivity of the
romance and meet the demands of realistic fiction at the
same time? All his life James sought to give a full pic-
ture of reality. To do so, he discovered that one needed
to use more than just the empirical approach of realistic
fiction. 1In order to convey a sense of "felt" experience,
James employs the subjectivity of the romance. In another
sense, the answer to the question is found in James's mas-
terful technique of allowing the romance and its conven-
tions to serve as an on-the-scene guide for the reader.
Because James adapts the romance and its conventions so
appropriately to the modern world and because the reader
recognizes these familiar patterns of human experience, the
reader is led somewhat unsuspectingly through a strangely
familiar world. Even in The American, a novel in which
the point of view is often omniscient, James's use of the
romance and his certainty that the reader recognizes the
pattern of the romance allows him to fade into the back-
ground of the novel. In other words, James's employment
of literary conventions heightens his objectivity and en-
hances his picture of life.

Most of this paper is an analysis of the early
novels of James in which I attempt to show that James
relies quite heavily upon the romance and its conventions
for the structure of his novels. In Chapter II the empha-

sis is largely on Roderick Hudson as a kunstlerroman and
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specifically as an enlargement of the type of dilemma faced
by the artist-hero Benvolio. Roderick has to choose between
two demands of art--the romantic and the realistic. To com-
plicate his dilemma he is part of a conventional love tri-
angle. The structure of the novel is built around the rela-
tions of the persons of the triangle. At the point in the
novel where the triangle changes to include Christina Light
instead of Mary Garland, there is a significant change in
Roderick's conception of his role as artist and his creation
of art. 1In effect, James uses a structural change in the
novel as an important device for characterization of Roder-
ick. When Roderick shifts his affections from Mary Garland,
the picture of Puritan simplicity and frugality, to the ad-
venturess Christina Light, he suddenly loses his innocence
of character and the integrity of his art. The pursuit of
the beautiful Christina leads to his spiritual and physical
disintegration. Christina turns out to be one of James's
American expatriates who has lost her native American inno-
cence; she has acquired the air of European sophistocation
without its substance. Mary Garland, on the other hand,
whose "earthiness" makes her a rather uninteresting charac-
ter, remains dutiful to the end and represents the potential
in James's fiction of the best possible love relation--one
which is based on freedom, not on demands and restrictions.
When Mary agrees to let Rowland Mallet take Roderick to

Europe with him, she admonishes him only with the statement,



p—



"make him do his best." This statement is best understood
when one sees the selfish demands of Christina Light and
recognizes her as one of the evil characters in James--one
of those whose livlihood thrives upon the souls of others.

Chapter III on The American is the longest chapter
in this paper because in this novel James comes the closest
to writing pure romance. In the Preface to The American
James discusses the definition of the romance, the role of
the romancer, and the relation between the romance and the
novel.

When the germ of The American came to him, James was
not aware, as he was to say later, that he had been plotting

"arch-romance. ">

The germ came to him as that of "an aris-
tocratic society, of some robust but insidiously beguiled
and betrayed, some cruelly wronged compatriot, the point
being that he should suffer at the hands of persons pretend-
ing to represent the highest possible civilisation and to

"6 The

be of an order in every way superior to his own.
structure of The American is built on a conventional roman-
tic situation--the affront done Christopher Newman as a
lover. Yet, James says, "not that done by his mistress
herself, since injuries of this order are the stalest stuff
of romance."7 Interestingly enough, James compares the

fate of Newman and Madame de Cintré to that of Romeo and

Juliet.
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James's definition of the romance in the Preface to
The American illustrates his approach to the romance as
a genre that allows him a great deal of freedom. This free-
dom in the romance becomes apparent in James's emphasis
upon the archetypal nature of the experience with which
the romance deals. Hence, the romance contains a truth
that is both common and real to the experiences of all man-
kind. When James analyzes his role in The American as that
of the romancer, he implicitly suggests the need for both
the romantic and the realistic in his work:
The art of the romance is, 'for the fun of it,' insidi-
ously to cut the cable [of realistic experiencel], to cut
it without our detecting him. What I have recognized
then in The American, much to my surprise and after long
years, is that the experience here represented is the
disconnected and uncontrolled experience--uncontrolled
by our general sense of 'the way things happen'--which
romance alone more or less successfully palms off on us.
The rest of Chapter III deals with Christopher New-
man as a conventional romantic hero in typical romantic
trials, whose triumph over the Bellegardes is romantic in
spite of the realistic resolution of the plot. Newman's
triumph is romantic because his superior moral nature as-
serts itself in the end. The resolution is realistic be-
cause the novel does not end, as a romance should, with the
marriage of Newman and Madame de Cintré--much to the dismay
of the sentimental reader. It is realistic because it does
not have the conventional happy-ever-after ending.

The fourth chapter is an analysis of The Europeans

showing the unifying thesis to be that of the romance as
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social comedy. The structure of this novel is also essen-
tially romantic. It moves toward the integration of a
new society made up by a number of marriages which take
place only after the younger generation and the older gener-
ation can reconcile their differences. Most of the charac-
texs are conventional types. The setting is largely pas-
toral. The major theme is a reversal of James's usual
treatment of the international situation. It is a varia-
tion of the basic fairy tale of the country mouse going to
visit the city mouse, only the city mouse in this case hap-
pens to be the sophisticated Europeans going to visit their
country cousins. Within this framework James analyzes the
nature of experience when a traditional, sophisticated cul-
ture meets an innocent, rustic culture.

Because the balance between the romantic and the

real in The Portrait of a Lady is most delicate, Chapter V

is an important chapter. The controlling idea of this chap-
ter is James's art in transition. In some respects the
structure of The Portrait is like that of the conventional
romance. Isabel is the youngest of three sisters brought

up by their widowed father, who gives them a haphazard edu-
cation including three trips to Europe. Very much like the
fairy godmother that she is, both in terms of authorial ma-
nipulation and her magic power, Mrs. Touchett, Isabel's aunt,
enters dramatically into Isabel's life. This event, con-

trived as it may be, shapes Isabel's destiny.
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11

The number three has always been a significant num-
ber in the romance and it is a significant part of the struc-
ture of The Portrait. Not only is Isabel one of three sis-
ters who take three trips to Europe, but her progress is
associated with three different houses and three different
suitors both of which function symbolically to characterize
di fferent points in Isabel's growth. However at some point
in the novel Isabel breaks out of the mold of conventional
"princess" and becomes one of the best portraits of the woman
in fiction. This breaking out is largely due to James's
handling of the delicate balance between the two forms--the
romantic and the realistic. Because of the subtle balance
between the romantic and the realistic in The Portrait there
is a tension created which the other novels lack in such
intensity. From another perspective the tension is seen
as arising from a situation with its overtones of the ro-
mance simplified to the extent that Isabel is free--disen-
gaged from debilitating conditions--to pursue her liberty.
"The conception of a certain young woman affronting her
destiny" was the germ or general idea from which James's
story of Isabel Archer grew. The simplified plot structure
of the romance which the reader readily recognizes frees
him in turn so that his greatest attention can be devoted
to the reaction of Isabel to the different "types" of ex-
perience she encounters.

In the final chapter, the major theme is "the ro-

mance: from text to texture." In the analysis of the early
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novels the emphasis is, as I have said, upon James's use of
the romance in structuring and forming the text of his story.
In the later novels--for example, The Ambassadors and The
Golden Bowl--when James uses the romance it is not primarily
to structure the novel. The elements of the romance are
there to add a romantic texture to the work. One sees the
romance in aspects of the novel other than the plot. Its
Presence is there essentially in themes, figures and images.
In the Preface to The American James asks a question con-
cerning the different techniques involved in romantic fic-
tion and realistic fiction: "By what art or mystery, what
craft of selection, omission or commission, does a given
picture of life appear to us to surround its theme, its
figures and images, with the air of romance while another
picture close beside it may affect us as steeping the whole
matter in the element of reality?"9 It is the purpose of
this paper to help define the "air of romance" in James's
novels. In the later novels, James manages to retain the
"air of romance" and at the same time to create a desirable
tension in the work by "steeping the whole matter in the
element of reality."
Perhaps the best place to begin the analysis of

James's use of the romance is not with the novels but with
an early tale. Written in 1875, "Benvolio" is James's only
deliberate allegory of his long career. Because it was ex-

cluded from the New York Standard Edition and because of the
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13

somewhat playful tone and fairy-tale structure of the tale,
critics have tended to ignore "Benvolio." 1In doing so
they have overlooked its biographical and thematic signif-

icance.

James wrote "Benvolio" during the months of 1875 that

he spent in New York City. It was the only tale he wrote
during that time, although he published a number of reviews
in his attempt to live off the American literary market-
Place. The experience was unsatisfactory, and it was imme-
diately after this period that James decided to settle in
Europe. Like Benvolio of his tale, James's artistic tem-
perament demanded the balance of contrasting cultures. For
James the balance was found in the cultures of Europe and
America; for Benvolio the contrast was found in the Countess
and Scholastica or, in a broader framework, in the contrast
between the romantic and realistic demands upon art.

It is the thematic significance of this tale, how-
ever, that interests us most, for it illustrates that as
early as 1875 James uses both romantic and realistic ele-
ments in his work. It is the allegorical quality of the
tale which suggests that, while Benvolio needs the balance
of contrasts to make his life worthwhile, James needs the
techniques of both the romantic and the realistic in order
to give his picture of life fullness.

The first striking feature of "Benvolio" is its

fairy-tale quality, indicated in a rather amusing way by
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an omniscient author-narrator in the opening paragraph:

"Once upon a time (as if he had lived in a fairy-tale) there
was a very interesting young man. This is not a fairy tale,
and yet our young man was in some respects as pretty a fel-

n10 It is, moreover, this fairy-

low as any fairy prince.
tale quality of "Benvolio" that has led some critics to ig-
nore its basic seriousness. Like its related literary form,
the romance, the fairy-tale is a serious art form. The rest
of "Benvolio" conforms to the essential pattern of the
fairy-tale. The names of the characters--Benvolio, Scholas-
tica and Countess--are suggestively allegorical. Benvolio's
resemblance to the fairy prince is underlined by his phys-
ical appearance: '"Benvolio was slim and fair, with cluster-
ing locks, remarkably fine eyes, and such a frank, expres-
sive smile that on the journey through life it was almost
as serviceable to its owner as the magic key, or the enr
chanted ring, or the wishing-cap, or any other bauble of
necromantic properties."ll The Countess is presented to
us in the conventional rhetoric and imagery of the fairy
princess:
She was rich, extremely pretty, and free to do as she
listed. She was passionately fond of pleasure and ad-
miration, and they gushed forth at her feet in unceas-
ing streams. Her beauty was not of the conventional
type, but it was dazzlingly brilliant; few faces were
more expressive, more fascinating. Hers was never the
same for two days together; it reflected her momentary
circumstances with extraordinary vividness. . . . 12
James adds that "if a man could have half a dozen wives . .

the Countess would do very well for one of them . . . but
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she would not serve for all seasons and all moods; she

needed a complement."13

Benvolio finds that complement in
Scholastica. As her name suggests, Scholastica is a stu-
dious, "quiet garden-nymph," who lives with her blind pro-
fessor-father in a house which looks like a convent or a
prison.

Benvolio, a young poet of immense talent, divides
his life between the elegant social world of the Countess
and the quiet secluded garden of Scholastica. Division is
what characterizes Benvolio's life. As long as he has the
advantages that divided interests offer him, he is able to
create significant art. The division in Benvolio is char-
acterized in a number of ways. First, of course, is his
divided interest in the Countess and Scholastica, and the
completely different worlds that they represent. The con-
flict in him is further symbolized by the two chambers in
Benvolio's house:

One was an immense room, hung with pictures, lined with
books, draped with rugs and tapestries, decorated with

a multitude of ingenious devices (for of all these things

he was very fond); the other, his sleeping-room, was
almost as bare as a monastic cell. It had a meagre
little strip of carpet on the floor, and a dozen well-
thumbed volumes of classic poets and sages on the man-
telshelf. On the wall hung three or four coarsely-en-
graved portraits of the most exemplary of these wor-
thies. These were the only ornaments.

In the sumptuously decorated room, Benvolio receives and
entertains guests, but he does his poetic composition in

the monastic cell.
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Contrasts and division are necessities for Benvolio.
He needs the contrasts of life with some degree of balance
in order to create art. Krishna Vaid says of Benvolio that
"a poet, in order to do full justice to his poetic genius
and temperament, must achieve a balance between the world
[Countess--romance] and the closet [Scholastica--realism]
for both are indispensible to the proper fruition of his

wl5

genius. The author-narrator describes Benvolio explic-

itly as a "young man . . . [who] was a mixture of inconsis-

tencies. I may say more exactly that he was a tissue of

w16 The sole source of these contradictions

17

contradictions.
lies in Benvolio's poetic imagination. "Everything that
fancy could do for him was done in perfection. It gave
him immense satisfactions: it transfigured the world; it
made very common objects radiantly beautiful, and it con-
verted beautiful ones into infinite sources of intoxica-

tion."la

Contradictions permeate Benvolio's whole nature.
"It was as if the souls of two very different men had been
placed together to make the voyage of life in the same
boat, and had agreed for convenience sake to take the helm
in alternation. The helm, with Benvolio, was always the
imagination, but in his different moods it worked very dif-

wl9

ferently. His behavior was "all a matter of fancy; but

his fancy was a weather-cock, and faced east or west as the

w20

wind blew. Ironically it is precisely this vacillation

in life that gave Benvolio his creative powers. In James's
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own work it is the ability to adapt the romantic conventions
to his realistic demands that creates a desireable tension
and interest without which his works would surely be lack-
ing.

Krishna Vaid regards the moral of Benvolio's "vac-
illation between the Countess and Scholastica as his failure
to achieve a workable harmony . . . between the rival claims

of the world and the muse."21

Cornelia Kelley comes closer
to the point when she says of Benvolio that "it is not dif-
ficult to see that Benvolio represents Henry James, not a
poet, but a story teller who dallied between Romance and
Realism, who courted sometimes one, sometimes the other,
but was most happy when he was by himself, dreaming of the
charms of each and effecting a reconciliation of them."22
This statement on the problem of reconciling the romance
and realism is the most concise expression of the growth
and direction of Henry James's art.

Not only does "Benvolio" illustrate James's use of
the romance and realism, but it also contains a number of
devices which James was to develop more fully in his novels.
The recurring suggestion that Benvolio is on a journey
through life is a pattern which James often uses as part
of the romantic structure of his works. The symbolic jour-
ney through life is most explicitly seen in the water
imagery associated with Roderick Hudson; but, in a wider

usage, it is a pattern which is the basis of James's use
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of the international theme. Consequently, even in a work

as realistically depicted as The Ambassadors, the journey
motif helps to explain the nature of Strether's experience.
In a general sense, Strether travels, like Roderick Hudson,
from innocence to experience. Another important device in
"Benvolio" is the way in which James uses objects to sym-
bolize aspects of his characters. By noting how James char-
acterizes the persons of his fiction, we have an excellent
insight into the nature of his art. Benvolio is character-
ized by the rooms he lives in. James uses this same device
in The American where the rooms of Newman and Valentin Belle-
garde clearly characterize the two men and the larger types

of experience they represent. In The Portrait of a Lady,

Madame Merle says that "one's house, one's furniture, one's
garments, the books one reads, the company one keeps,“23
are expressive of character. At the end of his career when
James writes The Golden Bowl, he still relies upon symbolic
objects for full characterization. Even though the Prince
and the Princess are presented to us as centers of conscious-
ness, it is entirely impossible to understand the nature of
their relationship without understanding the function of the
golden bowl.

Another means of characterization that James uses
in "Benvolio" is a pattern that persists throughout his
art. It is a pattern that helps to clarify his use of the

romance within the realistic novel. James characterizes
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the Countess in a style that is part of the conventional
romance. He tells us what she is. She is "rich, extremely
pretty," her beauty is not of the "conventional type." In
short, she is the conventional princess of the romance.
Scholastica, however, is characterized primarily in the
thoughts of Benvolio. She is a more realistically rendered
character because we are shown how her relationship with
Benvolio grows and changes. These different ways of char-
acterizing explain a number of relationships in James's art.
In The American, Newman's relationship with Claire de Cintré

is presented in the conventional manner. Since the basic

structure of the novel is romantic, we accept without ques-
tion the way in which James tells us that Newman courts
Claire and, at the end of six months, she accepts his pro-
posal. We simply expect the hero of the romance to marry
the princess. A much more realistically presented relation-
ship is that of Newman and Valentin. This is a relationship
that we watch develop. Isabel of The Portrait is actually
presented to us in two ways. In the first half of the book
she resembles, to a certain extent, the typical princess.
James tells us that she is the youngest of three sisters

who is courted by three suitors. After rejecting the first
two suitors because they do not meet her ideal expectation,
Isabel marries the third suitor. In the second half of the
book Isabel is characterized almost exclusively as a fine

central intelligence, whose consciousness, in effect, tells
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the story--a story which is nothing but what Isabel feels
concerning that which happens to her. Lord Warburton, of
the same novel, is characterized by Mrs. Touchett's forth-
right statement about his ideal qualities as well as by
Isabel's thoughts about him.

Finally, when we look at "Benvolio," we see that
even though James makes it deliberately romantic, it con-
tains the elements of both his romantic and realistic
techniques--elements that were to persist throughout his
art in a way that not only reconciles the romantic and the

realistic, but, at the same time, provides James the means

of giving a full picture of life.
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17Unlike Coleridge, James uses the terms "fancy"
and "imagination" interchangeably.
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CHAPTER II

RODERICK HUDSON: THE ROMANCE AS
KUNSTLERROMAN--THE DILEMMA

OF THE ARTIST-HERO

Roderick Hudson was Henry James's second novel but,

in later years, he always spoke of it as his first, com-
pletely disowning the earlier Watch and Ward. That James
acknowledged Roderick Hudson as his first novel is signifi-
cant. It is his attempt to clarify for himself in fiction
his concept of art and the function of the artist. Roderick
Hudson was, to borrow a phrase from Joyce, Henry James's
"portrait of the artist as a young man"--as an American
young man. As an American the Jamesian artist confronts
some difficult problems. The conflict in the life of Rod-
erick is a romantic one; it is essentially a conflict be-
tween the artistic life and the passionate life. Unfortu-
nately for Roderick, the two a<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>