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		Chronology

		1843 15 April: HJ born at 21 Washington Place in New York City, second of five children of Henry James (1811–82), speculative theologian and social thinker, whose strict entrepreneur father had amassed wealth estimated at $3 million, one of the top ten American fortunes of his time, and his wife Mary (1810–82), daughter of James Walsh, a New York cotton merchant of Scottish origin.

		1843–5 Accompanies parents to Paris and London.

		1845–7 James family returns to USA and settles in Albany, New York.

		1847–55 Family settles in New York City; HJ taught by tutors and in private schools.

		1855–8 Family travels in Europe: Geneva, London, Paris, Boulogne-sur-Mer. Returns to USA and settles in Newport, Rhode Island.

		1859–60 Family in Europe again: HJ attends scientific school, then the Academy (later the University) in Geneva. Learns German in Bonn.

		September 1860: Family returns to Newport. HJ makes friends with future critic T. S. Perry (who records that HJ ‘was continually writing stories, mainly of a romantic kind’) and artist John La Farge.

		1861–3 Injures his back helping to extinguish a fire in Newport and is exempted from military service in American Civil War (1861–5).

		Autumn 1862: Enters Harvard Law School for a term.

		Begins to send stories to magazines.

		1864 February: First short story, ‘A Tragedy of Error’, published anonymously in Continental Monthly.

		May: Family moves to 13 Ashburton Place, Boston, Massachusetts.

		October: Unsigned review published in North American Review.

		1865 March: First signed tale, ‘The Story of a Year’, appears in Atlantic Monthly. HJ’s criticism published in first number of the Nation (New York).

		1866–8 Continues reviewing and writing stories.

		Summer 1866: W. D. Howells, novelist, critic and influential editor, becomes a friend.

		November 1866: Family moves to 20 Quincy Street, beside Harvard Yard, in Cambridge, Massachusetts.

		1869 Travels for his health to England, where he meets John Ruskin, William Morris, Charles Darwin and George Eliot; also visits Switzerland and Italy.

		1870 March: Death in USA of his much-loved cousin Minny Temple.

		May: HJ, still unwell, is reluctantly back in Cambridge.

		1871 August–December: First short novel, Watch and Ward, serialized in Atlantic Monthly.

		1872–4 Accompanies invalid sister Alice and aunt Catherine Walsh (‘Aunt Kate’) to Europe in May. Writes travel pieces for the Nation. Between October 1872 and September 1874 spends periods of time in Paris, Rome, Switzerland, Homburg and Italy without his family.

		Spring 1874: Begins first long novel, Roderick Hudson, in Florence.

		September 1874: Returns to USA.

		1875 January: Publishes A Passionate Pilgrim, and Other Tales, his first work to appear in book form. It is followed by Transatlantic Sketches (travel pieces) and then by Roderick Hudson in November. Spends six months in New York City (111 East 25th Street), then three in Cambridge.

		11 November: Arrives at 29 rue de Luxembourg, Paris, as correspondent for the New York Tribune.

		December: Begins new novel, The American.

		1876 Meets Gustave Flaubert, Ivan Turgenev, Edmond de Goncourt, Alphonse Daudet, Guy de Maupassant and Émile Zola.

		December: Moves to London and settles at 3 Bolton Street, just off Piccadilly.

		1877 Visits Paris, Florence and Rome.

		May: The American is published.

		1878 Meets William Gladstone, Alfred Tennyson and Robert Browning.

		February: Collection of essays, French Poets and Novelists, is the first book HJ publishes in London.

		July: Novella ‘Daisy Miller’ serialized in The Cornhill Magazine; in November Harper’s publish it in the USA, establishing HJ’s reputation on both sides of the Atlantic.

		September: Publishes novel The Europeans.

		1879 December: Publishes novel Confidence and Hawthorne (critical study).

		1880 December: Publishes novel Washington Square.

		1881 October: Returns to USA; visits Cambridge.

		November: Publishes novel The Portrait of a Lady.

		1882 January: Death of mother. Visits New York and Washington, DC.

		May: Travels back to England but returns to USA on death of father in December.

		1883 Summer: Returns to London.

		November: Fourteen-volume collected edition of fiction published by Macmillan.

		December: Publishes Portraits of Places (travel writings).

		1884 Sister Alice moves to London and settles near HJ.

		September: Publishes A Little Tour in France (travel writings) and Tales of Three Cities; his important artistic statement ‘The Art of Fiction’ appears in Longman’s Magazine.

		Becomes a friend of R. L. Stevenson and Edmund Gosse. Writes to his American friend Grace Norton: ‘I shall never marry … I am both happy enough and miserable enough, as it is.’

		1885–6 Publishes two serial novels, The Bostonians and The Princess Casamassima.

		6 March 1886: Moves into flat at 34 de Vere Gardens.

		1887 Spring and summer: Visits Florence and Venice. Continues friendship (begun in 1880) with American novelist Constance Fenimore Woolson.

		1888 Publishes novel The Reverberator, novella ‘The Aspern Papers’ and Partial Portraits (criticism).

		1889 Collection of tales A London Life published.

		1890 Novel The Tragic Muse published.

		1891 Play version of The American has a short run in the provinces and London.

		1892 February: Publishes The Lesson of the Master (story collection).

		March: Death of Alice James in London.

		1893 Three volumes of tales published: The Real Thing (March), The Private Life (June), The Wheel of Time (September).

		1894 Deaths of Constance Fenimore Woolson and R. L. Stevenson.

		1895 5 January: Play Guy Domville is greeted by boos and applause on its premiere at St James’s Theatre; HJ abandons playwriting for many years.

		Visits Ireland. Takes up cycling. Publishes two volumes of tales, Terminations (May) and Embarrassments (June).

		1896 Publishes novel The Other House.

		1897 Two novels, The Spoils of Poynton and What Maisie Knew, published.

		February: Starts dictating, due to wrist problems.

		September: Takes lease on Lamb House, Rye, Sussex.

		1898 June: Moves into Lamb House. Sussex neighbours include the writers Joseph Conrad, H. G. Wells and Ford Madox Hueffer (Ford).

		August: Publishes In the Cage (short novel).

		October: ‘The Turn of the Screw’, ghost story included in The Two Magics, proves his most popular work since ‘Daisy Miller’.

		1899 April: Novel The Awkward Age published.

		August: Buys the freehold of Lamb House.

		1900 Shaves off his beard.

		August: Publishes collection of tales The Soft Side.

		Friendship with American novelist Edith Wharton develops.

		1901 February: Publishes novel The Sacred Fount.

		1902 August: Publishes novel The Wings of the Dove.

		1903 February: Publishes collection of tales The Better Sort.

		September: Publishes novel The Ambassadors.

		October: Publishes memoir William Wetmore Story and his Friends.

		1904 August: Sails to USA, his first visit for twenty-one years. Travels to New England, New York, Philadelphia, Washington, the South, St Louis, Chicago, Los Angeles and San Francisco.

		November: Publishes novel The Golden Bowl.

		1905 January: Is President Theodore Roosevelt’s guest at the White House. Elected to the American Academy of Arts and Letters.

		July: Back in Lamb House, begins revising works for the New York Edition of The Novels and Tales of Henry James.

		October: Publishes English Hours (travel essays).

		1906–8 Selects, arranges, writes prefaces and has illustrations made for New York Edition (published 1907–9, twenty-four volumes).

		1907 January: Publishes The American Scene (travel essays).

		1908 March: Play The High Bid produced at Edinburgh.

		1909 October: Publishes Italian Hours (travel essays). Health problems.

		1910 August: Travels to USA with brother William, who dies a week after their return.

		October: Publishes The Finer Grain (tales).

		1911 August: Returns to England.

		October: Publishes The Outcry (novel adapted from play).

		Begins work on autobiography.

		1912 June: Receives honorary doctorate from Oxford University.

		October: Takes flat at 21 Carlyle Mansions, Cheyne Walk, Chelsea; suffers from shingles.

		1913 March: Publishes A Small Boy and Others (first volume of autobiography). Portrait painted by John Singer Sargent for seventieth birthday.

		1914 March: Publishes Notes of a Son and Brother (second volume of autobiography).

		August: Outbreak of First World War; HJ becomes passionately engaged with the British cause and helps Belgian refugees and wounded soldiers.

		October: Publishes Notes on Novelists.

		1915 Is made honorary president of the American Volunteer Motor Ambulance Corps.

		July: Becomes a British citizen.

		Writes essays about the war (collected in Within the Rim (1919)) and the Preface to Letters from America (1916) by the poet Rupert Brooke, who had died the previous year.

		2 December: Suffers a stroke.

		1916 Awarded the Order of Merit in New Year Honours.

		28 February: Dies. After his funeral in Chelsea Old Church, his ashes are smuggled back to America by sister-in-law and buried in the family plot in Cambridge.

		
			Philip Horne
		

	
		Introduction

		
			First-time readers should be aware that details of the plot are revealed in this Introduction.
		

		‘The Turn of the Screw’ holds a unique place in the canon of Henry James’s fiction. Alongside ‘Daisy Miller’ (1878) and The Portrait of a Lady (1881), it has proved the most lastingly popular of his works. Yet the prose is that of James’s intricate later style, and the narration has the quality of a controlled experiment. The story turns on a question that belongs to metaphysics and morals: to what extent can our knowledge of reality be separated from the psychology of the person we rely on for a faithful description? To complicate the question, the story is offered at two removes, in the manner of historical novels like Walter Scott’s or personal narratives like Robinson Crusoe (1719). It comes to us as a secret, long concealed but confided to a male acquaintance of the narrator’s some forty years earlier; he, in turn, reads it aloud to a
			group of friends the night after Christmas. As for the narrator herself, she is never named and sparsely characterized, and recedes behind the words of her story. We learn that she was the youngest daughter of a country parson; that she felt a strong attachment to the man, ten years her junior, to whom she confided the manuscript; that she had been ‘carried away’ (13) by her immediate feeling for the master of the house that held the secret, the uncle and guardian of the children at Bly after their parents died in India. The master took the connection more coolly. He hired her to attend to their upbringing, thanked her with a press of the hand, and told her never to trouble him with any aspect of her work.

		The broad outlines of the story are easily told. The boy who has been placed in her charge, Miles, turns out to have been dismissed from his school, for reasons never explained in the curt letter from the headmaster. Having experienced earlier premonitions, she sees ghosts about the house soon after the boy’s return, comes to believe that the children are in danger from them, and makes it her mission to purge the place and free the children. The ghosts have identities. They are the returning form of Peter Quint, the master’s valet at Bly, a man of considerable charm but brutal and unsteady habits who died a violent death in obscure circumstances; and of Miss Jessel, the previous governess, who suffered a sexual liaison with Quint and died soon after from unknown causes. The governess learns the identity of Quint after she sees a spectral figure on a tower of the house. It is the housekeeper, Mrs Grose, who judges this
			figure to fit exactly the description of Quint. The governess is able to supply details of his appearance she could not have known by other means. (The details and identification of Miss Jessel come later and are vaguer but are equally beyond her capacity to have learned through normal channels.) Meanwhile, the job of the governess is to take care of the children, Miles and Flora. But the sometimes unaccountable movements of the children about the house and estate, and their occasional intractability, arouse her suspicion that the ghosts are coming to exert a control over them greater than her own. This inference she soon elaborates into a theory about the moral influence of the ghosts. The governess comes to think that the purpose for which they have returned to Bly is to lure the children into hell and share its torments. Such a hypothesis runs perversely contrary to her own descriptions of the children as innocent and beautiful beings made to be loved. But the denial by
			both children of any awareness of non-natural presences – a denial at first tacit and later overt, by both Flora and Miles – crystallizes the fears of the governess. She instructs Mrs Grose to take Flora away from Bly, so that, alone in the house with Miles, she can wrest from him a confession of the reality of his contact with the ghost of Peter Quint. Miles says that he does not know what she means. She presses him about his expulsion from school and, concerning the cause of his discharge, Miles now gives a natural, though disturbing, account. In the story’s final scene the governess is terrified to see Quint yet again, and she resolves to fight the ghost for the possession of Miles’s soul. She forces Miles to confront an image which she sees and compels him to see as that of the ghost, and Miles, twisting to face her or to face the window where the shape had appeared, dies in her arms. Whether what gave the fatal shock was a confessed
			encounter with the ghost, or rather a sudden fear evoked by the powerful suggestion of the governess, is a point left as ambiguous as any ending of any story has ever been.

		Arguments about the nature of the plot have centred on the basis of the ghosts in reality or fantasy, and the mood of possessive control or heroic virtue that holds the governess captive and prompts her to dominate others. From the necessary intricacy of such arguments, ‘The Turn of the Screw’ has become one of the central modern texts for understanding what interpretation is in literature – the grammar and limits of the perceptual process by which we sort materials for interpretation into evidence on one side and surmise on the other. An adequate exploration of the debate would take a separate essay; yet regarding certain data of the plot, no challenge has ever arisen. First, nobody except the governess can be said with assurance to have seen the ghosts. Miles and Flora deny any such contact. The housekeeper Mrs Grose has none first hand, and she fluctuates in her attitude towards the governess – surprised
			and impressed by the new woman’s detection of Quint, but sceptical of the hyperbolic terms of love and fear the governess adopts to describe her feelings about the children. At a late moment Mrs Grose comes to think that Flora must indeed be possessed by some external force. As for the governess, before her employment at Bly she has led a sheltered life; nothing like this position has come her way before; and she is deeply anxious regarding her adequacy – swinging between extremes of delight and apprehensiveness even before the first hint of a ghost. Yet, if we suppose therefore that the ghosts are hallucinations, there remains the fact that she has never heard of Quint or Miss Jessel until her apparent glimpses of the two lead Mrs Grose to offer an account of their careers at Bly. Altogether, she sees each ghost four times: Quint on top of the tower, then lurking outside the window, then on the upstairs landing, and again pressed against the window; Miss Jessel first at the lake, then on the stairway, then at the writing table, and again at the lake. On the last occasion, Mrs Grose stands beside the governess and affirms with perfect distinctness that she herself sees nothing.

		Such are the clues. It must be added that all of the action is radically simplified. It has the melodramatic underpinnings that James favoured in earlier books such as The American (1877); yet here the melodramatic opportunities are not followed in the direction they point. By the conclusion nothing has been concluded about Quint and Miss Jessel. And, for a story in which a reader’s attention is bound to concentrate on the plot almost exclusively, the plot has many repetitions. Its interest hangs on whether the children can be trusted in their professions to have had no contact, and whether the governess-narrator can be trusted in her assertion that Quint and Miss Jessel both haunt the house with a malevolent potency. Perception itself, as we are made to see through the exclusive emphasis on the point of view of the governess, has a persuasive power that can finally determine action; and in its demonstration of
			this truth about the contagiousness of a ‘perspective’, ‘The Turn of the Screw’ brings to mind such unsettling tales as Nathaniel Hawthorne’s ‘Young Goodman Brown’ (1835) and Franz Kafka’s allegory ‘The Burrow’ (1924). It is a peculiarly modern experiment in proving the dependency of narrative on point-of-view.

		The testimony of James himself about his intentions for the story is inconsistent and elusive. It was, he says, undertaken in obedience to the conventions of the ghost story – a merely sensational genre as James considered it, meant for readers he hardly supposed to be ready for the demands of his major fiction. In a letter to H. G. Wells, he disclaimed it as ‘essentially a pot-boiler and a jeu d’esprit’.1 And yet he reprinted it in the New York Edition of his works in 1908, and devoted a large portion of one Preface and part of another to the artistic problems in the composition of such a tale. Here lies a second puzzle. For if ‘The Turn of the Screw’ is the romance of an aesthete, shaped, to the last degree, by considerations of ‘atmosphere’ and evoking pleasure in the sheer unfolding of its design, it is also a story of relentless torment: a device for the isolation and exhibition of human pain.

		The governess is presented from the first as a character prone to touch extremes in all her judgements of people. Thus she calls Flora, on first meeting her, ‘the most beautiful child I had ever seen’ (12). She sleeps poorly her first night in the house because she is thinking of Flora, ‘the vision of whose angelic beauty’ so stirs her imaginings that it

		
			made me several times rise and wander about my room to take in the whole picture and prospect; to watch from my open window the faint summer dawn, to look at such stretches of the rest of the house as I could catch, and to listen, while in the fading dusk the first birds began to twitter, for the possible recurrence of a sound or two, less natural and not without but within, that I had fancied I heard. (12)

		

		This is among the first of her premonitions. It is as if Flora’s preternatural beauty generated a need for its antithesis. And in a larger sense, the children support her mental and emotional existence: ‘with this joy of my children what things in the world mattered?’ (30). The alternations between omens of corruption and intimations of an unearthly purity are observed acutely by Mrs Grose – in many ways a stand-in for the common sense of the reader. When, for example, a harmless comment by Miles about his capacity for mischief (‘Think, you know, what I might do!’) elicits a flutter of panic in the governess, who thinks it shows ‘what he gave them a taste of at school’, that judgement is judged by Mrs Grose: ‘Lord, you do change!’ (69). On the belief that Miles may be irredeemably ‘bad’, and the exalting counter-belief that he seems a being who has known
			nothing but love, Mrs Grose again comments: ‘And if he was so bad then as that comes to, how is he such an angel now?’ (53).

		The governess plots and presses. Has Mrs Grose, she asks, never known Miles to be bad?

		
			‘Oh never known him – I don’t pretend that!’

			I was upset again. ‘Then you have known him—?’

			‘Yes indeed, Miss, thank God!’

			On reflexion I accepted this. ‘You mean that a boy who never is—?’

			‘Is no boy for me!’

			I held her tighter. ‘You like them with the spirit to be naughty?’ Then, keeping pace with her answer, ‘So do I!’ I eagerly brought out. ‘But not to the degree to contaminate—’

			‘To contaminate?’ – my big word left her at a loss.

			I explained it. ‘To corrupt.’

			She stared, taking my meaning in; but it produced in her an odd laugh. ‘Are you afraid he’ll corrupt you?’ (18)

		

		This is a central passage of the story for the discernment of the narrator’s motives.

		Every concession and darting assumption is caught by the rhythm of the dialogue, and we are left with an unforgettable image of psychological projection – the inward fears of the governess transfigured by imagination into a palpable menace. One notices, too, the keenness of the governess to claim the largest possible moralizing weight for the Victorian nursery word bad. Thrown off balance by the unshockable Mrs Grose, she turns on herself with a touch of stiffness – ‘You like them with the spirit to be naughty?’ – and wheedles to obtain the subordinate servant’s assent that such a boy might ‘contaminate’ others. But the terms ‘contaminate’ and ‘corrupt’ make a leap not only in the quantity but the quality of the imputed evil; Mrs Grose can only stare and wonder, and her eventual comment, ‘Are you afraid he’ll corrupt you?’, has the force of an irony that traces the conscience of the governess to her fears.

		The action of the final scenes of ‘The Turn of the Screw’ can properly be described as the extorting of a confession: ‘Dear little Miles, dear little Miles, if you knew how I want to help you!’ But the personal desire is converted into a religious duty: ‘I just want you to help me to save you!’ (91). So, in her mind, the governess serves at once as the advocate of Miles and his inquisitor. Even supposing he has been given ‘the imagination of all evil’, she says, ‘all the justice within me ached for the proof that it could ever have flowered into an act’ (93). Ached to find the proof or to be disabused of the suspicion? Again: ‘I was ready to know the very worst that was to be known’ (75). (Is this a readiness or an eager willingness?) ‘He’ll meet me. He’ll confess. If he confesses he’s saved. And if
			he’s saved—’ ‘Then you are?’ (111). (The ironic question is assigned once more to Mrs Grose.) The soul-mangling process of salvation to which the governess subjects Miles is admirable only on the theory that nothing in the world is more important than to prove that the ghosts are real.

		‘There was no ambiguity,’ says the governess in the first scene at the lake, ‘in the conviction I from one moment to another found myself forming as to what I should see straight before me and across the lake as a consequence of raising my eyes’ (42). She is convinced that she will see, and then she sees. After a short pause: ‘Then I again shifted my eyes – I faced what I had to face’ (43). The governess confides to Mrs Grose the sureness of her vision, and of her belief that the children know what they deny any knowledge of: ‘I fairly threw myself into her arms: “They know – it’s too monstrous: they know, they know!”’ (44). She is convinced that ‘there are depths, depths! The more I go over it the more I see in it, and the more I see in it the more I fear. I don’t know what I don’t see, what I don’t fear!’ (45). The irony, at such a moment, requires no second person to supply. She is afraid that what she does not know will prove yet more fearful than what she does know. At the same time, she is capable of seeing anything at all, fearing anything at all.

		By her second sighting of Miss Jessel at the lake, she has lost all awareness of the gap between her own and other minds: ‘She’s there, she’s there!’ (101) when Mrs Grose gives back only a ‘dazed blink’ (101). Her cries, again, to Flora, ‘She’s there, you little unhappy thing – there, there, there’ (102), raise no answer but a child’s bewilderment: ‘I see nobody. I see nothing. I never have. I think you’re cruel. I don’t like you!’ (103). The final sentence has the ring of authentic child-feeling that has not been tampered with; to suspect it of cunning would be to follow the governess halfway into heartlessness. In order to extract a confession, one must be proof against remorse or pity, but she is well armed for that show of strength. For to the mind of an inspired inquisitor, the very
			absence of evidence is the strongest proof of concealment. The sickening pathos of the story comes from the way the governess can briefly doubt herself and yet remain unregenerate: seeing the possibility that she may be wrong, she so contrives the tests that every result will confirm her theory. This applies alike to her sense of the influence of the ghosts and her sense of the rightness of her path of intervention. ‘I could only get on at all,’ she says, ‘by taking “nature” into my confidence and my account’ (so whatever she does she will think natural) – ‘by treating my monstrous ordeal as a push in a direction unusual, of course, and unpleasant, but demanding after all, for a fair front, only another turn of the screw of ordinary human virtue’ (114). If taking nature into her confidence acquits her at the bar of natural feeling, the ‘fair front’ squares her with society. She knows, however, that ‘the
			success of my rigid will’ (113) might be made to look malevolent, and so she builds up her justification with great care.

		How far is the governess self-deceived? In the dialogue of Chapter XVI that marks a transition to the climax, she conveys an inference that by its omissions almost becomes a lie. Asked by Mrs Grose what the ghost of Miss Jessel has confessed to her – the truth is that no words have passed between them – she gives a picturesque answer: ‘That she suffers the torments—!’ (leaving her companion to fill in the blank). Yet she does not quite have the heart to call her invention the truth; and when Mrs Grose asks the direct question ‘Do you mean she spoke?’ the governess answers evasively: ‘It came to that.’ She adds of Mrs Grose’s reaction to the image of the ghost enduring the penal fires of hell: ‘It was this, of a truth, that made her, as she filled out my picture, gape’ (86). Would the truth have made her gape as responsively as the invention did? The governess, it
			may be noted, here adopts the ‘of an X’ locution that James used often in his later fiction for purposes of sliding insinuation or a subtler-than-adjectival shading. This is one of the hints he deploys for likening the governess to an artist, and suggesting the dangers of equivocation to a mind reflecting on itself. On the other hand, the governess indulges in fabrication – no longer an economy of truth but simple falsehood – when she says that Miss Jessel ‘wants Flora’ in order ‘to share’ (86) with her the torments of the damned. The vision of that torment was a reading-in, but it interpreted an expression she saw on the face of the ghost. The detail about sharing the torments is a cheap embroidery. Yet it only projects into other worlds and on to another sufferer a martyrdom the governess early in the story has imagined for herself:

		
			I had an absolute certainty that I should see again what I had already seen, but something within me said that by offering myself bravely as the sole subject of such experience, by accepting, by inviting, by surmounting it all, I should serve as an expiatory victim and guard the tranquillity of the rest of the household. (38)

		

		To risk the worst of torments is a proof of the purity of self-sacrifice.

		Now as James would have known from the history of the Salem witch trials – a topic of importance for his book on Nathaniel Hawthorne, since one of Hawthorne’s ancestors had been a judge at the trials – the truth of an accusation is not established by the suffering of the accuser. What, then, can we say for sure about Peter Quint and Miss Jessel? That Quint was ‘much too free’ with the children – and this is no small point. ‘Too free with my boy?’ asks the governess. ‘Too free,’ Mrs Grose replies, ‘with every one’ (39). The repetition suggests a want of deference, and a sexual boldness. On the reliable authority of Mrs Grose, we also learn that Quint was ‘clever’ and ‘deep’ – a contriver of alibis, and one whose actions often needed an alibi. But it is only the unreliable authority of the governess that jumps from this to a perception of
			Quint’s fatal effect on the children. ‘His effect?’ asks Mrs Grose, and here the inquisitor prompts with a cringing plaintiveness: ‘On innocent little precious lives’ (40). The density of the adjectives is inversely proportional to the exactness of the perception.

		Still, from all we are told, what the governess sees of the ghosts is real enough and is revealed to her alone. What she makes of them, however, is her creation and her responsibility. Quint and Miss Jessel are no more the active agents of the story than are the witches in Macbeth. Why does she magnify them? R. P. Blackmur called ‘The Turn of the Screw’ the story of ‘a bad conscience – a conscience vitally deprived, but vitally desperate to transform its hallucinations into reality’. The ghosts, on this critical view, are dim realities channelled to the governess’s purpose to achieve effects she might have disowned with her conscious mind. The events of the plot for Blackmur issue from the exertions of ‘human cruelty become conscience and motive in a personality driven, possessive, possessed’.2 But
			‘cruelty become conscience’ presents an extravagant paradox; Blackmur seems to have meant, rather, conscience acting as a licence for cruelty. This psychological reading brings James into the precincts of Ibsen and D. H. Lawrence – the natural historians of repression and of the deceptions by which the will refuses to know itself.

		James was indeed interested in the will of the human creature to impress its power on others while denying every selfish motive. A remarkable quality of people in whom such a drive is strong is the ability to intensify credence with no addition of evidence. Their power may press outward as distortion, or inward as self-deception, but in either case it creates the imaginative equivalent of facts. Marius Bewley described The Golden Bowl (1904) as ‘a gigantic parable in which we see how truth is fabricated
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