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    This illustrated single-author collection gathers Henry James’s principal writings across five decades, arranging them by genre to provide a navigable, panoramic view of his achievement. It presents the complete sequence of his published novels alongside the major volumes of short fiction, the full shelf of plays, the travel books, critical and literary essays, biographical studies, and the autobiographical trilogy, together with an introductory contemporary portrait by William Dean Howells. The purpose is both archival and interpretive: to offer reliable texts in one place and to let readers follow James’s evolving methods, concerns, and tonal registers as he moved from early experiment to consummate mastery.

The range of forms represented here is unusually broad. The novels unfold James’s long arguments about perception, choice, and social environment. The shorter tales and novellas test those arguments with concentrated pressure and structural ingenuity. The collected plays display his dramaturgical craft and his sustained interest in the stage as both subject and medium. Travel writings record encounters with cities, landscapes, and national temperaments. The literary essays include criticism, profiles, and reflections on art and theater. The biographical volumes consider exemplary lives. Finally, the autobiographies return the analytical lens upon the author himself, tracing a life formed by attention, movement, and work.

From the apprentice narrative of Watch and Ward to the strong early sequence of Roderick Hudson, The American, The Europeans, Confidence, Washington Square, and The Portrait of a Lady, the novels chart James’s developing international theme, his exploration of New World innocence amid Old World manners. Without disclosing their designs, it is enough to say that these works refine point of view, tighten the chain between motive and action, and reveal his preference for a central consciousness through which the world is filtered. They establish the supple, exacting prose that would become his signature, and a moral imagination wary of easy verdicts.

In the middle period, James widens his canvas to encompass political agitation, journalism, art, and domestic negotiation. The Bostonians and The Princess Casamassima turn to reformist energies and the pressures of modern life; The Tragic Muse dwells on vocation and the theater; The Reverberator considers publicity and privacy. The Other House, The Spoils of Poynton, and What Maisie Knew probe the intricacies of desire, guardianship, and possession, while The Awkward Age pursues its action almost entirely through conversation. The Sacred Fount, an experimental tale of inference, tests the limits of perception itself. Throughout, James enriches structure without abandoning clarity of scene.

The late phase—the triad of The Wings of the Dove, The Ambassadors, and The Golden Bowl—gathers James’s matured style into dense, luminous sentences and layered perspectives. These novels treat intention, loyalty, and valuation with a delicacy that has challenged and rewarded generations of readers. The Outcry returns to questions of art and possession. The unfinished projects The Ivory Tower and The Sense of the Past, published after his death, reveal subjects that occupied him at the end: wealth’s distortions and the imaginative traffic between times. Taken together, the fiction records an expanding responsiveness to modernity without surrendering moral inquiry.

James’s shorter fiction, assembled in volumes such as A Passionate Pilgrim and Other Tales, Tales of Three Cities, Stories Revived, A London Life and Other Tales, The Real Thing and Other Tales, The Siege of London and Other Tales, Terminations, Embarrassments, The Two Magics, The Soft Side, The Finer Grain, and Other Stories, forms a laboratory of narrative perception. Here appear artists and observers, marriages and friendships exposed to stress, and, at times, intimations of the supernatural. The tales are notable for economy and ambiguity, for narrators who see much yet remain limited, and for the exact staging of revelation without complete disclosure.

The plays—among them Daisy Miller – A Comedy, Pyramus and Thisbe, Still Waters, A Change of Heart, The Album, Disengaged, Tenants, The Reprobate, Guy Domville, The Outcry, The High Bid, and Summersoft—document James’s long engagement with the theater. Whether adapted from earlier fiction or conceived for the stage, they sharpen his command of dialogue, entrances, exits, and the art of withholding. The dramatic experiments did not always find favor in performance, but their craft fed directly into the later narrative method, where scene succeeds scene with theatrical precision. In this collection, the reciprocal traffic between stage and page becomes unmistakable.

The travel writings—A Little Tour in France, English Hours, Italian Hours, The American Scene, Transatlantic Sketches, and Portraits of Places—show James as an alert pedestrian of cities and a patient reader of landscape. They register hotels, galleries, streets, and provincial corners with a sensibility equally alive to tradition and change. The American Scene observes a return to the United States after long residence abroad and offers measured responses to a rapidly altering society. Throughout, James practices the art of looking: attending to surfaces in order to suggest depth, and using place as a means of thinking about history, character, and community.

James’s criticism, gathered in Notes on Novelists, Views and Reviews, Within the Rim and Other Essays, French Poets and Novelists, Partial Portraits, Essays in London and Elsewhere, Notes and Reviews, and Picture and Text, reveals a practitioner thinking about practice. He weighs narrative method, dramatic construction, and the claims of representation with a combination of patience and exactness. Portraits of contemporaries and predecessors exhibit generous discrimination. Within the Rim records impressions of wartime Europe. Picture and Text attends to artworks and the challenge of writing about looking. These essays clarify the standards that also animate the fiction: tact, proportion, and responsibility.

The biographical studies—Hawthorne, William Wetmore Story and His Friends, and Rupert Brooke—extend James’s method of portraiture beyond fiction. Hawthorne considers a fellow American novelist and the conditions of his career. William Wetmore Story and His Friends reconstructs an expatriate milieu through letters, journals, and recollection, becoming a collective life of artists and observers. Rupert Brooke offers a memorial appraisal of a younger poet cut short by war. Across these works James balances sympathy with analysis, tracing how temperament, vocation, and circumstance meet. They also anchor his criticism of culture in concrete histories, connecting aesthetic questions to lived arrangements.

The autobiographical volumes—A Small Boy and Others, Notes of a Son and Brother, and The Middle Years—compose a sustained recollection of formation. They revisit childhood, education, early travel, family relations, and the first efforts at authorship, not to settle scores but to stage consciousness remembering itself. The narrative is shaped by selection and emphasis, alert to how memory edits experience. The Middle Years was left unfinished and appeared after James’s death, yet even in fragments it extends the project’s reflective cadence. Read beside the fiction and essays, the memoirs illuminate habits of attention that underpin his narrative poise and ethical tact.

What unifies this diverse body is a consistent commitment to the drama of perception: the way knowledge is acquired, tested, withheld, and used among people bound by manners, money, and desire. James’s sentences, flexible and exact, build rooms in which motives are weighed and freedom negotiated. The transatlantic traffic between America and Europe remains a central axis, but the deeper motion is inward, toward finer discriminations of value. The present illustrated edition situates these texts within their historical and social settings, inviting readers to see as well as read. Taken whole, the collection maps an art that helped define modern narrative seriousness.
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    Henry James (1843–1916) was an American-born novelist, story writer, critic, and essayist whose career bridged late Victorian realism and the emerging modernist emphasis on consciousness. Spending much of his adult life in Europe and becoming a British subject during the First World War, he explored the moral and psychological consequences of transatlantic encounters. Across novels such as The Portrait of a Lady, The Wings of the Dove, The Ambassadors, and The Golden Bowl, as well as Washington Square and The Bostonians, he developed a supple prose attentive to point of view, perception, and nuance. His oeuvre also includes plays, travel writing, biographies, and a searching late-life autobiography.

Born in New York City and educated in a cosmopolitan fashion through extensive travel and reading, James briefly attended Harvard Law School before committing to literature. Early tales and essays in American periodicals established his critical poise and technical curiosity. Continental and British masters shaped his outlook—among them Balzac, Flaubert, Turgenev, George Eliot, and Nathaniel Hawthorne, the last becoming the subject of his biographical study Hawthorne. He found early encouragement from the American realist William Dean Howells. James’s critical volumes French Poets and Novelists and Partial Portraits show his method: close attention to form, style, and moral interest. These influences nourished an art rooted in social observation, ethical ambiguity, and the drama of consciousness.

James’s apprenticeship as a novelist began with Watch and Ward and matured quickly in works that mapped American innocence against European experience. Roderick Hudson, The American, The Europeans, Confidence, and Washington Square examine art, money, marriage, and identity amid Old World codes. By the late 1870s he had settled in London, a vantage from which he refined his international theme while also probing distinctly English milieus. Throughout this period he balanced fiction with travel sketches and criticism, cultivating a fastidious narrative stance—sympathetic yet distanced—that would become a hallmark. The early novels already stage his enduring concerns with choice, constraint, and the sway of social perception.

The Portrait of a Lady consolidated his powers, pairing psychological scrutiny with a cosmopolitan canvas. His middle period diversified in subject and scale: The Bostonians explores reformist energies in America, The Princess Casamassima confronts political fervor, and The Tragic Muse reflects on art and vocation. Alongside these novels, James issued influential story collections—A Passionate Pilgrim and Other Tales, Tales of Three Cities, A London Life and Other Tales, The Real Thing and Other Tales, Embarrassments, Terminations, The Two Magics, The Soft Side, and The Finer Grain—each extending his experiments with perspective. As a critic, he gathered essays in Picture and Text, Essays in London and Elsewhere, Notes and Reviews, Views and Reviews, and Notes on Novelists.

Ambitious for the stage in the 1890s, James wrote a substantial dramatic repertory: Daisy Miller – A Comedy, Pyramus and Thisbe, Still Waters, A Change of Heart, The Album, Disengaged, Tenants, The Reprobate, and Guy Domville, later adding The Outcry and The High Bid, with Summersoft among other pieces. The practical trials of production redirected him to fiction with renewed intensity. In a concentrated late phase he produced What Maisie Knew, The Spoils of Poynton, The Other House, The Reverberator, The Awkward Age, and The Sacred Fount, culminating in the triad The Wings of the Dove, The Ambassadors, and The Golden Bowl—intricate studies of motive, perception, and the ethics of knowing.

James’s nonfiction reveals a tireless traveler and connoisseur of place. A Little Tour in France, English Hours, Italian Hours, The American Scene, Transatlantic Sketches, and Portraits of Places register cities as theaters of memory and manners. His biographical and memorial writings—Hawthorne, William Wetmore Story and His Friends, and Rupert Brooke—combine portraiture with literary judgment. He revised much of his work for the New York Edition, crafting prefaces that remain essential statements of narrative theory. In later years he issued Within the Rim and Other Essays, reflected on the war, and completed autobiographical volumes—A Small Boy and Others, Notes of a Son and Brother, and the unfinished The Middle Years—while settling permanently in England.

James died in London in 1916, leaving a body of work that reshaped the possibilities of prose fiction. His legacy rests on rigorous attention to consciousness, point of view, and the moral texture of social life, realized across novels, tales, and criticism. Later writers and scholars have drawn on his methods of indirection, irony, and scene construction, while his travel books and essays continue to model exacting description and reflective commentary. The unfinished The Ivory Tower and The Sense of the Past, together with The Outcry and other late writings, confirm his enduring curiosity. Read today, his fiction remains a touchstone for narrative subtlety and ethical complexity.
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    This collection spans the long arc of Henry James’s career, from Reconstruction-era America through the Gilded Age, the fin de siècle, and into the Edwardian period and the First World War. It assembles novels, tales, plays, travelogues, criticism, biography, and memoir, registering the pressures of industrial capitalism, mass print culture, imperial rivalries, and new ideologies of selfhood. James wrote across the busiest transatlantic corridor of his time, when steamship travel, railways, and the telegraph compressed distance and altered cultural exchange. The works gathered here chart those transformations in manners, art, politics, and belief, while refining a prose method that would become central to modern narrative technique.

The presence of William Dean Howells’s portrait of James situates him within late nineteenth-century American realism. As editor of The Atlantic Monthly and a leading theorist of “the real,” Howells championed the novel’s attention to ordinary experience and social observation. His friendship with James anchored the latter’s early American publication context and framed debates—then active on both sides of the Atlantic—about romance versus realism, foreign settings versus native materials, and the ethical claims of fiction. Read alongside this collection’s introduction, Howells’s essay locates James within a transatlantic marketplace of magazines, serial publication, and cosmopolitan readerships that shaped form as much as theme.

James’s earliest fiction reflects his cosmopolitan upbringing and the mobility of a post–Civil War elite increasingly at home in European capitals. Watch and Ward (first serialized in 1871) explores moral sentiment and guardianship within Boston’s reform-minded milieu, while Roderick Hudson (1875) sends an American sculptor into Rome’s art world, testing vocation against temptation. A Passionate Pilgrim and Other Tales and Transatlantic Sketches register the new ease of ocean crossings and the persistent lure of the Old World. These works inhabit drawing rooms, studios, and hotels newly connected by rail, as Americans encountered European hierarchies and rituals not yet reshaped by democratic ideals.

By the late 1870s and early 1880s, James crystallized his “international theme.” The American (1877), The Europeans (1878), and Confidence (1879) stage collisions of New World wealth and Old World precedent, the etiquette of courtship and hospitality refracted through consular salons and provincial estates. Washington Square (1880) draws on American inheritance practices and domestic authority, while The Portrait of a Lady (1881) treats choice, self-determination, and transatlantic marriage within a legal and social framework still governed by property, guardianship, and patronage. Steam travel and guidebooks democratized tourism; James explores both the liberations and snares that followed from this broader, faster circulation of people and taste.

Political and social ferment increasingly enters the fiction of the 1880s. The Bostonians (1886) addresses postbellum reform culture, including women’s rights activism, oratory, and journalism in Boston and New York. The Princess Casamassima (1886) absorbs urban class tensions, surveillance, and the specter of revolutionary conspiracy in industrial London, topics that had a real counterpart in contemporary security anxieties and public debates about socialism and anarchism. In these novels, the city’s topography—clubs, tenements, embassies, theaters—becomes a map of new solidarities and new exclusions, while James probes how political commitment intersects with aesthetic sensibility and personal allegiance.

The expansion of mass media and spectacle is scrutinized in The Reverberator (1888) and The Tragic Muse (1890). Cheap newspapers, syndicated gossip, and the interview culture magnified private lives into public commodities, unsettling European notions of privacy that American visitors sometimes seemed to violate. The Tragic Muse links celebrity, patronage, and parliamentary life, capturing a moment when the theater sat at the crossroads of art, commerce, and politics. James’s essays in Picture and Text and his later art-centered fiction share this context: the rise of connoisseurship, the museum as modern institution, and the dilemmas of representing reality within proliferating media forms.

The later 1890s novels compress social change into intimate crises. The Other House (1896) and The Spoils of Poynton (1897) engage with domestic jurisdiction and the aesthetics of possession at a moment of Aesthetic and Arts and Crafts enthusiasm. What Maisie Knew (1897) echoes shifts in English and American family law by examining custody and divorce in a culture renegotiating childhood and parental authority. The Awkward Age (1899) anatomizes drawing-room codes under late-Victorian scrutiny, while The Sacred Fount (1901) reflects fin-de-siècle preoccupations with perception, vitality, and interpretive obsession amid broader debates about psychology and the limits of knowledge.

James’s major phase early in the new century coincides with high finance, imperial rivalries, and the circulation of American capital and leisure through European resorts and capitals. The Wings of the Dove (1902), The Ambassadors (1903), and The Golden Bowl (1904) trace the ethical and emotional costs of wealth within a globalizing elite. The gold-backed economy, international banking, and luxury travel supplied contexts for Americans abroad whose fortunes and manners were tested against Europe’s collections, languages, and marriages. James answers the age’s confidence in progress with narratives that slow perception, attending to ambiguity, motive, and the moral use of advantage.

Market globalization and heritage politics come to the fore in The Outcry (1911), which turns on the export of European art to American collectors and the tensions between national patrimony and private property. The unfinished The Ivory Tower (published posthumously in 1917) contemplates American plutocracy and the legacies of speculative fortunes, while The Sense of the Past (also posthumous, 1917) imagines historical consciousness itself as a dramatic medium, resonating with contemporary antiquarian revivals and time-centered fiction. These late projects reflect a world revaluing objects, archives, and memory even as modern finance and speed made possession and selfhood more precarious.

James’s early and middle-period story collections chart the widening field of modern life. A Passionate Pilgrim and Other Tales, Tales of Three Cities, The Siege of London and Other Tales, A London Life and Other Tales, The Real Thing and Other Tales, and Stories Revived assemble sketches of Paris, London, New York, and provincial enclaves. They record new types—the tourist, the expatriate, the collector, the journalist—formed by rail timetables, passportless elite travel, and international salons. Their social studies transmit cultural currents—the prestige of French art, English clubland, American optimism—while testing the limits of civility under pressures of money, reputation, and mobility.

Later collections such as Terminations (1895), Embarrassments (1896), The Two Magics (1898), The Soft Side (1900), and The Finer Grain (1910) respond to fin-de-siècle unease and Edwardian reordering. The period’s fascination with spiritualism, the unseen, and the psychology of suggestion feeds tales of ambiguous testimony and haunted perception, while urban expansion and empire complicate settings and stakes. The Two Magics famously gathers a tale of spectral uncertainty alongside a study of artistic ambition, epitomizing James’s twin interests in epistemology and vocation. Across these volumes, the short form becomes a laboratory for point of view, free indirect style, and the ethics of narrative attention.

James’s theatrical enterprises illuminate the late-Victorian and Edwardian stage, dominated by actor-managers, star vehicles, and a censoring Lord Chamberlain. Daisy Miller – A Comedy adapts a signature international theme for the boards, while Guy Domville’s notorious 1895 reception exposed the market pressures and tonal expectations of West End audiences. Plays including The Reprobate, The High Bid, Summersoft, and The Outcry trace his persistent negotiation with theatrical form. Though commercial successes were scarce, the experience sharpened his dramaturgy on the page: scenes in the later novels often unfold like acts, pivoting on entrances, exits, and the social intelligence of rooms.

The travel writings register the infrastructure and sensibilities of modern tourism. Transatlantic Sketches and Portraits of Places frame the 1870s’ steamship routes and diplomatic circuits; A Little Tour in France (1884) maps provincial cathedrals and museums at the dawn of heritage preservation; English Hours and Italian Hours gather decades of observation into national portraits. The American Scene (1907), written after a long absence, surveys a United States transformed by immigration, skyscrapers, racial and regional asymmetries, and corporate consolidation. These books are records of looking: they model a critical aesthetics of cities and landscapes amid guidebooks, rail networks, and expanding middle-class travel.

James’s criticism situates him within, and against, the major literary movements of his day. French Poets and Novelists (1878) and Partial Portraits (1888), which includes “The Art of Fiction,” argue for the novel as a serious art capable of any subject. Essays in London and Elsewhere and Picture and Text explore theater and visual culture, while Notes and Reviews and Views and Reviews document his encounters with contemporaries and predecessors. Notes on Novelists (1914) surveys later peers. Within the Rim and Other Essays records wartime impressions from Britain, observing mobilization and shock in 1914–1915. Together, these volumes chart realism’s evolution toward psychological modernism.

Biographical volumes extend James’s transatlantic genealogy. Hawthorne (1879) reads the American moral imagination against Puritan legacies and European forms, placing a national novelist in a comparative frame. William Wetmore Story and His Friends (1903) reconstructs a nineteenth-century Anglo-American artistic community in Rome and beyond, illuminating the networks—patrons, studios, salons—that nurtured expatriate creativity. Rupert Brooke (1916) memorializes a poet who died in the First World War, linking James’s late life to a younger generation’s loss. These books exhibit the biographical method he valued: life as a web of places, circles, and sensibilities shaped by travel, money, institutions, and historical accident.

The autobiographies—A Small Boy and Others (1913), Notes of a Son and Brother (1914), and the posthumous The Middle Years—are social documents as much as personal narratives. They recall antebellum New York, European schooling, and Reconstruction-era Boston letters; they render the domestic culture that produced Henry, the philosopher William James, and their diarist sister Alice. They also record a writer negotiating copyright, editors, and the international book trade. During the Great War, James became a British subject (1915) and supported relief efforts; his late essays reflect that commitment. The memoirs’ reflective method mirrors the novels’ ethics of attention and revision.

Legal, economic, and institutional changes supply much of the collection’s pressure. The liberalization of divorce law, the rise of trust-busting and corporate capitalism, the professionalization of the arts, and the expansion of universities and museums all appear in plot premises and social settings. Differences between American and European property regimes—entail, primogeniture, and inheritance strategies—shape conflicts over houses, collections, and marriages. Journalism’s growth unsettles privacy; new technologies—typewriters, trains, electric light—reformat conversation and pace. James tracks these forces without program, testing how individuals improvise dignity and choice inside institutions that alternately shelter and expose them in an age of speed and display.|This collection also documents how transatlantic identity became a laboratory for modern subjectivity. Americans abroad encounter aristocracy, clericalism, and old legal structures; Europeans confront American informality and money. Travel effectuates moral experiments, as in The Ambassadors, while art and objects—central in The Spoils of Poynton and The Outcry—accrue national meanings within an international market. The travel books add topographical detail to these dramas, cataloging churches, galleries, and boulevards that function as stages for comparative civility. James turns not to thesis but to pressure: how does one recognize value—and oneself—when the terms of value circulate faster than ever before?|Across genres, James’s writing registers late-Victorian debates about gender, education, and authority. The Bostonians engages suffrage-era activism and rhetorical culture; What Maisie Knew reflects emerging concern for children’s welfare; The Awkward Age and many stories test new degrees of candor in mixed company. Women’s increasing access to travel, work, and property complicates transatlantic courtship and inheritance, while the theater and the press create novel pathways to visibility or notoriety. James explores modern tact—the negotiated edges of speech—as both ethical instrument and social technology, calibrated to rooms whose codes are constantly being rewritten by law and custom.|The collection’s historical reach culminates in writings shaped by the First World War. Within the Rim catches Britain’s early wartime atmosphere—mobilization, censorship, and the strain on civil routines—without battlefield reportage. The brief life of Rupert Brooke becomes emblematic of a cultural rupture. James’s final years, public commitments, and naturalization declare an allegiance that answers his lifelong attachment to England. Unfinished fictions from this period retain his attention to capital, heritage, and historical imagination, now shadowed by conflict that would alter Europe’s social order, its aristocracies, and the very circuits of travel and art his earlier works had chronicled.|The editorial and textual history also belongs to the cultural context. Many novels and tales first appeared in magazines; James revised them for book publication and later for the New York Edition (1907–1909), whose prefaces theorize point of view, scene, and the “house of fiction.” That cycle coincides with a mature marketplace of international publishers, circulating libraries, and copyright treaties that formalized the transatlantic trade. The illustrated edition echoes nineteenth-century habits of pairing text and image in periodicals and travel books, inviting readers to consider how looking—framed, captioned, guided—structures James’s ethics of perception.|Twentieth- and twenty-first-century readers have repeatedly recontextualized James. Early modernists, including T. S. Eliot and Virginia Woolf, valued his psychological acuity and formal control. Midcentury critics consolidated a canon around the major phase; later scholarship widened the frame, emphasizing journalism, theater, travel, and the politics of gender, class, and empire. The Bostonians and What Maisie Knew figure in feminist and legal-cultural histories; The Reverberator speaks to media studies; The American Scene to urban and immigration histories. Taken together, this collection offers a running commentary on the making of modernity—and a set of lenses through which modernity continues to be reread.
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    Introductory Materials
The Introduction and William Dean Howells’s Henry James frame the collection by situating James’s art within transatlantic culture and the evolution of the modern novel. Together they orient readers to his central concerns—perception, moral choice, and social nuance—while sketching how his style moves from clear social comedy to intricately interior late prose.
Early Novels: Apprenticeship and Transatlantic Encounters
Watch and Ward, Roderick Hudson, The American, The Europeans, Confidence, and Washington Square explore young Americans navigating inheritance, desire, and European social codes. These narratives establish the “international theme,” contrasting Old World sophistication with New World candor, and turn toward sharper psychological observation and moral testing. The tone ranges from light comedy of manners to the quiet, exacting drama of domestic conflict.
The Portrait of a Lady
Following an independent American abroad, this novel intensifies James’s focus on freedom, experience, and self-knowledge within intricate social arrangements. Its poised, close point of view and moral shading chart how vision and choice reshape a life without relying on overt plot devices. The tone is expansive yet controlled, moving from allure to ethical clarity.
Social Worlds and Radical Currents: Mid-Period Novels
The Bostonians, The Princess Casamassima, The Reverberator, and The Tragic Muse widen James’s canvas to public life—reform movements, political conspiracies, journalism, and the vocation of the artist. Private attachments collide with ideology and publicity, yielding satire, suspense, and portraits of ambition under social pressure. The tone shifts from urbane wit to tense engagement with modernity’s disruptions.
Possession, Perception, and the Family Circle: Transitional Novels
The Other House, The Spoils of Poynton, What Maisie Knew, The Awkward Age, and The Sacred Fount probe secrecy, aesthetic value, and knowledge—often within drawing rooms and fractured families. James experiments with restricted viewpoints and conversational drama, testing how people infer truth from manners, objects, and talk. The mood is inquisitive and exact, with ethical stakes emerging through fine social observation.
The Late Masterpieces
The Wings of the Dove, The Ambassadors, and The Golden Bowl render love, money, and marriage as fields of perception where characters negotiate delicate moral claims. James’s late style deepens interiority and implication, revealing decisions through nuance rather than declaration. These novels balance beauty and renunciation, seeking forms of rightness amid entanglement.
Late Experiments in Time and Value
The Outcry, The Ivory Tower, and The Sense of the Past examine the circulation of art and wealth, the legacies of fortune, and the allure of other eras. James blends social comedy with meditation on patrimony and identity, sometimes venturing into temporal displacement as a way to test self-understanding. The tone is reflective and exploratory, attentive to the costs of taste and the pressure of history.
Early Short Stories and City Tales
A Passionate Pilgrim and Other Tales, Tales of Three Cities, Stories Revived, A London Life and Other Tales, The Real Thing and Other Tales, and The Siege of London and Other Tales map expatriate crossings, urban vignettes, and the hazards of observation. These stories pivot on misunderstandings, betrayals of confidence, and the artist’s predicament, often resolved through an ironic turn of perspective. The tone spans bright social comedy to quietly disquieting realism.
Middle Collections: Turning Points
Terminations, Embarrassments, and The Two Magics gather tales where crises of interpretation and decisive endings illuminate character. James sharpens unreliable viewpoints and theatrical situations to test how stories are told and believed. The mood is taut and suggestive, with atmosphere carrying as much weight as event.
Later Short Stories: Reticence and Revelation
The Soft Side, The Finer Grain, and Other Stories present late-style miniatures in which minute ethical choices and belated recognitions define fate. Language grows more oblique as James trusts inference and rhythm to deliver emotional force. The tone is meditative, favoring subtle resolution over overt climax.
Early Comedies and Farces (Plays)
Daisy Miller – A Comedy, Pyramus and Thisbe, Still Waters, A Change of Heart, The Album, Disengaged, and Tenants adapt courtship, disguise, and social testing to the stage. Drawing-room situations showcase wit, shifts in allegiance, and the tact of refusal. The emphasis falls on dialogue and timing, turning manners into dramatic action.
Society Dramas and Late Stage Works
The Reprobate, Guy Domville, The Outcry, The High Bid, and Summersoft dramatize inheritance, reputation, and the contest between art and commerce. Scenes pivot on offers and refusals, bids and withdrawals, as characters weigh public standing against private need. The tone is poised and economical, with conflicts staged through pressure rather than spectacle.
Continental Travel Sketches
A Little Tour in France, Italian Hours, and Portraits of Places collect impressions of cities, landscapes, and art encountered with cultivated curiosity. James relates architecture and galleries to the traveler’s receptive mind, linking style to setting. The result is reflective topography, attentive to how place shapes sensibility.
Anglo-American Hours and Scenes
English Hours, The American Scene, and Transatlantic Sketches survey England and the United States with comparative tact, tracing contrasts in manners, pace, and built environments. Observations of cities, resorts, and regions become a study in national character and modern change. The tone is lucid and appraising, balancing affection with critique.
Literary Portraits and Criticism I
French Poets and Novelists, Partial Portraits, and Essays in London and Elsewhere offer readings of major writers and reflections on the craft of fiction. James favors the individual temperament and form over doctrine, showing how style embodies vision. These essays model a cosmopolitan criticism that links aesthetic judgment to lived experience.
Literary Portraits and Criticism II
Notes on Novelists, Views and Reviews, and Notes and Reviews extend James’s engagements with contemporaries and the evolving novel. He weighs technique, realism, and construction, tracing how narrative choices produce moral and dramatic effect. The tone is judicious and exact, blending appreciation with principled reserve.
Art, War, and Aesthetic Reflections
Picture and Text and Within the Rim and Other Essays pair writing on visual art with meditations on cultural strain and resilience. James explores how images invite narrative and how crisis clarifies value and perception. The essays are measured and responsive, attentive to feeling as well as form.
Biographical Studies
Hawthorne, William Wetmore Story and His Friends, and Rupert Brooke present interpretive portraits that blend life-writing with criticism. James situates each figure within artistic circles and national traditions, reading character through work and milieu. The tone ranges from analytic to elegiac, emphasizing influence and temperament.
Autobiographies
A Small Boy and Others, Notes of a Son and Brother, and The Middle Years recount early life, family, and the apprenticeship of a novelist. Memory, perception, and vocation intertwine as James recreates formative scenes and friendships. The voice is retrospective and exacting, turning recollection into an art of consciousness.
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The events of Mr. James’s life — as we agree to understand events — may be told in a very few words. His race is Irish on his father’s side and Scotch on his mother’s, to which mingled strains the generalizer may attribute, if he likes, that union of vivid expression and dispassionate analysis which has characterized his work from the first. There are none of those early struggles with poverty, which render the lives of so many distinguished Americans monotonous reading, to record in his case: the cabin hearth-fire did not light him to the youthful pursuit of literature; he had from the start all those advantages which, when they go too far, become limitations.

He was born in New York city in the year 1843, and his first lessons in life and letters were the best which the metropolis — so small in the perspective diminishing to that date — could afford. In his twelfth year his family went abroad, and after some stay in England made a long sojourn in France and Switzerland. They returned to America in 1860, placing themselves at Newport, and for a year or two Mr. James was at the Harvard Law School, where, perhaps, he did not study a great deal of law. His father removed from Newport to Cambridge in 1866, and there Mr. James remained till he went abroad, three years later, for the residence in England and Italy which, with infrequent visits home, has continued ever since.

It was during these three years of his Cambridge life that I became acquainted with his work. He had already printed a tale —“The Story of a Year”— in the “Atlantic Monthly,” when I was asked to be Mr. Fields’s assistant in the management, and it was my fortune to read Mr. James’s second contribution in manuscript. “Would you take it?” asked my chief. “Yes, and all the stories you can get from the writer.” One is much securer of one’s judgment at twenty-nine than, say, at forty-five; but if this was a mistake of mine I am not yet old enough to regret it. The story was called “Poor Richard,” and it dealt with the conscience of a man very much in love with a woman who loved his rival. He told this rival a lie, which sent him away to his death on the field — in that day nearly every fictitious personage had something to do with the war — but Poor Richard’s lie did not win him his love. It still seems to me that the situation was strongly and finely felt. One’s pity went, as it should, with the liar; but the whole story had a pathos which lingers in my mind equally with a sense of the new literary qualities which gave me such delight in it. I admired, as we must in all that Mr. James has written, the finished workmanship in which there is no loss of vigor; the luminous and uncommon use of words, the originality of phrase, the whole clear and beautiful style, which I confess I weakly liked the better for the occasional gallicisms remaining from an inveterate habit of French. Those who know the writings of Mr. Henry James will recognize the inherited felicity of diction which is so striking in the writings of Mr. Henry James, Jr. The son’s diction is not so racy as the father’s; it lacks its daring, but it is as fortunate and graphic; and I cannot give it greater praise than this, though it has, when he will, a splendor and state which is wholly its own.

Mr. James is now so universally recognized that I shall seem to be making an unwarrantable claim when I express my belief that the popularity of his stories was once largely confined to Mr. Field’s assistant. They had characteristics which forbade any editor to refuse them; and there are no anecdotes of thrice-rejected manuscripts finally printed to tell of him; his work was at once successful with all the magazines. But with the readers of “The Atlantic,” of “Harper’s,” of “Lippincott’s,” of “The Galaxy,” of “The Century,” it was another affair. The flavor was so strange, that, with rare exceptions, they had to “learn to like” it. Probably few writers have in the same degree compelled the liking of their readers. He was reluctantly accepted, partly through a mistake as to his attitude — through the confusion of his point of view with his private opinion — in the reader’s mind. This confusion caused the tears of rage which bedewed our continent in behalf of the “average American girl” supposed to be satirized in Daisy Miller, and prevented the perception of the fact that, so far as the average American girl was studied at all in Daisy Miller, her indestructible innocence, her invulnerable new-worldliness, had never been so delicately appreciated. It was so plain that Mr. James disliked her vulgar conditions, that the very people to whom he revealed her essential sweetness and light were furious that he should have seemed not to see what existed through him. In other words, they would have liked him better if he had been a worse artist — if he had been a little more confidential.

But that artistic impartiality which puzzled so many in the treatment of Daisy Miller is one of the qualities most valuable in the eyes of those who care how things are done, and I am not sure that it is not Mr. James’s most characteristic quality. As “frost performs the effect of fire,” this impartiality comes at last to the same result as sympathy. We may be quite sure that Mr. James does not like the peculiar phase of our civilization typified in Henrietta Stackpole; but he treats her with such exquisite justice that he lets US like her. It is an extreme case, but I confidently allege it in proof.

His impartiality is part of the reserve with which he works in most respects, and which at first glance makes us say that he is wanting in humor. But I feel pretty certain that Mr. James has not been able to disinherit himself to this degree. We Americans are terribly in earnest about making ourselves, individually and collectively; but I fancy that our prevailing mood in the face of all problems is that of an abiding faith which can afford to be funny. He has himself indicated that we have, as a nation, as a people, our joke, and every one of us is in the joke more or less. We may, some of us, dislike it extremely, disapprove it wholly, and even abhor it, but we are in the joke all the same, and no one of us is safe from becoming the great American humorist at any given moment. The danger is not apparent in Mr. James’s case, and I confess that I read him with a relief in the comparative immunity that he affords from the national facetiousness. Many of his people are humorously imagined, or rather humorously SEEN, like Daisy Miller’s mother, but these do not give a dominant color; the business in hand is commonly serious, and the droll people are subordinated. They abound, nevertheless, and many of them are perfectly new finds, like Mr. Tristram in “The American,” the bill-paying father in the “Pension Beaurepas,” the anxiously Europeanizing mother in the same story, the amusing little Madame de Belgarde, Henrietta Stackpole, and even Newman himself. But though Mr. James portrays the humorous in character, he is decidedly not on humorous terms with his reader; he ignores rather than recognizes the fact that they are both in the joke.

If we take him at all we must take him on his own ground, for clearly he will not come to ours. We must make concessions to him, not in this respect only, but in several others, chief among which is the motive for reading fiction. By example, at least, he teaches that it is the pursuit and not the end which should give us pleasure; for he often prefers to leave us to our own conjectures in regard to the fate of the people in whom he has interested us. There is no question, of course, but he could tell the story of Isabel in “The Portrait of a Lady” to the end, yet he does not tell it. We must agree, then, to take what seems a fragment instead of a whole, and to find, when we can, a name for this new kind in fiction. Evidently it is the character, not the fate, of his people which occupies him; when he has fully developed their character he leaves them to what destiny the reader pleases.

The analytic tendency seems to have increased with him as his work has gone on. Some of the earlier tales were very dramatic: “A Passionate Pilgrim,” which I should rank above all his other short stories, and for certain rich poetical qualities, above everything else that he has done, is eminently dramatic. But I do not find much that I should call dramatic in “The Portrait of a Lady,” while I do find in it an amount of analysis which I should call superabundance if it were not all such good literature. The novelist’s main business is to possess his reader with a due conception of his characters and the situations in which they find themselves. If he does more or less than this he equally fails. I have sometimes thought that Mr. James’s danger was to do more, but when I have been ready to declare this excess an error of his method I have hesitated. Could anything be superfluous that had given me so much pleasure as I read? Certainly from only one point of view, and this a rather narrow, technical one. It seems to me that an enlightened criticism will recognize in Mr. James’s fiction a metaphysical genius working to aesthetic results, and will not be disposed to deny it any method it chooses to employ. No other novelist, except George Eliot, has dealt so largely in analysis of motive, has so fully explained and commented upon the springs of action in the persons of the drama, both before and after the facts. These novelists are more alike than any others in their processes, but with George Eliot an ethical purpose is dominant, and with Mr. James an artistic purpose. I do not know just how it should be stated of two such noble and generous types of character as Dorothea and Isabel Archer, but I think that we sympathize with the former in grand aims that chiefly concern others, and with the latter in beautiful dreams that primarily concern herself. Both are unselfish and devoted women, sublimely true to a mistaken ideal in their marriages; but, though they come to this common martyrdom, the original difference in them remains. Isabel has her great weaknesses, as Dorothea had, but these seem to me, on the whole, the most nobly imagined and the most nobly intentioned women in modern fiction; and I think Isabel is the more subtly divined of the two. If we speak of mere characterization, we must not fail to acknowledge the perfection of Gilbert Osmond. It was a profound stroke to make him an American by birth. No European could realize so fully in his own life the ideal of a European dilettante in all the meaning of that cheapened word; as no European could so deeply and tenderly feel the sweetness and loveliness of the English past as the sick American, Searle, in “The Passionate Pilgrim.”

What is called the international novel is popularly dated from the publication of “Daisy Miller,” though “Roderick Hudson” and “The American” had gone before; but it really began in the beautiful story which I have just named. Mr. James, who invented this species in fiction, first contrasted in the “Passionate Pilgrim” the New World and Old World moods, ideals, and prejudices, and he did it there with a richness of poetic effect which he has since never equalled. I own that I regret the loss of the poetry, but you cannot ask a man to keep on being a poet for you; it is hardly for him to choose; yet I compare rather discontentedly in my own mind such impassioned creations as Searle and the painter in “The Madonna of the Future” with “Daisy Miller,” of whose slight, thin personality I also feel the indefinable charm, and of the tragedy of whose innocence I recognize the delicate pathos. Looking back to those early stories, where Mr. James stood at the dividing ways of the novel and the romance, I am sometimes sorry that he declared even superficially for the former. His best efforts seem to me those of romance; his best types have an ideal development, like Isabel and Claire Belgarde and Bessy Alden and poor Daisy and even Newman. But, doubtless, he has chosen wisely; perhaps the romance is an outworn form, and would not lend itself to the reproduction of even the ideality of modern life. I myself waver somewhat in my preference — if it is a preference — when I think of such people as Lord Warburton and the Touchetts, whom I take to be all decidedly of this world. The first of these especially interested me as a probable type of the English nobleman, who amiably accepts the existing situation with all its possibilities of political and social change, and insists not at all upon the surviving feudalities, but means to be a manly and simple gentleman in any event. An American is not able to pronounce as to the verity of the type; I only know that it seems probable and that it is charming. It makes one wish that it were in Mr. James’s way to paint in some story the present phase of change in England. A titled personage is still mainly an inconceivable being to us; he is like a goblin or a fairy in a storybook. How does he comport himself in the face of all the changes and modifications that have taken place and that still impend? We can hardly imagine a lord taking his nobility seriously; it is some hint of the conditional frame of Lord Warburton’s mind that makes him imaginable and delightful to us.

It is not my purpose here to review any of Mr. James’s books; I like better to speak of his people than of the conduct of his novels, and I wish to recognize the fineness with which he has touched-in the pretty primness of Osmond’s daughter and the mild devotedness of Mr. Rosier. A masterly hand is as often manifest in the treatment of such subordinate figures as in that of the principal persons, and Mr. James does them unerringly. This is felt in the more important character of Valentin Belgarde, a fascinating character in spite of its defects — perhaps on account of them — and a sort of French Lord Warburton, but wittier, and not so good. “These are my ideas,” says his sister-in-law, at the end of a number of inanities. “Ah, you call them ideas!” he returns, which is delicious and makes you love him. He, too, has his moments of misgiving, apparently in regard to his nobility, and his acceptance of Newman on the basis of something like “manhood suffrage” is very charming. It is of course difficult for a remote plebeian to verify the pictures of legitimist society in “The American,” but there is the probable suggestion in them of conditions and principles, and want of principles, of which we get glimpses in our travels abroad; at any rate, they reveal another and not impossible world, and it is fine to have Newman discover that the opinions and criticisms of our world are so absolutely valueless in that sphere that his knowledge of the infamous crime of the mother and brother of his betrothed will have no effect whatever upon them in their own circle if he explodes it there. This seems like aristocracy indeed! and one admires, almost respects, its survival in our day. But I always regretted that Newman’s discovery seemed the precursor of his magnanimous resolution not to avenge himself; it weakened the effect of this, with which it had really nothing to do. Upon the whole, however, Newman is an adequate and satisfying representative of Americanism, with his generous matrimonial ambition, his vast good-nature, and his thorough good sense and right feeling. We must be very hard to please if we are not pleased with him. He is not the “cultivated American” who redeems us from time to time in the eyes of Europe; but he is unquestionably more national, and it is observable that his unaffected fellow-countrymen and women fare very well at Mr. James’s hand always; it is the Europeanizing sort like the critical little Bostonian in the “Bundle of Letters,” the ladies shocked at Daisy Miller, the mother in the “Pension Beaurepas” who goes about trying to be of the “native” world everywhere, Madame Merle and Gilbert Osmond, Miss Light and her mother, who have reason to complain, if any one has. Doubtless Mr. James does not mean to satirize such Americans, but it is interesting to note how they strike such a keen observer. We are certainly not allowed to like them, and the other sort find somehow a place in our affections along with his good Europeans. It is a little odd, by the way, that in all the printed talk about Mr. James — and there has been no end of it — his power of engaging your preference for certain of his people has been so little commented on. Perhaps it is because he makes no obvious appeal for them; but one likes such men as Lord Warburton, Newman, Valentin, the artistic brother in “The Europeans,” and Ralph Touchett, and such women as Isabel, Claire Belgarde, Mrs. Tristram, and certain others, with a thoroughness that is one of the best testimonies to their vitality. This comes about through their own qualities, and is not affected by insinuation or by downright petting, such as we find in Dickens nearly always and in Thackeray too often.

The art of fiction has, in fact, become a finer art in our day than it was with Dickens and Thackeray. We could not suffer the confidential attitude of the latter now, nor the mannerism of the former, any more than we could endure the prolixity of Richardson or the coarseness of Fielding. These great men are of the past — they and their methods and interests; even Trollope and Reade are not of the present. The new school derives from Hawthorne and George Eliot rather than any others; but it studies human nature much more in its wonted aspects, and finds its ethical and dramatic examples in the operation of lighter but not really less vital motives. The moving accident is certainly not its trade; and it prefers to avoid all manner of dire catastrophes. it is largely influenced by French fiction in form; but it is the realism of Daudet rather than the realism of Zola that prevails with it, and it has a soul of its own which is above the business of recording the rather brutish pursuit of a woman by a man, which seems to be the chief end of the French novelist. This school, which is so largely of the future as well as the present, finds its chief exemplar in Mr. James; it is he who is shaping and directing American fiction, at least. It is the ambition of the younger contributors to write like him; he has his following more distinctly recognizable than that of any other English-writing novelist. Whether he will so far control this following as to decide the nature of the novel with us remains to be seen. Will the reader be content to accept a novel which is an analytic study rather than a story, which is apt to leave him arbiter of the destiny of the author’s creations? Will he find his account in the unflagging interest of their development? Mr. James’s growing popularity seems to suggest that this may be the case; but the work of Mr. James’s imitators will have much to do with the final result.

In the meantime it is not surprising that he has his imitators. Whatever exceptions we take to his methods or his results, we cannot deny him a very great literary genius. To me there is a perpetual delight in his way of saying things, and I cannot wonder that younger men try to catch the trick of it. The disappointing thing for them is that it is not a trick, but an inherent virtue. His style is, upon the whole, better than that of any other novelist I know; it is always easy, without being trivial, and it is often stately, without being stiff; it gives a charm to everything he writes; and he has written so much and in such various directions, that we should be judging him very incompletely if we considered him only as a novelist. His book of European sketches must rank him with the most enlightened and agreeable travelers; and it might be fitly supplemented from his uncollected papers with a volume of American sketches. In his essays on modern French writers he indicates his critical range and grasp; but he scarcely does more, as his criticisms in “The Atlantic” and “The Nation” and elsewhere could abundantly testify.

There are indeed those who insist that criticism is his true vocation, and are impatient of his devotion to fiction; but I suspect that these admirers are mistaken. A novelists he is not, after the old fashion, or after any fashion but his own; yet since he has finally made his public in his own way of story-telling — or call it character-painting if you prefer — it must be conceded that he has chosen best for himself and his readers in choosing the form of fiction for what he has to say. It is, after all, what a writer has to say rather than what he has to tell that we care for nowadays. In one manner or other the stories were all told long ago; and now we want merely to know what the novelist thinks about persons and situations. Mr. James gratifies this philosophic desire. If he sometimes forbears to tell us what he thinks of the last state of his people, it is perhaps because that does not interest him, and a large-minded criticism might well insist that it was childish to demand that it must interest him.

I am not sure that any criticism is sufficiently large-minded for this. I own that I like a finished story; but then also I like those which Mr. James seems not to finish. This is probably the position of most of his readers, who cannot very logically account for either preference. We can only make sure that we have here an annalist, or analyst, as we choose, who fascinates us from his first page to his last, whose narrative or whose comment may enter into any minuteness of detail without fatiguing us, and can only truly grieve us when it ceases.
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  Roger Lawrence had come to town for the express purpose of doing a certain act, but as the hour for action approached he felt his ardor rapidly ebbing. Of the ardor that comes from hope, indeed, he had felt little from the first; so little that as he whirled along in the train he wondered to find himself engaged in this fool's errand. But in default of hope he was sustained, I may almost say, by despair. He should fail, he was sure, but he must fail again before he could rest. Meanwhile he was restless enough. In the evening, at his hotel, having roamed aimlessly about the streets for a couple of hours in the dark December cold, he went up to his room and dressed, with a painful sense of having but partly succeeded in giving himself the figure of an impassioned suitor. He was twenty-nine years old, sound and strong, with a tender heart, and a genius, almost, for common-sense; his face told clearly of youth and kindness and sanity, but it had little other beauty. His complexion was so fresh as to be almost absurd in a man of his age,—an effect rather enhanced by a too early baldness. Being extremely short-sighted, he went with his head thrust forward; but as this infirmity is considered by persons who have studied the picturesque to impart an air of distinction he may have the benefit of the possibility. His figure was compact and sturdy, and, on the whole, his best point; although, owing to an incurable personal shyness, he had a good deal of awkwardness of movement. He was fastidiously neat in his person, and extremely precise and methodical in his habits, which were of the sort supposed to mark a man for bachelorhood. The desire to get the better of his diffidence had given him a certain formalism of manner which many persons found extremely amusing. He was remarkable for the spotlessness of his linen, the high polish of his boots, and the smoothness of his hat. He carried in all weathers a peculiarly neat umbrella. He never smoked; he drank in moderation. His voice, instead of being the robust barytone which his capacious chest led you to expect, was a mild, deferential tenor. He was fond of going early to bed, and was suspected of what is called "fussing" with his health. No one had ever accused him of meanness, yet he passed universally for a cunning economist. In trifling matters, such as the choice of a shoemaker or a dentist, his word carried weight; but no one dreamed of asking his opinion on politics or literature. Here and there, nevertheless, an observer less superficial than the majority would have whispered you that Roger was an undervalued man, and that in the long run he would come out even with the best. "Have you ever studied his face?" such an observer would say. Beneath its simple serenity, over which his ruddy blushes seemed to pass like clouds in a summer sky, there slumbered a fund of exquisite human expression. The eye was excellent; small, perhaps, and somewhat dull, but with a certain appealing depth, like the tender dumbness in the gaze of a dog. In repose Lawrence may have looked stupid; but as he talked his face slowly brightened by gradual fine degrees, until at the end of an hour it inspired you with a confidence so perfect as to be in some degree a tribute to its owner's intellect, as it certainly was to his integrity. On this occasion Roger dressed himself with unusual care and with a certain sober elegance. He debated for three minutes over two cravats, and then, blushing in his mirror at his puerile vanity, he reassumed the plain black tie in which he had travelled. When he had finished dressing it was still too early to go forth on his errand. He went into the reading-room of the hotel, but here soon appeared two smokers. Wishing not to be infected by their fumes, he crossed over to the great empty drawing-room, sat down, and beguiled his impatience with trying on a pair of lavender gloves.


  While he was so engaged there came into the room a person who attracted his attention by the singularity of his conduct. This was a man of less than middle age, good-looking, pale, with a pretentious, pointed mustache and various shabby remnants of finery. His face was haggard, his whole aspect was that of grim and hopeless misery. He walked straight to the table in the centre of the room, and poured out and drank without stopping three full glasses of ice-water, as if he were striving to quench some fever in his vitals. He then went to the window, leaned his forehead against the cold pane, and drummed a nervous tattoo with his long stiff finger-nails. Finally he strode over to the fireplace, flung himself into a chair, leaned forward with his head in his hands, and groaned audibly. Lawrence, as he smoothed down his lavender gloves, watched him and reflected. "What an image of fallen prosperity, of degradation and despair! I have been fancying myself in trouble; I have been dejected, doubtful, anxious. I am hopeless. But what is my sentimental sorrow to this?" The unhappy gentleman rose from his chair, turned his back to the chimney-piece, and stood with folded arms gazing at Lawrence, who was seated opposite to him. The young man sustained his glance, but with sensible discomfort. His face was as white as ashes, his eyes were as lurid as coals. Roger had never seen anything so tragic as the two long harsh lines which descended from his nose, beside his mouth, in seeming mockery of his foppish, relaxed mustache. Lawrence felt that his companion was going to address him; he began to draw off his gloves. The stranger suddenly came towards him, stopped a moment, eyed him again with insolent intensity, and then seated
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