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P reface

Undertaken as a c r i t i c a l  s tudy  o f  C h a r lo t te  Sm ith’ s n o v e ls , 

t h i s  d i s s e r ta t io n  in clu d es  v e ry  l i t t l e  in fo rm a tio n  about Sm ith’s 

l i f e .  I  r e f e r  th o se  in te r e s te d  to  F. M. A. H i lb is h ’s  C h a r lo tte  Smith:

Poet and N o v e lis t  fo r  an ex te n s iv e  b iography , a lb e i t  one t h a t  to o  o f te n  

u ses ep iso d es  in  th e  n ove ls th a t  seem a u to b io g rap h ic a l as i f  th ey  were. 

A lthough access  to  Sm ith’s n o v e ls  i s  d i f f i c u l t ,  c a re fu l p lo t  summaries 

o f  a l l  th e  n o v e ls  a re  to  be  found in  th e  appendix to  C arro l L. F ry ’s 

d i s s e r ta t io n ,  " C h a r lo tte  Sm ith, Popular N o v e lis t ."  I  have n o t th e re fo re  

d u p lic a te d  h i s  a l to g e th e r  commendable la b o r .

Two o th e r  rem arks on sources and decorum a re  in  o rd e r .  F i r s t ,  

o b se rv a tio n s  about th e  a r t  o f  f i c t io n  made during  th e  e ig h te e n th  cen tu ry  

a re  so d i f f i c u l t  to  lo c a te ,  sp read  as  th ey  a re  throughout th e  novels 

as  w ell as th e  l i t e r a r y  c r i t ic i s m  o f  th e  p e rio d , t h a t  I  have found 

se v e ra l  re c e n t ly - is s u e d  a n th o lo g ies  o f  ex c e rp ts  and r e p r in ts  an in es tim a b le  

a id .  What i s  more, c o lle c te d  and assem bled, fragm entary  comments begin  

to  f i t  to g e th e r  in to  a p a t te rn .  Second, S m ith 's  novels a re  f a m ilia r  to  

so few re a d e rs  I f e l t  j u s t i f i e d  in  sometimes quo ting  a t  len g th  and 

sometimes p ro v id in g  r a th e r  len g th y  ex p lan a to ry  fo o tn o te s .

The t i t l e s  o f  S m ith 's  n o v e ls  have been a b b rev ia ted  and appear 

in  p a re n th e se s  whenever c i t e d .  I o f f e r  h e re  a  ch ro n o lo g ica l l i s t  o f 

com plete t i t l e s  and o f t h e i r  ab b re v ia te d  form s.

1788 Emmeline, th e  Orphan o f  th e  C a s tle  (Em)

1789 E th e lin d e , o r  th e  R ecluse o f  th e  Lake (Eth)

1791 C e le s t in a . A Novel CQ

iv
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1792 Desmond. A Novel (D)

1793 The Old Manor House (OMH)

1794 The Wanderings o f  Warwick (WW)

The Banished Man (BM)

1795 M ontalbert (Mont)

1796 Marchmond: a  novel (March)

1798 The Young P h ilo so p h er: a novel (YP)

F in a lly ,  my thanks to  Robert A. Day, Wendell S. Johnson,

Coleman 0 . Parsons, and Joan  N ichols f o r  t h e i r  r e s p e c tiv e  c o n tr ib u tio n s  

to  t h i s  s tu d y .

v

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



TABLE OF CONTENTS

INTRODUCTION . . . . . . . . . . . . . . . . . . . . . . . . .  1

C hapter
I .  C h a r lo t te  Sm ith: W riting  in  and About

E ig h teen th -C en tu ry  England . . . . . . . . .  ................... 13

I I .  Purpose and Means: C h a ra c te r iz a tio n ,
S ty le  £ S tru c tu re  . ................................................ . . . . . . .  55

I I I .  E ig h teen th -C en tu ry  Backgrounds .................................................  98

IV. -Char a c t  e r  iz  a t  io n  and S e t t in g :
S en sa tio n s  and Emotions . . . . . . . .  ..................  . . .  165

V. C h a ra c te riz a tio n  and S e t t in g :  Reason,
Im ag ination  and P o in t o f  View . . . .  = . . .  201

VIo C h a ra c te riz a tio n  and S t y l i s t i c  S t ra te g ie s :
F ee lin g s  and Sentim ents . „........................................  246

CONCLUSION o . . . . .  o . . . . .   ..............................   289

BIBLIOGRAPHY........................................................................................................  . 300

v i

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



In tro d u c tio n

Few good w r i te r s  have been so m isread , b ad ly  rea d , o r  perhaps 

s c a rc e ly  read  a t  a l l  as C h a r lo t te  Smith h a s , and e s p e c ia l ly  by th o se  

tw e n tie th -c e n tu ry  c r i t i c s  whose o p in io n s a re  most i n f lu e n t i a l  in  

d i r e c t in g  a t t e n t io n  toward o r  away from e ig h te e n th -c e n tu ry  n o v e l i s ts .  

A dverse o r  condescending c r i t ic i s m  o f  h e r  no v els  f a l l s  in to  s e v e ra l 

d i s t in c t iv e  c a te g o r ie s :  she i s  e i t h e r  tagged as  a h u r r ie d  and in a t te n ­

t iv e  c ra ftsm an , a  s e n tim e n ta l i s t ,  o r a  w r i te r  o f  m elodram atic adven tu res 

and badly-m anaged R a d c lif f ia n  rom ances.

James R. F o s te r ’ s dictum  has become a s e l f - f u l f i l l i n g  prophecy.

A rev iew  o f  secondary sources o f  in fo rm a tio n  about t h i s  n o v e lis t  i s  

l ik e l y  to  convince a  cu rio u s  rea d e r  t h a t  "h e r works a re  dead, and j u s t l y  

s o ." 1 Were i t  n o t fo r  a few f a s c in a t in g  o b se rv a tio n s  by J .  M. S.

Tompkins in  The Popular Novel in  England, 1770-1800 and by P h ilip p e  

Sdjourng in  A spects gSneraux du roman fgm inin en Angle t e r  r e  de 1740 h 

1800, th e r e  would be l i t t l e  in d ic a t io n  th a t  an y th in g  about h e r  f i c t io n  

m e r i ts  a t t e n t io n .  Only th o se  who, l ik e  A llen e  Gregory in  The French 

R evo lu tion  and th e  E ng lish  Novel, a re  i n te r e s te d  in  h e r r e la t io n s h ip  

to  p o l i t i c a l  r a d ic a ls  who w rote d id a c t ic  f i c t io n  in  th e  1790’s t r e a t  

h e r  work w ith  something o f  th e  re s p e c t  i t  d e se rv e s ; i t  i s  u n fo rtu n a te  

t h a t  th e  n a tu re  o f  t h i s  kind o f  rea d in g  i s  p r im a ri ly  e x t r a - l i t e r a r y ,  

because i t  m ight have in flu en ced  c r i t i c a l  o p in ion  in  Sm ith’ s fav o r .

C e r ta in ly  among th e  most p r e s t ig io u s  so u rces  o f  in fo rm atio n  

about Sm ith’ s f i c t io n  i s  th e  volume by  W. L. Renwick, E ng lish  L i te r a tu r e ,  

1789-1815, in  The Oxford H is to ry  o f  E n g lish  L i te r a tu r e .  Renwick's
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c r i t ic i s m  i s  e v id e n tly  a f f e c te d  by a n o tio n  o f  lad y  n o v e lis ts ^  t h a t  has

l i t t l e  to  do w ith  Sm ith. Concluding an o therw ise  c a u s t ic  a p p ra is a l ,

Renwick d is t in g u is h e s  Sm ith’ s  work from th a t  o f  h e r  fem ale contem poraries

by  n o t ic in g  in  i t  a  v i t a l i t y  and shrewdness which he seems to  id e n t i fy

w ith  a  crude and perhaps v u lg a r  v i r i l i t y .  He observes t h a t

though th e  su g g estio n  would have h o r r i f ie d  h e r ,  sh e , a lone  
among th e s e  women n o v e l i s ts ,  rem inds one o f  S m o lle tt—many 
c h a ra c te rs  pu rsu in g  t h e i r  own in t e r e s t s ,  an e n d less  flow 
o f  in c id e n ts ,  much movement, and few i l l u s io n s  about human 
n a tu r e .3

Renwick speaks about what he f in d s  adm irable in  Sm ith’ s no v e ls  as i f  

i t  were an a c cu sa tio n  o f  in d e lic a c y  to  n o tic e  th e  scope, n o v e lty , and 

p e rt in e n c e  o f  Sm ith’s su b je c t  m a tte r .  The f i r s t  two c h a p te rs  o f  t h i s  

d i s s e r ta t io n  o f f e r  ev idence th a t  th e  in s ig h ts  and op in io n s o f  an urbane 

a d u lt  inform  h e r  n o v e ls .  Sm ith’s experience  and her co n v ic tio n s  s e t  

h e r a p a r t  from th e  ’’lad y  n o v e l i s t s . ” She was n e ith e r  ingenuous nor 

f in ic k y  enough to  w r i te  as th ey  d id . She in ten d ed  to  w r i te  about meaty 

s u b je c ts  p r e c i s e ly  because she found th e  pap r e g u la r ly  fed  to  fem ale 

r e a d e r s ,  u s u a lly  by fem ale w r i te r s ,  o b je c tio n a b le .

Renwick’s o p in io n  o f  Sm ith’s te c h n ic a l  competence i s  t h a t  she

"w rote unhampered by  any n o tio n s  d e riv ed  from drama o r  m oral e ssay , o r ,

f o r  t h a t  m a tte r ,  any th e o r ie s  about th e  n a tu re  and conduct o f  n a r r a t iv e ." ^

Although Renwick a s s e r t s  t h a t  th e re  a re  "few c r i t ic i s m s  from which she

could be a b so lv e d ,"  i t  seems to  me th a t  th e  charges lodged a g a in s t  h e r

m ight as e a s i l y  app ly  to  any number o f  r e p u ta b le  e ig h te e n th -c e n tu ry

n o v e l i s ts .  He cla im s th a t  Sm ith’s

n a r r a t iv e s  proceed  w ith o u t b a lan ce , p ro p o rt io n , o r  economy, 
p e rfu n c to ry  a t  r e a l  tu rn s  o f  a c tio n  and a t  o th e r  tim es unne­
c e s s a r i l y  p a r t i c u l a r  in  d e t a i l s ,  f u l l  o f  e la b o ra te  b u t
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obv io u sly  co n tr iv ed  co in c id en ces , and sometimes impeded by 
in te rp o la te d  h i s to r ie s  which a t  b e s t  m erely add to  th e  g en e ra l 
gloom and a t  w orst a re  m erely i n tr u s iv e .  . . . C h a rac te r, 
where i t  e x i s t s ,  i s  b lack  o r  w h ite ; and goodness i s  s t r i c t l y  
r a t io n e d  to  one sh in in g ly  v ir tu o u s  c h a ra c te r  in  a  fam ily , 
t h e  r e s t  being  v i l la in o u s  o r fo o lis h  o r  d i s s ip a te d .5

I t  would seem th a t  Renwick’s  im patience w ith  any spraw ling  novel t h a t  i s

n o t p r im a ri ly  d ram atic  i n  s t r u c tu r e  p rev en ts  him from seein g  what i s

a r t f u l  in  S m ith 's  f i c t i o n .

Another c r i t i c  o f  c o n s id e rab le  s ta t u r e ,  Alan M cKillop, has found

in  Sm ith’s n o v e ls  too  much " f a c i le  sentim ent and ex trav ag an t romance."^

McKillop h im se lf  su b seq u en tly  pub lish ed  evidence th a t  Smith served  up

sen tim en t and romance r e lu c ta n t ly .  In a l e t t e r  w r i t te n  in  1804, th e

a lle g e d ly  se n tim e n ta l and rom antic  n o v e l i s t ,  a t  th e  age o f  f i f t y - f i v e ,

t e l l s  o f  a  novel she s ta r te d ,  and then

I threw  i t  by  and s a id —i t  i s  tim e to  have done—w rite  l u l l a b ie s  
f o r  th y  G randchildren  b u t dont tw addle about love w ith  sp e c ta c le s  
on th y  n o se . . . . However now th a t  my lu l la b ie s  a re  done, I 
took  o u t ag a in  my o ld  Novel, and r e a l ly  I dont th in k  i t  very  
f o o l i s h ,  and i t  i s  as l i t t l e  lov ing  as may b e .

" F a c ile  sen tim en t and e x trav ag an t romance" were and s t i l l  a re  th e  r u le

in  p o p u lar f i c t io n ;  sen tim en t and romance a re  ■ common in  good f ic t io n .

P re c is e ly  where one draws th e  l in e  between sen tim en t and s e n tim e n ta li ty

cannot be decided  w ith o u t r e fe re n c e  to  th e  l i t e r a r y  m ilie u  w ith in  which

any p a r t i c u l a r  f i c t io n  a p p ears .

In  h i s t o r ic a l  co n tex t S m ith 's  novels a re  e x tra o rd in a ry  fo r  how 

l i t t l e  weeping and swooning appears in  them . McKillop acknowledges t h a t  

"Mrs. Sm ith’ s h e ro in e s  show some d isc r im in a tio n  and r e s t r a i n t " ; 8 however, 

th e  c ase  in  h e r  de fen se  should  be  argued more a s s e r t iv e ly .  Her h e ro in es  

a re  sometimes in  such ac u te  p a in  t h a t  th ey  a re  in cap ab le  o f  c ry in g :
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e .g . ,  Mrs. Glenm orris (YP), fo rc e d  to  b u ry  h e r dead in fa n t  in  "som ething- 

l ik e - a - c o f f in "  p laced  in  un co n secra ted  ground, "d e p o s ited  him . . . 

w ith o u t shedding a t e a r — [She] could  n o t shed t e a r s —" (YP, I I ,  p . 124). 

The language i s  q u ite  as d ry  a s  a re  Mrs. G lenm orris1 ey es. The r e a d e r  

i s  in v ite d  to  f e e l  h e r  p a in ; he  i s  n o t in v ite d  to  weep. T his i s  n o t 

to  deny th a t  th e re  a re  s e n tim e n ta l,  even m audlin , scenes in  S m ith s  

n o v e ls .  They a re  th e r e ,  b u t by  e ig h te e n th -c e n tu ry  s ta n d a rd s  th ey  a re  

rem arkably m uted.

Another i n f lu e n t i a l  c r i t i c  who has n o t been happy w ith  Sm ithfs 

n o v e ls  i s  James R. F o s te r .  In  th e  H is to ry  o f  th e  Pre-Romantic Novel 

in  England,9 h i s  purpose i s  to  id e n t i f y  and lo c a te  s p e c i f ic a l l y  " p re ­

rom antic"  s tra n d s  in  n o v e ls  t h a t  may o r  may n o t be rom antic  in  q u a li ty  

o r  i n te n t .  Perhaps a  c e r ta in  amount o f  d i s t o r t i o n  i s  in e v i ta b le  in  

survey ing  a  la rg e  number o f  no v els  in  o rd e r  to  i l l u s t r a t e  a  s in g le  

fan c ie d  l in e  o f  "developm ent" w ith in  th e  g e n re , b u t F o s t e r ^  tre a tm e n t 

o f  S m ith s  n ovels i s  b o th  u n f a i r  and u n r e l ia b le .  H is p lo t  summaries a re  

m is lead in g  b ecau se , re p o r t in g  only  th o se  p a r t s  o f  th e  novel t h a t  a re  

"p re -ro m a n tic ,"  th ey  do n o t a tte m p t to  compensate fo r  in e v i ta b le  d i s t o r ­

t io n  by a t  l e a s t  summarily d e s c r ib in g  th e  q u a l i ty  and e f f e c t  o f  th e  work 

a s  a w hole. They a re  u n r e l ia b le  because th e  f a c t s  about th e  p lo t  (and 

even th e  names o f  c h a ra c te r s :  e .g . ,  F itzedw ard  fo r  F itz-E dw ard , A deline 

fo r  Lady A delina) a re  o f te n  wrong and because  F o s te r1s b ia s ,  th e  p re ­

su p p o s itio n  th a t  th e  n o v e ls  a re  on th e  whole fa tu o u s , lea d s  to  rep reh en ­

s ib l e  g l ib n e s s .10 Thus in  Emmeline, accord ing  to  F o s te r ,  "Delamere 

f in d s  [Emmeline] and ru n s away w ith  h e r .  Soon, however, he i s  fo rced  

to  f r e e  h e r b ecause o f  h e r  nervous c o n d it io n ." 11 This d e s c r ip t io n
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s c a rc e ly  does j u s t i c e  to  what th e  re a d e r  m ight n o t  reco g n ize  a s  a  fo rc e d  

ab d u c tio n , a m elodram atic commonplace t h a t  Smith i r o n i c a l ly  d i s c r e d i t s  

in  t h i s  n o v e l, w ith  b o th  im p l ic i t  and e x p l i c i t  r e fe re n c e  to  l i t e r a r y  

p rec e d e n ts .*

F o s te r ’s  a t t i tu d e  toward Smith h e r s e l f  i s  p a tro n iz in g . A fte r

r e p o r t in g  th a t  " th e  b leed in g  Swan o f  Bignor Park" c a r r ie d  " th e  burden

o f  b r in g in g  up h e r  dozen c h ild re n  under th e  untoward c o n d itio n s  caused

by t h e i r  f a t h e r ’s p r o c l i v i t i e s  fo r  squandering  h i s  money, g e tt in g  in to

d e b to r ’s p r is o n ,  o r  f ly in g  to  France to  escape p ro se c u tio n ,"  he adds

th a t  " th e  m elancholy so n n e tee r who wondered i f  th e  b eau ty  o f th e  South

Downs cou ld  b r in g  peace to  h e r to r tu re d  b r e a s t "  in  f a c t  s tru c k  a

"rom antic  pose [ th a t ]  was fash io n a b le  a t  th e  tim e among h e r p o e tiz in g

s i s t e r s ,  and she found i t  q u i te  f l a t t e r i n g . " 12 Then, presum ably g iv in g

Smith h e r  due, he  o f fe r s  th e se  o b se rv a tio n s  a s  a c o rr e c tiv e :

Yet she was n o t by  any means a l l  p o se . She was r e a l l y  i n t e l l i ­
g en t and t a le n te d .  In  h e r youth she must have been very  
a t t r a c t i v e .  She was a b londe, had a  p r e t t y  r e t ro u s s e  nose o f  
p a t r i c i a n  mold, and h e r eyes, a lth o u g h  n e a r - s ig h te d ,  were 
la rg e  and b lu e .  L a ter in  l i f e  she had to  r e s t r a i n  a  double 
ch in  and g e n e ra l plum pness.1^

O bserva tions l ik e  th e se  sc a rc e ly  seem r e le v a n t .  One wonders what k inds

o f  cu rio u s  tu rn s  c r i t i c a l  a p p ra is a l  o f  George E l io t ’ s f i c t io n  might

have tak e n  had she been p r e t t y  and a b lo n d e.

A lthough some a p p re c ia t io n  o f  Sm ith’s accom plishm ents as a 

w r i te r  c rops up as  F o s te r  rev iew s h e r  work, th e  te n o r  o f  h i s  p iec e  on 

C h a r lo t te  Smith s u s ta in s  th e  im pression  c re a te d  by i t s  b io g ra p h ica l

*See C hapter VI, pp . 253-5S.
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in tro d u c tio n .  The image o f  Smith t h a t  emerges i s  o f  a  shrew ish  b lu e ­

s to c k in g  whose p o l i t i c a l  ra d ic a lis m  was f re q u e n tly  m erely a  way o f  

j u s t i f y in g  t a s t e l e s s  ca rp in g . According to  F o s te r ,  h e r  n o v e ls  a re  too  

o f te n  v e h ic le s  f o r  " a d v e r t is in g  h e r  p e rso n a l g r iev an ces"14 a g a in s t  h e r 

husband in  p a r t i c u l a r  and law yers in  g en e ra l Calthough F o s te r  does 

n o t ex p la in  h e r h o s t i l i t y  toward th e  le g a l  p ro fe s s io n 1^ ) ,  and fo r  

r e p re s e n tin g  h e r s e l f  a s  h a b itu a lly  enduring  angu ish  l ik e  t h a t  o f  h e r  

d i s t r e s s e d  h e ro in e s , and j u s t  a s  e le g a n t ly .

As fo r  th e  q u a li ty  o f  th e  n o v e ls , F o s te r  g ra n ts  t h a t  th ey  

s tan d  midway between n o v els  in  th e  sen tim e n ta l t r a d i t i o n  and su b stan ­

t i a l  works o f  s o c ia l  c r i t ic i s m  l ik e  Bage’s (although  " la c k in g  th e  w it 

and humor one f in d s  in  Bage"). But, o b se rv in g  th a t  h e r  " c h ie f  s u b je c ts  

a re  rom antic  lo v es  and fem ale d i s t r e s s e s ,"  he seems to  su g g est t h a t  

th e  "romance" in  h e r n ovels i s  more o f te n  th an  n o t b o th  conv en tio n a l 

and e x p lo i t a t iv e .1^

J u s t  as  damaging to  S m ith 's  l i t e r a r y  re p u ta tio n  as  th e  th re e  

s tu d ie s  a lre a d y  m entioned, th e  o b lig a to ry  bow Smith g e ts  in  a l l  s tu d ie s  

o f  th e  G othic novel (and con seq u en tly  in  a l l  s tu d ie s  o f  A u s ten 's  

N orthanger Abbey) i s  u s u a lly  so condescending th a t  i t  deadens c u r io s i ty  

about h e r  n o v e ls  them selves. F i r s t  i t  i s  n e c essa ry  to  say , as  Anne 

Henry E h ren p re is  does, t h a t  th o se  " l i t e r a r y  h i s to r ia n s  who t r y  to  'p la c e ' 

C h a r lo t te  Smith a s  a  Gothic n o v e lis t  do so o n ly  by  ig n o rin g  th re e -  

q u a r te rs  o f  h e r  w ork ."1^ R a d c lif fe  drew on c e r ta in  o f  S m ith 's  c o n tr i ­

v ances ( e . g . ,  sm ugglers tak en  to  be g h o s ts )  and c e r ta in  o f  h e r  te c h n ic a l  

in n o v atio n s  ( e . g . ,  th e  u se  o f  landscape to  c re a te  mood). But th e  

g e s ta t io n  p ro ce ss  t h a t  led  to  th e  rom antic  G othic novel was id io s y n c ra t ic
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to  Ann R a d c lif fe .

Grim t e r r o r  has a  v e ry  r e a l  p lac e  in  S m ith 's  n o v e ls , b u t murky 

h o r ro r  appears in fre q u e n tly . The most Gothic o f  S m ith 's  no v e ls  i s  

M o n ta lb ert, which opens a s  s o c ia l  s a t i r e  in  s ty l e ,  to n e , and su b je c t  

m a tte r .  The reason  th e  novel changes d i r e c t i o n ,  f i r s t  in  an in se r te d  

n a r r a t iv e  and th en  in  th e  main p l o t ,  and v e e rs  toward romance i s  

exp la ined  by Smith a s  a  way o f  d i f f u s in g  th e  p a in  she f e l t  watching 

h e r f a v o r i te  daugh ter d i e . 18 That may w ell be t ru e .

I t  i s  a ls o  t ru e  t h a t  th e  M ysteries o f  Udolpho appeared a  year 

b e fo re  M o n ta lb e rt. The in s e r te d  n a r r a t iv e  a t  th e  beg inn ing  o f  M ontalbert 

i s  R a d c l if f ia n .  I t  i s  perhaps im i ta t iv e ,  c e r ta in ly  u n d is tin g u ish e d .

The m isery  and h o r ro r  in  th e  main s to r y  i s ,  however, o f  a d i f f e r e n t  

o rd e r .  The p lo t  i s  e x tr a o rd in a r i ly  macabre and q u ite  im probable.

Having s e c r e t l y  m arried  M o n ta lb ert, R o sa lie  in a d v e r te n tly  makes h e r s e l f  

th e  o b je c t  o f  an in tr ig u e  o f  th e  k ind  I t a l i a n  C a th o lic s  presum ably 

employ—w itn e s s , Jacobean trag ed y  up through  Otway—to  ab ro g ate  

in d is s o lu b le  m arriag es . R o sa lie  su rv iv e s  in c a rc e ra t io n  and c a lc u la te d  

to rm en t. However u n r e a l i s t i c  th e  c ircu m stan ces , th e  h o r ro r  and obdurate  

d e te rm in a tio n  to  su rv iv e  a re  g rim ly  and c h i l l in g ly  r e a l i s t i c .

R o s a lie ’s enemies a re  r u th l e s s .  Because th ey  want to  d isp o se  o f  

h e r as e f f e c t iv e ly  as  p o s s ib le  sh o r t  o f  m urder, th e  tre a tm e n t she r e c e iv e s  

i s  e v i l  a t  i t s  most f r i g id .  She must w i l l  h e r  own s u rv iv a l  o r  succumb to  

th e  d e b i l i t a t i n g  e f f e c ts  o f  t e r r o r  and d e s p a ir .  R o s a l ie 's  c a p a c ity  fo r  

endurance i s  a t  th e  c e n te r  o f  th e  G othic a p p a ra tu s . Even i f  S m ith 's  

dau g h ter could n o t w i l l  h e r  own s u rv iv a l ,  Smith t r a n s fe r r e d  th e  

g ru e l l in g  and u n sen tim en ta l s tru g g le  to  h e r  h e ro in e , who wards o f f —
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a lb e i t  w ith in  a  Gothic f o r t r e s s —p h y s ic a l and psy ch o lo g ical d i s in te g r a t io n .

The Gothic mode in  Sm ith’s n ove ls has a  b roader range b o th  o f 

s ty le s  and o f  a p p lic a tio n s  than  i t  does in  R a d c l if fe ’ s .  In  M ontalbert 

and in  The Young Philosopher*  th e  g o th ic  c a s t l e  has symbolic re v e rb e ra ­

t io n s .  At th e  o th e r  extrem e, th e  in te r p o la te d  n a r r a t iv e  a t  th e  end 

o f  C e le s t in a  (1791) i s  a  s w if t ,  b lu n t  account o f  v i l l a in y  and in t r ig u e ,  

rem arkable  s o le ly  fo r  i t s  a s to n ish in g  p l o t .  I t  i s  supposed to  have 

in flu e n ce d  th e  M ysteries o f  Udolpho (1794), b u t i t  has c lo s e r  a f f i n i t i e s  

w ith  Matthew G. Lewis’ The Monk (1795). A s e t  p iece  alm ost a r b i t r a r i l y  

a tta c h e d  to  th e  n o v e l, i t  i s  about a  f a t h e r ’s s in f u l ly  in tem p era te  

p r id e  and abuse o f  power, J e s u i t s  and t h e i r  m ach inations, women 

im prisoned in  conven ts, and so f o r th  (excep t o f  course t h a t  Smith does 

n o t t r e a t  s e x u a l i ty  in  th e  way Lewis d o e s). The g o th ic  c a s t l e  i s  

v a r io u s ly  th e  source  o f  comedy in  Emmeline, th e  l a s t  v e s tig e  o f  feudalism  

in  The Banished Man, a  s ig n  o f  form er grandeur now ru in ed  in  Marchmont, 

and in  Emmeline and Desmond an a n a c h ro n is t ic  b u t rom antic s e t t in g .

To suggest t h a t  Sm ith’ s im portance i s  as  R a d c l if fe ’s immediate source 

i s  b o th  to  say  to o  l i t t l e  and to  im ply to o  much about h e r  r e la t io n s h ip  

t o  th e  G othic sch o o l.

I t  i s  n ecessa ry  to  d ea l a t  len g th  w ith  th e  n o tio n  th a t  Smith i s

a  Gothic n o v e l i s t  because a cu rio u s  s e r ie s  o f  borrow ings among l i t e r a r y

c r i t i c s  i s  re s p o n s ib le  f o r  p e rp e tu a tin g  t h i s  m isconception . S ince Mary 

19L a sc e lle s  p o in te d  out t h a t  a h e ro in e  l ik e  C atherine  Morland (Northanger 

Abbey) m ight have been conceived o f  as  an i ro n ic  in v e rs io n  o f  h e ro in es

*See C hapter VI, pp . 235-38.
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l ik e  Emmeline, th e re  has been a tendency in  subsequent s tu d ie s  toward 

a s s e r t in g  th a t  A usten, in  parodying  th e  Gothic n o v e l, i s  a ls o  parodying 

one o f  S m ith 's  G othic n o v e ls , Emmeline. L a sc e lle s  in  f a c t  n ev er s a id  

th a t  Smith was a G othic n o v e l i s t ,  no r t h a t  Emmeline i s  a Gothic 

n o v e l. I t  i s  o n ly  by  means o f in v a lid  in fe ren c e s  t h a t  Smith becomes 

a  Gothic n o v e lis t  f o r  c r i t i c s  who read  L a sc e lle s  and subseq u en tly  fo r  

a l l  th o se  who read  Austen c r i t ic i s m .  Because many more s tu d e n ts  and 

sc h o la rs  read  about A usten th an  read  about Sm ith, th e r e  i s  a  g en era l 

f e e l in g  among th o se  who know h e r as a n o v e lis t  t h a t  Smith was a kind 

o f  s e c o n d -s tr in g  R a d c lif fe .

T yp ical i s  F rank W. Bradbrook’s Jane  Austen and h e r Predecessors, 

in  which fo u r pages a re  devoted to  l in k s  between A usten and Smith. 

Bradbrook does n o t p o in t  ou t t h a t  Austen admired S m ith 's  n o v e ls , and he 

makes no m ention o f  th e  p o s s ib i l i t y  t h a t  Austen lea rn ed  something about 

th e  c r a f t  o f  f i c t io n  from Sm ith. Most o f  h is  a s s e r t io n s  a re  wrong 

because he p resupposes t h a t  Austen s a t i r i z e d  any th ing  she m ight have 

go t from S m ith .^  Bradbrook c la im s th a t  " C h a r lo tte  S m ith 's  main c o n tr i ­

b u tio n  to  f i c t i o n  was to  th e  Gothic Romance," b o ls te r in g  h is  case  by 

qu o ting  J .  M. S . Tompkins b u t ag a in  i n fe r r in g  a good d ea l more than  i s  

le g i t im a te  from Tompkins' o b se rv a tio n  th a t  th e  f i r s t  h e ro in e  to  run 

through th e  h a l l s  o f  a  Gothic c a s t l e  i s  Emmeline. He concludes th a t

C h a r lo tte  S m ith 's  f i c t i o n  was on ly  o f  u se  to  Jan e  A usten in  
p ro v id in g  b u rle sq u e  m a te ria l  f o r  N orthanger Abbey. The r e l a ­
t io n s h ip  w ith  Ann R a d c lif fe  was th e  more co m p lica ted , in c lu d in g  
a much g r e a te r  d egree o f  sympathy and i d e n t i f i c a t io n .

In f a c t ,  th e  r e v e rs e  i s  more l ik e ly  to  be  th e  c a se . A c a re fu l  study  o f

th e  l i t e r a r y  r e la t io n s h ip  between Austen and Smith m ight indeed  be a
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s ig n i f ic a n t  c o n tr ib u tio n  to  A usten s tu d i e s .23

The most r e c e n t  s tu d y  o f  Sm ith’ s n o v e ls24 i s  C a rro l L. F ry ’s 

" C h a r lo t te  Sm ith, Popular N o v e l is t ."  F ry  o f f e r s  a  f a i r l y  comprehensive 

rev iew  o f  tw e n tie th -c e n tu ry  c r i t i c a l  o p in ions  o f  S m ith 's  f i c t io n ,  from 

which i t  i s  ev id en t t h a t  she u s u a lly  g e ts  l i t t l e  more th an  m ention in  

s tan d a rd  l i t e r a r y  h i s t o r ie s  a lth o u g h  "many o f  th o se  who have w r i t te n  

abou t h e r nove ls have b r i e f ly  n o ted  th a t  she was an in flu e n ce  on one 

o r  more phases o f  th e  f i c t i o n  o f  h e r  d a y ." 25

F ry 's  i n t e r e s t  l i e s  in  what i s  re p re s e n ta t iv e  o f  th e  p e rio d  in  

h e r  n o v e ls ; he d isc u sse s  h e r  t re a tm e n t o f  s e n s i b i l i t y ,  o f  th e  sublim e 

and th e  p ic tu re s q u e , o f  th e  g o th ic  mode, and h e r so c ia l  c r i t ic i s m .  He 

p e rc e iv es  h e r  n o v e ls  a s  in c o rp o ra tin g  e lem en ts, e i t h e r  fo r  th e  f i r s t  

tim e o r  e a r l i e r  th an  most o th e r  w r i te r s ,  t h a t  a re  common to  th e  E ng lish  

novel d u rin g  th e  1790' s .  He rec o g n iz es  and documents s p e c i f ic  in n o v a tio n s , 

e . g . ,  th e  u se  o f  lan d scap e , t h a t  su b seq u en tly  became norm ative. His 

i s  an in te r e s t in g  and in s t r u c t iv e  s tu d y  o f  Sm ith’s r e la t io n s h ip  to  th e  

e s th e t ic  and s o c ia l  id ea s  o f  h e r  s o c ie ty  in so fa r  as th ey  appear in  h e r  

f i c t i o n .

F ry ’ s i s  a  f a i r  t re a tm e n t o f  h e r  n o v e ls , based  on a  f a i r  re a d in g . 

H is f in a l  o b se rv a tio n  i s  t h a t  " th e  b e s t  reaso n  fo r  rea d in g  a C h a r lo t te  

Smith novel i s  t h a t  she i s  th e  b e s t  n o v e li s t  o f  th e  p e rio d  between th e  

d ea th  o f  S m o lle tt and th e  p u b l ic a t io n  o f  W averley." 2^ I t  i s  a  cla im  I 

to o  b e lie v e  should be made fo r  h e r .
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houses as m o ra lly  sym bolic f o i l s "  in  M ansfield  Park .

24H i lb is h 's  i s  th e  most com prehensive.

25F ry , p .  27; see  pp . 21-27.

26F ry , p . 204.
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CHAPTER I

C h a rlo tte  Smith: W riting  In and About E ig h teen th -C en tu ry  England

Most la te -e ig h te e n th -c e n tu ry  n o v e ls  have been a l l  b u t ignored  

by tw e n tie th -c e n tu ry  sc h o la rs  and c r i t i c s .  Although a n tiq u a ria n  

i n t e r e s t  has led  some l i t e r a r y  h i s to r ia n s  to  re a d  and r e p o r t  on some 

o f  them, such s tu d ie s  tend  to  confirm  d isp a ra g in g  o p in ions expressed  

du rin g  th e  n in e te e n th  cen tu ry . In so fa r  as th e  k in d s  o f  n o ve ls w r i tte n  

a t  th e  end o f  th e  e ig h te e n th  cen tu ry  a re  n o t q u i te  l ik e  th e  k inds w r i tte n  

du rin g  th e  n in e te e n th , they  have a l l  to o  o f te n  rec e iv ed  c a v a l ie r  and 

condescending tre a tm e n t. Those whose t a s t e s  in  f ic t io n  have been 

formed by A usten, S c o tt,  D ickens, Thackeray and E l io t  a re  h ig h ly  c r i t i c a l  

o f  what i s  e i t h e r  too sw eet, too  d ry , o r  too  b i t t e r  in  n o v e ls  o f  t h i s  

p e rio d .

N ev erth e less  a  s u b s ta n t ia l  number o f  o f te n  rem arkable nove ls 

appeared ju s t  b e fo re  th e  tu rn  o f  th e  c e n tu ry  and ju s t  a f t e r  one o f  th e  

most s ig n i f ic a n t  tem poral b oundaries in  modem h is to r y :  th e  p e rio d  o f  

th e  French R evo lu tion . These n o v els  a re  coeval w ith  th e  fe rv o r  o f  th e  

re v o lu tio n a ry  p e rio d  and w ith  th e  ferm ent o u t o f  which Romanticism 

developed. Inasmuch as any w r i te r  belongs to  and r e f l e c t s  th e  id eas  

and op in io n s  o f  h i s  tim e , n o v e lis ts  p u b lish in g  d u rin g  th e  1790 's belong 

to  a  tim e d u rin g  which id eas  and o p in io n s , as  w e ll as in d iv id u a ls  and 

n a tio n s ,  were e x tr a o rd in a r i ly  a c tiv e  and p ro te a n . These q u a l i t i e s  a re  

r e f le c te d  in  th e  energy and v a r ie ty  o f  t h e i r  n o v e ls . I t  was a d i s ­

composing, d is lo c a tin g ,  b e l l i g e r e n t ,  and anxious tim e . Complacency

-  13 -
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such a s  th e  n in e te e n th  cen tu ry  too  o f te n  c u lt iv a te d  was v i r t u a l l y  

im p o ssib le  f o r  a  l i t e r a t e  and i n t e l l i g e n t  in d iv id u a l.  At a tim e when 

l i t t l e  was c e r ta in  o r  s e cu re , th e  endeavor to  reach  fo r  even th e  most 

te n t a t i v e  o f  n o tio n s  about th e  r e la t io n s h ip  between th e  way th in g s  a re  

and th e  way th e y  ought to  be was unnerving  and seldom wholly g r a t i fy in g .

I t  was a  p e rio d  o f  id ea lism  and d isap p o in tm en t, o f  a n x ie ty  and a l i e n a tio n  

l ik e  t h a t  in  our own c e n tu ry . C onventional p o l i t i c a l  and r e l ig io u s  b e l i e f s ,  

v a lu e s  and i n s t i t u t i o n s  seemed u n s ta b le  a n d /o r q u e s tio n a b le , as d id  

custom ary s o c ia l  and economic r o le s ,  r e la t io n s h ip s ,  and s t r u c tu r e s .  

Id e o lo g ica l commitment was suddenly p o s s ib le ,  and alm ost as  suddenly 

s u sp e c t .  The need to  g rasp  what change meant as q u ick ly  as change 

happened, th e  need f o r  new fo o th o ld s  as th e  o ld  ones c o lla p sed , was so 

p re s s in g  th a t  th e  word " o r ig in a l"  came to  mean som ething newly fash io n ed  

a s  w ell as  som ething ro o te d  in  th e  p a s t .  Because i t  became n ecessa ry  

to  re p la c e  so much th a t  was so s te a d i ly  b e in g  l o s t ,  c r e a t iv i ty ,  an 

in e x h a u s tib le  source o f  meaning and v a lu e , began to  seem as im portan t 

as p recedence and orthodoxy. As o f  1792, som ething " o r ig in a l"  m ight be 

produced "by o r  p roceed ing  from some th in g  o r  person  d i r e c t ly ;  n o t 

d e riv e d  o r  d ep en d en t."1 During t h i s  p e r io d ,  th e  n o tio n  o f  g en esis  

alw ays in  th e  p re se n t  and hence always in  p ro ce ss  became a  bulwark 

a g a in s t  d i s i l l u s io n  and d e s p a ir .

Many s e r io u s  and " o r ig in a l"  ~>c v e ls  were produced d uring  th e  

1790*s .  O r ig in a l i ty  and n o v e lty  became in  f a c t  a  s e r io u s  m atte r  in  

p ro se  f i c t io n  a t  t h a t  tim e . The word "n o v e lty "  i s  o f te n  used in  

c r i t ic i s m  du rin g  t h i s  p e rio d  to  d e s ig n a te  an amusing and f r iv o lo u s , 

b u t  unprecedented  o r unexpected , l i t e r a r y  p lo y . Yet even when th e  word
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i s  used in  t h i s  way, th e  co n tex t w ith in  which i t  appears i s  re v e a lin g .

To recommend o r ig i n a l i ty  t h a t  i s  s o le ly  p la y fu l  i s  to  tak e  a  p o s it io n  

toward what e ls e  i s  a  commendable fu n c tio n  o f  n o v e lty —o f ,  in  f a c t ,  

Immediacy and re le v a n ce —in  p rose  f i c t io n .  Among s e rio u s  w r i te r s  

th e  most im p o rtan t and obvious fu n c tio n  o f  o r ig i n a l i ty  i s  to  c a p tu re , 

i n te r p r e t ,  and p re s e n t  some a sp ec t o f  human l i f e  t h a t  i s  new in  th e  

w orld, new to  th e  re a d e r ,  o r  new to  th e  n o v e l.

I f  among th e  many who p u b lish ed  du rin g  th e  l a s t  y e a rs  o f  th e

e ig h te e n th  c en tu ry  C h a r lo tte  Smith was one o f  th e  most p rom inent, h e r  

s ta tu s  was c o n fe rred  in  la rg e  p a r t  because she was " o r ig in a l"  in  p re ­

c is e ly  th e  ways t h a t  m attered  most du rin g  th e  1 7 9 0 's . She was a c o n s is ­

t e n t l y  in n o v ativ e  w r i te r .  For S i r  W alter S c o tt,  i t  i s  "h e r  in v en tio n , 

t h a t  h ig h e s t  p ro p e r ty  o f  g e n iu s ," 2 t h a t  f i r s t  and forem ost m er its  

p r a i s e .  Although she w rote w ith in  th e  t r a d i t i o n  as she rec e iv ed  i t ,  

she m odified conventions she took from se n tim en ta l f i c t i o n  and th e  novel 

o f  m anners, o f te n  in  ways t h a t  a re  q u ite  as s ig n i f ic a n t  as  h e r t ru e  

in n o v a tio n s . She in tro d u ced  new and re in tro d u c e d  o ld  methods and 

m a te r ia ls .  C um ulatively  h e r m o d ific a tio n s  and in n o v atio n s  a re  what 

earned  h e r th e  r e c o g n itio n  she im m ediately re c e iv e d . During th e  p e rio d  

between 1788 and 1798, she had te n  more o r  l e s s  su c ce ss fu l no v e ls  on 

th e  m ark e t.3 Yet so much about S m ith 's  no v els  i s  da ted  th a t  th e  modern 

r e a d e r  must be p rep ared  to  c ro s s  fo rm idable  b a r r i e r s  in  o rd e r  to  ga in  

access  to  what i s  v a lu a b le  in  them.

In  p a r t  because Smith was so v ery  good a t  p le a s in g  th e  t a s t e s  

o f  h e r  co n tem poraries , h e r  n ove ls d id  n o t alw ays p le a s e  th o se  o f
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n in e te e n th -c e n tu ry  r e a d e r s .*  For one th in g , th e  same convergence o f  

l i t e r a r y  and c o llo q u ia l  language th a t  Sm ith, among o th e rs  in  th e  90’s ,  

f i r s t  essayed continued  so su c c e s s fu lly  t h a t  v e ry  e a r ly  in  th e  next 

cen tu ry  h e r sy n tax  and d ic t io n  began to  seem more ponderous than  e le g a n t. 

What th e re  i s  about h e r  s ty l e  th a t  d a te s  h e r  n o v e ls  i s  n o t ,  however, as 

im portan t as th e  change in  t a s t e  th a t  was in  p ro g re ss  a t  th e  tu rn  o f  

th e  ce n tu ry . For th e  g e n e ra tio n  o f  rea d e rs  who grew up co n serv a tiv e  

during  th e  N apoleonic w ars, h e r  no v e ls  a re  too e c le c t i c ,  too  dense, too 

ambiguous, too  d e p re s s in g , and too su g g e stiv e . In c re a s in g ly  r ig id  

n o tio n s  o f  s o c ia l  and l i t e r a r y  decorum c h a ra c te r iz e d  th e  n e x t g en era tio n  

o f  f ic t io n - r e a d e r s ,  p rec lu d in g  w idespread a p p re c ia t io n  o f  n ovels as 

d is tu rb in g  a s  most o f  h e rs  a re .  The demand du rin g  th e  f i r s t  decades . 

o f  th e  n ex t ce n tu ry  was f o r  an e x c it in g ,  in te r e s t in g ,  amusing, bu t 

com fortab le  form o f  f i c t io n :  Maria Edgeworth’s  and S i r  W alter S c o t t ’s .

Even th e  d i s t r e s s e d  h e ro in e  was fo r  a space spared  th e  w orst o f  agonies 

so th a t  th e  re a d e r  would be spared  th e  p a in  o f  sh a rin g  them. The 

h i s to r ic a l  romance and a  re in v ig o ra te d  novel o f  manners (p roper and 

moral manners t h i s  tim e) made fo r  good and p le a s a n t  re a d in g . T heir 

p o p u la r i ty  pushed even th e  b e s t  f i c t io n  o f  th e  179 0 's so f a r  in to  th e  

shadows th a t  g e n e ra tio n s  o f  tw e n tie th -c e n tu ry  s tu d e n ts  have been c e r ta in  

th a t  i t  was a decade when n o th in g  happened in  f i c t io n  more se rio u s  or 

s ig n i f ic a n t  th an  th e  m atu ra tio n  o f  Gothic romance.

Only v ery  r e c e n t ly  has C h a r lo tte  Smith begun to  re c e iv e  th e  k ind  

o f  r e c o g n itio n  she d e se rv e s . C r i t i c s  have u s u a lly  been le s s  than  k ind 

to  h e r  a lth o u g h  some, J .  M. S. Tompkins among them, have suggested

*See Chapter V II, pp . 289-94.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



17

t h a t  h e r work i s  o f  f a i r l y  h ig h  q u a li ty .  The most s e n s i t iv e  o f  re c e n t  

r e a d e rs ,  P h ilip p e  SSjoum S, has come c lo s e r  than  any o th e r  h i s to r ia n  o f  

th e  novel to  reco g n iz in g  th e  d i s t in c t iv e  q u a li ty  and th e  m e ri ts  o f  h e r 

work. He p o in ts  out t h a t ,  because o f  h e r  se rio u s  concern f o r  s o c ia l  

i s s u e s ,

e l l e  p asse  du monde de Fanny Burney e t  de C e c i lia  h c e lu i  de 
Mary Hays e t  de Mary W o lls to n e c ra f t. Mais i l  f a u t  lu i  
r e c o n n a itre  un to u t  a u tr e  m £ rite  q u 'h  ces deux femmes: c e lu i ,  
malgr£ l a  v io le n c e  de ses  jugem ents, d 'a v o ir  cherchd h f a i r e  
oeuvre d 'a r t ,  d 'a v o ir  su  a s so c ie r  dans ses romans l a  p e in tu re  
de l a  n a tu re , I 'i n t d r S t  de 1*in tr ig u e ,  c e lu i  du mystfere e t  du 
g o th iq u e , c e lu i  e n fin  de l a  v e r i tS  s o c ia le .^

There i s  in  S m ith 's  n o v e ls , as S£joum § n o te s ,  a g a th e r in g  in  and 

re g e n e ra tio n  o f  o ld  conventions and a co n s tan t g e n e ra tio n  o f  new ones 

thatm ake h e r  work un iq u ely  and s ig n i f ic a n t ly  o f  i t s  tim e and an impor­

ta n t  s ta t io n  in  th e  h i s to r y  and development o f  th e  novel in  England.

C h a r lo tte  S m ith 's  n o v e ls  p rese rv e  and tra n sm it a  q u a li ty  in  prose

f ic t io n ,  what SdjoumS c a l l s  " l a  v e r i ty  s o c ia le ,"  t h a t  i s  v e ry  l ik e  th e

q u a li ty  S m o lle tt c a p tu re s , and one th a t  was n o t much valued  im m ediately 

a f t e r  th e  tu rn  o f  th e  c e n tu ry . I t  i s  t h i s  q u a li ty  th a t  makes Sm ith 's  

work so d i s t in c t iv e ,  and so u n lik e  what one expects in  n o v e ls  o f  t h i s  

p e r io d .

Smith worked w ith  and through conventions common in  e ig h te e n th -

cen tu ry  sen tim en ta l f i c t io n .  The c e n tr a l  p lo t  o f  Desmond, f o r  example,

m ight w ell be what George E l io t  i s  d e sc r ib in g  in  " S i l l y  Novels by Lady

N o v e lis ts"  when she says t h a t  th e  ty p ic a l  hero ine

as o f te n  as n o t m arrie s  th e  wrong person  to  beg in  w ith , and she 
s u f f e r s  t e r r i b l y  from th e  p lo ts  and in tr ig u e s  o f  th e  v ic io u s  
b a ro n e t; b u t even d ea th  has a s o f t  p lace  in  h i s  h e a r t  f o r  such
a paragon, and rem edies a l l  m istakes fo r  h e r  j u s t  a t  th e  r ig h t
moment. The v ic io u s  b a ro n e t i s  su re  to  be k i l l e d  in  a  d u e l,
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and th e  ted io u s  husband d ie s  in  h i s  bed r e q u e s t in g  h i s  w ife , 
a s  a p a r t i c u l a r  favour to  him, to  m arry th e  man she loves b e s t ,  
and having  a lre a d y  d isp a tch ed  a n o te  to  th e  lo v e r  inform ing him 
o f  th e  com fortab le arrangem ent.^

Only two fe a tu re s  o f  G erald ine V erney 's  s i t u a t io n  in  Desmond d i f f e r

from th e  o th e r  s a l i e n t  fe a tu re s  E l io t  m entions as  r e q u is i t e s  o f  th e  ty p ic a l

s i l l y  p l o t .  The novel b e g in s , n o t when G era ld ine  e n te rs  s o c ie ty , b u t

when she i s  a lre a d y  m arried , a phenomenon r a r e  enough to  have been

co n sid e red  a  n o v e lty  o f  i t s  p lo t  even though o r ig in a te d  by Henry

F ie ld in g  in  Am elia. Secondly, G erald ine i s  n ev er seen to  sp a rk le  as

th e  re ig n in g  beauty  and w it o f  h e r  s o c ia l  s e t ,  n o r i s  she ever seen

so com fortab le  p rovided  fo r  t h a t  "we have th e  s a t i s f a c t i o n  o f  knowing

th a t  h e r  sorrow s a re  wept in to  embroidered p o ck e t-h an d k erch ie fs"  and

" th  .t h e r  f a in t in g  form r e c l in e s  on th e  v ery  b e s t  u p h o ls te ry ." ^  The

V erneys' f in a n c ia l  s t r a ig h t s  keep G era ld ine  a t  home; opulence i s  f a r

beyond them.

For a l l  t h a t  th re a te n s  to  become m audlin i n  a  p lo t  o therw ise  

q u i te  c lo s e  to  E l io t ’s summary, th e  tendency o f  th e  novel i s  n e v e rth e ­

l e s s  away from ex cessiv e  s e n tim e n ta li ty .  E l ic i t i n g  p i ty  i s  in  t h i s  novel 

a means r a th e r  than  an end. The r e a d e r 's  p i t y  fo r  G erald ine i s  n o t 

supposed to  become awe a t  v i r t u e 's  tra n sc en d e n t c a p ac ity  fo r  s e l f -  

im m olation—th e  in te n t  o f  th e  G rise ld a  m o tif .  R ather i t  i s  supposed to  

become in d ig n a tio n  on h e r b e h a lf  and on b e h a lf  o f  a l l  v ic tim s  o f  i n s t i ­

tu t i o n a l ly  a u th o rize d  o p p ress io n . And th e s e  em otions a re  supposed to  

m otiva te  c r i t i c a l  in s ig h t  in to  wrongful and inhumane p resu p p o s itio n s  

t h a t  a re  used to  r a t i o n a l i z e  s e r v i l i t y  on th e  one hand and to  j u s t i f y  

p r iv i le g e  on th e  o th e r .^
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G era ld ine  V em ey 's  s to ry  i s  p layed  o f f  a g a in s t  th e  French 

R evo lu tion . The dom estic ty ran n y  o f  which she i s  th e  v ic tim  i s  t r e a te d  

as analogous to  p o l i t i c a l  ty ran n y  in  F rance. Hence th e  re a d e r  i s  

fo rced  to  c o n s id e r ,  in s o f a r  as he i s  sym pathetic  to  h e r  sorrow s and 

d i s t r e s s ,  w hether she should  be subm issive o r  r e b e l l io u s .*  The sub­

p lo t  o f  th e  novel su g g e sts  an a l t e r n a t iv e  to  subm ission . I t  c e n te rs  on 

a  woman whose s i t u a t io n  p a r a l le l s  G e ra ld in e 's ,  b u t who re fu s e s  to  accep t 

th e  term s o f  h e r  m arriage w ith  G e ra ld in e 's  d o c i l i ty .

Josep h in e  de B o isb e lle  lea v e s  h e r  husband (as Smith h e r s e l f  d id) 

and, w h ile  under th e  p ro te c tio n  o f  h e r  b ro th e r ,  M o n tf leu r i, en joys a 

b r i e f  a f f a i r  w ith  Desmond. Her v i r tu e  i s  n o t ,  l ik e  G era ld in e ’s, in v io ­

la b le .  For Jo sep h in e , honor and i n te g r i t y  demand an a s s e r t io n  o f  one’s 

w orth and independence. Her au d a c ity  and a rd o r  c a s t  a  n o n e - to o - f la t t e r in g  

shadow over G e ra ld in e 's  d i f f id e n c e  and c h a s t i ty .  G era ld ine  i s  s c a rc e ly  

w i l lin g  to  adm it to  h e r s e l f  th a t  she r e s e n ts  h e r  husband’s tre a tm e n t 

o f  h e r ,  l e t  a lo n e  r i s k  th e  consequences o f  r e s i s ta n c e .  And, a lthough 

she cannot b r in g  h e r s e l f  to  acknowledge th e  n a tu re  o f  h e r  f e e l in g s  fo r  

Desmond, Smith makes i t  q u i te  c le a r  th a t  h e r  f r ie n d sh ip  w ith  him i s  n o t 

e n t i r e l y  d i s in te r e s te d .  Compared to  J o se p h in e 's  r e s o lu t io n ,  G e ra ld in e 's  

re s ig n a tio n  beg in s  to  seem s u s p ic io u s ly  m aso c h is tic .

The f in a l  e f f e c t  o f  Desmond d e riv e s  from i t s  i ro n ic  s t r u c tu r e .  

S ince a  happy ending fo r  G erald ine i s  achieved  a t  J o s e p h in e 's  expense, 

J o s e p h in e 's  b i t t e r  l o t  i s  a  nagging rem inder th a t  a l l  such s to r i e s  

need n o t end as th e  conventions o f  s e n tim en ta l f i c t io n  d i c t a te .  Although

*See Chapter VI, pp. 276-79.
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G erald ine i s  a " d is t r e s s e d  h e ro in e "  and s u f f e r s  as nobly  a s  any o f  h e r 

br.eed, th e  rea d e r  i s  f in a l ly  n o t a l to g e th e r  c e r ta in  t h a t  a b je c tio n  i s  an 

h e ro ic  p o s tu re . The d is p o s i t io n  o f  su b je c t  m a tte r—th e  c o n tig u ity  o f  

two such s im ila r  s t o r i e s —r a i s e s  q u e s tio n s  about th e  r e la t io n s h ip  

between re s ig n a tio n  and i n te g r i t y  in  a  m ora lly  re sp o n s ib le  in d iv id u a l,  

even when th a t in d iv id u a l  i s  a woman. And th e  p o l i t i c a l  arguments t h a t  

weave th rough  th e  p lo t  fo rc e  th e  rea d e r  to  c o n s id e r th e  conventions 

o f  s e n tim en ta l f i c t io n  as an e x ten sio n  o f  th e  same q u e s tio n a b le  t e n e ts  

t h a t  make f o r  in ju s t i c e  in  th e  government o f  fa m ilie s  and n a tio n s .

Were p a r t s  o f  t h i s  novel tak en  o u t o f  c o n te x t, th ey  would c e r ta in ly  

seem to  ty p ify  e ig h te e n th -c e n tu ry  s e n tim e n ta li ty .  In  c o n te x t,  f a r i l i a r  

form ulas a re  surrounded by to p ic a l  i s s u e s ;  th e  unexpected ju x ta p o s it io n  

i n v i t e s  n o v e l, i l lu m in a tin g  in s ig h ts  in to  o ld  conven tions and, in  t h i s  

in s ta n c e ,  a c r i t i c a l  reassessm en t o f  them.*

J u s t  as  C h a r lo tte  Smith uses s e n tim e n ta li ty  in  h e r  n o v e ls , she 

a ls o  u ses m elodram atic and G othic e f f e c t s .  Suspense and th e  e x q u is i te ,  

m elodram atic m isery  t h a t  Gothic h e ro in e s  endure were th e  vogue during  

th e  1790’s ,  and i t  can be s a id  in  h e r j u s t i f i c a t i o n  on ly  t h a t  when Smith 

d id  a  d e s c r ip tio n  o r  ep isode designed  to  be se n sa t io n a l  i t  u su a lly  served  

some purpose over and above g ra n tin g  th e  re a d e r  th e  joys  o f  te r ro r .* *  

There i s  about h e r no v els  something l ik e  th e  k ind  o f  p le a s u re  in  th e  

g ro tesq u e  th a t  one f in d s  in  D ickens' n o v e ls . As in  them , i t  m it ig a te s  

what i s  p u re ly  atm ospheric  h o r ro r  fo r  most o f  th e  Gothic sch o o l. What

* See C hapter I I I ,  p p . 125-26.

**See C hapter V, pp . 206-10.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



21

i s  a r a r e f ie d  s u b lim ity  in  R a d c l if fe ’s n o v e ls  i s  in  Sm ith’s a  more 

s u b s ta n t ia l ,  more t a c t i l e ,  o rd e r  o f  Gothic environm ent.

Also as in  D ickens’ f i c t io n ,  S m ith 's  p le a su re  in  th e  g ro tesque

lead s  to  a p a r t i c u l a r ly  mordant kind  o f  s a t i r i c  c a r ic a tu r e ,  which she

too u ses as a p e c u lia r ly  charged method o f  c h a ra c te r iz a t io n .  Sm ith

in tro d u ced  a  g rasp in g  law yer, Mr. Roker, as an id e a l  model, should a

p a in te r  re q u ir e  one, fo r

th e  most d e te s ta b le  c h a ra c te r  in  Pandaemonium, where, on th e  
brow, v i l l a in y  s i t s  en joying  th e  m isery  i t  o ccas io n s—where 
every  r a s c a l  v ic e ,  concealed  by cowardice and cunning, a re  
m ingled w ith  a rro g an ce , m alice  and c ru e l ty —where a  nose , 
th e  r i v a l  o f  B a rd o lp h 's , depends over a  mouth "g rin n in g  h o r r ib ly  
a  g h a s tly  s m ile ," —and sc o rn fu l eyes, askance, seemed to  be 
w atching , w ith  in v e r te d  lo o k s, th e  b i r t h  o f  ch ican ery  in  th e  
b r a in —t h i s  f ie n d - l i k e  w retch  would have been a  f in e  study .
His sham bling f ig u re  appeared to  have been r e p a ire d  w ith  straw  
and ra g s ,  s in c e  i t  had s u ffe re d  th e  d e p red a tio n s  o f  th e  g ib b e t 
(OMH, IV, 4 4 1 ) .8

Roker i s  one o f  th e  very  few t r u l y  e v il  men in  Sm ith’s n o v e ls . He i s  

a ls o  a v e ry  minor c h a ra c te r .  Smith r a p id ly  sk e tch es  a "v ice"  f ig u re , 

u s in g  h i s  g ro tesq u e  appearance to  exp ress  what i s  p e rv e rse ly  v ic io u s  

in  him. Minor c h a ra c te rs  l ik e  t h i s  law yer a r e ,  t r e a te d  in  a g ro te sq u e ly  

Gothic manner, im m ediately s u b s ta n t ia l  and anim ated, j u s t  as Gothic 

ep isodes in  S m ith 's  novels a re  th e  more s u b s ta n t ia l  and le s s  e th e re a l  

fo r  b e ing  somewhat g ro te sq u e .

In so fa r  as C h a r lo tte  S m ith 's  no v e ls  a re  in  v a rio u s  ways voguish 

fo r  th e  1 7 9 0 's ,  th ey  a re  d a te d : most e s p e c ia l ly  by t h e i r  s e n tim e n ta li ty  

and G othicism . She could  and d id  c a te r  to  th e  c u rre n t  t a s t e  fo r  su s ­

pense and t e r r o r ,  fo r  sen tim en t and fa n ta sy , b u t n o t always ou t o f  ch o ice . 

Smith h e r s e l f  a n t ic ip a te s  p a r t  o f  th e  modem r e a d e r 's  sense t h a t  som ething 

i s  fa tu o u s about th e  n ove ls o f  h e r tim e . She com plains, in  th e
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"Avis Au L ec teu r"  to  The Banished Man (1794), th a t  in  novel w r i tin g  

"as in  every  o th e r  s p e c ie s  o f  com position , th e re  i s  a  s o r t  o f  fash ion  

o f  th e  day. Le v r a i  . . .  o r  even l e  v r a i  sem blance, seems n o t to  be 

th e  p re se n t fash io n "  ( I ,  x i ) . Had fash io n s  been o th e rw ise , h e r n o vels 

m ight have been more " r e a l i s t i c "  and her achievem ents more re a d i ly  

reco g n ized . Realism  was n o t ,  however, what h e r  re a d e rs  wanted.

Smith p re fe r re d  to  w r i te  about th e  world she knew and, when she

d id  n o t know enough abou t, f o r  example, th e  geography o f  th e  American
9

c o lo n ie s ,  she d id  re se a rch  on th e  s u b je c t .  I t  was th e  knowledge she 

brought to  h e r  no v e ls  t h a t  accounts fo r  what i s  one o f  th e  most im pres­

s iv e  and d i s t in c t iv e  o f  t h e i r  q u a l i t i e s .  The novels o f f e r  a  p ic tu re  

o f  th e  world she l iv e d  in ,  b o th  as she saw i t  and as she knew o th e rs  

saw i t .  She p re s e n ts  p r e c is e ly  th e  k ind  o f  p ic tu r e  o f  h e r  s o c ie ty  th a t  

John Moore, in  A View o f  th e  Commencement and P ro g ress  o f  Romance (1797), 

w ishes had been drawn to  supplement h i s t o r ie s  o f  Greece and Rome which 

dwell " c h ie f ly  on wars and a f f a i r s  o f  s t a t e . H e  would l ik e  to  know 

more about how p r iv a te  c i t i z e n s  liv e d  and what th ey  th o u g h t, and a s s e r ts  

t h a t  "modem romances a re  o r  ought to  be a  re p re s e n ta t io n  o f  l i f e  and 

manners in  th e  co u n try  where th e  scene i s  p la c e d ." * 1 Inform ation  about 

contem porary l i f e  and thought in  France tak e s  up co n s id e rab le  space 

in  h is  novel Mordaunt (1800), as i t  does in  Sm ith’s Desmond (1792). That 

Smith ho lds as  much as  she can to  the  program Moore maps fo r  th e  novel 

i s  e v id en t in  h e r  work. A lso , she w rote more n o vels encompassing more 

k in d s  o f  m a te r ia l  than  d id  Moore, o r any o th e r  n o v e li s t  a t  th e  tim e.

C h a r lo tte  Sm ith’s range o f  su b je c t  m a tte r  i s  im pressive  by any 

s ta n d a rd s , even th o se  a p p lie d  to  th e  f a r - ra n g in g  and alm ost in d is c r im in a te ly
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v orac ious n o v e ls  o f  ad v en tu re—in c lu d in g  th e  adven tu res o f  i t i n e r a n t

o b je c ts —w r i tte n  d u ring  th e  m iddle and l a t e  e ig h te e n th  cen tu ry . Among

th e  s u b je c ts  o f  i n t e r e s t  in  what a  re c e n t  stu d y  has id e n t i f i e d  as

d i s t i n c t ly  m asculine n o v e ls , h is to r y ,

war, s o c ia l  m o b il ity ,  v io le n c e  and sex . . . were lo g ic a l  thema­
t i c  concerns fo r  w r i te r s  in  an age o f  em piricism  when man, shorn 
o f  in n a te  id e a s , had to  le a rn  about th e  world through h i s  c o n ta c t 
w ith  e x te rn a l  r e a l i t y . 12

These too a re  among S m ith 's  s u b je c ts ,  and th e  re a d e r  le a rn s  a  g re a t  deal

about them when he e n te rs  th e  w orld o f  a Smith n o v e l. Her tre a tm e n t o f

such su b je c ts  i s  s e rio u s  and th e  method by which th ey  a re  worked in to

th e  te x tu re  o f  h e r  n o v e ls  i s  s k i l l f u l .  On b a la n c e , h e rs  can sc a rc e ly  be

co n sid ered  mere sen tim en ta l n o v e ls . A b r i e f  review  o f  th e  scope o f  h e r

s u b je c t  m a tte r  and th e  v a r ie ty  o f  t re a tm e n ts  i t  re c e iv e s  w i l l  s e rv e ,

b e t t e r  than  any d isc u rs iv e  summary, to  convey th e  in te l l ig e n c e  and

a r t i s t r y  w ith  which she b r in g s  h e r  knowledge o f  th e  w orld in to  h e r

n o v e ls . The evidence shows Smith d ea lin g  w ith  th e  h a rd e s t is s u e s  o f

h e r  day w ith  a ju d ic io u s  re se rv e  n o t ty p ic a l  o f  any n o v e lis t  o f  th e

p e rio d , male o r  fem ale; i t  a ls o  shows h e r rec o rd in g  th e  a b ra s iv e , p e t ty

comedy o f  p e rso n a l and s o c ia l  concourse, and p ro je c tin g  th e  q u o tid ia n

f a c tu a l i ty  o f  a ne ttleso m e w orld.

The most s ig n i f ic a n t  h i s t o r ic a l  even t o f  h e r  tim e was th e  French 

R evo lu tion . Desmond, as has a lre a d y  been n o ted , in c o rp o ra te s  a la rg e  

body o f  in fo rm a tio n  about ev en ts  in  France j u s t  b e fo re  1792 and about 

B r i t i s h  a t t i tu d e s  toward th e se  e v e n ts . I t  a lso  in c lu d es  a  l e c tu r e  on 

circum stances lea d in g  to  th e  French R evolution th a t  i s  v e ry  l ik e  what 

th e  tw e n tie th -c e n tu ry  rea d e r  would expect to  f in d  in  a  re p u ta b le  jo u rn a l
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w r i t te n  f o r  laymen, o r ,  somewhat a f t e r  th e  f a c t ,  in  a tex tb o o k . In  a 

l e t t e r  Desmond reco u n ts  to  h i s  f r ie n d  in  England, B e th e l, a  co n v e rsa tio n  

w ith  M o n tfleu ri, h i s  companion and h o s t du rin g  a s ta y  in  France. 

M o n tfleu ri i s  an a r i s to c r a t  who i s  sym pathetic  to  th e  s p i r i t  o f  

r e b e l l io n ,  i f  n o t to  i t s  e x cesses . He has in  f a c t  a lre a d y  reform ed 

h is  own e s ta t e ,  a n t ic ip a t in g  and p rec lu d in g  v io le n c e  among h i s  own 

dependents by c o rr e c tin g  abuses and amending in e q u i t ie s  in  th e  t r a d i ­

t io n a l  a g ra r ia n  system . H is reform s have been s u c ce ss fu l because he 

unders tands th e  causes o f  d i s a f f e c t io n  so  com ple te ly , as he dem onstrates 

in  e x p la in in g  them to  Desmond. He goes as f a r  back in  tim e as th e  

re ig n  o f  Henri I I I ,  and co n c en tra te s  on th e  p o l ic ie s  and p r a c t ic e s  o f  

subsequent monarchs in s o f a r  as th ey  a ff e c te d  th e  q u a li ty  o f  l i f e  in  

F rance .

There i s  n o th in g  n a iv e  about th e  p o l i t i c a l  a n a ly s is  t h a t  

accompanies M o n tf le u r i 's  h i s to r y .  He tak e s  in to  account fo r  example 

th e  in flu e n c e  o f  ''Mary o f  M edicis" and h e r  p a r ty  on h e r  son , Louis X III, 

to  e x p la in  t h a t  a  g e s tu re  t h a t  m ight seem to  have been dem ocratic in  

in te n t  was in  f a c t  made to  c o n c il ia te  a fa c t io n  among th e  e l i t e :

The e a r ly  p a r t  o f  th e  re ig n  o f  th e  weak and p eev ish  b ig o t  
. . . ,  Louis th e  T h ir te e n th , was marked by a f a in t  a ttem pt 
to  r e s to re  something l ik e  a  vo ice  to  th e  p eo p le , by a convo­
c a tio n  o f  l e s  e ta t s  generaux.

But t h i s  was r a th e r  an e f f o r t  o f  th e  n o b i l i ty  a g a in s t  
th e  h a ted  power o f  th e  I t a l i a n  f a v o u r i te s ,  th e  C onchin is, 
th an  meant to  r e s to re  to  th e  peop le  any p a r t  o f  t h e i r  l o s t  
r ig h t s  CD, I ,  87 ).

So co n sc ie n tio u s  an h i s to r ia n  i s  Smith t h a t  she inform s th e  re a d e r  in

a fo o tn o te  t h a t  t h i s  p a r t i c u l a r  se ss io n  was th e  " l a s t  assem bly o f  t h a t

d e s c r ip tio n  th a t  was c a l le d  in  France " CD, I ,  87n).
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M o n tfleu ri t ra c e s  in iq u ito u s  economic p o l ic i e s  t h a t  o r ig in a te d  

during  th e  r e ig n  o f  Louis XIV and p e r s i s te d  du rin g  th e  re ig n  o f  h is  

su c ce sso r, when

th e  sums . . . e x to r te d  from th e  h a rd  hands o f  p a t ie n t  in d u s try , 
were e i t h e r  expended in  d isg ra c e fu l  and ill-m an ag ed  w ars, o r 
la v ish e d  in  th e  d ebaucheries o f  th e  most p r o f l ig a te  c o u rt 
th a t  modern Europe has b e h e ld . From th e  infamous means th a t  
to  su p p o rt a l l  t h i s ,  were th en  p r a c t is e d  to  r a i s e  money; from 
th e  heavy im posts t h a t  were then  l a i d  on th e  co u n try , France 
has n ev e r reco v ered ; b u t p e rh ap s , in  th e  d isc o n te n ts  which 
th e se  o p p ress io n s  c re a te d , s i l e n t  and unmarked as th ey  were, 
th e  foundation  was l a id  f o r  th e  u n iv e rs a l  s p i r i t  o f  r e v o l t ,  
to  which she i s  now in d eb ted  f o r  h e r  freedom (D, I ,  89-90).

Having review ed b o th  th e  p o l i t i c a l  and economic h i s to r y  o f  France up 

to  th e  tim e o f  th e  American war, M o n tfleu ri o bserves too th a t  th e  i n t e l ­

le c tu a l  h e r i ta g e  o f  V o l ta i r e ,  Rousseau, T urgot, and " th e  a p p lic a tio n  o f  

[ T u r g o t 's 'p o l i t i c a l  maxims and economical sy s tem s ']  by M irabeau"

e x c ite d  a  s p i r i t  o f  e n q u iry , th e  r e s u l t  o f  which could n o t f a i l  
o f  b e ing  fav o u rab le  to  th e  l i b e r t i e s  o f  mankind; and such 
was th e  d is p o s i t io n  o f  th e  peop le  o f  F rance, when th e  ambi­
t io u s  p o lic y  o f  o u r m in is try  s e n t  o u r s o ld ie r s  in to  America 
to  su p p o rt th e  E n g lish  c o lo n is ts  in  t h e i r  r e s i s ta n c e  to  th e  
p a re n t s t a t e  (D, I ,  90 ).

According to  M o n tfleu ri, d iss id e n c e  a t  home was one o f  th e  ra m ific a t io n s

o f  so im prudent a  fo re ig n  p o lic y  on th e  p a r t  o f  th e  French governm ent.

Because members o f  th e  French r u l in g  c la s s  were

b lin d e d  by th a t  r e s t l e s s  d e s ir e  o f  conquest, and t h e i r  jea lo u sy
o f  th e  E n g lish , which has ev e r marked i t s  p o l i t i c s ,  our govern­
ment d id  n o t r e f l e c t  th a t  th ey  were th u s  t a c i t l y  encouraging a 
s p i r i t  su b v e rs iv e  o f  a l l  t h e i r  view s; no r fo re s e e , t h a t  th e  men 
who were se n t o u t to  a s s i s t  in  th e  p re s e rv a tio n  o f  American 
freedom, would soon le a rn  t h a t  th ey  were degraded by b e ing  them­
s e lv e s  s la v e s ;  and would r e tu r n  to  t h e i r  n a tiv e  coun try  to  f e e l  
and to  a s s e r t  t h e i r  r ig h t  to  be them selves f re e  CD, I ,  91 ).

Sm ith, by means o f  M o n tfleu ri, o f fe r s  h e r  rea d e rs  a concise  e ssay  on

th e  p o l i t i c a l ,  economic, i n te l l e c tu a l  and m il i t a ry  c ircum stances in
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France th a t  in v ite d  r e b e l l io n .

The h i s to r y  o f  th e  French Revolu tion  becomes a  p a r t  o f  th e  

novel because i t  i s  p a r t  o f  M o n tfleu ri’ s p e rso n a l h i s to r y .  His e th ic a l  

and id e o lo g ic a l  d is p o s i tio n  i s  e s ta b lis h e d  by means o f  t h i s  leng th y  

d isc o u rs e . His m oral and p o l i t i c a l  p r in c ip le s  a re  r e f l e c t e d  in  h i s  

trea tm en t o f  h i s  s i s t e r ,  Jo sep h in e , as w ell as  in  th e  en lig h ten ed  manage­

ment o f  h is  e s ta t e .  M o n tfleu ri und ers tan d s Jo sep h in e ’s reasons fo r  

leav in g  h e r  husband. They axe fo r  him as cogent a s —and analogous t o —

th e  reaso n s fo r  d e p lo ra b le  b u t no t n e c e s s a r i ly  u n ju s t i f i e d  in s u r ­

r e c t io n  on th e  p a r t  o f  p o l i t i c a l  d i s s id e n ts .  Because M ontfleu ri f i r s t  

shows h im se lf  to  be a s e n s i t iv e  and e n lig h ten e d  member o f  h i s  s o c ie ty , 

h i s  humane tre a tm e n t o f  h i s  s i s t e r ’ s lo v e r  i s  c o n s is te n t  w ith  h is  

c h a ra c te r .  He does n o t ho ld  Desmond re sp o n s ib le  fo r  having seduced 

Jo sep h in e . R ather he accep ts  J o se p h in e 's  adm ission th a t  she, lo n e ly  

and unhappy, i n i t i a t e d  th e  a f f a i r .  He t r e a t s  th e  lo v e rs  as a  man o f

reaso n  ought to ;  he i s  n o t m otivated  by in h e r i te d  p re ju d ic e s . M o n tf le u r i 's  

long le c tu re  on th e  h is to r y  o f  France i s  th e re fo re  in te g r a l  to  th e  novel 

as an im portan t a d ju n c t to  th e  o th e r  dev ices by means o f  which he i s  

c h a ra c te r iz e d ;  i t  i s  a lso  th e  means by which Smith in tro d u c es  th e  su b je c t 

o f  h i s to r y  in to  a  novel th a t  does n o t t r e a t  m asculine in te r e s t s  as 

i n t r i n s i c a l l y  d i f f e r e n t  from fem inine ones.

Had Smith w r i t te n  about a conven tiona l s e d u c tio n , Jo sep h in e ’s 

b ro th e r  would have been o b lig ed  to  ch a llen g e  Desmond in  defense o f  

J o s e p h in e 's  honor; th e  o b lig a tio n  o f  a b ro th e r  to  avenge h is  s i s t e r ' s  

l o s t  honor i s  one o f  th e  most ty p ic a l  m elodram atic h igh  p o in ts  o f  

e ig h te e n th -c e n tu ry  f i c t io n .  Minor n o v e li s ts  r e l i e d  on i t  a l l  too  o f te n ,
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b u t even F ie ld in g , S m o lle tt , and Smith h e r s e l f  used th e  convention 

because i t  allow ed f o r  a sen tim e n ta l trea tm en t o f  th e  woman in  q u e s tio n , 

to m  by c o n f l ic t in g  em otions, even though th e  duel i t s e l f  i s  a  v i r i l e ,  

m a r t ia l  en co u n te r . In s te a d  Smith o f fe r s  in  Desmond a man whodbes 

n o t f e e l  bound by th e  a r i s to c r a t i c  code o f  honor. M ontfleu ri reasons 

f o r  h im se lf  and i s  guided by h i s  own conscience. He i s  p repared  to  

u n d ers tan d  a r e la t io n s h ip  t h a t  o f f e r s  mutual c o n so la tio n  fo r  two con­

s e n tin g  a d u lts  so long as th e  l ia i s o n  ends b e fo re  i t  becomes a  p u b lic  

scan d a l. M ontfleu ri does n o t condone th e  a f f a i r ,  b u t th e  lo v ers  a re  

fo rg iv en . Smith th u s  in v e r ts  one o f  th e  most ab id ing  conventions o f  

rom antic  f i c t io n ,  ex p la in in g  M o n tf le u r i 's  beh av io r as an ex ten sio n  

o f  h is  p o l i t i c a l  philosophy.

Nor d id  C h a rlo tte  Smith t r e a t  fo re ig n  wars as a  s u b je c t  o f  no 

in t e r e s t  to  th o se  who could n o t se rv e  in  them . The su b je c t o f  war i s  

im p o rtan t, e i t h e r  im m ediately o r  p e r ip h e ra l ly ,  in  four o f  Sm ith’s n o v e ls . 

What she knows about m il i t a ry  campaigns i s  avowedly a t  second-hand; she 

c i t e s  re p u ta b le  sources whenever she r e p o r ts  th e  circum stances and 

c o n d itio n s  o f  m il i t a ry  o p e ra t io n s . For th e  most p a r t  war makes i t s  

p resence  f e l t  when h e r  c h a ra c te rs  th in k  abou t i t  o r  a re  a ffe c te d  by i t .

B a ttle  i t s e l f  u s u a lly  r e c e iv e s  cu rso ry  tre a tm e n t.  In The Old 

Manor House (1793), Orlando, who se rv e s  w ith  B r i t i s h  fo rces  f ig h t in g  th e  

c o lo n ia l  r e b e l l io n  in  America, i s  wounded e a r ly  in  th e  one bloody 

encoun ter o f  h i s  s h o r t - l iv e d  m il i t a ry  c a re e r ;  he i s  unconscious d uring  

most o f  th e  a c tio n .  The rem ainder o f  h i s  American experience i s  as a 

c a p tiv e , t r a v e l l in g  w ith  a  band o f  Ind ians tow ard Canada. By means o f  

scenes he w itn esses  and h is  r e f l e c t io n s ,  Smith r a i s e s  moral q u es tio n s
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about th e  purpose and conduct o f  th e  American R evolu tion . In  f a c t  war 

i s  made a  m oral is su e  in  t h i s  novel much as i t  i s  in  some tw e n tie th -  

cen tu ry  f ic t io n .

The b e s t i a l i t y  r a th e r  than  th e  glamour o f  th e  American war i s

Sm ith’s su b je c t .  The le a d e r  o f  a band o f  In d ian s  employed by th e  B r i t i s h

as m ercenaries c a r r ie s  in  evidence o f  h is  s e rv ic e  to  th e  cause

e leven  s c a lp s ,  some o f  them e v id e n tly  th o se  o f  women and c h ild re n , 
o th e rs  o f  v ery  o ld , and consequen tly  d e fe n c e le ss  men; many o f  
them f re s h ,  which he s a id ,  w ith an a i r  o f  trium ph, he had taken  
from th e  enemies o f  th e  King o f  England w ith in  th re e  weeks 
(OMH, I I I ,  360-61).

Smith does n o t pause to  lament th e  s la u g h te r  o f  in n o cen ts , as a s e n t i ­

m ental n o v e li s t  m ight be expected  to .  In s te a d  she r e f e r s  h e r  re a d e r  to  

"Ramsay's H is to ry  o f  th e  American R ev o lu tio n ," which she c i t e s  in  a

fo to n o te , and to  th e  "Annual R e g is te r  fo r  1779" fo r  c o rro b o ra tio n  th a t

t h i s  was a war waged in g lo r io u s ly . She u ses  examples o f  In d ian  b r u ta l i t y  

to  e l i c i t  from h e r rea d e r a  co n sid ered  c r i t ic i s m  o f  n a tio n a l  p o lic y  

toward th e  c o lo n ia l  wars.

Smith re tu rn s  to  th e  su b je c t  o f  whether England has been 

a l to g e th e r  p ruden t in  i t s  choice  o f  a l l i e s  when O rlan d o 's  p a r ty  i s  

a tta c k e d  by a  band o f  In d ia n s , and O rlando, th e  s o le  su rv iv o r , i s

b e fr ien d e d  by one o f  them. "W olf-hunter" i s  as noble  a savage as Smith

dares  draw. He i s  by no means innocen t o f  th e  b a rb a r i ty  he was r a i s e d  

to  p r a c t ic e .  S m ith 's  Ind ians a re  f a r  from sym p ath e tic , even i f  Wolf- 

h u n te r  d e riv e s  in  p a r t  from th e  l i t e r a r y  s te re o ty p e  Rousseau—and l a t e i  

C h a te a u b r ia n d -s e n tim e n ta liz e d . 13 During th e  tim e when Orlando t r a v e ls  

w ith  W o lf-h u n te r 's  p a r ty , th e  Ind ian  i s  k ind  enough to  sp a re  women and 

c h ild re n  a t  O rlan d o 's  req u e s t when he , as  second in  command, can p rev en t

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



h i s  comrades from k i l l i n g  them o r  ta k in g  them c a p tiv e .  What he does i s  

so much f o r  f r ie n d s h ip ’ s  sake t h a t  i t  i s  h a rd  to  im agine t h a t  he would 

do q u i te  as  much o u t o f  n a tiv e  c h iv a lry  and s e n s i b i l i t y ,  even though he 

i s  supposed once to  have sp a red  a woman on h i s  own i n i t i a t i v e .  Smith 

h o lds th e  B r i t i s h  government r e sp o n s ib le  f o r  employing b a rb a r ia n s , and 

doubly c u lp ab le  f o r  condoning r a th e r  th an  c o n tro l l in g  t h e i r  barbarism .

The government i s  shown to  be g u i l ty  to o  o f  rep re h e n s ib le  d i s ­

honesty  i n  d e a lin g  w ith  such v o l a t i l e  and u n p red ic ta b le  m ercen arie s. 

W olf-hunter e x p la in s  to  Orlando th a t  h i s  p a r ty  a tta c k ed  O rlando’s camp 

because

th e  E n g lish  had n o t d e a lt  f a i r l y  w ith  them—th a t  th ey  were 
prom ised p ro v is io n s ,  rum, and p lu n d e r , in s te a d  o f  which th ey  
go t n o th in g  in  th e  E ng lish  camp, b u t had l o s t  some o f  t h e i r  
b e s t  men in  defending  th e  l in e s ;  and t h a t ,  th e  Eng lish  having 
th u s  deceived  them , th ey  were no lo n g er t h e i r  a l l i e s ,  b u t 
were going home to  t h e i r  own lan d s , determ ined  to  p lu n d er 
th e  s t r a g g le r s  o f  w hatever p a r ty  th ey  m ight meet in  t h e i r  
way, to  make them selves amends f o r  th e  lo s s  o f  tim e , and 
th e  h e a v ie r  lo s s  o f  b rave w a rr io rs  t h a t  had p e rish e d  from 
b e lie v in g  th e  prom ises o f  th e  g re a t  E n g lish  C ap tain  (OMH,
I I ,  378).

The r u th le s s  murder o f  Europeans by th e  In d ian s  i s  in  p a r t  th e  r e s u l t  o f  

a m ora lly  i r r e s p o n s ib le  government p o l ic y  t h a t  employed them as com­

b a ta n ts  i n  th e  f i r s t  p lac e  and th a t  th en  gave them cause fo r  vengeful 

and prom iscuous r e p r i s a l s .  Smith i s  in  t h i s  in s ta n c e  f a i r  to  th e  

In d ia n s , b u t she i s  n o t a t  a l l  in c l in e d  to  m it ig a te  o r  f a l s i f y  b a rb a r i ty  

b y  m isp laced  se n tim e n t.

The d e c is io n  to  make a l l i e s  o f  th e  American Ind ians and subse­

q u en tly  th e  f a i l u r e  to  g ive them t h e i r  due a re  n o t th e  on ly  ig n o b le  a s ­

p e c ts  o f  B r i t i s h  p o lic y  in  th e  R evo lu tionary  War a ir e d  i n  th e  n o v e l. 

Smith u ses O rlando’s experience  to  show t h a t  E n g lish  s o ld ie rs  as w ell as
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In d ian  w a rr io rs  were e x p lo ite d . C onditions under which th e  army was

tra n s p o r te d  were o f  n e c e s s i ty  l e s s  th an  i d e a l ,  b u t Orlando r e a l iz e s

th a t  th ey  m ight be co n s id e rab ly  b e t t e r  were i t  n o t f o r  th e  in flu e n ce

o f  th o se  who s ta n d  to  p r o f i t  from th e  war. B efore th e  c ro ss in g  i s  o v e r,

Orlando concludes t h a t  h e  has no

g re a t  reaso n  to  admire th e  i n te g r i t y  o f  th e  su b o rd in a te  de­
p a rtm en ts , to  whom th e  care  o f  p ro v id in g  f o r  tro o p s  th u s  sen t 
out to  su p p o rt th e  g lo ry  o f  t h e i r  m aste r was e n tru s te d . . . .
Musty oa tm eal, h a l f - d r i e d  p e a se , and meat h a l f  sp o ile d  b e fo re  
i t  has been s a l t e d  down, would i n  any s i t u a t io n  have occasioned  
d ise a s e s ;  and when t o  such d e fe c t iv e  food, t h e i r  b e in g  so 
c lo s e ly  stowed and so  long  on board  was added, th o se  d ise a se s  
in c re a se d  r a p id ly ,  and g e n e ra lly  ended f a t a l l y .  But i t  was 
a l l  f o r  g lo ry . And t h a t  th e  m in is try  sh o u ld , in  th u s  p u r­
chasing  g lo ry , p u t a  l i t t l e  more th an  was r e q u i s i t e  in to  th e  
p o ck e ts  o f  th e  c o n tra c o rs ,  and d es tro y  as many men by s ick n ess  
as by th e  sword, made b u t l i t t l e  d i f fe re n c e  in  an o b je c t so 
i n f i n i t e l y  im p o rtan t; e s p e c ia l ly  when i t  was known (which, 
however, Orlando d id  n o t know) th a t  m essieu rs  th e  c o n tra c to rs  
were f o r  th e  most p a r t  members o f  p a rl ia m e n t,  who under o th e r  
names enjoyed th e  p r o f i t s  o f  a  w ar, w hich, d is re g a rd in g  th e  
v o ices  o f  th e  p eo p le  in  g e n e ra l ,  o r  even o f  t h e i r  own c o n s ti ­
tu e n ts ,  th e y  v o ted  f o r  p u rsu in g  (OMH, I I I ,  148-49; i t a l i c s  
m ine).

Smith d is t in g u is h e s  between what Orlando knows about th e  circum stances 

t h a t  make fo r  such v i le  co n d itio n s  as th o se  on b oard  h i s  sh ip  and th o se  

a  young and ingenuous p ro v in c ia l  gentleman cannot know. She h e r s e l f  has 

no i l l u s io n s  ab o u t whose i n te r e s t s  were se rv ed  by th e  w ar. So u n se n ti­

m ental i s  h e r  t re a tm e n t o f  th e  American R evo lu tion  in  t h i s  novel t h a t  no 

c h a ra c te r  who has f ir s t - h a n d  experience  o f  i t  p e rc e iv es  th e  war as a 

rom antic  ad v en tu re ; i t  i s  f o r  a l l  o f  them a n a s ty  b u s in e s s . There a re  

many g rad a tio n s  i n  le v e ls  o f  s o p h is t ic a t io n  among th o se  who know som ething 

about th e  n a tu re  o f  th e  B r i t i s h  engagement in  th e  co lo n ie s  and , in  t h i s  

n o v e l, Smith shows many o f  them.

J u s t  as th e re  a re  many degress o f  p o l i t i c a l  s o p h is t ic a t io n  about
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any w ar, th e re  a re  many degrees o f  p o l i t i c a l  n a iv e td . Smith o f f e r s ,  

to o ,  a  sam pling o f  uninform ed p o p u lar  o p in io n . A non-commissioned 

o f f i c e r  w ith  whom Orlando se rv es  i s  n o t a t  a l l  i n te r e s te d  in  th e  is s u e s  

a t  s ta k e .  When Orlando t a lk s  to  him about h is  growing doubts t h a t  th e  

B r i t i s h  cause i s  a  j u s t  one, Fleming answers t h a t ,  b e fo re  he em­

barked  f o r  th e  c o lo n ie s ,  he  heard

a g re a t  d ea l o f  clamour upon th e  s u b je c t;  and i t  has been 
c a lle d  a  war upon th e  p e o p le , and th e re fo re  an unpopular 
w a r .—I am no p o l i t i c i a n ,  n o r  do I  d e s ir e  to  e n te r  in to  a 
d isc u ss io n  about ta x a t io n  and r e p re s e n ta t io n ,  which th e s e  
fe llo w s have made th e  ground f o r  t h e i r  r e s i s ta n c e .  There 
i s  no end o f  th e  nonsense t h a t  may be ta lk e d  in  favour o f  
t h e i r  r e b e l l io n ,  n o r  th e  p le a s  o f  th e  m in is te r ia l  p a r ty .
For m y se lf, as  I  was brought up in  th e  army, I  have always 
cu t th e  m a tte r  very  s h o r t—th e  sword i s  my argum ent; and I 
have s o ld  t h a t  to  my King, and th e re fo re  must use i t  in  h i s  
s e rv ic e ,  w hatever and w herever i t  may be p o in te d  out to  me 
COMH, I I I ,  358).

Smith i s  a s  unhappy a t  m oral a b d ic a tio n  on th e  p a r t  o f  in d iv id u a l  s o l ­

d ie r s  as tw e n tie th -c e n tu ry  w r i te r s  a r e ,  a lthough  Fleming i s  t r e a te d  

sy m p a th e tic a l ly . H is ed u ca tio n  i s  inadequate  f o r  n ic e  d isc r im in a tio n  

among m oral and p o l i t i c a l  issu e s ,;  and he i s  econom ically  dependent on 

what he ea rn s  a s  a  s o ld i e r .  Like W o lf-hun ter, he i s  a  to o l  o f  h is  

s o c ie ty  and r e f l e c t s  i t s  m o ra lity .

Those who wish Jan e  Austen had been in te r e s te d  enough to  show

p ro v in c ia l  a t t i tu d e s  toward th e  N apoleonic wars m ight look to  C h a r lo tte

Sm ith’ s n o v e ls  f o r  evidence o f  what th e  p ro v in c ia l  p o p u la tio n  though t

about th e  American R evo lu tion . There i s  Mrs. Rayland, an o ld  and o ld -

fash io n ed  member o f  th e  g en try :

accustom ed, from e a r ly  im p ress io n s , to  h igh  id ea s  o f  th e  
m il i t a ry  g lo ry  o f  h e r  a n c e s to rs ,  and c o n s id e rin g  th e  Americans 
as r e b e ls  and round h ead s, to  conquer them seemed to  h e r  to  
be n o t o n ly  a  n a tio n a l  cau se , b u t one in  which h e r  fam ily
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were p a r t i c u l a r ly  bound to  engage.—She had co n ten p la ted  
o n ly  th e  honours, and th ough t l i t t l e  o f  th e  dangers o f  war.
The t ro p h ie s  t h a t  surrounded th e  p ic tu r e  o f  h e r  w arlik e  
g ran d fa th e r  S i r  Orlando, and th e  honourable mention th a t  
was made o f  h is  prowess i n  th e  fam ily  a n n a ls ,  seemed to  h e r  
ample compensation fo r  a  wound in  h i s  l e g ,  which had made 
him a l i t t l e  lame fo r  th e  r e s t  o f  h i s  l i f e .  Of O rlando 's  
p e rso n a l danger, th e re fo re ,  she had , as he expected , no 
ap p reh en sio n s , and was r a th e r  d es iro u s  he should  j u s t i f y  
h e r  p a r t i a l i t y  to  him, by em ulating  th e  fame o f  th e  heroes 
o f  h e r  fam ily , th an  a f r a id  o f  what might happen in  th e  
experim ent (OMH, I I I ,  329).

I f  Mrs. R av land 's  a t t i tu d e s  a re  comic because th ey  a re  a rc h a ic ,  th e re

i s  n o th in g  amus.ng about th e  ignorance  and n a iv e td  th a t  support O rlan d o 's

m o th e r 's  un q u estio n in g  p a tr io t is m .

Smith uses  Mrs. Somerive to  i l l u s t r a t e  th e  kind  o f  uninform ed and

u n c r i t i c a l  chauvinism  and complacency th a t  dominated p ro v in c ia l  n o tio n s

o f  th e  w ar. Mrs. Somerive,

h av ing  h eard  on ly  one s id e  o f  th e  q u e s tio n , and having no tim e 
o r  i n c l in a t io n  to  in v e s t ig a te  p o l i t i c a l  m a tte rs ,  . . . now 
b e lie v e d  t h a t  th e  Americans were a  s e t  o f  r e b e l lio u s  e x ile s ,  
who re fu se d  on f a ls e  p re te n c es  " th e  t r i b u te  to  C aesar," which 
she  had been tau g h t by s c r ip tu r a l  a u th o r i ty  ought to  be p a id .
Thus co n s id e rin g  them, she r e jo ic e d  in  t h e i r  d e fe a t ,  and was 
in s e n s ib le  o f  t h e i r  m isery ; though, had n o t th e  new p ro fe s s io n  
o f  Orlando c a lle d  f o r th  h e r  fe a rs  fo r  him, she would probab ly  
n ev e r have thou g h t upon th e  su b je c t  a t  a l l —a su b je c t w ith  which, 
a t  t h a t  tim e , men no t i n  p a rliam en t and t h e i r  fam ilie s  supposed 
th ey  had n o th in g  to  do. They saw n o t th e  im p o s s ib i li ty  o f  en­
f o rc in g  i n  an o th e r coun try  th e  v e ry  im posts to  which, u n rep re ­
s e n te d , th ey  would n o t them selves have su bm itted . E la te  w ith  
n a tio n a l  p r id e ,  they  had lea rn ed  by th e  successes o f  th e  p re ­
ced ing  war to  look w ith  contempt on th e  in h a b ita n ts  o f  every  
o th e r  p a r t  o f  th e  g lobe; and even t h e i r  c o lo n is ts ,  men o f  t h e i r  
own co u n try  (OMH, I I I ,  246).

Because Smith s e le c ts  Mrs. Somerive to  re p re se n t t h i s  k in d  o f  

uninform ed a s se n t to  n a tio n a l  p o l ic i e s ,  Smith draws on th e  iro n y , a 

po ig n an t one, t h a t  such women o f f e r  t h e i r  sons i n  " t r i b u te  to  C aesar."  

There i s  n o th in g  p o ig n an t, however, about th e  i ro n ic  i n te r a c t io n  o f
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church and s t a t e  t h a t  a llow s Mrs. Somerive th e  com fort o f  h e r  complacency. 

Smith p o in ts  ou t t h a t  th e  church i s  i n f lu e n t i a l  in  e l i c i t i n g  a s se n t to  

n a t i o n a l i s t i c  p o l ic i e s ,  and th a t  im p e r ia l is t i c  chauvinism  f i l t e r i n g  back 

in to  th e  p ro v in ces  b r in g s  w ith  i t  a c a llo u s ,  an u n -C h r is t ia n  a t t i tu d e  

tow ard bo th  n a tiv e  and Eng lish  c o lo n ia ls .

How sa fe  from s c ru t in y  th e  dubious m o ra lity  o f  an im p e r ia l is t i c  

fo re ig n  p o lic y  may be i s  dem onstrated by Mrs. S om erive 's  moral myopia.

She hopes t h a t  i n  some u n sp e c if ie d  way Orlando w i l l  make h i s  fo rtu n e  in  

th e  army. Fortunes in  f a c t  were n o t made on army pay: accord ing  to  h is  

u n c le , O rlando’s commission b r in g s  him ro ugh ly  h a l f  a crown a day.

F ortunes m ight be made from th e  s p o il s  o f  conquest. The s p o ils  o f  th e  

American w ar, however, would have been sc an ty  even i f  th e  B r i t i s h  

fo rc e s  were v ic to r io u s ;  th e  American c o lo n ie s  made f o r  poor p lu n d er.

The rew ards were n e g lig ib le  f o r  a young man l ik e  Orlando se rv in g  in  

t h i s  w ar. I f  m i l i t a r y  se rv ic e  were lu c r a t i v e ,  and i f  Mrs. Somerive 

knew how hopes l ik e  h e rs  a re  r e a l iz e d ,  she would undoubtedly have qualms 

about w hether Orlando (a  clergym an 's  son) should  make h i s  fo rtu n e  th is  

way. I ll - in fo rm e d  as she i s ,  h e r  a t t i tu d e s  a re  e a s i l y  in flu e n ce d  in  

fav o r  o f  o f f i c i a l  p o lic y . Smith shows, by means o f  Mrs. Som erive, th e  

g e n e sis  o f  a t t i tu d e s  t h a t  a re  e x a c tly  what much l a t e r  g en e ra tio n s  p o in t 

to  in  condemning B r i t i s h  im p eria lism .

J u s t  as C h a r lo tte  Smith tak e s  a  h a rd , unsen tim en ta l look a t  th e  

American war in  The Old Manor House, she a lso  reco rd s  in  t h i s  novel smol­

d e rin g  h o s t i l i t i e s  a t  home. S m ith^perceives connections between war and 

s o c ia l  m o b il ity ,  hence an in c re a se  in  i n te r - c l a s s  f r i c t i o n  d uring  th e  

l a t e  1 7 7 0 's .14 Movement among c la s s e s  had been a  lo n g -s tan d in g  p o s s ib i l i ty
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i n  England, b u t such movement had been com paratively  slow and had fo llow ed 

t r a d i t i o n a l  p a t te rn s  f a c i l i t a t i n g  r e l a t i v e ly  smooth t r a n s i t i o n s  from one 

c la s s  to  a n o th e r .  At th e  end o f  th e  e ig h te e n th -c e n tu ry , th e  movement 

becanse  j a r r in g  enough to  cla im  a g re a t  d ea l o f  a t t e n t io n .  Competing 

c la s s  i n t e r e s t s ,  ev o lv ing  o u t o f  th e  economic ra m if ic a t io n s  o f  th e  

American w ar, made f o r  such obvious f r i c t i o n  t h a t  th e  f a c t  o f  s o c ia l  

m o b il ity  began to  c a rry  p o l i t i c a l  o v e rto n e s . Thus Mr. S to ck to n , who buys 

th e  e s ta t e  c lo s e s t  to  Mrs. R ayland’s ,  i s  r ic h  because h i s  " f a th e r  hav ing  

had v e ry  lu c r a t iv e  c o n tr a c ts  i n  t h a t  war which te rm in a ted  in  1763, had 

leJft h i s  son a  m inor w ith  a  fo r tu n e , which a t  th e  end o f  a te n  y e a r ’s 

m in o r ity  amounted to  l i t t l e  s h o r t  o f  h a l f  a  m il lio n "  (OMH, I ,  36 ). 

S to ck to n ’ s w ealth  dem onstra tes how p r o f i ta b l e  n a tio n a l  p o l ic y  can be 

f o r  m erc a n tile  i n t e r e s t s .  E x is tin g  m anorial r ig h t s  and p r iv i le g e s  

cannot compete w ith  th e  r ig h t s  and p r iv l ig e s  such enormous cash re so u rc e s  

can buy.

Smith cap tu res  th e  q u a l i ty  o f  th e  socio-econom ic th r e a t ,  in s o f a r  

a s  Mrs. Rayland h e r s e l f  a p p re c ia te s  i t ,  i n  h e r  com plaint t h a t  " p o u lt ry ,  

i f  she had by a c c id en t o ccasio n  to  buy i t ,  was double in  p r ic e ;  t h a t  th e  

prim e se a  f is h  was c a r r ie d  to  th e  C a s tle  [now S to ck to n ’ s ] ;  and more 

money demanded fo r  th e  r e f u s e ,  th an  she was accustomed to  g iv e  f o r  th e  

f in e s t "  [OMH, I ,  37 ). Mr. S to ck to n  i s  th e  cause o f  a lo c a l  i n f l a t i o n  

in  p r ic e s  t h a t  i s  i n  f a c t ,  a s  Smith a ls o  p o in ts  o u t ,  more ta x in g  on th e  

income o f  poor members o f  th e  community th an  on Mrs. R a y la n d 's . Her 

p r id e  i s  a t  f i r s t  more p a in f u l ly  a f f e c te d  th an  h e r  p u rse . Even so i t  i s  

th e  money economy S tock ton  re p re s e n ts  t h a t  th re a te n s  th e  s ta tu s  and hence 

th e  power o f  th e  h e re d i ta r y  g e n try .
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In  C h a r lo tte  Sm ith’s tim e i t  was d i f f i c u l t  to  a s se s s  how much 

th e  new money would a f f e c t  th e  n a tio n a l  c h a ra c te r .  The c h a ra c te r  o f  

England a s  a  n a tio n ,  an e x ten sio n  o f  th e  n a tu re  o f  an id e a l  B r i t i s h  

gentlem an, was a m a tte r  o f  genuine p r id e .  A c la s s  o f  landhold ing  

gentlem en, th e  u b iq u ito u s  g e n try , was alm ost u n iv e rs a lly  p erce iv ed  as 

th e  moral f ib r e  woven b o th  sy n c h ro n ic a lly  and d iac h ro n ic a l ly  through 

E ng lish  s o c ie ty .  I n f la t io n  was h a rd e s t  on th e  sm all lan d h o ld e r; how 

e x te n s iv e ly  in f l a t i o n a r y  p o l ic i e s  would in flu e n c e  landho ld ing  in  g en era l 

was a m atter o f  grave concern even among r a d ic a l  p o l i t i c a l  th in k e rs  in  

England. Any d im unition  o f  th e  p e rv a s iv e  p resen ce  o f  lan d -h o ld in g  

gentlemen w ith in  B r i t i s h  s o c ie ty  was viewed w ith  alarm .

The congruence o f  m e rc a n ti le  i n te r e s t s  and n a tio n a l  p o l ic ie s  

which makes i t  p o s s ib le  f o r  men l ik e  S tock ton  to  buy e s ta te s  in  Mrs. 

Rayland’s neighborhood i s  i n d i r e c t ly  re s p o n s ib le  fo r  th e  aggrandizem ent 

o f  h e r s e rv a n ts ;  hence th e  s t a b i l i t y  o f  th e  a g ra r ia n  c la s s  s t r u c tu r e  i s  

th re a te n e d  from w ith in . P a tte n so n , th e  b u t le r ,  and S n e lc r a f t ,  th e  

coachman, a re  engaged in  sm uggling, a  crim e c re a ted  when laws a re  passed  

to  p r o te c t  dom estic m erchants from fo re ig n  co m p etitio n . T h e ir money 

comes, in  p a r t ,  from contraband " s p i r i t s ,  t e a  and lac e "  (OMH, IV, 473). 

T r a d it io n a l ly  th e re  had been  o p p o r tu n itie s  w ith in  th e  m anorial s tr u c tu r e  

f o r  e n te r p r is in g  in d iv id u a ls  to  make money, a  f r in g e  b e n e f i t  o f  m anagerial 

p o s i t io n s .  Added to  th e s e ,  th e  p r o f i t s  o f  i l l e g a l  commerce c o n tr ib u te  

to  an e x tr a o rd in a r i ly  r a p id  accum ulation  o f  w ealth , b o th  cash and p ro p e r ty , 

by  Mrs. Rayland’ s s e rv a n ts .

Money a lo n e  does n o t  g u aran tee  a  change in  s ta t u s ;  t r a d i t i o n a l l y  

m arriage had been an im p o rtan t p a r t  o f  th e  s tr a te g y  t h a t  made f o r  su c c e ss fu l
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upward m o b il ity .  P re ten s io n s  which a re  lu d ic ro u s  a re  a lso  a larm ing in

a  man l ik e  S n e lc r a f t ,  th e  coachman, who

possessed  an i n f i n i t e  d ea l o f  cunn ing , and knew how to  
g e t and how to  keep money, w ith  which i t  was h i s  am bition  
to  p o r tio n  h i s  two d au g h te rs , and m arry them to  gentlem en; 
and h i s  d e a lin g s  i n  contraband goods, as Rayland H all was 
on ly  e ig h t  m iles  from th e  c o a s t ,  h i s  h av ing  th e  management 
o f  th e  g re a t  farm s a t  hand, and h is  concern i n  buying and 
s e l l in g  h o r se s ,  were to g e th e r  supposed to  have rendered  
h i s  o b je c t  o f  am bition  an easy  a tta in m e n t.  Of deeper 
s a g a c ity  th an  [Mrs. Lennard, th e  housekeeper, and P a tten so n , 
th e  b u t l e r ] ,  h e  foresaw  th a t  th e  tim e could n o t be f a r  
d i s ta n t  when Rayland H a ll,  and a l l  th e  w ealth  t h a t  belonged 
to  i t ,  must change i t s  p o sse s so r . I t  was a  p lan  o f  Mrs.
Lennard and P a tten so n  to  en joy  and secu re  a l l  th ey  could
now, and to  be w ell a ssu red  o f  a  v e ry  co n s id e rab le  legacy
h e r e a f te r .  But o ld  S n e lc ra f t  had f a r th e r  hopes; and fo r  
th a t  rea so n , though he  had a t  f i r s t  opposed a s  much as  
he  could  th e  r e c e p tio n  o f  Orlando and s in c e  expressed  d i s ­
p lea su re  tow ards him, he o f  l a t e  had in  h is  head f lo a t in g  
v is io n s  o f  th e  p r o b a b i l i ty  th e r e  was t h a t  i f  Orlando came 
to  th e  e s ta t e ,  he m ight m arry h i s  fa v o u r i te  d au g h te r , Miss 
P a tty  S n e lc r a f t ,  who would have such a  f in e  fo r tu n e , and 
was, as h e r  f a th e r  b e lie v e d , th e  v e ry  e x tr a c t  o f  a l l  
beau ty  [OMH, I ,  53 -54).

Because S n e lc ra f t  i s  n o t a  gentlem an, th e re  ought to  be s ig n i f ic a n t  

d i f f e re n c e s  between h i s  am bitions and th o se  o f  men who do c o n sid e r them­

s e lv e s  gentlem en. I t  i s  d is tu rb in g  even to  Smith t h a t  men l ik e  S n e lc ra f t

have no sense  o f  th e  p r o p r ie t ie s  o f  i n te r - c l a s s  a l l i a n c e s ,  b u t she

reco g n izes  t h a t  th ey  a re  beg in n in g  to  amass fo rtu n e s  la rg e  enough so 

t h a t  th ey  e n te r ta in  id ea s  o f  prom oting t h e i r  dau g h ters  in to  th e  g e n try .

S n e l c r a f t 's  am bitions a re  id e n t i c a l  to  th o se  o f  a w ealthy  c le rg y ­

man who i s  a  gentleman by ed u ca tio n , p o s i t io n ,  and m arriage , b u t not 

by  b i r t h .  H is d au g h te r , A nn-Jane-E liza , h as  a lre a d y  reached  th e  age 

o f  tw e n ty -s ix  w ith o u t having  found a husband. Dr. H o llyboum , having 

g iven  some though t to  th e  va lu e  o f  Mrs. R ay land 's  e s ta t e ,  concludes t h a t  

w hichever o f  th e  two Somerive sons ( P h i l l i p ,  th e  e ld e s t ,  o r  O rlando,
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Mrs. R ay land 's  fa v o r i te )

became m aster o f  Rayland H a ll,  [he] could no t f a i l  to  become 
a  v e ry  p ro p er match fo r  th e  most accom plished Miss H ollyboum .
I t  was c e r ta in  t h a t  he  had always reckoned upon a t i t l e  fo r  
h e r ;  b u t such a  d e fic ie n c y  m ight e a s i ly  be made up by th e  
su ccesso r to  such a  fo r tu n e . What so easy  as to  change a 
name by th e  K ing 's most g rac io u s  l ic e n se ?  and to  renew th e  
o ld  t i t l e  o f  B aronet, which had been so long in  th e  fam ily  
(OHM, I I ,  188)?

When he n o t ic e s  t h a t  Mrs. Rayland p re fe r s  Orlando, he  c o n fid e n tly  

ad d resses  h e r  on th e  su b je c t  o f  a  m arriage between th e  young man and 

Miss H ollyboum , fe e l in g  th a t  a  d augh ter o f  h i s  might a s p ir e  even 

h ig h e r .

Mrs. Rayland, however, i s  n o t w i l l in g  to  a l l y  h e r  fam ily  w ith

th a t  o f  a  man who

began h i s  c la s s ic a l  c a re e r  as  a  s e r v i to r  a t  Oxford . . .
[and whose] " b ro th e r -in -la w  th e  b ish o p ,"  from whose nepotism  
h i s  w ea lth  and consequence had been in  a g re a t  measure de­
r iv e d ,  was th e  son o f  an in n k eep e r. Though she always spoke 
h ig h ly  o f  h i s  p ie ty ,  and h i s  h igh-church  p r in c ip le s ,  she  had 
ever contemned h i s  e f f o r t s  to  make h im se lf  be considered  a 
man o f  fam ily  (OMH, I I ,  194-95).

Mrs. Rayland has g iven D r. H ollyboum  a p lac e  a t  h e r  t a b le ,  conceding 

th e  f a c t  o f  s o c ia l  m o b ility  b u t r e fu s in g  to  acknowledge th a t  he i s  as 

y e t e l i g i b le  to  marry h i s  daugh ter to  a Rayland; she co n sid e rs  two genera­

t io n s  too  s h o r t  a  tim e f o r  th e  p ro p er a s s im ila tio n  o f  a  new fam ily  in to  

th e  g e n try . Dr. H ollyboum  i n  tu rn  f e e l s  t h a t  h is  w ea lth , p o s i t io n  and 

ed u catio n  ( i . e . ,  h i s  "manners") w arran t even more th an  th e  m arriage he 

i s  w i l l in g  to  s e t t l e  f o r .  The i ro n ic  co n ju n c tio n  o f  Dr. H o lly b o u m 's  

condescension  and Mrs. R ay lan d 's  in d ig n a tio n  i s  p a r t  o f  a  l a r g e r  p a t te rn  

o f  iro n y  coverg ing  on O rlando, presum ptive h e i r  o f  Rayland H a ll.

Mrs. Rayland i s  o b liv io u s  to  th e  more r a d ic a l  p o s s ib i l i ty  t h a t  

Orlando m ight marry a woman whose c re d e n t ia ls  a re  even le s s  s a t i s f a c to r y
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th an  Miss H ollyboum *s. Broader and r ic h e r  i ro n ie s  a re  tapped by 

means o f  a  s e t  o f  e x p e c ta tio n s  among Mrs. Rayland’s se rv a n ts  surround­

in g  O rlan d o 's  m arriag e . The coachman’s  dau g h ter has been "educated" 

and d resse d  in  hopes o f  sn a rin g  O rlando, who has h im se lf  s e le c te d  and 

educated  th e  housekeeper’ s  n ie c e .  Rapid upward m o b ility  i s  b o th  a  

hope and a  f a c t  even w ith in  Mrs. Rayland’s household . The Old Manor 

House i s  s tr a n g e ly  modem f o r  1793, so c o n scio u sly  does Smith use 

r e c e n t ly  aggrava ted  te n s io n s  in  th e  e x is t in g  c la s s  s t r u c tu r e  as a condi­

t io n  engendering a  good p a r t  o f  th e  drama and iro n y  o f  h e r  s to ry .

Not on ly  does C h a r lo tte  Smith w r i te  about h i s to r y ,  w ar, money,

and s o c ia l  m o b il ity ,  b u t  she o f te n  w r i te s  about work—a s sen tim en ta l

and G othic n o v e lis ts  do n o t .  Nor does any o f  h e r  c h a ra c te rs  embark on

a v o c a tio n a l odyssey a s  Thomas H o lc ro f t’ s Hugh Trevor (1794-7) does,

d isc o v e rin g  as he  moves from one p o s i t io n  to  an o th e r h y p o crisy  and

co rru p tio n  in  each o f  th e  p ro fe s s io n s . R ather Smith d e sc r ib e s  gentlemen

and la d ie s  a t  work fo r  wages. She- i s  c e r ta in ly  one o f  th e  f i r s t  w r i te r s

to  d e s c r ib e , even i f  b r i e f ly ,  w h i te - c o lla r  lab o r  as demeaning and enner-

v a tin g  d ru d g ery .1^ G lenm orris (YP) has a  S c o t ti sh  e s ta t e  so u n p ro f i ta b le

th a t  he  comes t o  London f o r  t r a in in g  in  b u s in e s s . He i s

a sc h o la r ,  a  p o e t,  a  young man o f  e x tra o rd in a ry , though some­
what e c c e n tr ic  g en iu s ; and on h is  v ery  f i r s t  i n s ig h t  in to  th e  
b u s in e ss  o f  a  m erchant’ s a s s i s t a n t ,  c o n s is t in g  o f  d ry  d e t a i l s ,  
o f  e n d le ss  a cco u n ts , and l e t t e r s  i n  a  s o r t  o f  b a ld  ja rg o n  
p e c u lia r  to  them, he  found so  l i t t l e  p le a su re  i n  th e  view o f  
be ing  p laced  from day to  day in  a  k ind  o f  r a i l e d  box, w ith  
h i s  le g s  d an g lin g  from a h igh  s to o l ,  and h i s  b r e a s t  p ressed  
a g a in s t  th e  edge o f  a  desk , w h ile  h is  mind was to  be th u s  
chained down, t h a t  he  would have abandoned th e  hope o f  every  
advantage which he was to ld  m ight accru e  from i t ,  and have 
determ ined to  c o n ten t h im se lf  on h i s  sm all patrim ony (YP, I I ,
7 -8 ),

had he n o t wanted to  m arry. His in h e r i ta n c e  can o f f e r  l i t t l e  b e t t e r
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than, penury . H is pay a s  a  c le rk  does n o t in  f a c t  amount to  enough to  

buy f in a n c ia l  s e c u r i ty .

The c e n tr a l  predicam ent in  Sm ith’s n o v e ls  f o r  b o th  th e  hero  and 

th e  h e ro in e  i s  o f te n  t h a t ,  b e in g  among th o se  who b e s t  know how to  make 

use  o f  an in h e r i te d  " independence ,"  one o r  b o th  o f  them a re  n o t p rov ided  

w ith  one.*^  The paradox  t h a t  p a id  la b o r ,  as a  means o f  e a rn in g s one’ s 

independence, i s  i n  i t s e l f  an abominable form o f  s la v e ry  i s  never re so lv e d ; 

th e  same paradox i s  i n  th e  language and th e  ethos, o f  th e  p e rio d . G en tle ­

men and la d ie s  a re  in d iv id u a ls  w ith  a  c e r t a in  k in d  o f  e d u catio n  who do 

n o t work; th ey  s u b s is t  on income produced by in v es tm en t, u s u a lly  r e n ts  

on a g r i c u l tu r a l  p ro p e r ty . Those who work a re  n o t gentlem en and la d i e s .  

Those who have been educated  as  gentlem en and la d ie s  and who n e v e rth e le s s  

work a re  a  s o c ia l  anomaly. For th o se  gentlem en and la d ie s  who w rote  and 

f o r  some erf th o se  who read  f i c t i o n ,  th e  s u b je c t  seems to  have been an 

em barrassing  one.*

Work f o r  wages i s  a d isa g re e a b le  s u b je c t  when i t  comes up in  

Sm ith’s  n o v e ls .  I t  i s  n e v e rth e le s s  g r a t i fy in g  f o r  th e  tw e n tie th -c e n tu ry  

re a d e r  to  d isc o v e r  i n  h e r  f i c t i o n  a  p o r t r a i t  o f  th e  a r t i s t  as  w orker; 

so c ir c u m s ta n tia l  an account a s  h e rs  i s  s t r i k in g  f o r  i t s  m odernity . The 

most p r o l i f i c  n o v e l i s ts  o f  th e  n in e te e n th -c e n tu ry —George G issing  o f  course  

excep ted—av o id  d e sc r ib in g  t h e i r  own la b o r ;  th e y  were in  e f f e c t  " c lo s e t  

w o rk e rs."  Smith was n o t so n ic e  a  lad y , n o r  so read y  to  u n d erw rite  an 

unctuous form o f  h y p o c risy . She i s  w i l l in g  to  adm it t h a t  n o v e l-w r itin g  

i s  o f te n  a  te d io u s  ch o re , and t h a t  th e  f a n ta s ie s  she  i s  p a id  to  g en e ra te

*See C onclusion , p . 289-90.
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o f te n  seem rom antic  poppycock ju x ta p o se d , as  th ey  a re  fo r  h e r ,  to  e i t h e r  th e

c r i s e s  o r  th e  b a n a li ty  o f  r e a l  l i f e .  Mrs. D enzil (BM), su p p o rtin g  h e r

fam ily  l ik e  Smith by w r i t in g ,

leav es  h e r  bed i n  a  morning . . .  to  go to  h e r  desk , from 
whence she r i s e s  o n ly  to  s i t  down to  a  d in n er she cannot e a t , 
w a ited  upon by an awkward boy, o r  a  s tra p p in g  co u n try  g i r l ,  
who s ta r e s  a t  madam, " b in  as  how she w r i te s  a l l  them th e re  
books t h a t  be on th e  s h e l f ."  From t h i s  d e le c ta b le  r e p a s t ,
. . . she  i s  n o t in fr e q u e n t ly  c a l le d  on by an hon est g e n tle ­
man, in  a  brown rough g re a t  c o a t ,  co rderoy  b ree c h e s , b o o ts ,  
and g reen  b o o t -g a r te r s ,  h i s  h a i r  c u r l in g  n a tu r a l l y  in  h i s  
p o l l ,  t o  th e  g re a t  advantage o f  h i s  sh in in g  fa c e ;  who, w ith  
th a t  s o r t  o f  h a l f  bow which a  s u b s ta n t ia l  tradesm an sometimes 
makes, as  much as to  sa y , "Humpf! f o r  a l l  you a re  a  lad y , I 
know you a re  poor and i n  d e b t" ; p u l ls  o u t a l i t t l e  square  
wafered l e t t e r

ask ing  payment o f  e x a c tly  "s ix ty -tw o  pounds n in e  s h i l l i n g s  and e lev en  

pence" due f o r  c lo th in g  "your young g en tlem en ."  The l e t t e r  th re a te n s  

le g a l  a c t io n  i f  th e  b e a re r—Mr. Thomas Tough!—is  n o t p a id  in  f u l l .

However dism aying Mrs. D e n z il’s  p a r t  in  i t ,  a f t e r

a co n feren ce  w ith  Mr. Tough, she m ust w r i te  a  te n d e r  d ia logue  
betw een some dam sel, whose p e r f e c t io n s  a re  even g r e a te r  th an  
th o se

"Which y o u th fu l p o e ts  fancy  when th ey  lo v e ,"  
and h e r  h e ro ; who, to  th e  b rav e ry  and t a l e n t s  o f  Caesar, adds 
th e  g e n tle n e ss  o f  S i r  C harles G randison, and th e  w it o f  
Lovelace. But Mr. Tough’s c o n v e rsa tio n , h is  rude th r e a t s ,  
and h i s  b o is te ro u s  rem o n stran ces , have t o t a l l y  sunk h e r  s p i r i t s ;  
n o r a re  th ey  e le v a te d  by h e a rin g  t h a t  th e  sm all b e e r  i s  alm ost 
o u t; t h a t  th e  p ig s  o f  a  r ic h  farm er, h e r  nex t n e ig h b o r, have 
broke in to  th e  garden , ro o te d  up th e  whole crop o f  p e a se , 
and n o t l e f t  h e r  a  s in g le  h ia c in th  o r  jo n q u il .  She knows 
rem onstrance to  be v a in ;  o r  i f  i t  were n o t ,  t h a t  farm er 
Duckbury cannot r e s to re  h e r  bed o f  sweet f lo w ers .

Such d i s p i r i t i n g  lo sse s  a re  n o t a l l  t h a t  underm ines h e r  c o n c e n tra tio n .

Her maid t e l l s  h e r ,

as she  i s  a s s i s t i n g  h e r  to  u n d res s , t h a t  John Gubbin’s 
c h ild re n , o v e r th e  way, and h i s  w ife ,  and John h i s - s e l f ,  have 
a l l  g o t th e  s c a r lo t  f a v o r ; and th a t  one o f  th e  c h ild re n  i s  
dead on ’t ,  and a n o th e r l ik e l y  to  d ie .  She i s  ashamed o f  th e
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concern she  f e l t  a  few moments b e fo re  f o r  a. n osegay . . .  .
Compassion f o r  th ese  unhappy p e rso n s i s  now m ingled w ith  appre­
h ension  f o r  h e r  own fam ily . A m alignant fev e r  rag in g  in  a 
d i r t y  c o tta g e , n o t a  hundred yards from h e r  door, g iv es  h e r  
b u t an u n p leasing  im pression  to  c a rry  to  h e r  p i llo w . . .  .
With th e  e a r l i e s t  dawn she sends h e r  s e rv a n t (h er nose w ell 
stopped w ith  rue) to  en q u ire  a t  t h e i r  door how th ey  a re .  . . .
The r e s t  o f  th e  day i s  passed  a s  b e fo re ;  h e r  hero and h e r  
h e ro in e  a re  p a r te d  in  ag o n ies , o r  meet in  d e l ig h t ,  and she 
i s  employed in  making th e  most o f  e i t h e r ;  w ith  in te r lu d e s  
o f  th eG u b b in s’ s fam ily , and p rec a u tio n s  a g a in s t  im porting  
th e  in fe c tio u s  d istem per in to  h e r  own, th e  farm er a r r iv e s  
toward even ing , who had been to  th e  m arket town and had under­
tak en  to  b r in g  h e r  l e t t e r s .

There a re  two. The f i r s t  i s  from M essrs. Ramsay and S h rim p sh ire , lawyers

a c tin g  f o r  th e  t ru s te e s  o f  an e s ta t e  she i s  supposed to  i n h e r i t ;  th ey

inform  h e r  t h a t  th ey  w i l l  honor no a p p lic a tio n s  fo r  funds u n t i l  th e  case

i s  o u t o f  Chancery. The second i s  from h e r  p u b lis h e r .

Madam, ~

Am much s u rp r is e d  a t  your n o t send ing  up , as prom ised, th e  
end o f  th e  t h i r d  volume o f  th e  new novel purchased  by me. The 
t ra d e  exp ects  i t  a t  th e  tim e I  n o t i f i e d  to  them th a t  i t  would 
be reddy; and th e  p r in t e r  inform s me he s h a ll  s ta n d  s t i l l  i f  
n o t su p p lied  im m ediately. Must i n s i s t  on having  a  hondred 
pagges a t  l e a s t  by S a ttu rd a y  n ig h t;  a lso  th e  Odd to  L ib e rty , 
m entioned by you a s  a c lo se  to  th e  same: b u t I s h a l l  change th e  
t i t t l e  o f  t h a t ,  having  p ro m iss’d th e  t ra d e  t h a t  th e re  s h a l l  
be no l ib e r ty  a t  a l l  i n  th e  p re s e n t  work; w ithou t which asshurance 
th ey  would n o t have d e l t  f o r  th e  same, Hopin to  rec e iv e  th e  
m anuscrip t (as you have had money th ereo n ) a t  th e  tim e b e fo re ­
named, rem ain,

Madam,
Joseph Clapper (BM, I I ,  224-33).

The hackneyed f a l s i f i c a t i o n  o f  ex p e rien ce  t h a t  i s  a l l  Mrs. D en z il’s  

s c a rc e ly  l i t e r a t e  p u b lis h e r  wants o f  h e r  must tak e  shape, and ra p id ly ,  

i n  s p i t e  o f  a n x ie t ie s  and harrassm en t t h a t  sap h e r  energy . There can 

be sm all p le a su re  i n  th e  f a c t  t h a t  h e r  poem, th e  one p a r t  o f  th e  work 

c ru c ia l  to  h e r  s e lf -e s te e m , w i l l  be p r in te d  so long as i t  does n o t too  

b l a t a n t ly  announce i t s  s u b je c t .
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Smith*s c r i t i c s ,  and even some o f  h e r  ad m irers , though t such 

o b v io u sly  b io g ra p h ica l in tru s io n s  t a s t e l e s s .  For th e  tw e n tie th -c e n tu ry  

r e a d e r ,  th ey  a re  p rec io u s  rec o rd s  o f  a  p ro fe s s io n  th a t  has few documents 

about e a r ly  p r a c t i t i o n e r s .  Sm ith’s ex p erien ce  as a w r i te r  s tan d s  in  

t e l l i n g  c o n tra s t  to  what Jane A usten’s  must have been, s in c e  Austen 

s a id  t h a t  "C onposition  seems to  me Im p o ssib le , w ith  a  head f u l l  o f  

J o in t s  o f  Mutton and doses o f  rh u b arb " ; George E l io t  found th e  s c ra tc h in g  

o f  G. H. Lewes’ pen an insurm ountable o b s ta c le  to  c o n c e n tra t io n .1** 

D ickens, whose working c o n d itio n s  were p robab ly  l i t t l e  b e t t e r  than  

Sm ith’ s  e a r ly  in  h i s  c a re e r ,  b a re ly  touches on th e  c o n f l i c t in g  demands 

o f  a r t  and fam ily  l i f e  i n  David C o p p e rfie ld . David C op p erfie ld  o f te n  

works a t  home, and jo in t s  o f  m utton a re  a  m a tte r  o f  concern to  him b e­

cause th e y  b a f f l e  h i s  w ife . In  such c h a p te rs  as  "Our Housekeeping" 

and "Dom estic" (Book XV, Chapter 44 and Book XVI, Chapter 4 8 ), Dickens 

i s  n o t ,  however, p r im a ri ly  in te r e s te d  in  showing th e  e f f e c ts  o f  a 

dom estic  p ic k le  on h i s  h e ro 's  w r i t in g . 19 Not u n t i l  G is s in g 's  Edwin 

Reardon (New Grub S t r e e t ,  1891) i s  th e re  i n  E nglish  f i c t i o n  a  w r i te r  

b i t t e r l y  conscious o f  th e  v ic i s s i tu d e s  o f  fam ily  l i f e  as an en d le ss  

s e r i e s  o f  d i s t r a c t io n s ,  f o r e s ta l l i n g  and in te r ru p t in g  h i s  work. For 

Reardon, th e  s i t u a t io n  p roves t r a g i c ;  S m ith 's  Mrs. Denzil se es  and 

d e sc r ib e s  th e  i ro n ie s  o f  th e  s i t u a t io n  as something o f  a b lac k  comedy. 

Smith h e r s e l f ,  a t  second remove, p o s i t iv e ly  guffaws a t  what a  " la d y  

n o v e l i s t"  must manage in  th e  course  o f  a  working day, s e n s i b i l i t y  n o t­

w ith s ta n d in g .

Although work has a  p lac e  i n  C h a r lo t te  S m ith 'sn o v e ls , i t  i s  on ly  

a  sm all one. Paid  la b o r  was sometimes n e c e ssa ry , b u t a t  th e  end o f  th e

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



43

e ig h te e n th  c en tu ry  i t  was n o t l ik e ly  to  produce s u f f i c i e n t  income to  

p urch ase  an e s t a t e ,  hence to  su b s id iz e  r e s p e c ta b le  g e n t i l i t y . 20 

Some o f  th e  men in  Sm ith’s n o v e ls  a re  r e l a t i v e ly  s u c c e ss fu l  in  th e  

p ro fe s s io n s :  th e  c le rg y , th e  law and th e  navy. None o f  h e r  women fa re  

w ell as b readw inners. Those who a re  fo rced  to  work, l ik e  Mrs. D enzil, 

b a re ly  sc ra p e  by . No woman in  th e  e ig h te e n th  cen tu ry  co u ld , a f t e r  a l l ,  

t r a i n  f o r  and e n te r  a  p ro fe s s io n . As l a t e  as 1871, George E l io t  rem inds 

h e r  re a d e rs  i n  th e  in tro d u c tio n  to  Middlemarch th a t  a  t a le n te d  P ro te s ta n t  

woman cannot be groomed f o r  achievem ent b ecau se , u n lik e  S a in t  T heresa , 

she cannot embark on a s o c ia l ly  acce p ta b le  p ro fe s s io n a l  c a re e r .  More 

r e a l i s t i c  th an  t ry in g  to  earn  an independence i s  th e  hope o f  m arrying i t ,  

and th e re  i s  no w r i te r ,  Smith in c lu d ed , who does n o t g ra n t  th e  p o in t .

Economic c o n s id e ra t io n s  a re  im portan t from th e  v ery  beg inn ing  o f

th e  E ng lish  novel a s  i n t r i n s i c  co m plica tions o f  th e  love p l o t .  However

rom antic  th e  n o v e l, th e  im portance o f  s e cu rin g  an incom e.cannot b e , and

i s  n e v e r,  ig n o re d . W ithout p ro p e r ty , u s u a lly  th e  h e ro ’s ,  and eash (o r

th e  e q u iv a le n t) ,  u s u a lly  th e  h e r o i n e 's , 2* th ey  w i l l  n o t  be allow ed to

meet a t  th e  a l t a r ;  th e  n a r r a t iv e  s t r u c tu r e  o f  most rom antic  novels f o r

over a  c e n tu ry  i s  i n  f a c t  o f te n  d e te r in e d  by  s t r a te g i e s  t h a t  w i l l  p rov ide

them w ith  a s ecu re  income. There i s  a t a c i t  form ula f o r  an econom ically

sound m arriag e . J .  M. S . Thompkins p o in ts  o u t t h a t  i t  i s  a r t i c u l a te d  in

one e ig h te e n th  c en tu ry  n o v e l:

The th eo ry  o f  f in a n c ia l  ’’s u i t a b i l i t y "  i s  given  by C la ra  Reeve 
i n  S i r  Roger de C larendon. A b r id e  sh o u ld  b r in g  h e r  husband 
a  dowry la rg e  enough to  pay h i s  younger b ro th e rs  and s i s t e r s  
t h e i r  p o r tio n s  under h i s  f a th e r ’s w i l l ,  w ith o u t a l t e r in g  h is  
own s ty l e  o f  l iv in g ;  i n  t h i s  way j u s t i c e  i s  done and th e  
fam ily  p r e s t ig e  p re se rv e d . 22
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The husband sh o u ld , i n  tu r n ,  be a b le  to  o f f e r  h i s  b r id e  a  s ta n d a rd  o f  

l iv in g  th a t  i s  equal o r  s u p e r io r  to  what she  en joyed in  h e r  p a re n ts ’ 

home. T h is r u le  o f  thumb need  n o t app ly  i f  one o f  th e  two i s  r ic h  

enough to  compensate f o r  d e f ic ie n c ie s  i n  th e  o th e r ’s a s s e t s ,  b u t in  

g en e ra l i t  i s  co n sid ered  n a iv e  to  ig n o re  th e  socio-econom ic base  o f  

m arriag e . C om plications i n  most love s to r i e s  in  th e  e ig h te e n th  and 

e a r ly  n in e te e n th  c e n tu r ie s  u s u a lly  in v o lv e  th e  worrisome p o s s ib i l i t y  

t h a t  a d e v ia t io n  from th e  form ula  w i l l  u p se t th e  s t a b i l i t y  and b a lan ce  

o f  a  sound dom estic economy.23 S o c ia l c ircum stances hav ing  rem ained 

much th e  same, Smith t r e a t s  th e  economics o f  m arriage much a s  every  

o th e r  e ig h te e n th -c e n tu ry  n o v e l i s t  does.

Her tre a tm e n t o f  th e  m arriag e-m ark et, however, i s  a s  much a 

r e a c t io n  to  th e  v u lg a r i ty  o f  m id d le -c la s s  e n te r p r i s e  a s  A u s te n 's  i s .

Desmond complains about th e  a t t e n t io n  he r e c e iv e s  from " c e r t a in  am iable 

gentelwomen between f i f t y  and s ix ty ,  who have dau g h ters  betw een tw enty 

and t h i r t y ,  and who a re  so  good a s  to  be p a r t i c u l a r l y  s o l i c i t o u s  fo r  

my s e t t l i n g  i n  t h e i r  neighborhood" (D, I ,  112). Mrs. Bennet (P rid e  

and P re ju d ice) i s  one such gentlewoman; th e y  a re  in  many re s p e c ts  o b jec ­

t io n a b le  b u t th ey  a re  a ls o  fu n c tio n in g  in  a  way th a t  i s  a b s o lu te ly  n eces­

s a ry .  However demeaning th e  adm ission  i s  f o r  a woman n o v e l i s t ,  r e l a t i o n ­

sh ip s  between men and women a t  th e  end o f  th e  e ig h te e n th -c e n tu ry  and th e  

beg in n in g  o f  th e  n in e te e n th  were o f te n  governed by f in a n c ia l  c o n s id e ra t io n s , 

a s  th ey  con tinued  to  be w ell in to  th e  tw e n tie th .c e n tu ry .  A lthough Smith 

on occasio n  w r ite s  about sex u al r e la t io n s h ip s  in  term s o f  s e n s u a l i ty ,*

*See Chapter IV, p p . 185-86, below.
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she more o f te n  w r ite s  about sex as a commodity.

P a ren ta l guidance about m arriage i s  o f te n  b l a t a n t ly  m a te r ia l­

i s t i c  in  Sm ith’s n o v e ls , b u t  guard ians a re  seldom th e  a ll-p o w e rfu l 

ty ra n ts  th e y  a re  in  Gothic n o v e ls . In  M ontalbert (1795), R o s a lie ’s 

( fo s te r )  fa th e r*  t e l l s  h e r  t h a t  she should "appear a t  a ssem b lie s , and 

t r y  to  g e t a husband . . f o r  he wanted to  g e t h i s  g i r l s  o f f  h i s  hands 

as  f a s t  as he could" (Mont, I ,  10 ). R o sa lie ,  in  t u rn ,  re fu s e s  " to  

be  d resse d  up and o f fe re d  l i k e  an anim al to  s a le "  (Mont, I ,  75 ). She 

i s  in d ig n a n t t h a t  h e r  "m other seems to  th in k  i t  a  m a tte r  o f  c o u rse ."

Her ( fo s te r )  m other’s adm onition , when R o sa lie  r e fu s e s  to  m arry a 

b o o r ish  s u i to r ,  i s  t h a t  she should n o t "be so b l in d  to  [her] own i n te ­

r e s t ,  o r  so d e a f  to  th e  d i c t a te s  o f  common sen se , as to  throw away, by 

r e fu s in g  Mr. Hughson, an o p p o r tu n ity  t h a t  may never o f f e r  ag a in "  (Mont,

I ,  74 -7 5 ). There i s  a c e r ta in  amount o f  t r u th  in  what R o sa lie  i s  to ld .

A woman o f  h e r  refinem ent would undoubtedly be  e q u a lly  uncom fortab le  w ith  

th e  a l t e r n a t iv e s  open to  h e r .

Although Austen d i s c r e e t ly  makes th e  rea d e r  understand  th a t  

C h a r lo tte  Lucas (P rid e  and P re ju d ice) o f f e r s ,  among o th e r  s e rv ic e s ,  

sex u al in te r c o u r s e  in  exchange fox th e  r e s p e c ta b i l i t y  and f in a n c ia l  

s e c u r i ty  o f  m arriag e , w hatever h u m ilia tio n  C h a r lo tte  may f e e l  i s  q u ite  

p r iv a t e .  And Austen does n o t suggest t h a t  l u s t  i s  a  d r iv in g  fo rc e  in  

Mr. C o l l i n s 's  c h a ra c te r .  S m ith 's  women, on th e  o th e r  hand, t y p ic a l ly  

meet urbane men who want sex u al g r a t i f i c a t i o n  and h a b i tu a l ly  purchase 

i t .  On what seem to  be opportune o ccas io n s , th ey  a re  unabashedly

* R osa lie  i s  n o t aware t h a t  th e s e  a re  n o t  h e r  r e a l  p a te n ts  u n t i l  l a t e r  
in  th e  n o v e l.
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e x p l i c i t  even in  co n v e rsa tio n  w ith  v i rg in a l  young la d ie s .  Davenant 

(E th e lin d e ;1789), f o r  example, i s  a  v ery  w ealth y  young man who once 

co u rted  E th e lin d e  even though she had no money, and was re fu se d . Some­

what l a t e r ,  a f t e r  an a p p re n tic e sh ip  served  in  th e  company o f  experienced  

ra k e s , he f ra n k ly  inform s E th e lin d e  t h a t  h e r  m arket p r ic e  has dropped 

s in c e  c e r ta in  u n s u b s ta n tia te d  rumors have ta in t e d  h e r  r e p u ta t io n .  

N ev e rth e less  he  s t i l l  f in d s  h e r  d e s ira b le  and i s  w i l l in g  to  come to  

term s:

I have once in  my l i f e  been fo o l enough to  o f f e r  to  marry
you; y o u 'l l  never c a tc h  me a t  t h a t  ag a in ; fo r  d----  me i f  I
d o n 't  s e t t l e  s ix  hundred a y ea r upon you; and I th in k  t h a t ' s  
a d e v i l i s h  handsome p r ic e  f o r  a  g i r l  who has n o t a  sixpenny 
p iec e  in  th e  w orld , and a l i t t l e  crack  in  h e r  c h a ra c te r  w ith  
t h a t  s to r y  o f  S i r  Edward. 24 Come, come, d o n 't  a f f e c t  a l l  
th e s e  v io le n t  a i r s ;  b u t remember ' t i s  n o t an o f f e r  y o u 'l l  
have every  day. 'T is  n o t ev ery  body h as  th e  s p i r i t  o r th e
cash to  make i t  (E th , V, 43 -4 4 ).

Davenant i s  c e r t a in ly  b lu n t  enough to  pass m uster as a  c re d ib le  g e n tle ­

man in  a  novel w r i t te n  by a man. His i s  n o t  th e  speech o f  a  m elodram atic 

v i l l a i n  b u t  r a th e r  o f  a  would-be roue p leased  a t  h i s  own w o r ld lin e s s .

S m ith 's  men a re  a lso  gentlemen in  a c iv i l iz e d  co u n try ; th ey  

seldom f in d  i t  n e c es sa ry  o r  d e s ir a b le  to  fo rc e  them selves on a  woman.

That Davenant s o l i c i t s  sexual fav o rs  seems in  t h i s  novel l e s s  o ffe n s iv e  

th an  what h i s  p a tro n iz in g  manner im p lie s : t h a t  E th e lin d e  i s  i n t r i n s i c a l l y  

v a lu e le s s ,  unm arketable . She ought th e re fo re  to  be g r a te fu l  fo r  h i s  

magnanimity. What Smith o f fe r s  in  E th e lin d e  i s  evidence th a t  every 

woman o f  l im ite d  means i s  open to  i n s u l t ;  she must expect to  b e  t r e a te d

as i f  h e r  sex  were som ething she to o  w i l l  want to  use to  advantage. A fte r

th e  tu rn  o f  th e  cen tu ry  n o v e ls  do n o t o f te n  rec o rd  such in te rv ie w s , a t  

l e a s t  n o t when one o f  th e  p a r t i e s  i s  a  p ro p e r , la d y - l ik e  h e ro in e .
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C h a rlo tte  Smith re v e a ls  th e  b r u t a l i t y  t h a t  l i e s  beneath  th e

su rfa c e  in  p o l i t e  s o c ie ty ,  a b r u t a l i t y  t h a t  i s  a n a tu r a l  consequence

o f  eq u atin g  human r e la t io n s h ip s —sexual r e la t io n s h ip s  in  p a r t i c u l a r  ~

w ith  monetary v a lu e s . Desmond’s u n c le , Mr. Danby, knowing something

o f  h i s  nephew’s f e e l in g s  f o r  G erald ine Vem ey, a r t i c u l a te s  a  p o in t

o f  view about m a r i ta l  and e x tra -m a ri ta l  r e l a t i o n s  u s u a lly  suppressed

in  n in e te e n th -c e n tu ry  f i c t io n :

I f  Mrs. Vemey h as  a penchant fo r  L io n e l, w ith  a l l  my so u l.
— I know v ery  w e ll t h a t  i f  th e  s tu p id  puppy, h e r  husband, 
had as many horns as th e  b e a s t  in  r e v e la t io n s ,  he deserves 
them a l l ,  and Desmond has a s  good a  chance as an o th e r,
w ith  any woman; b u t I th in k  h e 's  a fo o l t o  be a t  such a  cursed
expence about i t ,  and th en  to  fancy h im se lf  so snug, l ik e  a
woodcock th a t  h id es  i t s  head , and b e lie v e s  i t s e l f  s e cu re , —
Hah! ha! hah! CD, I I ,  195).

Mr. Danby goes on to  sh a re  h i s  w orld ly  wisdom w ith  Desmond’s f r ie n d

B ethel in  a  somewhat more r e f in e d  to n e . The r e s u l t  i s  i f  anyth ing  an 

even more c a llo u s  view o f  th e  pecun iary  im p lic a tio n s  o f  Desmond's r e l a ­

t io n s  w ith  th e  V em eys. Mr. Danby asks B e th e l,

when a  young fello w  lay s  down between th re e  and fo u r thousand
pounds, to  r e le a s e  from execution  th e  e f f e c ts  o f  a  m an's w ife , 
and s ta y s  nea r a  month in  h e r  neighbourhood; when he  i s  known 
to  have d ec lin ed  th e  most advantageous o f f e r s  o f  a l l i a n c e  
from th e  fa m ilie s  o f  some o f  th e  f in e s t  young women in  England 
on h e r  accoun t; and when he  i s  a c tu a l ly ,  a t  t h i s  t im e , gone 
abroad w ith  h e r ;  o r ,  however, concealed somewhere o r  o th e r ,  
how th e  p lague can you suppose th e  world w i l l  n o t t a lk ?  I t  
i s  w e ll enough known, t h a t  Vemey i s  a  savage and a  sco u n d re l,
who w i l l  s e l l  h i s  w ife to  th e  b e s t  b i d d e r  Why d o n 't
L ionel o f f e r  him h e r  p r ic e  a t  once, f o r  now you may depend 
upon i t  h e ' l l  be  sued and Vemey w i l l  get d e v il i s h  damages 
(D, I I ,  195-96).

Mr. Danby i s  n o t  w orried  t h a t  G erald ine might r e f u s e .  He sees  as c le a r ly  

in  h i s  way as Mary W o lls to n e c ra ft does in  h e rs  t h a t  th e  odds a re  in  

fav o r o f  acq u iescence from a  woman who "must b e  dependent on h e r
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husband’s bounty  f o r  h e r  s u b s is te n c e  du rin g  h i s  l i f e  o r  su p p o rt a f t e r  

h i s  d ea th — fo r  how can a b e in g  be  . . . v i r tu o u s ,  who i s  n o t  f r e e ?"25 

Comments on G era ld in e  Vem ey’s s i tu a t io n  in  Desmond a re  as r a d i c a l ly  

fe m in is t  in  t h e i r  im p lic a tio n s  as any th ing  in  A V in d ica tio n  o f  th e  

R igh ts o f  Women, p u b lish ed  a ls o  in  1792.

Mr. Danby*s su g g estio n  fo r  an e q u ita b le  s o lu t io n  to  th e  problem 

o f  Desmond’s r e la t io n s h ip  to  th e  Vem eys p resupposes th e  e x is te n c e  o f a 

c o v e rt and d i s c r e e t  form o f  "w h ite  s la v e  t ra d e "  in  u p p e r-c la s s  E nglish  

s o c i e t y . I n  a novel t h a t  i s  so much about th e  French R ev o lu tio n , and 

so  sym pathetic  to  th o se  in  F rance who su ffe re d  as a  r e s u l t  o f  th e  

u n co n stra in ed  ty ran n y  o f  th e  French a r is to c r a c y ,  ev idence th a t  in d iv i ­

d u a ls  in  England a re  t r e a te d  as n e g o tia b le  p ro p e r ty  in  th e  manner Mr. 

Danby su g g ests  becomes p a r t  o f  th e  l a r g e r ,  p o l i t i c a l  argument o f  th e  

n o v e l. Mr. Danby’ s  d i s s a t i s f a c t io n  w ith  Desmond i s ,  a t  th e  c o re , 

p o l i t i c a l .  He i s  annoyed t h a t ,  " in s te a d  o f  sp o rt in g  h i s  money l ik e  a 

man o f  s p i r i t ,  on th e  t u r f ,  o r  w ith  th e  bones, [Desmond] goes p ip in g  

about and t a lk s  o f  unequal re p re s e n ta t io n ,  and th e  w eigh t o f  ta x e s"

(D, I I ,  194). Sex, l ik e  r id in g  and gam bling, i s  f o r  him one o f  th e  

a v o c a tio n s  p ro p er fo r  a  man o f  Desmond's c la s s .  A d u lte ry  ( e s p e c ia l ly  

i f  G erald ine i s  r e lu c ta n t )  would be a  s ig n  o f  p o l i t i c a l  o rthodoxy, as 

Mr. Danby se es  i t .  As Smith seems to  see  i t ,  one o f  th e  key su b je c ts  

in  th e  k ind  o f  ro m an tic  f i c t i o n  she w r i te s  i s  w hat, in  th e  tw e n tie th  

cen tu ry , i s  o f te n  c a lle d  "se x u a l p o l i t i c s "  w ith  c o n s id e rab ly  le s s  

j u s t i f i c a t i o n .

A b r i e f  rev iew  o f  s u b je c ts  t h a t  a re  i n t r i n s i c  p a r t s  o f  novels 

t r e a te d  by l i t e r a r y  h i s to r ia n s  a s  s l i g h t  rea d in g , d eserv in g  th e  n e g le c t
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th e y  have re c e iv e d , cannot beg in  t o  dem onstra te  how dense th e  b e s t  o f  

S m ith 's  n o v e ls  a r e .  They a re  f u l l  o f  in fo rm a tio n , c o n c re te  p a r t i c u l a r s ,  

about th e  way th in g s  were in  England d u rin g  th e  1790’s .  The world o f  

h e r  n o v e ls  i s  one in  which p e rso n a l freedom i s  c o n tin g e n t on th e  p o l i ­

t i c a l ,  economic, and s o c ia l  term s o f  a  complex s o c ie ty .  There i s  

n o th in g  s im p l i s t i c  abou t th e  p ro cess  o f  s e le c t io n  and a b s tr a c t io n  t h a t  

Smith uses to  express i n t r i c a t e  i n te r - r e la t io n s h ip s  by means o f  th e  

s o c ia l ly  s ig n i f ic a n t  as w ell a s  r e a l i s t i c  d e ta i l s  o f  a f i c t io n a l  w orld .

Nor i s  th e r e  an y th in g  s im p li s t i c  about Sm ith’s p o l i t i c a l  v iew s.

For h e r  tim e and p lac e  th e y  a r e  r a d ic a l  b u t  n o t  re v o lu t io n a ry .  She i s  

a  r e v i s io n i s t ,  as  were m ost o f  th o se  E ng lish  r a d i c a ls  who seemed so 

d angerously  unorthodox in  th e  1790’s .  A fte r  ev en ts  in  France had 

dem onstra ted  t h a t  th e  re v o lu tio n a ry  movement on th e  C ontinent was n o t 

going to  produce a  more dem ocratic  form o f  p a rliam e n ta ry  government 

th an  England’s ,  Smith was among th e  f i r s t  to  condemn p u b l ic ly  a cause 

she had fo rm erly  su p p o rted ; sh e  was n o t th e  on ly  w r i te r  a t  th e  tim e to  

admit t h a t  h i s / h e r  en thusiasm  had been m isp laced . U nlike th o se  o f  th e  

younger rom antic  p o e ts ,  Sm ith’s p o l i t i c a l  v is io n  encompassed a l l  human 

r e l a t i o n s h ip s ,  and she f u l l y  a p p re c ia te d  th e  economic so u rces  o f  

p o l i t i c a l  power. A f te r  1793, h e r  n o vels axe le s s  i d e a l i s t i c  b u t no 

l e s s  p o l i t i c a l .  They c o n tin u e  to  t r e a t  p o l i t i c a l  i s s u e s ,  as  th e  

e a r l i e r  n o v e ls  d id ,  b u t th e s e  a re  expressed  more com ple te ly  in  term s 

o f  p r iv a te  r e la t io n s h ip s  t h a t  a re  sym bolic o f  o r  analogous to  p u b lic  

on es . Like any good n o v e l i s t ,  she  asked more q u e s tio n s  th an  she answ ered. 

Her n o v e ls  a r e  n o t e s p e c ia l ly  o p t im is t ic  o r  com forting , n o r from th e  

p o in t  o f  view o f  a  tw e n tie th -c e n tu re  re a d e r  a re  th ey  re d u c t iv e ly
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p e s s im is t ic .  Her f i c t i o n a l  world i s  o n ly  as d i f f i c u l t  a  p lac e  to  

l iv e  in  as th e  w orld i t  im i ta te s .
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Notes

*The Oxford E n g lish  D ic tio n a ry , 3rd e d . , s .  v .  " o r ig in a l ,"  4 .

2"Mrs. C h a r lo tte  S m ith ,"  in  B iograph ical Memoirs, Vol. IV o f  
The M iscellaneous Prose Works (Boston: W ells § L i l l y ,  1829), p . 33.

A c c o rd in g  to  Alan M cKillop, "C h a r lo tte  Smith was p robab ly  th e  
most p o p u lar contem porary n o v e li s t  in  th e  E n g lish -sp eak in g  world o f  
th e  e a r ly  179 0 's"  ( " L e t te r s ,"  p . 247). E d itio n s  o f  h e r  no v e ls  appeared 
d u rin g  th e  1790 's  as fo llo w s: in  1788, London — Em (2 ),  Dublin — Em
(1 ); in  1789, London — Em (1 ) ,  Eth (2 ) , Dublin — Em ( I ) ;  in  1790, 
London — Em (1 ), Eth (1 );  in  1791, London — Cel (2 ); in  1792,
London — Cel (1 ) ,  D (2 );  in  1793, London — OMH (2 ) ,  Dublin — Em 
(1 ) ,  OMH (1 ),  F rance — D (1 ); in  1794, London — Cel (1 ) ,  WW (1 ),
BM (1 ) ,  France — Em (1 ); in  1795, London — BM (1 ) ,  Mont (1 ) ,  Dublin —
BM (1 ), [P h ila .  — BM (1 ) ; ]  France — Cel (1 ); in  1796, London —
March (1 ); in  1797, Dublin — March (1 ); in  1798, London — YP (2 ); 
in  1799, B e lfa s t  — Em (1 ) ,  F rance — Em (1 ) ,  Eth (1 ) ,  OMH (1 ) ,
YP (1 ) .  See too  th e  l i s t  o f  rev iew s , pp . 301-302 below , which su g g e sts ,
b o th  by th e  number o f  rev iew s f o r  each and th e  space a l lo c a te d  to  
each ( th a t  i s ,  u n t i l  1794-95), t h a t  th e  appearance o f  one o f  S m ith 's  
no v els  was a  l i t e r a r y  ev en t o f  some s ig n if ic a n c e .

4A spects gdn&raux du roman fgm inin en A n g le te rre  de 1740 h 
1800 (Aix-en Provence: P u b lic a t io n s  des Annales de l a  F acu lty  des 
L e t tr e s ,  N ouvelle s e r i e  n° 52, 1966), p . 174.

5Essays o f  George E l io t ,  ed . Thomas Pinney (New York: Columbia 
U n iv e rs ity  P re s s ,  1963), pp . 302-03.

6Pinney, p . 303.

7 In  S tu d ie s  in  th e  L i te r a ry  Backgrounds o f  E ng lish  R adicalism  
(1947; r p t .  New York: Greenwood P re ss ,  1968), M. Ray Adams p o in ts  ou t 
th a t  th e  "work o f  no l i t e r a r y  p e rio d  in  E n g lish  h i s to r y  has been more 
deep ly  a ffe c te d  by p o l i t i c a l  d isc u s s io n  and an exam ination o f  th e  
p r in c ip le s  and conduct o f  government than  th e  l a s t  decade o f  the  
e ig h te e n th  ce n tu ry . Around B u rk e 's  R e f le c tio n s  [on th e  R evolu tion  in  
France] developed a whole l i t e r a t u r e  o f  p r o te s t  in  defen se  o f  rev o lu ­
t io n a r y  p r in c ip le s "  (pp. 506). Desmond i s  p a r t  o f  th e  l i t e r a t u r e  o f  
p r o te s t ;  L e tte r  XXIV (D, I I )  i s  an e ssay  r e f u t in g  some o f  th e  m ajor 
argum ents in  B urke 's  R e f le c t io n s .  The d ebate  was won by "co u n te r­
r e v o lu tio n a ry  w r i te r s "  accord ing  to  R.R. Palm er. For a  ca ta lo g u e  o f  
t h e i r  p u b l ic a t io n s ,  see  The World o f  th e  French R evolu tion  (New York: 
Harper § Row, 1971), p . 210.

8For in s e r te d  q u o ta tio n  see  P arad ise  L o st, I I ,  846.
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V arious so u rces  have been  suggested  fo r  one f la g ra n t  e r ro r  
in  term s o f  modem usage: Smith d e sc r ib e s  ’’savannahs" blooming in  New 
York S ta te .  In  America in  E n g lish  F ic tio n :  1760-1800 (Baton Rouge: 
Lou isiana S ta te  U n iv e rs ity  P re ss ,  1937), pp . 269-70 , Robert Heilman 
n o te s  t h a t  t h i s  k ind  o f  t e r r a i n  i s  a s so c ia te d  w ith  th e  n o tio n  o f  
America a s  a  new Eden. Heilman r e p o r ts  t h a t ,  a f t e r  th e  p u b lic a tio n  
o f  The Female American in  1767, "one has to  leap  over two decades 
to  th e  p e rio d  o f  th e  French R evolu tion  b e fo re  f in d in g  an o th er novel 
p ic tu r in g  a contem porary Golden Age. Then comes th e  o u tb u rs t a t  th e  
c e n te r  o f  which were th e  in s p i r a t io n a l  l e t t e r s  o f  Crevecoeur and th e  
t r a v e l  works o f  [G ilb e r t]  Imlay, [Thomas] Cooper, and [John] F ils o n . 
Follow ing th e s e  p ic tu re sq u e  salesm en, and drawn by savannas, m agnolias, 
and m ock ing-b irds, th e  im ag in atio n  u su a lly  tu rn e d  so u th , though 
sometimes t h i s  id e a l  equipment was s e t  15), w ith  no a t t e n t io n  to  geo­
graphy o r  c lim a te , a long th e  S t .  Lawrence." Heilman p o in ts  o u t th a t  
Smith quoted J .  H ector S t .  John de C rev eco eu r's  L e t te r s  from an American 
Farmer, 1783 e d it io n ,  in  The Young P h ilosopher ( I I ,  32n; I I ,  255;
IV, 392). James R. F o s te r  though t Smith drew on d e sc r ip tio n s  o f  
L ou isiana  in  Manon L escau t, which she had t r a n s la t e d  in  1786 (p . 241). 
Anne Henry E hrenpre is  (se e  n o te s  to  pp . 384 and 385 in  h e r  e d it io n  o f  
The Old Manor House) a rg u es  t h a t  Manon i s  an u n l ik e ly  so u rce , and 
p re s e n ts  ev idence th a t  Smith may have been u s in g  W illiam  Bartram ’s 
T rav els  Through N orth and South C a ro lin a , G eorgia , E ast and West 
F lo rid a  (1791).

1^ R eprin ted  in  E igh teen th -C en tu ry  B r i t i s h  N o v e lis ts  on th e  Novel, 
ed . George L. B a rn e tt (New York: A ppleton-C entury C ro f ts ,  1968), p . 172.

■^Ib id . Cf. Moore’s own n o n - f ic t io n a l  A View o f  S o c ie ty  and 
Manners in  F ran ce , S w itzerlan d  and Germany (1779) and A View o f  S o c ie ty  
and Manners in  I ta l y  (1781).

12Malcolm Bosse, "A ction a s  a Governing M otif in  th e  Minor E n g lish  
Novel o f  th e  Late E ig h teen th  C en tu ry ,"  D iss . New York U n iv e rs ity  1970, 
p . 32.

•^Sm ith i s  n o t unique f o r  th e  p e r io d . Heilman observes t h a t  th e  
American re v o lu tio n , "b r in g in g  about a fu r th e r  in tim a te  knowledge o f  
th e  In d ia n , c a s t in g  more s e r io u s  doubts on h i s  e x c e llen c e , and su g g estin g  
s to r i e s  o f  a t r o c i t i e s  and c ru e l  c a p t i v i t i e s ,  [appears to  have] d e a lt  a 
death-b low  to  th e  Noble Savage" (p . 295). A th o ro u g h ly  ro m an tic ized  
savage does n o t  appear u n t i l  th e  b eg inn ing  o f  th e  n in e te e n th  c e n tu ry , 
a lth o u g h  an id e a l iz e d  one d a te s  from th e  sev en teen th  cen tu ry : "The
e a r l i e s t  known u se  o f  th e  p h rase  o ccurs in  D ryden 's Conquest o f  Granada 
(1672). . . . Rousseau, though aware th a t  a r e tu rn  to  th e  p r im it iv e  
s t a t e  was im p ra c tic a l ,  n e v e r th e le s s  used th e  myth o f  th e  noble  savage 
to  g ive su b stan ce  to  th e  anathemas he h u r le d  a g a in s t  c iv i l i z a t i o n .  
V o l ta i r e ’s  Ingenu s e r v e s  as an example o f  th e  convention o f  th e  noble 
savage. C hateaubriand’s n o v e ls  d e a lin g  w ith  th e  American In d ia n , Rene, 
A ta la ,  and Les N atchez, p o r tr a y  th e  ro m an tic , se n tim e n ta lize d  a sp ec t 
o f  t h i s  myth; i t s  in flu e n c e  i s  to  be found in  th e  Ind ian  n o v e ls  o f
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James Fenimore Cooper." W illiam  Rose B enet, e d . ,  The R eader’s Encyclo­
p e d ia , 2nd ed . (New York: Thomas Y. C row ell, 1965), s .  v .  "noble 
sav ag e ."

14See G. E. Mingay, E n g lish  Landed S o c ie ty  in  th e  E igh teen th  
C entury (London: Routledge and Kegan P a u l, 1963), pp . 263-65.

■'■'’Smith t r e a t s  t h i s  in fo rm a tio n  n e i th e r  as a  sen tim en ta l 
n o v e li s t  n o r  a r a d ic a l  p ro p ag an d is t would. In  rom antic  f i c t io n ,  th e  
ex ac t source  and s iz e  o f  a "conqpetence" need n o t be—and seldom a re — 
s ta t e d .  In  p o lem ica l f i c t io n ,  Like Godwin’s ,  a  d i a t r ib e  u su a lly  
accompanies such in fo rm a tio n .

16I t  i s  e x tra o rd in a ry  t h a t  w h i te - c o lla r  lab o r  should  be des­
c rib e d  so e a r ly  in  t h e  h i s to r y  o f  th e  E n g lish  n o v e l. Because E llen  
Moers does n o t  in c lu d e  C h a r lo tte  Sm ith among th e  L i te r a ry  Women (New 
York: Doubleday § C o ., I n c . ,  1976) whose work she s tu d ie s ,  she d a te s  
th e  f i r s t  appearance o f  th e  s u b je c t  somewhat l a t e r .  I t  i s  no t a l l  t h a t  
e x tra o rd in a ry  t h a t  p a id  lab o r  o f  a  r e s p e c ta b le  s o r t  made i t s  way in to  
f i c t io n  a t  a  tim e when th e  rom antic  movement in  England was beginning  
to  develop  momentum. Jacques Barzun p o in ts  o u t t h a t  i t  would "no t be 
v e ry  d i f f i c u l t  to  document th e  t h e s i s  t h a t  rom antic  l i t e r a t u r e  dethroned 
Eros and made him ta k e  h i s  p lac e  as one o f  many s u b je c t s .  Whereas most 
c la s s ic a l  novel w r i t in g  d e a ls  e x c lu s iv e ly  w ith  lo v e , B alzac , Dumas, 
S c o t t ,  D ickens, Vigny, in tro d u ce  a l l  manner o f  h i th e r to  untouched 
f a c t s  and f e e l in g s  in to  t h e i r  s t o r i e s .  Has i t  n o t  been sa id  th a t  Balzac 
c re a te d  ’th e  m e ta l l ic  h e r o , ’ namely Money? And in  S c o t t ’s  own mind, 
. . .  th e  k n ig h tly  lo v e  in t r ig u e  was a  su b je c t  soon exhausted  and o f  
always secondary  i n t e r e s t . "  C la s s ic ,  Romantic, and Modern, 2nd re v . 
ed . (1953; Garden C ity , N .Y .: Doubleday § C o ., Anchor Books, 1961),
p . 2 12 .

■^Matthew Bramble, in  h i s  l e t t e r  o f  June 8 t o  Dr. Lewis 
(Humphry C l in k e r ) , d e sc r ib e s  what an "independence" buys; Sm ith’s 
a v e rs io n  to  London i s  as s tro n g  as  B ram ble 's. The r u r a l  id e a l  t h a t  
S m o lle tt d esc rib ed  in  1771 i s  much th e  same fo r  Pope, F ie ld in g , and 
many o th e r  e ig h te e n th -c e n tu ry  w r i te r s  b e s id e s  Sm ith.

•^See W illiam  A usten-Leigh and R ichard A rth u r A usten-L eigh,
Jane A usten: Her L ife  and L e t te r s ,  2nd ed . (1913; New York: R usse ll § 
R u sse ll ,  1965), p .  376, and Gordon S. H aig h t, George E l io t :  A Biography 
(New York: Oxford U n iv e rs ity  P re ss ,  1968), p . 192.

19David C o p p erfie ld  seems to  e le c t  to  i n te r r u p t  h i s  work in  
passag es  t h a t  b eg in  as  t h i s  one does: "Som etimes, o f  an evening , when 
I was a t  home and a t  work—fo r  I  w rote  a  good d ea l now, and was 
beg inn ing  in  a sm all way to  be  known a s  a  w r i te r — I would la y  down my 
pen , and watch my c h ild -w ife  t ry in g  to  b e  good." A f te r  co n s id e rab le , 
and presum ably v e ry  n o isy , a c t i v i t y  p e r ip h e ra l  t o  doing th e  fam ily 
a c co u n ts , Dora "would tak e  up a n o th e r pen , and b eg in  to  w r i te ,  and
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say in  a  low v o ic e , ’Oh, i t ’s  a  ta lk in g  p en , and w i l l  d is tu r b  Doadyl’ 
And th en  she would g iv e  i t  up as a bad jo b ."  What i s  m issing  i s  any 
in d ic a t io n  th a t  David C o p p e rfie ld ’ s p ro d u ctio n  schedu le  o r  c a p ac ity  
to  c o n c en tra te  su ffe re d  in  consequence o f  such d i s t r a c t io n s .

20G. E. Mingay r e p o r t s  th e  range o f  income f o r  a  landed 
gentlem an as L300-l,000 and adds: "To e n te r  th e  ran k s o f  o n ly  th e  
m iddling  g e n try , to  have , say , a com fortab le  re s id e n ce  and an e s ta te  
worth a  thousand a  y e a r ,  meant an o u tla y  o f  about L30,000 in  th e  
m iddle o f  th e  e ig h te e n th  c e n tu ry ."

21The d isc u s s io n  o f  C lem entina’s m arriag e  se tt le m e n t should 
she become S i r  C harles G ran d iso n 's  w ife  i s  i n s t r u c t iv e .  See Samuel 
R ichardson, The H is to ry  o f  S i r  C harles G randison, ed . Jo ce ly n  H arris  
(London: Oxford U n iv e rs i ty  P re ss ,  1972), V, 533-34.

22The Popular Novel in  England: 1770-1800 (London: C onstable 
& C o., L td .,  1932; r p t .  L inco ln , Neb.: U n iv e rs i ty  o f  Nebraska P re ss ,  
1961), pp . 165-66.

2"%ee Jane A usten, e sp . P e rsu asio n .

24The s ix  hundred a  year Davenant o f f e r s  E th e lin d e  in  a novel 
p u b lish ed  in  1789 i s  th e  same as  th e  income Mrs. N o rris  (M ansfield 
Park, 1814) enjoyed a f t e r  th e  d ea th  o f  h e r  husband. Davenant i s  on 
th e  whole r a th e r  generous.

25A V in d ica tio n  o f  th e  R ights o f  Women, ed . C harles W. Hagelman, 
J r .  (1792; New York: W. W. Norton, 1967), p . 120.

2^Mr. Danby su g g ests  in  f a c t  t h a t ,  i f  th e  s a le  i s  n o t s e c r e t ly  
n e g o tia te d  w ith  Verney, he  w i l l  c la im  h is  p r ic e  p u b l ic ly ,  as d id  
T heophilus C ibber in  1738 and 1739 when he b ro u g h t charges o f  "c rim in a l 
co n v ersa tio n "  a g a in s t  th e  man who enjoyed Mrs. C ib b e r’ s s e rv ic e s .
Because th e re  was evidence o f  c o llu s io n , C ibber re c e iv e d  on ly  L10 o f  
th e  L5,000 he c laim ed in  th e  f i r s t  s u i t ;  he rec e iv ed  L500 o f  th e  
L10,000 he asked f o r  in  th e  second. "C ib b er, T h eo p h ilu s ,"  DNB 
(1938). The Oxford E n g lish  D ic tio n a ry  o f fe r s  th e  fo llo w in g  example 
o f  usage under " ’C o n v e rsa tio n ,' 3 , Sexual in te r c o u r s e  o f  in tim acy":
"1809 Tomlins Law D ie t,  s .  v . A d u lte ry , th e  u su a l mode o f  punish ing  
a d u lte re r s  a t  p re s e n t  i s  by a c tio n  o f  crim . con, (as  i t  i s  commonly 
e x p ressed ), to  rec o v e r dam ages." Thus, a husband commonly rece iv ed  
com pensation f o r  th e  s in s  o f  h i s  w ife  in  cash  during  th e  e ig h te e n th  
ce n tu ry .
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CHAPTER II

Purpose and Means: C h a ra c te riz a tio n ,. S ty le  5 S tru c tu re

C h a r lo t te  Sm ith’s a re  th e  no v e ls  o f  a s o p h is t ic a te d  woman as 

w e ll as  a s o p h is t ic a te d  w r i te r .  She i s  w ell aware t h a t  h e r  audience 

i s  l a r g e ly  fem ale , and she in te n d s  to  p le a s e  t h a t  aud ience . She sees  

no harm, in  g e n e ra l,  in  a  s o c ia l ly  i r r e le v a n t ,  t o t a l l y  f a n c i fu l  f i c t i o n , 1 

b u t a  g re a t  d ea l o f  harm in  a  s im p l i s t i c ,  je ju n e  g lo ss in g -o v e r  t h a t  

p re te n d s  to  d e sc r ib e  th e  w orld as  i t  i s .  She i s  fem in is t enough to  

i n s i s t  t h a t  h e r  no v e ls  w i l l  c o n fro n t i n t e l l i g e n t  rea d e rs  in  a  way th a t  

r e q u ir e s  even p ro p er young women to  e x e rc ise  r a t io n a l  and m oral d isc e rn ­

m ent. She o f f e r s  h e r  fem ale re a d e rs  h e ro in e s  l ik e  Medora G lenm orris 

(The Young P h ilo so p h e r) , whose m other responds to  c r i t ic i s m  o f  Medora*s 

b eh av io r by say in g ,

i f  i t  be rom antic to  dare  to  have an op in io n  o f  o ne’s own, 
and n o t to  fo llow  one form al t r a c t ,  wrong o r  r ig h t ,  p le a s a n t  
o r  irksom e, because our grandm others and au n ts  have follow ed 
i t  b e fo re ; i f  n o t to  be rom antic  one must go through th e  
world w ith  p ru d ery , c a re f u l ly  s e t t l i n g  our b l in k e r s  a t  every  
s te p ,  as  a c a u tio u s  coachman hoodwinks h is  h o r s e s ’ heads; i f  
a  woman, because she i s  a  woman, must re s ig n  a l l  p r e te n s io n s  
to  be in g  a reaso n in g  b e in g , and d ares  n e i th e r  to  look to  th e  
r ig h t  o r  th e  l e f t ,  ohl may my Medora . . . s t i l l  v en tu re  to  
e x p ress  a l l  t h a t  she f e e l s ,  even a t  th e  r i s k  o f  being  c a lle d  
a s tra n g e  rom antic  g i r l  (YP, I I ,  1 4 -15).

In  h e r  p re fa c e  to  Desmond, she defends h e r s e l f  a g a in s t  a c cu sa tio n s  t h a t

th e re  i s  som ething indecorous about so b road  a  knowledge o f  th e  w orld

in  a  gentlewoman; she com plains t h a t  knowledge,

which q u a l i f ie s  women to  speak o r  w r i te  on any o th e r  th an  th e  
most common and t r i v i a l  s u b je c t s ,  i s  supposed to  be o f  so 
d i f f i c u l t  a tta in m e n t, t h a t  i t  cannot be acq u ired  b u t  by th e  
s a c r i f i c e  o f  dom estic v i r t u e s ,  o r  th e  n e g le c t  o f  dom estic
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d u t ie s .~ I_  however may s a fe ly  say , t h a t  i t  was in  th e  o b se r­
vance, n o t i n  th e  breach o f  du ty , I_ became an Author; and i t  
has happened, th a t  th e  c ircum stances which have compelled me 
to  w r i te ,  have in troduced  me to  th o se  scenes o f  l i f e ,  and 
th o se  v a r i e t i e s  o f  c h a ra c te r  which I should  o therw ise  never 
have seen (D, I ,  i i i - i v ) .

Few l i t e r a r y  women have been q u a li f ie d  to  w r i te  a t  f i r s t  hand about so

broad a range o f  s u b je c ts .  One rev iew er in  f a c t  observed th a t  S m ith 's
2

no v els  d isp la y  more knowledge e f  th e  w orld than  o f  th e  human h e a r t .

Few w r i te r s  a t  any tim e have touched on th e  range o f  d u tie s  and i n te r e s t s  

th a t  f a l l  w ith in  th e  province o f  an i n t e l l i g e n t ,  resp o n s ib le  and, above 

a l l ,  m ature woman.

Because most g en tee l women o f  h e r tim e were not fo rced  to  l iv e  

in  th e  w orld in  q u i te  th e  way Smith was, i t  was l i t e r a t u r e ,  and th e  novel 

in  p a r t i c u l a r ,  t h a t  o f fe re d  them access  to  in fo rm atio n ; th e  genre had 

alm ost im m ediately been assig n ed  to  and a p p ro p r ia te d  by a fem ale aud ience . 

E a rly  c r i t ic i s m  o f  th e  novel i s  dominated by grave and condescending 

q u ib b le s  over th e  degree and k ind  o f  c en so rsh ip  n ecessary  fo r  th e  p ro ­

te c t io n  o f  so g iddy and im press ionab le  a r e a d e r s h ip .'5 Fanny Waverly 

(Desmond) v o ices  th e  in d ig n a tio n  o f  th e  k ind  o f  rea d e r Smith hopes fo r ,  

in  a l e t t e r  to  h e r  s i s t e r ,  G erald ine Vemey:

You know, I never am allow ed to  converse w ith  any o f  th e  
l i t e r a r y  peop le  I m eet, as my m other has a  t e r r ib e  a v e rs io n  
to  every  th in g  th a t  looks l ik e  a  d e s ir e  to  acqu ire  knowledge; 
and f o r  th e  same reaso n , she p ro sc r ib e s  every  sp ec ie s  o f  
rea d in g , and murmers [ s i c ] ,  when she cannot a b so lu te ly  p ro ­
h i b i t  th e  fa sh io n a b le , in s ip id  n o v e l.

There i s  so much enqu iry  o f  th e  sage, m atronly gentlewomen 
o f  h e r  acq u ain tan ce , who a re ,  a s  she b e l ie v e s ,  deep i n  th e  
s e c r e t ,  as to  what books a re  p ro p e r ,  who a re  th e  a u th o rs ,  and 
w hether th e re  be "any o ffen ce  in  them :" t h a t ,  by th e  tim e th ese  
v o ices  a re  c o lle c te d ,  I f in d ,  more th an  h a l f  I propose rea d ­
in g , a b s o lu te ly  fo rb idden  (D, I ,  2 5 9 ) .4

Smith re s e n te d  e f f o r t s  to  p ro te c t  young women from unsavory su b je c ts  and
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u n s e tt l in g  id ea s  by censoring  t h e i r  rea d in g . For Sm ith, censorsh ip  i s  

n o t an am iable e f f o r t  to  coddle i n t r i n s i c a l l y  d e l ic a te  s e n s i b i l i t i e s  and 

p r o te c t  i n t r i n s i c a l l y  weak minds. She saw i t  r a th e r  as a  shrewd p o lic y  

designed to  keep women from becoming knowledgeable and, hence, l e s s  

d o c ile .

Reading was th e  so le  source  o f  su b s ta n tiv e  edu catio n  fo r  most 

women in  th e  e ig h te e n th  cen tu ry ; form al p ro v is io n s  fo r  th e  education  o f  

women (as  a g a in s t  " f in ish in g " )  were v i r t u a l l y  n o n -e x is te n t .^  Sm ith’s 

c r i t e r io n  fo r  the  k ind  o f  su b je c t m a tte r  th a t  ought to  appear in  a  novel 

i s  a sim ple one; she does n o t in c lu d e  in fo rm a tio n  th a t  i s  e a s i ly  a v a ila b le  

to  h er re a d e rs  e lsew here , and she u n a p o lo g e tic a l ly  r e p o r ts  im portan t 

in fo rm a tio n  she th in k s  h e r  rea d e rs  ought to  have, b u t a re  p robab ly  d en ied , 

about th e  w orld and the  so c ie ty  th ey  l iv e  i n .^  Her n ove ls brought h e r  

fem ale re a d e rs  in fo rm a tio n  th a t  was u s u a lly  co n sid e red  unseemly and u se ­

le s s  fo r  a young woman. In  The Wanderings o f  Warwick, fo r  example, a l l  

o f  Chapter I I I  i s  an e ssay  on s la v e ry  in  th e  c o lo n ie s .  Smith w ryly adds 

in  a fo o tn o te :

N otw ithstand ing  my apprehensions t h a t  N o v e l-read e rs , in  
t h e i r  eagerness f o r  mere n a r r a t i v e ,  w i l l  murmer [ s ic ]  a t  
b e ing  d e ta in e d  by a  s o r t  o f  d i s s e r ta t io n  on negro  s la v e ry ,
I should  have tem pted th e i r  p a tie n c e  f o r  a  few pages more, 
i f  I  had n o t ,  s in c e  I wrote t h i s  p a r t ,  seen Mr. Edward's 
H is to ry  o f  th e  West In d ie s  (WW, pp . 6 6 -67).

She recommends th a t  book fo r  a f u l l e r  and b e t t e r  account o f  s la v e ry  than

she has space f o r  w ith in  a  n o v e l.

Her p r a c t ic e  o f  o f fe r in g  h e r  rea d e rs  fo o tn o te  re fe re n c e s  i s  

in d ic a tiv e  o f  how s t r i c t l y  Smith i n te r p r e t s  th e  common in ju n c tio n  th a t  

th e  novel should i n s t r u c t  as w ell as  e n te r ta in  i t s  re a d e r s .  Her fo o t-
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n o tes  do n o t d isp la y  h e r  e ru d i t io n ,  as S c o t t 's  do; th ey  fu n c tio n  r a th e r  

as a  su g g ested  rea d in g  l i s t .  They d i r e c t  an in te r e s te d  re a d e r  to  v a lu a ­

b le  m a te ria l  h e /sh e  may n o t have come a c ro s s . Smith i n s t r u c t s  in  th e  

b ro ad e r sen se  as  w e ll,  g e n e ra l ly  complying w ith  th e  r u le s  govern ing  moral 

guidance in  th e  novel a r t i c u l a te d  by Samuel Johnson in  Rambler #4—a lb e i t  

w ith  c e r ta in  d e v ia t io n s  in  h e r  trea tm en t o f  mixed c h a ra c te r s .  She i s  

v i r t u a l l y  u n iq u e, however, in  th e  way she tem pts and prods h e r  re a d e rs  

in to  th e  n o n - f ic t io n  se c tio n s  o f  t h e i r  r e s p e c tiv e  len d in g  l i b r a r i e s .

The c ircu m stan ces  o f  C h a r lo tte  S m ith 's  l i f e  shaped many o f  h e r  

op in io n s  and o f fe re d  h e r  ample experience  to  draw on in  h e r  n o v e ls . She 

l iv e d  and worked in  London and Bath, as w ell as in  v a rio u s  p a r t s  o f  

Sussex, S urrey  and Kent, and in  F rance. She l iv e d  to o , when h e r  husband 

was co n fin ed , in  a d e b to r 's  p r is o n .  She a s s i s te d  h e r  fa th e r - in - la w  in  

b u s in e s s , n e g o tia te d  fo r  h e r  husband w ith  h i s  c r e d i to r s  and t h e i r  a g e n ts , 

d e a l t  w ith  law yers and t r u s t e e s  d u ring  th e  long p e r io d  when h e r  f a th e r -  

in - la w 's  w i l l  was in  Chancery, and m ain tained  h e r own correspondence w ith  

p u b l is h e rs . 7 She a ls o  managed a  la rg e  household , f i n a l ly  in c lu d in g  

tw elve c h ild re n ,  bo th  d u rin g  h e r  m arriage and a f t e r  h e r s e p a ra tio n  in  

1787. She su p e rv ised  th e  e d u ca tio n  o f  h e r  c h ild re n ,  and found employ­

ment fo r  h e r  sons, p la c in g  them in  p o s it io n s  a p p ro p r ia te  fo r  gentlem en. 

When h e r  f i r s t  novel was p u b lish e d  in  1788, she was th i r ty - n in e  y ea rs  

o ld ;  te n  y e a rs  l a t e r ,  she had p u b lish ed  ten  n o v e ls , two volumes o f  

p o e try , two volumes o f  s to r i e s  fo r  c h ild re n , a  c o l le c t io n  o f  s h o r t  t a l e s  

f o r  a d u l t s ,  and an account o f  a  sh ipw reck . Smith was a working w r i te r  as 

few women who w rote n o v e ls  in  th e  e ig h te e n th  c e n tu ry  w ere. ^

Her rea d in g  was broad  and v a r ie d . She knew th e  T a t ie r  and
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S p e c ta to r  essays w e ll,  o f  co u rse , b u t she a lso  knew P a in e 's  R igh ts o f  

Man w ell enough to  defend i t s  argum ents and she knew B urke 's  R e f le c tio n s  

on th e  R evolu tion  in  France w ell enough to  r e f u te  i t s  t h e s i s .  Among 

E n g lish  p o e ts ,  she m entions a n d /o r quo tes M ilton , Pope, Cowper, Gray, 

P r io r  and Thomson. She a llu d e s  to  o r  quotes from p lay s  by Shakespeare, 

Addison, Colman th e  E ld e r and G arrick , Buckingham, Otway, C o lley  C ibber, 

and Congreve. The f ic t io n  she r e f e r s  to  i s  by A r is to ,  Le Sage, Rousseau, 

P ro v o s t, M arivaux,. Goethe, F ie ld in g , R ichardson, W alpole, Mackenzie, 

F rances S h e rid an , Burney, R a d c lif fe ,  W o lls to n e c ra f t, Edgeworth and Lee. 

And t h i s  sam pling o f  w r i te r s  and works i s  only  from th o se  she m entions; 

i t  c e r t a in ly  re p re s e n ts  only  p a r t  o f  h e r rea d in g .

Her p a r t i c u l a r  f r ie n d s  in  th e  l i t e r a r y  world were c re d i ta b le

ones. She was f o r  a  tim e one o f  W illiam  H ay ley 's  p ro te g e s . An. account

o f  h e r  v i s i t  a t  h i s  house w hile  she was working on The Old Manor House i s
9

o ffe re d  by F. M. A. H ilb ish  and by Anne Henry E h re n p re is . There i s  

l i t t l e  ev idence th a t  she freq u en ted  l i t e r a r y  c i r c le s  in  London, although  

in  The Wanderings o f  Warwick, she s a t i r i z e s  l i t e r a r y  sa lo n s-an d  th e  hack 

w r i te r s  who freq u en t them, fawning over th e  tas te -m ak ers  o f  th e  day.

She n e v e r th e le s s  was im portan t in  th e  l i t e r a r y  world o f  h e r  tim e , and was 

sought out by b o th  C o leridge  and Wordsworth who, conscious o f  be in g  bene­

f i c i a r i e s  o f  h e r p o e tic  leg acy , p a id  t h e i r  respects.*^* Her a s so c ia tio n  

w ith  th e  l i t e r a r y  w orld was n e i th e r  in tim a te  n o r a c t iv e .  Even so , she 

was a  c o n seu q en tia l f ig u r e ,  however much in  a b s e n t ia . I t  i s  im possib le  

to  determ ine e x a c tly  how in f lu e n t i a l  h e r  novels were d u ring  th e  f i r s t  

h a l f  o f  th e  n in e te e n th  cen tu ry ;* *  i t  i s ,  however, th e  purpose o f  t h i s  

s tudy  to  show th a t  h e r n ovels o f f e r  p reced en ts  fo r  l i t e r a r y  s t r a te g i e s
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and tech n iq u es  t h a t  we a re  accustomed to  th in k in g  o f  as o r ig in a tin g  in  

th e  n in e te e n th ,  n o t th e  e ig h te e n th  cen tu ry .

The changes C h a r lo t te  Smith made in  c h a ra c te r iz a t io n  and s ty le  

show h e r w ell ahead o f  h e r  tim e in  developing  a r e le v a n t  and s u b tly  p e r ­

su asiv e  im ag in ativ e  ex p erien ce  f o r  h e r  re a d e r .  The s t r u c tu r e  o f  h e r  

n o v els  i s  bo th  v ery  much o f  th e  e ig h te e n th  cen tu ry  and a t  th e  same tim e 

v e ry  much in  th e  m ainstream  o f  E ng lish  f i c t i o n .

A b r i e f  in tro d u c tio n  to  each o f  th ese  a sp ec ts  o f  h e r  novels such 

as t h i s  c h a p te r  o f f e r s  must beg in  w ith  S m ith 's  h e ro es  and h e ro in e s . 

C h a r lo t te  S m ith 's  success  as a p o p u lar n o v e li s t  was la rg e ly  a consequence 

o f  how i n te r e s t in g  th e  rea d in g  p u b lic  found h e r c h a ra c te r s ,  most e s p e c ia l ly  

h e r  rom an tic  h e ro es  and h e ro in e s . Her m inor c h a ra c te rs  a re  l iv e ly  and 

th ey  a re  drawn in  a way th a t  i s  f re q u e n tly  as c a u s t ic  as  i t  i s  v iv id .

I t  was, however, th e  s ig n i f ic a n t  changes she made in  th e  tre a tm e n t o f  

m ajor c h a ra c te rs  t h a t  accounted fo r  th e  enormous su ccess  o f  h e r  f i r s t  

n o v e l, and th a t  sub seq u en tly  in flu e n ce d  th e  c h a ra c te r  o f  rom antic  f i c t io n  

in  England.

In  Emmeline (1788) Smith in  e f f e c t  deposes th e  t r a d i t i o n a l  roman­

t i c  hero  in  fav o r  o f  a  new f ic t io n a l  c re a t io n .  She b eg in s  th e  s to ry  by

p ro fe r r in g  Delamere, whose l i t e r a r y  a n teced en ts  a re  e a s i ly  id e n t i f i e d .
12He i s  l ik e  B urney 's  D e lv ile  in  th e  v io le n c e  o f  h i s  p a s s io n  and in  h i s  

o ppo stio n  to  p a re n ta l  p re ju d ic e . He abducts Emmeline in  L ovelacian 

fa sh io n , and he th re a te n s  W ertherian s u ic id e .  An amalgam o f  th re e  

o f  th e  most p o p u lar  rom antic  h ero es  o f  th e  p e r io d , h i s  c re d e n t ia ls  could  

no t be b e t t e r .  He i s  n e v e r th e le s s  r e je c te d  by Emmeline, who e le c t s  to  

m arry q u i te  a n o th e r k ind  o f  h e ro , Godolphin.
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Godolphin has th e  p e rso n a l and s o c ia l  v i r tu e s  o f  S ir  C harles 

G randison. U nlike t h a t  o f  S i r  C h arle s , however, h is  p ro p er sphere i s  

n o t e x c lu s iv e ly  th e  drawing room. I t  i s  hard  to  f in d  an teced en ts  fo r  

so a c t iv e  and v i r i l e  a "rom antic" hero  i n  f i c t io n  in  th e  l a t t e r  p a r t  

o f  th e  e ig h te e n th  c en tu ry . His p ro to ty p e s  in  t h i s  re s p e c t  a re  in  

c h iv a l r ic  and p a s to ra l  romance, in  which th e  a c t i v i t y  and v i r i l i t y  

c f  th e  hero in  c o n ju n c tio n  w ith  g e n t i l i t y  c o n s t i tu te  h i s  v irtfc . At 

th e  end o f  th e  e ig h te e n th  cen tu ry , th e  manly n av a l o f f i c e r  had n o t y e t  

beome a gentlem anly  one, except in  t h i s  one n o v e l , a l t h o u g h  he was 

on h is  way to  becoming m ore.r e f in e d : he more f re q u e n tly  f ig u re d  as a 

sy m p ath e tic , b en ev o len t, and hence se n tim en ta l c h a ra c te r .  In  Godolphin, 

th e  p h y s ic a l s tr e n g th  and rugged t a s t e s  o f  th e  n av a l o f f i c e r  a re  a ss im i­

la te d  to  th e  m o ra lity  and manners o f  a gentlem an. I f ,  l ik e  W erther, he 

p re fe r s  co u n try  to  c i t y  l i f e ,  he a ls o  p r e f e r s  a "sublim e" to  an i d y l l i c  

t e r r a i n .  I f  he b e lie v e s  h im se lf  to  be h o p e le s s ly  in  lo v e , he  chooses a 

s to ic  r a th e r  than  a  f re n z ie d  o r  s e n tim en ta l manner o f  s u ffe r in g  h is  

pa ss io n .

J u s t  as  in  e ig h te e n th  and n in e te e n th  cen tu ry  n ovels th e  h e ro in e 's  

blonde o r  b ru n e tte  h a i r  s ig n a ls  som ething about h e r  c h a ra c te r ,  i t  i s  

meaningful t h a t  Godolphin i s  a  dark h e ro . He, l ik e  th e  dark h e ro in e , i s  

c h a ra c te r iz e d  by h i s  v i t a l i t y  and a b i l i t y .  Having spen t most o f  h is  

l i f e  a t  s e a , a t  tw e n ty -f iv e  h i s  complexion has l o s t  "much o f  i t ' s  E g n lish  

f re s h n e s s ,"  and h is  " fac e  was anim ated by dark  eyes f u l l  o f  in te l l ig e n c e  

and s p i r i t . "  His p resen ce  i s  "so commanding, t h a t  whoever saw him 

im m ediately and v o lu n ta r i ly  f e l t  t h e i r  a d m iratio n  m ingled w ith  r e s p e c t .  

His whole f ig u re  . . . b rought to  mind id ea s  o f  th e  rac e  o f  heroes from
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which he descended" (Em, I I I ,  272). Godolphin’s a r i s to c r a t i c  l in e a g e  

re v e a ls  an in n a te  n o b i l i ty  d eriv ed  from h is  c h iv a l r ic  a n c e s to rs .  In  

c o n tr a s t ,  th e  fa sh io n ab le  young a r i s to c r a t s  w ith  whom he i s  compared 

a re  m erely members o f  a  p r iv i le g e d  c la s s ;  Delamere i s  a pampered, i r r e s ­

p o n s ib le ,  and w i l l f u l  young man, and h i s  f r ie n d  Fitz-Edw ard i s  a somewhat 

s y b a r i t i c  ra k e . To Emmeline, G odolphin 's  "address  . . . appeared to  be 

a  fo r tu n a te  compound o f  th e  in s in u a tin g  s o ftn e s s  o f  F itz-E dw ard w ith  

th e  f i r e  and v iv a c i ty  o f  Delamere" (Em, I I I ,  272); u n lik e  e i t h e r  o f  

th e s e  gentlem en, he i s  n e ith e r  e f f e te  n o r p e tu la n t .  As a  c h a ra c te r  and 

as a new k ind  o f  h e ro , he a s s im ila te s  what i s  b e s t  in  th e  man o f  f a s h io n , h i s  

s e n s i b i l i t y  and c i v i l i t y ,  to  what i s  b e s t  in  a  man o f a c tio n , h i s  v ig o r  and 

h i s  f o r t i t u d e .  He i s  a  p a s s io n a te  h ero  whose emotion i s  a s so c ia te d  w ith  moral 

s tr e n g th  r a th e r  than  moral w eakness. Whereas even S ir  C harles Grandison i s  

l ik e ly  to  seem an o v e rly  sen tim e n ta l f ig u re  because th e r e  i s  som ething t r e ­

mulous about h i s  d e lic a c y , Godolphin i s  m ettlesom e even a t  h i s  most p l a in t iv e .

A ll o f  S m ith 's  h eroes a re  men cap ab le  o f  a c tio n  b u t a ls o  men 

who f e e l  deep ly . They a re  men o f  r e f in e d  s e n s i b i l i ty ,  b u t t h a t  s e n s i ­

b i l i t y  i s  always an o rg an ic  ex ten s io n  o f  t h e i r  in te l l ig e n c e  and judgem ent. 

Most o f  h e r  h ero es  a re  n o t  q u ite  such e x c e l le n t  gentlem en as Godolphin.

There i s  an in c re a s in g  tendency in  th e  fo llow ing  n o v e ls  to  show f a l l i ­

b i l i t y  in  even th e .b e s t  o f  men, and t h i s  in  ways th a t  a re  s u rp r is in g ’ 

to  a tw e n tie th -c e n tu ry  re a d e r ,  who ex p ec ts  th e  moral r e c t i tu d e  which th e

n in e te e n th  cen tu ry  has co n d itio n ed  us to  tak e  fo r  g ran te d  in  any b u t 

14a d e l ib e ra te ly  bawdy f ic t i o n .  Desmond, fo r  example, f in d s  in  J o s e p h in e 's  

bed a  c e r t a in  c o n so la tio n  which i s  n o t supposed to  r e f l e c t  on what he 

f e e l s  f o r  G era ld in e . The k ind  o f  i n f i d e l i t y  he  i s  g u i l ty  o f  i s  one th e
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modern re a d e r  i s  p e r f e c t ly  w i l l in g  to  condone; i t  i s  p a r t  o f  th e  com­

p le x i ty  o f  h i s  c h a ra c te r  and o f  h i s  w orld t h a t  he w i l l  o f f e r  to  and 

r e c e iv e  tem porary so la c e  from a woman l ik e  Josephone. None o f  S m ith 's  

h e ro e s—o r h e ro in e s—i s  so f a r  removed by v i r t u e  from th e  com plicated 

nexus o f  human needs and human r e la t io n s h ip s  t h a t  he i s  n o t l ik e ly  to  

f in d  h im se lf  g u i l ty  o f  some d e v ia t io n  from a b so lu te  s o c ia l  o r  moral 

r e c t i t u d e .  None o f  them i s  however so m ora lly  f r a g i le  t h a t  he cannot 

s u s ta in  th e  consequences o f  h i s  a c t io n .  In  an im p erfec t w orld , h e r 

hero es  make do a s  b e s t  th ey  can .

C h a r lo t te  S m ith 's  h e ro in e s  d e riv e  in  p a r t  from H a r r ie t  Byron, 

who com plains,

What can a  woman do, who i s  addressed  by a  man o f  t a l e n t s  
in f e r io r  to  h e r own? Must she throw away h e r t a le n ts ?  Must 
she h id e  h e r  l ig h t s  under a b u sh e l, p u re ly  to  do c r e d i t  to  
th e  man? She cannot p ick  and choose, as men can. She has 
o n ly  h e r  n e g a tiv e ; and, i f  she i s  d e s iro u s  to  o b lig e  h e r  
f r i e n d s ,  n o t  always t h a t . 15

They, l ik e  H a r r ie t  Byron, p r e f e r  a r e t i r e d  dom estic l i f e  to  urban

p le a s u re s .

They a re  an id e a l  which th e  s k e p tic a l  Bethel in  Desmond cla im s

i s  im p o ssib le ; u n ite d  in  them are " th e  c u lt iv a te d  mind and p o lish e d

manners o f  re f in e d  s o c ie ty ,  w ith  th e  s im p lic i ty  and unpretend ing  m odesty

o f  r e t i r e d  l i f e "  CP> 19) • Yet i t  i s  p r e c is e ly  t h i s  id e a l  th a t

Egerton  Brydges d e sc r ib es  as " th e  t r a i t s  which c h a ra c te r iz e  every

h e ro in e  d e lin e a te d  by [S m ith 's] pen":

An e le v a te d  s im p lic i ty ,  an u n a ffe c te d  p u r i ty  o f  h e a r t ,  o f  a rd e n t 
and sublim e a f f e c t io n s ,  d e l ig h t in g  in  th e  scenery  o f  N ature; 
and f ly in g  from th e  s o p h is t ic a te d  and v ic io u s  commerce o f  th e  
w orld; b u t cap ab le , when n e c e s s i ty  c a l l s  i t  f o r th ,  o f  d i s ­
p lay in g  a  v igorous sa g a c ity  and a  l o f t y  f o r t i t u d e ,  which ap p a ls  
v ic e ,  and d ig n if ie s  a d v e r s i t y . ^
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These a re  in  f a c t  th e  c h a r a c te r i s t i c s  which during  th e  n ex t cen tu ry  came 

to  be a s s o c ia te d  w ith  what J u l i a  Kavanaugh a p p re c ia te d  a s  th e  v i r tu e s  

and t a s t e s  o f  a  " la d y ,"  and which were a  m eaningful id e a l  well in to  th e  

n in e te e n th  c en tu ry .

But Sm ith’s h e ro in es  a re  a ls o  so d i f f e r e n t  from t r a d i t i o n a l  

h e ro in e s  in  some re s p e c ts  t h a t  th ey  re p re se n t  a b reak  in  conven tions.

They a re  a s tu t e ,  f re q u e n tly  beyond t h e i r  y e a rs .  They b e a r  a  c e r ta in  

resem blance to  M arivaux’ s  M arianne in  t h a t  th ey  a re  p reco c io u s  in  t h e i r  

a b i l i t y  to  a p p re c ia te ,  and in  how seldom th ey  ex a g g era te , what i s  

p e rn ic io u s  in  human n a tu re  and in  s o c ie ty .  Like most romance h e ro in e s , 

th ey  a re  su re  o f  t h e i r  own i n t r i n s i c  d ig n ity  even when th e re  i s  no 

e x te rn a l  evidence th a t  th ey  a re  in d iv id u a ls  o f  any consequence , 17 and 

th ey  i n tu i t i v e ly  reco g n ize  th o se  who a re  t h e i r  n a tu ra l  eq u a ls . U nlike 

most romance h e ro in e s , th ey  w i l l  a ls o  have a s c e r ta in e d ,  by means o f  

ju d ic io u s  en qu iry  as w ell as o b se rv a tio n , t h a t  th e re  i s  r e a l  evidence 

o f  th e  i n t e g r i t y  o f  th o se  whom th ey  r e s p e c t .  U nlike M arianne, th ey  

a re  aware o f  them selves as  women o f  s u p e rio r  c h a ra c te r  r a th e r  th an  o f  

su p e r io r  c la s s .  Where Marianne i s  shrewd, th ey  a re  sag ac io u s . They 

a s p ire  to  and work h a rd  to  deserve  re s p e c t.

C ri tic is m  i s  e a s i l y  mounted a g a in s t  so smugly v ir tu o u s  an a d o le s ­

cen t h e ro in e . F. M. A. H ilb ish  f o r  example rem arks t h a t  "Emmeline i s  so 

pru d en t t h a t  she f re q u e n tly  a c ts  l ik e  a p re c is e  o ld  m aid ." 18 J u l i a  

Kavanaugh, a n in e te e n th -c e n tu ry  r e a d e r ,  i s  more sym pathetic  to  such 

p re te n s io n s  in  S m ith 's  h e ro in e s . She p o in ts  o u t t h a t  th ey  a re  " g e n e ra l ly  

poor, and in  dep ressed  c ircu m stan ces; t h e i r  im portance i s  n o t t h a t  o f

19b i r t h ,  w e a lth , o r  fa sh io n —i t  i s  t h a t  o f  i n t e l l e c t  and re f in e d  m anners."
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T h e ir  cla im  to  r e c o g n itio n  i s  t h e i r  a p ti tu d e  and a b i l i t y ;  accord ing  to

Kavanaugh, in  making th ese  th e  prim ary q u a l i f ic a t i o n s ,  Smith in tro d u ced

in to  th e  novel h e ro in e s  who a re  " la d ie s —young l a d ie s ,  and th e  most

20p e r f e c t  p ro to - ty p e  o f  th e  lad y  in  th e  modem n o v els  o f  to d ay ."  Only 

a tw e n tie th -c e n tu ry  re a d e r  l ik e  H ilb ish  would m inimize th e  s ig n i f i ­

cance o f  r e s p e c ta b i l i t y .  For a  woman to  demand r e s p e c tfu l  tre a tm e n t and 

a  re s p e c ta b le  p la c e  in  s o c ie ty  on no grounds o th e r  than  h e r  d ig n ity  

as  an in d iv id u a l  i s  even now a r a d ic a l  s o c ia l  p o s tu re .

The f i r s t  s ig n  o f  a major change in  th e  r o le  o f  the'.iheroine

comes w ith  th o se  who t r a v e l ;  th e  t r a v e l l i n g  h ero in e  i s  in  f a c t  one o f  

21Sm ith ’s in n o v a tio n s , a t  l e a s t  in s o fa r  as th e  jo u rn ey  she tak e s  i s  one

she h e r s e l f  e le c t s  fo r  reasons o f  h e r  own. In L i te ra ry  Women, E llen

Moers d e sc r ib e s  even th o se  o f  Burney’s and R a d c l if fe ’s young la d ie s

whose ad v en tu res  tak e  p lac e  f a r  from home as enduring  o rd ea ls  r a th e r  than

tak in g  d e c is iv e  a c tio n .  Moers rem arks t h a t  " th e  p e r i l s "

th a t  th re a te n  A Young Lady’s Entrance in to  th e  World (th e  
s u b t i t l e  o f  E velina) seem to  is su e  from th e  same grim  r e a l i t i e s  
o f  e ig h te e n th -c e n tu ry  g irlh o o d  th a t  in sp ir e d  Mrs. R a d c l if fe ’s 
G oth ic: th e  same u n ju s t  ac cu sa tio n s  and uncaused s e v e r i t i e s ;  
th e  same fem inine m alice  and m asculine c ru e l ty ;  th e  r e s t r a i n t s  
on h e r  freedom, a l l  the  way to  a c tu a l  im prisonm ent; th e  mys­
te r io u s ,  u n exp la ined  s o c ia l  r i t u a l s ;  th e  t e r r i b l e  need always 
to  ap p ear, as w ell as always to  b e , v ir tu o u s ;  and o ver a l l ,  
th e  t e r r i b l e  danger o f  s lip p ag e  from th e  re s p e c ta b le  to  th e  
u n resp e c ta b le  c la s s  o f  womanhood. I f  Burney and R a d c lif fe  
bo th  t r a f f i c  in  r e a l  fem ale f e a r s ,  th e re  i s  however an impor­
t a n t  d i f fe re n c e  between them beyond th e  p resen ce  o r absence 
o f  th e  comic s p i r i t :  t h a t  i s ,  t h e i r  d i f f e r e n t  sense o f  a  
woman's main guaran tee  o f  h e r  s e c u r i ty  in  th e  re s p e c ta b le  
c la s s .  For Fanny Burney, t h a t  guaran tee  was th e  s o c ia l  c i r c le  
in  which th e  h e ro in e  f ix e d  h e r s e l f ,  through m arriage o r  o th e r  
means; w h ile  fo r  Ann R a d c lif fe  i t  was p ro p e r ty .

And f o r  C h a r lo t te  Smith th e  guaran tee  p r io r  and subsequent to  e i t h e r  o f

th ese  i s  p e rso n a l i n te g r i t y  and d ig n ity .  Her h e ro in e s  o f te n  t r a v e l
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in  o rd e r  to  d e l iv e r  them selves from a s s a u l ts  on t h e i r  d ig n ity ,  a t t a in in g  

by means o f  d is ta n c e  from " p o li te "  s o c ie ty  a degree o f  independence 

th ey  a re  denied  w ith in  i t .  In  doing so , th ey  ven tu re  beyond th e  

dom estic s e t t in g  to  which sen tim en ta l h e ro in es  a re  u s u a lly  confined .

As R. F. B rissenden p o in ts  o u t ,  th e  sp e c ia l  s ig n if ic a n c e

a tta c h ed  to  a  young woman's en tran ce  in to  s o c ie ty  during  th e  e ig h te e n th

c e n tu ry  was t h a t ,  more than  a young man, she i s  i l l -e q u ip p e d  to  n e g o tia te

i n i t i a t i o n  in to  s o c ie ty  w ithou t lo s in g  in  th e  p ro ce ss  a g re a t  d ea l o f 
23p e rso n a l freedom. I t  i s  th e re fo re  cu rio u s  t h a t  in  S m ith 's  h ero in es  

a re  alm ost n ev er engaged in  any a c t iv i t y  a s so c ia te d  w ith  " th e  young 

woman's e n tra n c e  in to  th e  w o rld ."  There a re  very  few b a l l s ,  card - 

p a r t i e s ,  v i s i t s  to  fash io n a b le  w a te rin g -p la c e s , p u re ly  s o c ia l  ex cu rs io n s  

through  th e  scen ic  c o u n try s id e , re g u la r  a tten d an ce  a t  th e  th e a t r e  o r  

e le g a n t town houses in  London, and th e  l ik e .  The p resence o f  th e  

h e ro in e  a t  s o c ia l  fu n c tio n s  i s  sometimes n ecessa ry  b u t seldom, f o r  h e r ,  

p le a s u ra b le .  S m ith 's  a r e ,  a f t e r  a l l ,  no v els  in  th e  sen tim en ta l t r a d i ­

t io n .  R ath er, h e r h e ro in es  develop as  in d iv id u a ls  and d e fin e  t h e i r  

r e s p e c tiv e  ro le s  in  s o c ie ty  in  t h e i r  p r iv a te  r e la t io n s h ip s  w ith  o th e r  

in d iv id u a ls .  S o c iety  in  h e r novels i s  n o t a m o n o lith ic  i n s t i t u t i o n ,  

n o r i s  i t  n e c essa ry  th a t  a young woman be f u l ly  absorbed in to  i t .

In  S m ith 's  n o v e ls , th e  h e ro in e  f re q u e n tly  t r a v e ls  away from a fash io n ab le  

m il ie u  r a th e r  th an  toward one.

The most ty p ic a l  e ig h te e n th -c en tu ry  h e ro in e  i s ,  p o t e n t ia l ly  a t  
24l e a s t ,  a v ic tim  o f  h e r  s o c ie ty .  She i s  coaxed and coerced  in to  

adop ting  i t s  r i t u a l s ,  methods, and e th ic s  a t  th e  r is k  o f  h e r own 

id e n t i ty  and autonomy, and she i s  s im u ltan eo u sly  a s sa u lte d  by la s c iv io u s
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men fo r  whom th e  i n s t i t u t i o n  makes allow ances n o t g ran te d  h e r .  The

p a s s iv i ty  c u l t iv a te d ,  on th e  one hand, as good manners becomes, on th e
25o th e r ,  th e  co n d itio n  th a t  a llow s f o r  h e r  v ic t im iz a t io n .  H eroines o f  

rom antic  f i c t io n  b e fo re  R ichardson a r e ,  accord ing  to  John J .  R ic h e t t i ,

" th e  v ic tim s  o f  a  world which sees them as o p p o r tu n itie s  fo r  l u s t  and 

a v a r ic e ." 2^ Yet th ey  u n iv e r s a lly  f a l l  in  love w ith  th e  men who p e rs e ­

c u te  a n d /o r rape  them. R ic h e tt i  b e lie v e s  t h a t  th e  am bivalence in  t h e i r  

a t t i tu d e s  toward such men i s  a  su b v e rs iv e  elem ent w ith in  th e  e r o t i c -  

p a th e t ic  fa n ta s y  t h e i r  su rre n d e r s a t i s f i e s .  He su g g ests  t h a t  so complex

an a t t i tu d e  tow ard a  " love  which d e s tro y s  them i s  r e a l l y  a  way fo r  th ese  
27h e ro in e s  to  a s s e r t  p e r s o n a l i ty ."  I f ,  however, th e  n o tio n  t h a t  rape

t r i g g e r s  a com pulsive, r e c ip ro c a l  p assio n  in  th e  v ic tim  i s  c e n tr a l  to

th a t  f a n ta s y , as  R ic h e tt i  a s s e r t s ,  t h a t  n o tio n  i s  a ls o  ty p ic a l ly

e x p lo ite d  in  pomoCTranhy.2^ Hence th e  s ig n if ic a n c e ,  a t  m id -cen tu ry ,

o f  C l a r i s s a 's  re fu s in g  Lovelace. A lthough C la r is s a  i s  g u i l t y  o f

"c o m p lic ity  in  h e r  own d e g ra d a tio n ,"  she i s  n e v e r th e le s s  " l i t e r a l l y  
29u n se d u c ib le ."  R ich a rd so n 's  novel uses th e  pornograph ic  a sp ec t o f  

th e  fa n ta sy  b u t f in a l ly  r e j e c t s  i t ,  o f fe r in g  in s te a d  a h e ro in e  who 

cannot be t a in t e d  by v ice  to  which she h e r s e l f  has n o t a s se n te d . W ithin 

th e  term s o f  th e  convention , i t  i s  p r e d ic ta b le  t h a t  C la r is s a  i s  drawn 

to  Lovelace b e fo re  th e  ra p e , b u t rem arkable th a t  sexual i n i t i a t i o n  does 

n o t a u to m a tic a lly  produce sexual a p p e t i te .

C la r is s a  i s  n e v e rth e le s s  a  p a th e t ic  h e ro in e , h e r ap o th eo s is  

earned  through s u f fe r in g . Her w ithdraw al in to  d ea th  read s  to  some 

degree as  c a p itu la t io n  on h e r p a r t , ^  however much i t  se rv es  a s  an i n d ic t ­

ment o f  h e r s o c ie ty .  The p a th e t ic  h e ro in e  may n o t a c t  in  s e lf -d e fe n s e

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



o r  s e l f - j u s t i f i c a t i o n .  S ta te d  b a ld ly  by R ic h e tt i ,

Any fem ale a g re ss io n  . . . would c o n tr a d ic t  in  i t s  a s s e r t i v e ­
n ess  and independence th e  u t t e r  h e lp le s sn e s s  r e q u ire d  f o r  
h e ro ic  s ta tu s  and fo r  th e  e ro t ic  and p a th e t ic  p le a s u re s  such 
heroism  d e liv e rs  to  th e  au d ie n c e .3*

The myth o f  p e rse c u te d  innocence th a t  so much e ig h te e n th -c e n tu ry  rom antic

and se n tim e n ta l f i c t io n  e x p lo its  re q u ir e s  a h e ro in e  who i s  e i t h e r

te r r o r iz e d  in to  p a s s iv i ty  ( i f  n o t r e c e p t iv i ty )  o r  whose a c tio n s  on h e r

own b e h a lf  a re  in v a r ia b ly  in e f f e c tu a l .

Sm ith’s h e ro in e s  a re  th e  f i r s t  in  th e  se n tim e n ta l t r a d i t i o n  to

be c o n s is te n t ly  a s s e r t i v e .  T h e ir  c a p ac ity  fo r  d e l ib e r a t e ,  d e c is iv e ,  and

e f f e c t iv e  a c tio n  i s  im p l ic i t  in  th e  s e lf -e s te e m  and s e lf -p o s s e s s io n  t h a t

i s  c h a r a c te r i s t i c  o f  them. This i s  n o t to  say th a t  th e  world a u to m a tic a lly

32d e fe rs  to  such q u a l i t i e s  in  Sm ith’ s young women, b u t  t h a t ,  w ithou t 

them, no in d iv id u a l  can in flu e n c e  th e  course  o f  e v en ts  w ith in  a c a llo u s  

o r  h o s t i l e  s o c ie ty  to  h e r  own advantage a s  th ey  o f te n  do. The ach iev e ­

m ents, and con seq u en tly  th e  e r r o r s ,  o f  S m ith 's  h e ro in e s  a re  a t  l e a s t  as 

s ig n i f ic a n t  as t h e i r  beau ty , t h e i r  v i r t u e ,  and t h e i r  "accom plishm ents."

The h e ro in e s  in  S m ith 's  n o v e ls  a re  women who know—o r  who come 

to  know—what th ey  want and who a c t  as th ey  th in k  b e s t .  E th e lin d e , th e  

h e ro in e  o f  h e r  second novel (1789), tu rn s  down an o f f e r  o f  m arriage from 

th e  man she lo v es , an o f f e r  which has h e r  f a t h e r 's  e n th u s ia s t i c  app ro v al, 

because she i s  c e r ta in  t h a t  th e  n e a r-p o v e rty  in  which th ey  w i l l  have to  

l iv e  w i l l  undermine th e  r e la t io n s h ip .  I f  th e re  a re  p rec e d e n ts  in  p ro se  

f i c t io n  fo r  a h e ro in e  l ik e  T ro llo p e 's  A lice  Vavasor (Can You Forgive 

H er?), u s in g  h e r  "no" so adam antly and i n s i s t i n g  t h a t  m arriage in v o lv es  

a way o f  l i f e  t h a t  i s  o f  g rav e r  and more a b id in g  im port th an  a re  th e
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33a tte n tio n s  o f  even th e  b e s t  o f  men, S m ith 's  a re  c e r ta in ly  among them.

Smith i s  in  th e  vanguard o f  a  rev o lu tio n  in  f ic t io n  in  t h a t  h e r h e ro in es  

a re  th re a te n e d  by sed u ctiv e  b u t on ly  p o t e n t i a l ly  ru inous m arriag es— 

and n o t n e c e s s a r i ly  "im prudent" ones!

Such rem arkable in n o v atio n s  in  c h a ra c te r iz in g  th e  hero es  and 

h e ro in e s  o f  p o p u lar  n ovels m a n ife s t ly  c o n tr ib u te  to  th e  growing psycho­

lo g ic a l  com plexity  and c r e d i b i l i t y  o f  th e  n o v e l. Technical refin em en ts  

in  th e  a r t  o f  f ic t io n - w r i t in g  a re  l e s s  conspicuous b u t no le s s  im portan t 

an achievem ent. C h a r lo tte  Sm ith’s c o n tr ib u tio n s  as a s t y l i s t  i s  a t  

l e a s t  a s  im p o rtan t as h e r  im pact on th e  m a tte r  o f  f i c t io n .

Smith was th e  novel w r i te r  o f  th e  decade most adm ired f o r  a 

d is t in g u is h e d  p ro se  s ty l e ,  a lthough  u n q u a lif ie d  a p p re c ia tio n  was n o t 

im m ediately forthcom ing. In th e  o p in io n  o f  th e  C r i t i c a l  rev iew er,

S m ith 's  f i r s t  novel showed she " i s  n o t equal to  Miss Burney in  elegance 

o f  language: she i s  n o t eq u a l, p erh ap s , e n t i r e ly  equal to  h e r  in  th e

34mellowness o f  d e s c r ip tio n ,  o r  in  th e  h ig h ly  worked p a thos o f  d i s t r e s s . "  

S m ith 's  s ty l e  was, f o r  th e  p e r io d , " p la in ."  But th e  p re fe ren c e  f o r  

r h e to r ic a l  s e t  p ie c e s  l ik e  th o se  t h a t  e m b e llish  C e c ilia  gave way during  

th e  1790's .  The more dynamic, d ram atic  p ro se  o f  w r i te r s  l ik e  Godwin 

and Inchbald  quickened th e  tempo o f  n a r r a t iv e  f ic t io n  and th e  d e s c r ip t iv e ,  

l y r i c a l  p ro se  o f  w r i te r s  l ik e  Smith and R a d c lif f  m oderated i t s  tim b re .

A " p o e tic "  prose t h a t  approaches p o l i t e  speech in  pace and 

in f l e c t i o n  (and sometimes approaches th e  v e rn a c u la r , in c o rp o ra tin g  fo r  

v a r i e ty ’s sake q u a in t d ia le c ts  and e n te r ta in in g  id io l e c t s )  became asso ­

c ia te d  w ith  rom antic  f ic t io n  du rin g  and a f t e r  th e  1790 's .  Hence S i r  

W alter S c o t t ,  look ing  backward, becomes e ffu s iv e  about " th e  p o l is h ,
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th e  t a s t e ,  and th e  f e e l in g  o f  t h i s  h ig h ly -g if te d  la d y ,"  which may 

"be tra c e d  in  Mrs. C h a r lo t te  S m ith 's  p o e tr y ." 35 But h e r p o e tic  

e f f e c ts  seem a f f e c ta t io n s  to  th e  modem c r i t i c ,  James R. F o s te r ,  who, 

a lthough  no t among S m ith 's  most sym pathetic  re a d e rs ,  acknowledges th a t  

a t

i t s  b e s t  C h a r lo tte  Sm ith’s s ty l e  i s  c le a r ,  ra p id ,  and rea d a b le , 
y e t  a t  tim es i t  i s  s l i g h t l y  a f f e c te d  o r  o v e rly  p o e tic .  How­
e v e r, she d id  n o t l ik e  e legance fo r  i t s  own sake o r  w r i te  a 
s t i l t e d  o r  lu sh  o r  declam atory s ty l e ,  a t  l e a s t  n o t in  h e r  
p r o s e .36

Well in to  th e  n in e te e n th  cen tu ry  h e r  d ic t io n  and syntax  were admired

fo r  good reaso n s , b u t th e  modem re a d e r  i s  l ik e ly  to  f in d  some o f  t h e i r

c h a r a c te r i s t ic s  o b je c t io n a b le .

Her sy n tax , fo r  example, i s  c h a ra c te r iz e d  by i t s  i n t r i c a t e  and

b alanced  s t r u c tu r e .  Smith h e r s e l f  rem arks on Samuel Jo h n so n 's  v e rb o s i ty .

A phrase  in  h e r d e s c r ip tio n  o f  th e  f ir e p la c e  in  a  p easan t h u t read s:

"a  few la rg e  s to n es  p laced  c i r c u la r ly , "  and h e r  fo o tn o te  o f fe r s  th e

fo llo w in g  em endation: "Or r a th e r ,  as  Dr. Johnson d e sc r ib e s  them, ’w ith

some tendency toward c i r c u l a r i t y '"  (4 P, I I ,  152n). Yet th e  sen ten ces

she c o n s tru c ts  a re  too  Johnsonian—too  long and too  form al—f o r  the

t a s t e s  o f  most tw e n tie th -c e n tu ry  r e a d e r s .3^

When S m ith 's  p ro se  becomes p o e tic ,  i t  ach ieves a  rem arkable

sy n th e s is  o f  assonance, a l l i t e r a t i o n ,  and cadence. For example, Orlando

pauses du ring  a walk in  th e  f o re s t  and l i s t e n s :

a low wind sounded hollow  through  th e  f i r s  and s to n e -p in e s  over 
h i s  head, and then  f a i n t ly  s ighed  among th e  reed s  t h a t  crowded 
in to  th e  w a te r: no o th e r  sound was h e a rd , b u t ,  a t  d i s ta n t  
in te r v a l s ,  th e  c rv  o f  th e  w ild  fowl concealed  among them, 
o r  th e  d u ll  murmur o f  th e  c u r r e n t ,  which was now low (OMH,
I I ,  160).
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Her p ro se  len d s  i t s e l f  to  o ra l  d e liv e ry  because i t  so s k i l l f u l l y  uses 

th e  sounds and rhythms o f  speech even when i t  i s  n o t d e l ib e ra te ly  

p o e tic .  Indeed , i t  se rv ed  as a model fo r  Thomas E rsk in e  (1750-1823), 

one o f  th e  most prom inent b a r r i s t e r s  in  England a t  th e  end o f  th e  

cen tu ry , th e  man who defended Thomas Paine in  1792. According to  

Mary R u sse ll M itfo rd , "Whenever E rsk ine  had a g re a t  speech to  make 

he used to  rea d  h e r  works, t h a t  he  might ca tch  t h e i r  g race  o f  compo­

s i t i o n . " 3^ That E rsk ine was "an e n th u s ia s t ic  s tu d e n t o f  E n g lish  

c la s s ic s "  makes h is  ch o ice  o f  S m ith 's  p ro se  to  im i ta te  s ig n i f ic a n t .  He 

was h im se lf  an in n o v ato r: "His o ra to ry ,  n ev e r overloaded w ith  ornam ent,

b u t always s t r i c t l y  r e le v a n t  and adapted  to  th e  needs o f  th e  p a r t i c u l a r  

39c a se , s e t  a  new exam ple."

What i s  in n o v ativ e  in  C h a r lo t te  S m ith 's  d ic t io n  i s  s im ila r  to

experim ents a t  th e  end o f  th e  cen tu ry  to  produce a  new k in d  o f  l i t e r a r y

language f o r  p o e try . The p e rio d  was one during  which, accord ing  to  O liv e r

E lto n , p o e ts  engaged in  a  se a rc h , a lb e i t  in  p a r t  r e tu rn in g  to  o ld e r

l i t e r a r y  m odels, " f o r  a f re s h  v o cab u lary , w ith  which to  re p re s e n t  scen e ry ,

o r  sound, o r  dim s tro n g  im pressions o f  lu x u ry , o f  th e  war o f  th e  e lem en ts ,"
40th u s  e n la rg in g  " th e  idiom  o f  th e  senses and p a s s io n s ."  S m ith 's  p o e tic  

p ro se  im pelled  th e  d ic t io n  o f  th e  novel away from an a r t i f i c i a l  and 

conven tiona l lex ic o n  and toward a  more su g g estiv e  and ex p ress iv e  one.*  

Smith i s  a lso  a t r a n s i t i o n a l  f ig u re  in  th e  movement away from 

th e  form al conven tions o f  e ig h te e n th -c e n tu ry  s a t i r i c a l  p o r t r a i t u r e .  In  

p rose  f i c t io n ,  c h a ra c te r  sk e tch es  o f  th e  p e rio d  u s u a lly  r e g i s t e r  as

*See C hapter IV below.
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d ig re s s iv e  a s id e s  which c a l l  a t t e n tio n  to  th e  b ia s  o f  th e  n a r r a to r  as 

w ell a s  to  what i s  absurd  o r  o b je c tio n a b le  in  th e  c h a ra c te r .  Smith

a n tic ip a te s  Austen in  tak in g  a n a r r a t iv e  p o s i t io n  t h a t ,  however c a u s t ic

in  i t s  o b se rv a tio n s , seems u n o b tru siv e  and o b je c t iv e .  She a ls o  a n t i ­

c ip a te d  Austen in  th e  economy w ith  which she cap tu res  th e  q u in te s s e n t ia l  

v a c u ity , in s in c e r i ty  o r  h y p o crisy  o f  a  minor c h a ra c te r .  S m ith 's  c a r i ­

c a tu re  emerges from th e  comic iro n y  o f  a d e f t ly  tu rn ed  p h ra se . For 

example, Miss Fitz-Hayman (C e le s t in a ) , a r a th e r  la rg e  young woman who 

would l ik e  to  sn a re  a r e lu c ta n t  W illoughby, p reten d s t o  be su p p re ss in g  

a  h o p e less  p assio n  fo r  him. There i s  a moment in  th e  n o v e l, j u s t  as

W illoughby i s  concluding a  v i s i t  w ith  h e r  f a th e r ,  "when Miss F i tz -

Hayman, in  a l l  th e  languor o f  an unhappy lo v e , swam in to  th e  room"

( I I I ,  225). The p ic tu r e  o f  bogus ce taceous s e n s i b i l i ty  i s  com plete in  

a s in g le  s tro k e .  S im ila r ly , Smith e v a lu a te s  th e  r e la t io n s h ip  between a 

f l i r t a t i o u s  young woman and a  m indless young man by means o f  a  s in g le  

e x p la n a to ry -d e sc r ip tiv e  sen ten ce : "when no o th e r  o b je c t  was a t  hand,

[Miss G o ld th o rp 's  r e s t l e s s  coquetry ] condescended to  amuse i t s e l f  w ith  

th e  mawkish a ttem p ts  o f  M iddleton Winslow to  express th e  p assio n  h is  

f a th e r  and m other had in s i s te d  on h i s  f e e l in g  fo r  h e r"  (YP, I ,  111). 

Sm ith’s iro n y  evolves o u t o f  a comic use o f  a l l i t e r a t i o n  and an unex­

p ec ted  v a r ia t io n  o f  one o f  the  most common c lic h e s  o f  rom antic  f i c t io n .  

Hers can b e , and o f te n  i s ,  a su c c in c t and in c i s iv e  p ro se .

However v ic io u s  h e r  s a t i r i c a l  t h r u s t s ,  they  a re  c o n tro l le d  by 

a v ery  s t r i c t  n o tio n  o f  l i t e r a r y  p ro p r ie ty .  Very seldom does any dev ice 

o r  tech n iq u e  in  h e r  n o v e ls , even h e r  s a t i r e ,  c a l l  a t t e n t io n  to  i t s e l f  as 

a  " s e t  p iec e "  o r  a  s tra teg em ; she exp ects  a l l  a sp ec ts  o f  a  p ro se  n a r r a t iv e
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to  -e f u l l y  consonant as p a r t s  o f  a whole. Smith w r i te s ,  in  a l e t t e r ,

t h a t  "M iss Edgeworths Novel [ s ic ;  B elinda] i s  n o t much l ik e d —th e

m achinery o f  a  cancer and a  Cockatoo d i s g u s ts ,  b u t th e re  i s  a  s tro n g

c h a ra c te r  in  i t  and some knowledge o f  l i f e ,  th o  th e  h a rsh n ess  and rude
41manner o f  th e  execu tion  i s  u n p le a s in g ."  She c r i t i c i z e s  Edgeworth 

f o r  clumsy c raftsm an sh ip  and q u e s tio n a b le  t a s t e  in  u s in g  a d ise a se  and 

a b i r d  to  fo rc e  h e r  p lo t  forw ard .

One o th e r  s t y l i s t i c  fe a tu re  must be m entioned because i t  i s

e x tra o rd in a ry  so e a r ly  in  th e  ev o lu tio n  o f  th e  novel and because i t

so c le a r ly  i l l u s t r a t e s  how c a re f u l ly  Smith worked to  keep th e  m achinery

o f  h e r  own n o v e ls  from c re a k in g . I t  i s  h e r  trea tm en t o f  ch a p te r  ju n c tu re .

A new c h a p te r  u s u a lly  b eg ins v e ry  c lo s e  to  th e  moment a t  which th e

p reced in g  ch a p te r  broke o f f .  Smith fo llo w s and p re se rv e s  th e  c o n tin u i ty

o f  th e  tem poral sequence very  c a re f u l ly  and seldom allow s a  s ig n i f ic a n t

in te r v a l  o f  tim e to  e la p se  between c h a p te rs .  The b reak  between

Chapter I I  and I I I ,  Volume IV, in  The Old Manor House i s  a good example

o f  th e  s o p h is t ic a t io n  o f  S m ith 's  tre a tm e n t o f  both  d is c o n t in u i ty  and

c o n tin u i ty  a t  ch a p te r  ju n c tu re . The b reak  i s  a b r i e f  in te r ru p t io n  in

a c o n v e rsa tio n  between O rlando and th e  new te n a n t  whom he d isc o v e rs  in

p o ssess io n  o f  h i s  p a re n ts ' home when he r e tu r n s  from America. He asks

fo r  in fo rm a tio n  about where h i s  fam ily  has gone.

The young woman, . . . t o ld  him th a t  she had been th e re  only
a  few weeks, and was q u i te  a s tr a n g e r  in  th e  co u n try ; b u t
‘t h a t ,  i f  he could r e c o l le c t  any person  th ere a b o u ts  l ik e l y  to  
be b e t t e r  inform ed, she would send a s e rv a n t to  fe tc h  them, 
o r  w ith  any message he m ight d i r e c t .

Chapter I I I

A f te r  a pause, s u f f i c i e n t l y  e x p re ss iv e  o f  th e  d i f f i c u l ty
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w ith  which he th o u g h t, Orlando s a id ,  t h a t  th e re  was a t  th e  
ne ig h b o rin g  town an A tto rn ey  w ith  whom h is  f a th e r  had been 
long connected ; . . .  To him he w ished to  send (OMH, 408).

The new c h a p te r  b eg ins a new s e r ie s  o f  a c tio n s  on O rlan d o 's  p a r t .  The

h ia tu s  between c h ap te rs  i s  o n ly  m inim ally a boundary in  tim e ; i t  marks

r a th e r  a  b reak  in  th e  a c tio n .

P laced  a s  i t  i s ,  th e  end o f  C hatper I I  te rm in a te s  one s ta g e  o f  

O rlan d o 's  homecoming. The sense  o f  an ending i s  ach ieved ; o f  th e  many 

p o s s ib le  endings t h a t  might have occupied t h i s  p o s it io n ,  th e  most d i s ­

a p p o in tin g  has o ccu rred . With th e  b eg inn ing  o f  th e  new c h a p te r ,  Orlando 

must b eg in  a  new s e t  o f  p lan s  and a  new sequence o f a c t io n s .  The e f f e c t  

o f  t h i s  k ind  o f  ju n c tu re ,  however, i s  to  c re a te  th e  k in d s  o f  te n s io n  

between u n i ts  o f  p rose  n a r r a t iv e  t h a t  a re  e x p lo ite d  in  p o e try  when an 

ambiguous rea d in g  i s  produced by p lay in g  c lo su re  o f f  a g a in s t  enjambement. 

The c o n tin u i ty  between ch a p te rs  p ro je c ts  a c ro ss  th e  boundary a n x ie t ie s  

th a t  a re  even more harrow ing because o f  th e  in co n c lu s iv e  conclusion  

o f  th e  p reced in g  c h a p te r . There i s  an i r o n i c ,  formal c lo su re  th a t  i s  

u n s ta b le ;  l ik e  a  m usical p ro g re ss io n  th a t  has n o t moved to  th e  to n ic ,  

th e  passage ends w ithout be in g  reso lv e d .

The opening sen tence  o f  a new ch a p te r  may a lso  announce an o th e r 

k ind  o f  connection  ac ro ss  th e  d isc o n t in u i ty  o f  th e  c h a p te r  boundary.

When th e re  i s  some k ind  o f  r a d ic a l  d isp lacem ent in  th e  tem poral sequence, 

Smith in d ic a te s  r e la t io n s h ip s  in  co n ten t by means o f a  k ind  o f  s t y l i s t i c  

c o n c a te n a tio n . The break  between C hapter V and Chapter VI, Volume I I I ,  

in  C e le s t in a  (p. 140) i s  a  good example o f  what Smith o f te n  does when 

she must move back in  th e  tim e sequence to  p re s e n t  a second, synchronic 

sequence o f  e v e n ts . C hapter V ends w ith  an account o f  th ough ts t h a t
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keep C e le s tin a  awake, a f t e r  an u p s e tt in g  in te rv ie w  w ith  Vavasour,

" t i l l  th e  ted io u s  n ig h t was a t  an e n d ."  C hapter VI b e g in s , "Vavasour, 

who had passed  a  g re a t  p a r t  o f  h i s  n ig h t  over a b o t t l e , "  b ack track in g  to  

reco u n t th ough ts prompted by th e  same in te rv ie w . A second example i s  

in  The Old Manor House ( I I ,  p . 230). Chapter XII ends: "Such were, a t  

t h i s  ju n c tu re , th e  p o l i t i c s  o f  Rayland H a l l ."  C hapter X III b eg in s ,

"The House o f  West W olverton too  had i t s  p o l i t i c i a n s . "  In  bo th  examples, 

co n ca ten a tio n  s ig n a ls  an in te r la c in g  o f  cotem poral e v e n ts . So conscious 

a  s t y l i s t  i s  Smith t h a t  she jo in s  h e r  n o ve ls a t  th e  seams as c a re fu lly  

as she desig n s  and cu ts  th e  p a t te rn .

A co n sc ie n tio u s  tre a tm e n t o f  th e  facade be ing  so much in  ev idence , 

i t  h a rd ly  seems l ik e ly  t h a t  Smith was sloppy in  working o u t h e r  p lo ts .

Yet, because " p lo t"  i s  u s u a lly  g iven  too  narrow a m eaning,* h e r  novels 

have o f te n  been c r i t i c i z e d  fo r  be ing  p o o rly  c o n s tru c te d . Her p lo ts  do 

n o t seem weak u n les s  th ey  a re  judged as " ta l e s " ;  C h a r lo t te  S m ith 's  p lo ts  

cannot be e v a lu a ted  a p a r t  from th e  meaning th ey  a re  designed  to  r e f l e c t .

The charge t h a t  S m ith 's  n o v e ls  s u f f e r  from in ad e q u a te ly  re a l iz e d  

p lo ts  goes back alm ost to  h e r  own tim e; S i r  W alter S c o tt  i s  among th o se  

who a re  more th an  ready  to  fo rg iv e  h e r  fo r  t h i s  " la p s e "  in  c ra ftsm ansh ip  

because o f  th e  p re s su re  she worked under, h a ra sse d  by im p a tie n t p u b lis h e rs .  

But even when Smith worked c a re f u lly ,  th e re  i s  no ev idence in  h e r novels 

th a t  she i s - - o r  wanted to  be—a p a r t i c u l a r ly  good s t o r y - t e l l e r  o f th e  

k ind  S co tt i s .  A ll o f  h e r  no v els  u se  conven tional and obvious s to ry  

e lem en ts, and th e re  i s  r a r e ly  a  rem arkably c le v e r  o r  o r ig in a l  sequence

*See C hapter I I I ,  p p . 119-34.
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o f  a c tio n  in  any o f  them. But she was c e r t a in ly  a b le  to  b r in g  d i f f e r e n t  

s tra n d s  in  h e r  s to ry  to g e th e r  in  a  seem ingly n a tu r a l  way fo r  th e  sake o f  

d ram atic e f f e c t .

The ten an ts*  f e a s t  in  The Old Manor House i s  one such in s ta n c e ; 

i t  c o n ta in s  a s e r i e s  o f  ep isodes in  which th e  d ram atic  a c tio n  i s  so 

i n t r i c a t e l y  i n te r - r e la t e d  t h a t  th e  rea d e r  i s  aware o f  m as te rfu l co n tro l 

o f  th e  p lo t .  The long (Book I I ,  C hapters V I I I-X II ) ,  com plicated , b u t 

v ery  p la u s ib le  sequence o f  ep isodes i s  g en e ra ted  o u t o f  th e  in te r a c t io n  

o f  a  la rg e  c a s t  o f  c h a ra c te r s ,  a l l  f u l l y  m otiva ted  b u t working a t  c ro ss  

p u rposes. The te n a n ts ' f e a s t  i s  th e  f i r s t  in  s e v e ra l  y e a rs  which Mrs. 

Rayland h e r s e l f  w i l l  a tte n d  and to  which g u e s ts  o th e r  th an  th e  te n a n ts  

and th e  se rv a n ts  have been in v ite d .  I t  had become custom ary, in  Mrs. 

R ay land 's  o ld  ag e , fo r  P a ttenson  and Mrs. Lennard to  o f f i c i a t e .  P a tten .-in  

i s  chagrined  a t  having to  appear as b u t le r  r a th e r  th an  as h o s t .  He i s  

a lso  e rro n e o u s ly  su sp ic io u s  o f  a l ia i s o n  between Orlando and th e  maid 

B e tty , whom P atten so n  has n o t y e t succeeded in  sed u cin g . He i s  conse­

q u en tly  keeping a c lo se  eye on h e r .  Mrs. Lennard, on th e  o th e r  hand, i s  

d e lig h te d  th a t  she w i l l  s i t  w ith  th e  lo c a l  g e n try  and th e  v i s i t i n g  General 

Tracy a s  Mrs. R ay lan d 's  companion. She su sp ec ts  Monimia o f  s e c r e t ly  

m eeting Orlando and has o rd ered  h e r  to  keep to  h e r  room. Hence i t  i s  

p o s s ib le  t h a t  she w i l l  look in  on h e r  n iec e  in  th e  c o u rs t  o f  th e  evening.

Orlando however in te n d s  to  in tro d u ce  Monimia to  h i s  fa v o r i te  

s i s t e r ,  S e l in a , and has persuaded Monimia to  meet them in  th e  s tudy 

j u s t  a f t e r  th e  dancing  b e g in s . He i s  th e re fo re  a v e ry  u n w illin g  and 

ungracious p a r tn e r  f o r  Miss Hollyboum  when Mrs. Rayland o rd ers  him to  

lea d  th e  dance w ith  h e r .  He cannot escape u n t i l  h i s  b ro th e r  F h i lip  i s
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found, th e  o n ly  o th e r  person  th e re  o f  th e  r ig h t  age and c la s s  to  tak e  

O rlando’s p lac e  w ith  th e  lad y . P h i lip  has d isap p eared  w ith  B e tty , who 

w il l in g ly  y ie ld s  to  him because he seems a much more p rom ising  lo v er 

th an  P a tten so n .

Miss Hollyboum  i s  d e lig h te d  w ith  Orlando and i n s i s t s  on 

d e ta in in g  him, although  he becomes in c re a s in g ly  i n a t te n t iv e  and i s  

f in a l ly  q u ite  ru d e , knowing th a t  th e  lo n g er he keeps Monimia w a itin g  th e  

more danger she w il l  be caught. Dr. H ollyboum  i s  in te r e s te d  in  th e  

e s ta t e .  By p roposing  a  match between h is  daugh ter and O rlando, he 

o ffen d s Mrs. Rayland, and General Tracy th en  f in d s  h e r  th e  more w il lin g  

to  approve p lan s  to  g e t Orlando a commission in  th e  army (and out o f  

th e  way o f  such s o c ia l  c lim b e rs ) .

Gen. Tracy wants Orlando f a r  away because he seems to  be th e  

on ly  member o f  th e  Somerive fam ily  l ik e ly  to  in te r f e r e  w ith  h i s  p lan s  to  

make O rlando’s s i s t e r  I s a b e l la  h is  m is tr e s s .  Mrs. Som erive, however, 

knows what Tracy i s  a f t e r  and i s  busy outmanuevering him w hile  he t r i e s  

to  g a in  access to  I s a b e l la  in  p r iv a te ;  n e v e r th e le s s ,  she must be 

c a re fu l  not to  offend  th e  man who can do so much f o r  Orlando should 

p lan s  fo r  h is  m il i t a ry  c a re e r  m a te r ia l iz e .

Mr. Somerive meanwhile i s  preoccup ied  w ith  f in d in g  and con­

t r o l l i n g  P h i l ip .  The s e c u r i ty  o f  th e  fam ily  depends on f in a n c ia l  

a s s is ta n c e  from Mrs. Rayland and th e  p o s s ib i l i ty  t h a t  one o f  h i s  sons 

w i l l  i n h e r i t  th e  e s ta t e ,  which P h ilip  r is k s  should he o ffen d  Mrs. 

Rayland. Mr. Somerive n e a r ly  d isco v e rs  Monimia w hile  lo ok ing  fo r  

P h i l ip ,  and P h ilip  n e a r ly  d isc o v e rs  h e r  f i r s t ,  when he and B etty  t r y  

th e  study  door and, l a t e r ,  when he a r r iv e s  drunk and ready  to  s le e p  i t
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o f f  in  t h a t  room.

The H ollyboum s leav e  h ig h ly  offended a t  th e  trea tm en t Miss 

Hollyboum  has re c e iv e d . Monimia i s  indeed  caught on th e  way back to  

h e r  room, and Mrs. Lennard su b sequen tly  makes a  v i r t u a l  p r is o n e r  o f  h e r .  

B e tty  i s  f i r e d  when Pa tten so n  re p o r ts  to  Mrs. Rayland th a t  she had been 

m issing  du rin g  th e  evening; he assumes th a t  Orlando i s  th e  c u lp r i t  

and hopes t h a t  such scandalous b eh av io r w i l l  do him o u t o f  th e  i n h e r i ­

ta n c e . He succeeds o n ly  in  g iv ing  Mrs. Rayland th a t  much more reason  

to  encourage Orlando to  jo in  th e  army, and i t  i s  w ith  t h a t  d e c is io n  on 

h e r  p a r t  f in a l ly  made th a t  th e  s e r ie s  o f  e v en ts  su rround ing  t h i s  o cca­

s io n  ends. The te n a n ts ' f e a s t  dem onstra tes t h a t  Smith could  m anipulate  

th e  a c tio n  o f  h e r  s to r y  as w ell as she chose to .  In fu n c tio n  and com­

p le x i ty ,  i t  i s  comparable to  th e  f e t e  champetre in  T ro llo p e 's  B arch este r 

Towers.

R ather th an  growing ou t o f  d ram atic  a c tio n ,  however, most o f  

S m ith 's  n o v e ls ,  l ik e  The Old Manor House, a re  o rg an ized  around a 

th em atic  s t r u c tu r e .  In Desmond th e  s tr u c tu r e  i s  based on r e la t io n s h ip s  

between r u le r s  and- s u b je c ts ,  b o th  in  French p o l i t i c s  and in  se v era l 

r e p re s e n ta t iv e  m arriage r e la t io n s h ip s .  A. s e le c t io n  o f  opp ressiv e  

m arria g e s , in  v ary ing  degrees comparable to  each o th e r ,  i s  p re se n ted , 

and in  such a  way as  to  r e f l e c t  th e  o p p ress iv e  p o l i t i c a l  co n d itio n s  

lea d in g  to  th e  r e b e l l io n  in  France. In  Emmeline, th e  f i r s t  o f  S m ith 's  

n o v e ls , th e  s t r u c tu r e  develops ou t o f  a  s e r ie s  o f  r e la t io n s h ip s  among 

fa m ilie s  a l l  o f  which a re ,  by th e  end o f  th e  n o v e l, lin k e d  to  each 

o th e r  by m arriag e . I t s  su b je c t  i s  f i d e l i t y  ( i . e . ,  a woman's honor) — 

in  c o u rts h ip  and in  m arriag e—in  a s o c ie ty  t h a t  makes i t  very  d i f f i c u l t
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fo r  a  woman to  choose a  husband ind ep en d en tly  and w ise ly . The s tr u c tu r e  

o f  th e  novel i s  b u i l t  o u t o f  a v a r ie ty  o f  resp o n ses  among women to  i n t e r ­

n a liz e d  n o tio n s  o f  p e rso n a l honor on th e  one hand, and on th e  o th e r  to  

th e  mores o f  a  s o c ie ty  t h a t  condemns i n f i d e l i t y  in  a  woman and condones 

i t  in  a  man. In  no v els  l ik e  S m ith 's , th e  n a r r a t iv e  i s  a s tr a te g y  r a th e r  

than  a  s t r u c tu r e .  The se q u e n tia l  development o f  th e  n a r r a t iv e  u n fo ld s  

a  p a tte rn  o f  analogous a n d /o r  r e p re s e n ta t iv e  r e la t io n s h ip s  among 

s t r u c tu r a l  e lem en ts.

The most s ig n i f ic a n t  th em atic  r e la t io n s h ip  in  Emmeline in v o lv es  

th re e  c o n tr a s t in g  m arriag es . The c ircum stances o f  Mrs. S ta f f o rd 's  

unhappy m arriage  a re  analogous to  th o se  o f  Lady A d e l in a 's .  T heir s to r i e s  

run p a r a l le l  to  a  p o in t ,  and th en  d iv erg e . F itz-E dw ard , b e fo re  he 

meets Lady A d e lin a , t r i e s  to  seduce Mrs. S ta f fo rd .  She o f f e r s  him f r ie n d ­

sh ip  a lth o u g h  she r e fu s e s  to  tak e  him as a  lo v e r .  She i s  a w orld ly

woman, b u t a m oral one. Lady A delina becomes h i s  m is tr e s s ,  but re fu s e s  

h is  o f f e r  to  sh a re  h e r  g u i l t  and, a f t e r  she i s  widowed, to  share  w ith  

h e r h i s  l i f e  and fo r tu n e . Lady A delina i s  a  weak woman, b u t h e r  

rem orse i s  g enu ine . The th i r d  in  th e  s e r ie s  o f  analogous m arriages i s  

t h a t  o f  D elam ere's  s i s t e r  F rances. She e lo p es  w ith  S i r  R ichard C ro f ts ' 

son , ex p ectin g  and p rec lu d in g  Lord M o n tre v il le 's  d isa p p ro v a l; hence she 

i s  Em meline's o p p o s ite .  A f te r  h e r  m arriage  she i n v i t e s  th e  a t t e n t io n s  

o f  B ellozane , a  more c y n ic a l rak e  than  e i t h e r  Delamere o r  F itz-Edw ard, 

runs o f f  w ith  him and i s  f in a l ly  abandoned. U nlike Mrs. S ta ffo rd  o r 

Lady A d e lin a , she i s  an immoral woman who g e ts  p r e c i s e ly  what she d eserv es .

The most im portan t o f  th e  dram atic  analogues i s  th e  one th a t

in v o lv es  th e  most c u rio u s  fe a tu re  o f  th e  p l o t ,  t h a t  th e  "hero" does n o t
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appear u n t i l  th e  m iddle o f  th e  n o v e l. Only r e t r o s p e c t iv e ly  does th e  

reason  fo r  t h i s  o d d ity  become c le a r  to  th e  re a d e r .  At th e  end o f  th e  

n o v e l, Delamere1s p o s it io n  w ith  re sp e c t  to  B ellozane m irro rs  Godolphin’s 

p o s i t io n  w ith  re s p e c t  to  F itz-Edw ard a t  th e  tim e when he i s  in tro d u ced : 

a  duel seems imminent between a woman's lo v e r  and h e r  b ro th e r .  The 

scandal Lady Frances in v i te s  lea d s  f in a l ly  to  a duel t h a t  i s  n o t 

av e rte d ; Delamere d ie s  defending  th e  honor Lady Frances ca red  so l i t t l e  

abou t. The duel a t  th e  end o f  th e  novel looks back i r o n i c a l ly  on th e  

duel t h a t ,  a lthough  i t  b rought Emmeline and Godolphin to g e th e r ,  d id  n o t 

tak e  p la c e . The c ircu m stan ces  under which th e  hero  i s  in tro d u ced  p re ­

f ig u re  th e  c ircum stances under which h is  r iv a l  w i l l  d ie .

W ithin th e  system  o f  f a m il ie s ,  s i t u a t io n s  as w ell a s  c h a ra c te rs  

a re  designed  to  be analogous b u t n o t id e n t i c a l .  The re a d e r  i s  expected  

to  n o tic e  and e v a lu a te  s im i l a r i t i e s  and d if fe re n c e s  among them. F i tz -  

Edward fo r  example i s  asked by h is  b ro th e r  to  accompany Lady A delina on 

h e r  journey  home from S co tlan d  j u s t  as Godolphin i s  asked by Lord 

W esternaven, h i s  b ro th e r ,  to  accompany Emmeline when she r e tu rn s  to  

England. Whereas Lady A d e lin a ’s sed u ctio n  i s  a consequence o f  t h e i r  

jo u rn ey , an in c re a se d  r e s p e c t  fo r  G odolphin 's i n t e g r i t y  and d isc re tio n  

fo llow s from b eh av io r Emmeline w itn esses  w hile  th ey  t r a v e l :  Emmeline’s 

p re fe ren c e  i s  based  on r a t i o n a l  and moral as w ell as em otional i n c l in a t io n s .

The te n s io n s  in  th e  second h a l f  o f  th e  novel develop o u t o f  

G odolphin 's e f f o r t s ,  as w ell as Em m eline's, to  av o id  an avowal. Whereas 

Emmeline's in te n t io n  in  con cea lin g  h e r f e e l in g s  i s  to  p r o te c t  Godolphin, 

h i s  i s  to  d e fe r  to  h e r in c l in a t io n s  in  th e  cho ice  o f  a  husband. He 

does n o t use  h is  p a ss io n  c o e rc iv e ly , as both  Delamere and Fitz-Edw ard
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do. So long as he b e l ie v e s  she i s  in  love w ith  Delamere, he h e lp s  and 

p r o te c ts  h e r  b u t does n o t co u rt h e r .

Emmeline's t r i p  to  S w itzerland  in tro d u c es  y e t an o th e r v a r ia n t  in  

th e  p a t te rn  o f  male c h a ra c te rs .  J u s t  as Godolphin i s  in tro d u ced  to  th e  

rea d e r  as  a happy com bination o f  what i s  b e s t  in  Delamere and F i tz -  

Edward r e sp e c tiv e ly *  B ellozane i s  in troduced  as a com posite o f  a l l  th re e .

He i s  rem arkably l ik e  h i s  cousin  Godolphin in  appearance, and rem arkably 

l ik e  Delamere in  h i s  in d e fa tig a b le  p u r s u i t  o f  Emmeline. He i s  a ls o ,  l ik e  

F itz-Edw ard, a p ra c t ic e d  ra k e . Unlike F itz-Edw ard, who seduces G odolphin 's 

s i s t e r  and rem ains devoted to  h e r ,  he seduces and abandons D elam ere's 

s i s t e r  F rances. There a re  comparable v a r ia n ts  among fem ale c h a ra c te r s .  

Frances i s  Lady A d e lin a 's  o p p o s ite ,  an u n rep en tan t a d u lte re s s .  Mrs. 

S ta ffo rd ,  l ik e  bo th  o f  them unhappily  m arried , does n o t i n v i te  a t t e n tio n  

l ik e  Frances n o r succumb to  sed u ctio n  l ik e  A delina . I t  i s  in  th e  second 

h a l f  o f  th e  novel t h a t  th e  symmetry o f  correspondences and r e la t io n s h ip s  

among th e  se v e ra l fa m ilie s  i s  worked out Csee c h a r t ,  p .  82 ).

The Lady A delina  su b -p lo t i s  r e la te d  to  the  main p lo t  th e m a tic a lly , 

and by means o f  in te r lo c k in g  fam ily  r e la t io n s h ip s :  F itz -E d w ard 's  e ld e r  

b ro th e r ,  Lord G le n c a rry l, i s  M o n tre v il le 's  so n -in - la w , j u s t  as G odolphin 's 

e ld e r  b ro th e r ,  Lord W esterhaven, i s ,  and j u s t  as S i r  R ichard C ro f ts ' 

e ld e s t  son i s .  E very th ing  in  th e  novel i s ,  to  some deg ree , a  fam ily  

m a tte r ;  th e  s tr u c tu r e  o f  th e  novel i s  a  system o f  f a m il ia l  a l l i a n c e s .

Every m arriage o r  i l l i c i t  r e la t io n s h ip  r e f l e c t s  on th e  way in  which a 

commitment to  f a m il ia l  t i e s  i s  e i t h e r  avowed o r  disavowed. Even Mrs.

*See p . 62 above.
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S ta f fo rd ,  Em meline's f r ie n d  and co u n se lo r , becomes, in  th e  course  o f  th e  

n o v e l, a r e l a t i v e  o f  s o r t s :  h e r  husb an d 's  s i s t e r  m arrie s  th e  younger 

son o f  S i r  R ichard C ro f ts .

There a re  v a lid  o b se rv a tio n s  to  be made about what i s  wrong w ith  

t h i s  r a th e r  rem arkable f i r s t  n o v e l. I t s  "d esig n " i s  too  b l a t a n t .  I t s  

p lo t  i s  too  obv io u sly  in  th e  se rv ic e  o f  t h a t  d es ig n : some c h a ra c te rs  

seem to  m arry m erely f o r  th e  sake o f  symmetry in  S m ith 's  choreography.

The novel has to o  many m irro rs  and analogues. I t  i s  to o  s e lf -c o n s c io u s , 

too  com plicated , too  c o n tr iv e d . The same can be s a id  about many f i r s t  

no v els  t h a t  s e lf -c o n s c io u s ly  and too  r ig id ly  adhere to  a p re-co n ce iv ed  

p lan . Most w r i te r s  le a rn  to  s a c r i f i c e  th e  t id in e s s  o f  th e  p re lim in a ry  

scheme as th e  in te r n a l  momentum o f  th e  n a r r a t iv e  beg in s  to  determ ine 

i t s  own d ire c t io n s  o f  developm ent, o r  to  work from a l e s s  conspicuous 

p lan  o ver which no i n t r i c a t e l y  woven b a f f le  need be l a id .  Smith 

became, w ith  p r a c t ic e ,  adept a t  c re a t in g  n o v e ls  t h a t  do n o t seem q u ite  

so c a lc u la te d  as Emmeline. I t  i s  p o s s ib le  to  read  one o f  h e r  l a t e r  

n o v e ls—as many modem c r i t i c s  have—w ithou t becoming conscious o f  b ad ly  

in te g ra te d  o r  fo rced  elem ents t h a t  b e tra y  how she i s  m an ipu lating  th e  

p io t ,  and why.

Because The Old Manor House i s  p ro b ab ly  in  su b je c t  th e  most ‘ 

complex and c a re f u lly  worked o u t .o f  S m ith 's  n o v e ls ,  a  b r i e f  d isc u ss io n  

o f  i t s  s tr u c tu r e  w i l l  b e s t  d e sc rib e  h e r  method a t  i t s  most su c c e s s fu l.

In  term s o f  s to r y ,  th e  novel i s  ahout who w i l l  i n h e r i t  Rayland H all a f t e r  

Mrs. Rayland d ie s .  The p lo t  re q u ire s  Smith to  fo llo w  and account f o r  

a l l  th o se  c h a ra c te rs  who might p o ssess  th e  e s ta t e ,  a lthough  i t  focuses 

most o f te n  on O rlando, th e  c h a ra c te r  who f in a l ly  does i n h e r i t  i t .  The
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momentum o f  th e  novel i s  produced by means o f  s u s ta in e d  susp en se ,

r e v i t a l i z e d  each tim e th e re  i s  a  p o s s ib i l i ty  t h a t  someone o th e r  th an

Orlando w i l l  g e t  c o n tro l  o f  th e  e s ta t e .  Suspense becomes p a r t i c u l a r ly

a c u te  when, a f t e r  M rs. R ay land 's  d ea th , th e  e s ta t e  f a l l s  in to  th e

wrong hands w hile  Orlando i s  s e rv in g  w ith  th e  B r i t i s h  fo rc e s  in  Am erica.

When Orlando r e tu r n s ,  he u n rav e ls  th e  m ystery o f  a h idden w i l l ,  d e te c t iv e -

s to ry  fa sh io n , and i s  f i n a l ly  a b le  to  c la im  Rayland H all as h i s  r ig h t f u l

le g a c y . The m ystery o f  a  h idden  w i l l  c o n tr ib u te s  to  what m ight o therw ise

seem a f lim sy  and unrem arkable p lo t  fo r  so long a work. In  keeping

w ith  S m ith 's  purposes in  t h i s  n o v e l, th e  e s ta t e  must f i r s t  be k ep t from

and th en  r e s to re d  to  an en lig h ten e d , l i b e r a l ,  dem ocratic gentleman 

42l ik e  O rlando.

The th em atic  s u b je c t  o f  The Old Manor House i s  th e  im pact o f

m ercan tilism  and im p e r ia l is t i c  n a tio n a lism  on th e  one hand and o f  th e

new dem ocratic n o tio n s  o f  dom estic and r u ra l  p o lic y  on th e  o th e r .
43C h arac te rs  in  th e  novel r e p re s e n t  o ld  and new s o c ia l  fo rc e s .  Those 

who a re  a c t iv e  and s u c ce ss fu l in  se rv in g  t h e i r  own i n t e r e s t s  r e p re s e n t  

th o se  members o f  s o c ie ty  who have moved o r  a re  moving in to  power; th o se  

who a re  p a s s iv e  and in e f f e c tu a l  s ta n d  fo r  th o se  in  th e  e x is t in g  system  

who a re  o r  a re  becoming v u ln e ra b le  under new s o c ia l  and economic cond i­

t i o n s .  U n til  th e  end o f  th e  novel th e  f a t e  o f  Rayland H all rem ains in  

d o u b t. The q u es tio n s  r a i s e d ,  so long as t h a t  doubt i s  s u s ta in e d , a re  

abou t what k ind  o f  s ig n if ic a n c e  o ld  m anorial h o ld in g s  w il l  have in  th e  

f u tu re ;  i t  i s  im possib le  n o t to  reco g n ize  t h a t  p o s tu la te s  about th e  

fu tu re  o f  Rayland H all a re  a ls o  p o s tu la te s  about th e  fu tu r e  o f  th e  eco­

nomic r e s o u rc e s , p o l i t i c a l  power, and s o c ia l  s ig n if ic a n c e  fo rm erly
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lodged in  an h e re d i ta ry  landed g e n try . In e f f e c t  th e  novel a sks how 

much p rim o g en itu re  means, how much fam ily  means, how much money means, 

and how much in t r ig u e  and m an ip u latio n  mean in  determ in ing  what w i l l  

become o f  Rayland H a ll.

Those who want p o ssess io n  o f  th e  H all belong to  th re e  d i s t i n c t  

groups. F i r s t  th e re  a re  p erso n s o f  fam ily  b u t n o t money: th e  Som erives. 

Secondly, th e re  a re  th o se  o f  money b u t no fam ily : th e  H ollyboum s and 

Mr. S to ck to n . T h ird ly , th e re  a re  th o se  who have n e ith e r :  th e  Rokers,

Mrs. Lennard and o th e r  upper se rv a n ts  a t  th e  H a ll.  Mrs. Rayland h e r s e l f  

re p re s e n ts  an a n a c h ro n is t ic a l ly  feu d al n o tio n  o f  th e  p o s i t io n  and resp o n ­

s i b i l i t i e s  o f  th e  sq u ire a rc h y ; th e  d e c is io n  i s  f in a l ly  h e rs  to  make, and 

h e r  p e rso n a l e c c e n t r ic i ty ,  in d ic a tiv e  of th e  e c c e n t r i c i t i e s  o f  a  v e s t i g ia l  

c la s s ,  i s  th e  source  o f  th e  problem s in  th e  n o v e l. There a re  a ls o  th o se  

who want no p a r t  o f  th e  e s ta t e :  th e  Woodfords. Members o f  th e  u rban  m iddle 

c la s s ,  th ey  have made th e i r  own a l l i a n c e  w ith  th e  a r is to c r a c y  and have 

become so su c ce ss fu l in  th e  C ity  and in  P arliam en t t h a t  th ey  want no 

t r a f f i c  w ith  so s lu g g ish  an i n s t i t u t i o n  as th e  sq u irea rch y ; presum ably 

a  l a t e r  g e n e ra tio n  o f  Woodfords w i l l  want th e  kind  o f  p r e s t ig e  t h a t  on ly  

land  can c o n fe r, b u t both  th e  f i r s t  and second g e n e ra tio n  o f  m erc a n tile  

w ealth  and in flu e n ce  a re  h a p p ie r  p u rsu in g  am bitions which only  London can 

g r a t i f y .

Both th e  army and th e  church a re  re p re se n te d  in  th e  n o v e l. General 

Tracy i s  a  younger son, a  fa tu o u s , l ic e n t io u s ,  b u t n o n e th e le ss  in f lu e n t i a l  

a r i s to c r a t ;  th e  im portance o f  h i s  c la s s  i s  s t i l l  f e l t  a t  l e a s t  in s o fa r  

as i t  s t i l l  has access  to  th e  m achinery o f  government and i s  a b le  to  

fu n c tio n  as l ia i s o n  between th o se  a r i s to c r a t s  who have money and power
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and th o se  m erchants who can ren d e r  and re c e iv e  m utually  b e n e f ic ia l  

s e rv ic e s .  As a r e p re s e n ta tiv e  o f  th e  church , Dr. H ollyboum  i s  one 

o f  th e  new k in d s  o f  men fo r  whom th e  s t r u c tu r e  o f  a complex bureau­

c r a t i c  i n s t i t u t i o n  p ro v id es  mechanisms he  can m anipulate  to  h i s  advan­

ta g e ;  even h i s  m arriage se rv es  to  promote h i s  i n te r e s t s  w ith in  th e  

i n s t i t u t i o n ,  moving him c lo s e r  to  e x is t in g  sources o f  power and w ea lth . 

Throughout th e  n o v e l, th e  r e la t io n s h ip  o f  each re p re s e n ta tiv e  member o f  

s o c ie ty  to  th e  manor house, a t r a d i t i o n a l  source o f  w ea lth , p r e s t ig e ,  and

power t h a t  i s  about to  change hands, i s  p layed  out on a  p e rso n a l le v e l

44through  h ig h ly  in d iv id u a te d  c h a ra c te r s .

I t  i s  because The Old Manor House fo llow s a p a tte rn  o f  s o c ia l

in te r a c t io n  r a th e r  than  a  s to ry  convention  th a t  O rlan d o 's  p erso n a l

h i s to r y  s ta n d s  in  so p e c u lia r  a  r e la t io n s h ip  to  th e  novel as a  whole.

He sometimes seems to  fu n c tio n  as hero  o f  a p r im a ri ly  b io g ra p h ica l

f i c t i o n .  However, i t  i s  a  m istake to  look fo r  h eroes and h e ro in es  in

45th i s  no v e l; i t s  t i t l e  should warn th e  re a d e r  a g a in s t doing so . The 

Old Manor House i s  a novel in  which h e ro ic  g e s tu re s  a re  o f  l i t t l e  impor­

ta n c e . When Orlando se rv es  w ith th e  B r i t i s h  fo rc e s  (when th e  s to ry  o f  

Rayland H all i s  in te r ru p te d  by an e n t i r e  book devoted to  ev en ts  t h a t  

seem to  have n o th ing  to  do w ith  th e  fu tu re  o f  the  H a l l) ,  h i s  ex p erien ces  

in  America a re  r e la te d  to  th e  them atic  s u b je c t  o f  th e  n o v e l, and n o t to  

any developm ents in  h is  own perso n al b iography th a t  b r in g  him c lo s e r  to  

p o ssess io n  o f  th e  e s ta t e .

The American war, l ik e  any o th e r ,  in c re a se s  th e  o p p o r tu n itie s  f o r  

p r o f i ta b le  t r a d e ,  bo th  f o r  th o se  who dea l on a  la rg e  s c a le  in  m i l i t a ry  

su p p lie s  and fo r  th o se  who, l ik e  th e  s e rv a n ts  a t  th e  H a ll, depend on
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con traband , goods in  s h o r t  supp ly  a s  a  r e s u l t  o f  n a t io n a l  p o l ic i e s .

I t  a ls o  p e n a liz e s  th o se  who b e a r  an in cre a se d  burden in  t a x e s .  War as 

such o p e ra te s  a g a in s t  th e  i n te r e s t s  o f  th e  landed g e n try .

T h is war has sp e c ia l  s ig n if ic a n c e  because th e  c o lo n is ts  a re  

f ig h t in g  a t  l e a s t  in  p a r t  a g a in s t  a p a te rn a l  and a r b i t r a r y  a u th o r i ty ;  

Orlando i s  as i t  were id e o lo g ic a l ly  in c l in e d  to  be sym pathe tic  to  th e  

c o lo n is ts  because h i s  argument w ith  h i s  own f a th e r  i s  analogous to  th e  

ar^jiment between th e  c o lo n is ts  and th e  B r i t i s h  governm ent. Orlando wants 

to  e x e rc ise  th e  same degree and k ind  o f  autonomy th a t  h i s  f a th e r  enjoyed 

in  choosing a  w ife ; th e  c o lo n is ts  want equal re p re s e n ta t io n  in  P arliam en t, 

th e  same d egree and k ind o f  autonomy enjoyed by landed gentlem en in  th e  

home p ro v in c e s . That th e  novel does n o t condone r e b e l l io n  a g a in s t  

e s ta b l is h e d  a u th o r i ty  in  a l l  cases  i s  c le a r  in  O rlan d o 's  rep e a ted  a ttem p ts  

to  win h i s  f a t h e r 's  ap p ro v a l, and h i s  r e fu s a l  to  e lope  w ith  Monimia in  

o p p o s itio n  to  h i s  f a t h e r 's  w ishes. Sympathy f o r  th e  cause  o f  th e  c o lo ­

n i s t s  i s  p red ic a te d  on a  c a re f u l ly  c ircum scribed  c o n d it io n :  t h a t  r e b e l l io n

can be condoned o n ly  in  ca se s  o f  g ro ss ly  in e q u i ta b le  tre a tm e n t where no 
46o th e r  means o f  re d re s s  i s  e f f e c t iv e .

O rlan d o 's  American experience  i s  r e le v a n t  as b iography only  

in so fa r  a s  i t  c o n tr ib u te s  to  h i s  p o l i t i c a l  e d u ca tio n . When a t  th e  end 

o f  th e  novel Orlando comes in to  p o ssess io n  o f  Rayland H a ll,  i t  i s  because 

he i s  th e  one perso n  who can b e s t  p rese rv e  o ld  v a lu e s  and c u l t i v a t e  new 

ones, re g e n e ra tin g  th e  e s ta t e  in s te a d  o f  d e s tro y in g  i t .  As s q u ire ,

Orlando i s  committed to  th e  w e ll-b e in g  o f  th e  microcosm he owns and 

governs j u s t  as h i s  feu d a l a n c e s to rs  had been; as a new kind  o f  g e n tle ­

man, he i s  committed to  dem ocratic  and humane tre a tm e n t o f  th o se  he i s
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re s p o n s ib le  f o r .  So dem ocratized i s  h i s  e s ta te  t h a t  i t s  m is tre s s  has 

been a  se rv a n t i n  th e  house. At home, Orlando has a s s im ila te d  th e  

b e s t  o f  th o se  t r a d i t i o n a l  v a lu e s  in h e re n t in  th e  o ld  m anorial system ; 

he has a ls o  come to  reco g n ize  what i s  b e s t  in  a  newer, more r a d ic a l  

system  w hile  in  America.

C h a r lo tte  Smith makes h e r own s ta tem en t about what th e  fu tu re  

o f  such ho ld in g s  should be when she f i n a l ly  a llow s Orlando to  tak e  th e  

e s ta t e  out o f  th e  hands o f  th e  Rokers, Dr. H ollybourn, and Mr. S tock ton .

In  O rlan d o 's  absence, th e  a l l i a n c e  between th e  law , th e  church and th e  

new moneyed c la s s  i s  e n t i r e ly  su c ce ss fu l in  c la im ing  lan d s  th ey  have no 

r ig h t  t o .  Rapacious and unscrupulous men, who know how to  m an ipu late  

and c o n tro l  v u ln e ra b le  in d iv id u a ls  and how to  u se  p u b lic  i n s t i t u t i o n s  

fo r  p r iv a te  ends, a re  shown to  have been th e  ones l ik e ly  to  tak e  p o ssess io n  

o f  th e  e s ta t e  f o r  i t s  r e n t s ,  abandoning th e  H all i t s e l f .  For Sm ith, th e  

va lu e  o f  th e  landed g en try  w ith in  th e  s o c ia l  and p o l i t i c a l  s t r u c tu r e  o f  

th e  co un try  i s  u n q u e s tio n a b le . She a s s e r ts  t h a t  such h o ld in g s  f a r e  

b e s t  in  th e  hands o f  a  new g en try  w ith  O rlan d o 's  p r in c ip le s ,  who, "w ithou t 

s p o il in g  th a t  look  o f  v en e rab le  a n tiq u i ty  fo r  which [Rayland H a ll] was 

so rem arkab le , . . . c o l le c te d  w ith in  i t  every  com fort and every  elegance 

o f  modern l i f e "  (OMH, IV, 531]. Such men g u aran tee  th e  c o n tin u i ty  o f  a

worthy h e r i ta g e ,  m odified and adapted  to  contem porary c o n d it io n s .

Had Smith underscored  re le v a n t  p a r a l le l s  and s p e lle d  ou t th e  

im port o f  th e  emblems she u s e s , few er modern c r i t i c s  m ight d ism iss  h e r

work so r e a d i ly .  What o f te n  seems to  them f a c i le  in  h e r n o v e ls  i s  a

p o lish e d  n a r r a t iv e  s u rfa c e  such a s  i s  u s u a lly  o n ly  w ith in  th e  competence 

o f  a s o p h is t ic a te d  and d e f t ,  a s  w ell as p ra c t ic e d ,  w r i te r .
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Having claim ed so much l i t e r a r y  s o p h is t ic a t io n  and te c h n ic a l  

p ro f ic ie n c y  fo r  an a lm o s t- fo rg o tte n  fem ale n o v e lis t  whose work appeared 

d u rin g  a p e rio d  in  th e  h i s to r y  o f  E n g lish  f i c t io n  th a t  has been accorded 

v e ry  l i t t l e  a t t e n t io n ,  one ex p ec ts  to  meet w ith  sk e p tic ism . I t  th e r e ­

fo re  seems pruden t to  in te r r u p t  t h i s  c r i t i c a l  a n a ly s is  o f  C h a r lo tte  

S m ith’s no v e ls  and, in  th e  fo llo w in g  c h a p te r , o f f e r  ev idence th a t  n o tab le  

and c o n seq u en tia l f i c t i o n  should  n o t seem e i th e r  u n l ik e ly  o r  e c c e n tr ic  

in  th e  l a s t  decade o f  th e  e ig h te e n th  c en tu ry . Her n o v e ls  in  f a c t  embody 

a  f i n  de s ie c l e  confluence o f  v a rio u s  c r i t i c a l  n o tio n s  about t h i s  r e l a ­

t i v e l y  new g en re . In  a d d it io n ,  th ey  in co rp o ra te  r a d i c a l ly  new id ea s  about 

human psychology, ach iev in g  th ereb y  complex and s u b tle  c h a ra c te r iz a t io n  

and rem arkable  m o d if ic a tio n s  in  th e  s t y l i s t i c  f a b r ic  and s t r u c tu r a l  

com position  o f  th e  t e x t ,  as w i l l  be shown l a t e r  in  t h i s  d i s s e r ta t io n .

A review  o f  bo th  a sp ec ts  o f  h e r  i n te l l e c tu a l  m ilie u  i s  in  o rd er b e fo re  

r e tu rn in g  to  th e  novels them selv es .
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Notes

1There i s  a  len g th y  comment on contem porary f i c t io n  and i t s  
r e la t io n s h ip  to  a  la r g e ly  young and fem ale read in g  p u b lic  in  Desmond 
( I ,  270-76). In  a  l e t t e r  to  h e r  s i s t e r ,  Fanny, G eraldine Vem ey sa y s ,
" I  cannot im agine, t h a t  novel rea d in g , can , as  has been a lle d g e d , 
c o rru p t  th e  im ag in a tio n , o r  e n e rv a te  th e  h e a r t ;  a t  l e a s t ,  such a  d es­
c r ip t io n  o f  n o v e ls , as  th o se  which r e p re s e n t  human l i f e  n e a r ly  as i t  
i s ;  f o r ,  as to  o th e r s ,  th o se  w ild  and absurd  w r i tin g s , t h a t  d e sc r ib e  
i n  i n f l a te d  language, b e in g s , t h a t  never w ere, nor ev er w il l  b e , th ey  
can . . .  no more c o n tr ib u te  to  form th e  c h a ra c te r  o f  h e r  mind, than  
th e  g ro te sq u e  f ig u re s  o f  sh ep h erd esses , on French fan s  and Bergamot 
boxes, can form h e r t a s t e  in  d re s s"  (p . 270). Smith i n s e r t s  a  passag e  
i l l u s t r a t i n g  what she co n sid e rs  harm less f l u f f .  This p assag e , a p p a re n tly  
a  parody , c e r t a in ly  proves h e r p o in t;  i t ’ s absurd , b u t q u ite  innocuous: 
"When . . . th e  m atin lo v in g  la r k ,  on r u s s e t  p in io n s , f lo a t in g  amid th e  
t i f f a n y  c lo u d s , t h a t  v a rie g a te d , i n  f le e c y  u n d u la tio n , th e  g rey - 
in v es te d  heavens, h a ile d  w ith  h i s  so u l re v iv in g  n o te , th e  r a d ia n t  
countenance o f  re tu rn in g  morn; th e  sw eet, th e  m ild , th e  e le g a n tly  
unhappy maid, tu rn ed  tow ards th e  ro se a te -s tre a m in g  E a s t,  th o se  sa p p h ire  
m essengers, t h a t  ex p ressed , in  language o f  such e x q u is i te  s e n s i b i l i t y ,  
every  emotion o f  h e r  d e l ic a te  s o u l;  and w ith  a  p a lp i ta t in g  s ig h , a ro se "  
Cp. 272). One p e rn ic io u s  a sp ec t o f  th e  passag e  i s  th e  v io le n c e  i t  does 
to  E n g lish  p ro se , as  Smith p o in ts  o u t when she says t h a t  th e  s i l l y  young 
woman who l ik e s  t h i s  k ind  o f  f i c t i o n  rea d s  i t  "as f a s t ,  as th e  ro s e a te  
r a y s ,  and azu re  ad v en tu res, w i l l  l e t  h e r"  (p . 273), and prom ptly f o rg e ts  
what she has r e a d . The o th e r  i s  m erely  t h a t  tim e i s  l o s t  rea d in g  i t .
As f o r  th e  i n t e l l i g e n t  re a d e r ,  a  " s e n s ib le  g i r l  would c e r ta in ly  throw 
i t  away in  d isg u s t"  (p . 273). Smith adds, however, t h a t  " th e re  i s  a 
chance, t h a t  th o se  who w i l l  rea d  n o th in g , i f  th ey  do n o t rea d  n o v e ls , 
may c o l l e c t  from them some few id e a s ,  t h a t  a re  n o t e i th e r  f a l l a c io u s ,  
o r  a b su rd , to  add to  th e  v e ry  sc a n ty  s to c k  which t h e i r  u sual i n s i p id i t y  
o f  l i f e  has a ffo rd e d  them" (p. 275). A w e ll- re a d  woman, G era ld ine  Verney 
adm its to  beg inn ing  w ith  "very  i n d if f e r e n t  n o v e ls , [which] were th e  
f i r s t  I co u ld  o b ta in ;  and I ran  th rough  them w ith  extrem e a v id i ty ,  
o f te n  fo rg e t t in g  to  p r a c t is e  my le s so n  on th e  h a rp s ic h o rd , o r  to  le a r n  
my French ta s k "  (p . 275). The h a b it  of. rea d in g  led  by degrees to  th e  
h a b it  o f  d isc r im in a tin g  rea d in g . Had G era ld ine  n o t been so naughty 
a  c h ild ,  she would presum ably have lea rn e d  v e ry  l i t t l e  o th e r  than  some 
music and French .

2A n a ly tic a l Review, 13 (1792), 435.

^See John Tinnon T ay lo r, E a rly  O pposition  to  th e  E n g lish  Novel 
(New York: K in g 's  Crown P re ss , 1943), pp . 52-86 .
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4
One i s  reminded o f  Mrs - General in  D ickens1 L i t t l e  D o rr it  

(1857). She su p e rv ise s  th e  education  o f  young women in  much th e  ame 
way as  Mrs. W averly 's f r ie n d s :  "Mrs. G eneral had no o p in io n s . Her
way o f  form ing a  mind was to  p rev en t i t  from form ing o p in io n s . She 
had a l i t t l e  c i r c u la r  s e t  o f  m ental grooves o r  r a i l s  on which she 
s ta r te d  l i t t l e  t r a i n s  o f  o th e r  p e o p le ’s  o p in io n s , which never overtook 
one a n o th e r , and never got anywhere. Even h e r  p ro p r ie ty  could n o t d i s ­
p u te  t h a t  th e re  was im p ro p rie ty  in  th e  w orld; b u t Mrs. G enera l’s way o f  
g e tt in g  r i d  o f  i t  was to  p u t i t  ou t o f  s ig h t ,  and make b e lie v e  t h a t  
th e re  was no such th in g .  . . . Mrs. G eneral was n o t to  be to ld  o f  
a n y th ing  shocking . A ccid en ts , m is e r ie s ,  and o ffe n c e s , were never to  
be m entioned b e fo re  h e r .  Passion  was to  go to  s le e p  in  th e  p resen ce  o f  
Mrs. G eneral, and b lood was to  change to  m ilk and w a te r. The l i t t l e  
t h a t  was l e f t  in  th e  w orld, when a l l  th ese  d eductions were made, i t  was 
Mrs. G en e ra l’s p ro v in ce  to  v a rn ish "  (Vol. I I ,  Ch. i i ) . Censorship 
ex e rc ise d  a t  home became more s tr in g e n t  du ring  th e  f i r s t  h a l f  o f  th e  
n in e te e n th  c en tu ry ; Dickens had good reaso n  fo r  being  co n sid e rab ly  
h a rsh e r  toward Mrs. General th an  Smith had been toward Mrs. W averly’s 
f r i e n d s .

5There i s  no m ention in  Sm ith’s  n ove ls o f  a governess who 
perform s t u to r i a l  fu n c tio n s . The r o le  o f  th e  board ing  school in  p ro ­
v id in g  a  t o t a l l y  f r iv o lo u s  course  in  th e  "accom plishm ents" i s  o f te n  
a llu d e d  t o .  Those o f  S m ith 's  fem ale c h a ra c te rs  who have any knowledge 
o f  th e  world a t t r i b u t e  i t  to  independent rea d in g , u su a lly  under th e  
guidance o f  a  mentor who v o lu n te e rs  h i s /h e r  s e rv ic e s ;  sometim es, as 
i s  th e  c ase  w ith  G erald ine Vemey, th e  absence o f  su p e rv is io n  on th e  
p a r t  o f  a  n e g lig e n t  mother a llow s a  g i r l  th e  o p p o rtu n ity  to  choose 
p ro sc r ib e d  books. I t  i s  in te r e s t in g  to  compare S m ith 's  o v e rt "fem inism" 
( ra th e r  m ild compared to  t h a t  o f  h e r  more m il i t a n t  contem poraries) w ith  
C h a r lo tte  B ro n te’s rom antic fan ta sy  o f  a woman try in g  to  become " l i b e ­
r a te d "  in  V i l l e t t e . C en tra l to  th a t  fa n ta s y  i s  th e  n o tio n  th a t  th e  
r ig h t  man f o r  such a woman i s  one who n o t on ly  t o le r a t e s  bu t encourages 
rea d in g ; Paul Emanuel leav es  d i f f i c u l t  books where Lucy Snowe w il l  f in d  
them. Nowhere in  S m ith 's  n ovels i s  rea d in g , becoming educated , t ie d  
to  e r o t i c  f a n t a s ie s .  Why th e  rev e rse  should  be t ru e  in  n in e te e n th -  
c en tu ry  f i c t i o n  w r i t te n  by women i s  a  su b je c t  t h a t  deserv es  some 
a t te n t io n ;  rom anticism  produced c e r ta in  a b e rra tio n s  in  fem ale a t t i ­
tu d es  and b eh av io r, hence in  f i c t i o n , th a t  a re  alm ost alw ays, when 
a s so c ia te d  w ith  ed u catio n , a  way o f  j u s t i f y in g  th e  kind o f  su b je c tio n  
t h a t  Smith ab h o rred . In  h e r  tim e, no fem ale w r i te r  recommended s e rv i ­
l i t y .  Even somewhat l a t e r ,  in  Susan F e r r i e r ’s  M arriage (1818), th e  
id e a l  fo r  wedlock i s  a  union o f  complementary q u a l i t i e s  and s k i l l s  in  
two e q u a lly  d ig n if ie d  in d iv id u a ls .

^Smith seems to  th in k  th a t  men ought to  d e riv e  an education  
o f  a  d i f f e r e n t  o rd e r  from f i c t i o n .  In  "Don Quixote in  E igh teen th  Century 
E ngland," Com parative L i te r a tu r e , 24 (1972), 210-11, Susan S taves p o in ts  
o u t t h a t  Orlando (OMH) i s  th e  f i r s t  q u ix o tic  hero whose h a b it  o f  
rea d in g  im ag in a tiv e  l i t e r a t u r e  i s  n o t s a t i r i z e d .  S taves rem arks t h a t  
"O rlan d o 's  rea d in g  has helped  make him rom antic  and i d e a l i s t i c :  to
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Mrs. Smith t h a t  means h is  rea d in g  has he lped  make him s e n s i t iv e  and 
good, n o t t h a t  i t  has helped  make him s i l l y "  (p . 211).

7See Rufus Paul T urner, " C h a r lo t te  Smith: New L ight on Her 
L ife  and L i te r a ry  C a re e r ,"  D iss . U n iv e rs ity  o f  Southern C a l ifo rn ia ,
1966. This i s  p r im a r i ly  a s tu d y  o f  Sm ith’s co rrespondence. See too 
M cKillop, "S m ith 's  L e t te r s ."

8S m ith 's  experience  i s  n o t unique among women w r i te r s .  Cf. 
f o r  one th e  m atrim onial l i f e  and c a re e r  o f  M argaret O lip h an t in  th e  
n in e te e n th  c e n tu ry .

g
H ilb is h , pp. 155-57; E h re n p re is , pp . x i - x i i .

1®For a  survey  o f  S m ith 's  r e p u ta t io n  as a p o e t,  see H ilb ish , 
pp . 249-255. Her s ta tu s  a s  a  p o e t was such th a t  th e  s u b s c r ip tio n  l i s t  
f o r  th e  1797 e d it io n  o f  E leg aiac  Sonnets included  th e  Archbishop o f  
C anterbury , Cowper, C harles James Fox, Horace W alpole, Mrs. S iddens, 
and th e  two W artons. See George W. W hiting, " C h a r lo tte  Sm ith, K eats, 
and th e  N ig h tin g a le ,"  K ea ts-S h e lley  Jo u rn a l ,  12 (1963), 6 . Both 
W hiting and Burton R. P o l l in ,  in  "K eats, c h a r lo t te  Sm ith, and th e  
N ig h tin g a le ,"  N_§_Q, 211 (1966), 180-81, o f f e r  evidence o f  s tro n g  
resem blances between S m ith 's  sonnet and K ea ts ' ode, and su g g est th a t  
some d i r e c t  o r  i n d ir e c t  in flu e n c e  i s  l ik e ly .  According to  P o l l in ,  
th e re  were e i t h e r  n in e  o r e lev en  e d it io n s  o f  th e  sonnets between 1784 
and 1800. Wordsworth a s tu t e ly  observed th a t  E ng lish  p o e ts  were "under 
g r e a te r  o b l ig a t io n s  [ to  C h a r lo t te  Smith] th an  a re  l ik e ly  to  be e i th e r  
acknowledged o r  remembered." The Prose Works o f  W illiam  Wordsworth, ed . 
A lexander B. G ro sart (London, 1876), I I I ,  151. See too  p . 507.

**The l i s t  o f  e d it io n s  g iv en  in  th e  b ib lio g ra p h y  o f  t h i s  d i s s e r ­
t a t i o n  su g g ests  th e  p o s s ib i l i t y  o f  s ig n i f ic a n t  in f lu e n c e . Her n ovels 
must have been le n d in g - lib ra ry  s ta p le s  w ell in to  th e  second h a l f  o f  
th e  n in e te e n th  c e n tu ry .

12C f. Mr. C o l l in s ' l e t t e r ,  P rid e  and P re ju d ic e  (Chap. 19); "And . 
now n o th in g  rem ains fo r  me b u t to  a s su re  you in  th e  most anim ated language 
o f  th e  v io le n c e  o f  my a f f e c t io n ."  What Smith deposed Austen debunked.

18In  The S a i lo r  in  E n g lish  F ic tio n  and Drama 1550-1800 (New York: 
Columbia U n iv e rs i ty  P re ss , 1931), p .  187, Harold F ran c is  Watson n o tes  
t h a t  toward th e  end o f  th e  e ig h te e n th  c e n tu ry  " th e  se n tim e n ta l ch arac­
t e r i z a t io n  o f  th e  seaman w ith  a l l  th e  v i r tu e s  which e ffem in a te  landsmen 
lac k  a p p a re n tly  in c r e a s e s ."  H is summary o f  naval ty p es  common in  f i c t io n  
b e fo re  1800 does n o t ,  however, in c lu d e  a p ro p er gentlem an. He d i s ­
tin g u ish e s  " th e  nob le  p i r a t e ,  p o l i t e  and b lo o d th i r s ty ,  th e  sw earing 
boatsw ain , b lu n t  and b rav e , th e  humors c a p ta in , tho rough ly  d e sp ic a b le , 
th e  p la in  d e a le r ,  m isan th rop ic  and h o n e s t, th e  m erchant s k ip p e r ,  p ious 
and p r a c t ic a l ,  and th e  h e a r t  o f  oak, rough and lo y a l"  (pp. 202-03).
W illiam  P r ic e  (M ansfield Park , 1814) may be th e  second naval gentleman
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a f t e r  Godolphin. H is f a th e r ,  however, does n o t q u a li fy .  He was "a  
L ieu ten an t o f  M arines, w ith o u t e d u ca tio n , fo r tu n e ,  o r  connections"
(Chap. 1 ) .  Of th e  th re e  r e q u i s i t e s ,  n o t having  a  gen tlem an 's  educa­
t io n ,  hence h is  m an n ers ,is  th e  most c ru c ia l  handicap because i t  i s  
a b s o lu te ly  i r r e p a r a b le .

14Thackeray i s  n o t q u i te  a c c u ra te , in  h i s  p re fa c e  to  The H is to ry  
o f  Pendennis (1850), when he a s c r ib e s  V ic to r ia n  p rudery  to  n o v e lis ts  
o f  th e  e ig h te e n th  c e n tu ry  a f t e r  F ie ld in g . About h i s  own n o v e l, he 
q u i te  r i g h t ly  a s s e r t s  t h a t  Pendennis should  have had a l i a i s o n ,  a 
token  one, f o r  th e  sake o f  h i s  c r e d i b i l i t y  a s  a  c h a ra c te r .  In  T hackeray 's  
words: "S in ce  th e  au th o r o f  'Tom Jo n e s ' was b u r ie d , no w r i te r  o f  f i c t io n  
among us has been p e rm itte d  to  d e p ic t  to  h i s  utm ost power a MAN. We 
must drape him, and give him a c e r ta in  con v en tio n a l s im per. . . . Many 
la d ie s  have rem o n stra ted  and s u b s c r ib e rs  l e f t  me, because , in  th e  course  
o f  th e  s to r y ,  I d e scrib ed  a  young man r e s i s t i n g  and a ff e c te d  by tem p ta tio n . 
My o b je c t  was to  say , th a t  he had th e  p a ss io n s  to  f e e l ,  and th e  m anliness 
and g e n e ro s i ty  to  overcome them. You w i l l  n o t h e a r—i t  i s  b e s t  to  know 
i t —what moves in  th e  r e a l  w orld , what p a sse s  in  s o c ie ty ,  in  th e  c lu b s , 
c o lle g e s ,  m ess-room s,—what i s  th e  l i f e  and t a l k  o f  your s o n s ."  Pendennis 
i s  l ik e  Desmond in  s e v e ra l r e s p e c ts ,  and should have had th e  k ind  o f  
sexual l a t i tu d e  Smith a llow ed h e r  h e ro .

As fo r  th e  k ind  o f  p la to n ic ,  id o liz in g  love th a t  bo th  Pendennis 
and Desmond f e e l  fo r  women th ey  may n o t m arry, and whose beds th ey  a re  
n o t allow ed to  sh a re  s e c r e t l y ,  Smith has something to  say  in  v e rs e  about 
th e  f a c t s  o f  such r e la t io n s h ip s ,  a lth o u g h  she p e rp e tu a te s  th e  rom antic  
f i c t io n  in  h e r  n o v e ls :

F r ie n d sh ip , as  some sage p o e t s in g s  
I s  c h a s te n 'd  Love, d e p r iv 'd  o f  w ings,
W ithout a l l  w ish o r  power to  wander 
Less v o l a t i l e ,  b u t n o t l e s s  te n d e r .

N e v e r th e le s s ,
. . . she, who y ea rs  beyond f i f t e e n ,
Has counted tw enty , may have seen 
How r a r e ly  unplum*d Love w i l l  s ta y ;
He f l i e s  n o t—b u t he cooly  walks away.

Beachy Head w ith  O ther Poems (1807), pp . 139-40.

15R ichardson, I I ,  230.

^ Censura L i t e r a r i a , 2nd ed . (London, 1815), V II , 248.

■^Marianne, who im m ediately f e e l s  h e r s e l f  su p e r io r  to  th e  shop­
keeper who tak e s  h e r  in ,  poses q u e s tio n s  about th e  so u rce  o f  such f e e l in g s :  
"oh e s t- c e  que j 'a v o i s  p r i s  mes d S lic a te s s e s ?  n t o ie n t - e l l e s  dans mon 
sang? c e la  se  p o u r ro i t  b ie n .  V e n o ie n t-e lle s  du sd jo u r  que j 'a v o i s  f a i t  
A P a r is?  c e la  se  p o u r ra i t  encore . I I  y a des ames p e rc a n te s  A qu i 
i l  n 'e n  f a u t  pas beaucoup m ontrer pour le s  i n s t r u i r e "  (M arianne,
Prem ibre P a r t i e ,  pp . 42 -43). Hers i s  an i n tu i t i v e ,  immediate resp o n se .
She d isc o v e rs  in  P a r is  th e  world o f  peop le  who r id e  in  c a r r ia g e s ,
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"un monde q u i m 'S to i t  t r e s  nouveau, mais p o in t  S tra n g e r ."  I t  i s  fo r  
h e r "comme s i  j 'a v o i s  r e c o n trd  ce que j e  c h e rc h o is ."

18H ilb is h ,  p . 363.

^ E n g l i s h  Women o f  L e t te r s :  B iog rap h ica l Sketches (London:
H urst and B la c k e t t ,  1863), I ,  200.

20 I b id . ,  p .  201.

21 Too o f te n  th e  f i r s t  o f  th e  t r a v e l l i n g  h e ro in e s  o f  t h i s  e ra  
n o tic e d  by l i t e r a r y  h i s to r ia n s  a re  Ann R a d c l i f f e 's .  Emmeline was th e  
f i r s t  h e ro in e  in  a  d ram a tic a lly  p lo t te d  n o v e ls  to  t r a v e l  (1788). The 
jo u rn ey s Sm ith’s h e ro in e s  ta k e  a re  lo g ic a l  e x ten s io n s  o f  th e  s to ry  and 
th ey  b r in g  about subsequent developm ents in  th e  p l o t .  The jo u rn ey  i s  
n o t u sed , in  Sm ith’ s n o v e ls , as p lo t  o r  as a method o f  o rg a n iz a tio n .
In an e a r l i e r  e r a ,  t r a v e l l i n g  h e ro in e s  were a s so c ia te d  w ith  a d i f f e r e n t  
kind  o f  f i c t i o n .  In Told in  L e t te r s :  E p is to la ry  F ic tio n  Before Richardson 
(Ann Arbor: U n iv e rs i ty  o f  M ichigan P re ss , 1966), pp . 42-43, R obert A.
Day m entions th re e  works t h a t  p u rp o rt to  be rec o rd s  o f  a  woman's expe­
r ie n c e s  w hile  t r a v e l l i n g ,  a l l  d i r e c t l y  o r i n d i r e c t l y  im i ta t in g  Madame 
D 'A ulnoy 's The Ingenious and D iv e rtin g  L e t te r s  o f  th e  Lady—T rav els  in  
Spain (1691); M rs. Mary M anley 's L e t te r s  (1696), Mrs. Susannah C e n t i l iv r e 's  
"Journey  to  Exon" (1700), and Mrs. E liz a  Haywood’s B a th -In tr ig u e s  (1725).
In  each o f  th e s e ,  th e  jou rn ey  i s  m erely  a fram ing dev ice  and th e  " lad y " 
i s  n o t  a  rom antic  h e ro in e . In  Popular F ic t io n  B efore R ichardson (Oxford: 
Oxford U n iv e rs i ty  P re ss ,  1969), p .  169n, John J .  R ic h e tt i  m entions one 
" s to r y  o f  a  p ic a ra "  p r io r  to  Moll F lan d ers : The Jam aica Lady o r The L ife  
o f 'B a ta v ia  (1720). But th e  p ica re sq u e  h e ro in e  i s  on ly  a v e ry  ob liq u e  a n te ­
ceden t fo r  th e  ro m a n tic -se n tim e n ta l h e ro in e .

E lle n  M oers, speak ing  s p e c i f ic a l l y  about th e  h e ro in es  o f  Gothic 
n o v e ls , c la im s th a t  t r a v e l  in  such n o vels a llo w s "a  fem inine s u b s t i tu te  
f o r  th e  p ica re sq u e "  in  th e  course  o f  which " h e ro in e s  could  en joy  a l l  
th e  ad v en tu res  and alarm s th a t  m asculine  h ero es  had long experienced , f a r  
from home, in  f ic t io n "  (p . 126). Moers c la im s t h a t  th e  i n t e r io r  o f a  
Gothic c a s t l e  becomes a  t e r r a i n  t h a t  th e  h e ro in e  n e g o tia te s .  But th e re  
a re  some an te c e d e n ts  in  th e  e ig h te e n th  cen tu ry  and many e a r l i e r  fo r  a  
genuine p ica re sq u e  h e ro in e —e .g . ,  Moll F la n d e rs , C h a r lo t te  Summers, and 
many in  s u b - l i t e r a r y  f i c t i o n —whose ad v en tu res  a re  v e ry  d i f f e r e n t  in  
q u a li ty  from th o se  o f  a  g o th ic  h e ro in e . I  would argue a g a in s t  th e  n o tio n  
th a t  t r a v e l  i s  used  a t  th e  en d io f th e  e ig h te e n th  ce n tu ry  as  i t  i s  used in  
th e  p ica re sq u e  n o v e l. For example, in  Humphry C lin k e r ,  M oore's Mordaunt 
and S m ith 's  n o v e ls , t r a v e l  o f fe r s  o p p o r tu n itie s  f o r  d isco v e ry , r e f l e c t io n  
and hence s e lf -d is c o v e r y  th rough exposure to  new environm ents, acq u ain ­
tan c e s  and ex p e rie n ce s .

22Moers, p .  136.

2V i r tu e  in  D is tr e s s :  S tu d ie s  in  th e  Novel o f  Sentim ent from 
R ichardson to  Sade (New York: H arper and Row, Barnes § Noble Import 
D iv is io n , 1974), p .  284.
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24B rissenden d e sc r ib es  a  pe rv asiv e  f a s c in a t io n  in  th e  e ig h te e n th  
ce n tu ry  w ith  C la r is s a  a s  a k ind  o f  tran scen d en t v ic t im . He b e lie v e s  
t h a t  th e  p e rp e tu a l " th r e a t  . . .  o f  rape  . . .  in  th e  background o f  most 
sen tim e n ta l no v e ls"  i s  symbolic o f  th e  g rav e s t v io la t io n  o f  th e  in d iv i ­
dual and i s  symptomatic o f  an a t t i tu d e  toward what i s  re p re s s iv e  in  
s o c ie ty  u n d erly in g  a l l  s e n tim en ta l f i c t io n  (p . 284).

25H a rr ie t  Byron com plains t h a t  a woman cannot s e le c t  a man who 
p le a s e s  h e r bu t "has on ly  h e r  n e g a tiv e ; and, i f  she i s  d e s iro u s  to  o b lig e  
h e r  f r ie n d s ,  n o t always t h a t"  (S i r  C harles G randison, I ,  230).

2^ R ic h e t ti ,  p .  208.

2^ R ic h e t ti ,  p .  208.

28In  Man’s World, Woman's P lace  (New York: D e ll, 1971), p . 63, 
E liz a b e th  Janeway observes t h a t  in  pornography women a re  "raped  and 
f a l l  in  love  w ith  th e  r a p i s t . "  She b e lie v e s  t h a t  th e  "purpose o f  t h i s  
cho ice  o f  u t t e r  subm ission i s  to  absolve th e  man who i n f l i c t s  th e  ou trage  
on them o f  h is  g u i l t , "  and th a t  th e  "a ll-p o w e rfu l hero  en joys h is
lic e n s e  to  s in  because he has g ran ted  h i s  v ic tim  th e  power to  absolve
h im ." C f. R ic h e tt i ,  p . 146.

29E liz a b e th  Hardwick, Seduction  and B etray a l (New York: Random 
House, 1974), p . 200; see  too  R ic h e t t i ,  p .  162.

30R ich a rd so n 's  in te n t io n s  have o f te n  been m isunderstood. One 
rea d e r  who m issed h i s  p o in t e n t i r e ly  i s  Mary W o lls to n e c ra f t (V in d ica tio n ,
p . 120).

31R ic h e tt i ,  p . 208.

32As i t  f re q u e n tly  does in  R a d c l if f 's  n o v e ls . See Moers, up .
137-38.

33S trong  an d /o r w i l l f u l  h e ro in es  f ig u re  in  such no v els  as John 
M oore's Mordaunt (1800), H o lc ro f t 's  Anna S t .  Ives (1792), Mrs. In ch b a ld 's  
Simple S to ry  (1791). Even more in te r e s t in g  i s  a  l in e  o f  h e ro in e s  t h a t ,  
beg inn ing  w ith  M oore's Mordaunt, appear most o f te n  in  no v e ls  by male 
r a th e r  than  fem ale w r i te r s .  They a re  i n t e l l i g e n t  and w ell-ed u cated  
women, having f re q u e n tly  been tu to re d  by t h e i r  f a th e r s  o r  under sp e c ia l  
c ircu m stan ces , o f  which th e  most common i s  a ch ildhood sp en t on th e  
C o n tin en t. They may o r  may n o t a ls o  be r a th e r  good horsewomen b u t ,  a t  
th e  l e a s t ,  th ey  a re  d e scrib ed  in  term s o f  imagery th a t  has to  do w ith 
horsem anship. They a re  o f te n  named Diana ( in  M oore's n o v e l, th e  h e ro in e  
has  a  fem ale m entor named Lady Diana F ra n k lin ) ,  and th ey  a re  o ften  "dark" 
h e ro in e s . One might c i t e ,  among o th e rs ,  S c o t t 's  Diana Vernon (Rob Roy), 
E l i o t 's  Gwendolen H arle th  (Daniel Deronda), M e re d ith 's  Diana o f  th e  
Crossways. The h ero in e  who has genuine o b l ig a t io n s  o r  commitments o f  
h e r  own, o r  one who wants to  s a t i s f y  h e r s e l f  more th an  she wants to  
accommodate o th e r s ,  i s  a  c h a ra c te r  in  Eng lish  f i c t io n  th a t  owes a g re a t
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d ea l to  Sm ith’s h e ro in e s . I t  i s  more ty p ic a l  o f  male th an  fem ale n o v e lis ts  
th a t  t h i s  kind  o f  h e ro in e  i s  i d e n t i f ie d  w ith c u rio u s ly  c o n f l ic t in g  n o tio n s  
o f  h e r s e n s u a l i ty  on th e  one hand and h e r sexual a lo o fn e ss  on th e  o th e r .  
This may be why th ey  so o f te n  draw on th e  m ythological re v e rb e ra t io n s  
surround ing  th e  name "D iana ."  A usten ’s E liz a b e th  Bennet i s  a h ero in e  
o f  t h i s  ty p e , b u t Austen makes no e f f o r t  to  a s s o c ia te  E l iz a b e th ’s s o c ia l  
demeanor w ith  an a t t i tu d e  toward s e x u a l i ty  t h a t  i s  in  th e  l e a s t  
rem arkable; n e i th e r  does Smith in  h e r  headstrong h e ro in e s .

33C f. too  H o lc ro f t’s  Anna S t .  Ives (1792). Anna’s cho ice  o f  
husbands i s  a ls o  a  p o l i t i c a l  d e c is io n . H o lc ro f t 's  novel i s  o v e r t ly  
d id a c t ic  in  ways S m ith 's  never a r e .  The conc lusion  o f  th e  novel n ev er­
th e le s s  looks to  re fo rm a tio n  by means o f  th e  moral fo rc e  o f  an id e a l  
r u ra l  community which, a lthough  i t  i s  u to p ian  in  s t r u c tu r e ,  fu n c tio n s  
a s  a s o c ia l  fo rc e  in  much th e  way Smith in ten d s th e  reg en e ra ted  manor 
house to  fu n c tio n . See pp . 87-88 above. A lice  Vavasor in  T ro llo p e ’s 
Can You Forgive Her? (1864-65) may w ell be th e  f i r s t  h e ro in e  in  a 
po p u lar novel to  i n s i s t  t h a t  th e  r u ra l  dom estic sphere  i s  too  r e s t r i c t i v e  
fo r  an a b le  woman; even so , she i s  w il lin g  to  accep t a compromise 
n ic e ly  embodied in  a  wedding g i f t  from P lan tag en t P a l l i s e r ,  "a s e rv ic e  
o f  Sevres ch in a"  accompanied by th e  news th a t  John Grey w il l  e n te r  
P a rliam en t. The b r i e f  scene in  Chapter LXXIX between P a l l i s e r  and 
A lice  Vavasor i s  e x tra o rd in a ry  fo r  i t s  " d e lic ac y " ; i t s  im p lic a tio n s  
a re  rev o lu tio n a ry . Between them, P a l l i s e r  and A lice  d e lin e a te  a  new 
t e r r i t o r y ,  drawing-rooms a d ja c e n t to  th e  p o l i t i c a l  a re n a , as p a r t  o f  a 
woman's p ro p er sp h ere .

34C r i t i c a l  Review, 65 (June, 1788), 530.

35Works, IV, 33.

F o s te r , p . 241.

37H ilb ish , p .  446.

3^The L ife  o f  Mary R u sse ll M itfo rd , to ld  by H e rse lf  in  L e t te r s  to  
F riends (L1E strange e d .;  New York, 1880), I I ,  358-59. M itford  re - r e a d  
a number o f  S m ith 's  no v els  in  1854; th ey  were r e a d i ly  a v a ila b le  through 
a le n d in g - l ib ra ry  in  B r i s to l .

39D ic tio n a ry  o f  N ationa l Biography, s .  v . "E rsk in e , Thomas."

40A Survey o f  E n g lish  L i te r a tu re  (1912; r p t .  London: Edward 
Arnold, 1965), p . 27.

411802; M cKillop, "S m ith 's  L e t te r s ,"  p . 255.

42In The H is to ry  o f  th e  E ng lish  Novel (London: 1934), V, p .  190, 
E rn est A. Baker n o te s  t h a t  Sm ith’s no v e ls  show she was "conscious th a t  
th e  i n d u s t r ia l  re v o lu tio n  was in  f u l l  swing, and th a t  th e  r ic h  m erchant 
and m ill-ow ner were in  th e  a c t  o f  o u s tin g  th e  o ld  a r is to c r a c y  from t h e i r
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p re-em in en ce ."  Even more to  th e  p o in t ,  R ichard G il l  (Happy Rural S ea t:
The E n g lish  C ountry House and th e  L i te r a ry  Im agination  [New Haven: Yale 
U n iv e rs i ty  P re s s ,  1972}, p . 239) observes t h a t  " th e  n o v e li s t  obv io u sly  
in te n d s  to  re p re s e n t  in  th e  o ld  manor house . . . th e  d e c lin e  o f  th e  
a r i s to c r a c y  in  a  world o f  r i s i n g  tradesm en and parvenus. Moreover, l ik e  
th e  p o e ts ,  she  a n tic ip a te s  th e  much-used n in e te e n th -c e n tu ry  techn ique  
o f  c o n tr a s t in g  houses—b alan c in g  Ragland [ s ic ]  H all and th e  lo y a l ty  o f  
i t s  in h a b i ta n ts  to  immemorial custom a g a in s t  th e  o n ce-sp len d id  n e ig h ­
b o rin g  c a s t l e  purchased , rem odeled, and abused by r ic h  m erchan ts.
T h erefo re  d e s p ite  lap se s  in to  melodrama The Old Manor House n o t only  
p re f ig u re s  th e  s o c ia l  themes o f  l a t e r  n o v e l i s ts  l ik e  W ells, G alsworthy, 
and Waugh b u t t h e i r  l i t e r a r y  s t r a te g i e s  a s  w e l l ."

43H ilb is h  makes th e  same o b se rv a tio n , p . 298: "Beginning w ith  an 
u n d e rly in g  p r in c ip le ,  she a rran g ed  th e  p lo t  and p o rtra y ed  c h a ra c te rs  fo r  
th e  purpose o f  exposing contem porary e v i l s . "

44C f. concluding rem arks on Godwin in  Gary K elly , The E ng lish  
Jaco b in  Novel (London: Oxford U n iv e rs i ty  P re ss ,  1977), p p . 256-60.

45 I b e lie v e  th a t  th e  same p o in t  should  be made about A usten ’s 
M ansfield  P ark , which i s  s t r i k in g ly  s im ila r  to  S m ith 's  Old Manor House 
in  se v e ra l  r e s p e c ts .  Austen may w ell have been c o n sc io u s ly  rep h ra s in g  
th e  q u e s tio n  in  term s a p p ro p r ia te  to  a  l a t e r  g e n e ra tio n : th e  s ig n if ic a n c e  
o f  th e  manor house in  A usten ’s s o c ie ty  i s  a moral is s u e  r a th e r  than  an 
economic and p o l i t i c a l  one.

46G. E. Mingay observes t h a t  th e  " d i s s a t i s f a c t io n  o f  th e  sm all 
g e n try , fa rm ers , and urban m iddle c la s s  mounted to  a  peak d u rin g  th e  
American w ar. The e f f e c ts  o f  h ig h  ta x a t io n  s tim u la te d  c r i t ic i s m  o f  
th e  governm ent's  p o lic y  and war management, a  c r i t ic i s m  n o t u n tinged  
w ith  sympathy f o r  th e  aims o f  th e  American r e b e ls "  (p . 261).

47M onim ia's " e le v a tio n "  i s  n o t as  rom antic  as P am ela 's . The 
C in d e re l la  m o tif  i s  ev id en t o n ly  in  i t s  dism al f e a tu re s ,  e . g . ,  th e  wicked 
s tep -m o th e r appears in  Mrs. Lennard. Monimia i s  in escap ab ly  p le b ia n  
to  th e  end o f  th e  n o v e l. In  p a r t ,  Smith g u a ran tees  t h a t  she i s  never 
transfo rm ed  in to  an e le g a n t lad y  in  th e  r e a d e r 's  mind by a llo w in g  Orlando 
to  m arry h e r  b e fo re  he comes in to  h i s  in h e r i ta n c e .  The in te r im  between 
t h e i r  m arriage  and th e  end o f  th e  novel shows them sh a rin g  th e  ch eap est 
o f  lo d g in g s  in  London, and Monimia s e c r e t l y  ta k in g  in  p la in  sewing to  
c o n tr ib u te  to  t h e i r  su p p o rt. Monimia n o t o n ly  has no accom plishm ents, 
th e r e  i s  no rea so n  to  b e lie v e  t h a t  she has any a p ti tu d e  fo r  m usic, draw ing- 
o r  even fo r  f in e  needlew ork. The ty p ic a l  a d a p ta t io n  o f  th e  C in d e re l la  
m o tif  in  th e  e ig h te e n th -c e n tu ry  novel i s  l ik e ly  to  fo llow  a  p a t te rn  s e t  
in  Pam ela. The young woman i s  p rov ided  w ith  a  b enevo len t and accom plished 
m is tr e s s  who tea c h e s  h e r  more th an  a  s e rv a n t  need know, hence p ro v id in g  
h e r  w ith  th e  most b a s ic  s k i l l s  t h a t  d is t in g u is h  m is tre s s  from s e rv a n t .
She i s  th u s  in a d v e r te n t ly ,  b u t f o r tu i t o u s ly ,  p repared  fo r  th e  r o le  she 
w i l l  have to  assume as th e  w ife  o f  a  gentlem an.
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CHAPTER I I I  

E ig h teen th -C en tu ry  Backgrounds 

i

T w en tie th -cen tu ry  l i t e r a r y  c r i t i c s  and h i s to r ia n s  have u s u a lly  

assumed t h a t  few g e n e ra l ly  accep ted  th e o r e t ic a l  p r in c ip le s  about th e  

form al p ro p e r t ie s  o f  r e a l i s t i c  p ro se  f i c t i o n  had evolved in  England 

by th e  end o f  th e  e ig h te e n th  c e n tu ry . The n ovel was supposed to  be  about 

contem porary men and m anners, th e  romance about im aginary and p ro d ig io u s  

e v e n ts . Documents l ik e  C lara  R eeve 's  The P ro g ress  o f  Romance (1785) 

and John Moore’ s A View o f  th e  Commencement and P rogress o f  Romance 

(1797) a re  ev idence t h a t  even p r a c t ic in g  n o v e l i s ts  d id  n o t n e c e s s a r i ly  

ta k e  n o te  o f  form al d i f fe re n c e s  betw een n o v e ls  and romances. N e ith e r 

co n ta in s  an y th in g  more s u b tle  th an  th e  d i s t in c t io n  Dr. Johnson o ffe re d  

as e a r ly  as  1750 ,1 a lthough  a  g re a t  many genuine novels o f  very  d i f f e r e n t  

k inds had appeared  in  th e  in te r im .

In  tw e n tie th -c e n tu ry  c r i t i c i s m  i t  i s  u s u a lly  taken  as ax iom atic  

t h a t  most e ig h te e n th -c e n tu ry  n o v e l i s ts  sim ply made use o f  a l l  t h a t  i s  

omnivorous and e l a s t i c  about th e  g e n re . W orthwhile r e s u l t s  have been 

produced by  s tu d ie s  in v e s t ig a t in g  th e  manner in  which th e  novel absorbed 

and m odified  conven tions and b a s ic  n a r r a t iv e  p a t te rn s  drawn from r e l a te d  

l i t e r a r y  g e n re s . I t  has  indeed  proved u s e fu l  to  examine C la r is s a  as 

an a d a p ta t io n  o f  th e  p r in c ip le s  o f  t ra g e d y , as Richardson in ten d ed  and 

announced in  th e  p o s ts c r ip t  to  th e  n o v e l. I t  i s  u se fu l to  examine 

Joseph Andrews as a  form o f  "comic romance" o r  a  "comic epic-poem  in  

p ro s e ,"  a s  F ie ld in g  pronounced i t  in  th e  p re fa c e .  I t  i s  u s e fu l  to

-  98 -
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know th a t  w h ile  w r i t in g  Caleb W illiam s Godwin was aware o f  a f f i n i t i e s  

between th e  b a s ic  p lo t  o f  h i s  " ta l e "  and th e  s to r y  o f  B luebeard .2 

E ig h te e n th -c e n tu ry  n o v e l i s ts ,  from th e  m id-cen tu ry  through  th e  n in e t i e s ,  

borrowed h e a v ily  from and were s tro n g ly  in flu e n ce d  by e a r l i e r  p rose  

f i c t io n ,  a lthough th ey  do n o t u s u a lly  acknowledge—as F ie ld in g , 

R ichardson, and Godwin d id —th a t  th ey  were d e l ib e ra te ly  a p p ro p r ia tin g  

and m odifying e x is t in g  l i t e r a r y  s tr u c tu r e s  and co nven tions. But a 

w r i te r  need n o t be aware o f  a deb t to  s p e c i f ic  so u rces  o r  o f  th e  i n f lu ­

ence o f  h i s  contem poraries fo r  o u r c r i t i c a l  a n a ly s is  o f  h i s  work to  

p r o f i t  from comparison w ith  analogues. T w en tie th -cen tu ry  c r i t i c s  have 

in  f a c t  a r r iv e d  a t  v a lu a b le  in s ig h ts  in to  th e  m echanics and meaning o f  

e ig h te e n th -c e n tu ry  n o v e ls  by examining f a i r y - t a l e  elem ents in  Pamela, 

f o r  example, o r  th e  conventions o f  h e ro ic  romance in  Tom J o n e s .^

However a v id ly  modem l i t e r a r y  h i s to r ia n s  and c r i t i c s  have 

s tu d ie d  avowed and unavowed sou rces  and ana lo g u es , th ey  have n o t been 

e q u a lly  eag er to  in v e s t ig a te  s ta tem en ts  about th e o r e t ic a l  p r in c ip le s  

governing p ro se  f i c t i o n  made by la te -e ig h te e n th -c e n tu ry  n o v e lis ts  and 

rev iew ers . Most tw e n tie th -c e n tu ry  c r i t i c s  assume in  f a c t  t h a t  th e  

s ta t e  o f  th e  c r a f t  was so d ep lo rab le  d u rin g  th e  l a s t  q u a rte r  o f  th e  

cen tu ry  t h a t  i t  does n o t b ea r in v e s t ig a t io n .  Only v ery  r e c e n t ly ,  f o r  

example in  s tu d ie s  l ik e  Leo Braudy’s N a rra tiv e  Form in  H is to ry  and 

F ic tio n  and E r ic  R o th s te in ’s Systems o f  Order and In q u iry  in  L a ter 

E ig h teen th -C en tu ry  F i c t i o n ,4 has th e  prem ise been t h a t  even th e  e a r l i e s t  

o f  m ajor E n g lish  n o v e ls  lend  them selves to  c e r ta in  k inds o f  s t r u c tu r a l
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a n a ly s is  because th ey  were in  f a c t  o rd ered  accord ing  to  r a th e r  so p h is­

t i c a te d  s t r u c tu r a l  p r in c ip le s .  I f  th e  work o f  m ajor n o v e lis ts  i s  j u s t  

beginn ing  to  r e c e iv e  t h i s  k ind  o f  rea d in g , i t  i s  n o t s u rp r is in g  th a t  th e  

l i t e r a r y  cra ftsm an sh ip  o f  l e s s e r  w r i te r s  has re c e iv ed  l i t t l e  a t t e n t io n .

I t  has r a th e r  been assumed th a t  most n o v e lis ts  w r i tin g  a t  th e  end o f  th e  

e ig h te e n th  cen tu ry  c o n scio u sly  im ita te d  on ly  th e  most rudim entary  o f  

f i c t io n a l  s t r u c tu r e s .

No s in g le  comprehensive document e x is t s  to  dem onstrate t h a t  during  

th e  1790 's w r i te r s  and rev iew ers drew on a  common th eo ry  o f  p ro se  f i c ­

t io n .  N o v e lis ts  o f f e r  s c a t te r e d  and skimpy tes tim ony  th a t  th ey  were 

conscious o f  l i t e r a r y  p r in c ip le s  governing th e  form al p ro p e r t ie s  o f  th e  

g en re . S ta tem en ts about l i t e r a r y  p r a c t ic e  in  p re fa c e s  (and o f te n  in  th e  

t e x t s  o f  t h e i r  novels) a re  f re q u e n tly  i n t e l l i g e n t  and to  th e  p o in t ,  b u t 

th ey  a re  u s u a lly  r e s t r i c t e d  to  a p a r t i c u l a r  a sp ec t o f  contem porary p rac ­

t i c e ;  th ey  do n o t c o n s ti tu te  a  sy s tem atic  d e s c r ip tio n  o f  th e  g en re . No 

w r i te r  a r t i c u l a te d  a f u l l y  developed r a t io n a le  fo r  th e  kind  o f  no v e ls  he 

o r  she produced. S im ila r ly ,  evidence in  th e  c r i t i c a l  review s o f  a shared  

th eo ry  o f  prose  f i c t io n  i s  s p o tty  and in c o n c lu s iv e . O bservations by 

rev iew ers on th e  a r t  o f  th e  novel a re  o f  very  unequal q u a li ty  and o f te n  

seem n a iv e  and i r r e le v a n t .  (The f a u l t  may no t in  f a c t  be  e n t i r e ly  w ith  

th e  rev iew ers; many o f  th e  n ovels th ey  were r e q u ire d  to  e v a lu a te  were 

am ateu rish  and o f  poor l i t e r a r y  q u a l i ty .)

Evidence th a t  th e  more p ro fe s s io n a l  n o v e lis ts  and rev iew ers  

sh ared  a common c r i t i c a l  vocabu lary  i s ,  however, abundant. Among th e  

e lem ents o f  f i c t i o n  h a b itu a l ly  named a re :  d e s ig n , com position , p l o t ,  

n a r r a t i v e ,  c h a ra c te r ,  p ro b a b i l i ty ,  u n i ty ,  u n ifo rm ity , v a r ie ty ,  c o n tr a s t ,
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group ing , symmetry, im i ta t io n ,  and e x p re s s io n . In  e ig h te e n th -c en tu ry  

review s th e s e  term s a re  used  to  d e sc r ib e  o rd in a ry  f e a tu re s  o f  th e  n o v e l; 

a  novel o f  m er it  i s  judged to  be so when i t  m eets c e r ta in  t a c i t  c r i t e r i a  

in  e x h ib i t in g  th e s e  f e a tu re s .  The rec u rren c e  o f  what i s  c le a r ly  a k ind  

o f  te c h n ic a l  term ino logy  sug g ests  th a t  th e re  must have been a  body o f 

assum ptions about th e  s t r u c tu r e  and f e a tu re s  o f  n o v e ls  t h a t  rev iew ers 

and re a d e rs  shared  w ith  th o se  who w rote them . Yet th e  tw e n tie th -c e n tu ry  

rea d e r  has no way o f  in te r p re t in g  o r  d isc r im in a tin g  among such appa­

r e n t ly  o v e rla p p in g , and perhaps synonymous, term s as  " p lo t , "  ' ’n a r r a t i v e ,"  

" d e s ig n ,"  and "com p o sitio n ."  One o f  th e  prim ary  o b s ta c le s  b lo ck in g  

access  to  and a p p re c ia t io n  o f  l a te -e ig h te e n th -c e n tu ry  n o vels seems 

to  be th e  tendency  on th e  p a r t  o f  th e  tw e n tie th -c e n tu ry  re a d e r  to  

d isco u n t what may w ell be  re le v a n t  c r i t i c a l  o b se rv a tio n s  because he 

cannot g lo ss  th e  c r i t i c a l  lex ic o n .

i i

P a r t  o f  th e  d i f f i c u l ty  in  a r r iv in g  a t  an ac cu ra te  g lo ss  i s  t h a t  

two v e ry  d i f f e r e n t  approaches to  l i t e r a r y  c r i t ic i s m  were c o n cu rren tly  

b e in g  a p p lie d  to  f i c t io n ,  o f te n  by th e  same w r i te r s  and c r i t i c s .  The 

f i r s t  was n e o -c la s s ic a l  and A r i s to te l i a n .  C r i tic is m  o f  t h i s  k in d  

focuses on th e  mimetic r e la t io n s h ip  between l i t e r a t u r e  and ex p e rien ce , 

and i s  concerned w ith  th e  moral ends o r  pu rposes o f  a  work o f  a r t .  The 

second was p s y c h o lo g ic a l.^  Such c r i t ic i s m  i s  p r im a ri ly  concerned w ith  

th e  r e la t io n s h ip  betw een a e s th e t ic  ex p erien ce  and o th e r  k inds o f  cogni­

t iv e  and em otional ex p e rien ce ; in  p s y c h o lo g ic a l ly -o r ie n te d  c r i t ic i s m ,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



102

a work o f  a r t  need  n o t  embody an exem plary moral le s so n  so long a s  i t  

a f f e c ts  th e  em otional d is p o s i t io n  o f  th e  r e a d e r  i n  a  way th a t  induces 

him to  be a  l i t t l e  more re sp o n s iv e , humane, and hence a  l i t t l e  b e t t e r  

th an  he would o th e rw ise  b e . In  rea d in g  e ig h te e n th -c e n tu ry  c r i t ic i s m ,  

i t  i s  im p o rtan t to  reco g n ize  t h a t  even a  common term , l ik e  " p lo t , ’* 

cannot be assumed to  mean p r e c is e ly  th e  same th in g  in  one co n tex t t h a t  

i t  does in  an o th e r; i t  m ight be  used in  th e  A r i s to te l i a n  sense  w ith  

n e o -c la s s ic a l  d id a c t ic  o v e rto n es : "an im i ta t io n  o f  a- a c tio n "  se rv in g  

a m oral p u rpose  o r  o f fe r in g  m oral in s t r u c t io n ,  o r  i t  m ight be used to  

d e sc r ib e  th e  "d es ig n "  o r  "com position" o f  th e  work: th e  p lan  according  

to  which th e  w r i te r  d isp o sed  h i s  m a te r ia ls  and th e re fo re  th e  more 

complex m a tte r  o f  what th e  rea d e r  und ers tan d s when he p e rc e iv es  th e  

p lan  and deduces i t s  im p lic a tio n s .

F u r th e r  com plica ting  m a tte r s ,  any d isc u ss io n  in v o lv in g  a e s th e t ic  

th eo ry  u s u a lly  inv o lv ed  th e  assumed r e la t io n s h ip  between p a in tin g  and 

p o e try , among A r i s to te l i a n  c r i t i c s  f o r  reaso n s t h a t  have to  do w ith  

th e  m im etic n a tu re  o f  th e  work o f  a r t  and among p sy ch o lo g ica l c r i t i c s  

f o r  reaso n s  t h a t  have to  do w ith  how th e  work o f  a r t  makes i t s  meaning 

i n t e l l i g i b l e .  What i s  more, th e  p a in t e r 's  idiom  se rv ed  as a  u se fu l 

v e h ic le  f o r  a e s th e t i c  id ea s  because i t  was f a m i lia r  to  b o th  p ro fe s s io n a l  

c r i t i c s  and laym en..

Because one o f  th e  perm anent is s u e s  in  a l l  forms o f  c r i t ic i s m  

during  th e  f i r s t  h a l f  o f  th e  ce n tu ry  had been th e  " u t  p i c tu r a  p o e s is "  

c o n tro v e rsy , a g re a t  d ea l o f  form al l i t e r a r y  c r i t ic i s m  was expressed  

in  term s o f  p a in t in g .  Although th e  p h rase  i s  from Horace and no t 

A r i s to t le ,  i t  became p a r t  o f  e ig h te e n th -c e n tu ry  c la s s ic a l  exegesis as
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th e  source  f o r  in te r p r e t a t i o n s  t h a t  would ex tend  th e  im port o f  A ris ­

t o t l e ’s term  "mim esis” so  t h a t  i t  m ight se rv e  as p a r t  o f  a u n iv e r s a l ly  

a p p lic a b le  a e s th e t ic  th e o ry . The n o tio n  th a t  p o e try  and p a in t in g  a re  

c lo s e ly  a l l i e d  k in d s  o f  re p re s e n ta t io n  was fo rm a lly  in tro d u c ed  in  

England in  1695 by Dryaen in  th e  p re fa c e , " P a r a l le l  Between P o etry  and 

P a in tin g ,"  to  h i s  t r a n s la t io n  o f  Du F resnoy’s De A rte  G ra p h ic a l  and many 

n e o -c la s s ic a l  t h e o r i s t s  saw p o e try  and p a in t in g  as two very  s im ila r  

forms o f  " im i ta t io n ."  By m id -cen tu ry , th e re  was in  f a c t  a  la rg e  body 

o f  v i s u a l ly  d e s c r ip t iv e  p o e try  e x p lo it in g  th e  p a r a l l e l ,  o f  which perhaps 

James Thomson’s  "The Seasons" i s  th e  most n o ta b le  example. On th e  o th e r  

hand, th e re  were th o se —m ost n o tab ly  G ottho ld  Ephraim L essing  in  

Laokoon—who o b jec te d  to  th e  a s s im ila tio n  o f  one mode o f  re p re s e n ta tio n  

to  a n o th e r . On one s id e  o f  th e  d eb a te , th e  p o in t  b e in g  argued was t h a t  

c e r ta in  term s a re  e q u a lly  o r  ana logously  a  propos fo r  v e rb a l and v isu a l  

modes o f  r e p re s e n ta t io n ;  on th e  o th e r  th a t  term s a p p ro p r ia te ly  d e s c r ib ­

ing  ' th e  f e a tu re s  o f  one medium cannot be e q u a lly  a p p lic a b le  to  a  

d i f f e r e n t  medium.

So long a s  th e  q u e s tio n  con tinued  u n s e t t le d ,  th e  d e s c r ip tiv e  

vocabu lary  t h a t  a lre a d y  e x is te d  f o r  p a in t in g  a lm ost in e v i ta b ly  appeared 

in  l i t e r a r y  c r i t ic i s m .  The tendency tow ard a s s im ila t io n  o f  one a r t  form 

to  a n o th e r proved i r r e s i s t i b l e ,  c o n tin u in g  in to  th e  n in e te e n th  cen tu ry  

(and beyond).^  Hence du rin g  th e  l a t e  e ig h te e n th  ce n tu ry  th e  g en e ra l 

p r a c t ic e  was w idespread  o f  " se e in g  l i t e r a t u r e  as th e  c o n te n tu a l norm o f  

p a in t in g  and m usic, and a t  th e  same tim e o f  se e in g  e i t h e r  p a in t in g  o r 

music as th e  te c h n ic a l  norm o f  l i t e r a t u r e . " ^

The is s u e  in  th e  " u t  p i c tu r a  p o e s is "  argument i s  m im esis; th e
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d eb ate  was la r g e ly  over what th e  v e rb a l and v is u a l  a r t s  r e s p e c tiv e ly  a re  

cap ab le  o f  im i ta t in g .  The most c o n te s te d  a reas  were th o se  i n  which i t  

i s  p o s s ib le  fo r  v e rb a l and v isu a l  re p re s e n ta tio n s  to  o v e rla p : e . g . ,  

h i s t o r i c a l  p a in t in g  and d e s c r ip tiv e  w r i t in g .  For some, th e  a ttem p t 

to  p a in t  p ic tu r e s  in  words was a  lau d a b le  u n d e rtak in g , ex tend ing  th e  

m im etic scope o f  language from th e  A r i s to te l i a n  spheres o f  a c tio n  and 

em otion to  in c lu d e  th e  s e n s ib le  w orld . For o th e r s ,  most p rom inen tly  

o f  course  L essin g , th e  a ttem p t was fa tu o u s  because o f  l im ita t io n s  

i n t r i n s i c  to  each medium. L essing  i n s i s t s  t h a t ,  because v e rb a l  d i s ­

co u rse  i s  n e c e s s a r i ly  a  sequence in  tim e , i t  cannot p ro p e r ly  im i ta te  

o r  r e p re s e n t  o b je c ts  in  space; s im i la r ly ,  p a in tin g  i s  s u ite d  to  r e p r e ­

s e n tin g  o b je c ts  in  space b u t cannot d e p ic t  a tem poral sequence. Both 

s id e s  in  th e  " u t  p i c tu r a  p o e s is"  d eba te  admit th e  p o s s ib i l i t y  t h a t  c e r ta in  

p a in t in g s  o r  s c u lp tu re s  imply a c tio n  and su g g est em otion, and th a t  p o e tic  

d isc o u rse  o f te n  s e ts  in  motion th e  r e a d e r ’s own image-making f a c u l t i e s ,  

memory and im ag in a tio n . The a e s th e t ic  experience  in  i t s e l f  i s  f o r  them 

p e r ip h e ra l  to  a  th eo ry  o f  a r t ;  a lth o u g h  bo th  s id e s  reco g n ize  t h a t  th e  

r e a c t io n  to  a  work o f  a r t  i s  complex, th ey  m ention th e  r e a c t io n  m erely  

a s  th e  n a tu r a l  e f f e c t  o f  genuine a r t i s t r y  on a  c u lt iv a te d  s e n s i b i l i t y .  

N e ith e r  s id e  i s  p a r t i c u l a r ly  i n te r e s t e d  in  conducting a  profound ex p lo ra ­

t io n  o f  th e  ex p ress iv e  o r  e v o ca tiv e  c a p a c ity  o f  a r t .  For th e s e  c r i t i c s  

th e  c e n tr a l  i s s u e  i s  r a th e r  about th e  c a p a c ity  o f  one medium o r  an o th e r 

to  re p re s e n t  v a rio u s  k in d s  o f  e x p e rien ce .

I f  some w r i te r s  and c r i t i c s  used  a  p a in te r ly  v o c a b u ia riy  because 

th ey  were c o n s id e rin g  contem porary a p p lic a tio n s  o f  A r i s to t le  to  th e  " u t  

p ic tu r e  p o e s is "  co n tro v e rsy , th e  g e n e ra l rea d in g  p u b lic  lea rn e d  to  rise
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a  p a in t e r 's  vocabu lary  from W illiam  G ilp in . Laokobn was p u b lish ed  in  

1766, so th e  is s u e  o f  th e  r e la t io n s h ip  o f  medium to  mimesis was very  

much a l iv e  when G ilp in  f i r s t  p u b lish ed  h i s  Essay on P r in ts  in  1768. 

Whatever th e  im portance o f  G i lp in 's  th e o r ie s  about th e  p ic tu re sq u e , 

i t  i s  a t  l e a s t  as im portan t th a t  h i s  immense p o p u la r i ty  brought th e  

Essay on P r in ts  in to  wide c i r c u la t io n ,  and w ith  i t  th e  convenient 

g lo ssa ry  o f  term s fo r  th e  " p r in c ip le s  o f  p a in t in g "  in  th e  P re fa c e . The 

term s he l i s t s  and d e fin e s  became, in  th e  l a s t  q u a r te r  o f  th e  cen tu ry , 

th e  approved ja rg o n  among people  w ith  any p re te n s io n  to  c u ltu re  o r  

t a s t e .  Because an a p p re c ia tio n  o f  p ic tu r e - l ik e  scenes was supposed to  

d is t in g u is h  th o se  o f  refinem ent and s e n s i b i l i t y ,  th e  p a in t e r ’s vocabulary  

became voguish enough t c  in v ite  s a t i r e ,  as in  th e  " le c tu re  on th e  

p ic tu re sq u e "  t h a t  C ath erin e  Morland, av id  to  acq u ire  good t a s t e ,  swallows 

whole (N orthanger Abbey, Chapter 1 4 ). Even so , educated  laymen as w ell 

as s e rio u s  c r i t i c s  employed term s th a t  u s u a lly  ap p ly  to  p a in tin g  to  

d e sc r ib e  th e  f e a tu re s  o f  l i t e r a t u r e  w herever th ey  seemed a p t;  th e re  was 

no body o f  e q u a lly  well-known and e q u a lly  s o p h is t ic a te d  term s a v a ila b le  

w ith  which to  d e sc r ib e  th e  formal p ro p e r t ie s  o f  l i t e r a t u r e .

In e v ita b ly  a  p a r t  o f  th e  A r i s to te l i a n  approach to  c r i t ic i s m  i s  

th e  q u e s tio n  o f  th e  p ro p er choice—m orally  as  w ell as a e s th e t i c a l l y —o f 

s u b je c t  m a tte r .  The ends o f  both v is u a l  and l i t e r a r y  re p re s e n ta tio n s  

were f irm ly  understood to  be  moral ones. Both p a in tin g  and l i t e r a t u r e  

were expected to  p o r tra y  id e a liz e d  r a th e r  th an  r e a l i s t i c a l l y  sp e c if ie d  

human s u b je c ts .  And in  l i t e r a t u r e ,  th e  d ram atic  a c tio n  was supposed to  

end in  an id e a l  r a th e r  than  a  r e a l i s t i c  r e s o lu t io n :  p o e tic  ju s t i c e  

b e in g  meted ou t so  th a t  each c h a ra c te r  go t what he deserved . Although
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n e o -c la s s ic a l  c r i t i c s  d i f f e re d  over p re c i s e ly  what k inds o f  im ita t io n  

each o f  th e  a r t  forms ought to  a tte m p t, th e y  tended  to  ag ree  t h a t  

a e s th e t i c a l l y  s a t i s fy in g  re p re s e n ta tio n s  m ust a ls o  be m orally  s a t i s fy in g .

The A r i s to te l i a n  n o tio n  t h a t  most s ig n i f ic a n t ly  a ff e c te d  th e  

e a r ly  development o f  th e  novel was t h a t  p ro se  f i c t i o n , 5l ik e  drama, ought 

to  im i ta te  a c t io n .  Well in to  th e  second h a l f  o f  th e  c en tu ry , t h i s  

prem ise was so  unshakable t h a t ,  even when d e s c r ip t iv e  d e ta i l  and lan d ­

sc a p e -p a in tin g  were b e in g  used e x te n s iv e ly  in  v e rs e ,  s e t t in g  rec e iv ed  

alm ost no a t t e n t io n  in  th e  n o v e l. Nor, f o r  t h a t  m a t te r ,  a re  costumes 

u s u a lly  d e sc r ib ed . S p e c if ic  o b je c ts  t h a t  belong  to  th e  c h a ra c te rs  in  

a novel a re  s c a rc e ly  m entioned u n le s s  th e  o b je c t  becomes p a r t  o f  an 

a c tio n :  weapons and c a rr ia g e s  seem r e a l  enough when th ey  a re  p u t to  

u se , b u t  however o f te n  c h a ra c te rs  " d rin k  te a "  th e  re a d e r  i s  s c a rc e ly  

conscious t h a t  a t e a  s e rv ic e  has in  f a c t  been  b rough t in to  th e  room.

So r a r e  a re  th e  ex cep tio n s  in  e ig h te e n th -c e n tu ry  f i c t io n  th a t  th ey  

re c e iv e  what sometimes seems an in o rd in a te  amount o f  a t t e n tio n  from 

modem c r i t i c s .  The " th in g in e s s "  o f  Defoe’s n ovels and th e  room a t  th e  

spunging house in  C la r is s a  come to  mind as meat f o r  th e  c r i t i c s ,  b u t in  

t h i s  co n tex t a  b e t t e r  example can b e  found in  S i r  C harles Grandison. 

There R ichardson does indeed  make u se  o f  a  t e a  s e t ,  a  " f in e  s e t  o f  o ld  

Japan  China w ith  brown ed g es,"  to  i l l u s t r a t e  and c o n tr a s t  c h a ra c te r  

(C h a rlo tte  G randison’s and th a t  o f  h e r  newly-wed husband] in  p r e c i s e ly  

th e  way Austen would have . I t  i s  n o t t h a t  R ichardson could n o t ,  b u t 

th a t  he  u s u a lly  d id  n o t make use  o f  o b je c ts  in  t h i s  way.^

In  a  stu d y  o f  c o n c re te  d e s c r ip tio n  in  th e  e ig h te e n th -c en tu ry  

n o v e l, John Graham p o in ts  o u t t h a t  F ie ld in g  "may se rv e  as  a  base p o in t
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f o r  any d isc u ss io n  o f  th e  changes t h a t  took p lac e  in  th e  l a t t e r  p a r t  o f

th e  e ig h te e n th  cen tu ry "  w ith  re s p e c t  to  how any th ing  o th e r  th an  a c tio n

g a in s  en tran ce  in to  th e  n o v e l. In  F ie ld in g 's  n o v e ls ,

s t a t i c  c o n c re te  d e t a i l ,  even i f  s e l f - w i l l e d ,  such as  a  s u i t  o f  
c lo th e s  chosen by th e  w ea re r, was on ly  appearance [ in  th e  P la to n ic  
sense] in  l i f e ,  and in  a r t  as in  l i f e ,  i t  had no v a lu e , d id  n o t 
need to  be d e sc r ib ed  o r  ana ly zed , except as i t  p arto o k  o f  a c tio n  
o r  g en era ted  a  moral con cep t.

The m im etic scope o f  th e  novel was though t o f  c r i t i c a l l y  in  term s o f

A r i s to te l ia n  drama: s o le ly  im i ta t io n  o f  a c tio n .

In  a d d it io n ,  as b o th  Marivaux and R ichardson alm ost sim u ltan eo u sly  

r e a l iz e d ,  th e  novel m ight im i ta te  th e  p ro cess  o f  " r e f le c t io n "  because 

though t i s  th e  " a c tio n "  o f  th e  mind. R e f le c tio n  had n o t been n o tab ly  

in co rp o ra te d  in to  th e  e a r l i e r  French romans. Marivaux forew arns h i s  

r e a d e r s ,

S i vous reg a rd ez  La V ie de M arianne comme un Roman . . . v o tre  
c r i t iq u e  e s t  j u s t e ;  i l  y  h  t ro p  de r e f le x io n s ,  e t  ce n ’e s t  pas ih  
l a  forme o rd in a ire  des Romans, ou des H is to i r e s  f a i t e  simplement 
pour d i v e r t i r .  Mais M arianne n ’a  p o in t songe a  f a i r e  un Roman 
non p lu s  [Vie de M arianne,  A v ertissem en t, 2nde p a r t i e ,  tome l e r ) .

Very soon a f t e r  th e  1 7 4 0 's—and in  England b e fo re* 1—ex te n s iv e  and 

m inute r e f l e c t io n s  m ight be  a d v e r t is e d  as an a s s e t .  In  th e  A uthor’s 

P re face  to  th e  1759 e d it io n  o f  C la r i s s a ,  Richardson e x p la in s  t h a t  th e  

" in s ta n ta n e o u s  D e sc r ip tio n s  and R e f le c t io n s"  and " a f f e c t in g  Conversa­

t io n s "  a re  meant to  e n liv e n  a  s to ry  t h a t  would o th erw ise  be to ld  in  

" th e  d ry , n a r r a t i v e ,  unanim ated S ty le  o f  a  person  r e l a t i n g  d i f f i c u l t i e s  

and dangers surmounted" ( i t a l i c s  mine s o le ly  in  th e  l a s t ) .

An example o f  th e  k in d  o f  " n a r r a t iv e  s ty le "  Richardson means i s  

Sarah F ie ld in g ’s The Adventures o f  David Simple (1 7 4 4 ).12 David Siinple’s 

f a l l in g  in  love i s  n o t one o f  th e  more a f f e c t in g  ex p e rie n ce s , o r  rom antic
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on es, to  be found in  f i c t i o n .  Having met an a t t r a c t iv e  young woman

w h ile  v i s i t i n g  a t  h e r  home,

a  s h o r t  t im e ’s conversing  w ith  h i s  M is tre s s ,  convinced him , how 
much he l ik e d  h e r :  He r e so lv e d  to  w atch h e r  v e ry  n a rro w ly , to  
s e e ,  i f  h e r  Mind was equal t o  h e r  P erson , which was indeed  v e ry  
a g re e a b le : b u t Love so m agn ified  h e r  Charms in  th e  Eyes o f  
David, t h a t  from th e  moment he took  a  Fancy to  h e r ,  he im agined 
h e r  Beauty exceeded th a t  o f  a l l  o th e r  Women in  th e  W orld. For 
which Reason he was s tro n g ly  p o ssesse d , she was in  a l l  r e s p e c ts  
what he  w ish ’d h e r  to  b e .

C ourting  h e r ,  h e  was

always re c e iv e d  by h i s  M is tre s s  w ith  c h e a rfu l Sm iles and Good 
Humour. He l iv e d  on in  t h i s  a g reeab le  manner fo r  th re e  Months 
. . . ,  th in k in g  he had now found th e  g r e a te s t  Happiness to  be 
a t t a in e d  in  t h i s  World, i n  a  Woman he could  b o th  love and 
esteem .

She i s  n o t o n ly  b e a u t i f u l ,  b u t  h e r

Behaviour was in  a l l  r e s p e c ts  engaging; h e r  Duty to  h e r  F a th e r ,  
Complaisance and A ffe c tio n  to  h e r  S i s t e r ,  and Humanity to  th e  
S e rv an ts , made him conclude, h i s  t r a v e l l i n g  was a t  an end; fo r  
t h a t  in  h e r  he had met w ith  every  th in g  he wanted.

The modem re a d e r  cannot h e lp  a g re e in g  w ith  Richardson th a t  t h i s  s ty l e  

o f  n a r r a t iv e  i s  "d ry  and unanim ated" even though i t  c a ta p u l ts  th e  re a d e r  

th rough  tim e , sp ace , and profound em otional experiences a t  a most 

e x tra o rd in a ry  p ace .

One o f  th e  e a r l i e s t  form al d i s t in c t io n s  ap p lied  to  p ro se  

f i c t i o n ,  th e r e fo r e ,  i s  between th e  k in d  in  which " a c tio n "  i s  o n ly  th e  

a c t i v i t y  o f  moving b o d ies—in te r ru p te d  from tim e to  time by r h e to r ic a l l y -  

composed speeches—and th e  k in d  in  which i t  i s  a ls o  th e  c lo s e ly  re p ro ­

duced a c t i v i t y  o f  th e  mind r e f l e c t in g  on th e  m o tiv a tio n s  and r e p e r ­

cu ssio n s  o f  a c t i o n .13 In  th e  e a r l i e s t  n o v e ls  t h a t  t r y  to  im i ta te  c lo s e ly  

th e  p ro cess  o f  th o u g h t, i t  i s  u su a l to  f in d  a form o f  f i r s t - p e r s o n  

e x p o s it io n :  e i t h e r  a  f i r s t - p e r s o n  n a r r a to r ,  l ik e  M arivaux’s  M arianne,
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o r  a s e r i e s  o f  l e t t e r s ,  R ich a rd so n 's  method. Not u n t i l  th e  1780 's  

d id  th e  novel b eg in  to  have an e f f e c t iv e  a l t e r n a t iv e ;  th e  development 

and refin em en t o f  th e  in d ir e c t  i n t e r io r  monologue in  B urney 's  C e c i lia  

and in  th e  n o v els  o f  w r i te r s  l ik e  C h a r lo t te  Smith and Mrs. Inchbald  i s  

c r i t i c a l  fo r  th e  m atu ration  o f  th e  g e n re . W ithout th e  i n d ir e c t  i n t e r io r  

monologue, and th e  d e lic a te  m odulations from sym pathetic  id e n t i f i c a t io n  

to  extrem e i ro n ic  d is ta n c e  from th e  c h a ra c te r 's  p o in t o f  view which i t  

a llo w s , th e  n in e te e n th -c e n tu ry  novel would have been q u i te  im p o ssib le .

Although th e  in d ir e c t  i n t e r io r  monologue had been rec e iv ed  

a p p re c ia t iv e ly  du rin g  th e  l a s t  decade o f  th e  e ig h te e n th  c e n tu ry ,1^ many 

re a d e rs  were n o t p repared  to  adm it t h a t  p assin g  thoughts might be even 

more im p o rtan t in  a  novel th an  in c id e n ts  and adven tu res a re .  Godwin 

in ten d ed  to  g ive p sy ch o lo g ical p ro cesses  p r io r i t y  over th e  a c tio n  in  

Caleb W illiam s; he exp la ined  th a t  he began w r itin g  th e  novel in  th e  

th i r d  p e rso n  b u t t h a t  he th en  decided to  make i t  a  f i r s t - p e r s o n  n a r r a ­

t iv e  because

th e  th in g  in  which my im ag in atio n  r e v e l le d  th e  most f r e e ly ,  was 
th e  a n a ly s is  o f  the  p r iv a te  and in te r n a l  o p e ra tio n s  o f  th e  mind, 
employing my m etaphysical d is s e c t in g  k n ife  in  t r a c in g  and lay in g  
b a re  th e  in v o lu tio n s  o f  m otive, and rec o rd in g  th e  g rad u a lly  
accum ulating  im pulses, w hich le d  th e  personages I  had to  des­
c r ib e  p r im a ri ly  to  adopt th e  p a r t i c u l a r  way o f  proceed ing  in  
which th ey  a fte rw ard s  embarked ( i t a l i c s  m ine).*5

In ex p lo rin g  what in te r e s te d  him m ost, Godwin w rote one o f  th e  most

u n ty p ic a l no v els  o f  th e  1790' s .  Not a l l  o f  h i s  rea d e rs  were persuaded

th a t  th e  experim ent was e n t i r e ly  u n su c ce ss fu l.*  Yet h i s  audience was

p rep ared  to  accep t th e  v a l i d i ty  o f  h i s  p rem ise : t h a t  u n a r t ic u la te d

* See pp . 130-32 below.
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p ro cesses  may p ro p e r ly  be th e  s u b je c t  o f  a  n ove l as  a  le g i t im a te  ex ten ­

sio n  o f  th e  A r i s to te l i a n  p re c e p t t h a t  a r t i c u l a te d  th o u g h ts  a re  t h i r d  in  

im portance, a f t e r  p lo t  and c h a ra c te r ,  among th e  elem ents o f  trag ed y  

(P o e tic s ,  V I).

i i i

W rite rs ,  l ik e  Henry F ie ld in g , and c r i t i c s ,  l ik e  James B e a ttie ,  

who sp e cu la te d  about th e  a r t  o f  f i c t io n  a f t e r  th e  m id-cen tu ry  expressed  

t h e i r  th e o r ie s  in  ways t h a t  a re  d i s t in c t ly  A r i s to t e l i a n ,  and th e  is su e s  

and id ea s  p re se n te d  above in flu e n ce d  th e  d i re c t io n  tak en  by n e o -c la s s ic a l  

c r i t ic i s m  o f  p ro se  f i c t io n  even during th e  l a t e  e ig h te e n th  c e n tu ry . The 

lex ico n  a l l  such c r i t i c s  and w r i te r s  used i s  c h a r a c te r i s t ic  o f  t h e i r  

p re d is p o s i t io n  to  a lig n  them selves b o th  in  and w ith in  th e  A r i s to te l i a n  

camp.

For convenience1 sake in  f i r s t  in tro d u c in g  th e  v ocabu lary  o f

n e o -c la s s ic a l  c r i t ic i s m ,  Irv in g  B a b b i t t 's  summary o f  L e ss in g 's  p o s i t io n

on th e  r e la t io n s h ip  between p lo t  in  f i c t io n  and design  in  p a in t in g  i s

handy; B a b b itt  d e l ib e ra te ly  in co rp o ra te s  key words o f  th e  n e o -c la s s ic a l

vocabu lary  in to  a  s h o r t  paragraph  th a t  co n ta in s  b o th  th e  c e n tr a l  n o tio n s

and th e  t y p ic a l  lex ic o n  o f  th o se  who looked to  A r i s to t le :

Like v i r t u a l l y  a l l  th e  Renaissance c r i t i c s ,  [Lessing] i n s i s t s  
t h a t  a r t ,  in c lu d in g  p o e try , i s  an im ita t io n .  Like th e  most 
orthodox o f  them, he reg a rd s  i t  n o t o n ly  as an im i ta t io n  b u t as 
an im i ta t io n  o f  human a c t io n .  To a c tio n  in  th e  sen se  o f  p lo t  
o r  g en e ra l purpose he would su b o rd in a te  a l l  o th e r  e lem ents in  
p o e try , such as c h a ra c te r ,  sen tim e n ts , d ic t io n , e t c . ,  j u s t  as 
in  p a in t in g  he would su b o rd in a te  a l l  o th e r  e lem ents—l ig h t ,  
c o lo r ,  e x p re ss io n , e t c . —to  design  ( i t a l i c s  m in e ) .16
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L essin g , in  1766, makes v e ry  much th e  same k in d s  o f  d i s t in c t io n s  t h a t  

f o r  example S m o lle tt does i n  th e  d e d ic a tio n  to  Ferdinand Count Fathom 

in  1753:

A Novel i s  a la rg e  d if fu s e d  p i c tu r e ,  comprehending th e  c h a ra c te rs  
o f  l i f e ,  d isposed  in  d i f f e r e n t  g roups, and e x h ib ite d  in  v a rio u s  
a t t i tu d e s ,  fo r  th e  purpose o f  an uniform  p la n , and g en e ra l occur­
ren c e , to  which every  f ig u r e  i s  s u b s e rv ie n t .1 '

The e v e r-p re se n t  analogy betw een p a in t in g  and l i t e r a t u r e  o f f e r s  S m o lle tt , 

as i t  does L essin g , a  s e t  o f  term s th a t  a re  in  p a r t  a p p lic a b le  to  th e  

fe a tu re s  o f  f i c t io n .  S m o lle tt  m entions "groups" and " a t t i t u d e s ,"  

and h e  u ses  th e  word "p lan "  in  t h i s  co n tex t to  mean som ething th a t  i s  

ro ugh ly  e q u iv a le n t to  th e  "d es ig n "  o f  a  p a in t in g .  But th e  word a lso  

im p lie s  a  d i re c t io n  o f  developm ent, lea d in g  f i n a l ly  to  d ram atic  re s o ­

lu t i o n .  That th e  word means " p lo t"  as w ell as  "d esig n " becomes ev id en t 

when S m o lle tt  ex p la in s  th a t

t h i s  p lan  cannot be  execu ted  wi^h p ro p r ie ty ,  p r o b a b i l i ty  o r  
su c ce ss , w ith o u t a  p r in c ip a l  personage to  a t t r a c t  th e  a t t e n t io n ,  
u n i te  th e  in c id e n ts ,  unwind th e  c lu e  o f  th e  la b y r in th ,  and a t  
l a s t  c lo s e  th e  scen e , by  v i r tu e  o f  h i s  im portance ( i t a l i c s  
m in e ) ,1^

The lo o se  c o n ca ten a tio n  o f  in c id e n ts  in  S m o lle tt 's  no v e ls  i s  j u s t i f i e d  

by h i s  b e l i e f  t h a t  a  novel i s  somewhat d i f f e r e n t  from a  p la y  in  t h a t  

i t s  u n i ty  may depend on th e  r e la t io n s h ip  o f  a l l  p a r t s  to  a  c e n tr a l  

c h a ra c te r  r a th e r  th an  on p lo t  a lo n e : a  v e ry  u n -A r is to te l ia n  n o tio n .

Most o f  S m o lle tt 's  co n tem p o raries , however, co n sid e red  th e  

t i g h t ly  c o n s tru c te d  and p u rp o siv e  "p la n "  f a r  more im p o rtan t to  th e  

u n i ty  o f  a  work o f  a r t ,  f i c t i o n  o r  p a in t in g ,  th an  an y th ing  e l s e .  Novels 

m ight r e ly  more h e a v ily  on "d esig n " o r  on p l o t ,  o r  m ight a ttem p t a 

b a lan ce  o f  b o th  u n ify in g  e lem en ts; f o r  most w r i te r s  and c r i t i c s ,
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th e  cho ice  o f  one way o r  th e  o th e r  o f  u n ify in g  a  novel was a  m a tte r  o f  

p re fe re n c e  r a th e r  than  p r in c ip le .  But a l l  ag reed  th a t  a  novel must show 

some k in d  o f  u n i ty  o f  " a c t io n ,” " p la n ,"  o r  " d e s ig n ."

The n o tio n  th a t  th e  "d esig n " o f  a  novel should  e x h ib it  som ething 

l ik e  b a la n c e  and d i r e c t io n  a ls o  appears in  Laokoon. In  B a b b itt’ s  

p a ra p h ra se ,

f o r  L essin g , as f o r  th e  c l a s s i c i s t s  in  g e n e ra l ,  b e a u ty  does n o t 
c o n s is t  p r im a r i ly  in  e x p re s s io n , b u t  in  a  c e r ta in  inform ing 
symmetry and p ro p o rt io n  t h a t ,  l ik e  t ru e  p lo t  i n  tra g e d y , p o in ts  
th e  way to  some human end ( i t a l i c s  mine) .-*-y

S im ila r ly —<~nd as  l a t e  as 1795—R ichard  Climber lan d  cla im s t h a t  a  good

p lo t  must comply w ith  r ig o ro u s  s ta n d a rd s  fo r  a  k in d  o f  b a lan ce  t h a t  i s

c a l le d  "sym m etry." Cumberland says t h a t  a novel

may be  co n sid ered  as a d i la t e d  comedy; i t s  p l o t ,  th e r e fo r e ,  
shou ld  be un ifo rm , and i t s  n a r r a t iv e  unbroken: ep isode and 
d ig re s s io n  a re  s p a r in g ly , i f  a t  a l l ,  to  be ad m itted ; th e  e a r ly  
p r a c t ic e  o f  weaving s to r y  w ith in  s to ry  should  be avoided; 
th e  ad ven tu res  o f  The Man o f  th e  H i l l ,  in  The Foundling , i s  
an excrescence  th a t  o ffen d s a g a in s t  th e  grace and symmetry 
o f  th e  p lo t ;  w hatever makes a  pause in  th e  main b u s in e ss , 
and keeps th e  c h ie f  c h a ra c te rs  too  long  o u t o f  s ig h t ,  must 
be  a  d e f e c t .20

A ll argum ents f o r  "sym m etrical" p lo ts  a p p a re n tly  cla im  A r i s to t le  fo r  

a u th o r i ty  a lth o u g h , as t h i s  one do es , th ey  seem r a th e r  to  r e f e r  to  th e  

k in d  o f  m u lt ip le -p lo t  symmetry c h a r a c te r i s t i c  o f  Roman comedy and o f  

many Shakespearean , R e s to ra t io n , and e ig h te e n th -c e n tu ry  comedies.

The way Cumberland speaks o f  th e  Man o f  th e  H i l l  ep isode  in  Tom Jones 

su g g ests  t h a t  he would n o t exclude in terw oven p lo ts  o r  in te r p o la te d  

n a r r a t iv e s  t h a t  fu n c tio n  in  th e  way fla sh b a ck s  do, as c h ro n o lo g ic a lly  

d isp la c ed  e x p o s it io n . Cumberland seems to  b e  o b je c t in g  to  th e  Man o f  

th e  H i l l  ep isode because th e  n a r r a to r  i s  n o t h im s e lf ,  o th e r  th an  in  t h i s
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s in g le  in s ta n c e ,  an agent o f  d ram atic  a c t io n ;  he  does n o t e i t h e r  c re a te  

o r  re s o lv e  co m p lica tio n s  i n  th e  p l o t .

N e o -c la s s ic a l  th e o r ie s  o f  f i c t i o n  o f te n  in c lu d e  a c la s s ic a l  

a n d /o r n e o -c la s s ic a l  taxonomy o f  l i t e r a r y  g enres t h a t  c l a r i f i e s  fo r  

th e  modem re a d e r  what th e  c r i t i c  seems to  b e  say in g  about th e  d i f f e r ­

ence between "p lo t* ' and " d e s ig n ."  Such s ta te m e n ts  f re q u e n tly  need 

c l a r i f i c a t i o n ,  as i s  th e  case  w ith  what F ie ld in g  say s  about th e  k ind  

o f  f i c t i o n  he i s  w r i t in g  in  th e  p re fa c e  to  Joseph  Andrews. There h i s  

d e f in i t i o n  o f  a  "comic romance" approaches th e  m a tte r  o f  genre in  a  v e ry  

orthodox b u t  v e ry  g en e ra l way. In  th e  p re fa c e  F ie ld in g  w rote f o r  h is  

s i s t e r ' s  n o v e l, David Simple (1744), he  d i la t e s  on what he conceives 

a s  th e  r e la t io n s h ip  between " f a b le  and a c t io n ."  He id e n t i f i e s  two 

p ro to ty p ic a l  p lo t  s tr u c tu r e s  i l l u s t r a t e d  r e s p e c tiv e ly  by each o f  th e  

Homeric e p ic s .  They

d i f f e r  p r in c ip a l ly  in  th e  A c tio n , which in  th e  I l i a d  i s  e n t i r e  
and uniform ; i n  th e  Odyssey, i s  r a th e r  a  S e r ie s  o f  A ctio n s , 
a l l  ten d in g  to  produce one g re a t  End. V i r g i l  and M ilton a r e ,
I  th in k ,  th e  o n ly  pure Im ita to rs  o f  th e  form er; most o f  th e  
o th e r  L a tin , as w e ll as  I t a l i a n ,  F rench , and E ng lish  Epic 
P o e ts ,  chusing  r a th e r  th e  H is to ry  o f  some War, as Lucan and 
S i l i u s  I t a l i c u s ;  o r  a  S e r ie s  o f  A dventures, as A rio s to , §c. 
f o r  th e  s u b je c t  o f  t h e i r  poems.

In  th e  same manner th e  Comic W rite r  may e i t h e r  f ix  on one
A c tio n , as  th e  Authors o f  Le L u tr in , th e  Dunciad, §c. o r  on
a S e r ie s ,  as B u tle r  i n  V erse , and C ervantes i n  Prose have done.

F ie ld in g  p la c e s  David Simple among th o se  n a r r a t iv e s  t h a t  a re  e p is o d ic ,

where th e  Fable  c o n s is ts  i n  a  S e r ie s  o f  s e p a ra te  Adventures 
detached  from , and independent on each o th e r ,  y e t  a l l  ten d in g  
to  one g re a t  End; so t h a t  th o se  who sh o u ld  o b je c t  want o f  
U n ity  o f  A c tio n , h e re , may, i f  th ey  p le a s e ,  o r  i f  th ey  d a re , 
f l y  back w ith  t h e i r  O b je c tio n , in  th e  Face even o f  th e  
Odyssey i t s e l f .

The " in c id e n ts  a r i s in g  from t h i s  F ab le"  e x h ib i t  u n ity  o f  theme

as w e ll as a  s in g le  purpose Ij i l i e u  o f  u n i ty  o f  a c t io n .  In  e x p la in in g
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th e  n a tu re  o f  t h i s  k in d  o f  u n i ty  i n  David Sim ple, F ie ld in g  says

th a t  every  Episode b e a rs  a  m an ifes t Im pression  o f  th e  
p r in c ip le  D esign, and c h ie f ly  tu rn s  on th e  P e r fe c tio n  o r  
Im p erfec tio n  o f  F r ie n d sh ip ; o f  Which n o b le  P a ss io n , from 
i t s  h ig h e s t  P u r i ty  to  i t s  Lowest Falsehoods and D isg u ise s , 
t h i s  l i t t l e  Book i s ,  i n  my O pinion, th e  most e x ac t Model 
( i t a l i c s  m ine).

Thus in  e p iso d ic  n a r r a t iv e s  F ie ld in g  uses th e  term  ’’design*' to  denote 

a  s t r u c tu r a l  a l t e r n a t iv e  to  ’’u n i ty  o f  a c t io n .” Whereas in c id e n ts  a re  

absorbed in to  th e  ’’p l o t ” o f  a  d ra m a tic a lly  u n i f ie d  n a r r a t iv e  because th ey  

a re  th e  cause o r  consequence o f  o th e r  a c t io n s ,  in c id e n ts  a re  absorbed 

in to  th e  "d esig n ” o f  a  th e m a tic a lly  u n if ie d  n a r r a t iv e  because they  tu rn  

on th e  same s u b je c t .  And, o f  c o u rse , th e re  i s  no reaso n  why th e  two 

k inds o f  p a tte rn in g ,  " p lo t” and "d e s ig n ,"  may n o t appear in  th e  same 

n a r r a t i v e .  More w i l l  be  s a id  l a t e r  in  t h i s  c h a p te r  about th e  reason  fo r  

such th em atic  l in k s ,  as F ie ld in g  sees  i t ,  in  h i s  own novel Tom Jo n es.

In  1783, James B e a t tie  a r r iv e d  a t  a  taxonomy o f  f i c t io n a l  

n a r r a t iv e s  which s t a r t s  by  d iv id in g  fa b le s  from romances. B e a ttie  groups 

n a r r a t iv e  f i c t io n s  as fo llo w s:

I .  Fable
A. A lle g o r ic a l

- 1. h i s t o r i c a l  a lle g o ry :  A rbu thno t’s  H is to ry  o f  John Bull
2. moral s a t i r e :  P ilg r im ’s P ro g re s s , G u l l iv e r ’s T ravels 

I I .  Romance
A. S e rio u s

1. h i s t o r i c a l : Robinson Crusoe
2. p o e t ic a l :  S i r  C harles G randison , C la r is s a

B. Comic
1. h i s t o r i c a l :  n o v e ls  o f  M arivaux, G il B ias
2. p o e tic :  Joseph Andrews, Tom Jo n e s , Amelia

The term  " fa b le ” does double duty in  B e a t t i e 's  le x ic o n . I t  i s  

th e  name o f  a  g e n e ric  c la s s  o f  n a r r a t iv e s ,  th o se  th a t  a re  p r im a ri ly  

moral in  purpose: f a b le s  l ik e  A eso p 's , s a t i r e s  and ap o lo g u es .21 I t  i s
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a ls o  used as a  synonym f o r  " p lo t . "  "Romance” a p p lie s  to  a l l  p ro se

n a r r a t iv e s  t h a t  do no t m erely  " i l l u s t r a t e  an id ea  about l i f e , ”22 hence

what we commonly d e s ig n a te  " n o v e ls .”

B e a ttie  d is t in g u is h e s  among "romances" two k inds o f  p lo t :

h i s t o r i c a l  and p o e tic  Cor e p ic ) .  H is to r ic a l  p lo ts  a re  c h ro n o lo g ica l,

and p o e tic  p l o t s ,  l ik e  th o se  o f  e p ic  p o e try , b eg in  in  th e  m iddle o f

th in g s .  For B e a t t ie ,  however, even " h i s to r i c a l  romances" must show a

h ig h e r  degree o f  o rg an iz a tio n  th an  mere c h ro n o lo g ica l sequence. A s t r i n g

o f  weakly connected episodes makes f o r  a  flaw ed " h i s to r i c a l  rom ance,"

one w ith  an i r r e g u la r  " f a b l e ."  For t h i s  rea so n , a lthough  B e a t tie  wants

to  p lac e  S m o lle tt’s  nove ls w ith  M arivaux’s and w ith  G il B ias , i t  seems

to  him th a t  S m o lle tt  d id  no t know "how to  c o n tr iv e  a  re g u la r  f a b le  by

making h is  even ts m u tu a lly  dependent and a l l  c o -o p e ra tin g  to  one and

th e  same f in a l  purpose" ( i t a l i c s  m in e ).2^

B e a t t i e ’s c r i t ic i s m  o f  how R ichardson h an d les  Lovelace in

C la r is s a  shows how thorough ly  A r i s to te l i a n  h i s  c r i t i c a l  b ia s  i s .  He

i s  s p e c u la tin g  about how th e  " f a b le "  m ight have been improved:

Had [Lovelace’s] crim e been rep re se n te d  as th e  n ecessa ry  cause 
o f  a s e r ie s  o f  m o r t if i c a t io n s ,  lead in g  him g rad u a lly  down 
to  infam y, r u in ,  and d e s p a ir ,  o r  producing  by p ro b ab le  means 
an exemplary rep en tan ce , th e  fa b le  would have been more u se fu l 
in  a m oral view , and perhaps more i n te r e s t in g  ( i t a l i c s  mine) . ^

That th e  circum stances lead in g  to  L ovelace’s d ea th  a re  n o t a  n ecessa ry

o r  in e v i ta b le  e x ten sio n  o f  th e  d ram atic  a c tio n  o f  th e  novel i t s e l f  seems

to  B e a t tie  a s t r u c tu r a l  flaw  t h a t  weakens th e  m oral fo rc e  o f  th e  n o v e l.

Conversely , he  approves o f  th e  " fa b le "  o f  Amelia because i t

i s  e n t i r e ly  p o e tic a l  and o f  th e  t ru e  e p ic  s p e c ie s ,  b eg inn ing  in  
th e  m iddle o f  th e  a c t io n ,  o r  r a th e r  as n e a r  th e  end as p o s s ib le ,  
and in tro d u c in g  th e  p rev io u s  occurrences in  th e  form o f  n a r r a t iv e
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e p iso d e s . Of [Tom J o n e s] , th e  in tro d u c to ry  p a r t  fo llo w s th e  
h i s t o r i c a l  arrangem ent, b u t th e  f a b le  becomes s t r i c t l y  p o e tic a l  
a s  soon as  th e  g re a t  a c tio n  o f  th e  p ie c e  commences, t h a t  i s ,  i f  
I  m is tak e  n o t ,  immediately a f t e r  th e  s ic k n e ss  o f  A llw orthy , fo r  
from th a t  p e rio d  th e  in c id e n ts  p roceed  in  an u n in te rru p te d  s e r ie s  
to  th e  f in a l  e v en t, which happens about two months a f t e r  [ i t a l i c s  
m in e ) ,26

B e a t t i e ’s c la s s i f i c a t io n  system  n o tw ith s ta n d in g , h i s  concep tion  o f  what 

a  novel i s  l ik e  i s  l a r g e ly  based  on th e  A r i s to te l ia n  n o tio n  o f  u n i ty  o f  

a c tio n  a p p lie d  to  a la r g e r  and more v a rio u s  s tr u c tu r e  th an  th e  drama; 

i t  i s  th e r e fo r e  v e ry  l ik e  th e  f i r s t  o f  F ie ld in g ’s c a te g o r ie s ,  th o se  

f i c t i o n a l  n a r r a t iv e s  t h a t  a re  in  s t r u c tu r e  l ik e  th e  I l i a d .  He a p p re c ia te s  

a  n a r r a t iv e  s t r u c tu r e  w ith  a  m oral purpose and a  t ig h t ly  in te g ra te d  p l o t ,  

beg in n in g  n e a r  th e  end o f  th e  " a c tio n ” and te le sc o p in g  p r io r  ev en ts  by 

means o f  in te r p o la te d  " n a r r a t iv e  e p is o d e s ."  There i s  no p ro v is io n  in  

B e a t t i e 's  taxonomy fo r  a  c a su a lly  p lo t te d  n o v e l,  l e t  a lo n e  a  c a re le s s ly  

p lo t te d  one.

E ig h te e n th -c e n tu ry  re a d e rs  l ik e  B e a t t ie  wanted in  f a c t  a c a re ­

f u l ly  p lo t t e d  n o v e l, b u t th ey  d id  n o t n e c e s s a r i ly  expect a l l  o f  t h e i r  

rea d in g  p le a s u re  to  come from t h i s  e s s e n t ia l  elem ent o f  f i c t i o n .  J .M .S . 

Tompkins p o in ts  o u t t h a t  e ig h te e n th -c e n tu ry  re a d e rs  had a  somewhat d i f f e r e n t  

s e t  o f  e x p e c ta tio n s  from th o se  o f  n in e te e n th -c e n tu ry  re a d e r s ,  to  whom 

p lo t  was " in d is p e n sa b le ."  B efore th e  tu rn  o f  th e  ce n tu ry , acco rd in g  to  

Tompkins, " th e  ch a in  o f  o rdered  and in te rc o n n e c te d  happenings" had

n o t y e t  e s ta b lis h e d  such an ascendancy o ver t h e i r  m inds, and th e  
g i s t  o f  t h e i r  n o v els  i s  o f te n  b e s t  ex p ressed  in  term s o f  con­
t r a s t e d  sen tim en t o r  o f  m ental developm ent.26

I t  m ight be b e t t e r  i f  t h a t  s ta tem en t were somewhat amended. E ig h teen th - 

c en tu ry  re a d e rs  i n s i s te d  t h a t  th e re  be  a  "ch a in  o f  o rdered  and i n t e r ­

connected h ap p en in g s,"  b u t th ey  d id  n o t expect to  devote a l l  o f  t h e i r
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a t te n t io n  to  th e  p lo t  i t s e l f .  I t  i s  th e  s in e  qua non o f  f i c t i o n ,  b u t n o t 

n e c e s s a r i ly  th e  source  o f  a l l  meaning in  f i c t i o n .

F ie ld in g ,  who took g re a t  p a in s  w ith  th e  p lo t  o f  Tom Jones and

th en  took as  many p a in s  to  conceal as much o f  th e  s tr u c tu r e  as p o s s ib le

u n t i l  th e  denouement, expected  some o f  h i s  c r i t i c s  to  lo se  p a tie n c e  w ith

a novel t h a t  seemed a t  f i r s t  p o o rly  c o n s tru c te d . He warned them

n o t to o  h a s t i l y  to  condemn any o f  th e  in c id e n ts  in  t h i s  our 
h i s to r y  as im p e rtin e n t and fo re ig n  to  o u r main d esig n , because 
thou  d o s t n o t  im m ediately conceive in  what manner such in c id e n ts  
may conduce to  t h a t  d esig n . This work may, in d eed , be  co nsidered  
a s  a  g re a t  c re a t io n  o f  our own; and f o r  . . .  a  c r i t i c  to  presume 
to  f in d  f a u l t  w ith  any o f  i t s  p a r t s ,  w ith o u t knowing th e  manner 
in  which th e  whole i s  connected , and b e fo re  he  comes to  th e  
f in a l  c a ta s tro p h e , i s  most presum ptuous a b su rd ity  (Tom Jo n es,
Book X, C hapter i ;  i t a l i c s  m ine).

An e ig h te e n th -c e n tu ry  c r i t i c  l ik e  B e a t tie  f u l l y  a p p re c ia te d  F ie ld in g ’s

s tr a te g y ;  th e  s u rp r i s e  th a t  comes a t  th e  end o f  th e  novel in c re a se s  th e

r e a d e r ’s p le a s u re :

when we g e t  to  th e  end, and look back on th e  whole c o n tr iv an c e , 
we a re  amazed to  f in d  th a t  o f  so many in c id e n ts  th e re  should  be 
so few su p e rf lu o u s , t h a t  in  such a  v a r i e ty  o f  f i c t io n  th e re  
sh o u ld  be so  g re a t  p r o b a b i l i ty ,  and th a t  so complex a  t a l e  should 
be so  p e rsp ic u o u sly  conducted , and w ith  p e r f e c t  u n i ty  o f  design  
( i t a l i c s  m ine).

B e a t tie  i s  so e n th u s ia s t ic  about th e  i n t r ic a c y  and p u rp o se fu l development 

o f  th e  p lo t  o f  t h i s  n ove l t h a t  he  sa y s , s in c e  " th e  days o f  Homer th e  

w orld  h as  n o t seen  a  more a r t f u l  ep ic  fa b le  ( i t a l i c s  m in e ) ."27 But 

he  comments to o  on an e q u a lly  im p o rtan t d esign  p r in c ip le  t h a t  governs 

th e  s e le c t io n  and deployment o f  in c id e n ts ,  o f  which few may seem in  th e  

l e a s t  "su p e rf lu o u s"  in  a  s u p e r io r  n o v e l.

E ig h te e n th -c e n tu ry  p lo ts  a re  in  f a c t  f u l l  o f  what seem to  modern 

re a d e rs  im probable a c c id e n ts  because th e  e ig h te e n th -c e n tu ry  rea d e r
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expected  a  good n o v e li s t  to  show co n n ectio n s, b e fo re  th e  end o f  th e  s to r y , 

between most c h a ra c te rs  and v i r t u a l l y  a l l  in c id e n ts ;  a  f u l l y  r e a l iz e d  

designm ust f i n a l ly  emerge. The e ig h te e n th -c e n tu ry  r e a d e r ,  f o r  example, 

would have had le s s  d i f f i c u l ty  th an  th e  tw e n tie th -c e n tu ry  re a d e r  does 

w ith  th e  c h a ra c te r  o f  W ill Ladislaw  in  Middlemarch; he  would have 

understood  th a t  an im p o rtan t p a r t  o f  Ladislaw*s fu n c tio n  i s  to  connect 

(both by  means o f  fam ily  r e la t io n s h ip  and by means o f  th e  a c tio n  in  

which he p a r t i c ip a te s )  groups o f  c h a ra c te rs  t h a t ,  although  th e m a tic a lly  

analogous, a re  n o t connected  by means o f  th e  p l o t .  Hence p a r t  o f  

Ladislaw*s fu n c tio n  i s  to  c lo s e  gaps in  th e  "d esig n " o f  th e  n o v e l.

Whereas i t  i s  g e n e ra l ly  co n sid ered  good form in  a modern novel 

to  c re a te  d i s c o n t in u i t i e s ,  presum ably because ou rs  i s  a  world view th a t  

p rec lu d es  a  co h eren t te le o lo g y  and th e re fo re  avo ids t o t a l  f i c t io n a l  

c lo s u re , i t  was co n sid e red  good form in  most e ig h te e n th  and n in e te e n th  

cen tu ry  n o v e ls  to  r e s o lv e  a p p a re n tly  random ev en ts  in to  a  p e rc e p t ib le  and 

m eaningful p a t t e r n ,  because t h e i r s  was a world view p re d ic a te d  on th e  

b e l i e f  t h a t  o n to lo g ic a l  p a t te rn s  and t h e i r  s ig n if ic a n c e  ( i f  n o t t h e i r  

causes) can be a s c e r ta in e d  by means o f  in d u c tiv e  reaso n in g  from em p irica l 

e v id e n c e .2** More w i l l  be s a id  about t h i s  a sp ec t o f  e ig h te e n th -c e n tu ry  

p h ilosophy  in  an o th e r co n te x t l a t e r  in  t h i s  c h a p te r .

In  th e  v e ry  l a s t  y e a r  o f  th e  e ig h te e n th  c en tu ry , Thomas H o lc ro ft 

fo rm ula ted  a  d e s c r ip tio n  o f  th e  d i f fe re n c e  between th e  novel and th e  

romance th a t  ex p resses  where a l l  th e  ten d e n c ie s  in  th e  e v o lu tio n  o f  

f i c t io n a l  p lo t  f o r  th e  novel had come to g e th e r .  U nlike B e a t t ie ,

H o lc ro f t p ro v id es  fo r  e p iso d ic  n a r r a t iv e s ,  b u t now se p a ra te s  them from 

th o se  t h a t  show a u n i ty  o f  b o th  p lo t  and theme:
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Modem w r i te r s  use  th e  word Romance to  s ig n ify  a  f i c t i t i o u s  h i s to r y  
o f  de tached  and independent adven tu res and, under t h a t  id e a , c a l l  
The T£l£maque o f  F£nelon and th e  Cyrus o f  Ramsay, Romances.
L esag e 's  G il Bias and Sm ollet [ t l  *s R oderick Random,, though o f  a 
d i f f e r e n t  sp ec ie s  come under th e  same denom ination. A Novel i s  
an o th e r k ind  o f  work. U nity o f  design  i s  i t s  c h a ra c te r .  . . .
[ I]n  a  Novel, a  com bination o f  in c id e n ts ,  e n te r ta in in g  in  them­
s e lv e s ,  a re  made to  form a  whole; and an unnecessary  circum stance 
becomes a b lem ish , by d e tach in g  from th e  s im p lic ity  which i s  
r e q u i s i t e  to  e x h ib it  t h a t  whole to  advantage. Thus, as i n  a  d ra ­
m atic  work, th o se  c ircum stances which do n o t ten d  e i t h e r  to  i l l u s ­
t r a t i o n  o r  forw arding th e  main s to r y ,  o r  which do n o t mark some 
c h a ra c te r  o r  person  in  th e  drama, a re  to  be  esteemed u n n e c essa ry .29

Even though Hoi c ro f t  compares th e  s t r u c tu r e  o f  th e  novel w ith  t h a t  o f  th e

drama, he  allow s f o r  in c id e n ts  t h a t  " i l l u s t r a t e "  th e  main s to r y  as w ell

as th o se  th a t  "forw ard" i t ,  and he allow s f o r  in c id e n ts  t h a t  se rv e  only

as  e x p o s itio n  o f  c h a ra c te r .  His n o tio n  o f  th e  novel i s  th e re fo re  o f  a

more capacious form th an  th e  analogy to  th e  drama would, w ith o u t such

q u a l i f ic a t io n s ,  su g g e s t. Thomas H o lc ro f t 's  s ta tem en t i s  a  w orkable

a s s im ila tio n  o f  contem porary p r a c t ic e s  in  novel w r i tin g  to  A r is to te l ia n is m

o f  a s o r t ,  u n ity  o f  design  s u b s t i tu t in g  fo r  u n ity  o f  a c tio n  as th e

s t r u c tu r a l  p r in c ip le  t h a t  d is t in g u is h e s  th e  novel from o th e r  sp e c ie s  o f

p ro se  f i c t io n .

iv

The e v o lu tio n  among p sy ch o lo g ica l c r i t i c s  o f  th e o r ie s  about 

th e  r e a d e r 's  r e l a t i o n  to  th e  t e x t  a ls o  lea d s  to  "u n ity  o f  design" as  

d i s t in c t iv e  to  and r e q u i s i t e  in  th e  n o v e l. However, a  v ery  d i f f e r e n t  

ro u te  brough t th e  p sy ch o lo g ica l c r i t i c s  to  th e  same p o in t  t h a t  th e  

c r i t i c s  we have been rev iew ing reached  by way o f  A r i s to te l i a n  drama 

c r i t ic i s m .  In  t ra c in g  i t ,  one must reco g n ize  f i r s t  th a t  t h e i r s  i s  a
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p h ilo so p h ic a l  system  th a t  p o s tu la te s  a  v i r t u a l  i d e n t i ty  between e p is te -  

m ological and a e s th e t ic  e x p e rien ce . For th e  p sy ch o lo g ica l c r i t i c s ,  

rea d in g  a  book i s  l ik e  read in g  th e  w o rld .*  Because Henry Home, Lord 

Karnes, i s  by f a r  th e  most im portan t f ig u re  in  t h i s  group, th e  Elements 

o f  C r i tic is m  (1762) w i l l  se rv e  to  document i t s  c r i t i c a l  p r in c i p le s .30

In  Lord Karnes' d isc u ss io n  o f  th e  r e la t io n s h ip  between th e  psycho­

logy  o f  p e rc e p tio n  and th e  a e s th e t ic  p le a su re  d e riv ed  from a work o f  

a r t ,  th e  c ru c ia l  p e rc e p tu a l c a te g o r ie s  a re  s im i l a r i t y  and d i f f e re n c e ,  

and th e  reaso n  f o r  th e  p r io r i t y  th ey  a re  accorded i s  e p is te m o lo g ic a l.

In  abso rb in g  in fo rm a tio n  about e i t h e r  th e  e x is t in g  world o r  th e  c re a te d  

w orld o f  p ro se  f i c t i o n ,  accord ing  to  Karnes, p e rc e p tu a l and r a t io n a l  

f a c u l t i e s  fu n c tio n  to  apprehend " v a r ie ty "  and comprehend " u n ifo rm ity ."  

For Karnes, as fo r  a l l  post-L ock ian  p h ilo so p h e rs , th e  a s s o c ia tio n  o f  id eas  

i s  th e  fo u n d atio n  o f  ep istem ology. S e q u en tia l r e la t io n s h ip s ,  cause and 

e f f e c t  among them, o f f e r  v a r ie ty .  The a c q u is i t io n  o f  knowledge, however, 

has to  do w ith  i n te l l e c tu a l  p ro ce sse s  f o r  which v a r ie ty  m erely o f fe r s  

c p p c r tu n it  i e s :

The mind o f  man . . .  i s  w on d erfu lly  adap ted  to  th e  course  o f  
human a f f a i r s ,  which a re  c o n tin u a lly  changing , b u t n o t w ith o u t 
c o n n ectio n : i t  i s  e q u a lly  adapted  to  th e  a c q u is i t io n  o f  know­
led g e , which r e s u l t s  c h ie f ly  from d isc o v e rin g  resem blance among 
d i f f e r in g  o b je c ts  and d if fe re n c e s  among resem bling  o b je c ts :  
such o c cu p atio n , even a b s tr a c t in g  from th e  knowledge we a c q u ire , 
i s  in  i t s e l f  d e l ig h t f u l ,  by  p rese rv in g  a  m iddle r a t e  between 
too  g re a t  u n ifo rm ity  and to o  g re a t  v a r i e ty .31

Comparison and c o n tr a s t  a re  th en  th e  m ost im p o rtan t o f  e p is tem o lo g ica l

p ro cesses  because th e y  a re  th e  means by which experience  i s  o rgan ized

and becomes knowledge; they  a re  a ls o  a  source  o f  a e s th e t ic  p le a su re

*See C hapter V I, pp . 266-73 below .
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because th e  i n t e l l e c tu a l  a c t i v i t y  in v o lv ed  in  d isc o v e r in g  s im i l a r i t i e s  

and d if f e re n c e s  i s  n o t s o le ly  a  means to  an end, b u t i s  in  i t s e l f  

en jo y ab le .

The m im etic r e la t io n s h ip  betw een th e  w orld and th e  book i s  th u s  

lo c a te d  in  th e  r e a d e r ’s e x p e rie n ce . H is p e rc e p tio n  o f  v a r ie ty  and com­

preh en sio n  o f  u n ifo rm ity  ought to  be  e x e rc ise d  in  th e  same way in  read in g  

f ic t io n  t h a t  i t  i s  in  " read in g  th e  w o r ld ." 32 Among many o f  th e  

p sy c h o lo g ic a lly -o r ie n te d  c r i t i c s ,  r ea d in g  p o e try  o r  p ro se  f i c t io n  i s  

in  f a c t  supposed to  r e q u ir e  "co n tin u o u s a c t i v i t y  and rep e a ted  r e a f f i r ­

m ations by  th e  r e a d e r" ;  th e re  m ust b e  " im a g in a tiv e  a c t i v i t y "  on th e  

p a r t  o f  th e  r e a d e r  t h a t  m irro rs  th e  im ag in a tiv e  a c t i v i t y  o f  th e  w r i t e r . 33 

For t h i s  reaso n  (as  w e ll as  f o r  th e  sake o f  r e v i t a l i z i n g  and engaging 

th e  r e a d e r ’ s a t t e n tio n )  in  "every  s o r t  o f  w r i t in g  in te n d e d  f o r  amusement, 

v a r ie ty  i s  n e c essa ry  in  p ro p o rtio n  to  th e  le n g th  o f  th e  w ork ."3^ For Karnes, 

th e  book must approxim ate th e  d iv e r s i t y  and r ic h n e s s  o f  experience  in  th e  

w orld . I t  must persuade  th e  re a d e r  t h a t  i t  too  i s  c h a ra c te r iz e d  by 

p le n i tu d e ,  and i t s  c a p a c ity  to  do so depends on a  d e n s ity  o f  c h a ra c te rs  

and in c id e n ts  p ro p o r t io n a l  to  i t s  le n g th .

The work o f  a r t  ought to  be desig n ed  to  o f f e r  b o th  v a r ie ty  and 

u n ifo rm ity . V a r ie ty , says Lord Karnes, i s  "numbers o f  o b je c ts  in  a  group 

o r  in  s u c c e s s io n ," 35 and th e  p e rc e p tio n  o f  analogous r e la t io n s h ip s  

among th e s e  o b je c ts  i s  a  way o f  d isc e rn in g  k in d s  o f  " u n ifo rm ity ."  In 

c e r ta in  k in d s  o f  co g n itiv e  ex p e rien ce , s im p lic i ty  and u n ifo rm ity  g e n e ra te  

a e s th e t ic  p le a s u re .  V a r ie ty , f o r  example, " c o n tr ib u te s  no sh a re  to  th e  

b eau ty  o f  a m oral a c t io n ,  no r o f  a  m athem atical th eo rem ."35 But in  th o se  

a re a s  o f  e x p e rien ce  in  which seem ingly random in fo rm a tio n  p re se n ts  i t s e l f
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to  th e  in d iv id u a l,  what i s  p e rc e iv ed  has l i t t l e  s ig n if ic a n c e  u n t i l  i t  

i s  a s s im ila te d  to  c la s s e s  o f  knowledge and c a te g o r ie s  o f  a b s tr a c t io n  

by means o f  analogy . The a e s th e t ic  im portance o f  v a r i e ty  in  a  work o f 

a r t  i s  t h a t  i t  o f fe r s  a  m u l t ip l ic i ty  o f  d i s c r e te  o b je c ts  an d /o r  even ts 

w ith in  an a s so c ia tiv e  nexus. What F ie ld in g  says about th e  th em atic  

u n i ty  o f  David Simple i s  v e ry  much l ik e  what Karnes says about th e  e p is te ­

m ological s tr u c tu r e  o f  f i c t io n .*  In  f i c t i o n  (as in  p a in t in g  to o ) ,  a 

v a r i e ty  o f  in d iv id u a te d  f ig u re s  and in c id e n ts  g en e ra ted  o u t o f  an o r ig in a l  

th em a tic  u n i ty  in v i te s  th e  o p p o s ite : in d u c tiv e  a s s im ila t io n  and r e i n t e ­

g ra t io n  when th e  re a d e r  i d e n t i f i e s  th e  g e n e tic  so u rc e , th e  theme.

In  reco g n iz in g  th a t  th e  r e a d e r 's  p le a su re  i s  in  p a r t  d e riv e d  from

th e  e x e rc ise  o f  t h i s  k ind  o f  d isc r im in a tio n , F ie ld in g  a n tic ip a te s  a  g rea t

d ea l o f  what p s y c h o lo g ic a lly -o r ie n te d  c r i t i c s  o f  b o th  th e  e ig h te e n th  and

th e  tw e n tie th  c e n tu r ie s  say  about th e  s t r u c tu r e  o f  f i c t i o n .  Among h is

in s t r u c t io n s  to  "modem c r i t i c s , "  he warns a g a in s t  f in d in g  o u t

too  n ea r a  resem blance betw een c e r ta in  c h a ra c te rs  h e re  i n t r o ­
duced; a s ,  f o r  in s ta n c e ,  between th e  lan d lad y  who appears in  
th e  seven th  book and h e r  in  th e  n in th .  Thou a r t  to  know, 
f r i e n d ,  t h a t  th e r e  a re  c e r t a in  c h a ra c te r i s t i c s  in  which most 
in d iv id u a ls  o f  every  p ro fe s s  ion  and occupation  a g re e . To be 
ab le  to  p rese rv e  th ese  c h a r a c te r i s t i c s ,  and a t  th e  same tim e 
to  d iv e r s i f y  t h e i r  o p e ra t io n s , i s  one t a l e n t  o f  a good w r i te r .
Again, to  mark th e  n ic e  d i s t in c t io n s  betw een two p e rso n s 
a c tu a te d  by th e  same v ic e  o r  f o l l y  i s  an o th e r; and , as t h i s  
l a s t  t a l e n t  i s  found in  v e ry  few w r i te r s ,  so i s  th e  t ru e  
d iscernm ent o f  i t  found in  as few re a d e rs ;  though, I  b e l ie v e ,  
th e  o b se rv a tio n  o f  t h i s  forms a  v e ry  p r in c ip a l  p le a s u re  in  
th o se  who a re  capab le  o f  th e  d isco v e ry  (Tom Jo n e s , Book X,
Chapter i ) .

In  making t h i s  p o in t ,  even i f  F ie ld in g  a p p lie s  i t  o n ly  to  such minor

*See p . 114 above.
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c h a ra c te rs  as  h i s  la n d la d ie s ,  he  t e s t i f i e s  to  th e  f a c t  th a t  th e  n o v e l, 

v i r t u a l l y  s in c e  i t s  in c e p tio n , has been used  fo r  i t s  c a p a c ity  to  o f fe r  

th e  re a d e r  th e  p le a su re s  o f  ’’t ru e  d iscernm ent": th e  consequence o f 

p e rc e iv in g  and an a ly z in g  degrees o f  "u n ifo rm ity "  and " v a r ie ty "  among 

l ik e  f ig u r e s .  In  th e  p re fa c e  to  David Simple F ie ld in g  a p p lie s  th e  

n o tio n  to  th e  in c id e n ts  o f  th e  novel when h e  d isc u sse s  th e  them atic  

r e la t io n s h ip  o f  each to  th e  u n ify in g  " d e s ig n "  o f  th e  n o v e l.

Because comparison and c o n tr a s t  a re  key words in  th e  c r i t ic i s m

o f  th e  p e r io d ,  th e  modem re a d e r  m ust be on th e  a l e r t  f o r  a  s h i f t  in

meaning th a t  d id  n o t o ccur u n t i l  a f t e r  m id -cen tu ry . " C o n tra s t ,"

acco rd in g  to  th e  Oxford E ng lish  D ic tio n a ry , was f i r s t  used to  mean a

"person  o r th in g  o f  most o p p o s ite  q u a l i t i e s "  in  1764. U n til  th e n , and

s t i l l  th e  prim ary  meaning d u rin g  th e  l a s t  p a r t  o f  th e  cen tu ry , " c o n tr a s t"

was e i t h e r  th e  " ju x ta p o s it io n  o f  form s, c o lo u rs , e t c . ,  so as to  h e ig h ten

th e  e f f e c t  o f  correspond ing  p a r t s  and o f  th e  whole" (1742), o r  comparison

" o f  o b je c ts  o f  l ik e  k ind  whereby th e  d i f f e re n c e  o f  t h e i r  q u a l i t i e s  i s

b rough t o u t"  (1731). I t  i s  in  th e  f i r s t  sense  t h a t  F ie ld in g  uses  th e

word as p a r t  o f  h i s  defen se  o f  mixed c h a ra c te rs :

The f o ib le s  and v ice s  o f  men in  whom th e re  i s  g re a t  m ix tu re  o f  
good, become more g la r in g  o b je c ts  from th e  v i r tu e s  which c o n tr a s t  
them and show t h e i r  d e fo rm ity  (Tom Jo n e s , Book X, C hapter i ;  
i t a l i c s  m ine).

In so fa r  as th e  re a d e r  f in d s  h im se lf  sym pathe tic  to  a la r g e ly  v ir tu o u s

c h a ra c te r  he ex p e rie n ce s , a cco rd in g  to  F ie ld in g , th e  g re a te r  p a in ,

i . e . ,  "when we f in d  such v ic e s  a tte n d in g  w ith  t h e i r  e v i l  consequences 

to  our fa v o u r i te  c h a ra c te r s ."  In  F ie ld in g 's  warning about n o t p ro p e r ly  

d isc r im in a tin g  between h i s  two la n d la d ie s ,  he  i s  app ly ing  th e  second
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sen se  o f  th e  word. F ie ld in g  does n o t  employ th e  k in d  o f  c o n tra s t  in

which s p o tle s s  v i r t u e  i s  s e t  o p p o s ite  u n m itig a ted  v ic e ;  he wants th e

rea d e r  to  p e rc e iv e  d e v ia t io n s  from an id e a l  o f  goodness o r  to  p e rce iv e

s u b tle  d i f f e re n c e s  among c h a ra c te rs  r a th e r  th an  s te re o ty p e s .

The u se  o f  th e  word " c o n tr a s t11 du rin g  th e  l a t e  e ig h te e n th  cen tu ry

alm ost always im p lie s  a  d e v ia t io n  from th e  norm f o r  th e  sake o f

h e ig h ten ed  e f f e c t  o r  to  show th e  d i f f e re n c e  betw een s im ila r ,  hence

com parable, e n t i t i e s .  The word i s  used  in  f a c t  i n  a  way th a t  i s  v e ry

c lo se  to  what G ilp in  means by " c o n tr a s t"  in  a  p a in t in g .  C o n tras t w ith in

a  group o f  f ig u re s  i s  " th e  o p p o s itio n  o f  one p a r t  to  th e  o th e r" :

w ith  re fe re n c e  to  th e  body, c o n tr a s t  c o n s is ts  in  g iv in g  i t  an 
easy  tu rn ,  opposing concave p a r t s  to  convex. . . .  [C ]o n trast 
o f te n  a r i s e s  from th e  a i r  o f  th e  head: which i s  g iven  a  tu rn  o f  
th e  neck from th e  l in e  o f  th e  b o d y .37

For an in d iv id u a l  f ig u r e ,  c o n tra s t  i s  any d e v ia t io n  in  p a r t  o f  th a t

f ig u r e  from th e  v e r t i c a l  a x is .

No p a r t  o f  G ilp in ’s d isc u ss io n  o f  " c o n tr a s t"  im p lie s  o p p o s itio n . 

I t  i s  always p re se n ted  as a  way o f  ach iev in g  an i n te r e s t in g ,  balanced  

symmetry. N e ith e r  m irro r-im age d u p lic a tio n  nor a  o n e -to -o n e  a n t i t h e t ic a l  

correspondence on e i t h e r  s id e  o f  th e  v e r t i c a l  a x is ,  c o n tr a s t  i s  a  way 

o f b a la n c in g  d e v ia t io n s  on e i th e r  s id e  o f  th a t  a x is .  G ilp in  uses th e  

word to  mean som ething th a t  makes a  f ig u re  o r  group " in te re s t in g "  in  

much th e  same way th a t  F ie ld in g  uses th e  word to  mean in co n s is te n c ie s  

in  c h a ra c te r  t h a t  make "mixed" r a th e r  th an  m o n o lith ic  c h a ra c te rs  

" in te re s t in g "  i n  f i c t i o n .  Such moral d e v ia t io n s  draw th e  r e a d e r ’s 

i n t e r e s t  j u s t  as  d e v ia tio n s  from v e r t i c a l i t y  draw th e  eye to  a f ig u re  

in  a  p a in t in g .  In  f i c t i o n ,  th e  ju x ta p o s i t io n  o f  f o l l y  o r  a  l i t t l e
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v ic e  h e ig h ten s  th e  e f f e c t  o f  a  c h a ra c te r ’s v i r t u e  on th e  re a d e r .

F ie ld in g , Karnes and G ilp in  a re  a l l  v e ry  much aware o f  a  s tr u c ­

tu r a l  phenomenon th a t  a  modem c r i t i c  p o in ts  ou t as ty p ic a l  o f  ’’complex 

f ic t io n s " ;  in  them "we dea l w ith  what Ludwig W ittg en s te in  c a l l s  fam ily  

resem blances. C h a racte rs  b ea r asym m etrical r e la t io n s h ip s  w ith  each 

o th e r ." 38 The p ro cess  o f  comparison and c o n tr a s t ,  by means o f  which 

th e  re a d e r  p e rc e iv es  th e  im p lic a tio n s  o f  s im i l a r i t i e s  and d if fe re n c e s  

among c h a ra c te rs  and in c id e n ts  i s  q u ite  s im ila r  to  what th e  same c r i t i c  

c a l l s  th e  a c t  o f  t ra c in g  " th e  co g n itiv e  s t r u c tu r e  o f  a  work—i t s  p a t te rn  

o f  m eanings."3^

What Karnes means by  "u n ifo rm ity "  m ight in  f a c t  be  expressed  in  

th e  language o f  modem s t r u c tu r a l i s t  c r i t ic i s m  as a  k ind  o f  redundancy by 

means o f  ana logy . V a r ie ty  in  a work o f  a r t  sh o u ld , accord ing  to  Karnes, 

o f f e r  b o th  th e  s u rp r is e  o f  n o v e lty  and th e  re le v a n ce  i t  ach ieves by 

in tro d u c in g  elem ents t h a t  a re  m eaningful increm ents to  th e  c e n tr a l  

im port o f  th e  t e x t .

I t  i s  im p o rtan t in  t h i s  co n tex t to  reco g n ize  t h a t  fo r  e ig h te e n th -

cen tu ry  c r i t i c s  n o v e lty  i s  a  consequence o f  th e  s t r u c tu r a l  d es ig n . As

McKenzie p u ts  i t ,

n o v e lty  c o n s is ts  in  t h e  s t r u c tu r e  o f  th e  th o u g h t, th e  a s s o c ia t io n s ,  
com parisons, r e la t io n s h ip s  o f  th e  m a te r ia l  and most c e r ta in ly  no t 
in  th e  m a te r ia l  i t s e l f .  F a m il ia r i ty  w ith  th e  m a te r ia l ,  which i s  
used  [by th e se  c r i t i c s ]  to  mean m erely p rev io u s  experience  w ith  
se p a ra te  images o r  id e a s , o r  s ta te d  oversim ply , knowledge o f  th e  
vocabu lary  as opposed to  th e  way i t  i s  used i s  w ithou t q u e s tio n .40

"N ovelty" i s  a s u rp r is in g  id e a  o r  a s s o c ia t io n .  I t  i s  n o t something th a t

can be  lo ca te d  in  th e  t e x t  except as a  s t r i k in g  c o n tig u itv  o r  co n ju n c tio n

o f  elem ents so su g g estiv e  as to  i n v i t e  a n a ly s is .  Hence, in  o rd e r  to

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



126

apprehend th e  " p a tte rn  o f  meanings" in  th e  t e x t ,  th e  re a d e r  must 

i n te r p r e t  i t s  unusual su b s ta n tiv e  and s t r u c tu r a l  r e la t io n s h ip s .

Fam ily resem blances among groups o f  s im ila r  c h a ra c te rs  a re ,  

accord ing  to  t h i s  n o tio n  o f  "d e s ig n ,"  e s s e n t ia l  to  th e  novel because 

on ly  by  comparing such  groups does th e  re a d e r  p e rc e iv e  th e  t e l l i n g  

" c o n tr a s t ."  Hence in  l a t e  e ig h te e n th -c e n tu ry  n o v e ls  one o f  th e  c ru c ia l  

elem ents i s  c a l le d  "g ro u p in g ,"  a  term  th a t  comes from p a in t in g .  Such 

groups must be in  some way analogous because each must r e f l e c t  on th e  

c e n tr a l  theme o f  th e  novel and each  must c o n tr a s t  w ith  th e  o th e r s ,  

a ffo rd in g  v a r ia t io n s  on th a t  theme. But th e  f u l l  s ig n if ic a n c e  o f  

"grouping" i s  b e s t  seen  in  r e l a t i o n  to  th e  in flu e n c e  o f  c r i t i c a l  

c a te g o r ie s  th e  novel borrowed from p a in t in g ,  and w i l l  be tak en  up 

l a t e r  in  t h i s  c h a p te r  in  t h a t  c o n te x t .

Changes in  th e  s tr u c tu r e  o f  f i c t i o n  d u ring  th e  second h a l f  o f  

th e  cen tu ry  a re  r e f l e c t e d  in  th e  a s s im ila t io n  o f  an A r i s to te l i a n  des­

c r ip t iv e  and taxonom ic v o cab u lary  to  one th a t  r e f l e c t s  th e  k in d  o f  in te r n a l  

s t r u c tu r e  th e  p sy c h o lo g ic a l c r i t i c s  looked f o r .  A c a re f u l ly  c o n s tru c te d  

novel was supposed to  o f f e r  i t s  re a d e rs  b o th  a  co n v en tio n a l p lo t  and a  

co h esiv e , m eaningful and moral "d e s ig n " ; loo k in g  backward from a 

tw e n tie th -c e n tu ry  van tag e  p o in t ,  th e  a ttem p t to  b a lan ce  th e  forw ard 

t h r u s t  o f  th e  p lo t  and an emerging p a t te rn  o f  c o n tr a s t in g  groups o f  

c h a ra c te rs  and in c id e n ts  makes such more o r  l e s s  su c c e s s fu l  e ig h te e n th -  

cen tu ry  n o v e ls  p ro to ty p e s  f o r  n o v e ls  l ik e  George E l i o t 's  Middlemarch 

and , i n d i r e c t ly ,  f o r  n o v e ls  l ik e  Anna K arenina.

In 1795, R ichard  Cumberland used  a  s p id e r 's  web as emblematic 

o f  a  f i c t io n a l  s t r u c tu r e  t h a t  shows l in e a r  development in  tim e and a
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f ix e d  s p a t i a l  d esig n ; h i s  p u rp o ses  i n  drawing on t h i s  analogy w i l l  be

d isc u sse d  s h o r t ly ,  b u t h i s  ch o ice  i s  n e i th e r  random n o r n o v e l.  In

The Metamorphoses o f  th e  C ir c le ,  Georges P o u le t d isc u sse s  th e  p e rv a s iv e

s ig n if ic a n c e  th e  image o f  th e  s p id e r  and i t s  web acq u ired  d u rin g

th e  e ig h te e n th  cen tu ry  inasmuch a s  i t  seemed em blematic o f  con scio u sn ess:

No doub t, th e re  i s  n o t  a  s in g le  w r i te r  o f  th e  tim e who does n o t 
accep t Locke’s p r in c ip le ,  acco rd in g  to  which th e  fe e l in g  o f  
e x is te n c e  m an ifes ts  i t s e l f  in  a  p o in t  o f  co n sc io u sn ess , and 
th e r e  i s  n o t  one, e i t h e r ,  who i s  n o t persuaded th a t  th e  in c e s s a n t  
r e p e t i t i o n  o f  t h i s  p o in t  in  every  moment o f  tim e w i l l  form a 
s e n s ib le  p l u r a l i t y  o f  which th e  d e ta i l  can never be enumerated 
by  th e  mind. But fo r  c e r ta in  th in k e rs  th e  problem  c o n s is t s ,  
p r e c i s e ly ,  n o t in  jo in in g  th e s e  d i f f e r e n t  and p a r t i c u l a r  p o in ts  
by  c a p ric io u s  and vagabond l i n e s ,  b u t in  e s ta b l is h in g  betw een 
each one o f  th e se  p o in ts  and a l l  th e  o th e r s ,  an ensemble o f  
i n t e l l i g i b l e  and s t r u c tu r a l  r e la t io n s h ip s .  Speaking sy m b o lic a lly , 
th e  cobweb o f f e r s  a m arve lously  c le a r  r e p re s e n ta tio n  o f  t h i s  
ensemble o f  r e l a t i o n s h ip s .41

P o u le t shows to o  t h a t  f i c t i o n a l  p o in t  o f  view becomes im p o rtan t as th a t  

p o s i t io n  a t  th e  c e n te r  o f  each  netw ork o f  p e rc e p tio n s  "from which one 

s e iz e s  th e  r a m if ic a t io n s  o f  th in g s ." 4^

D iscussing  th e  i n t r i n s i c  r e la t iv i s m  o f  a  system  o f  b e l i e f  w ith in  

which th e re  a re  an i n f i n i t e  number o f  d i s t in c t  and d i f f e r e n t  c e n te r s ,  

he lo c a te s  th e  source  o f  th e  equanim ity  and l ib e ra l is m  o f  th e  p e rio d  in  

t h e  co n v ic tio n  t h a t  r e s o lu t io n  o f  ap p a ren t disagreem ent emerges m erely 

by  loo k in g  a t  m a tte rs  from a more comprehensive and in c lu s iv e  p e rsp ec ­

t i v e .  T ru th  th u s

c o n s is ts  in  a  s e r ie s  o f  p o in ts  o f  view , and th e  supreme p o in t  
o f  view , th e  on ly  one which co u ld  embrace th e  cosmos, i s  th e
p o in t  o f  view  o f  God. This does n o t p rev en t a l l  th e  p o in ts  o f
view b e in g  t r u e ,  and a l l  p la c e s  and moments b e in g  c e n te rs  o f  a 
c i r c l e  which envelopes some p a r t  o f  th e  t r u t h . 43

Although th e re  i s  a  m u l t ip l ic i ty  o f  p o in ts  o f  view in  th e  w orld , th e

a e s th e t i c  t h a t  develops o u t o f  t h i s  view i s  one th a t  a t  f i r s t  r e q u ir e s
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a  work o f  a r t  to  o rg an ize  i t s e l f  around o n ly  one. I t  must have a  c e n te r

"around which th e  o th e r  p a r t s  d i s t r ib u t e  them selves to  form a  whole.'*44

P o u le t q uo tes Dryden on th e  need fo r  a  p r in c ip le  o f  o rd er in  drama which

makes th e  hero  th e  e q u iv a len t o f  th e  view poin t used in  th e  o rth o g rap h ic

re p re s e n ta t io n  o f  p e rs p e c tiv e . The l in e s  o f  p e rsp e c tiv e  th a t  converge

on th e  h e ro  form a s tr u c tu r e  v e ry  l ik e  th e  s p id e r ’ s web, except th a t

Dryden se es  th e  need f o r  an e x p l i c i t ly  th ree -d im en sio n a l image; th e

v is u a l  e f f e c t  o f  th e  convergence i s  th en  to  produce a  maximum amount

o f  fo reground ing  f o r  th e  h e ro .

P o u le t t ra c e s  back in to  th e  sev en teen th  cen tu ry  th e  n o tio n  th a t

th e  r e a d e r ’ s ex p erien ce  in  comprehending th e  o rd er im p l ic i t  in  a  work o f

a r t  must b eg in  by  lo c a tin g  i t s  c e n te r  and th en  g rasp in g  th e  p a t te rn

deployed around i t .  He r e p o r ts  t h a t

th e  German p o e t C atharina  Regina von G re iffen b erg  had con­
ce iv ed  a r t  as  a  seeming d is o rd e r ,  d iss im u la tin g  a t ru e  o rd e r ; 
when one acceded to  th e  c e n te r ,  she s a id ,  one saw th e  chaos 
coming to  o rd e r  around t h i s  p o in t .4^

That th e  n o v e l i s t  should  c re a te  a  s t r u c tu r e  t h a t  o f fe r s  th e  rea d e r  t h i s

k in d  o f  ex p erien ce  i s  what R ichard Cumberland means when he compares th e

p ro ce ss  o f  w r i tin g  a novel to  th e  p ro cess  o f  sp in n in g  a web.4^

R ichard  Cumberland uses th e  image o f  th e  web when he i s  t ry in g  to

ex p la in  what he c a l l s  " th e  ru le s  o f  com p o sitio n ."  He reh e a rses  p r in c ip le s

th a t  a r e ,  in  h i s  view, common p r a c t ic e ,  and r ig h t ly  so accord ing  to  a

consensus among a l l  a u th o r i t i e s  who m a t te r .  As he works out th e  analogy,

th e  n a r r a t iv e  i s  th e  continuous f ila m e n t s p i r a l l i n g  o u t from th e  c e n te r .

The f r a g i l e  i n te g r i t y  o f  th e  web i s  s ecu re  on ly  so long a s  th e  n a r r a t iv e

co n tin u es  to  develop in  a  c re d ib le  fa sh io n  and so long as a d d itio n s  seem
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p e r t i n e n t ,  as p a r t s  o f  th e  w hole. I f ,  however,

th e  w r i t e r 's  zeal fo r  th e  in tro d u c tio n  o f  new and s tr ik in g  
in c id e n ts ,  w herein c o n s is ts  th e  m erit  o f  t h i s  sp e c ie s  o f  
com position , be n o t tempered by  a  due a t t e n t io n  to  n a tu re , 
c h a ra c te r ,  and p ro b a b i l i ty ,  th e  whole web i s  broken, and th e  
work f a l l s  to  th e  ground.4 '

S k i l l f u l  tre a tm e n t o f  th e  n a r r a t iv e  l in e  i s  o f  v i t a l  im portance because

th e  a c tio n  o f  th e  novel c laim s and h o ld s  th e  r e a d e r 's  a t t e n t io n ,  and

e n te r ta in s  him . According to  t h i s  m etaphor, th e  n a r r a t iv e  th re a d  i s  n o t ,

however, th e  p rim ary  s tr u c tu r e .

The n o tio n  th a t  a  new in c id e n t  m ight damage th e  in te g r i t y  o f  th e

web p o in ts  to  a  s t r u c tu r e  p r io r  to  th e  l in e a r  n a r r a t i v e ,  to  w hich i t  must

conform. The spokes in  th e  image o f  th e  web s ta n d  fo r  t h a t  s tr u c tu r e ,  

and th e  fila m e n t must c i r c le  and connect them. The "d esig n " o f th e  

novel s t i l l ,  f o r  Cumberland, invo lves v a r ie ty ,  c o n tr a s t  and an i n t e l ­

l i g i b l e  m oral s t r u c tu r e  t h a t  emanates from a c e n te r  through a b a lan ced  

round o f ,  a s  i t  w ere, spokes.

Cumberland defends c e r ta in  a sp e c ts  o f  h i s  novel from an hypo­

t h e t i c a l  " la d y  c r i t i c "  who would ta k e  ex cep tio n  to  immoral and/or 

u n p leasan t ep isodes in  them as fo llo w s:

In  v a in  I u rg e , t h a t  c o n tra s t  i s  th e  sou l o f  com position; t h a t  
jo y  and sorrow , h e a lth  and s ic k n e s s ,  good and e v i l ,  chequer 
l i f e  i t s e l f  th rough  every s ta g e ;  t h a t  even v i r tu e  wants an 
o p p o s ite  to  g ive  i t s  l u s t r e  f u l l  d isp la y ;  she does n o t th in k  
t h a t  scen es , which address them selves to  th e  p a s s io n s , can 
be defended by  argum ents t h a t  app ly  to  th e  judgment; I may be 
j u s t i f i e d  by  th e  r u le s  o f  com position: she i s  t ry in g  me by 
th o se  o f  decorum.48

The r u le s  o f  com position , so f a r  as Cumberland knew them, d id  indeed

re q u ir e  c o n tr a s t .  They were a ls o —u n fo r tu n a te ly —beginn ing  to  seem

to  r e q u ire  m o ra lly  t id y  a n ti th e s e s .  C o n tra s t has a lre a d y , fo r  Cumberland,
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sup p lan ted  1 V a r ie ty ”  as th e  f i r s t  r u le  o f  com position .

J u s t  as  Cumberland p o in ts  o u t to  h i s  o v e rly  n ic e  nlad y  c r i t i c "

t h a t  c o n tra s t  i s  c e n tr a l  to  th e  n o tio n  o f  f i c t io n a l  s tr u c tu r e  he

b e lie v e s  he must s a t i s f y ,  a rev iew er p o in ted  o u t to  Godwin in  th e  same

y e a r  t h a t ,  had he shown a  c ra ftsm a n lik e  competence and a  p ro p er re sp e c t

f o r  th e  " ru le s  o f  com p o sitio n ,"  h e  would have p rov ided  c o n tr a s t  to

th e  ob sess iv e  and d e s tru c tiv e  r e la t io n s h ip  t h a t  i s  th e  s u b je c t  o f

Caleb W illiam s:49

To us i t  a p p ears , t h a t  th e  a u th o r i s  n o t s u f f i c i e n t l y  aware o f  
th e  n e c e s s i ty  o f  drawing a  g en e ra l o u t l in e  o f  th e  p lo t  o f  
any work o f  th e  im ag in a tio n , b e fo re  th e  n a r r a t iv e  i s  e n te re d  
upon; and th a t  from t h i s  cau se , as w ell as from a  w ish to  avoid 
common p lac e  s u b je c ts ,  he  h as  g r e a t ly  r e s t r i c t e d  h i s  power, 
and th e  e f f e c t  o f  h i s  com position . He has no t a l e  o f  r a t i o n a l  
lo v e , no marked in s ta n c e  o f  p e rso n a l a ttach m en t, no fo n d ly  
anxious p a re n t ,  o r  c h ild  devoted  to  f i l i a l  d u ty , in  th e  
development o f  h i s  s to r y .50

The rev iew er then  observes t h a t  th e  novel manages to  command th e  re a d e r ’s

a t te n t io n  ana i n t e r e s t  in  s p i t e  o f  i t s  narrow focus on th re e  in d iv id u a ls .

What makes i t  d i f f i c u l t  f o r  th e  tw e n tie th -c e n tu ry  re a d e r  to  p e rc e iv e

th e  n a tu re  o f  th e  rev ie w e r’s argument i s  t h a t  i t  seems im m ediately

absurd  to  f in d  f a u l t  w ith  th e  " p lo t"  o f  Caleb W illiam s when i t  i s

v i r t u a l l y  unique among la te -e ig h te e n th -c e n tu ry  novels f o r  hav ing  a t r u ly

w e l l-k n i t  p lo t .

The rev iew er i s  n o t n e c e s s a r i ly  q u ib b lin g  o ver Godwin’s f a i l u r e  

t o  o f f e r  o p p o r tu n itie s  f o r  th e  e x e rc ise  o f  smug as  w ell as s en tim en ta l 

sympathy and u n q u a lif ie d  moral ap p ro b a tio n . I f  he  w ere, he would n o t 

have compared th e  novel w ith  two o th e rs  t h a t  he  adm ires: R ousseau 's 

La N ouvelle H elo ise  and G oethe’s W erther; Caleb W illiam s seems to  him 

in f e r io r  to  th e s e  n o v els  s o le ly  in  " f e l i c i t y  o f  s u b je c t ."  To cla im
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t h a t  th e  re s p e c tiv e  su b je c ts  o f  th e s e  n ovels a re  f e l i c i t o u s  i s  c e r ta in ly  

n o t th e  op in io n  o f  a  p rude; th e  se n tim e n ta l s u b je c ts  th e  rev iew er f in d s  

a t t r a c t i v e  in  th e s e  no v e ls  a re  n o t th e  k in d  th a t  a re  commendable fo r  

t h e i r  p r o p r ie ty .  The com parison he makes i s  t e l l i n g :  i t  r e v e a ls  how 

l i t t l e  he i s  conscious o f  r a th e r  s t r i k in g  d i f fe re n c e s  among n a r r a t iv e  

s t r a te g i e s  and o f  d iffe re n c e s  in  th e  pace and q u a li ty  o f  d ram atic  a c tio n  

among th e  th re e .  The th re e  n o v e ls  a re  f o r  him comparable because  th ey  

focus n arrow ly  on a  v e ry  few c h a ra c te rs  and because each i s  adm irable  

f o r  th e  i n te n s i t y  o f  emotion i t  evokes.

A ccording to  th e  rev ie w e r, a l l  th re e  a re  ex trem ely  r e s t r i c t i v e  

in  th e  b re a d th  o f  p e rs p e c tiv e  th ey  o f f e r  th e  re a d e r  and th e r e fo r e  in  

o p p o r tu n itie s  fo r  him, by e x e rc is in g  h i s  own p e rc e p tu a l and r a t i o n a l  

f a c u l t i e s ,  to  e n te r ta in  and in s t r u c t  h im s e lf ,  as i t  w ere. The rev iew er 

th e e fo re  f in d s  i t  q u i te  rem arkable  t h a t  th e  r e a d e r 's  i n t e r e s t  does n o t 

wane; he f e e l s  t h a t  p ra is e  i s  due because  Godwin s u c c e s s fu lly  ho ld s  th e  

r e a d e r 's  a t t e n t io n  in  s p i t e  o f  l im i ta t io n s  t h a t  seem to  be an enormous 

h an d icap . T ra n s la te d  in to  Kamesian te rm s, th e r e  i s  l i t t l e  " v a r ie ty "  

in  Caleb W illiam s, l a rg e ly  because  th e  c a s t  o f  c h a ra c te rs  i s  so r e s t r i c t e d ;  

a  much l a r g e r  p o p u la tio n  i s  n e c essa ry  f o r  s t r a te g i c  group ing . I f  th e  

r e a d e r 's  p le a s u re ,  b o th  i n t e l l e c tu a l  and a e s th e t i c ,  depends on whether 

th e  w r i te r  has o f fe re d  th e  o p p o rtu n ity  to  e x e rc ise  o n e 's  f a c u l t i e s  in  

d isc e rn in g  analogous groups o f  c h a ra c te rs  and in  d isc o v e r in g  th e  s ig n i ­

f ic a n t  s im i l a r i t i e s  and d i f f e re n c e s  among them, Caleb W illiam s does n o t 

have th e  p o t e n t ia l  f o r  v e ry  much o f  t h i s  k in d  o f  p le a s u re . The rev iew er 

i s  u s in g  th e  word " p lo t"  in  f a c t  to  mean "d e s ig n ,"  and he q u i te  r ig h t ly  

p o in ts  o u t t h a t  "d esig n " has rec e iv ed  v e ry  l i t t l e  a t t e n t io n  in  Caleb 

W illiam s.
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Again n o tin g  s im i l a r i t i e s  to  H e lo lse  and W erther, th e  rev iew er 

p o in ts  out t h a t  th e  p le a su re  d e riv e d  from t h i s  novel i s  in  th e  u n ity  and 

i n te n s i t y  o f  th e  r e a d e r ’ s em otional resp o n se . Caleb W illiam s seems to  

him to  a f f e c t  th e  re a d e r  em o tio n ally  in  a  s in g le  way b u t to  a  v ery  h igh  

d eg ree , whereas t y p ic a l ly  in  h i s  experience  a  novel a f f e c ts  th e  rea d e r  

in  a  g re a t  many ways, i n t e l l e c tu a l  as w e ll as  em otional, b u t n ev er so 

in te n s e ly .  The rev iew er i s  on th e  whole im pressed w ith  what Godwin 

ac h ie v e s , t h a t  i s ,  he a p p re c ia te s  what would now be co nsidered  th e  

d i f f e re n c e  between an " e p ic  no v e l"  l ik e  War and Peace and a "d ram atic  

no v e l"  l ik e  Madame Bovary. He unders tan d s and approves Godwin's in te n ­

t io n ,  has no q u a rre l  w ith  th e  p o l i t i c a l  im port o f  h i s  su b je c t  m a tte r ,  

and, as has been  shown h e re , n o t ic e s  th e  fu n c tio n a l  purpose se rv ed  by 

h i s  l i t e r a r y  s tr a te g y :  to  engender an e s p e c ia l ly  fe rv e n t  resp o n se  in  

th e  re a d e r  by a f f e c t in g  him em o tio n a lly . He i s  n o t ,  however, a l to g e th e r  

convinced th a t  th e  b e s t  no v els  a re  w r i t te n  in  t h i s  way. In  th e  1790 's 

most n o v e ls  were n o t in  f a c t  so w r i t t e n . ^

The r e a c t io n  o f  th e  rev iew ers  to  Mrs. R a d c l if f e 's  romances was 

mixed p r e c i s e ly  because  th e  c e n tr a l  q u e s tio n  r a is e d  by h e r  f i c t io n  i s  

w hether i t  i s  good o r  bad l i t e r a r y  p r a c t ic e  to  r e ly  so e n t i r e ly  on 

n a r r a t iv e  in  a n o v e l. Some enjoyed th e  enormous em otional g r a t i f i c a t i o n  

o ffe re d  by a  n a r r a t iv e  c o n tr iv ed  to  i n te n s i f y  f e e l in g .  When The 

M ysteries  o f  Udolpho appeared , The M onthly' s  rev iew er was d e lig h te d  

w ith  " th e  c a re  which had been taken  to  p rese rv e  [th e  r e a d e r ’s] mind 

in  one uniform  tone o f se n tim e n t, by p re s e n tin g  to  i t  a  long continued  

t r a i n  o f  scenes and in c id e n ts "  w ith in  "a  s to r y  so w ell c o n tr iv ed  to  

h o ld  c u r io s i t y  in  p le a s in g  su sp en ce ."52 The rev iew er fo r  The C r i t i c a l ,
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however, d id  n o t approve. He p o in ts  o u t f i r s t  o f  a l l  t h a t  Mrs. R a d c l if f e 's  

novel c re a te s  a  c u rio u s  and fo r  him q u e s tio n a b le  r e la t io n s h ip  between 

th e  rea d e r  and th e  w r i te r  (one th a t  we have s in c e  come to  tak e  f o r  

g ran te d , most e s p e c ia l ly  i n  d e te c t iv e  s to r i e s ,  and which accounts in  

p a r t  f o r  why Caleb W illiam s seems so "m odem "). In  1794, The C r i t i c a l ^  

rev iew er had s tro n g  m isg iv ings  about th e  p ro p r ie ty  o f  a  r e la t io n s h ip  

t h a t  i s  a " c o n te s t  o f  c u r io s i t y  on one s id e ,  and in v en tio n  on th e  

o th e r"  in  which th e  w r i te r  "has c e r ta in ly  th e  ad v an tag e ."53 He i s  n o t 

com fortab le  a t  f in d in g  h im se lf  engaged in  a  guessin g  game w ith  th e  w r i te r .

The C r i t i c a l  rev iew er i s  a lso  d i s s a t i s f ie d  w ith  Udolpho because 

th e re  i s  much about th e  novel i t s e l f  t h a t  seems to  him f a c i l e ,  su p e r­

f i c i a l ,  and vacuous. What he r e q u ire s  o f  a novel i s  t h a t  i t  s a t i s f y  

what a re  f o r  him conven tiona l ex p e c ta tio n s  and th a t  i t  p rov ide  w orth­

w hile  i n te l l e c tu a l  g r a t i f i c a t i o n s :  "Four volumes cannot depend e n t i r e ly  

on t e r r i f i c  in c id e n ts  and in t r ic a c y  o f  s to r y .  They r e q u ir e  c h a ra c te r ,  

u n i ty  o f  d esig n , a d e lin e a tio n  o f  th e  scenes o f  r e a l  l i f e ,  and th e  v a r ie ty  

o f  w e ll supported  c o n tr a s t ."  The c e n tr a l  form al req u irem en ts , th en , a re  

f o r  him "u n ity  o f  d esign" and " v a r ie ty  o f  w ell supported  c o n tr a s ts ,"  t h a t  

i s ,  a p a t te rn  o f  r e la t io n s h ip s  e x p ress in g  a meaning o r  theme by means o f

r e la te d  an a lo g u es . N a rra tiv e  i s  w r i t te n  o f f  as m erely " in t r ic a c y  o f  
54s to r y ."  T his rev iew er was c o n serv a tiv e  fo r  h i s  tim e . The new wave 

favored  d ram a tic , and even m elodram atic, f i c t i o n .

Although p lo t  was never undervalued in  th e  e ig h te e n th  cen tu ry , 

suspense was n o t always a p p re c ia te d . I t  i s  th e  h igh  va lu e  p lac e d  on 

suspense as an a sp ec t o f  p lo t  in  th e  n in e te e n th  cen tu ry  t h a t  makes fo r  

s ig n i f ic a n t  d i f fe re n c e s  in  th e  c h a r a c te r i s t ic  k in d s  o f  p lo ts  used th en
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and th e  k inds u sed  d uring  th e  e ig h te e n th  c e n tu ry . Some n in e te e n th -c e n tu ry

n o v e l i s ts ,  however, o b jec te d  to  t h i s  k ind o f  s to r y - te l l i n g .  T ro llo p e 's

d o c tr in e  i s  t h a t  th e  au th o r and th e  re a d e r  should move along 
to g e th e r  in  f u l l  confidence w ith  each o th e r .  Let th e  personages 
o f  th e  drama undergo ever so complete a  comedy o f  e r r o r s  among 
them selves, b u t l e t  th e  s p e c ta to r  never m istake th e  Syracusan 
f o r  th e  Ephesian; o th erw ise  he i s  one o f  th e  dupes, and th e  
p a r t  o f  a dupe i s  n ever d ig n if ie d  (B arch este r Towers, Chapter 15 ).

And he "v en tu res  to  rep ro b a te  t h a t  system which goes so f a r  to  v io la te

a l l  p ro p er confidence between th e  au th o r and h i s  rea d e rs  by m ain tain in g

n e a r ly  to  th e  end o f  th e  t h i r d  volume a  m ystery as to  th e  f a t e  o f  t h e i r

fa v o u r i te  p e rso n ag e ."  And some e ig h te e n th -c en tu ry  c r i t i c s  r a th e r

enjoyed suspense . For B e a t t i e ,  one o f  th e  m e r i ts  o f  Tom Jones i s  t h a t

th e  c ircum stances a re  a l l  so n a tu r a l ,  and r i s e  so e a s i l y  from 
one an o th e r , and co o p era te  w ith  so much r e g u la r i ty  in  b rin g in g  
on, even w h ile  th ey  seem to  r e t a r d ,  th e  c a ta s tro p h e , t h a t  th e  
c u r io s i ty  o f  th e  re a d e r  i s  k ep t always awake, and in s te a d  o f  
f la g g in g , grows more and more im p a tien t as th e  s to ry  advances, 
t i l l  a t  l a s t  i t  becomes dow nright an x ie ty .

Godwin designed  Caleb W illiam s to  produce t h i s  k in d  o f  a n x ie ty

in  th e  r e a d e r ,  although  he does n o t c a l l  i t  suspense:

I f e l t  t h a t  I had a  g re a t  advantage in  . . . c a rry in g  back my 
in v en tio n  from th e  u l tim a te  conclusion  to  th e  f i r s t  commencement 
o f  th e  t r a i n  o f  ad v en tu res  upon which I purposed  to  employ my 
pen . An e n t i r e  u n i ty  o f  p lo t  would be th e  i n f a l l i b l e  r e s u l t ;  
and th e  u n i ty  o f  s p i r i t  and in t e r e s t  in  a t a l e  t r u l y  c o n sid e red , 
g iv es  i t  a  pow erful h o ld  on th e  re a d e r , which can s c a rc e ly  be 
g en era ted  w ith  equal success i n  any o th e r  way ( i t a l i c s  m in e ).56

Godwin th u s  d e sc r ib es  th e  k in d  o f  f ic t io n a l  s t r u c tu r e  t h a t  produces

suspense and i t  i s  fo r  him , as  f o r  B e a ttie ,  a  m a tte r  o f  how th e  p lo t  i s

c o n s tru c te d . So e n t i r e ly  u n if ie d  a p lo t ,  one t h a t  does n o t o f f e r  th e

" v a r ie ty "  t h a t  Tom Jones does, d id  n o t ,  however, g e t u n q u a lif ie d

approval from th e  rev iew ers .
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That no v e ls  l ik e  Caleb W illiam s and Mrs. R a d c l if fe ’s appear 

d u ring  t h i s  p e rio d  and a re  a p p re c ia te d  ( a lb e i t  by somewhat d i f f e r e n t  i f  

ov erlap p in g  audiences) i s  ev idence o f  a  growing i n te r e s t  in  th e  psychology 

o f  th e  c h a ra c te rs  in  th e  novel and e s p e c ia l ly  in  p sy ch o lo g ical a b e r r a t io n .  

C h aracte rs  in  po p u lar f i c t io n  d uring  th e  1790 's f re q u e n tly  s u f f e r  

p sy ch ic  a s s a u l t  o r  succumb to  an o b se ss io n . Caleb W illiam s o f f e r s  

examples o f  bo th ; o th e r  novels t h a t  ex p lo re  abnormal psychology a re  fo r  

example Lewis’ The Monk, M oore's Zeluco, and Mrs. In ch b a ld ’s Simple S to ry . 

The psychology o f  " f e e l in g ,"  th e  in te rco n n e c ted  o p e ra tio n s  o f  th e  "mind" 

and th e  " h e a r t ,"  a f f e c te d  developm ents in  c h a ra c te r iz a t io n  a t  th e  end 

o f  th e  e ig h te e n th  ce n tu ry  perhaps as  much as  F reudian psychology a f f e c te d  

c h a ra c te r iz a t io n  in  e a r ly  tw e n tie th -c e n tu ry  f i c t i o n .

The l ib e r a t io n  o f  f e e l in g  th a t  we th in k  o f  as coming w ith  th e  tu rn  

o f  th e  cen tu ry  was preceded by a p e rio d  d u rin g  which th e  a c t i v i t y  o f  

f e e l in g  and th e  q u a li ty  o f  f e e l in g s  were under c lo s e  s tu d y . As e a r ly  as 

1762, Lord Karnes r e g r e ts  t h a t  th e  word " f e e l in g "  i s  commonly used " to  

s ig n ify  what we f e e l  o r  o f  what we a re  conscio u s; and in  t h a t  sense  i t  

i s  a  g e n e ra l term  f o r  a l l  our p a ss io n s  and em otions, and f o r  a l l  ou r 

o th e r  p le a s u re s  and p a i n s . 7 He warns t h a t  t h i s  i s  a  " le s s  p ro p er 

sense" in  which to  u se  th e  word th an  th e  two meanings he a t ta c h e s  to  

i t :  (a) i t  denotes "one o f  th e  e x te rn a l  s e n se s ,"  i . e . ,  th e  b io lo g ic a l  

c a p a c ity  f o r  ex p e rien cin g  s e n sa tio n ;  and, (b) i t  s ig n i f ie s  " th a t  i n te r n a l  

a c t  by which we a re  made conscious o f  o u r p le a s u re s  and our p a in s .

I t  i s  because common usage ig n o res  th e  p ro cess  o f  conscious a p p ro p r ia t io n  

and e v a lu a tio n  o f  s e n sa tio n s  and emotions t h a t  i t  i s  a  la x  and hence a 

l e s s  th an  p ro p er use  o f  th e  word. For Lord Karnes, th e  fo rc e  o f  th e  word 

m ust, i n  a d d it io n  to  deno ting  th e  c o n te n ts  o f  f e e l in g ,  in c lu d e  an aw areness
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t h a t  f e e l in g  i s  a  c o g n it iv e  p ro ce ss . What we f e e l  i s  o f  i n t e r e s t ,  

b u t  o f  g r e a te r  i n t e r e s t  i s  th e  f a c t  t h a t  we become and a re  "conscious 

o f  our p le a s u re s  and p a in s ."

Kames a ls o  makes a  d i s t in c t io n  betw een th e  c o n te n t o f  f e e l in g  

and th e  p ro cess  o f  f e e l in g  on th e  one hand, and , on th e  o th e r ,  a  though t 

th a t  e x p resses  f e e l in g :  a  se n tim e n t. In  h i s  s tu d y  o f  s ig n if ic a n c e s  

a tta c h e d  to  t h i s  word d u rin g  th e  e ig h te e n th  c e n tu ry , E rik  Eram etsa 

p o in ts  o u t t h a t  " sen tim en t"  was c lo s e ly  t i e d  to  i n t e l l e c tu a l  r a th e r  

th an  em otional p r e d is p o s i t io n s ,  and th a t  i t  " o f te n  im p lied  a moral 

e v a lu a tio n , an a t t i tu d e  o f  approval o r  d isa p p ro v a l from a moral p o in t  

o f  v i e w . H e  observ es  t h a t  "no m ention o f  ' f e e l i n g '  o r  'emotion* i s  

made under sen tim en t in  any o f  th e  e ig h te e n th -c e n tu ry  d ic t io n a r ie s  

co n su lted "  in  h i s  r e s e a rc h .  He n o te s ,  however, t h a t  Lord Kames i s  th e  

f i r s t  to  show a  r e la t io n s h ip  between emotion and se n tim e n t. According 

to  Kames, ev ery  "th o u g h t prompted by p a ss io n  i s  term ed s e n tim e n t."  

Eram etsa rem arks t h a t  even in  t h i s  d e f in i t i o n  " 's e n t im e n t ' i s  . . . 

d efin ed  as  'th o u g h t , '  a lthough  th e  H eart i s  e x p l i c i t l y  im plied  to  be 

th e  predom inant component and th e  u l t im a te  so u rce  o f  th e  type."6°

Lord Kames d is t in g u is h e s  th re e  d i s t i n c t  l e v e l s  o f  em otional 

e x p e rien ce : c o n te n t ,  p ro c e s s , and th o u g h ts  ( i . e . ,  em otions t h a t  have 

been inform ed by  m oral c o n s id e ra t io n s  and th a t  have acq u ired  a  conscious 

and v e rb a l sh ap e .)  Having in s i s te d  on th e s e  d i s t in c t io n s ,  Kames p o in ts  

th e  way tow ard a  f u l l  p r e s e n ta t io n  o f  th e  i n t e r i o r  l i f e  o f  a c h a ra c te r :  

what he f e e l s ,  how he f e e l s ,  and th e  k in d s  o f  id ea s  he e n te r ta in s  in  

consequence o f  f e e l in g .  I t  i s  on th e  b a s is  o f  such d i s t in c t io n s  t h a t  

th e  k in d  o f  c h a ra c te r  Henry James c a l l s  "a  c e n te r  o f  conscio u sn ess"
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becomes p o s s ib le .

The word " f e e l in g "  d en o tes  a  complex r e la t io n s h ip  betw een th e  

head and th e  h e a r t .  According to  Lord Kames, "we a re  conscious o f  

in te r n a l  a c tio n  a s  in  th e  head ; o f  p a ss io n s  and emotions as  in  th e  

h e a r t . " 61 H is examples o f  i n te r n a l  a c tio n s  a re : " d e lib e ra t io n ,  reaso n in g , 

r e s o lu t io n ,  w i l l in g ,  c o n s e n tin g ."  He p o in ts  ou t t h a t  such in te r n a l  

a c tio n s  a re  a t t r ib u t e s  o f  a  s u b je c t  in  whom th e re  i s  a n o th e r c la s s  o f  

a t t r ib u t e s  which a re  t o t a l l y  d i f f e r e n t  in  q u a li ty .  "P a ss io n s  and 

em otions, which a re  in te r n a l  a g i t a t i o n s ,  a re  a ls o  a t t r i b u t e s .  With 

reg a rd  to  [ in te rn a l  a c t i o n s ] , I am conscious o f  b e in g  a c t iv e ;  w ith  

reg a rd  to  [ in te rn a l  a g i t a t i o n s ] ,  I  am conscious o f  b e in g  p a s s iv e ." 62 

The d i s t in c t io n  betw een head and h e a r t ,  th en , i n  a d d it io n  to  being  a 

d i s t in c t io n  betw een i n t e l l e c tu a l  and em otional p ro c e sse s ,  i s  a ls o  a 

d i s t in c t io n  betw een a c tiv e  and p a ss iv e  modes o f  conscious ex p e rien ce .*

In  Karnes’ ep istem ology , p e rc e p tio n  u s u a lly  p ro v id es  an in d i ­

v id u a l w ith  an a c c u ra te  image o f  th e  p h y s ic a l a t t r ib u t e s  o f  an o b je c t .

He d ism isses  most o f  Locke’s and a l l  o f  B erkeley ’s " id e a lism "  as k inds 

o f  s o p h is t ry ,  i n s i s t i n g  th a t  th e  in d iv id u a l  p e rc e iv e s  what i s  p h y s ic a lly  

p e rc e p t ib le  about th e  r e a l  w orld  and denying th a t  th e re  i s  any r a d ic a l  

d i s c o n t in u i ty  between th e  t h i n g - i n - i t s e l f  and th e  id e a  o f  th a t  th in g  in  

th e  mind o f  th e  p e rc e iv e r .  He defends t h i s  a s s e r t io n  s o le ly  on th e  

ground th a t  we fu n c tio n  so w e ll on th e  common-sense assum ption th a t  

th in g s  a re  what th ey  seem to  be  t h a t ,  even though th e re  i s  no such th in g

*Kames i s  no in c ip ie n t  F reu d ian . He i n s i s t s  t h a t  b o th  i n te r n a l  a c tio n s  
and a g i t a t i o n s  a re  phenomena o f  consciousness i t s e l f ;  t h e r e fo r e ,  th e re  
can be no motion o f  e i t h e r  th e  head o r  th e  h e a r t  "b u t th o se  o f  which we 
a re  c o n sc io u s ,"  even though p a ss io n s  a re  s u ffe re d  in v o lu n ta r i ly .
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(accord ing  to  Kames) a s  an in n a te  id e a , th e  c o n g ru ity  between an o b jec t

and i t s  image i s  so b a s ic  to  our experience  t h a t  i t  seems to  be  a  p r io r i

t ru e :  "N atu re  determ ines us  n e c e s s a r i ly  to  r e l y  on th e  v e ra c i ty  o f  our

se n se s ; and upon t h e i r  evidence th e  e x is te n c e  o f  e x te rn a l  o b je c ts  i s

to  us  a  m atte r  o f  i n tu i t i v e  knowledge and a b s o lu te  c e r t a in ty ." 63

D is to r t io n  i s ,  however, l ik e l y  to  occur in  th e  mind o f  th e  o b se rv e r

because o f  th e  cu rio u s  n a tu re  o f  th e  p rocedure  t h a t  l in k s  s e n s ib le

ex p erien ces  to  c o g n itiv e  p ro c e sse s .

In  Karnes’ e p is te m o lo g ic a l system , th e  head and th e  h e a r t  a re

jo in e d  by  a  s p e c ia l  f a c u l ty ,  f e e l in g .  F ee lin g  i s

a gen e ra l term  s ig n ify in g  th a t  in te r n a l  a c t  by which we a re  made 
conscious o f  ou r p le a s u re s  and our p a in s ;  fo r  i t  i s  n o t l im ite d ,  
as s e n sa tio n  i s ,  to  any one s o r t .  Thus, fe e l in g  be in g  th e  genus 
o f  which s e n sa tio n  i s  a  s p e c ie s ,  t h e i r  meaning i s  th e  same when 
a p p lie d  to  p le a s u re  and p a in  f e l t  a t  th e  organ o f  sense

although  i t  i s  a ls o

p ro p er to  say , I f e e l  p le a s u re  in  a sumptuous b u ild in g , in  lo v e , 
in  f r ie n d s h ip ,  and p a in  in  lo s in g  a  c h i ld ,  i n  revenge, in  
envy. . . , 6^

F e e lin g , i t  should  be n o ted , be longs to  th e  head: i t  i s  an a c tio n  and 

n o t an a g i t a t i o n ,  and i t s  p ro v in ce  i s  to  r e g i s t e r  w hether an a g ita t io n  

i s  p le a s u ra b le  o r  p a in fu l .  B ecause, however, i t  i s  an a c tio n  th a t  

rec o rd s  em otions, f e e l in g  i s  th e  source  o f  c e r ta in  k inds o f  epistem o­

lo g ic a l  e r r o r s .

We a re  n o t so c o n s ti tu te d  as to  p e rc e iv e  o b je c ts  w ith  in d if fe re n c e :  
th e s e ,  w ith  v e ry  few ex c ep tio n s , appear ag re e a b le  o r  d isa g re ea b le ; 
and a t  th e  same tim e r a i s e  i n  us p le a s a n t  o r  p a in fu l  em otions. . . . 
These a re  a c c u ra te ly  d is t in g u is h e d :  th e  p le a s a n t  emotion i s  f e l t  
as w ith in  th e  mind; th e  ag reeab len ess  o f  th e  o b je c t  i s  p laced  
upon th e  o b je c t ,  and i s  p e rc e iv ed  as one o f  i t s  q u a l i t i e s  o r  
p r o p e r t ie s .  The a g reeab le  appearance o f  an o b je c t  o f  s ig h t  
i s  term ed b eau ty ; and th e  d isa g re e a b le  appearance o f  such an 
o b je c t  i s  term ed u g l in e s s .65
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On th e  one hand, f e e l in g ,  in  th e  p ro cess  o f  determ ining  w hether 

th ey  a re  p le a s u ra b le  o r  p a in f u l ,  a p p ro p r ia te s  s e n sa tio n s  and emotions 

and t r a n s la t e s  them in to  phenomena w ith in  th e  i n te l l e c tu a l  sp h e re , th u s  

o bscuring  th e  d i s t in c t io n s  between th e  head and th e  h e a r t .  On th e  o th e r ,  

f e e l in g  t r i e s  to  lo c a te  an e x te rn a l  cause in  a  h y p o th e tic a l q u a li ty ,  

l ik e  b e a u ty , which corresponds to  what i s ,  in  f a c t ,  a  s u b je c t iv e  resp o n se , 

th u s  m is ta k in g  phenomena o f  th e  mind fo r  phenomena in  th e  w orld . F e e lin g , 

th e n , i s  a  f a c u l ty  th a t  muddles th e  d if fe re n c e  between su b je c tiv e  and 

o b je c t iv e  e x p e rien ce .

M id -e ig h teen th -cen tu ry  concep tions about th e  ro le  o f  th e  head , 

th e  h e a r t ,  and f e e l in g  were b e in g  re v is e d ,  b u t  had n o t y e t  r a d i c a l ly  

changed, a t  th e  tu rn  o f  th e  c e n tu ry . The need to  a lig n  su b je c t iv e  and 

o b je c t iv e  ex p erien ce  d im in ish es , and th e re  i s ,  in s te a d ,  a growing d e s ir e  

to  j u s t i f y  and ex p lo re  th o se  k in d s o f  s u b je c t iv e  experience fo r  which 

th e re  a re  no o b je c tiv e  e q u iv a le n ts .  Among Rom antics, f e e l in g  came to  be 

more e x c lu s iv e ly  i d e n t i f i e d  w ith  th e  h e a r t  as  a mode o f c o g n itio n  more 

s u b tle  and ac u te  than  th o se  o f  th e  head , and e q u a lly  tru s tw o rth y . The 

s h i f t  d u rin g  th e  second h a l f  o f  th e  e ig h te e n th  c en tu ry  i s ,  th e n , from 

Lord Karnes’ p o s tu re , t h a t  f e e l in g  i s  somewhat su sp ec t as a  p o te n t ia l  

source o f  erroneous n o tio n s  about th e  w orld because i t  p ro cesses  inform a­

t io n  th a t  i s  e x c lu s iv e ly  s u b je c t iv e ,  to  t h a t  o f  th e  Rom antics, which

i s  t h a t

f e e l in g  tran scen d s  th e  lo g ic a l  p ro ce ss  by  sy m p a th e tic a lly  
d e te c t in g  and r e a l iz in g  q u a l i t i e s  in  th e  e x te rn a l  w orld ,
[and] i t  can a lso  d isc e rn  and s a t i s f y  more su b je c t iv e  v a lu es  
and r e a c t io n s  which a re  no le s s  r e a l .  A n a lo g ies , fo r  example, 
need n o t conform to  s t r i c t l y  r a t i o n a l  demands: what m ight
lo g ic a l ly  appear as th e  most d iv e rse  phenomena may e x c ite
th e  same f e e l in g  and consequen tly  form an a lo g ie s  which,
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though th ey  o bv iously  e x is t  to  th e  human organism  a lo n e , a re  
none th e  le s s  t ru e  and v a lid  sim ply because th ey  a re  human 
r e sp o n se s .66

Throughout th e  second h a l f  o f  th e  e ig h te e n th  c e n tu ry , th e re  i s  a  growing 

awareness t h a t  knowing and f e e l in g  a re  so in tim a te ly  lin k e d  th a t  what 

one knows i s ,  in  p a r t ,  determ ined  by  how one f e e l s ,  and, in  tu rn ,  how 

one f e e ls  i s ,  in  p a r t ,  determ ined  by what one knows.

Im ag ination  however rem ained su sp ec t d u rin g  t h i s  p e rio d .

According to  Lord Kames, im ag in a tio n  i s  a " s in g u la r  power o f  f a b r ic a t in g  

images w ith o u t any foun d atio n  in  r e a l i t y . " ^ 7 Sometimes th e  im ag ination  

produces images t h a t  a re  d e l ig h t f u l ,  b u t th e  a l l u r e  o f  images t h a t  have 

no "fo u n d atio n  in  r e a l i t y "  has i t s  d angers. The im ag in atio n  fu n c tio n s  

w e ll when i t  se rv e s  th e  r a t i o n a l  f a c u l t i e s ;  i t  may, however, e n th r a l l  them.

In  1759 (and w ith  o v e r t ly  d id a c t ic  in te n t )  Dr. Johnson w rite s

about an astronom er who comes to  b e lie v e  t h a t  he  c o n tro ls  n a tu ra l

phenomena. Johnson d e sc r ib es  th e  onslaugh t o f  i n s a n i ty  as  fo llo w s:

By degrees th e  re ig n  o f  fancy  i s  confirm ed; she grows f i r s t  
im p erio u s , and in  tim e d e sp o tic .  Then f ic t io n s  b e g in  to  
o p e ra te  as  r e a l i t i e s ,  f a l s e  o p in ions fa s te n  upon th e  mind, 
and l i f e  p a sse s  in  dreams o f  ra p tu re  and angu ish  (R a sse la s ,
Chapter 4 3 ).

Madness i s  f o r  Johnson th e  ty ran n y  o f  a  p r iv a te  f i c t i o n .  He i s  p repared

to  reco g n ize  t h a t  in  g en e ra l man i s  n o t q u i te  th e  r a t i o n a l  c re a tu re  he

would l ik e  to  be :

D iso rders o f  i n t e l l e c t  . . . happen much more o f te n  th an  super­
f i c i a l  o b serv ers  vr'li e a s i l y  b e l ie v e .  P e rh ap s, i f  we speak w ith  
r ig o ro u s  e x a c tn e ss , no human mind i s  in  i t s  r i g h t  s t a t e .  There 
i s  no man whose im ag in a tio n  does n o t sometimes predom inate over 
h i s  rea so n , who can r e g u la te  h i s  a t t e n t io n  w holly  by h i s  w i l l ,  
and whose id ea s  w i l l  come and go a t  h i s  command. No man w i l l  
be found in  whose mind a i r y  n o tio n s  do n o t sometimes ty ra n n iz e , 
and fo rc e  him to  hope o r  f e a r  beyond th e  l im i t s  o f  so b er proba­
b i l i t y .  A ll power o f  fancy  over reason  i s  a  degree o f  in s a n i ty  
(R asse la s , Chapter 4 3 ).
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An apologue i s  n o t ,  how ev er,th e  p la c e  to  ex p lo re  degrees o f  p sy ch o lo g ica l 

a b e rra tio n  even i f  Johnson i s  s e n s i t iv e  to  them.

Toward th e  end o f  th e  c e n tu ry , however, th e re  i s  a  marked s h i f t  

in  i n t e r e s t  and a t t e n t io n  away from what i s  rea so n a b le  about th e  mind 

and tow ard what i s  un reaso n ab le  abou t i t ,  even though th e re  i s  s t i l l  

"a  genera l su sp ic io n  o f  im ag in atio n  o r emotion ( th e  two were lo o se ly  

i d e n t i f i e d  a s  having  lac k  o f  judgment in  common) as be in g  w ild , d iso rd e r ly ,  

and v erg in g  a t  tim es on a c tu a l  in s a n i ty .”68 Not o n ly  a re  emotion and 

im ag in atio n  l in k e d  to  madness, b u t  th e  f a n ta s ie s  o f  madmen a re  lin k e d — 

by  means o f  th e  im ag in ativ e  f a c u l ty —to  th e  f a n ta s ie s  o f  f i c t io n -  

w ri t e r s ;  th e  form er a re  thought o f  as  p r iv a te  f i c t i o n s ,  as Dr. Johnson 

conceived them, and th e  l a t t e r  a re  f o r  p u b lic  consum ption.69 The danger 

o f  n o v e l-rea d in g  i s  t h a t  im p ress io n ab le  minds a re  exposed to  th e  in flu e n ce  

o f  a b e rra n t  f a n ta s ie s  whenever th ey  draw on th e  s to c k  o f  q u es tio n ab le  

f i c t io n  designed  p r im a ri ly  to  e x c ite  th e  im ag in a tio n . I f  such novels 

a re  p e rsu a s iv e  enough, th e  ingenuous, i l l - e d u c a te d  re a d e r  ( th a t  i s ,  

ad o le sc e n t women in  p a r t i c u l a r )  i s  l ik e ly  to  u se  such f a n ta s ie s  as 

models f o r ,  in  e sse n c e , i r r a t i o n a l  b e h a v io r.

The id e a  t h a t  many in d iv id u a ls ,  and men in  p a r t i c u l a r ,  m ight 

succumb to  and a c t  on th e  b e l i e f  in  an i r r a t i o n a l  p u b lic  f i c t io n  emerges 

in  th e  p o l i t i c a l  sphere  r a th e r  th an  th e  l i t e r a r y  m ark e tp lace. At th e  

end o f  th e  c e n tu ry  f e a r  o f  in n o v a tiv e , u n te s te d  p u b lic  f i c t io n s  d ic ta te s  

some o f  th e  v e ry  co n se rv a tiv e  p o l ic i e s  which Edmund Burke defends in  h i s  

R e f le c t io n s  on th e  R evo lu tion  in  F rance. The e g a li ta r ia n is m  o f  th e  

re v o lu tio n a ry  id eo lo g y  i s  f o r  him " th a t  m onstrous f i c t io n  which, by 

in s p i r in g  f a l s e  id ea s  and v a in  e x p e c ta tio n s  in to  men d e s tin e d  to  t r a v e l
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in  th e  o bscure  walk o f  lab o r io u s  l i f e ,  s e rv e s  o n ly  to  aggrava te  and 

e m b itte r  t h a t  r e a l  in e q u a l i ty  which i t  n ev er can rem ove."7^ A fte r  th e  

Reign o f  T e r ro r ,  i t  became d i f f i c u l t  f o r  many to  un d erestim ate  th e  

dangers o f  i n t e l l e c tu a l  c o n s tru c ts  in  th e  p u b lic  sp h e re . The fo rc e  

u n leashed  by an ideo logy—a f i c t i o n ,  a  c re a t io n  o f  th e  i n t e l l e c t  and 

im ag in a tio n —had been o f  in c a lc u la b le  m agnitude. For th o se  who had a t  

f i r s t  supported  th e  cause o f  th e  French R ev o lu tio n , one o f  i t s  f i r s t  

consequences was a  t e r r i f y in g  r e a l iz a t io n  th a t  men who p ass  fo r  sane 

a re  cap ab le  o f  v ic io u s ,  b i z a r r e ,  and p ro found ly  d e s tru c t iv e  b e h a v io r.

For th o se  who were w r i te r s ,  th e  r a t i o n a l  f a c u l ty  in  man never ag a in  

in s p ir e d  unq u estio n ed  co n fid en ce. C o lerid g e  and Wordsworth were even 

more d eep ly  a f f e c te d  than  n o v e lis ts  l ik e  C h a r lo tte  Sm ith, fo r  example; th ey  

were much younger, more ingenuous, and more i d e a l i s t i c  in  1793 th an  

sh e .

Burke’s d efen se  o f  th e  t r a d i t i o n a l  s o c ia l  o rd er i s  in  e f f e c t  a  

j u s t i f i c a t i o n  based  on th e  proven u t i l i t y  o f  an o ld e r  id eo logy : i t s  

c a p a c ity  to  m ain ta in  p o l i t i c a l  s t a b i l i t y .  Burke p r e f e r s  a  s o c ie ty  in  

which d e c is io n s  a re  made on th e  b a s is  o f  p rec e d e n t, and even o f  p re ju d ic e ,  

t o  one in  which d e c is io n s  a re  l e f t  to  in d iv id u a l  d iscernm ent. He does 

n o t  t r u s t  th e  " p r iv a te  s to c k  o f  reaso n "  in  in d iv id u a ls  because he 

su sp ec ts  " th a t  t h i s  s to ck  in  each man i s  s m a ll."  He has no f a i t h  in  

th e  i n t e l l e c tu a l  o r  moral c a p a c i t ie s  o f  a  man " h e s i ta t in g  in  a  moment 

o f  d e c is io n  s k e p t ic a l ,  p u zz led , and u n reso lv ed .

Burke’s i s  a  p o l i t i c a l  p o s tu re .  But what f r ig h te n e d  Burke 

f a s c in a te d  th e  b e t t e r  n o v e li s ts  o f  th e  p e rio d . Those moments o f  d e c i­

s io n  th a t  seemed to  Burke so dangerous fo r  th e  p o l i t i c a l  s t a b i l i t y  o f  a
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s o c ie ty  became th e  most com pelling and in te r e s t in g  moments f o r  th e  

c h a ra c te rs  in  th e  most in te r e s t in g  f ic t io n  o f  th e  decade. D escrib ing  

th e  p ro cess  o f  r a t i o n a l  d e c is io n  was e a s i ly  j u s t i f i a b l e  on o ld  term s; 

i t  i s  an in s t r u c t iv e  a c t io n ,  e s p e c ia lly  when i t  produces a m o ra lly  

sound d e c is io n . D escrib ing  th e  p ro cess  o f  p sy ch o lo g ica l d is in te g r a t io n  

and th e  k in d s  o f  though ts (q u ite  a p a r t  from th e  behav io r) i t  produces 

o ffe re d  new o p p o r tu n itie s  fo r  i n s t r u c t io n ,  a lb e i t  by  bad example. 

Equally  s ig n i f ic a n t  in  teim s o f  a p p ro p r ia t in g  new m a te r ia ls  and 

methods was th e  r e c o g n itio n  th a t  th e se  a re  b e s t  rep re se n te d  by  c a re ­

f u l l y  s e le c te d  e x p re ss iv e  and sym bolic dev ices  r a th e r  than an exhaus­

t i v e ,  " r e a l i s t i c "  a n a ly s i s .

Even p s y c h o lo g ic a l ly -o r ie n te d  c r i t i c s ,  however, were slow to  

see th e  v a lu e  o f  sym bolic o b je c ts  and a c t io n s .  A r i s to te l i a n  th e o r ie s  

o f  re p re s e n ta t io n  tended  to  p re v a i l  among them so t h a t ,  accord ing  to  

Gordon McKenzie, most "b e lie v e  t h a t  p o e try  i s  im i ta t iv e  in  g iv in g  a 

r e p re s e n ta tio n  o f  e x p e r ie n c e " ;^  he m entions H a r tle y , Hume, G erard, 

H a r r is ,  and Campbell. Gerard in  f a c t  lo c a te s  p a r t  o f  th e  r e a d e r 's  

p le a su re  in  n o t ic in g  and a p p re c ia t in g  th e  w r i t e r 's  attem pt to  ren d e r 

p e rsu a s iv e  im ita t io n s ;  th e  rea d e r  engages c o n sc io u s ly  in  th e  " a c t  o f  

comparison" betw een th e  o r ig in a l  and th e  copy, and " th e  ex actn ess  o f  

th e  resem blance, o u r d isco v e ry  o f  i t ,  and th e  a r t  we conceive n e c essa ry  

fo r  p roducing  i t ,  concur to  make up our g r a t i f i c a t i o n "  (Essay on T as te , 

1757) The s in g le  and v e ry  i n f lu e n t i a l  ex cep tio n  i s  Lord Kames.

He i s  th e  only  c r i t i c  to  use  th e  word " im ita t iv e "

in  a  more n e a r ly  modem se n se . To him o n ly  p a in t in g  and sc u lp tu re
a re  in  t h e i r  n a tu re  im i ta t iv e .  . . . The h i s t o r i c  s ig n if ic a n c e
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o f  Karnes’ usage i s  t h a t  th e  o ld  A r i s to te l i a n  sen se  has begun 
to  lo se  i t s  h o ld  along w ith  th e  whole ap p a ra tu s  o f  c la s s ic a l  
c r i t i c i s m .74

For Kames l i t e r a t u r e  i s , i n  i t s  autonomous s e l f ,  e x p re ss iv e  and ev o ca tiv e ; 

consequen tly  he i s  n o t much in te r e s te d  in  q u es tio n s  in v o lv in g  m im esis.

Kames judges a  l i t e r a r y  re p re s e n ta tio n  s o le ly  in  term s o f  how 

e f f e c t iv e ly  i t  e l i c i t s  a  resp o n se . V erbal d e s c r ip tio n s  t h a t  evoke 

s u f f i c i e n t ly  v iv id  images in  th e  mind o f  a  r e a d e r—i . e . ,  t h a t  draw on 

h i s  own memories and th e  em otions commonly a s s o c ia te d  w ith  such 

memories—a re  n o t o n ly  a p p ro p r ia te  in  l i t e r a t u r e  b u t d e s ir a b le .  Kames 

p o in ts  o u t t h a t  an e f f e c tiv e  d e s c r ip tio n  i s  one t h a t  d e a ls  w ith  a 

s p e c i f ic  c o n c re te  o b je c t ,  and e s p e c ia lly  one t h a t  i s  h ig h ly  in d iv i ­

duated  and p a r t i c u la r iz e d ,  because such d e s c r ip tio n s  a re  most l ik e ly  

to  be " v iv id .” When o ffe re d  a s u f f i c i e n t ly  s t r i k in g  o b je c t ,  th e  

r e a d e r ’s im ag in atio n  w i l l  t r a n s la t e  v e rb a l cues in to  p i c t o r i a l  im ages, 

drawing on h i s  own memories o f  s im ila r  o b je c ts  to  f i l l  i n  a l l  n ecessa ry  

d e t a i l s .  Such im aginary p ic tu r e s  have what Kames c a l l s  " id e a l  p re se n c e ,"  

a com pelling and p e rsu a s iv e  k ind  o f  r e a l i t y  s im ila r  to  th e  k ind  memories 

have. How t h a t  p ic tu r e  i s  p e rce iv ed  and in te r p re te d  i s  analogous to  how 

th e  in d iv id u a l p e rc e iv es  and in te r p r e t s  memories, and b o th  a re  analogous 

to  how he p e rc e iv es  and i n te r p r e t s  th e  w orld p re se n te d  to  h i s  sen ses ; 

t h a t  i s ,  a l l  th re e  a re  v e ry  s im ila r  k inds o f  e p is tem o lo g ica l e x p e rien ces .

McKenzie p o in ts  o u t t h a t

th e  demand f o r  s p e c i f ic  im ages, f re q u e n tly  expressed  by  such term s 
as  " a c c u ra te ,"  " d e f i n i t e ,"  and " s p e c i a l t y ,"  " v iv a c i ty ,"  i s  an 
in te g r a l  p a r t  o f  th e  p sy ch o lo g ical approach . . . .  I t  i s  i n  f a c t  
a  t ra n s fe re n c e  to  l i t e r a r y  c r i t ic i s m  o f  th e  e s ta b l is h e d  method, 
bo th  e p is tem o lo g ica l and p sy c h o lo g ic a l, o f  a r r iv in g  e m p ir ic a lly  
a t  g e n e ra l iz a tio n s  by in v e s t ig a t in g  th e  s m a lle s t  observ ab le
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d e t a i l s ,  r a th e r  th an  ac ce p tin g  g e n e ra l iz a tio n s  and t ry in g  to  f i t  
th e  d e ta i l  to  th e  c o rre c t  c a te g o ry .75

For th e  p sy ch o lo g ica l c r i t i c s ,  th e  im portance o f  th e  p a r t i c u l a r  o b je c t  

in  l i t e r a t u r e  has to  do w ith  how i t  summons th e  re a d e r  to  a c t iv e  p a r t i ­

c ip a t io n ,  so t h a t  th e  a c t  o f  read in g  i s  a lso  an e x e rc ise  in  in d u c tiv e — 

and p erhaps in te r p r e t iv e —th in k in g .

By th e  m id -cen tu ry  p o e try  u s in g  d e s c r ip tio n s  in  o rd er to  a r r iv e  

a t  som ething a k in  to  p i c t o r i a l  r e p re s e n ta t io n  was p o p u la r . Among th o se  

w r i tin g  "n a tu re "  p o e try  were Thomson, Young, A kenside, Gray and Joseph 

W arton. The in te n t io n  o f  t h i s  k ind  o f  w o rd -p a in tin g  was, however, very  

d i f f e r e n t  from what th e  p sy ch o lo g ica l c r i t i c s  va lued  in  " v iv id "  des­

c r ip t io n s  o f  p a r t i c u l a r  o b je c t s ,  although  th e  im petus f o r  b o th  can be 

tra c e d  to  p o st-L ock ian  i n t e r e s t  in  th e  c o n c re te  p h y s ic a l w orld . In so fa r  

as  th e  n o tio n  became po p u lar t h a t  p o e try  ought to  im i ta te  in  i t s  own 

fa sh io n  what p a in t in g  im i ta te s ,  p o e tic  d e s c r ip tio n  had become an a r t  

o f  g rap h ic  d e t a i l s .  C icely  Davies shows th e  b ia s  o f  t h i s  p a in t e r ly  

i n t e r e s t  in  landscape by c i t i n g  Thomas W arton 's c r i t ic i s m  o f  M ilton . 

Davies rem arks t h a t  Warton " o b je c ts  to  th e  lac k  o f  p i c t o r i a l  t r u t h  in  

M ilto n 's  d e s c r ip tio n  o f  Eden" because

M ilto n 's  d e s c r ip tio n  conveys th e  atm osphere o f  th e  scenes by 
ap p ea lin g  to  th e  em otions through v a rio u s  sensory  e f f e c t s ;  and 
h i s  d e s c r ip tio n  o f  P a rad ise  ex p resses  i t s  beau ty  and lu x u rian ce  
hy th e  s e le c t io n  o f  re p re s e n ta t iv e  o b je c ts ,  n o t by th e  c a re fu l  
enum eration o f  th e  f e a tu re s  o f  th e  lan d scap es. But in  th e  
m id -e ig h teen th  cen tu ry  th e  d e s c r ip tiv e  p o e t,  l ik e  th e  p a in t e r ,  
was expected  to  convey as c le a r ly  as p o s s ib le  th e  e f f e c t  upon 
th e  s ig h t ;  and he could  o n ly  do t h i s  i f  he a tte n d e d  to  d e ta i l s  
o f  con tour and co lo u r ( i t a l i c s  m ine) , 7 5

The v o cab u lary  Davies u ses  in  o rd er to  ex p la in  th e  e f f e c t  o f  d e s c r ip tio n

in  P a rad ise  Lost i s  v e ry  l ik e  t h a t  o f  th e  p sy ch o lo g ica l c r i t i c s .  I t  was
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in  f a c t  t r u e  t h a t  th e  in flu e n c e  o f  th e  p sy ch o lo g ica l approach to  c r i t ic i s m  

tow ard th e  end o f  th e  cen tu ry  led  to  an in c re a se d  i n te r e s t  in  M ilto n ’s 

p o e try  (and S hakespeare’s as w e l l ) . 77

The p sy ch o lo g ica l c r i t i c s  a re  s e n s i t iv e  to  what can be  ach ieved

by means o f  c a re f u l ly  s e le c te d  and e s p e c ia l ly  m eaningful o b je c ts ,  b o th

because  such o b je c ts  o f f e r  th e  re a d e r  c e r ta in  k in d s  o f  co g n itiv e

ex p e rien ce  and—even more germane to  developm ents i n  b o th  p o e try  and

p ro se —because  th ey  may su g g est o r ex p ress  som ething o f  th e  moral

c h a ra c te r  a n d /o r meaning o f  th e  work. The beg in n in g s  o f  a t h e o r e t ic a l

r a t i o n a l e  fo r  sym bolic r e p re s e n ta tio n  a re  im plied  in  e a r l i e r  essays

on a e s th e t i c s ;  o n ly  l a t e r  i s  i t  a r t i c u l a te d .  A ccording to  J e f f r e y

( in  1829), f o r  example, th e  ex p erien ce  o f  p o e try

c o n s is t s  in  th e  f in e  p e rc e p tio n  o f  t h a t  s u b tle  and m ysterious 
Analogy which e x is t s  between th e  p h y s ic a l  and moral w orld— 
which makes outward th in g s  and q u a l i t i e s  th e  n a tu ra l  typ es  
and emblems o f  inward g i f t s  and em otions, o r  lea d s  us to  
a s c r ib e  l i f e  and sen tim en t to  e v e ry th in g  th a t  i n te r e s t s  us 
in  th e  a sp ec t o f  e x te rn a l  n a tu re  ( i t a l i c s  m in e ) .78

Once o b je c ts  a re  p e rce iv ed  as in  some way c a rry in g  or ex p ress in g  psycho­

l o g ic a l ,  em otio n al, and m oral im p l ic a tio n s , th ey  become a v a ila b le  to  

f ic t io n - w r i t e r s  as e x p o s ito ry  d e v ic e s . O b jec ts  come to  be used  emblema­

t i c a l l y  and a  c h a ra c te r ’s  manner o f  t r e a t i n g  and p e rc e iv in g  o b je c ts  

can be  used to  show ( r a th e r  th an  t e l l )  th e  re a d e r  what h i s  m ental and 

em otional ex p erien ce  i s  l ik e .

The in tro d u c tio n  in to  f ic t io n  o f  p a r t i c u l a r  o b je c ts  c o in c id e s ,

a s  John Graham p o in ts  o u t ,  w ith  an expanded i n t e r e s t  in  physiognomy:

Only l a t e  in  th e  c e n tu ry  d id  th e  p a r t i c u l a r  become s ig n i f ic a n t  
as  r e v e a lin g  v a lu e , and th en  th e  a r t i s t  could  use th e  c o n c re te  
d e ta i l  as an in d iv id u a tin g  f a c to r  to  p re s e n t  h i s  f ig u r e s .  With 
t h i s  developm ent, th e  use  o f  physiognomy was encouraged as p a r t
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o f  th e  se arc h  fo r  meaning b eh ind  th e  p h y s ic a l ,  f o r  v a lu e  in  th e  
c o n c re te  o b je c t .

And a t  about th e  same tim e , f a c i a l  e x p ress io n  i s  awarded an im portan t 

p la c e  as  p a r t  o f  th e  c o n te n t o f  a p a in t in g  because i t  c a r r ie s  inform a­

t io n  about t y p ic a l  ’'manners" and in d iv id u a l  em otions. G ilp in  c a l l s  

"e x p re ss io n "

th e  l i f e  and so u l o f  p a in t in g .  I t  im p lie s  a  j u s t  p re s e n ta t io n  
o f  p a s s io n , and o f  c h a ra c te r :  o f  p a s s io n , by  e x h ib it in g  every  
emotion o f  th e  m ind, a s  ou tw ardly  d isco v e red  by any p e c u l i a r i ty  
o f  g e s tu re :  o r  th e  e x te n tio n , and c o n tra c tio n  o f  th e  f e a tu re s :  
o f  c h a ra c te r ,  by r e p re s e n tin g  th e  d i f f e r e n t  manners o f  men, 
as a r i s in g  from t h e i r  p a r t i c u l a r  tem p ers , o r  p r o fe s s io n s .80

That c h a ra c te r s  m ust " read "  b o th  o b je c ts  and fa c e s  becomes, in  th e  l a t e  

e ig h te e n th -c e n tu ry  n o v e l, a  m etaphor f o r  a l l  p e rso n a l and s o c ia l  r e l a ­

t io n s h ip s .  U nderstandably  enough, c h a ra c te r iz a t io n  becomes more 

complex, s u b t l e ,  and v a rio u s  in  tandem w ith  such complex and s u b tle  

id ea s  abou t th e  n a tu re  o f  human p e rc e p tio n  and c o g n itio n , p sy ch o lo g ica l 

fu n c tio n s  u n d e rly in g  a l l  m o tiv a tio n .

v i

How im p o rtan t i t  i s  fo r  a  r e a d e r  to  u nderstand  a l l  th e  im p li­

c a tio n s  o f  a  c r i t i c a l  v o cabu lary  coming to g e th e r  during  th e  1790 's 

from so many d i f f e r e n t  so u rces  becomes ev id e n t as soon as one beg ins 

to  read  rev iew s o f  C h a r lo t te  S m ith 's  n o v e ls  and o f  th o se  o f  h e r  con­

te m p o ra r ie s . The rev iew s draw on A r i s to te l i a n  term s, on term s th a t  

ap p ly  to  p a in t in g ,  and on a t t i tu d e s  as  w e ll a s  term s th a t  come from 

looking  a t  th e  novel from th e  r e a d e r 's  p o in t  o f  view , as th e  psycho­

lo g ic a l ly  o r ie n te d  c r i t i c s  do.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



148

The opening rem arks, f o r  example, o f  a  fav o ra b le  review  in  

th e  A n a ly tic a l o f  C h a r lo t te  Sm ith’s The Old Manor House t r e a t  d is ­

p a ra g in g ly  a  consensus among n a iv e  read e rs  about what i s  most w orth­

w h ile  in  a  n o v e l:

I f  i t  w ere in q u ire d  what i s  th e  p r in c ip a l  ex c e llen c e  o f  novel 
w r i t in g ,  th e  g r e a te r  number o f  rea d e rs  would perhaps p lac e  
i t  in  n o v e lty  o f  s to ry ,  v a r i e ty  o f  in c id e n t,  and an a rran g e ­
ment h a p p ily  c o n tr iv e d  to  awaken, and to  keep a l i v e  c u r io s i t y .81

In o th e r  w ords, p l o t .  The rev ie w e r , however, p re fa c e d  what he  had to  

say  about The O ld Manor House by  appealing  to  a s e le c t  " c la s s  o f  

re a d e r s ,  who, even in  th e  p e ru sa l  o f  a  n o v e l, look f u r th e r  th an  to  the  

p re se n t  momentary amusement o f  fan cy  o r  g r a t i f i c a t i o n  o f  f e e l in g ."  He 

ex p ects  t h a t  such  re a d e rs  w i l l ,  as  he does, "g iv e  [Smith] . . . g re a t 

c r e d i t  f o r  h e r  t a l e n t s  as  a  n o v e li s t"  because th ey  too  "v a lu e  a  f i c t i ­

t io u s  t a l e  in  p ro p o rt io n  a s  i t  e x h ib i ts  a  t ru e  p ic tu r e  o f  men and 

m anners; and, in  jud g in g  o f  th e  m erit  o f  any work o f  t h i s  k in d , w i l l ,  

f i r s t  o f  a l l  in q u ire  what c h a ra c te rs  i t  d e s c r ib e s ,  and w ith  what degree 

o f  accuracy  and s tr e n g th  i t  d e l in e a te s  them ." The rev iew er v a lu es  th e  

v iv id  p o r tr a y a l  o f  in d iv id u a l  c h a ra c te r ,  see in g  c h a ra c te r iz a t io n  as th e  

" a b i l i t y  o f  a  w r i te r  to  p e rc e iv e  and p o r tra y  a l l  th o se  d e ta i l s  o f  

a t t i t u d e ,  em otion, i n t e l l e c t ,  p o s i t io n ,  and environm ent whose p a r t i c u l a r  

and unique c lu s te r in g  in  each in d iv id u a l  makes him what he i s . " ^  While 

such c h a ra c te rs  must be in d iv id u a te d , th ey  must a ls o  re p re s e n t  s o c ia l  

ty p es  (w ithou t them selves b e in g  ty p e s ) , and th ey  must be  grouped in  

m eaningful ways w ith in  th e  v a r i e ty ,  th e  s o c ia l  panorama, d isp lay ed  in  

th e  n o v e l.

In  c o n tr a s t ,  an o th e r rev iew , a ls o  from th e  A n a ly tic a l , i s
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u n fav o rab le  even though th e  novel i t  examines c o n ta in s  an a rra y  o f

in te r e s t in g  c h a ra c te r s .  The ap p aren t c o n tin u i ty  o f  Lord Kames’ c r i t i c a l

lex ico n  i s  e v id en t in  t h i s  rev ie w e r’ s opening rem arks:

In c o n s tru c tin g  th e  s to r y  o f  a  n o v e l, n ex t to  th e  d i f f i c u l ty  o f  
in v en tin g  in c id e n ts ,  i s  t h a t  o f  connecting  them by such a 
s k i l f u l  arrangem ent, as to  a f fo rd  th e  re a d e r  a  p le a s in g  p e r ­
ce p tio n  o f  u n ifo rm ity  am idst v a r i e ty .83

His c r i t ic i s m  o f th e  lack  o f  s t r u c tu r a l  cohesion  in  E liz a b e th  Percy:

A Novel, Founded on F a c ts ,  "W ritten  by a Lady" r e f e r s  to  p r in c ip le s  o f

com position in  p a in t in g  in  sup p o rt o f  h i s  obj e c tio n s :

A s u f f i c i e n t  number o f  p eop le  a r e ,  i t  i s  t r u e ,  b rought to g e th e r ;  
many f in e  fe e l in g s  and p a ss io n s  a re  p u t in to  m otion; and, b e fo re  
th e  novel i s  h a l f  f in is h e d ,  we have s ix  ten d e r  a ttach m en ts, and 
two m arria g e s . But th e  gen e ra l e f f e c t  i s  t h a t  o f  a  confused 
p i c tu r e ,  where th e  f ig u r e s ,  however p le a s in g  o r  s t r i k in g ,  con­
s id e re d  in d iv id u a lly ,  produce on th e  whole an i n d is t i n c t  
im p ress io n , fo r  want o f  b e in g  p ro p e r ly  grouped .8^

The rev iew er acknowledges t h a t  t h i s  novel has " v a r ie ty ” ( i . e . ,  a

" s u f f i c i e n t  number o f  p e o p le " ) . His c r i t ic i s m  i s  o f  i t s  "d esig n " or

"co m p o sitio n ."  The "d esig n "  o f  C h a r lo tte  Sm ith’s n o ve ls always re c e iv e s

fav o ra b le  n o t ic e .

However o f te n  "grouping" i s  m entioned by n o v e lis ts  and c r i t i c s ,

few o th e r  th an  Smith o f f e r  ev idence t h a t  they  were conscious o f  problems

in  p e rs p e c tiv e , a lthough th e  two a re  c lo s e ly  r e la te d  te c h n ic a l  m a tte r s .

G ilp in  d isc u sse s  p e rs p e c tiv e , o f  co u rse , in  term s o f  p a in t in g .  He p o in ts

o u t t h a t  " p e rsp e c tiv e "  and "keeping" must be thought o f  to g e th e r .

P e rsp e c tiv e  " i s  t h a t  p ro p o rt io n , w ith  reg a rd  to  s i z e , which n ea r and

d i s t a n t  o b je c ts ,  w ith  t h e i r  p a r t s ,  b e a r  t o  each o th e r .  I t  answers to

keeping" which, fo r  G ilp in , i s  a  word th a t  " im p lie s  th e  d i f f e r e n t  degrees

o f  s tre n g th  and f a in tn e s s ,  which o b je c ts  re c e iv e  from n ea rn ess  and
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d is ta n c e ." 85 That Smith u ses t h i s  term  su g g e sts  t h a t  sh e , f o r  one, was

conscious  t h a t  th e  problem  o f  con n ectin g  foreground and background i s

im p o rtan t in  f i c t io n  as w ell as p a in t in g .  The hero  o f  Marchmont, who

b r i e f ly  c o n s id e rs  w r i tin g  fo r  money and s o l i c i t s  advice from a b i t t e r

p ro fe s s io n a l ,  i s  to ld  th a t

n a r r a t i v e ,  l e t  i s  be about what you w i l l ,  i s  read  because th e  
mind a c q u ie sc es , and i t  r e q u ir e s  no t ro u b le  to  th in k  about i t .
. . . Never mind im p ro b a b il it ie s —p u t to g e th e r  a s u f f i c i e n t  
number o f  f a c t s 8^—th e  more th e  b e t t e r .  I f  you a re  to o  id le  
to  choose th e  tro u b le  o f  in v e n tin g , c o l l e c t  e ig h t  o r  n in e  o f  
th e  most p o p u lar  works o f  t h a t  s o r t ;  ta k e  a  p iec e  o f  one, and 
a p iec e  o f  an o th e r , and p u t them to g e th e r ,  on ly  a l i t t l e  a l t e r e d ,  
j u s t  to  d isg u is e  them: never mind w hether o r  n o t what th e  
p a in te rs  c a l l  keep ing , can in  t h i s  m otley  assem blage be a tte n d e d  
t o ;  nobody th in k s  about t h a t :  s p r in k le  th e  whole p l e n t i f u l ly  
w ith  h o r ro r s  o f  some s o r t  o r  o th e r ,  to  s tim u la te  th e  langu id  
a t t e n t io n ,  and you w i l l  have a  c e r t a in ty  o f  s a le  a t  l e a s t  among 
th e  c i r c u la t in g  l i b r a r i e s ,  w hich, a f t e r  a l l ,  i s  th e  p r in c ip a l  
s a le  t h a t  can be expected ( I I ,  224-25).

For Sm ith, in  f i c t io n  as in  p a in t in g  groups o f  f ig u re s  should n o t a l l  be

on th e  same p la n e .  Some occupy th e  fo reg ro u n d , o th e rs  a re  a t  v a ry in g

d is ta n c e s  in  th e  background. Thus groups o f  c h a ra c te rs  w ith in  a  s in g le

and f a i r l y  homogenous s o c ia l  c la s s  a re  a l l  c lo s e  to  th e  foreground

w ith in  a  r e l a t i v e ly  shallow  s e t t in g ,  as in  S m ith 's  Emmeline.* Or, as

in  Desmond, th e  p lan es  between fo reground and background may be w ider

a p a r t .  The p o l i t i c a l  is s u e s  in  G era ld ine  V em ey 's  m arriage compare t o ,

o r  c o n tr a s t  w ith , th e  is su e s  o f  th e  French R evo lu tion ,**  which se rv es  as

a p e r t in e n t  r a th e r  th an  d e c o ra tiv e  backdrop fo r  th e  a c tio n  o f  th e  n o v e l.

In  u s in g  a p lan  in  which th e  d ram atic  p lo t  o f  th e  novel must show th em atic

r e la t io n s h ip s  to  h i s t o r ic a l  even ts in  th e  background, Smith i s  one o f

* See Chapter I I ,  pp . 79-83 above.

**See C h ap terV I, p p . 276-79 below.
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th e  f i r s t  n o v e l i s ts  to  ex p lo re  one o f th e  more d i f f i c u l t  and rew arding 

uses  o f  " p e rsp e c tiv e "  in  th e  n o v e l .87 T his i s  perhaps th e  most rem arkable  

o f  th e  many ways in  which Smith a n t ic ip a te s  Austen and S c o tt.  She 

a n tic ip a te s  Austen (as  does Frances Burney D’A rbi ay in  C am illa [1796]) 

in  o rg an iz in g  members o f  a fam ily  around h e r  them e, S c o tt  in  r e l a t i n g  

th e  h i s t o r i c a l  co n te x t o f  p u b lic  ev en ts  to  p e rso n a l e x p e rie n ce .88

For Sm ith, th e  q u a l i ty  o f  th e  novel i s  n o t  determ ined by th e  

n a r r a t iv e  so much as by th e  "d e s ig n ."  C o n tra s t ,  g rouping and keeping  

a re  as im portan t as i s  a c tio n  to  th e  s t r u c tu r e  o f  th e  n o v e l. Like o th e r  

n o v e lis ts  o f  th e  p e r io d , Smith was fo rced  to  c o n sc io u s ly  weigh th e  m erits  

o f  suspense a g a in s t  th e  dangers o f  melodrama and m audlin s e n tim e n ta l i ty .  

Readers who a tte n d  to  a novel on ly  when t h e i r  i n t e r e s t  i s  cap tu red  and 

h e ld  by  c u r io s i t y  and a n x ie ty  p r e f e r  cheap melodrama to  though t-p rovok ing  

f i c t i o n ,  and du rin g  th e  1790’s w r i te r s  were even more s e n s i t iv e  to  th e  

im p lic a tio n s  o f  t h i s  p re fe re n c e  than  th ey  a re  to d ay . Not enough f ic t io n  

was in  p r in t  fo r  th e r e  to  be  d i s t i n c t  "pu lp" and " l i t e r a r y "  m arke ts. A ll 

n o v e lis ts  were a p p ea lin g  to  th e  same aud ience ; b e t t e r  w r i te r s  hoped to  

c u l t i v a t e  r a th e r  th an  c a te r  to  th e  c o a rse r  t a s t e s  o f  a s u b s ta n t ia l  p a r t  

o f  t h a t  aud ience .

C h a r lo t te  Smith was among th o se  who were c r i t i c a l  o f  f i c t io n  th a t

i s  co n tr iv ed  p r im a ri ly  t o  s u s ta in  suspense. In  th e  p ersona o f  one o f

h e r  h e ro e s , Warwick, sh e  a d v ise s  h e r  re a d e r  t h a t ,  s in c e  he a lre a d y  knows

th e  outcome o f  th e  account Warwick i s  about to  g ive o f  h is  "w anderings,"

you must d iv e s t  y o u r s e l f  o f  th e  conscio u sn ess  o f  th e  happy 
c a ta s tro p h e , a t  l e a s t  w h ile  th e  s to r y  i s  t e l l i n g ;  and suppose 
t h a t  i t  i s  p o s s ib le  your hero  and h e ro in e  may p e r is h  in  every 
one o f  th e  d i f f i c u l t i e s  in  which th ey  a re  in v o lv ed — fo r  you
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know t h a t ,  when once we a re  s u re  people  w i l l  be happy, we no 
lo n g er f e e l  any i n te r e s t  f o r  them; and th e re fo re  a l l  n o v e ls , o r 
a t  l e a s t  most o f  th an ,' c lo se  w ith  a m arriag e , w ith  which mine 
must s e t  o u t (WW, p . 7 ) .

Although th e r e  were by th e  1790’s a l l  to o  many no v els  t h a t  were con­

s t r u c te d  a s  s t r i n g s  o f  p e r i lo u s  in c id e n ts ,  th e s e  were n o t by Sm ith’s 

s ta n d a rd s  good n o v e ls—as h e r  wry r e f l e c t io n s  im ply. Smith d id  n o t want 

re a d e rs  who a p p re c ia te d  n o th in g  o th e r  th an  th e  r i s i n g  and f a l l in g  te n s io n  

o f  suspense . R ather she  wanted rea d e rs  who were p repared  to  grasp  th e  

"d esig n " and hence th e  meaning o f  h e r  n o v e ls .

C h a r lo tte  Sm ith’s  tre a tm e n t o f  c h a ra c te r  depends on p sy ch o lo g ica l

s u b t l e t i e s  t h a t  were n o t u n iv e r s a lly  understood  o r  ap p re c ia te d  a t  th e

end o f  th e  c e n tu ry . According to  S i r  Egerton Brydges, h e r  most a rd en t

a p o lo g is t ,  h e r  tre a tm e n t o f  c h a ra c te r  was th e  source o f  a c e r ta in  amount

o f  d iscom fort fo r  some among h e r  re a d e r s ,  f o r  whom

h e r  touches o f  c h a ra c te r  were to o  n ic e ;  th ey  were too  e x q u is i te  
f o r  th e  apprehension  o f  some; w hile  to  many th ey  l a i d  open th e  
o b l iq u i t i e s  o f  th e  h e a r t ,  o r  th e  head , w ith  too  keen a  pen.

For want o f  . . . g la r in g  c o lo u rs , and f a r c e - l ik e  p ersonages, 
some tax e d  h e r  w ith  want o f  fan cy , and some w ith  d e p a rtu re  
from r e a l  l i f e .  The re v e rs e  appears to  be th e  t r u t h . 89

For b o th  Brydges and Sm ith, th e re  i s  a norm, a k ind o f  c l a r i t y  and

v a l i d i ty  o f  co n sc io u sn ess , a t  which p e rc e p tio n , r a t i o c in a t io n ,  and

emotion fu n c tio n  in d ep en d en tly , a lb e i t  c o o p e ra tiv e ly ; confusion  and

e r r o r  ( i . e . ,  " o b liq u ity " )  happen when one o f  th e s e ,  most o f te n  em otion,

e x e r ts  so s tro n g  an in flu e n c e  over an o th e r t h a t  th e  n e c essa ry  and formal

fu n c tio n s  o f  each a re  r e s t r i c t e d  o r  p e rv e r te d . N e ith e r  Brydges nor

Smith t r u s t s  such d e v ia t io n .

But to  say  t h i s  much does n o t f u l l y  e x p la in  th e  ra m if ic a t io n s  o f
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Brydges* s ta te m e n t, in  an e ig h te e n th -c e n tu ry  c o n te x t. The tw e n tie th -  

c en tu ry  re a d e r  i s  c o r r e c t ,  in  p a r t ,  i f  he in f e r s  t h a t  what Brydges 

means by " th e  o b l iq u i t i e s  o f  th e  h e a r t ,  o r  th e  head" i s  a  c r i t i c a l  

p h rase  meant to  d e sc r ib e  b o th  th e  em otional and in te l le c tu a l  p ro cesses  

which m o tiv a te  S m ith 's  c h a ra c te r s .  He w i l l  a ls o ,  in  p a r t ,  be  c o r r e c t  i f  

he  i n f e r s  th a t  " th e  f a r c e - l ik e  p erso n ag es"  a re  ty p es  th a t  respond to  

experience  in  a d i r e c t ,  s im ple , p r e d ic ta b le ,  and c o n s is te n t  way, whereas 

S m ith 's  c h a ra c te rs  ar.e more r e a l i s t i c  in d iv id u a ls  i n  th a t  t h e i r  resp o n se  

t o  ex p e rien ce  i s  in d i r e c t ,  am biva len t, u n p re d ic ta b le ,  i n c o n s i s te n t . - I t  

i s  tem p tin g , from o u r p o in t  o f  view , to  re a d  t h i s  p a r t  o f Brydges' 

s ta tem en t as i f  i t  were s o le ly  a  fuzzy  a n tic ip a t io n  o f  F o r s te r 's  

d i s t in c t io n  between round and f l a t  c h a ra c te r s ,  a t  l e a s t  in s o fa r  as th e  

round c h a ra c te r  i s  developed in  a  more complex and s u b tle  fa sh io n  th an  

th e  f l a t  one and i s ,  consequen tly , th e  more d i f f i c u l t  and p o te n t i a l ly  

d is tu rb in g  phenomenon. Such a  rea d in g , however, m isses what i s  most 

c ru c ia l  about Brydges' s ta tem en t: f o r  him and f o r  Smith th e re  i s  no 

dichotom y between em otional and in t e l l e c tu a l  p ro c e sse s , and hence m ajor 

c h a ra c te rs  must n o t be done in  " g la r in g  c o lo u r s ."  Brydges’ p h rase  im p lie s  

th e  Kamesian view th a t  such d e v ia t io n s  d e riv e  from a complex nexus o f  

p ro cesses  gone am iss. O b liq u ity  from th e  norm in v o lv es  m isp e rcep tio n  

and m isconception  as  w ell as i l l - c o n c e iv e d  sen tim en ts .

When, in  S m ith 's  n o v e ls , a  c h a ra c te r  n o tic e s  th e  p h y s ic a l  w orld 

around him, what he n o tic e s  i s  alw ays e m o tio n a lly  charged and th e re fo re  

m eaningful in  an id io s y n c ra t ic ,  s u b je c t iv e  way. How much t h e i r  s u b je c tiv e  

response  i s  allow ed to  d i s t o r t  o b je c t iv e  p e rc e p tio n  becomes a  c ru c ia l  

t e s t  by means o f  which h e r c h a ra c te rs  ach iev e  o r  lo se  s ta tu r e .  D ig n ity
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and in t e g r i t y  a re  bo th  th e  sources and th e  rew ards o f  c l a r i t y .  C la r i ty  

i s  d i f f i c u l t ,  f i r s t ,  because th e  world i s  con^lex . I t  i s  a lso  d i f f i ­

c u l t  because c ircum stances and r e la t io n s h ip s  a re  co n tin g en t and f lu i d .  

Discernment depends, th e re fo re ,  n o t only  on th e  a b i l i t y  to  see  c le a r ly  

b u t a ls o  on a  s p e c ia l  k ind  o f  co g n itiv e  f l e x i b i l i t y  by means o f  which i t  

i s  p o s s ib le  to  d ea l w ith  chance and change, m u l t ip l ic i ty  and d u p l ic i ty ,  

m otives and m eanings. The f a c u l ty  t h a t  can and shou ld  a s s i s t  d iscernm ent 

i s  th e  one th a t  can i t s e l f  p ro je c t  co n tin g en c ies  and a l t e r n a t iv e s :  th e  

im ag in a tio n .

Because Smith m is t r u s ts ,  most o f  a l l ,  th e  in flu e n ce  o f  emotion 

over o th e r  f a c u l t i e s ,  she i s  e s p e c ia l ly  wary o f  im ag in a tio n . She sees  

i t  as an a c t i v i t y  o f  th e  head th a t  i s  a l l  to o  r e a d i ly  e n li s te d  in  th e  

se rv ic e  o f  th e  em otions, and th a t  shows a  rem arkable f a c i l i t y  f o r  

in flu e n c in g  p e rc e p tio n s . For h e r ,  im ag in atio n  fu n c tio n s  b e s t  as  a mode 

o f  s p e c u la tio n . I t  se rv es  th e  r a t i o n a l  f a c u l ty  by assem bling d a ta  in to  

a l t e r n a t iv e  p la n s  o f  a c tio n  o r i n te r p re ta t io n s  o f  th e  a c tio n s  o f  o th e r s .

I t  i s  most r e l i a b l e  when i t  c a re f u l ly  and c ircu m sp ec tly  e x tra p o la te s  

what m ight happen from in fo rm atio n  about what has a lre a d y  happened, th u s , 

in  a se n se , c re a tin g  p robab le  f ic t io n s ,  th e  v a l i d i ty  o f  which can be 

e i t h e r  d isc e rn ed  o r  t e s te d .  I t  i s  l e a s t  r e l i a b l e  when i t  i s  allow ed th e  

l a t i tu d e  to  develop f ic t io n s  t h a t  a re  h ig h ly  co lo red  by th e  em otions. For 

Sm ith, th e  k ind  o f  f i c t io n  th a t  i s  produced when emotions and im ag in atio n  

a re  f r e e  from r a t i o n a l  c o n s tr a in ts  i s  an erroneous p ro je c tio n  o r  ex trap o ­

la t i o n ;  i t  i s  m im etica lly  u n re l ia b le  as a  p ic tu r e  o f  th e  w orld . Such 

id io s y n c ra t ic  f i c t io n s  a r e ,  n e v e r th e le s s ,  among th e  most e f f e c t iv e  dev ices  

Smith u ses  in  h e r  n o v e ls . She dem onstrates t h a t ,  a lthough  a wrongheaded
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f i c t i o n  say s  n o th in g  a c c u ra te  abou t th e  e x te rn a l  w orld , i t  re v e a ls  

p sy ch o lo g ica l p ro ce sse s  in  a  way th a t  i s  b o th  v a lid  and d ram atic .

However f a n c i f u l ,  th e  f i c t io n s  t h a t  h e r c h a ra c te rs  c re a te  about them­

se lv e s  and th e  world th ey  in h a b i t  i l l u s t r a t e  r e a l  and u n iv e r s a lly  

r e le v a n t  p sy ch o lo g ica l p ro cesses  in  a  form th a t  i s  a lre a d y  and in  i t s e l f  

l i t e r a r y .

From Lord Kames through Smith and Brydges th e re  i s  c o n tin u ity  in  

id ea s  about how th e  mind works and about how to  account fo r  d e v ia t io n s  

from an id e a l  ba lan ce  o f  em otional and r a t i o n a l  f a c u l t i e s .  The n a tu re  

and e f f e c ts  o f  b o th  p r iv a te  and p u b lic  f i c t io n s  become p a r t  o f  th e  

m achinery o f  S m ith 's  n o v e ls .  The n o tio n  th a t  th e  w orld i s  so complex 

and u n s ta b le  t h a t  i t  a l l  b u t confounds i n t e l l e c tu a l  f a c u l t i e s  in  moments 

o f  d ec is io n  a f f e c ts  l i t e r a r y  s t r a te g i e s  in  th e  tre a tm e n t o f  c h a ra c te r .

The n o tio n  t h a t  p r iv a te  and p u b lic  f i c t io n s  ( a s  d efin e d  above) a re  analogous 

to  l i t e r a r y  f i c t io n s  a f f e c t s  th e  r e la t io n s h ip  o f  th e  n a r r a t iv e  v o ice  to  

th e  n a r r a te d  f i c t io n ;  f i c t io n  i s  seen as p r o je c t in g  and r e f l e c t in g  a 

p r iv a te  v i s io n ,  a  p o in t  o f  view . The n o tio n  th a t  p r iv a te  f i c t io n s ,  l ik e  

id e o lo g ie s ,  have consequences a f f e c t s  th e  tre a tm e n t o f  m o tiv a tio n  in  

c h a ra c te rs ;  " j u s t i f i a b l e "  beh av io r becomes in s te a d  th e  k in d  o f  b eh av io r 

a  c h a ra c te r  can f in d  a  way o f  j u s t i f y i n g .

Smith draws on a l l  o f  th e s e  new p o s s i b i l i t i e s  (o r newly d i s ­

tu rb in g  ones) in  h e r  n o v e ls . Subsequent c h ap te rs  w i l l  focus on te c h ­

n iq u es  she a p p ro p r ia te s ,  m o d ifie s , o r  in v en ts  to  p re s e n t  new s u b t l e t i e s  

i n  c h a ra c te r iz a t io n  w ith in  t h i s  h ig h ly  s tr u c tu r e d  f ic t io n a l  w orld .

C h a r lo tte  S m ith 's  purposes a re  se rv ed  in  each o f  h e r  no v e ls  in  

l a rg e  p a r t  by means o f  c h a ra c te r iz a t io n ,  t h a t  i s ,  what i s  b rought about
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when th e  rea d e r  p e rc e iv es  " a  p a t te rn  o f  meanings” among h e r  v a rio u s  

m o re -o r- le s s  s u b tly  d i f f e r e n t ia t e d  c h a ra c te rs  and i s  persuaded th a t  he 

can d isc e rn  what k in d  o f  b eh av io r i s ,  o r  shou ld  b e , no rm ative . I t  may 

w e l' be  t h a t  th e  reaso n  h e r  no v els  a re  so l i t t l e  a p p re c ia te d  in  th e  

tw e n tie th  c en tu ry  i s  t h a t  h e r  "d esig n s"  a re  so su c c e s s fu lly  n e g o tia te d  

by  h e r n a r r a t iv e s  t h a t  th ey  seldom ob trude  enough to  be n o tic e d  as  

e x p l i c i t  and in te n t io n a l  s t r u c tu r e s .

C h a r lo t te  Smith nev e r a d v e r t is e d  what she was doing . There was 

in  f a c t  no reaso n  why she should  i f  th e  c e n tr a l  argument o f  t h i s  ch a p te r  

i s  on th e  mark and she was m erely  fo llow ing  th e  r u le s ,  as she knew them, 

f o r  how a  good novel i s  p u t to g e th e r .  And, in  f a c t ,  Emmeline1s conven­

t io n a l  f e a tu re s —n o t i t s  in n o v ativ e  ones—rec e iv ed  th e  fo llow ing  appre­

c ia t iv e  a t t e n t io n  in  th e  Monthly Review; space b e in g  l im ite d ,  th e  

rev iew er a p o lo g e t ic a l ly  rem arks,

We must . . .  c o n te n t o u rse lv es  w ith  o b se rv in g , in  g en e ra l term s,
—th a t  th e  whole i s  conducted w ith  a co n s id e rab le  degree o f  a r t ;  
th a t  th e  c h a ra c te rs  a re  n a tu r a l ,  and w e ll d isc r im in a te d : t h a t  th e  
fa b le  i s  uncommonly in te r e s t in g ;  and t h a t  th e  m oral i s  f o rc ib le  
and j u s t . 90

I f  th e  modem re a d e r  i s  p rep ared  to  rea d  th e  novel on i t s  own te rm s, he

to o  m ight vo ice  q u a l i f ic a t io n s  l ik e  th o se  o f  th e  C r i t i c a l  * s rev iew er:

We have sometimes th o u g h t, t h a t  th e  work hung heavy on our 
hands; y e t ,  on t r i a l ,  we know n o t what should  have been o m itted . 
Each l i t t l e ,  seem ingly unim portant in c id e n t ,  developes [s ic ]  
th e  c h a ra c te r  in  q u e s tio n  o r e lu c id a te s  i t .  Even th e  l i t t l e  
a r t l e s s  scen e ry  o f  th e  in tro d u c tio n  c o n tr ib u te s  to  e x p la in  th e  
c a ta s tro p h e .91

But a g re a t  many n o v e ls  o f  th e  f i r s t  s ta tu r e  have met w ith  and su rv iv ed  

o b je c t io n s  o f  t h i s  k in d , some w ith  perhaps l e s s  reaso n  o r j u s t i f i c a t i o n  

f o r  each o f  th e  p a r t s  o f  a  f u l l - s c a le  novel t h a t  a f f e c ts  th e  re a d e r
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as  somewhat too  long o r  sometimes a  b i t  te d io u s .  P ro p e rly  unders to o d , 

C h a r lo tte  Sm ith’s  n o v e ls  should  lik ew ise  be  judged fo r  t h e i r  m erits  

r a th e r  th an  r e je c te d  o u t o f  hand.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



158

N otes

The n o v e l’s "province i s  to  b r in g  abou t n a tu ra l  even ts by 
easy  m eans, and to  keep up c u r io s i ty  w ith o u t th e  h e lp  o f  wonder: i t  i s  
th e re fo re  p rec luded  from th e  machines and ex p ed ien ts  o f  h e ro ic  romance 
(Rambler # 4 .)  C f. C lara  Reeve, The P ro g ress  o f  Romance and th e  H is to ry  
o f  Charoba, Queen o f  Egypt, ed. E s th e r  M. McGill (1785; r p t .  New York:
The F acsim ile  Text S o c ie ty , 1930), p .  I l l :  "The Romance i s  an h e ro ic  
f a b le ,  which t r e a t s  o f  fabulous p e rsons and t h in g s .—The Novel i s  a 
p ic tu re  o f  r e a l  l i f e  and manners, and o f  th e  tim es in  which i t  i s  
w r i t t e n ."

2See p re fa c e  to  Fleetwood e d it io n ,  1832; r e p r in te d  in  Caleb 
W illiam s, ed . George Sherbum  (New York: H o lt, R in eh art § W inston, 1965), 
p .  xx ix .

3See fo r  example Robert P a lf re y  U tte r  and Gwendolyn Brydges 
Needham, Pam ela’s Daughters (New York: The M acmillan C o., 1936), pp. 
328-31, and Ian  W att, The Rise o f  th e  Novel (1957; r p t .  B erkeley: 
U n iv e rs ity  o f  C a lifo rn ia  P re ss , 1967), p . 204, on Pamela; E.M.W. T i lly a rd ,  
The Epic S t r a in  in  th e  E nglish  Novel (London: C hatto  8 Windus, 1963), 
pp . 52-54 on Tom Jo n es.

4P rin c e to n : P rin ce to n  U n iv e rs ity  P re ss ,  1970, and Berkeley: 
U n iv e rs ity  o f  C a l ifo rn ia  P re ss , 1975, re s p e c tiv e ly .

^1 am in d eb ted  to  and have drawn f r e e ly  on throughout t h i s  
c h ap te r  Gordon McKenzie’s sch o la rsh ip  and c r i t i c a l  in s ig h ts  in  C r i t i c a l  
R esponsiveness: A Study o f  th e  P sy ch o lo g ica l C u rren t in  L a ter  E igh teen th  
Century C r i tic is m , Univ. o f  C a lifo rn ia  Pubs, in  E n g lish , Vol. 20 
(B erkeley: U n iv e rs ity  o f  C a lifo rn ia  P re s s ,  1949).

^See W illiam  K. W imsatt, J r .  and C lean th  Brooks, L ite ra ry  
C ri tic ism  (1957; r p t .  New York: V intage Books, 1967), p . 264. For a  
b r i e f  h i s to r y  o f  th e  co n tro v ersy  in  England see  pp. 254-82. See too  
C ice ly  D avis, "Ut p ic tu r a  p o e s is ,"  MLR 30 (1935), 159-69; W. G. Howard,
"Ut P ic tu ra  P o e s is ,"  PMLA 24 (1909), 40-123; R. W. Lee, "Ut P ic tu ra  
P o es is : The Hum anistic Theory o f  P a in t in g ,"  A rt B u l le t in  22 (1940), 
197-269; Lawrence L ipking , The O rdering o f  th e  A rts in  E ig h teen th - 
Century England (P rin ce to n : P rin ce to n  U n iv e rs ity  P re ss ,  1970), pp . 3 8 ff.

7See M. H. Abrams, The M irror and th e  Lamp (1953; r p t .  London: 
Oxford U n iv e rs i ty  P re ss ,  1974), pp . 88-94.

8W imsatt and Brooks, p . 274.

^S i r  C harles Grandison, IV, 418.
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*9John Graham, "C h arac te r  D esc r ip tio n  and Meaning in  th e  
Romantic N ovel,” S tu d ies  in  Romanticism 5 (1966), p .  209.

■^See Day, pp . 119-122, f o r  a  d isc u ss io n  o f  e a r ly  f i c t io n  th a t  
a ttem p ts  p sy ch o lo g ica l re a l ism  b u t d e l iv e rs  v a rio u s  k inds o f  conven­
t io n a l  r h e to r ic a l  modes: e .g . ,  th e  so lilo q u o y , th e  t i r a d e ,  and esp . 
th e  l e t t e r .  See too  pp . 32-36 and f f .  on L e t tr e s  p o r tu g a ise s  (1669) 
and i t s  in flu e n c e  on e a r ly  le t t e r - n o v e ls  in  England.

12Ed. M. K e lsa ll  (London: Oxford U n iv e rs ity  P re ss ,  1969).

13In  The Amiable Humorist (Chicago: U n iv e rs ity  o f  Chicago P re s s , 
1960), pp. 24-25, S tu a r t  Tave d e sc r ib es  th e  d i r e c t io n  t h i s  d i s t in c t io n  
tak e s : "The r e a c t io n  a g a in s t  s a t i r e  . . . was a  r e je c t io n  o f  th e  b a s ic  
s a t i r i c a l  assum ptions o f  c le a r  and f ix e d  s ta n d a rd s , cosm ic, s o c ia l ,  and 
m oral, a g a in s t  which th e  a b e rra tio n s  o f  man a re  m easured w ith  a j u s t  
s e v e r i ty .  The r e a c t io n  was, on i t s  s tro n g  s id e ,  th e  s u b s ti tu t io n  o f  a 
more h i s t o r ic a l  view o f  l i f e ,  one in  which p a r t i c u l a r  p e rso n s , m otives 
and c ircu m stan ces , ex p la n a tio n s , l ig h t  and shade, were v a l id  and 
n ecessa ry  c o n s id e ra t io n s  t h a t  preceded judgm ent."

14Such an a p p re c ia t io n  i s  im p l ic i t  in  what Tompkins c a l l s  
"C h a r lo tte  Sm ith’s c a re fu l  reco rd  o f  m otive" (p . 177) when she ta lk s  
o f  a t t r ib u t e s  o f  h e r  f i c t i o n  th a t  c o n tr ib u te d  to  h e r  p o p u la r i ty .  Mrs. 
In ch b a ld ’s Simple S to ry  (1791), o f te n  p ra is e d  fo r  i t s  u se  o f  g e s tu re , 
i s  a lso  rem arkable fo r  th e  access  th e  re a d e r  h a s , in  vary in g  d eg rees , 
to  th e  c h a ra c te r s ’ th o u g h ts . The R a d c lif f ia n  romance o f  course  r e l i e s  
v ery  h e a v ily  on th e  in d ir e c t  i n te r io r  monologue fo r  i t s  e f f e c ts .

13Godwin, p . x x v i i i .

^ The New Laokoon (Boston: Houghton M if f l in ,  1910), p . 44.

■^D edication, Ferdinand Count Fathom (1753), quoted in  Joseph 
Bunn H e id le r , The H is to ry  from 1700-1800 o f  C r i tic is m  o f  E n g lish  Prose 
F ic tio n  (Urbana: U n iv e rs ity  o f  I l l i n o i s  P re ss ,  1928), p . 60.

18I b id .

19B a b b itt , p . 45.

20In tro d u c tio n  to  Henry, quoted in  H e id le r , p . 158.

2*Cf. Sheldon Sacks, F ic tio n  and th e  Shape o f  B e lie f  (B erkeley: 
U n iv e rs ity  o f  C a lifo rn ia  P re ss ,  1964), p . 8 .

22Arnold K e ttle ,  An In tro d u c tio n  to  th e  E ng lish  Novel, 2nd ed„ 
(1967; r p t .  London: Hutchinson U n iv e rs ity  L ib ra ry , 1974), I ,  17.
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2‘ "On F ab le  and Romance," D is s e r ta t io n s  Moral and C r i t i c a l  
C1783); r e p r in te d  in  S c o tt E lle d g e , e d . ,  E igh teen th -C en tu ry  C r i t i c a l  
E ssay s, ( I th a c a ,  N .Y .: C o rn e ll U n iv e rs ity  P re ss ,  1961), I I ,  929.

25E1ledge, p . 930.

26Tompkins, p .  344.

27E lled g e , p . 930.

28For a most su g g e stiv e  e ssay  on th e  s ig n if ic a n c e  o f  c i r c u la r  
p a tte rn in g  in  th e  e ig h te e n th  cen tu ry  see  Georges P o u le t,  The Metamor­
phoses o f  th e  C ir c le ,  t r a n s .  C arley  Dawson and E l l i o t t  Coleman (B altim ore: 
Johns Hopkins P re s s ,  1966), pp . 54-67.

2® Preface (dated  1799) to  Alwyn: o r  th e  Gentleman Comedian (1780); 
r e p r in te d  in  B a rn e tt ,  p . 150.

3®See H. W. R an d a ll, The C r i t i c a l  Theory o f  Kames, Smith C ollege 
S tu d ie s  i n  Modern Languages, 22 (1940-41), Chap. V, fo r  a s tu d y  o f  th e  
h i s to r y  and in flu e n c e  o f  th e  Elements o f  C r i tic is m . There were seven 
e d it io n s  betw een 1762 and 1788. In  A H is to ry  o f  Modem C r itic is m : 1750- 
1950 (New Haven: Yale U n iv e rs ity  P re s s ,  1955), I ,  106, Lord Kames re c e iv e s  
v e ry  h igh  p r a i s e  from Rene W ellek: "Among a ttem p ts  a t  a  g en e ra l th eo ry  
o f  l i t e r a t u r e  [ in  th e  second h a l f  o f  th e  e ig h te e n th  c e n tu ry ],  Lord 
Kames1 Elements o f  C r i tic is m  (1762) seems th e  o n ly  independent and 
sy s te m atic  s y n th e s is .  Compared w ith  i t ,  Hugh B la i r ’s w ide ly  known 
L ec tu res on R h e to ric  and B e lle s  L e t tr e s  i s  o n ly  an u n o r ig in a l te x tb o o k ."

^ E le m e n ts  o f  C r i tic is m , ed . Abraham M ills  (New York: Sheldon 
§ C o., 1833), pp . 158-59.

32A common p h rase ; Smith uses  i t  in  Desmond ( I ,  271) and e lsew here .

33McKenzie, p .  220.

^Karnes, p .  159.

^K arnes, p.  160.

36Ib id .

37G ilp in , p .  17.

38M artin  P r ic e ,  "The F ic t io n a l  C o n tra c t ,"  ed. Frank Brady, John 
Palm er, and M artin  P r ic e ,  L i te r a ry  Theory and S tru c tu re  (New
Haven: Y ale U n iv e rs ity  P re s s ,  1973), p .  169.
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3^ P rice, p . 176.

40McKenzie, p . 211.

41P o u le t,  p .  55.

P o u le t,  p .  57.

43P o u le t,  p .  64.

44P o u le t,  p .  58.
45 Ib id .  Cf. W allace S te v en s , "Anecdote o f  th e  J a r , "  The C o lle c te d  

Poems (New York: Knopf, 1968), p .  76.

4^ I t  i s  f a i r  to  in f e r  t h a t  th e  n o v e ls  o f  w r i te r s  im p l ic i t l y  o r  
e x p l i c i t l y  p u rsu in g  t h i s  purpose a re  in  some sense  " e p is te m o lo g ic a l,"  as  
E r ic  R o th s te in  does. In  an a ly z in g  what he p e rc e iv es  as b o th  e p is t e ­
m olog ical purpose and method in  c e r t a in  e ig h te e n th -c n e tu ry  n o v e ls ,  
R o th s te in  sa y s , " I f  one i s  to  have knowledge, one must have knowers 
to  make and t e s t  in fe re n c e s , and so we a re  shown a  c e n tr a l  c h a ra c te r  
o r  m a tr ix  o f  c h a ra c te rs  who p re te n d  to  be in te r p r e t e r s  o f  e x p e rie n ce .
We a re  in v ite d  to  jo in  t h e i r  exp erim en ta l groups as c r i t i c a l  o b se rv e rs  
who can (and do) le a rn  more, o r  a t  a  d i f f e r e n t  r a t e ,  th an  th e y  do"
(p . 24 4 ). My s o le  r e s e rv a tio n  h e re  i s  to  R o th s te in 's  em phasis. He 
seems to  a rgue th a t  th e  p a t te rn  in  such n o v e ls  i s  d ic ta te d  more by 
t h e i r  purpose th an  by t h e i r  method. I would argue th e  c o n tra ry , t h a t  
th e  ep is te m o lo g ic a l s tr u c tu r e  i s  a  con v en tio n a l method o f  l i t e r a r y  p re ­
s e n ta t io n ,  i t s  purpose in  g e n e ra l b e in g  understood  as  so obvious and 
" n a tu r a l"  as  to  be  v i r t u a l l y  tak e n  fo r  g ran te d .

47Henry, Book X, Chapt. I .

48Ib id .

49As d id  Mary S h e lley  in  F ra n k en s te in  (1817) when she  i n t r o ­
duced two id e a l iz e d  fa m ilie s  i n  o rd e r  to  show th e  o p p o s ite  o f  th e  r e l a ­
t io n s h ip  Dr. F ran k en ste in  has w ith  th e  m onstrous c re a tu re  t h a t  i s ,  as 
i t  w ere , h i s  c h ild ;  th e  "d esig n "  o f  th e  novel shows th u s  a p ro p e r  use  o f  
"g ro u p in g ."

5^The A n a ly tic a l Review 51 (1795), in  W illiam s, p . 397.

51W illiam s, p . 398.

52S e r ie s  2 , 15 (1794), in  W illiam s, pp . 392-33.

53S e r ie s  2 , 11 (1794), i n  W illiam s, p . 390.
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C f. Andrew L. G r i f f in ,  "Wordsworth and th e  Problem o f  Imagina­
t iv e  S to ry : The Case o f  'Simon L e e ,,n  PMLA, 92 (1977), 395. G r i f f in  
p o in ts  c u t  t h a t  to  Wordsworth th e  " l a t e r  decades o f  th e  e ig h te e n th  cen tu ry  
have been a k ind  o f  l i t e r a r y  l o s t  weekend. Modern l i t e r a t u r e ,  l ik e  g in , 
has worked to  'b lu n t  th e  d isc r im in a tin g  powers o f  th e  mind, and, u n f i t t i n g  
i t  fo r  a l l  v o lu n ta ry  e x e r t io n ,  to  red u ce  i t  to  a  s t a t e  o f  a lm ost savage 
t o r p o r . ’ By t h i s  s tro n g  d r in k  Wordsworth s p e c i f ic a l l y  means n a r r a t iv e s :  
'e v e n ts ' in  p r i n t ,  f i c t io n a l  o r  n a t io n a l ."  G r i f f i n 's  a n a ly s is  i s  o f  
th e  a n t i - n a r r a t i v e  th r u s t  o f  "Simon L ee."

55E lle d g e , p . 930.

^G odw in , xx v i.

87Kames, p .  475. A ll o f  th e  fo llo w in g  q u o ta tio n s  appear in  th e  
Appendix, "Terms D efined o r E x p la in ed ."

58Kames, p .  476.

89A Study o f  th e  Word "S en tim en ta l"  and o f  O ther L in g u is t ic  
C h a r a c te r is t ic s  o f  E ig h teen th  Century Sen tim en talism  in  England (H e ls in k i, 
1951), p . 16.

^ E ra m e ts a , p . 23.

^K arnes, p .  475.

62Ib id .

63Kames, p .  478 n .

64Kames, p .  476.

65Kames, p p . 480-81.

^6W aiter Jackson B ate , From C la s s ic  to  Romantic: P rem ises o f  
T aste  in  E igh teen th -C en tu ry  England (1946; r p t .  New York: H arper and 
Row, H arper Torchbooks, 1961), p . 148.

67Kames, p .  476.

68McKenzie, p . 203.

69See P a t r i c ia  M. Spacks, "Ev’ry  Woman i s  a t  H eart a  R ak e ,’" 
E ig h teen th  CentuTy S tu d ie s , 8 (1974), p p . 36-41, fo r  a  d isc u s s io n  o f  th e  
r e la t io n s h ip  betw een Johnson’s  m is tru s t  o f  th e  im ag ination  and id ea s  
about fem ale s e x u a l i ty .  See e sp . p .  39 f o r  Fanny Burney be in g  warned 
t h a t ,  in  keeping  a  jo u rn a l ,  she i s  engaged in  a  p o ss ib ly  e ro t ic  a c t i v i t y  
as w ell as f o r  Mary W o lls to n e c raft warning a g a in s t  th e  n a tu re  o f  th e  
t i t i l l a t i o n s  th e  re a d e r  g e ts  from se n tim en ta l f i c t i o n .
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^^Ed. Thomas H. D. Mahoney (New York: The L ib e ra l A rts  P re ss , 
1955), p .  42.

71Burke, p .  99.

72McKenzie, p .  211.

74McKenzie, p 244; Kames, p .  247.

75McKenzie, p .  244.

7^D avies, p . 167.

77The r e v iv a l  o f  th e  son n et form by C h a r lo t te  Smith and W illiam  
L is le  Bowles i s  evidence o f  t h i s  i n t e r e s t .  On l a t e  e ig h te e n th -c e n tu ry  
a t t i tu d e s  toward S hakespeare , see  Kenneth Muir and S. Schoenbaum, A 
New Companion to  Shakespeare S tu d ies  (Cambridge: Cambridge U n iv e rs ity  
P re s s ,  1971), pp . 243-44; see  e sp . p .  244 on th e  f i r s t  s tu d y  o f  Shakes­
pearean  imagery p u b lish ed  in  1794. E qually  i n te r e s t in g  i s  th e  p i c t o r i a l  
u se  made o f  Shakespearean and M ilto n ic  s u b je c ts .  In  Romanticism and th e  
S o c ia l Order 1780-1830 (London: B landford P re ss ,  1969), p . 369, R. W.
H a rr is  n o te s  t h a t ,  " s in c e  G arrick  and Mrs. Siddons had aga in  made 
S hakespeare’s  c h a ra c te rs  household w ords, i t  was n a tu ra l  t h a t  a r t i s t s  
shou ld  tu rn  to  Shakespeare f o r  i n s p i r a t io n .  In 1786 John B oydeil, an 
en g rav e r, e s ta b l is h e d  a  Shakespeare G a lle ry , to  which alm ost a l l  th e  
g re a t  a r t i s t s  o f  th e  day, in c lu d in g  Reynolds, c o n tr ib u te d . The g a l le ry  
was open to  th e  p u b l ic ,  and engrav ings o f  th e  p ic tu r e s  were so ld  throughout 
th e  c o u n try . A fte r  Shakespeare, th e  g re a te s t  l i t e r a r y  in flu e n c e  was t h a t  
o f  M ilto n , and Henry F u s e li  s t a r te d  a  M ilton G a lle ry , f o r  which he 
p a in te d  f o r ty  p i c tu r e s . "

^ C o n trib u tio n s  to  th e  Edinburgh Review (London: Longman, Brown, 
Green and Longmans, 1844), I I I ,  p .  284; quoted by McKenzie, p .  255.

79Graham, p . 210.

80An Essay on P r in t s ,  5 th  ed . (London: C addell & D avies, 1802),
p .  16.

81The A n a ly tic a l Review 16 (1793), in  loan  W illiam s, e d . ,  Novel 
and Romance, 1700-1800 (New York: Barnes and Noble, 1970), p .  377; 
subsequent q u o ta tio n s  a re  from th e  same rev iew , pp . 377-78.

82W illiam s, p . 379.

84Ib id .
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^ G i lp i n ,  p . 30.

8^Cf. I rv in g  Stone, I rv in g  W allace, and o th e rs  i n  o u r own tim e. 
Smith shows h e re , and in  what fo llo w s , th e  k ind  o f  c r i t i c a l  in te l l ig e n c e  
th a t  s e ts  h e r  a p a r t  from th e  " lad y  n o v e l i s ts ."

^ E r i c h  A uerbach 's d isc u ss io n  o f  Stendhal in  Mimesis C trans. 
W illard  Trask [1946; r p t .  Garden C ity , N .Y .: Doubleday Anchor, 1953], 
pp . 407 f f . )  i s  in  many r e s p e c ts  re le v a n t  to  developm ents in  E nglish  
f i c t i o n  a f t e r  1789. The beg in n in g s  o f  p e rs p e c tiv e  a re  in  synchron ic , 
s p a t i a l  expanse. There i s  a  se n se  o f  tem poral change, b u t n o t o f  
h i s t o r i c a l  e v o lu tio n . Because S te n d h a l 's  n ove ls show a  " tim e-p e rsp e c tiv e "  
b u t  l i t t l e  h i s t o r i c a l  p e rs p e c tiv e , Auerbach f in d s  i t  "n o t to o  easy  to  
d e sc r ib e  S te n d h a l 's  in n e r  a t t i t u d e  toward s o c ia l  phenomena. I t  i s  h is  
aim to  s e iz e  t h e i r  every  nuance; he most a c c u ra te ly  re p re s e n ts  th e  p a r t i ­
c u la r  s t r u c tu r e  o f  any g iven  m il ie u , he  has no p reco n ce iv ed  r a t i o n a l i s t i c  
system  concern ing  th e  g en e ra l f a c to rs  which determ ine s o c ia l  l i f e ,  nor 
any p a tte rn -c o n c e p t  o f  how th e  id e a l  s o c ie ty  ought to  look; b u t in  
p a r t i c u l a r s  h i s  re p re s e n ta tio n  o f  ev en ts  i s  o r ie n te d ,  wholly in  th e  
s p i r i t  o f  c la s s ic  e th ic a l  psychology, upon an an a ly se  du coeur humain, 
n o t upon d isco v ery  o r  p rem onitions o f  h i s t o r ic a l  fo rc e s ;  we f in d  
r a t i o n a l i s t i c ,  e m p ir ic a l,  sen su a l m o tifs  in  him, b u t h a rd ly  th o se  o f 
rom antic  H is to rism " (p . 40 8 ). There i s  th e  same d i f f i c u l ty  in  des­
c r ib in g  th e  e f f e c t  o f  tem poral p e rs p e c tiv e  in  la te -e ig h te e n th -c e n tu ry  
E ng lish  n o v e ls .

88The fu n c tio n  o f  th e  h i s t o r i c a l  co n tex t in  S c o t t 's  no v e ls  i s ,  
i n  a s t r u c tu r a l  se n se , somewhat l ik e  th e  fu n c tio n  o f  S h ak esp ea re 's  
Hamlet in  Tom S to p p a rd 's  p lay  R osencrantz and G u ild en s te rn  a re  Dead: 
s ig n i f ic a n t  a c tio n  on th e  p a r t  o f  S c o t t 's  "h ero es"  i s  l a r g e ly  determ ined 
by and w ith in  th e  c o n tex t which, because i t  i s  th e  f a c tu a l  h i s to r y  o f  
th e  tim e , i s  f ix e d . In  W averley, fo r  example, Edward W averley becomes 
a s so c ia te d  w ith  S c o ttish  J a c o b ite s  and h is  p e rso n a l h i s to r y  develops as 
a consequence o f  p o l i t i c a l  ev en ts  surround ing  th e  in v as io n  o f  th e  
P re te n d e r, P rin ce  C harles (1745), in c lu d in g  th e  s to r y  o f  h i s  love fo r  
Rose Bradwardine. S c o tt made u se  o f  a k ind  o f  l i t e r a r y  "determ inism " 
in  f a c t .  Because h i s  dev ice  i s  th e  h i s to r y  o f  n a t io n s ,  h i s  no v els  a re  
v e ry  much to  th e  t a s t e  o f  modern c r i t i c s ,  e s p e c ia l ly  M arxist ones. His 
p o l i t i c a l  views a r e ,  however, c o n s id e rab ly  le s s  r a d ic a l  th an  th o se  o f  
w r i te r s  l ik e  Sm ith.

8^Censura L i te r a r i a ,  V II , 254.
Qf)

79 (S e p t. ,  1788), 242-43.

9165 (June, 1788), 531.
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CHAPTER IV

C h a ra c te r iz a tio n  and S e t t in g s :  S e n sa tio n s  and Emotions

The most conspicuous te c h n ic a l  development in  C h a r lo tte  S m ith 's  

n o v e ls , and one which h e r  re a d e rs  im m ediately reco g n ized  a s  a  v a lu a b le  

a s s e t  in  p ro se  f i c t i o n ,  was t h a t  she in tro d u ced  d e s c r ip tio n s  o f  n a tu ra l  

s cen e ry . How much t h i s  c o n tr ib u te d  to  th e  f u l l e r  r e a l iz a t io n  o f  charac­

t e r s  was n o t im m ediately e v id e n t ,  y e t  th e  sim ple  f a c t  t h a t  she  used 

landscape  rec e iv ed  u n iv e rs a l  a p p ro b a tio n . In  r e c a l l i n g  th e  o r ig in a l  

r e c e p tio n  o f  Emmeline, The Orphan o f  th e  C a s t le ,  S i r  Samuel Egerton  

Brydges ran k s  S m ith 's  u se  o f  landscape  as fo u r th  among th o se  c h a ra c te r ­

i s t i c s  t h a t ,  in  1788, im pressed re a d e rs  as s in g u la r ly  o r ig in a l  develop­

ments in  p ro se  f i c t i o n .  He r e p o r t s  t h a t  Emmeline

d isp la y e d  such a  sim ple energy o f  language, such an a c c u ra te  
and l iv e l y  d e l in e a tio n  o f  c h a ra c te r ,  such a  p u r i ty  o f  
se n tim e n t, and such e x q u is i te  scen ery  o f  a p ic tu re sq u e  and 
r ic h ,  y e t  most u n a ffe c te d  im ag in a tio n , as gave i t  a ho ld  
upon a l l  r e a d e rs  o f  t ru e  t a s t e ,  o f  a new and most c a p tiv a tin g  
k in d . The sim ple  charms o f  Emmeline; th e  d e s c r ip t io n  o f  
th e  Old C a s tle  i n  Wales; th e  m arine scen e ry  in  th e  I s l e  o f  
W ight; th e  C h aracte r  o f  Godolphin; and many o th e r  p a r t s ,  
p o ssessed  a s o r t  o f  charm, which had n o t  h i th e r to  been im­
p a r te d  to  n o v e ls .1

S i r  W alter S c o tt ran k s  S m ith 's ,Tpower o f  n a tu ra l  d e s c r ip tio n "  t h i r d  in

im portance , a f t e r  h e r  " in v e n tio n , t h a t  h ig h e s t  p ro p e r ty  o f  g en iu s"  and 
2

"h e r  knowledge o f  th e  human bosom." Mary R u sse ll M itfo rd , as  l a t e  as  

1880, ju d g es  Smith as  i n f e r io r  to  no n o v e li s t  o th e r  than  A usten; h e r
3

enthusiasm  i s  p r im a r i ly  fo r  S m ith 's  " lan d scap e  p a in t in g ."  In  1941,

F. M. A. H ilb is h , summing up e a r l i e r  c r i t i c a l  a p p ra is a ls  and o f fe r in g  h e r  

own, adm its t h a t  such d e s c r ip t io n s ,  a n o v e lty  in  p ro se  f i c t i o n  throughou t

-  165 -
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th e  1 7 9 0 's , became, in  la rg e  p a r t  because o f  th e  su ccess  o f  Mrs.

R a d c l i f f e 's  "p ic tu re sq u e "  and "sublim e" lan d scap es , so marked an a s s e t

t h a t  th ey  were used m echan ica lly  even by Smith h e r s e l f :  "O ccasio n a lly

Mrs. Smith u se s  n a tu re  f o r  i t s  own sa k e , d ragging  i t  in  as  a  s u p e r f ic ia l

ornament and d is ru p tin g  th e  p l o t . "  Even s o , H ilb ish  p o in ts  o u t, S m ith 's

lan d scap es  a re  v e ry  r a r e ly  i r r e le v a n t .  N ature  may sometimes make a

g ra tu i to u s  appearance in  h e r  n o v e ls ,  b u t u su a lly

she employs i t  as a  d ram atic  background to  develop and 
in flu e n c e  c h a ra c te r  and to  a id  th e  p l o t  as she  p ic tu r e s  
n a tu r a l l y  th e  scenes th rough  which h e r  hero moves. This 
harmony betw een o n e 's  inm ost f e e l in g s  and e x te rn a l  n a tu re  
i s  an a t t r i b u t e  o f  modem f i c t i o n .  E a r l i e r  th an  th e  l a t e  
e ig h te e n th  cen tu ry  i t  was a  c h a r a c te r i s t i c  o f  p o e try  b u t 
n o t o f  p ro se . In  France i t  f i r s t  p assed  in to  p ro se  in  
th e  w r i tin g s  o f  Rousseau; and in  England, f i r s t  in  th e  
n o v e ls  o f  Mrs. Sm ith .4

H i lb is h 's  o b se rv a tio n s  axe im p o rtan t because they  p o in t  to  a  r ig h t  b e ­

g in n in g  f o r  a  s tu d y  o f  S m ith 's  tre a tm e n t o f  c h a ra c te r  in  th e  n o v e l.

S m ith 's  d e s c r ip t io n s  a re  fu n c tio n a l  r a t h e r  th an  d e c o ra t iv e :  th ey  d e riv e  

from and a re  a p p ro p r ia te  to  v e rs e ,  b u t th e y  undergo s u f f i c i e n t  m o d if ic a tio n  

to  d em onstra te  t h a t  good f ic t io n a l  p ro se  can and should  sometimes 

approach p o e try .

J .  M. S. Tompkins q u i te  r i g h t ly  p o in ts  ou t t h a t  Sm ith’s a re  

" so b e r, v e ra c io u s  sk e tch es"  in  c o n tr a s t  to  R a d c l if f e 's  "glow ing, id e a l  

p ic tu r e s ." ^  I t  i s  im p o rtan t to  make t h i s  d i s t in c t io n ;  th e  tendency 

among th o se  who w r ite  about Jane A u stin  i s  to  p e rp e tu a te  th e  n o tio n  th a t  

N orthanger Abbey p a ro d ie s  Emmeline, hence su g g estin g  t h a t  Sm ith ' s  lan d ­

sc ap e s , l ik e  h e r  n o v e ls , a re  s im ila r  b u t i n f e r io r  to  R a d c l i f f e 's :  n e i th e r  

a s s e r t io n  i s  t r u e .^  A s tu d y  o r  S m ith 's  landscapes  ought to  b eg in  on 

i t s  own term s, r a th e r  th an  as a se arc h  f o r  ev idence t h a t  a e s th e t ic
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n o tio n s  about p ic tu re sq u e  and sublim e scenery  had i n f i l t r a t e d  th e  E ng lish  

novel as e a r ly  as  1788, o r  t h a t  Smith i s  one o f  R a d c l if f e 's  so u rces .

A more th an  cu rso ry  read in g  o f  C h a r lo tte  Sm ith’s  no v e ls  shows 

an im portan t in n o v atio n  in  th e  tre a tm e n t o f  p la c e , w hether i n t e r io r  o r  

e x te r io r .  P lace  in  S m ith 's  n ove ls becomes a  s e t t in g  in s te a d  o f  sim ply 

a  lo c a t io n .  C h arac te rs  had t r a v e l le d  i n  f i c t i o n  b e fo re  1788, and 

p lo ts  co n s tru c te d  by rec o rd in g  s ta g e s  o f  a jou rney  a re  among th e  most 

p r im it iv e  forms o f  o rg a n iz a tio n  fo r  long  n a r r a t iv e s ;  n a r r a t iv e s  based 

on t h i s  convention  were c e r ta in ly  p o p u lar  and numerous in  England in  

th e  e ig h te e n th  c e n tu ry . C h aracte rs  a ls o  had h e ld  and expressed  o p in ions 

about p lac e s  th ey  v i s i t e d ,  in  keeping w ith —hence, a ls o  r e v e a lin g —t h e i r  

re s p e c tiv e  t a s t e s .  What i s  new in  th e  1 7 9 0 's , and la r g e ly  S m ith 's  

c o n tr ib u tio n , i s  th e  n o tio n  th a t  a u s e fu l  way o f  p re se n tin g  a c h a ra c te r  

i s  to  show th e  in te r a c t io n  between him and h i s  s e t t in g .  The purpose o f  

t h i s  c h ap te r  i s  to  show th a t  S m ith 's  landscapes o f f e r  h e r  o p p o r tu n itie s  

to  employ a  v a r ie ty  o f  p o e tic  conventions to  ex p lo re  th e  em otional l i f e  

o f  h e r  c h a ra c te rs .  She had an eye fo r  i n te r io r s  to o , and h e r d e s c r ip tio n s  

o f  houses and rooms a re ,  l ik e  h e r  d e s c r ip tio n s  o f  lan d scap e , fu n c tio n a l 

more o f te n  than  d e c o ra t iv e . (The n ex t c h ap te r  shows what some o f  th o se  

fu n c tio n s  a r e . )

In  showing how a c h a ra c te r  p e rc e iv e s , th in k s  ab o u t, fe e ls  

abou t, i s  a f f e c te d  by, and i s  fo rced  to  a c t  in  o r  r e a c t  to  a  s e t t in g ,

Smith re v e a ls  what i s  c h a ra c te r i s t ic  about th e  g en esis  and ev o lu tio n  

o f  thought and f e e l in g  in  t h a t  c h a ra c te r .  Coming in  th e  m iddle o f  a 

p e rio d  d u rin g  which fe e l in g s  a re  a t  th e  c e n te r  o f  p h ilo so p h ic a l in q u ir ie s  

in to  ep istem ology, a e s th e t ic s ,  and m o ra lity ,  Smith p e rc e iv es  a  m u ltitu d e
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o f  n ic e  d i s t in c t io n s  to  be made among em otions.* The in te r a c t io n  between 

a  c h a ra c te r  and h is  s e t t in g  i s  fo r  h e r  a  way o f  e l i c i t i n g  a very  broad 

range o f  resp o n se . R a d c lif fe  made th e  most o f  one o f  th e  ways in  which 

t h i s  i n te r a c t io n  becom es;dram atic, th e  in flu e n ce  o f  s e t t in g  on c h a ra c te r ,  

b u t S m ith 's  i n t e r e s t  beg in s  w ith  se n sa tio n s  one i s  b a re ly  conscious o f  

e n te r ta in in g  and extends to  emotions th a t  p rese n t them selves in  a  form 

so in te n s e  th a t  one i s  b a re ly  a b le  to  endure them.

E qually  s ig n i f ic a n t  a re  th e  o p p o r tu n itie s  prov ided  by s e t t in g  

to  d i s t in g u is h  th e  p o in t  o f  view o f  th e  au th o r from t h a t  o f  h e r ch a rac ­

t e r s ,  and to  d is t in g u is h  among h e r c h a ra c te rs ' s e v e ra l p o in ts  o f  view 

toward th e  same s e t t in g .  In  S m ith 's  n o v e ls , s e t t in g  i s  o f te n  a  d ev ice  

to  show and v ary  d is ta n c e  between th e  c h a ra c te r 's  p o in t  o f  view and th e  

n a r r a to r 's .  As Wayne C. Booth p o in ts  o u t ,^  moral is s u e s  th a t  a re  

r a is e d  when th e  p o in t o f  view o f  th e  au th o r i s  n o t c le a r ly  d is tin g u is h e d  

from th e  p o in t  o f  view o f  c e r ta in  k inds o f  c h a ra c te rs  a re  o f  some con­

sequence, because th e  novel i s  so po p u lar a  l i t e r a r y  form. Smith o f te n  

u ses  "mixed c h a ra c te r s ,"  and consequently  runs th e  r i s k  o f  seeming to  

ask h e r  rea d e r  to  condone im p ro p rie ty  o r  im m ora lity .^

Smith drew on two o f  th e  most im portan t C o n tin en ta l no v els  

o f  th e  e ig h te e n th  c en tu ry , Manon Lescaut and The Sorrows o f  Young W erther, 

b o th  o f  which embody th e  problem . She w rote sonnets from W erth e r 's
9

p o in t  o f  view, in  h is  p e rso n a , p re c is e ly  because i t  i s  a s e d u c tiv e  one; 

she g lo sse s  over th e  in te n t io n  o f  h e r  f ic t io n a l  t e x t ,  however, when she 

has Emmeline c i t e  Shakespeare on rom antic love as h e r  l i t e r a r y  a u th o r i ty

*See Chapter I I I ,  pp . 135-40 above.
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(Delamere e a r l i e r  c i t e s  Goethe as  h i s ) : "Men have d ied  from tim e to  

tim e , and worms have ea ten  them—b u t n o t fo r  lo v e" (Em, IV, 409). Even 

more to  th e  p o in t ,  Smith was fo rced  to  w ithdraw a t r a n s la t io n  o f  

Manon L escaut a f t e r  i t s  p u b lic a tio n  in  1786 because c r i t i c s  condemned

i t  as a  novel t h a t  condones im m o ra lity .1^ Both Manon Lescaut and The 

Sorrows o f  Young W erther a re  novels i n  which evidence o f  i ro n ic  d is ta n c e  

between a u th o r and c h a ra c te r  i s  d i f f i c u l t  f o r  a  n a iv e  re a d e r  to  p e rc e iv e ; 

i t  can be lo c a te d  only  by means o f  th e  knowledge and ex p erien ce  a 

s o p h is t ic a te d  re a d e r  b rin g s  to  th e  t e x t ,  and even th en  th e  degree o f  

d is ta n c e  rem ains in d e te rm in a te .

The audience fo r  f i c t io n  du rin g  th e  1790’s was la rg e ly  young 

and fem ale , hence n e ith e r  w e ll-ed u ca ted  n o r w o rld ly . I f  th e re  i s  a  good 

d ea l o f  r ic h  f i c t i o n  to  be w r i t te n  about d ep lo ra b le  c h a ra c te rs  (and bo th  

Manon and W erther a re  ev idence th a t  th e re  i s ) ,  th e re  must a ls o ,  in  an 

age w orried  about th e  in flu e n ce  o f  novels on th e  young, b e :s u b t le  and r e l a ­

t iv e ly  u n o b tru s iv e  modes o f  p re s e n ta t io n  th a t  p rev en t such f ic t io n s  from 

being  "m isread" should  th ey  become p o p u lar—and Smith c e r ta in ly  wanted 

h e r  n o v els  to  be p o p u lar  and lu c r a t iv e .  W riting  about th e  r e la t io n s h ip  

between c h a ra c te r  and s e t t in g  a ffo rd s  Smith an o p p o rtu n ity  fo r  reg u la te d  

sed u c tio n  o f  th e  re a d e r  on th e  one hand and re g u la te d  iro n y  on th e  o th e r .  

How c lo se  th e  a u th o r ’s p o in t  o f  view comes to  sh a rin g  o r  r e je c t in g  th e  

c h a ra c te r ’s becomes in  h e r  no v e ls  a s ig n i f ic a n t  way o f  c o n tro l l in g  re a d e r  

a f f e c t  and in d ic a tin g  i n te n t io n .11

Sm ith’s methods d e riv e  from p o e try . She makes use  o f  such 

r e a d i ly  rec o g n iz ab le  p o e tic  conventions as th e  p a th e t ic  f a l l a c y ,  s im ile ,  

m etaphor, th e  an im ation  o f  inan im ate  o b je c ts ,  symbol and emblem. A

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



170

p o e tic  p ro se  s ty l e  i s  n o t  a l l  she ach iev es  by doing so . Because she 

shows th e  e v o lu tio n  o f  f e e l in g  w ith in  a  s e t t in g ,  she g iv es  th e  p ro cess  

a t e x tu r e  borrowed from th e  p h y s ic a l space w ith in  which i t  i s  lo c a te d , 

and a dynamic borrowed from th e  d u ra t io n  and pace o f  th e  tem poral sequence 

w ith in  which i t  a r i s e s .  I t  th u s  becomes p o s s ib le  to  ren d e r  p sy ch o lo g ica l 

phenomena as f e l t  ex p e rien ce .

That S m ith 's  u se  o f  lan d scap e  in  th e  novel i s  c lo s e ly  r e la te d

to  contem porary p r a c t ic e  i n  p o e try  i s  b e s t  i l l u s t r a t e d  by a  passage from

The Old Manor House. Smith shows, in  O rlando, th e  way in  which sense 

12and s e n s i b i l i t y  r e a s s e r t  them selves a f t e r  Orlando s u f f e r s  a  tem porary 

lap se  in to  th e  k ind  o f  th in k in g  th a t  i s  th e  most tre a c h e ro u s  consequence 

o f  th e  p a th e t ic  f a l l a c y .  Orlando comes to  u n d ers tan d  th a t  a m audlin 

c o n v ic tio n  o f  doom he had fo rm erly  e x tra c te d  from a gloomy f o re s t  

a c tu a l ly  o rg in a ted  in  th e  .e f f e c t  on h i s  own mind o f  h i s  own f e a r s .

The same f o re s t  confirm s th e  optim ism  o f  a  h a p p ie r  man in  a  g reen er 

season :

The s ig h t  o f  th e  many well-known o b je c ts  on [O rlan d o 's]  
way [from th e  Somerive home to  th e  manor ho u se]—every  t r e e ,  
every  sh ru b , r e c a l le d  to  h i s  mind a thousand p le a s in g  id e a s ;  
and as he p assed  h a s t i l y  th rough th e  f i r  wood, where in  a  
d re a ry  n ig h t  o f  December he had l a s t  p a r te d  from Monimia, 
o r  a t  l e a s t  p assed  a  few a g ita te d  moments p rev io u s  to  t h e i r  
p a r t in g ,  he compared h is  p re s e n t  s e n sa t io n s  w ith  what he had 
a t  th a t  tim e f e l t ,  and laughed a t  th e  s u p e r s t i t io u s  im pression  
g iven  him th e n , and on some form er o c c as io n s , by th e  gloom 
o f  th e  w in te r  sky—when he fan c ie d  t h a t ,  in  th e  hollow  murmur 
o f  th e  b re e z e , he h e a rd , "Orlando w i l l  r v i s i t  th e s e  scenes 
no m ore!"

Every o b je c t ,  th en  wrapped in  r e a l  and im aginary  h o r ro r s ,  
was now gay and jo y o u s. I t  was a lo v e ly  glowing ev en ing , 
tow ards th e  end o f  A p r i l .—The sun was s e t ,  b u t h i s  beams 
s t i l l  t in g e d  w ith  v iv id  c o lo u rs  th e  w estern  c lo u d s , and t h e i r  
r e f l e c t io n  gave th e  w a te r  o f  th e  lak e  t h a t  warm and ro s e a te  
hue which p a in t in g  cannot r e a c h .—The te n d e r  g reen  o f  sp rin g  
formed to  t h i s  a  lo v e ly  c o n tr a s t ;  and, where th e  wood o f
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a n c ie n t p in es  ceased , h is  p a th  la y  through  a  coppice o f  low 
underwood and young s e lf -p la n te d  f i r s —th e  ground under them 
th ic k ly  strew n w ith  p rim roses and th e  e a r l i e s t  w ild  flow ers 
o f  th e  y e a r.

Hope and p le a su re  seemed to  b re a th e  around him—Hope and 
p le a su re  f i l l e d  th e  h e a r t  and f la sh e d  in  th e  eyes o f  Orlando; 
and perhaps th e  moment when he reached  th e  door o f  th e  o ld  
H a ll,  though he was fo rced  to  sto p  a moment to  rec o v e r h i s  
b re a th  and r e c o l le c t io n  was one o f  th e  h a p p ie s t  in  h i s  l i f e  
COMH, I I I ,  304-305).

O rlan d o 's  e r r o r  was t h a t  he confused "seem ing" w ith  "b e in g ."

I t  i s  s ig n i f ic a n t  t h a t  what he  has done i s  c a l le d  " s u p e r s t i t io u s "  

because t h a t  word p o in ts  back to  an e a r l i e r  ep isode d u rin g  which O rlando, 

in  h is  c a p ac ity  as s e lf -a p p o in te d  t u to r ,  p e rc e iv e s  and t r i e s  to  c o rr e c t  

su p e rs i tio u s  b e l i e f s  t h a t  Monimia has e n te r ta in e d .  He t e l l s  h e r  t h a t  

she i s  wrong to  have a t t r ib u t e d  c e r ta in  in e x p lic a b le  n o ise s  in  th e  manor 

house to  g h o s ts .  He u nders tands th a t  h e r  ignorance  and c re d u l i ty  were 

f e r t i l e  ground, and m isconceptions had e a s i l y  taken  r o o t;  t h a t  fe a rs  

e l i c i t e d  by th e  m ysterious n o ise s  had a tta c h e d  them selves to  f a l la c io u s  

n o tio n s  she had been g iv en . S u p e rs t i tio n  i s ,  f o r  him, a concurrence o f  

f e a r  and m isconcep tion . The k in d  o f  e r r o r  Orlando ca tch es  h im se lf  in  i s  

s im ila r  to  M onim ia 's. The grim  appearance o f  th e  f o re s t  in  f a l l  and 

w in te r ,  l ik e  th e  n o ise s  Monimia h e a rs ,  i s  a  f a c t .  O rlan d o 's  f e a r  t h a t  

he might be k i l l e d  f ig h t in g  th e  American c o lo n is ts  and n ev er r e tu r n ,  l ik e  

M onimia's o f  m ysterio u s  a c t i v i t y  in  th e  house, i s  b o th  r e a l  and under­

s ta n d a b le . "F a te"  i s  a  concep tion  about som ething in v is ib l e  and su p e r­

n a tu r a l .  The n o tio n  may o r  may n o t be v a l id ,  b u t Orlando does n o t 

s e r io u s ly  b e lie v e  t h a t  a  man can know h is  own f a t e .  For Orlando to  

suppose t h a t  th e  w orld around him p r o f f e rs  omens i s  to  be s u p e r s t i t io u s .

There i s  an in te r e s t in g  d if fe re n c e , however, between what accounts 

fo r  M onimia's g u l l i b i l i t y  and what accounts f o r  O rlan d o 's . I f  i t  i s
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Monima*s ignorance th a t  in v i te s  one k ind  o f  s u p e r s t i t io n ,  a b e l i e f  

in  g h o s ts ,  i t  i s  O rlan d o 's  s e n tim e n ta li ty  t h a t  in v ite s  a n o th e r ,  b e l i e f  

t h a t  th e r e  a re  e x te rn a l  s ig n s  t h a t  a u th e n t ic a te  a p rese n tim e n t. S e n t i ­

m e n ta li ty  and s e n s i b i l i t y  sh a re  c e r ta in  p resu p p o s itio n s  about th e  n a tu ra l  

w orld . The f i r s t  o f  th e s e  i s  t h a t  i t  i s  in  some sense  to  be re a d , t h a t  i t  

i s  i n t e l l i g i b l e .  The second i s  t h a t  th e  in fo rm atio n  gleaned  from th a t  

rea d in g  i s  in  some way p e r t in e n t  to  human ex p e rien ce . The sentim en­

t a l i s t  i s  one who d isc e rn s  in  th e  world a s ig n if ic a n c e  t h a t  he  h im se lf  

p r o je c ts  onto i t .  He sees  h im se lf  r e f l e c t e d  in  n a tu re ;  th e r e fo r e ,  th e re  

i s  som ething su sp ec t about th e  purpose and v a l id i ty  o f  what he  does.

The man o f t ru e  s e n s i b i l i t y ,  however, i s  one who read s  a sp e c ts  o f  th e  

n a tu r a l  world as  analogues o f  human ex p e rie n ce . His purpose i s  r a t i o n a l ,  

and th e re  i s  every  reason  to  expect him to  a r r iv e  a t  v a l id  and r e le v a n t  

i n s ig h ts  by means o f  th e  analogy . O rlan d o 's  e r ro r  i s  to  have m istaken  

som ething p o rten to u s  and ominous about th e  fo re s t  fo r  what he should  have 

tak en  as something analogous in  i t s  appearance to  th e  q u a li ty  o f  h i s  m o d . 

He erro n eo u s ly  rea d s  a r e f l e c t io n  o f  h i s  own forebodings as i f  i t  were 

a v e r i f ic a t i o n  o f  them.

Smith p o in ts  o u t t h a t  Orlando exceeds p r o p r ie t i e s  which d i s ­

t in g u is h  a d is c ip l in e d  s e n s i b i l i t y  from a k in d  o f voluptuous sentim en­

t a l i t y  when she t e l l s  th e  re a d e r  t h a t  t h e f o t e s t ,  as Orlando p e rce iv ed  i t ,  

was "wrapped in  r e a l  and im aginary h o r ro rs "  ( i t a l i c s  m ine). Im agination  

must be ex e rc ise d  w ith  g re a t  d i s c r e t io n  i f  i t  i s  to  fu n c tio n , as  i t  sh o u ld , 

to  e n ric h  th e  q u a li ty  o f  an experience  o r p e rc e p tio n ; o th erw ise  i t  i s  

l ik e ly  to  c lo a k , d is g u is e , hence, f a l s i f y .  Orlando should have e x e rc ise d  

th e  k ind  o f  re s e rv e  t h a t ,  f o r  example, W illiam  L is le  Bowles e x h ib i ts  in
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a  sonnet c a lle d  "Absence" (w rit te n  1793; OMH was p u b lish ed  in  th e  same

y e a r ) .  The sonnet reco rd s  an experience  v e ry  l ik e  what O rlan d o 's  would

have been had h e , l ik e  Bowles, d is t in g u is h e d  between th e  s e t t in g  i t s e l f

and th e  f e e l in g s  a  re sp o n siv e  in d iv id u a l e n te r ta in s  about i t :

There i s  s tra n g e  music in  th e  s t i r r i n g  wind,
When lowers th e  autumnal eve, and a l l  a lone 
To th e  dark  wood's co ld  c o v e rt  th o u  a r t  gone,
Whose a n c ie n t t r e e s  on th e  rough s lo p e  r e c l in e s  
Rock, and a t  tim es s c a t t e r  t h e i r  t r e s s e s  s e re .
I f  in  such shades, beneath  t h e i r  murmuring,
Thou l a t e  h a s t  passed  th e  h a p p ie r  hours o f  sp rin g ,
With sadness thou  w i l t  mark th e  fad in g  y ea r;
C h ie fly  i f  one, w ith  whom such sw eets a t  mom 
Or evening thou  h a s t  sh a red , a fa r  s h a l l  s tr a y .
0 S p rin g , r e tu rn !  r e tu r n ,  a u sp ic io u s  May!
But sad w i l l  be th y  coming, and fo r lo rn ,
I f  she re tu rn  n o t w ith  th y  ch eerin g  ra y ,
Who from th ese  shades i s  gone, f a r ,  f a r  away. 1 ̂

When Orlando f e e l s  more o p tim is t ic  and when sp rin g  has made th e  s e t t in g

i t s e l f  l e s s  gloomy, h i s  r e la t io n s h ip  to  th e  t e r r a i n  r e g i s te r s  p ro p e r ly :

as a s im ile  and n o t as " p a th e tic  f a l l a c y ."  O rlan d o 's  sense  o f  th e

t e r r a i n  he moves through i s  t h a t  i t s  a sp e c t  i s  l ik e  h i s  s t a t e  o f  mind.

What O rlan d o 's  r e la t io n s h ip  to  a  landscape should be i s  in  f a c t  

i d e n t ic a l  w ith  what C o leridge , when he p u b lish ed  h i s  Poems in  1797, 

thought th e  p ro p er r e la t io n s h ip  between a poe t and th e  landscape he 

draws on. In th e  p re fa c e  to  t h a t  volume, he say s  t h a t  th e  "most e x q u is i te "  

sonnets a re  th o se  in  which "moral Sen tim en ts, A f fe c tio n s , and F ee lin g s  

a re  deduced from, and a s so c ia te d  w ith , th e  scenery  o f  N a tu re ."  According 

to  O liv e r  E lto n , C o le rid g e 's  "d e s c r ip tio n  o f  th e  sonnet i s  avowedly 

drawn from th e  p r a c t ic e  o f  Bowles and C h a r lo t te  Sm ith, and f a i r l y  r e p re ­

se n ts  th e  s ta g e  which th e  form had reached  b e fo re  Wordsworth took  i t  t ip ."14 

S m ith 's  sonnets had f i r s t  appeared in  1784, and had gone through fo u r
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r e p r in t in g s  and e d it io n s  by 1789, when Bowles’ were f i r s t  p u b lish ed . 

C oleridge d e sc r ib es  a p o e tic  p r a c t ic e  o f  long s ta n d in g , and i t  i s  a 

p r a c t ic e  t h a t  Sm ith t r a n s fe r r e d  from th e  sonnet to  th e  n o v e l.

What C o leridge  p e rc e iv es  as th e  essence  o f  th e  so n n et—th a t  i t  

i s  "a sm all poem, in  which some lo n e ly  f e e l in g  i s  developed”—becomes 

a d i s t in c t iv e l y  "p re-ro m an tic "  mode o f  c h a ra c te r iz a t io n  in  Sm ith’s 

n o v e ls . The development o f  a " lo n e ly  f e e l in g "  i s  in  h e r  f i c t io n  a 

device t h a t  a s s i s t s  in  th e  development o f  c h a ra c te r ;  how a c h a ra c te r  

th in k s  and f e e l s  becomes p a r t  o f  th e  p ro cess  o f  p re s e n ta t io n .  Smith 

draws on landscape in  o rd e r  to  p rov ide  a p lac e  in  which and a tim e during  

which a  c h a ra c te r  i s  occupied w ith  e x p lo rin g  and an a ly z in g  h i s  though ts 

and f e e l in g s .  The a c t  o f  fe e l in g  has ex ten s io n  and d u ra t io n  in so fa r  as 

i t  i s  lo ca te d  in  b o th  space and tim e; th e  i d e n t i ty  o f  th e  c h a ra c te r ,  l ik e  

t h a t  o f  a p e rso n a , i s  im plied  by th e  n a tu re  and q u a li ty  o f  h i s  th ough ts 

and f e e l in g s .

Making u se  o f  s e t t in g  in  t h i s  way, Smith makes ome o f  h e r  charac­

t e r s  fu n c tio n  a s  c e n te rs  o f  in te l l ig e n c e  and emotion o r ,  in  e ig h te e n th -  

cen tu ry  term in o lo g y , c e n te rs  o f  f e e l in g .  T h is e a r ly  in  th e  development 

o f th e  novel in  England i t  i s  more u sua l to  f in d  c h a ra c te rs  c o n s tru c te d  

o u t o f  id ea s  and "p a ssio n s"  t h a t  a re  a ssig n ed  to  them as a t t r ib u t e s ;  a 

c r i t ic is m  th a t  m ight be le v e l le d  a t  Jane  Austen i s  t h a t  she i s  to o  o f te n  

g u i l ty  o f  m erely doing so w ith  m ajor c h a ra c te rs  even i f  she i s  m aste rly  

a t  making comedy come o f  i t .  In  th e  c h a ra c te r s ’ r e la t io n s h ip  to  th e  

ta n g ib le  f a c to r s  o f  t h e i r  environm ents, Smith f in d s  m a te r ia ls  by 

means o f  which she  t r i e s  to  ca tc h  th e  q u a li ty  o f  a f e e l in g  even as t h a t  

fe e l in g  b eg in s  t o  p re s e n t  i t s e l f  to  co n sc io u sn e ss . Sm ith’s ran g e , w ith
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r eg a rd  to  f e e l in g s ,  b eg in s  w ith  an o rd e r  o f  s e n tie n c e  th a t  i s  c lo s e  to  

th e  most p r im it iv e  k in d  o f  b io lo g ic a l  i r r i t a b i l i t y ;  i t  ex tends through 

s e n s i t i v i t y ,  s e n s u a l i ty ,  s e n s i b i l i t y ,  s e lf -c o n s c io u s  s e n tim e n ta li ty ,  

and even approaches th e  l im i t s  o f  a c u te  s e n s i le  ex p e rien ce .

A sen se  o f  th e  im portance o f  tim e , f i l l e d  and f e l t  t im e , to  th e  

e x p lo ra tio n  o f f e e l in g  i s  p robab ly  th e  most s ig n i f ic a n t  a sp ec t o f  what 

was o r ig in a l  in  t h i s  a re a  o f  S m ith 's  tec h n iq u e , a lth o u g h  i t  i s  more 

common among c r i t i c s  t o  n o t ic e  th a t  she spends tim e on d e s c r ip tio n s  o f  

th e  s e t t in g  r a th e r  th an  t h a t  she f i l l s  tim e w ith  them. In  The Old Manor 

House, Sm ith’s h e ro in e  i s  th e  most ingenuous, s e l f - e f f a c in g ,  and in su b ­

s t a n t i a l  o f  ing en u es . Yet even she  has f e e l in g s ,  and th e r e  i s  a g re a t 

d e a l to  be gained  by t e l l i n g  th e  rea d e r  what th ey  a r e .  What i s  to  be 

l o s t  by any mode o f  t e l l i n g  th a t  does n o t ex tend  c o n s id e rab ly  in  tim e 

i s  th e  p re c is e  q u a li ty  o f  th e  f lu c tu a t io n s  and nuances o f  f e e l in g  in  so 

th in  and f r a g i l e  a  c h a ra c te r .  In ste a d  o f  t e l l i n g  what i t  i s  t h a t  

Monimia f e e l s ,  t h e r e fo r e ,  Smith s e ts  o u t to  show fe e l in g  in  p ro c e ss .

For example, a t  one p o in t  Monimia i s  w a itin g  f o r  Orlando to  keep a 

n o c tu rn a l appoin tm ent. A sudden storm  has come up and O rlando, under 

th e  c ircu m stan ces , may have decided  a g a in s t  re tu rn in g  to  th e  manor house. 

As tim e p a sse s—and Sm ith has m a te r ia ls  o u t o f  which to  c o n s tru c t  tem poral 

d u ra t io n  in  th e  storm  i t s e l f * —Monimia becomes in c re a s in g ly  r e s t le s s  and 

an x io u s . At f i r s t  th e  storm  c lo se s  in  on and a f f e c t s  th o se  around h e r ,  

beg in n in g  w ith  B e tty , a  s e rv a n t  and f r ie n d ,  who i s  angry b ecause Monimia 

had re fu se d  to  jo in  h e r  in  a  p ro h ib i te d  walk d ism a lly  te rm in a ted  by

*1 have g iven th e  passag e  alm ost in  f u l l  to  show, in  t h i s  in s ta n c e ,  how 
c a re f u l ly  Smith develops th o se  m a te r ia ls .
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The day had been u n u su a lly  warm; b u t towards evening a th u n d er­
storm  came on, and , as i t  grew l a t e r ,  a  tem pest o f  w ind, w ith  
heavy and c o n tin u a l r a in .

B e tty , su lk y  th a t  Monimia re fu s e d ,  and s t i l l  more su lky  th a t  
she got n o th in g  by h e r  long w alk, b u t n e a r ly  s p o il in g  a l l  h e r  
f in e r y ,  had n o t come to  Monimia’ s room any more; bu t she re c e iv e d , 
a t  th e  u su a l h o u r, th e  usua l summons fo r  t e a .  She thought bo th  
Mrs. Rayland and h e r  aun t uncommonly p e e v ish  and te d io u s , and 
th a t  th e  sermon one was re a d in g , w h ile  th e  o th e r  f e l l  a s le e p , 
was most unreasonably  long . At len g th  she was d ism issed , and, 
r e t i r i n g  to  h e r  t u r r e t ,  began to  l i s t e n  to  th e  wind, th a t  
howled in  tremendous g u s ts  among th e  t r e e s ,  and to  th e  r a in  
f a l l in g  in  t o r r e n t s ,  th e  ru sh in g  o f  which was redoubled  by th e  
leaden  p ip es  t h a t ,  from th e  ro o f  o f  h e r  t u r r e t ,  threw  th e  
w ater in  columns on th e  pavement below . Would Orlando come? 
Through such a tem pest i t  were h a rd ly  to  b e  wished he shou ld .
. .  . Monimia th en  could  n o t d e s ir e  he should come; y e t she 
f e l t ,  in  d e s p ite  o f  h e r  rea so n , t h a t  she should be  very  unhappy 
i f  he d id  n o t;  f o r ,  though so many causes might combine to  
d e ta in  him, h e r  humble id eas  o f  h e r s e l f ,  and th e  p ic tu re s  she 
had made o f  th e  beau ty  and a t t r a c t io n s  o f  th e  Miss Woodtords 
[cousins o f  O rlando’s v i s i t i n g  th e  Somerive h o u se ], added 

an o th e r which rendered  h e r  w retched . "A la s!"  c r ie d  sh e ,
"O rlando, among them, w i l l  be to o  happy to  th in k  o f  me; and 
i t  i s  q u i te  r id ic u lo u s  to  suppose, t h a t  he w i l l  quit- th e se  
l a d ie s  to  come through  th e  storm  alm ost f iv e  m iles to  poor 
Monimia. No, no! Orlando w i l l  n o t come."

[Monimia] endeavoured to  s i t  down to  re a d —bu t th e  v io le n c e  
o f  th e  w ind, which she fan c ied  every  moment in c re a se d , and th e  
f la s h e s  o f  l ig h tn in g  which she saw through h e r  narrow case­
m ent, to  which th e r e  was no s h u t t e r ,  d i s t r a c te d  h e r  a t te n t io n ;  
and she could  only  s i t  in  m ise ra b le  a n x ie ty , l i s te n in g  to  th e  
v a rio u s  n o ise s  which in  such a tem pestuous n ig h t a re  heard  
around an o ld  b u ild in g , and e s p e c ia l ly  such a  p a r t  o f  i t  a s  she 
in h a b ite d ;  w here, around th e  octagon tow er o r  t u r r e t ,  th e  wind 
ro a re d  w ith  v io len ce  from every  p o in t;  w h ile , in  th e  long 
passag es  which led  from thence to  h e r  a u n t’s apartm en ts , i t  
seemed y e t  more enraged , from b e in g  co n fin ed . She now 
t ra v e rs e d  h e r  sm all room w ith f e a r f u l  s te p s ;  now s a t  down 
on h e r  bed , n e a r  th e  door, t h a t  she  m ight th e  more r e a d i ly  
h e a r  Orlando i f  he should come; and now g o t on a c h a ir ,  and 
opened h e r  casement to  observe i f  th e re  seemed any proba­
b i l i t y  o f  th e  s to rm 's  a b a tin g : b u t s t i l l ,  though th e  thunder 
had ceased , th e  c lo u d s, d riv en  a g a in s t  each o th e r  by v io le n t  
and v a ry in g  g u s ts  o f  wind, produced v iv id  f la s h e s  o f  l ig h tn in g ,  
which suddenly i llu m in a te d  th e  whole p a rk . But Orlando came 
n o t ,  and i t  was now n e a r an hour p a s t  h i s  usu a l tim e . . . .
Another and an o th e r hour p assed : am idst th e  heavy g u sts  and
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m ournful howlings o f  th e  wind, she had counted th e  c lo ck , t h a t ,  
w ith  a  more th an  u s u a lly  hollow  sound, to ld  tw elve , one, two!— 
Orlando c e r ta in ly  d id  n o t mean to  come—no! i t  was unreasonable  
t o  suppose he would; un reasonab le  to  f l a t t e r  h e r s e l f  th a t  he 
would q u it- a  c h e e rfu l c i r c le  o f  h i s  r e l a t i o n s ,  to  t ra v e rs e  th e  
ex te n s iv e  commons and la n e s , and a l l  th e  p a rk , t h a t  lay  between 
West W olverton and th e  H a ll,  in  such a  n ig h t ,  when no person  
would th in k  o f  going o u t b u t on l i f e  and d e a th . Y et, w h ile  
she th u s  argued w ith  h e r s e l f ,  a  few t e a r s  in v o lu n ta r i ly  s to l e  
from h e r  ey es; and as  she gave up a l l  hopes f o r  h i s  coming, and 
la y  down in  h e r  c lo th e s  on h e r bed (f°:r she had n o t th e  r e s o lu ­
t io n  to  u n dress h e r s e l f ) ,  she s ig h ed  d eep ly , and s a id  to  h e r s e l f :  
"And y e t ,  i f  i t  had been me who was exp ected , I do n o t b e lie v e  
any storm  could  have h indered  me from t ry in g  to  see Orlando! 
and I  am su re  no company w ould.—Yet he i s  q u i te  in  th e  r i g h t ,
I know, and I do n o t blame him" (OMH, I ,  6 0 -62).

In t h i s  p assa g e , th e  movement o f  th e  storm , o f  Monimia w ith in  h e r  room, 

and o f  M onim ia's th ough ts  and emotions i s  a  b ra id  in  which th e  se p a ra te  

s tra n d s  have been in te r la c e d  to  c re a te  a sen se  o f  occupied and p re ­

occupied tim e .

Monimia i s  a f f e c te d  by th e  storm  in  ways t h a t  a re  alm ost p re -  

c o g n it iv e . The v isu a l  and a u ra l  commotion around h e r  feeds h e r  a g i t a t i o n .  

The r e s u l t  i s  t h a t ,  when th e  passage c i r c le s  back on i t s e l f  to  reco rd  

h e r th o u g h ts  a t  th e  end o f  th e  even ing , th ey  too  have been a ff e c te d  

by th e  c o n d itio n s  under which Monimia has been w a itin g : they  a re  s im ila r  

t o ,  b u t l e s s  magnanimous th a n , th o se  she e n te r ta in e d  a t  f i r s t .  Her 

a t t i t u d e  has become meaner, more p e t ty ;  h e r  je a lo u sy  i s  le s s  w is tf u l ;  

h e r  resen tm en t more b i t t e r .  That Monimia i s  cap ab le  o f  p e tu lan ce  i s  

to u ch in g ; i t  i s  a lso  a boon to  h e r  w orth as  a c h a ra c te r .  Her r o le  in  

th e  n a r r a t iv e  i s  o therw ise  as a paragon o f  m odesty and h u m ility .  The 

storm  b r in g s  o u t th e  w orst in  h e r ,  and i t  i s  t h i s  b i t  o f  evidence th a t  

she to o  i s  v u ln e ra b le  t h a t  makes h e r  t o le r a b le .

F i l l e d  and f e l t  space a lso  depends on how S m ith 's  c h a ra c te rs
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occupy and move w ith in  i t .  The most f re q u e n tly  c i t e d  o f  h e r  landscapes 

i s  h e r  d e s c r ip tio n  in  Emmeline o f  th e  I s l e  o f  Wight; i t  i s  worth looking  

c a re f u lly  a t  th e  e n t i r e  t re a tm e n t o f  th e  I s l e  o f  Wight ep isode  to  

a s c e r ta in  p re c is e ly  what th e r e  i s  about i t  t h a t  makes i t  so  memorable.

Only a c lo s e  read in g  r e v e a ls  t h a t  th e  ep isode i s  e x tr a o rd in a ry  because 

Smith uses th e  f e a tu r e s .o f  th e  space in  so many d i f f e r e n t  ways even in  

th e  f i r s t  o f  h e r  n o v e ls . Each o f  th e s e ,  however, se rv es  th e  same pur­

p o ses. The t e r r a i n  and th e  w eather have a r o le  to  p lay  as p a r t  o f  th e  

c ircum stances t h a t  c u l t i v a t e  th e  growth o f  Emmeline's love fo r  

Godolphin, and bo th  fu n c tio n  in  p a r t  to  express th e  c h a ra c te r  and 

q u a l i ty  o f  t h a t  fe e l in g  as i t  deve lops. The episode b eg in s  when Emmeline 

and Mrs. S ta ffo rd  a r r i v e ,  w ith  Lady A d elin a’s c h ild ,  a t  th e  i s la n d .

They a re  n o t expected , and Emmeline i s  s e n t ahead in  o rd e r  to  allow  

Lady A delina tim e to  p rep a re  fo r  th e  re c e p tio n  o f  th e  c h ild .  Emmeline’s 

f e e l in g s  toward Godolphin a re  d escrib ed  f i r s t  in  c lic h e s  ty p ic a l  o f  

t h e  p e rio d :

P le asu re , in  s p i t e  o f  h e r s e l f ,  glowed in  h e r  bosom a t  th e  id ea  
o f  ag a in  m eeting Godolphin; th o ’ she knew n o t t h a t  he had 
conceived f o r  h e r th e  m ost pure  and a rd e n t p assio n  t h a t  was 
ever in sp ire d  by a  lo v e ly  and d eserv in g  o b jec t (Em., I l l ,  304).

The tim e i t  tak e s  h e r  to  move from where th e  b o a t i s  docked to  Godolphin’s 

house, and Emmeline's f i r s t  v is u a l  im pression  o f  Godolphin, a re  des­

c rib e d  in  ways t h a t  a re  u n ty p ic a l.  The s e t t in g  and th e  scene a re  

s u g g e s tiv e , b u t th e  re a d e r  i s  l e f t  to  deduce th e  em otional c o n ten t 

e n t i r e ly  from th e  d e s c r ip tio n  i t s e l f .  The passage focuses on what 

i s  seen . Emmeline’s
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walk lay  along th e  h ig h  ro ck s  t h a t  bounded th e  c o a s t ;  and i t  was 
a lm ost dark  b e fo re  sh e  e n te re d  a sm all lawn surrounded w ith  a 
p la n ta t io n ,  in  which th e  house o f  Godolphin was s i tu a te d .  About 
h a l f  an a c re  o f  ground la y  between i t  and th e  c l i f f ,  which was 
b e a t  by th e  sw ellin g  waves o f  th e  channel. The ground on th e  
o th e r  s id e  ro se  more suddenly ; and a wood which covered th e  h i l l  
beh ind  i t ,  seemed to  embosom th e  house, and ta k e  o f f  th a t  
look o f  b leak n ess  and d e s o la t io n  which o f te n  ren d e rs  a s i t u a t io n  
so n e a r  th e  sea  u n p leasan t excep t in  th e  warmest months o f  Summer.
A sand walk led  round th e  lawn. Emmeline fo llow ed i t ,  and i t  
b rought h e r  c lo se  to  th e  windows o f  a p a r lo u r .  They were s t i l l  
open; she looked in ;  and saw, by th e  l ig h t  o f  th e  f i r e ,  f o r  
th e r e  were no candles in  th e  room, Godolphin s i t t i n g  a lo n e .
He leaned  on a book, which th e r e  was n o t l ig h t  enough to  rea d ; 
s c a t te r e d  papers lay  round him , and a pen and ink were on th e  
t a b l e .

Emmeline could n o t fo re b e a r  looking  a t  him a moment b e fo re  
she approached th e  door. She cou ld  as l i t t l e  command h e r 
c u r io s i ty  to  know on what he was th u s  deeply  th in k in g  (Em,
I I I ,  305).

This p assag e  i s  e x t r a o rd in a r i ly  modem fo r  a l l  t h a t ' i t  does n o t say .

The r e a d e r  must suppose what em otions account f o r  Godolphin’s p o s tu re  

and what em otions account f o r  Emmeline’s p le a su re  in  watching him. Were 

i t  p o s s ib le ,  th e  rea d e r  would s a t i s f y  Emmeline’s c u r io s i ty .  S ince i t  

i s  n o t ,  he  p r o je c ts  what h e  knows in to  th e  scen e . U n a r tic u la te d  

em otions in fu s e  th ep a ssa g e , a lth o u g h  th ey  o r ig in a te  w ith th e  re a d e r .

The most t h a t  can be a t t r ib u t e d  to  S m ith 's  hand, in  th e  p assage  i t s e l f ,  

i s  a f a i n t  sug g estio n  o f  som ething e r o t i c  about th e  "sw e llin g  waves" 

o f  th e  channel and th e  way nearby  h i l l s  seem to  "embosom" th e  house.

A fte r  Emmeline i s  announced and e n te rs  th e  room, G odolphin 's 

r e a c t io n s  to  h e r  p resence  a re  d e scrib ed  in  g re a t  d e ta i l .  He i s ,  a t  

f i r s t ,  sp e ec h le ss . Then, ‘".'M iss Mowbray I ' exclaim ed he— 'I s  i t  indeed 

Miss Mowbray?’" i s  a l l  t h a t  he  manages to  a r t i c u l a t e ;  i t  i s  s c a rc e ly  

a  p o l i t e  g re e t in g .  The p assage  c o n tin u es  by n o tin g  th a t  fo r
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a moment he surveyed h e r  in  s i l e n t  ex ta sy , th en  c o n g ra tu la te d  
h im se lf  upon h i s  unhoped fo r  good fo rtu n e ;  and answ ering h e r  
e n q u ir ie s  about Lady A d e lin a , h e  suddenly seemed to  r e c o l le c t  
th e  p ap e rs  which la y  on th e  t a b l e ,  h u r r ie d  them in to  a  draw er, 
and a g a in  r e tu rn in g  to  Emmeline, t o ld  h e r  how happy he was to  
see  h e r  look so w e ll.  He though t indeed  th a t  he  had never seen 
h e r  so i n f i n i t e l y  lo v e ly . The sharpness o f  th e  a i r  du rin g  h e r  
walk had h e ig h ten ed  th e  glow o f  h e r  complexion; h e r  eyes 
b e tra y e d , by t h e i r  s o f t  and tim id  g lan c e s , th e  p a r t i a l i t y  o f  
which sh e  was h a rd ly  y e t  c o n scio u s; she trem b led , w ith o u t 
knowing why; and could h a rd ly  rec o v e r  h e r  composure (Em,
I I I ,  3053.

A good d e a l o f  th e  r h e to r ic  in  t h i s  passage  i s  s te re o ty p e d , e s p e c ia l ly  

t h a t  d e sc r ib in g  Emmeline's appearance and h e r r e a c t io n  to  Godolphin’s 

p re se n c e . But Godolphin’s sudden im pulse to  c le a r  th e  c l u t t e r  from 

h is  desk i s  n o t a  c l i c h e .  The rea d e r  w i l l  l a t e r  be  to ld ,  and has every  

reaso n  to  su sp ec t a lre a d y , t h a t  G odolphin’s desk c o n ta in s  lo v e  poems 

w r i t te n  to  r e l i e v e  h i s  d e s p a ir .  The b i t  o f  s ta g e  b u s in e ss  i s  e f f e c t iv e  

because i t  embodies, in  an a c t io n ,  G odolphin’s em otional s i t u a t io n :  he 

must h id e  h i s  f e e l in g s  fo r  Emmeline j u s t  as he stows th e  ex p ress io n s  

o f  th o se  f e e l in g s  in  h i s  desk.

A co n v e rsa tio n  soon ta k e s  p lac e  between Lady A deline  and 

Emmeline t h a t  i s  a w ell-w orn conven tion  in  se n tim e n ta l n o v e ls : because th e  

h e ro in e  f in d s  h e r s e l f  r e a c t in g  in  in e x p lic a b le  ways to  what i s  s a id  about 

th e  man she i s  beg inn ing  to  lo v e , she comes to  rec o g n iz e  what she 

f e e l s .  Lady A delina in a d v e r te n t ly —b u t p re d ic ta b ly —su g g ests  t h a t  

Emmeline and Godolphin deserve each o th e r :

"There i s  . . . b u t one b e in g  on e a r th  who resem bles [G odolphin]: 
—i t  i s  my Emmeline! I f  ev e r two c re a tu re s  em inently  e x c e lled  
th e  r e s t  o f  t h e i r  s p e c ie s ,  i t  i s  my f r ie n d  and my b ro th e r !"

Something throbbed  a t  th e  h e a r t  o f  Emmeline a t  th e s e  words, 
in to  which she  was a f r a id  to  en q u ire : h e r  engagement to  Delamere, 
y e t u n ca n ce lle d , la y  l ik e  a  w eight upon i t ;  and seemed to  
im press th e  id ea  o f  h e r  doing  wrong w h ile  she th u s  l i s te n e d  
to  th e  p r a i s e s  o f  a n o th e r ; and f e l t  t h a t  she l is te n e d  w ith  too
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much p lea su re !  She asked h e r s e l f ,  however, w hether i t  was 
p o s s ib le  to  be in s e n s ib le  o f  th e  m erit o f  Godolphin? Yet 
conscious t h a t  she had a lre a d y  thought o f  i t  too  much, she 
w ished to  change th e  to p ic  o f  d isc o u rse  (Em, I I I ,  307).

T his scene m ight w e ll have been w r i t t e n  by R ichardson: H a r r ie t  Byron

has a  g r e a t  many c o n v e rsa tio n s  w ith  S i r  C harles G rand ison 's  s i s t e r s

du rin g  which she i s  to ld  t h a t  h e r  m erit a lo n e  approaches h i s .  The

p r io r  commitment, however, i s  h i s  and n o t h e rs .

A sequence th a t  could  n o t have been w r i tte n  by R ichardson, t h a t

looks forw ard toward l a t e r  developm ents in  th e  n o v e l, begins th e

morning a f t e r  Emmeline a r r i v e s .  Emmeline i s  up e a r ly ,

and look ing  tow ards th e  se a , saw a s t i l l  e n c reasin g  tem pest 
g a th e r in g  v i s ib ly  over i t .  She wandered over th e  house; which 
tho* n o t la rg e  was c h e a rfu l and e le g a n t ,  and she fan c ied  every  
th in g  in  i t  b o re  tes tim o n y  to  th e  t a s t e  and tem per o f  i t ' s  
m as te r. The garden charmed h e r  s t i l l  more; surrounded by 
copse-wood and e v e r-g ree n s , and which seemed eq u a lly  adapted 
to  u se  and p le a s u re . The co u n try  behind  i t ,  th o ' d iv es te d  o f 
i t ' s  f o l ia g e  and v e rd u re , appeared more b e a u ti fu l  th an  any 
she  had seen  s in c e  she l e f t  Wales; and w ith  uncommon a v id i ty  she 
en joyed , even amid th e  heavy gloom o f  an impending storm , th e  
g re a t  and m ag n ificen t s p e c ta c le  a ffo rd e d  by th e  se a . By 
rem inding h e r  o f  h e r  e a r ly  p le a su re s  a t  Mowbray C a s tle ,  i t  
b rough t back a thousand h a l f - o b l i t e r a te d  and ag re e a b le , th o ' 
m elancholy images to  h e r mind; w hile  i t ' s  g randeur g r a t i f i e d  
h e r  t a s t e  f o r  the;sublim e (Em., I l l ,  313).

The re fe re n c e  to  " th e  sublim e" n o tw ith s ta n d in g , t h i s  passage could n o t 

be  c a lle d  co n v en tio n a l in  1 7 8 8 .^  Emmeline makes a number o f  observa­

t io n s  t h a t  a re  as  t e l l i n g  as h e r  t a s t e  fo r  sublim e lan d scap es. Her 

t a s t e s  m a tte r ,  b u t o th e r  th in g s  m a tte r  to o . She h a s , f i r s t  o f  a l l ,  

snooped around G odolphin 's  house and " fan c ie d  ev e ry th in g  in  i t  bore  

tes tim o n y " in  G odolphin 's fav o r . Emmeline has v i r t u a l l y  in te r ro g a te d  

th e  house—th e  metaphor i s  a le g a l  one—as E liz a b e th  Bennet n o t to o  

many y e a rs  l a t e r  in te r ro g a te s  a  housekeeper a f t e r  a somewhat more
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decorous form o f  snooping. E ig h teen th -cen tu ry  h e ro in e s , sen tim en ta l 

ones in  p a r t i c u l a r ,  judge men in  p a r t  by th e  e legance ana t a s t e  exhi­

b i te d  by t h e i r  h ouses, b u t th ey  a re  n o t u s u a lly  i n te r e s te d  in  th e  grounds. 

Emmeline, however, in sp e c ts  th e  garden . She f in d s  t h a t  i t  i s  balanced 

fo r  pragm atic and e s th e t ic  e f f e c ts ,  evidence th a t  Godolphin’s n o tions 

o f  husbandry show prudence as w ell as t a s t e .  I t  i s  q u ite  ex tra o rd in a ry  

in  a supposedly ' ’se n tim e n ta l'’ novel o f  t h i s  p e rio d  th a t  a hero  be judged 

f o r  h i s  dom estic economy. E qually  e x tra o rd in a ry  i s  th e  reason  fo r  

Emmeline's enthusiasm  fo r  th e  su rround ing  co u n try s id e . What o th ers  

m ight f in d  u n a t t r a c t iv e ,  and what must appear gloomy a t  th e  approach 

o f  th e  h u r r ic a n e , i s  a s e t t in g  she en joys "w ith  uncommon a v id i ty ."

Unlike th e  R a d c lif f ia n  h e ro in e , whose " t a s t e  fo r  th e  sublim e" i s  a lso  

a t a s t e  fo r  what i s  a l i e n  and e x o tic ,  Emmeline's i s  fo r  a k ind  o f  land­

scape th a t  i s  v i r t u a l l y  n a tiv e  and f a m i l ia r .  I t  i s  an easy  a f f i n i t y  

fo r  what i s  c a lle d  "su b lim e ,"  t h a t  draws h e r  to  th e  se a . I t  i s  an 

a f f i n i t y  Godolphin f e e l s  to o . However a n tiq u a te d  th e  term ino logy , i t  

i s  c le a r  t h a t  Smith makes u se  o f  t h i s  k ind  o f  s e t t in g  in  o rd er to  show 

th a t  th e re  i s  n o th in g  e f f e te  about e i t h e r  Emmeline's s e n s i b i l i t y  or 

G odo lp h in 's .

Emmeline moves indoors when th e  storm  b rea k s . As soon as an 

o p p o rtu n ity  p re s e n ts  i t s e l f ,  she goes back to  w atching th e  storm  from a 

p ro te c te d  p o s it io n  w ith in  th e  house. I t  i s  then  th a t  a m eeting which 

Godolphin in te n d s  to  avoid  tak es  p la c e . (A m eeting th a t  happens even 

though c h a ra c te rs  t r y  to  p reven t i t  i s  a  dev ice  Smith o f te n  u se s .)  A fte r  

b r e a k f a s t ,  Lady A delina and Mrs. S ta ffo rd  having  gone o f f  to g e th e r ,
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Godolphin went ou t to  g ive  some o rd e rs ; and Emmeline r e t i r e d  to  
a bow window which looked tow ards th e  se a .

Could sh e  have d iv es te d  h e r  mind o f  i t ’s apprehensions t h a t  
what formed fo r  h e r  a  m agn ificen t and sublim e scene brought 
shipw reck and d e s tru c tio n  to  many o th e rs ,  she would have been 
h ig h ly  p lea se d  w ith  a  s ig h t  o f  th e  ocean in  i t ’s p re se n t trem en­
dous s t a t e .  Lost in  con tem plating  th e  awful s p e c ta c le ,  she d id  
n o t see  o r  hea r Godolphin; who im agining she had l e f t  th e  room 
w ith  h i s  s i s t e r ,  had re tu rn e d , and w ith  h i s  arms c ro sse d , and 
h i s  eyes f ix e d  on h e r  fa c e , s to o d  on th e  o th e r  s id e  o f  th e  
window l ik e  a s ta tu e .

The g u st grew more vehement, and deafened h e r  w ith  i t ’s fu ry ; 
w h ile  th e  mountainous waves i t  had r a i s e d ,  b u r s t  thundering  
a g a in s t  th e  ro ck s  and seemed to  shake t h e i r  fo u n d atio n . Emmeline, 
a t  th e  p ic tu re  h e r im ag in atio n  drew o f  t h e i r  u n ite d  powers o f  
d e s o la t io n ,  shuddered in v o lu n ta r i ly  and sig h ed .

"What d is tu rb s  Miss Mowbray?" s a id  Godolphin.
Emmeline, u n w illin g  to  acknowledge th a t  sh e  had been so 

ex trem ely  absen t as n o t to  know he was in  th e  room, answered, 
w ith o u t ex p ress in g  h e r  s u rp r i s e  t o  see  him th e r e —" I  was th in k in g  
how f a t a l  t h i s  storm  which we a re  co n tem pla ting , may be to  th e  
fo rtu n e s  and probab ly  th e  l iv e s  o f  th o u san d s."

"The g a le ,"  re tu rn e d  Godolphin, " i s  heavy, b u t by no means 
o f  such f a t a l  power as you apprehend. I have been a t  sea  in  
se v e ra l  i n f i n i t e ly  more v io le n t ,  and s h a ll  p robab ly  be in  many 
o th e r s ."

" I  hope n o t ,"  answered Emmeline, w ith o u t knowing what she 
s a id —"S u re ly  you do n o t mean i t ? "

"A p ro fe s s io n a l  man," s a id  he , sm ilin g , and f l a t t e r e d  by th e  
eagerness w ith  which she spoke, "h a s , you know, no w i l l  o f  h i s  
own. I c e r ta in ly  should  n o t seek danger; bu t i t  i s  n o t p o ss ib le  
in  such se rv ic e  as ours to  avoid  i t . "

"Why th en  do you n o t q u it  i t ? "
" I f  I in tended  to  g ive  you a h ig h  id ea  o f  my prudence, I should 

say , because I am a younger b ro th e r .  But to  speak h o n e s tly , th a t  
i s  n o t my only  m otive; my fo r tu n e , l im ite d  as i t  i s ,  i s  enough 
f o r  a l l  my w ishes, and w i l l  p rob ab ly  s u f f ic e  fo r  any I s h a l l  now 
ever form; b u t a  man o f  my age ought n o t su re ly  to  w aste in  to rp id  
id le n e s s ,  o r  t r i f l i n g  d i s s ip a t io n ,  tim e th a t  may be u s e fu l ly  
employed. B esides, I  love th e  p ro fe s s io n  to  which I have been 
brough t up, and, by engaging in  which, I owe a l i f e  to  my co un try  
i f  ev er i t  should be c a l le d  f o r . "

"God fo rb id  i t  ever sh o u ld !"  s a id  Emmeline, w ith  q u ickness;
" fo r  th e n ,"  con tinued  sh e , h e s i t a t i n g  and b lu sh in g , "what would 
poor Lady A delina do? and what would become o f  my d e a r  l i t t l e  
boy?"

Godolphin, charmed y e t  pained  by t h i s  a r t l e s s  e x p ress io n  o f  
s e n s i b i l i t y ,  and thrown alm ost o f f  h i s  guard by th e  id e a  o f  
n o t be in g  w holly in d if f e r e n t  to  h e r ,  answ ered m ournfully—"To 
them, indeed , my l i f e  may be o f  some v a lu e ; b u t to  m yself i t  i s  
o f  none. Ah, Miss Mowbray! i t  might have been w orth p re se rv in g
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had I —But w herefore  presume I to  t ro u b le  you on a  s u b je c t  so 
h o p e le ss?  I know n o t what has tem pted me to  in tru d e  on your 
th ough ts th e  incoherences o f  a mind i l l  a t  ea se . Pardon me—and 
s u f f e r  n o t  my f o l l y  to  d ep riv e  me o f  th e  happ iness o f  b e ing  your 
f r i e n d ,  which i s  a l l  I w i l l  ever p re te n d  t o ."

He tu rn e d  away, and hasten ed  out o f  th e  room; leav in g  Emmeline 
in  such confusion  th a t  i t  was n o t ’t i l l  Mrs. S ta ffo rd  came to  
c a l l  h e r  to  Lady A d e lin a 's  d ressing-room , t h a t  she remembered 
where sh e  was, and th e  n e c e s s i ty  o f  r e c o l le c t in g  h e r s c a t te r e d  
tho u g h ts  (Em, pp . 313-315).

Awkward and , hen ce, t i t i l l a t i n g  scenes l ik e  t h i s  have p reced en ts  in

E n g lish  f i c t i o n ,  th e  em barrassing  and d i f f i c u l t  co n v e rsa tio n s  betw een

S i r  C harles G randison and H a r r ie t  Byron forem ost among them. S l ip s  o f

th e  tongue, innuendo, double en ten d re , p ro te s ta t io n s  o f  f r ie n d s h ip ,  and

so f o r th ,  a re  ty p ic a l  o f  a l l  such d ia lo g u e s . They a re  designed  to  become

co n fe s s io n a l even though th e  speakers th in k  th ey  a re  doing t h e i r  b e s t  to

a v e r t  d is c lo s u re .

Three th in g s  about th e  passage  a r e ,  however, r a th e r  rem arkab le .

The f i r s t  i s  t h a t  Emmeline's i n te r e s t  in  th o se  endangered by storm s a t  

sea  i s  n o t academic o r  p u re ly  s e n tim e n ta l. She and th e  S ta ffo rd  fam ily  

a re  about to  c ro s s  to  F rance. She and Mrs. S ta ffo rd  have in  f a c t  rem ained 

on th e  is la n d  a  day lo n g er than  was planned because t h i s  p a r t i c u l a r  

storm  has made i t  too  dangerous to  r e tu r n  to  th e  m ainland. Her "ap p re­

h en sio n s"  a re  n o t fa n c i fu l  on es , no r a re  h e r  th ough ts about th o se  in  

danger se n tim e n ta l a f f e c ta t io n s .  She and th o se  around h e r have been and 

alm ost im m ediately w i l l  be  exposed to  th e  dangers she imagines o th e rs  

a t  t h a t  moment ex p e rien c in g .

Secondly, when Godolphin ta lk s  about h im se lf  as  a man committed 

t o  a  p ro fe s s io n ,  h e  i s  probab ly  th e  f i r s t  h ero  in  E nglish  f i c t io n  to  do 

so . So commonplace has i t  become today  f o r  c h a ra c te rs  in  n o v e ls ,  and
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r e a l  p e o p le , to  d e sc r ib e  them selves in  p a r t  by what th ey  do th a t  i t  i s  

easy  to  m iss th e  p re c is e  s ig n if ic a n c e  o f  what Godolphin s a y s .1^ Not 

o n ly  i s  he  a  man who has a p ro fe s s io n  b ecau se , as a younger son , he 

m ust, b u t he i s  a man who l ik e s  and i s  committed to  h i s  p ro fe s s io n  

because i t  i s  c h a lle n g in g  and im p o rtan t. S o c tt  in  Rob Roy (1817)17 

and, a yea r l a t e r  Austen in  P ersuasion  show men who work because th ey  

have to ,  b u t who a ls o  f in d  g r a t i f i c a t i o n  in  th e  work th ey  do. Smith 

a n t ic ip a te s  bo th  S c o tt and A usten, and i s  more r a d ic a l  than  e i t h e r  o f  

them. Godolphin i s  th e  f i r s t  gen tlem an -lo v e r, a  tho ro u g h ly  r e s p e c ta b le  

and r e f in e d  a r i s t o c r a t ,  to  say  th a t  th e  g r a t i f i c a t i o n  he g e ts  from h is  

work i s  o f  va lu e  a p a r t  from money. So s l i g h t  a s h i f t  in  emphasis in  

f a c t  ex p resses  a n o tio n  o f  manhood e n ta i l in g  la b o r , r i s k ,  and a c h iev e ­

ment t h a t  i s  a s to n ish in g  f o r  th e  p e rio d . G odolphin 's  i s  a  new kind 

o f  v i r i l i t y ;  dynamic and e n e rg e tic  l ik e  th e  sea  w ith  and a g a in s t  which 

he w o r k s .^

L a s tly , th e  co n v e rsa tio n  is  unique in  th e  way i t  r e a c ts  w ith  

th e  s torm . In a d d it io n  to  su g g e stin g  s u b je c ts  fo r  Emmeline and 

Godolphin to  t a l k  ab o u t, th e  storm  p ro v id es  a s e t t in g  fo r  th e  d ia lo g u e , 

an em otional c lim a te  and a  m etaphor fo r  f e e l in g s  t h a t  a re  n o t a r t i c u ­

l a te d .  The scene b eg in s  w ith  Emmeline and Godolphin posed in  th e  window. 

I t  i s  th e  re v e rs e  o f  th e  s i t u a t io n  when Emmeline f i r s t  a r r iv e d  a t  th e  

house; t h i s  tim e Godolphin watches Emmeline. T h e ir  re s p e c tiv e  p o s tu re s  

w ith in  th e  s e t t in g ,  th e  bow window and th e  storm  beyond i t ,  a re  

s t r i k in g ly  t h e a t r i c a l .  The pose i s  su s ta in e d  f o r  an in te r v a l  du rin g  

which th ey  do and say  n o th in g .19

T y p ic a lly  an e ig h te e n th -c en tu ry  novel depends, a t  em o tio n ally
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charged  moments l ik e  t h i s  one, on conven tions t h a t  a re  " d ram a tic ,"  

i . e . ,  v e ry  l ik e  s o li lo q u y  and th e  s ta g e  a s id e  ( In c h b a ld 's  Simple o f  

co u rse  ex cep ted ). E ith e r  th e  c h a ra c te r  o r  th e  n a r r a to r  a r t i c u l a te s  

th o u g h ts  and f e e l in g s  t h a t  occupy an in te r v a l  during  which' a c tio n  and 

d ia lo g u e  a re  suspended; p re se n ted  th u s ,  th e s e  a re  what Lord Kames c a l l s  

" se n tim e n ts ."  In  s p i t e  o f  th e  f a c t  t h a t  from i t s  beginn ings th e  novel 

p re te n d s  to  u se  c o llo q u ia l  language, declam ation  i s  common in  h ig h ly  

em otional scenes (perhaps d e riv in g  from th e  t i r a d e  o f  French neo­

c la s s ic a l  o r  E ng lish  h e ro ic  dram a).

Smith u ses  a v e rb a l p i c tu r e  o f  th e  sea  in s te a d ,  th u s  avo id ing  

declam ation  b u t a lso  r e fu s in g  e x p lic a t io n .  I f  th e re  a re  p reced en ts  f o r  

h e r  way o f  u sin g  th e  s torm , th e y  a re  in  th e  way su g g estiv e  imagery 

fu n c tio n s  in  v e rse  drama (n o t in c lu d in g  h e ro ic  t ra g e d y ). What Emmeline 

i s  conscious o f  and a b le  to  a r t i c u l a t e ,  h e r  se n tim e n ts , seems inadequate  

a s  ex p ress io n s  o f  h e r  f e e l in g s ,  whereas what i s  in tem p era te  about th e  

m otion o f  th e  sea  seems to  re s o n a te  w ith  something she f e e ls  b u t cannot 

a r t i c u l a t e .  The awesome b u t e n th r a l l in g  energy o f  th e  storm y sea  se rv e s  

b o th  as mood f o r  th e  scene and m etaphor fo r  th e  emotions o f  th e  a c to r s ,  

G odolphin’s as w ell as  Emmeline's.^®

The purpose o f  th e  e n t i r e  I s l e  o f  Wight ep isode i s  to  show 

Emmeline becoming conscious o f  th e  q u a li ty  and in te n s i t y  o f  h e r f e e l in g s  

f o r  Godolphin, sen sin g  th e  q u a li ty  and i n te n s i t y  o f  h i s  fe e l in g s  f o r  h e r ,  

and a s c e r ta in in g  w hether th e  a f f i n i t y  she f e e l s  fo r  him i s  sp u rio u s  o r  

genu ine. The many ways in  which th e  t e r r a i n ,  th e  house, and th e  w eather 

a re  su g g e s tiv e ly  used become ta n g ib le  evidence o f  th e  complex in te r a c t io n  

among p e rc e p tio n , emotion, and judgment in  th e  e v o lu tio n  o f  Emmeline's
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f e e l in g s  fo r  Godolphin. What Smith a ttem p ts  in  t h i s  ep isode i s  v e ry  

d i f f i c u l t ;  so  f a r  as she succeeds, she does so by means o f  tech n iq u es  

t h a t  a re  new to  th e  n o v e l; they  were soon to  become c o n v e n tio n a l.21

In C e le s tin a  Smith draws on an o th e r d ev ice  common in  p o e try  and 

a p p lie s  i t  to  y e t  a n o th e r storm ; she an im ates th e  n a tu ra l  world in  

o rd er to  make i t  seem th re a te n in g . Her s u b je c t  i s  d ea th ; h e r in te n t io n  

i s  to  show th e  emotions o f  th o se  who w itn ess  i t .  C e le s tin a  has been 

l iv in g  w ith  Mrs. E lph instone  and h e r husband in  th e  H ebrides. Mr. 

E lp h in sto n e  i s  ingenuously  and im p ra c t ic a l ly  engaged in  a tte m p tin g  to  

make a fo rtu n e  in  th e  f is h in g  t r a d e ,  about which he knows n o th in g . 

C e le s t in a  and h i s  w ife  a re  c e r ta in  t h a t  a  man who i s  bo th  in e p t  and 

in ex p e rien ced  cannot h e lp  ru in in g  h im se lf  in  such a b u sin ess  v en tu re .

He rem ains i n c o r r ig ib ly  o p t im is t ic .  Throughout a  long summer, Mrs. 

E lp h in sto n e  and C e le s t in a  p a t ie n t ly  s u f f e r  h i s  je ju n e  and g ra t in g  

p r a t t l e  abou t imminent su ccess . Mr. E lp h in sto n e  i s  an i r r i t a t i n g ,  

incom petent, in co n seq u en tia l man, y e t h i s  dea th  i s  o f  consequence.

Smith b eg ins to  p rep a re  fo r  th e  event by reco rd in g  something 

unrem arkable and h a b itu a l;  i t  i s  in  th e  i ro n ic  in te rp la y  between 

C e le s t in a 's  detachm ent and th e  in c re a s in g ly  anim ated and anim ate 

movement in  th e  sea and sky th a t  te n s io n  f i r s t  develops and th en  f e a r :

C e le s t in a  . . . went o u t as  was h e r  custom, even although  
th e  evening was a lre a d y  c lo sed  in ;  and s tan d in g  on th e  edge 
o f  th e  ro ck s , n e a r th e  house,rem arked  th e  s in g u la r  appearance 
o f  th e  moon, which was now r i s i n g .  I t  was l a rg e ,  and o f  a d u l l  
r e d ,  surrounded by clouds o f  a deep p u rp le , whose s k i r t s  seemed 
touched w ith  flam e. Large volumes o f heavy vapour were g a th e r in g  
in  th e  sky , and th e  heaving  su rg es  sw elled  towards th e  sh o re , 
and broke upon i t  w ith  t h a t  s u l le n  r e g u la r i t y  th a t  f o r t e l s  
[ s ic ]  a  storm . From th e  N orth , a ro se  d i s t i n c t ly  th e  p o in ted  
ra y s  o f  th e  Aurora B o re a lis :  f i e r y  and p o r te n to u s , th ey  seemed 
to  f la s h  l ik e  f a i n t  l ig h tn in g  a  l i t t l e  w h ile  t i l l  th e  moon
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becoming c le a r e r ,  ren d ered  them l e s s  v i s i b le .
Not a  sound was heard  b u t th e  d u l l  murmurs o f  th e  sea on 

one s id e ,  and th e  ra p id  w a te r f a l l s  on th e  o th e r ,  whose 
encreased  n o ise  f o re to ld  w ith  equal c e r t a in ty  an approaching 
tem p est. C e le s t in a , who was in  t h a t  d is p o s i t io n  o f  mind to  
which h o r ro rs  a re  c o n g en ia l, walked s low ly  on n o tw ith s tan d in g ; 
b u t q u i t t in g  th e  c l i f f s ,  on accoun t o f  th e  g a le s  o f  wind which 
now blew  from th e  s e a , she went a long a  narrow p a s s ,  where 
th e r e  was a c a i r n ,  o r  heap o f  s to n e s  lo o se ly  p i le d  to g e th e r ,  
th e  work o f  th e  f i r s t  w ild  n a tiv e s  o f  th e  co u n try ; and as  
t h a t  was as  f a r  as  she thought p ro p er to  v e n tu re  from th e  
house, though i t  was n o t much more th an  e ig h t  o ’ c lo ck , she 
leaned  p e n s iv e ly  a g a in s t i t ,  and w atched w ith  some s u rp r is e  
th e  f lu c tu a t io n s  o f  th e  c louds t h a t  were w ild ly  d riv en  by 
th e  wind a c ro ss  th e  d isk  o f  th e  moon, and l is te n e d  w ith  a 
k ind  o f  c h i l l  awe, to  th e  loud y e t  hollow  echo o f  th e  wind 
among th e  h i l l s ;  which sometimes sobbed w ith  storm y v io le n c e  
f o r  a  moment, and then  suddenly s in k in g , was succeeded by 
a pause more t e r r i b l e  (C, I I I ,  49 -5 0 ).

What b eg in s  as  an i n te r e s t  in  th e  p i c t o r i a l  q u a l i t i e s  o f  th e  scene

becomes, f o r  C e le s t in a , a p e rv a s iv e  b u t unaccoun tab le  f e a r .  When

Montague T horold , whom she does n o t rec o g n iz e , approaches h e r ,  h e r

f i r s t  im pulse i s  to  ru n , a lthough he  has done n o th in g  t h a t  could  be

co n stru ed  as  th re a te n in g .

The th r e a t  i s  in  th e  s e t t in g ,  and C e le s t in a  has begun to  respond 

to  i t  even b e fo re  Thorold t e l l s  h e r  t h a t  Mr. E lp n in s to n e ’s b o a t i s  in  

danger and th a t  i t  i s  im possib le  f o r  th o se  on th e  beach to  reach  i t .  

Thorold

had , d u rin g  t h i s  d ia lo g u e , tak en  h e r  arm and led  h e r  towards 
a  p o in t  o f  th e  ro ck , where she saw, by th e  p a le  and u n c e rta in  
l ig h t  o f  a  moon, wrapped c o n tin u a lly  in  volumes o f  c lo u d s, 
th e  b o a t s tru g g l in g  among th e  d ark  heavy waves which o f te n  
t o t a l l y  concealed  i t ,  and c o n tin u a lly  d r iv e n  by g u s ts  o f  v io ­
le n t  wind f ro m th e p o in t  i t  was t ry in g  to  reach  (C, I I I ,  53 -54).

C e le s t in a  ru n s  to  th e  h ouse , b reak in g  in  on and s u rp r is in g  Mrs.

E lp h in s to n e , who asks h e r  what i s  wrong.

"Ah! dear Madam!" r e p l ie d  C e le s t in a :  "Mrs. E lp h in sto n e—h is  
b o a t—"

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



189

"What o f  him?" in te r ru p te d  h e r  t e r r i f i e d  f r ie n d :  " i s  he 
drowned? i s  he lo s t? "

"No, nol I hope, I b e lie v e  n o t ,"  c r ie d  C e le s t in a ;  "b u t a 
b o a t,  which th ey  say  i s  h i s ,  i s  b e a tin g  o f f  th e  is la n d ,  and 
th e  people  a re  a f r a id  i t  w i l l  go t o  p ie c e s ."

T his was enough fo r  th e  unhappy Mrs. E lp h in s to n e , who 
f e e l in g ,  in  i t s  most d read fu l l ig h t  th e  e v i l  which th re a te n e d  
h e r ,  now ra n  h e r s e l f  w ild ly  tow ards th e  beach .

They a r r iv e  to o  l a t e ;  th e  b o a t has gone down.

Mrs. E lp h in sto n e  and C e le s t in a  looked o u t in  v a in  fo r  th e  
p lac e  where a  few moments b e fo re  th e  b o a t had been: no v e s tig e  
o f  i t  rem ained and th ey  saw on ly , by th e  w ain ing  [ s ic ]  moon, 
which b u t se rved  to  lend  new h o r ro rs  to  th e  view , th e  w ild  
waves dash ing  over th o se  rocks in  sh e e ts  o f  w h ite  foam; w hile  
th e  fu ry  o f  th e  winds and th e  beating- o f  th e  r a in  h a rd ly  
allow ed them to  s ta n d  on th e  p re c ip ic e  t h a t  overlooked th e  
scene o f  storm y d e s o la t io n .

Mrs. E lp h in sto n e  i n s i s t s  on rem aining where she can  see th e  beach . She

co n tin u ed  to  wander backwards and forw ards f o r  some moments, 
t i l l  h e r  t e r r o r  q u i te  overcame h e r ;  and she threw  h e r s e l f  on 
th e  ground, say in g , in  a low and solemn v o ice , to  C e le s t in a — 
"E lp h in sto n e  i s  drowned; I  know he  i s ;  and h e re  I w i l l  w ait 
to  see  h i s  co rp se , which w i l l  be d r iv e n  on sh o re  in  th e  
m orning ." Then s ta r t i n g  up, she would have gone down to  
th e  sh o re , from an id ea  which suddenly o ccu rred  to  h e r t h a t  
he m ight y e t  be  saved by swimming. C e le s t in a ,  n o t  knowing 
w hether i t  was b e s t  to  p rev en t o r to  in d u lg e  h e r ;  unab le  
to  d is s im u la te , and a f f e c t  hope she d id  no t f e e l ,  was in  
a s i t u a t io n  h a rd ly  b e t t e r  than  th a t  o f  h e r  d i s t r a c t e d  f r ie n d  
whom she su p p o rted , when Montague Thorold jo in e d  them.
Mrs. E lp h in s to n e , occupied  o n ly  by th e  t e r r o r  o f  th e  moment, 
took  no n o t ic e  o f  th e  e x tra o rd in a ry  c ircum stance  o f  a s tr a n g e r ,  
whom she had n ever seen  b e fo re , th u s  suddenly  a p p earin g ; but 
unconscious o f  ev ery  th in g ,  and h e e d le s s  ofwho he was, r e ­
q u es ted , in  ac ce n ts  o f  p ie rc in g  an g u ish , h i s  a s s is ta n c e  to  
h e lp  h e r  down th e  w inding pa th  which le d  to  th e  beach .

T ogether, th e  th re e

reached th e  p la c e ,  where seven o r  e ig h t  men were a lre a d y  
assem bled. The moon was by th is  tim e down, and th e  darkness 
was on ly  broken by  l i v i d  f la s h e s  o f  f a in t  l ig h tn in g ,  w hich, 
w ith  th e  th u n d er m u tte rin g  a t  a  d is ta n c e ,  encreased  th e  
h o r ro rs  o f  th e  -storm. Amid th e  b lack  and sw e llin g  waves, 
however, o b je c ts  were seen  f lo a t in g ,  and many o f  th e s e  heavy 
seas  had n o t  broken on th e  sh o re , b e fo re  th e s e  o b je c ts  were 
d isc e rn ed  to  be th e  b o d ies  o f  th o se  who had p e r is h e d , and
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th a t  o f  th e  i l l - f a t e d  E lp h in sto n e  was one o f  th e  f i r s t  which 
was thrown on th e  beach , and to o  w e ll known by h i s  unhappy 
w ife  (C, I I I ,  56 -5 9 ).

There i s ,  in  t h i s  ep iso d e , much th a t  re v e a ls  what i t  i s  abou t 

S m ith 's  f i c t io n  t h a t  s tr a d d le s  th e  l in e  d iv id in g  th e  e ig h te e n th -  

cen tu ry  novel from th a t  o f  th e  n in e te e n th  ce n tu ry . The d ic t io n  and 

s ty l e  o f  th e  n a r r a t iv e  belong to  th e  e ig h te e n th  cen tu ry . For u s , 

th e  language to o  o f te n  seems in a p p ro p r ia te ,  ev a siv e , and eu p h em istic . 

I t s  "e leg an ce"  and " d e lic ac y "  tend  to  d isg u is e ,  as in  th e  ep isode 

ju s t  quo ted , an unexpected m odernity . The a c tio n  i s  ren d e red  more 

n a tu r a l ly  th an  i s  usu a l in  e ig h te e n th -c en tu ry  f i c t io n .  There i s  more 

genu ine , p u rp o siv e  movement and l e s s  ra n t in g  and fren zy  th an  one 

would ex p ect. Mrs. E lp h in s to n e 's  d i s t r a c t io n  i s  n ic e ly  caught in  th e  

" im p ro p rie ty "  she i s  g u i l t y  o f  when sh e  demands a s s is ta n c e  from a t o t a l  

s tr a n g e r .

C h a r lo t te  S m ith 's  d e s c r ip t io n s ,  however, look forw ard w e ll in to  

th e  n in e te e n th  c e n tu ry . A good d ea l about th e  trea tm en t o f  th e  storm  

in  C e le s t in a  a n tic ip a te d  D ickens’ d e s c r ip tio n  o f  th e  storm  in  David 

C o p p erfie ld  d u rin g  which Ham and S te e r fo r th  a re  k i l l e d .  Dickens o f fe r s  

a r i c h e r ,  more h e c t i c ,  more m elodram atic ep iso d e . His storm  i s  more 

i n t r i c a t e l y  bound up in  h i s  p l o t ,  i t  i s  lo n g e r , th e  damage i t  does i s  

b o th  p ro v id e n t ia l  and i r o n i c ,  th e  re a d e r  i s  aware o f  a  g re a t  many s ig ­

n i f i c a n t  and in s ig n if i c a n t  d e ta i l s  a l l  o f  which give su b stan ce  to  David 

C o p p erfie ld * s  ex p e rien ce . D ickens’ d e s c r ip tio n s  a re  n o t ,  however, very  

n o tab ly  d i f f e r e n t  from S m ith 's . As David C o p p erfie ld  approaches 

Yarmouth, th e  sky i s
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a  murky confusion—h e re  and th e re  b lo t te d  w ith  a  co lo u r l ik e  
th e  co lo u r o f  th e  smoke from damp f u e l—o f  f ly in g  c lo u d s, to sse d  
up in to  most rem arkable h eap s, su g g estin g  g re a te r  h e ig h ts  in  
t h e  c louds th an  th e r e  were depths below them to  th e  bottom  o f  
t h e  d eep est hollow s in  th e  e a r th ,  th rough  which th e  w ild  
moon seemed to  plunge headlong, as  i f ,  in  a  d read  d i s tu r ­
bance o f  th e  laws o f  n a tu re ,  she had l o s t  h e r  way and were 
f r ig h te n e d .  There had been a  wind a l l  day; and i t  was 
r i s i n g  th e n , w ith  an e x tra o rd in a ry  g re a t  sound. In  an o th e r 
hour i t  had much in c re a se d , and th e  sky was more o v e rc a s t,  
and blew hard  CChapter 55 ).

Both Smith and Dickens anim ate th e  n a tu ra l  works in  o rd e r  to  

ex p ress  i t s  c a p a c ity  to  th r e a te n ,  o r  to  seem th re a te n in g . Dickens 

r e l i e s  on s im ile s ;  Smith r e l i e s  on m etaphors im plied  by th e  verb s  she 

chooses. Dickens w ants, a t  th e  o u ts e t ,  a  l a r g e r ,  g ran d e r, more ominous 

e f f e c t  th an  Smith does when C e le s t in a  f i r s t  n o tic e s  th e  storm .*  Smith 

i s  i n te r e s t e d ,  as Dickens i s  n o t ,  in  th e  n i c e t ie s  o f  C e le s t in a ’s re a c t io n  

b e fo re  th e  storm  i s  p e rce iv ed  as a  t h r e a t ,  and , in  p a r t i c u l a r ,  in  th e  

cu rio u s  d is s o c ia t io n  between th e  emotions o f  a  detached  o b se rv e r and 

th e  em otions th e  r i s i n g  storm  seems to  be e x p re s s in g . Dickens* storm  

must f i r s t  be p o rte n to u s  because i t  must l a t e r  be p ro v id e n t ia l .  Sm ith’ s 

storm  i s  q u i te  a r b i t r a r y  a lthough se aso n a l. I t  e x is t s  independen tly  

o f  C e le s t in a ,  who ’’watched w ith  some s u rp r i s e  th e  f lu c tu a t io n s  o f  th e  

c louds t h a t  were w ild ly  d riv en  by th e  wind ac ro ss  th e  d isk  o f  th e  moon,” 

e tc .  I t  i s  over a p e rio d  o f  tim e  th a t  th e  storm  f i r s t  b eg in s  to  seem 

and th en  becomes th re a te n in g ;  over th e  same p e rio d  o f  tim e C e le s t in a ’s 

emotions undergo v a rio u s  tra n s fo rm a tio n s . S u b tle  m odulations in  

Sm ith’s d ic t io n  r e f l e c t  s u b tle  m odulations in  th e  q u a li ty  o f  what 

C e le s t in a  h ea rs  and s e e s . The m elodram atic and i ro n ic  purposes served

*See pp . 187-88 above.
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by Dickens* d e s c r ip tio n  r e s u l t  in  q u a l i t ie s  v e ry  d i f f e r e n t  from what 

comes from th e  more r e s t r i c t e d  purpose served  by S m ith 's  in  c re a t in g  

and c o n tro l lin g  mood. The d ic t io n ,  s ty l e ,  and anim ation o f  th e  two 

d e s c r ip tio n s  a re  n o t ,  however, d is s im ila r  in so fa r  as Dickens too 

must f i r s t  c re a te  and c o n tro l mood.

Also rem arkable i s  th e  s im i la r i ty  between Sm ith’s and D ickens’

tre a tm e n t o f  th e  bod ies  o f  th o se  drowned during  th e  storm . The l a s t

sen tence  in  th e  C e le s tin a  passage* d escrib es  something v e ry  l ik e  th e

moment when David C o p p erfie ld  sees

eddying fragm ents . . .  in  th e  s e a , as i f  a mere cask  had been 
b roken , in  running  to  th e  spo t where th ey  were h au lin g  in .  
C o n ste rn a tio n  was in  every  fa c e . They drew him to  my very  
f e e t —in s e n s ib le —dead (C hapter 55).

I f  bo th  Smith and Dickens recogn ized  th a t  an anim ate n a tu ra l  w orld i s  

an e f f e c t iv e  and a f f e c t iv e  way o f  e s ta b l is h in g  th e  mood th a t  surrounds 

a  t e r r i f y in g  ev e n t, th ey  b o th  recogn ized  too  th a t  a m p lif ic a t io n , 

however t re n c h a n t,  v i t i a t e s  an account o f  genuine a n g u ish . The unmi­

t ig a t e d  f a c t  o f  d e a th , t h a t  a human body has become a  th in g ,  need only 

be no ted  to  be c h i l l in g .  Both au th o rs  s e t  a wooden body a g a in s t  an 

anim ate seascape  to  quicken an apprehension  o f  d ea th .

By fo cu ssin g  on what i s  dram atic  about an even t t h a t  causes 

s u ffe r in g  r a th e r  th an  on th e  consciousness o f  s u ff e r in g  in  a  c h a ra c te r— 

ty p ic a l ly  th e  way sympathy i s  e l i c i t e d  in  e ig h te e n th -c en tu ry  n o v e ls— 

Smith avo ids f a l l in g  too  f a r  on th e  s id e  o f  s e n tim e n ta li ty  and p a th o s . 

The storm  i t s e l f  o f fe r s  h e r  m a te r ia ls  fo r  ren d e rin g  th e  occasion  awesome

*See pp . 189-90 above.
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and p a lp a b le  so  t h a t  th e  p a thos e l i c i t e d  by  th e  account i s  as b leak  as 

th e  emotions o f  th o se  who w itn ess  th e  d ea th  o f  Mr. E lp h in sto n e  a re  s ta r k  

and raw .

Even more rem arkable than  h e r  an im ation  o f  th e  n a tu ra l  w orld i s

h e r  use o f  m etaphor o r  symbol f o r  a sp ec ts  o f  human ex p erien ce  t h a t

u n t i l  th e  tw e n tie th  ce n tu ry  could  e n te r  th e  novel o n ly  by in d ir e c t io n .

More b l a t a n t ly  th an  in  Emmeline, C h a r lo tte  Smith u ses  th e  sea  in

C e le s t in a  as  m etaphor o r  symbol fo r  fem ale s e x u a l i ty  and s e n s u a l i ty .

In doing so , sh e  p re d a te s  th e  move among Romantic p o e ts  away from th e

s im ile  and toward th e  s tro n g e r ,  more v i t a l  and o rg an ic  bonding between

th e  n a tu ra l  w orld  and human emotions p o s s ib le  through metaphor and

symbol. In  The M irro r and th e  Lamp, M. H. Abrams lo c a te s  th e  tim e

and th e  term s on which C o leridge  d iscard ed  th e  s im ile .

In 1802 he  w rote  a rem arkable l e t t e r  to  th e  p o e t,  Sotheby, 
which s ig n a l iz e s  a  profound change in  h i s  c r i t i c a l  th in k in g , 
and p ro v id es  a key to  h i s  l a t e r  philosophy  b o th  o f  p o e try  
and o f  mind. A few y e a rs  e a r l i e r ,  C o le rid g e  had rev e red
and em ulated th e  so n n ets  o f  W illiam  Bowles. Now he tak e s
e xcep tion  to  Bowles’ p e r s i s te n t  device ( in  th e  f a m il ia r  
convention  o f  th e  m e d ita t iv e -d e s c r ip tiv e  poem o f  th e  
p reced ing  cen tu ry ) o f  s e t t in g  up a  n a tu r a l  scene m erely 
as th e  o ccasion  f o r  a  p a r a l le l  w ith human l i f e ,  s e n t i ­
m ents, and m o ra l i ty .22

Abrams quotes from th a t  l e t t e r :

N ature has h e r  p ro p er i n t e r e s t ,  and he w i l l  know what i t  
i s  who b e lie v e s  and f e e l s  t h a t  ev e ry th in g  has a  l i f e  o f  
i t s  own, and t h a t  we a re  a l l  One L ife . A p o e t’s  h e a r t  
and i n t e l l e c t  should  be combined, in tim a te ly  combined and 
u n if ie d  w ith  th e  g re a t  appearances o f  n a tu re ,  and n o t 
m erely h e ld  in  s o lu t io n  and lo o se  m ix tu re  w ith  them , in  
th e  shape o f  form al s im i l e s .23

But as e a r ly  a s  1791 Smith had produced a  passage in  which a  s im ile

su g g ests  and th en  d isa p p e a rs  behind a  m etaphoric o r  sym bolic rea d in g .
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B eliev in g  th a t  she h as  l o s t  W illoughby fo re v e r ,  C e le s t in a  search es

o u t s e t t in g s  t h a t  a re  com patible w ith  h e r  m isery . So s e lf - in d u lg e n t ly

m orbid i s  she t h a t  she  has made

fo r  h e r s e l f  a  sp ec ie s  o f  gloomy enjoyment from th e  d rea ry  and 
w ild  scenes around h e r .  A l i t t l e  tim e b e fo re ,  she had been 
im agining how p le a sa n t th e  most d e so la te  o f  th e s e  b a rre n  
i s la n d s  m ight be rendered  to  h e r  by th e  p resen ce  o f  h e r 
beloved W illoughby. She now r a th e r  sought images o f  h o r ro r .
The sun , f a r  d is ta n t  from t h i s  n o r th e rn  re g io n , was as ■ f a in t  
and lan g u id  as  th e  s ic k  th o u g h ts  o f  C e le s t in a :  h i s  fee b le  
ray s  no lo n g er gave any warm co lo u r in g  to  th e  rugged c l i f f s  
th a t  ro se  above h e r  head , o r  l e n t  th e  u n d u la tin g  se a  t h a t  
s p a rk lin g  b r i l l i a n c e  which a  few weeks b e fo re  had given 
g a ie ty  and ch e e rfu ln e ss  even to  th e s e  s c a t te r e d  masses o f  
alm ost naked s to n e , a g a in s t  which th e  w ater in c e s s a n tly  b roke. 
Grey, s u l le n ,  and co ld , th e  waves now slow ly  r o l le d  towards 
th e  sh o re  where C e le s tin a  f re q u e n tly  s a t  whole h o u rs, as 
i f  to  count them , when she had in  r e a l i t y  no id e a  p re s e n t
to  h e r  b u t Willoughby l o s t  to  h e r  f o r  ev e r—W illoughby
f o rg e t t in g  h e r ,  and m arried  to  Miss Fitz-Hayman (C,
I I I ,  39 -40).

So long as Smith r e p o r ts  C e le s tin a* s  s e lf -d ra m a t iz a t io n — 

she sees  h e r s e l f  as a p a th e t ic  f ig u r e  a t  th e  c e n te r  o f  a s o rry  s i t u ­

a t io n —th e  s e t t in g  i s  a t  th e  s e rv ic e  o f  h e r  im ag in a tio n ; i t  o f fe r s  

•'images o f  h o r ro r ."  When, however, C e le s t in a  becomes absorbed  in  th e  

f a c t s  and emotions o f  h e r  s i t u a t i o n ,  sh e  becomes o b liv io u s  to  sen sa ­

t io n .  Her s e n s i b i l i t y  no lo n g e r  m ed iates between th e  s e t t in g  and th e  

re a d e r .  I f  th e r e  i s  a  s ig n if ic a n c e  to  be  "read "  in  th e  t e r r a i n ,  i t

i s  one t h a t  C e le s tin a  h e r s e l f  does n o t p e rc e iv e . The n a r r a to r  s te p s

in  and r a th e r  d i s c r e e t ly  s u g g e sts , by means o f  a  s im ile ,  t h a t  th e  

t e r r a i n  i s  in  some sen se  analogous to  an d /o r  r e f l e c t iv e  o f  th e  q u a li ty  

o f  th o se  unnamed se n sa tio n s  and em otions C e le s tin a  e x p e rie n ce s . I f  

C e le s tin a* s  th ough ts a re  l ik e  th e  su n , th en  th e  " u n d u la tin g  sea"  

th a t  has become " g rey , s u l le n ,  and co ld "  i s  t a c i t l y  l ik e  something
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e ls e .  Having a r r e s te d  C e le s tin a* s  c a p a c ity  to  g lo ss  th e  s ig n if ic a n c e  

o f  th e  t e r r a i n ,  and h e r s e l f  o f fe r in g ,  and prom ptly  w ithdraw ing, only 

a  s u g g e stio n , Smith re q u ir e s  an i n te r p r e t a t i o n ,  i f  th e re  i s  to  be one, 

o f  th e  re a d e r .  The t e r r a i n  th a t  b eg in s  as an e x p l i c i t ly  sen tim en ta l 

s e t t in g  becomes im p l ic i t ly  sym bolic. The tra n s fo rm a tio n  i s  e ffe c te d  

by means o f  m odulations in  p o in t o f  view: from C e le stin a* s  to  th e  

n a r r a t o r 's ,  to  th e  r e a d e r 's .

When C h a r lo tte  Smith uses s e t t in g ,  as she  u ses th e  seascape 

in  C e le s t in a , t o  r e f l e c t  o r  express th e  em otional l iv e s  o f  h e r  charac­

t e r s ,  she a ls o  c lo se s  th e  gap between th e  ex p erien ce  o f  h e r  c h a ra c te rs  

and th a t  o f  h e r  r e a d e r .  S e t tin g  t r e a te d  p o e t ic a l ly  e l i c i t s  a  response 

from th e  re a d e r  such th a t  he i s  persuaded th e r e  a re  genuine a f f i n i t i e s  

between th e  g en esis  and development o f  em otions in  th e  c h a ra c te r s ' and 

in  h i s  own f e e l in g s .  Emotions evo lve  a t  a reaso n ab ly  slow pace and 

w ith  s u f f i c i e n t  v a r ie ty  in  tempo and c o lo r  to  su g g est a comprehensive 

ran g e , from p ro v is io n a l  in c l in a t io n  (o r  r e c e p t iv i ty )  to  an in v o lu n ta ry , 

i n e lu c ta b le  su rg e . The c h a ra c te r s ' em otions seem " r e a l i s t i c , "  and 

th e  re a d e r  comes away from th e  novel f e e l in g  th a t  he has sy m p a th e tica lly  

and in t im a te ly  sh a red  them .

I f  i t  e n rich es  th e  r e a d e r 's  ex p erien ce  to  p a r t i c ip a te  in  a 

c h a ra c te r 's  em otional l i f e ,  i t  i s  n o t  a t  a l l  n e c essa ry , o r  f o r  th a t  

m a tte r  d e s i r a b le ,  t h a t  he sh are  a c h a ra c te r 's  id ea s  and o p in io n s . What 

a c h a ra c te r  th in k s  must be judged f o r  i t s  v a l i d i t y  and i t s  m o ra lity .

I t  becomes n e c essa ry , th e re fo re ,  to  m ain tain  a c e r ta in  d is ta n c e  

between th e  p o in t  o f  view o f  a  c h a ra c te r  and th a t  from which h is  

c o g n itiv e  p ro ce sse s  a re  p e rc e iv ed . Such disengagem ent produces r a th e r
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s o p h is t ic a te d  v a r i e t i e s  o f  comedy and iro n y  in  h e r  n o v e ls . O ften fo r

S m ith 's  r e a d e r ,  h e r  f i c t io n a l  "world i s  a  comedy to  th o se  th a t
24-th in k ,  a tra g e d y  to  th o se  t h a t  f e e l ."  Ways in  which Smith uses 

s e t t in g  to  d is t in g u is h  what i s  r e l i a b l e  from what i s  u n re l ia b le  about 

a p o in t  o f  view a re  th e  su b je c t  o f  th e  nex t c h a p te r .
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Notes

1Brydges, V II, 248.

2S c o tt,  IV, 33.

% i t f o r d ,  I I ,  248.

4H ilb is h , p . 537.

^Tompkins, p . 355.

6For example, Frank W. Bradbrook draws on Mary L asce lles*  
o b se rv a tio n  (p. 60) th a t  C a th e rin e  M oreland’s in e p ti tu d e  
may have been designed  to  c o n tr a s t  w ith  Emmeline’s f a c i l i t y ;  he 
e x tr a p o la te s ,  from a c o n tr a s t  in  c h a ra c te r iz a t io n ,  a  c o n tr a s t  in  th e  
re s p e c tiv e  q u a l i t i e s  o f  each o f  th e  n o v e ls : ” In N orthanger Abbey Jane 
Austen r id i c u le s  th e  sen tim e n ta l and rom antic conventions o f  C h a r lo tte  
Smith by c o n tra s tin g  w ith  them an o rd in a ry , sim ple g i r l  tak en  from 
everyday l i f e  and d e scrib ed  r e a l i s t i c a l l y .  In  Love and F r ie n d sh ip , 
s e n tim e n ta li ty  and romance a re  r id ic u le d  by ex ag g era tin g  them to  absurd  
p ro p o rt io n s . This i s  th e  method th a t  i s  used in  th e  l a t e r  p a r t  o f  
N orthanger Abbey, when Jan e  Austen i s  s a t i r i z in g  th e  h o r ro r  and t e r r o r  
s to ry  and i t s  conventions" (p . 103). There i s  v ery  l i t t l e  about 
Emmeline t h a t  i s  e i t h e r  h o r r i fy in g  o r  t e r r i f y in g ;  Bradbrook seems to  
suggest t h a t  th e r e  i s ,  and t h a t  th e  novel i s  something o f  a g o th ic  
romance. See C hapter V, p p . 206-10 below.

7The R h eto ric  o f  F ic tio n  (Chicago: U n iv e rs ity  o f  Chicago P re ss , 
1961). See P a r t  I I I ,  esp . Chap. 13, pp . 377-98, fo r  a d isc u ss io n  o f  
t h i s  problem .

%ow f a r  a  w r i te r  m ight go in  us in g  a  "mixed c h a ra c te r  " was a 
m a tte r  o f  o p in ion  i n th e l 7 9 0 ’s .  Most c r i t i c s  p re fe r re d  bow dlerized  
t e x t s  to  th o se  t h a t  o f fe re d  bad examples. The fo llow ing  ex cerp t from 
a review  o f  Desmond shows th e  rev iew er t ry in g  n o t to  sound l ik e  a  p r ig  
even though he would l ik e  th e  novel b e t t e r  were Desmond’s b eh av io r le s s  
o b je c tio n a b le :  " I f  we have an o b je c tio n , i t  i s  to  th e  want o f  keep in  
t h e  c h a ra c te r  o f  Desmond; h i s  connection  w ith  Joseph ine ought to  have 
been avo ided . . . . But o u r A uthoress may say , she d id  n o t  in te n d  to  
make him p e r f e c t .  Perhaps n o t ,  we a re  n o t advocates f o r  p e r f e c t  
m o n sters , b u t where f a u l t s  answer l i t t l e  good p u rp o se , th e y  may as w ell 
be a v o id ed ."  The European, 22 ( Ju ly , 1792), 23.

q
Sonnets XXI-XXV, E leg iac  S onnets, 3d ed . (London, 1786).
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10See H ilb is h , pp . 118-20.

11Such c o n tro l  r e q u ir e s  r a th e r  s o p h is t ic a te d  m achinery which 
Smith among o th e r s  i s  r e sp o n s ib le  f o r  in v e n tin g . For example,
Anthony B urgess, drawing on alm ost two hundred y e a rs  in  th e  evolu­
t io n  and refin em en t o f  th a t  m achinery, c o n s tr u c ts ,  in  A Clockwork 
Orange, an e la b o ra te  system  o f  l i t e r a r y  sa feg u a rd s  to  c o n tro l  th e  
r e a d e r 's  tendency to  sym pathize too much w ith  th e  n a r r a to r —th e  
W ertherian  f a l l a c y —who i s  in te r e s t in g  because  h i s  a t t i tu d e s  and 
b eh av io r a re  c rim in a l—th e  Manon Lescaut p lo y . But th e 'a b s e n c e  o f  
fu n c tio n a l  e q u iv a le n ts  in  th e  f ilm  v e rs io n  a llow s "misreadingoV 
C on tro l i s  so i n e f f e c t iv e  t h a t  u n so p h is t ic a te d  v iew ers ten d  to  see 
th e  a c tio n  "from  th e  h e ro ’ s p o in t o f  v iew ,"  r a th e r  th an  to  see  him 
from th e  a u th o r ’ s p o in t  o f  view .

12Smith a n t ic ip a te s  A usten ’s i n t e r e s t  in  sen se  and s e n s i b i l i t y .  
The vo cab u la ry  th ey  u se  i s  sometimes m is le a d in g , b u t b o th  Smith and 
Austen d i s t in g u is h  between s e n tim e n ta li ty  and s e n s i b i l i t y .  S e n ti­
m e n ta li ty  i s  a  s im p l i s t i c ,  and e i t h e r  sim pering  o r  f e r v id ,  response  
to  what i s  " p ic tu re sq u e "  o r  "sublim e" in  n a tu re  and to  what i s  sympa­
t h e t i c  o r p a th e t ic  in  in d iv id u a ls .  S e n s ib i l i t y  i s  a  s e n s i t iv e  and 
s e n s ib le  resp o n se  to  th e  n a tu r a l  w orld and to  th e  p eop le  in  i t .  What 
we mean by s e n s i t i v i t y  i s  c lo s e  to  what th e  word s e n s i b i l i t y  conveyed 
in  th e  e ig h te e n th  and e a r ly  n in e te e n th  c e n tu r ie s ,  in c lu d in g  o v erto n es  
to  th e  e f f e c t  t h a t  a temperament o f  t h i s  k in d  i s  somewhat " a r t i s t i c "  
an d /o r  r e f in e d .

13In E n g lish  P o e try  and P rose o f  th e  Romantic Movement, ed . 
George Benjamin Woods, Rev. ed . (F a irlaw n , N .J .:  S c o t t ,  Foresman, 1950), 
p . 164.

14E lto n , p .  76. E lto n  quotes C o le rid g e , p .  75.

15Fry  p o in ts  o u t t h a t  th e  "se a  d u r in g  a storm  i s  a  stan d a rd  
item  in  th e  c a ta lo g  o f  sublim e sc e n e s ,"  and quo tes Burke, Addison, and 
B a i l l i e  on "sublim e" tem pests (p. 87 ).

16C f. too  A usten’s clergymen and Dr. H ollyboum  (OMH) who, i f  
lac k in g  a t ru e  sense  o f  v o c a tio n , ta k e s  a  v e ry  p ro fe s s io n a l  i n te r e s t  in  
th e  f i s c a l  b ase  and in te r n a l  p o l i t i c s  o f  th e  e c c l e s ia s t i c a l  h ie ra rc h y , 
a s  T ro llo p e ’s clergymen do .

17Frank O sb lad is to n e  wants to  be a  p o e t and , on th e  w hole, 
ta k e s  h i s  v o c a tio n  s e r io u s ly .  H is f a t h e r ,  though born  a  gentlem an, 
has made a m erc a n ti le  fo r tu n e . Frank O sb a ld is to n e  comes to  u n d ers tan d — 
he alm ost a p p re c ia te s —h is  f a t h e r ’ s sen se  o f  achievem ent from sp e cu la ­
t i o n ,  la b o r  and th e  r i s k s  o f  h i s  v o c a tio n ; Frank h im se lf  i s  to o  much 
a  gentlem an to  sh a re  h i s  f a t h e r ’s z e a l .
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The n av a l o f f i c e r  i s  i d e n t i f i e d  even by S c o tt w ith  som ething 
new and e n te r p r i s in g  in  B r i t i s h  s o c ie ty ;  Frank O lb ad is to n e ’s t r i b u te  
t o  h i s  m erc h a n t-fa th e r  i s  ex p ressed  in  term s o f  n av a l im agery. Frank 
reco g n izes  t h a t  " in  th e  f lu c tu a t io n s  o f  m e rc a n tile  s p e c u la tio n , th e re  
i s  som ething c a p tiv a tin g  to  th e  a d v e n tu re r, even independent o f  th e  
hope o f  g a in . He who embarks on th a t  f ic k le  s e a ,  r e q u ire s  to  
p o ssess  th e  s k i l l  o f  th e  p i l o t  and th e  f o r t i t u d e  o f  th e  n a v ig a to r ,  
and a f t e r  a l l  may be wrecked and l o s t ,  u n le ss  th e  g a le s  o f  fo rtu n e  
b re a th e  in  h i s  fav o u r. T his m ix tu re  o f  n e c essa ry  a t t e n tio n  and in e v i ­
ta b le  h a z a rd ,—th e  f req u en t and awful u n c e r ta in ty  w hether prudence 
s h a l l  overcome fo r tu n e ,  o r  fo rtu n e  b a f f l e  th e  schemes o f  p rudence, 
a ffo rd s  f u l l  occu p atio n  f o r  th e  pow ers, as w e ll a s  f o r  th e  fe e l in g s  
o f  th e  mind, and t ra d e  has  a l l  th e  f a s c in a t io n  o f  gambling w ith o u t 
i t s  moral g u i l t . "  Rob Roy (London: J .  M. D ent, 1957), p . 7. See too  
p . 92, n . 13 above.

19Such in te r v a l s  a re  f i l l e d  in  o p e ra , in  m usical t h e a t r e ,  and 
u s u a lly  in  f ilm s  w ith  music th a t  i s  designed  to  ex p ress  th e  q u a l i ty  
and am plitude o f  emotions evo lv ing  w hile  a c tio n  and d ialo g u e  a re  
suspended. (Soap opera  has a v e r i t a b l e  code o f  to n a l  s ig n a ls  to  do 
th e  jo b .)  In  drama, i t  i s  v i r t u a l l y  im p o ssib le  to  s ig n a l  th e  s ig n i ­
f ic a n c e  o f  s i le n c e  w ith o u t f i l l i n g  t h a t  in te r v a l  w ith  words: th e  s o l i ­
loquy and th e  a s id e  a re  p a ra d o x ic a l co n v en tio n s . Verse drama i s  
sometimes a b le ,  th rough  th e  imagery t h a t  c h a ra c te r iz e s  th e  d ic t io n ,  
to  suggest th e  q u a l i ty  o f  an em otion, b u to n ly  when and in s o fa r  as th e  
c h a ra c te r  h im s e lf  a r t i c u l a te s  h i s  f e e l in g s .

20Cf. Mrs. G a s k e ll 's  u se  in  North and South o f  bo th  th e  fa c to ry  
and a g ita te d  crowds o f  peop le  a s  a  s e t t in g  a g a in s t  which h e r  love 
s to r y  develops and as a  measure o f  what i s  v i r i l e  and e r o t i c  about th e  
man who c o n tro ls  b o th . That C h a r lo t te  Smith makes any use  a t  a l l  o f  
such p o s s i b i l i t i e s  i s  q u i te  e x tra o rd in a ry .

21
C f. C h a r lo t te  B ron te, Jan e  Eyre, Chap. 15. There i s  a con­

v e rs a t io n  v e ry  l ik e  th e  one between Emmeline and Godolphin a f t e r  Jan e  
Eyre has saved R ocheste r from th e  f i r e .  A fte r  she r e tu rn s  to  h e r  room, 
she cannot s le e p  b u t u n t i l  "morning dawned I  was to ss e d  on a  buoyant 
b u t u n q u ie t s e a ,  where b illo w s  o f  tro u b le  r o l l e d  under su rg es  o f  jo y .
I tho u g h t sometimes I  saw beyond i t s  w ild  w a te rs  a  sh o re , sweet as  th e  
h i l l s  o f  Beulah; and now and th en  a f re sh e n in g  g a le ,  wakened by hope, 
bo re  my s p i r i t ,  tr iu m p h an tly  tow ards th e  bourne; b u t I could n o t reach  
i t ,  even in  fa n c y ,—a c o u n te ra c tin g  b reeze  blew  o f f  lan d , and c o n tin u a lly  
drove me back . Sense would r e s i s t  d e lir iu m : judgment would warn p a s s io n . 
Too f e v e r is h  to  r e s t ,  I  ro se  as soon as  day dawned." The way Bronte 
p o in ts  to  and p o in ts  out th e  s ig n if ic a n c e  o f  h e r  symbolism shows how 
co n sc io u s ly  she  i s  u s in g  a  l i t e r a r y  device  and how much she wants h e r  
r e a d e r  to  n o t ic e  i t .  The way Smith p la c e s ,  r a th e r  th an  p o in ts  t o ,  
h e r  symbolism i s  by tw e n tie th -c e n tu ry  s ta n d a rd s  n o t on ly  more modem 
b u t c o n s id e rab ly  more t a c t f u l .

22Abrams, p .  294.
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^ T o  W. Sotheby, 10 S ep t. 1802, L e t te r s , I ,  403-6, quoted in  
Abrams, p . 294.

24Horace W alpole, To th e  Countess o f  Upper O ssory, 16 August 
1776, L e t te r s ,  ed . W. S. Lewis, 32 (New Haven: Yale U n iv e rs ity  P re ss ,  
1937-73).
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CHAPTER V

C h a ra c te riz a tio n  and S e ttin g :
Reason, Im agination  and P o in t o f  View

Most l i t e r a r y  h i s to r ia n s  c r e d i t  Smith w ith  b e ing  among th e

f i r s t  to  u se  sublim e o r  murky landscapes and th e  awesome i n t e r io r

spaces o f  c a s t le s  in  a rom antic  an d /o r  Gothic m anner.1- Like bo th  th e

Gothic and se n tim en ta l n o v e li s ts  (and th e  Romantic p o e ts ) ,  she i s

in te r e s te d  in  th e  e f f e c t  on thep sy ch e  o f  what i s  e x tra o rd in a ry  in  th e

inanim ate  w orld. She o f te n  shows th a t  e f f e c t  as a th e r a p e u tic a l ly

e le v a tin g  experience  f o r  th o se  whose s e n s i b i l i t i e s  a re  a ttu n e d  to  what

i s  "p ic tu re sq u e "  o r  "sub lim e"; i t  i s  sometimes a ls o  th e  source o f

m etap h y sica l, m oral and p sy ch o lo g ica l in s ig h ts .  The em otions evoked

by what i s  b e a u ti fu l  o r  awesome in  n a tu re  a re  th e  su b je c t  o f  many o f

h e r  so n n e ts , and such f e e l in g s  a re  allow ed to  th o se  o f  h e r  c h a ra c te rs
2

whom she endows w ith  f in e  and c u lt iv a te d  s e n s i b i l i t i e s .

That Smith i s  among th e  f i r s t  E nglish n o v e lis ts  to  make meaning­

fu l  and dram atic  u se  o f  commonplace i n te r io r s  goes v i r t u a l l y  u nno ticed .

In th e  ty p ic a l  e ig h te e n th -c e n tu ry  n o v e l, rooms, h o u ses, and c a s t le s  a re  

lo ca te d  and named, b u t seldom fu rn is h e d .^  In  S m ith 's  no v e ls  o b jec ts  

w ith in  o rd in a ry  rooms a re  sometimes as notew orthy as th e  f e a tu re s  o f  a 

sublim e lan d scap e . Her purpose  i s  u s u a lly  to  show th e  c o g n itiv e  fa c u l­

t i e s  o f  h e r  c h a ra c te rs  in  o p e ra t io n , j u s t  as th e  purpose ou tdoor s e t t in g s  

s e rv e  i s  u s u a lly  t o  show em otional f a c u l t i e s  in  o p e ra tio n . U nlike most 

w r i te r s  o f  h e r  tim e , she i s  i n te r e s te d  in  th e  re a c t io n s  o f  th o se  o f  h e r

- 201 -
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c h a ra c te rs  whose fe e l in g s  a re  e i t h e r  l e s s  th an  o r  o v e rly  d e l ic a te  and 

r e f in e d .  She o f te n  shows k in d s .o f  in c o n g ru ity  a s  w ell as co n g ru ity  

between th e  o b je c t  p e rce iv ed  and i t s  s ig n if ic a n c e  to  a  p a r t i c u l a r  

p e rc e iv in g  mind, and she i s  in te r e s te d  in  p u rsu in g  th e  im p lic a tio n s  

and consequences o f  m isguided o r  fa tu o u s p e rc e p tio n s  and c o n cep tio n s. 

For such purposes she uses d i s t in c t iv e  i n t e r i o r  s e t t in g s  o f  which 

some—b ut n o t n e c e s s a r i ly  th e  most i n te r e s t in g  ones—seem, in  th e  

G othic fa sh io n , uncanny.

P h ilip p e  S €joum § i s th e :o n ly  l i t e r a r y  h i s to r ia n  to  have f u l ly

c re d i te d  Smith w ith  be ing  one o f  th e  f i r s t  n o v e l i s ts  to  use  o b je c ts  in

a  d e l ib e ra te ly  m eaningful, hence modem, way. He su g g ests  t h a t  Sm ith’s

pu rp o se , fo r  example, in  n o tin g  th e  k in d s  o f  f u rn i tu r e  found in  Rayland

H all (OMH) i s  to  frame a p o r t r a i t  o f  Mrs. Rayland, n o tin g  th a t

1 ’amSnagement in t£ r ie u r  de l a  demeure de Madame Rayland e s t  
d&nodg sans d o u te , mais I 1a u te u r  s ’ in te r e s s e  i c i  seulem ent 
h d e f in i r  un cadre  q u i convienne h son personnage, en e n tr a n t  
d ’a i l l e u r s  dans l e  d e ta i l  de fagon peu h a b i tu e l l e ;  e l l e  t i e n t  en 
e f f e c t  h p r e c i s e r :  "The f u rn i tu r e  was r ic h  b u t o ld -fa sh io n e d : 
th e  beds were o f  c u t v e lv e t  o r  damask, w ith  h igh  t e s t e r s ,  some 
o f  them w ith  g i l t  c o rn ic e s :—th e  c h a ir s  were worked, o r  o f  
co loured  v e lv e ts ,  f r in g e d  w ith  s i l k  and go ld , and had g i l t  
f e e t : —f in e  japanned c a b in e ts ,  b e a u ti fu l  p ie c e s  o f  c h in a , 
la rg e  g la s s e s ,  and some v a lu a b le  p i c tu r e s .  . . . e tc .

Sdjoum S q u ite  r ig h t ly  p o in ts  o u t t h a t  such c a re f u lly  r e a l iz e d  v isu a l

d e ta i l  i s  v i r t u a l l y  unique in  la te -e ig h te e n th -c e n tu ry  f i c t i o n ,  b u t

th e  purposes fo r  which Smith uses d e s c r ip t iv e  d e ta i l  a re  only  in  p a r t

e x p la in ed  by analogy to  a fram e. The passage  SSjoum S s e le c te d  i s ,

t o  beg in  w ith , c u rio u s ly  chosen to  support an a s s e r t io n  th a t  th e

o b je c ts  in  a room a re  item ized  in  o rd e r  to  frame c h a ra c te r  and, by

im p lic a tio n , e n ric h  c h a ra c te r iz a t io n .  I t  appears in  th e  m iddle o f
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th e  n o v e l, long  a f t e r  th e  re a d e r  has become f a m ilia r  w ith  Mrs. Rayland, 

and i t  i s  u n c h a ra c te r i s t ic  p r e c i s e ly  because  i t  l i s t s  so many p iec e s  

o f  f u r n i tu r e .5 The l i s t  S^ journ^  c i t e s  has a  v e ry  d i f f e r e n t  purpose 

from th e  one he a t t r ib u t e s  to  i t ;  b e fo re  d isc u ss in g  th a t  fu n c tio n , I 

o f f e r  fo r  comparison a  passage th a t  i s  indeed  designed  to  d e lin e a te  

c h a ra c te r .

The fo llo w in g  appears a t  th e  beg in n in g  o f  The Old Manor House,

im m ediately  b e fo re  Mrs. Grace Rayland i s  d is t in g u is h e d  from h e r  o ld e r

and younger s i s t e r s .  I t  i s  ty p ic a l  o f  Sm ith’s manner t h a t ,  as happens

h e re ,  a  t e l l i n g  d e ta i l  w ith in  th e  room becomes a  k in d  o f  emblematic

fo c a l  p o in t  w ith in  a  l e i s u r e ly ,  a p p a re n tly  d ig re s s iv e  e x p o s ito ry

p a ssa g e , in  which n a r r a t iv e  in fo rm a tio n  and a t t i t u d i n a l  s ig n a ls  a re

s u b tly  in terw oven:

[Orlando Som erive’s] in tro d u c tio n  [a t Rayland H all] was 
p r in c ip a l ly  owing to  th e  fav o u r o f  an o ld  la d y , th e  widow 
o f  a clergym an, who was among th e  a n c ie n t  f r ie n d s  o f  th e  
fam ily , t h a t  s t i l l  enjoyed th e  p r iv i le g e  o f  b e in g  regu­
l a r l y  s e n t f o r  in  th e  o ld  fam ily  coach , once a  y e a r; a 
custom w hich, o r ig in a tin g  in  th e  days o f  S i r  H ildebrand , 
was s t i l l  r e ta in e d .

This lad y  was a  woman o f  se n se  and benevo lence , and 
had o f te n  a ttem p ted  to  do k in d  o f f ic e s  to  th e  Somerive 
fam ily  w ith  t h e i r  r ic h  maiden r e l a t i o n s ;  b u t th e  h e ig h t 
o f  h e r  su ccess  amounted to  no m ore, th an  o b ta in in g  
a  renew al o f  th e  very  l i t t l e  n o t ic e  t h a t  had ev e r been 
tak en  o f  them , a f t e r  th o se  c a p ric io u s  f i t s  o f  co ldness 
which sometimes happened; and once , some tim e a f t e r  th e  
dea th  o f  th e  e ld e r  Mrs. [Barbara] Rayland, b rin g in g  
Orlando to  th e  H all in  h e r  hand (whom she had met by 
chance f is h in g  in  a stream  t h a t  r an  th rough  t h e i r  dom ain), 
w ith o u t b e ing  chidden fo r  encourag ing  an i d le  c h ild  to  
ca tc h  minnows, o r  fo r  lead in g  him a l l  d i r t y  and wet in to  
t h e i r  p a r lo u r ,  a t  a tim e when th e  b e s t  em broidered c h a ir s ,  
done by th e  hands o f  dame G ertrude Rayland [S ir  H ilde­
b ran d ’s w ife ] ,  were a c tu a l ly  unpapered , and uncovered 
fo r  th e  rec e p tio n  o f  company (OMH, I ,  5 ) .
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The unpapered, em broidered c h a irs  a re  im portan t because th e  c h a ra c te rs  

and th e  a u th o r , r e s p e c tiv e ly ,  p e rc e iv e  t h e i r  s ig n if ic a n c e .  For th e  two. 

maiden la d i e s ,  th ey  a re  im portan t b o th  because th ey  were made by t h e i r  

m other, and b ecau se , l ik e  e v e ry th in g  e ls e  i n  Rayland H a l l,  th ey  d eriv e  

from an e a r l i e r  p e rio d ;  th ey  them selves have added n o th in g  contem porary 

to  th e  f u rn i tu re  o f  th e  H a l l ,  b u t have a s s id u o u s ly  p rese rv e d  what th ey  

in h e r i te d .  From th e  a u th o r ’ s p o in t  o f  view , th e  c h a ir s  a re  im portan t 

in s o fa r  as th e  ca re  th ey  rec e iv e  t y p i f ie s  th e  fu ssy  and p r ig g is h  concern 

w ith  d a ted  o b je c ts  as w e ll as  th e  d a ted  v a lu es  c h a r a c te r i s t i c  o f  th e  

Rayland women. In Sm ith’ s n o v e ls ,  an o b je c t  in  a room i s  u s u a lly  o f  

some consequence fo r  one o f  h e r  c h a ra c te rs ,  as a re  th e  c h a ir s  i n  t h i s  

ep iso d e , and what Smith s ig n a ls  to  h e r  rea d e rs  when she n o t ic e s  such 

o b je c ts  a re  th e  a t t i tu d e s  th ey  evoke in  h e r c h a ra c te r s .^  O bjec ts a re  

r a r e ly  n o ted  s o le ly  f o r  th e  sake o f  what th ey  c o n tr ib u te  to  th e  ’’formal 

rea lism ” o f  th e  f i c t i o n .  They c a rry  an a d d it io n a l  emblematic o r  symbolic 

s ig n if ic a n c e .

The ca ta lo g u e  o f  a n tiq u a te d  fu rn i tu re  Sdjoum d u ses as an example 

o f  a  fram ing device appears in  th e  middle o f  th e  novel when a  number o f  

c h a ra c te r s ,  n o t in c lu d in g  Mrs. Rayland, to u r  a  p a r t  o f  th e  manor house 

which i s  no lo n g er in  u se . The occasio n  i s  th e  annual t e n a n ts ’ f e a s t .  

Because some o f  th e  g u e s ts  a re  conducted through t h i s  p a r t  o f  th e  house 

as i f  th ey  were v i s i t i n g  a museum, th ey  a re  aware o f  k in d s  and c la s se s  

o f  o ld -fa sh io n e d  f u r n i tu r e ,  and what Smith r e c o rd s , th e r e fo r e ,  i s  what 

th ey  would be expected  to  n o t ic e  about th e  co n te n ts  o f  th e  rooms they  

v i s i t .  Because Mrs. Rayland n ever e n te rs  t h i s  p a r t  o f  th e  ho u se , th ese  

p iec e s  o f  fu rn i tu r e  never frame h e r .  T h e ir  s ig n if ic a n c e  w ith  re sp e c t  to

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



205

th e  c u rre n t  owner o f  Rayland H a ll i s  p r e c i s e ly  t h a t  rooms and f u rn i tu re  

once n e c e s s a r i ly  numerous and e le g a n t  have become, in  h e r l i f e t im e ,  

h i s t o r i c a l  c u r i o s i t i e s .

I t  i s  a measure o f  th e  d e c lin e  o f  th e  s o c ia l  and p o l i t i c a l  in flu e n ce  

o f  th e  manor house, and o f  th e  Rayland fam ily , th a t  Mrs. Rayland p re se rv e s , 

b u t does n o t u s e , so  la rg e  a p a r t  o f  h e r house. The symbolic fu n c tio n  o f  

th e  s e t t in g  i s ,  in  t h i s  r e s p e c t ,  comparable to  th e  sym bolic fu n c tio n  

a n a c h ro n is t ic  mansions p la y  in  so much o f  F au lk n er’ s f i c t io n :  th e  s i g n i f i ­

cance o f  th e  s e t t in g  l i e s  in  th e  d is ju n c tio n  between how such houses were 

meant to  be used and how th ey  have come to  be used. S m ith 's  device  here  

i s  to  d e lin e a te  a frame which, c o u n te r  to  ex p e c ta tio n s  r a is e d  by th e  

s o c ia l ,  economic, and p o l i t i c a l  h i s to r y  o f  h e r  c la s s ,  never c o n ta in s  th e  

c u rre n t  Mrs. Rayland. S m ith 's  in te n t io n  i s  to  show an i ro n ic  r e la t io n s h ip  

between s e t t in g  and c h a ra c te r ,  o r ,  i n  S S jo u m S 's  term s, between th e  frame 

and th e  p o r t r a i t .

The to u r  a llow s Smith an o p p o r tu n ity  to  e n ric h  th e  c h a ra c te r iz a ­

t io n  o f  s e v e ra l m inor f ig u re s  in  th e  novel by means o f  t h e i r  re a c t io n s  

to  what th ey  see and to  each o th e r .  More i n te r e s t in g  i s  i t s  e f f e c t  as  

one o f  s e v e ra l  contiguous ep iso d es  which p rev e n t Orlando from keeping  a 

s e c r e t  appointm ent w ith  Monimia. To a  s e r i e s  o f  even ts t h a t  tak e  p lac e  

w ith in  th e  rooms in  which th e  g e n try  d ine and dance—hence a  sequence in  

tim e w ith in  a r e s t r i c t e d  space—Smith adds a  s e r ie s  o f  even ts l a id  out 

along th e  c o rr id o rs  and s ta i r c a s e s  o f  Rayland H a ll. By means o f  b o th  th e  

tem poral and s p a t i a l  dim ensions o f  h e r  s e t t in g ,  she ex tends th e  r e a d e r 's  

sense  o f  d u ra t io n  in  a  d ram atic  fa sh io n  j u s t  as  she does in  a l y r i c  fash io n
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in  ways d e sc r ib ed  in  C hapter IV.*

W ithin each o f  th e s e  ep iso d es , Smith o f fe r s  a  p ro tra c te d  account 

o f  how tim e p a s s e s ,  v ery  d e lib e ra te ly  slow ing down n a r r a t iv e  tim e to  

approxim ate th e  tim e th a t  a c tu a l ly  e la p s e s .  The cum ulative e f f e c t  o f  

th e s e  more o r  l e s s  comic ep isodes i s  to  develop in  th e  rea d e r a k ind  o f  

suspense analogous to  O rlan d o 's  an x ie ty  a t  b e in g  fo rced  to  keep Monimia 

w a itin g . The re a d e r  sh a res  h i s  im patience over a  span o f  tim e during  

which he i s  re q u ire d  to  fu n c tio n  s o c ia l ly  as h e i r  apparen t to  th e  manor 

house. What i s  annoying, what i s  lu d ic ro u s , what i s  compromising, and 

what i s  m alic io u s  about th e  v arious demands made on him fo r  the  sake o f  

c o u rte sy  and decorum evoke in  th e  rea d e r  a  k in d  o f  sympathy fo r Orlando 

t h a t  i s  rem arkably f re e  from s e n tim e n ta li ty .  Smith uses p lo t  stra tegem s 

to  g en e ra te  suspense and n o t ,  as  i s  u su a l in  e ig h te e n th -c en tu ry  n o v e ls , 

th e  a u th o r 's  p o ig n an t account o f  h i s  c h a ra c te r 's  a g i ta t io n  and dismay.

S m ith 's  i n t e r e s t  in  th e  r e la t io n s h ip  between c h a ra c te r  and s e t ­

t in g  i s  much more complex th an  tw e n tie th -c e n tu ry  c r i t i c s ,  Sdjoumd among 

them, su g g e s t. One o f  th e  most common uses Smith makes o f  s e t t in g  i s  a 

t e s t ,  by means o f  th e  s in p le s t  kind o f  o b je c t iv e  m a te r ia l ,  o f  th e  k inds 

and q u a li ty  o f  d i s to r t i o n  o r  c la r i t y  w ith  which a  c h a ra c te r  apprehends 

th e  c ircum stances around him.

The b eg inn ing  o f  h e r f i r s t  n o v e l, Emmeline, th e  Orphan o f  th e  

C a s t le , o f f e r s  two c o n tra s tin g  episodes which i l l u s t r a t e  how Smith makes 

use o f  s e t t in g  to  document p e rc e p tu a l and co g n itiv e  p ro ce sse s , th u s  

re v e a lin g  c h a ra c te r .  The experience o f  th e  fo p p ish  s e rv a n t ,  M ille f le u r ,

*See pp . 177-79 above.
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when he lo se s  h i s  way among th e  c o rr id o rs  o f  Mowbray C a s tle ,  dem onstra tes, 

in  comic fa sh io n , t h a t  th e  substance  o f  th e  o b je c tiv e  world proves pecu­

l i a r l y  m alleab le  i n  th e  minds o f  c e r ta in  in d iv id u a ls :

[B]y m issing  a  tu rn in g  which should have c a r r ie d  him to  th e  
k i tc h e n , he was bew ildered  among th e  long  g a l l e r i e s  and 
obscure  passages o f  th e  c a s t l e ,  and a f t e r  s e v e ra l e f f o r t s ,  
could  n e i th e r  f in d  h i s  way back to  th e  women [se rv a n ts ] ,  
no r in to  th e  k itc h e n ;  b u t continued  to  b lu n d er about t i l l  
th e  in c re a s in g  gloom, which approaching n ig h t  threw  over 
th e  arched  and obscure apartm en ts , th rough windows dim w ith  
p a in te d  g la s s ,  f i l l e d  him w ith  apprehension  and dismay, 
and he b e lie v e d  th a t  he should wander th e re  th e  whole n ig h t;  
in  which f e a r  he began to  make a s tra n g e  n o ise  f o r  a s s is ta n c e ;  
to  which nobody a tte n d e d , f o r  indeed nobody fo r  some tim e 
h eard  him . H is t e r r o r  en c reas in g , he  continued  to  tra v e rs e  
one o f  th e  p assag es , when a door a t  th e  c o m e r  o f  i t  opened, 
and Emmeline came o u t.

The man, whose im ag ination  was by t h i s  tim e f i l l e d  w ith  
id ea s  o f  s p e c t r e s ,  flew  back a t  h e r  sudden appearance, and 
added th e  c o n to r t io n s  o f  fe a r  to  h i s  o th erw ise  g ro tesque  
appearance, in  a t r a v e l l i n g  ja c k e t  o f  w h ite  c lo th ,  lac e d , 
and h i s  h a i r  in  p a p i l lo te s .

Emmeline, im m ediately comprehending th a t  i t  was one o f  
Mr. Delamere’s s e rv a n ts ,  enquired  what he wanted (Em, I ,  14).

S im ila r  b u ffoonery  in  Gothic n ovels i s  r a r e ly  managed t a s t e f u l ly .  Comic

episodes in v o lv in g  se rv a n ts  a re  u su a lly  in c id e n ta l  d iv e rs io n s . Sm ith,

however, connects M il le f l e u r 's  e r r o r  to  o th e rs  l ik e  i t  i n  th e  novel and,

e q u a lly  im p o rtan t, she paces th e  f a r c ia l  ep isode so r a p id ly  t h a t  i t  i s

over b e fo re  i t  beg in s  to  seem fo rced .

M il le f le u r ’s ex p erien ce  i l l u s t r a t e s  how a b ad ly  r e g u la te d  imagina­

t io n  re -sh ap es  incom plete and d i s to r te d  p e rc e p tio n s , p ro je c tin g  i t s  own 

fe a rs  and embodying them in  a p e rsu a s iv e  and, in  t h i s  c a se , p a ra ly z in g  

f a n ta sy . Mowbray C a s tle ,  in  i t s e l f  b en ign , o f fe r s  ample m a te ria l fo r  

f a n c ifu l  r e - c r e a t io n .  M il le f le u r ,  a  minor c h a ra c te r ,  i s  a r ic h e r  one fo r  

having been t r e a te d  in  t h i s  way. The ra p id  pace and economy o f  th e  

ep isode keep i t s  d u ra t io n  p ro p o rtio n a l to  h i s  r e l a t i v e  in s ig n if ic a n c e .
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As "G othic" comedy, i t  i s  i l l u s t r a t i v e  r a th e r  th an  in t r u s iv e .  E lsew here, 

M il le f le u r 1s v a n ity  i s  d e sc r ib ed  and d ism issed  in  a  co n v en tio n a l way, by 

means o f  a p o in te d , s a t i r i c a l  account o f  h is  appearance and m anners. Here 

th e  ep isode r e q u i r e s ,  f o r  d ram atic  purp o ses , no more th an  a s a t i r i c  ty p e . 

Inasmuch as t h i s  e p iso d e , however, ex p lo res  th e  source  and p ro g ress  o f  

f o l l y  in  th e  mind o f  such a man, i t  f le s h e s  o u t a  s k e le ta l  s te re o ty p e . 

M il le f le u r  seems to  be  a  s u b s ta n t ia l ,  a r e a l i s t i c  c h a ra c te r .  Consequently 

h i s  way o f  in te r p re t in g  e x p e rien ce  m e r i ts ,  and even in v i t e s ,  comparison 

w ith  EmmelineTs .

A p ro p e r ly  r e g u la te d  im ag in a tio n , l ik e  Emmeline’s ,  i s  one which 

a s s i s t s  d iscernm ent. Even under genu ine ly  th re a te n in g  c irc u m sta n ce s , h e r  

im ag in atio n  never escapes th e  c o n tro ls  ex e rc ise d  by r a t i o n a l  th o u g h t, and 

th e re fo re  she never lo se s  th e  c a p a c ity  fo r  a c cu ra te  p e rc e p tio n  and e f f e c ­

t i v e  a c tio n .  In s h o r t ,  Emmeline i s  ab le  to  keep comprehension and appre­

hen sio n  in  p ro p er b a la n c e . Mowbray C a s tle ,  in  h e r  mind, i s  a  f ix e d  and

fa m ilia r  s tr u c tu r e  and ev en ts  in  i t ,  however s in g u la r ,  a re  e x p lic a b le :

A t o t a l  s i le n c e  had long re ig n ed  in  th e  c a s t l e ,  and h e r
alm ost e x tin g u ish ed  can d le  t o ld  h e r  i t  was tim e to  ta k e  some
rep o se , when, as  she was p rep a r in g  to  do so , she tho u g h t 
she heard  a r u s t l in g ,  and in d is t i n c t  fo o ts te p s  in  th e  passage 
n e a r  h e r  room.

She s ta r te d — lis te n e d —b u t a l l  was ag a in  p ro found ly  
s i l e n t ;  and she supposed i t  had been o n ly  one o f  th o se  un­
accoun tab le  n o ise s  which she had been used to  h e a r  a long  th e  
d rea ry  avenues o f  th e  c a s t l e .  She began anew to  unpin  h e r  
h a i r ,  when a  second tim e th e  same n o ise  in  th e  p assage 
alarm ed h e r .  She l i s te n e d  ag a in ; and w hile  she co n tin u ed  
a t t e n t iv e ,  th e  g re a t  c lo ck  s tru c k  two.

Amazed to  f in d  i t  so l a t e ,  h e r  t e r r o r  in c re a se d ;  y e t  she 
endeavoured to  reaso n  h e r s e l f  o u t o f  i t ,  and to  b e l ie v e  t h a t  
i t  was th e  e f f e c t  o f  h e r  fancy : she heard  i t  no more; and 
had alm ost determ ined  to  go o u t in to  th e  passage to  s a t i s f y  
h e r s e l f  t h a t  h e r  fe a r s  were g ro u n d less , when j u s t  as she 
approached th e  d o o r, th e  w hispers were renewed; sh e  saw th e  
lock  move, and h ea rd  a  v io le n t  push a g a in s t  i t  (Em, I ,  31 -32).
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Emmeline's f e a r s  prove to  be n o t a t  a l l  f a n c i fu l ,  and two men 

fo rc e  them selves in to  h e r  room. Her escape through th e  h a l l s  o f  th e  

c a s t l e  i s  e x c it in g  because i t  i s  a  s u c c e s s fu lly  executed maneuver. She 

evades th e  two men because she  makes use o f  a s t r a te g i c  advan tage. The 

c a s t l e  being  h e r home, sh e  knows th e  p assa g e s , even in  th e  d a rk , as h e r  

p u rsu e rs  do n o t .  She o u tw its  and o u td is ta n c e s  Delamere and M il le f le u r  who, 

l o s t  them selv es , prove t o  be in e p t  and clumsy in s te a d  o f  romantically 

v i l la in o u s .

The d i s t in c t iv e  manner in  which Smith uses Mowbray C a s tle  in  each 

o f  th ese  ep isodes should c la r i f y  th e  d if fe re n c e  between h e r  in te n t io n s  

when she makes use o f  s e t t in g  in  what has s in c e  come to  be co n sid ered  a 

"G othic" manner and when she uses i t  in  a way th a t  i s ,  in  f a c t ,  q u i te  

th e  o p p o s ite  o f  Gothic in  purpose . The v e ry  same f a m i l i a r i ty  w ith  th e  

c a s t l e  t h a t  f a c i l i t a t e s  Emmeline's escape p rec lu d es  th e  k ind  o f  m y s t if i ­

c a tio n  th a t  envelopes th e  ty p ic a l  Gothic h e ro in e  in  an atm osphere charged 

w ith  suspense and h o r ro r .  M il le f l e u r 's  i s  th e  "G othic" ex p e rien ce ; he 

i s  t e r r i f i e d  by what i s  u n fa m ilia r ,  unknown, and unknowable. Sm ith 's  

p u rp o se , however, i s  comic, so t h a t  h is  h o r ro r ,  r a th e r  th an  communicating 

se n sa tio n s  o f  t e r r o r  to  th e  re a d e r ,  amuses him. Em meline's ex p e rien ce  i s  

n o t a t  a l l  G oth ic; she proves h e r s e l f  to  be th e  k ind  o f  h e ro in e  who can 

r a p id ly  p lan  and execute  an e scap e , and n o t th e  kind  who i s  overwhelmed 

by th e  emotions she e x p e rie n ce s . So se lf -p o s s e s s e d  i s  she t h a t  she 

im m ediately heads fo r  Lord M o n tre v il le 's  room to  lodge a com plain t a g a in s t  

h i s  son , w ith  Fitz-Edw ard and o th e r  members o f  th e  household as w itn e s se s . 

Having p u b lic ly  em barrassed Delamere, she has guaranteed  th e  s e c u r i ty  o f  

h e r  own room. Delamere cannot r i s k  lo s in g  face  a second tim e , hav ing
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word reach  h i s  f r ie n d s  in  London th a t  h i s  co u n try  cousin  n o t only  re fu se d  

h i s  a t t e n tio n s  b u t rep e a ted ly  eluded him.

Whereas M il le f le u r 's  s e lf - in d u c e d  i l l u s i o n  p a ra ly zes  him in  a 

s i t u a t io n  in  which he i s  n o t i n  f a c t  th e  v ic t im  o f  any e x te rn a l t h r e a t ,  

Emmeline's s e l f - s u s ta in in g  discernm ent i s  th e  source  o f  h e r  power to  a c t  

e f f e c t i v e ly  and d e c is iv e ly  when she i s  th re a te n e d . I t  i s  t h i s  q u a li ty  

o f  th o u g h t, h e r  acumen and d e c is iv en e ss , which p ro v id es  fo r  t h i s  k ind  o f  

a c t io n ,  ju d ic io u s  and e f f e c t iv e ,  t h a t  d is t in g u is h e s  h e r ,  as w ell a s  many 

o f  S m ith 's  o th e r  h e ro in e s , from th e  d i s t r e s s e d  h e ro in e  o f  th e  ty p ic a l  

novel b e fo re  1789 and from th e  h e ro in e  o f  th e  ty p ic a l  Gothic novel o f  

th e  1790's .

E pisodes l ik e  th ese  i l l u s t r a t e  t h a t  th e  r e la t io n s h ip  between 

c h a ra c te r  and s e t t in g  i s  i n  S m ith 's  n ovels a fu n c tio n a l  one. "Reading" 

t h e  inan im ate  w orld i s  o f te n  i n  S m ith 's  f i c t io n  to  be taken  as th e  

e q u iv a le n t o f  a  d ram atic  a c tio n ,  j u s t  as th e  a c t  o f  read in g  n a tu re  and 

f in d in g  meaning in  i t  may be th e  " a c tio n "  o f  a  poem. C haracte rs  a re  n o t 

o n ly  seen  a g a in s t  s e t t in g s ,  th ey  i n te r a c t  w ith  them. What a c h a ra c te r  

does to  o r  makes o f  an o th er c h a ra c te r  i s ,  in  f i c t i o n ,  an a c tio n  th a t  i s  

expected  to  have an e f f e c t  on subsequent a c t io n .  The e f f e c t  o f  what a 

c h a ra c te r  does to  o r  makes o f  h i s  su rround ings i s  in  S m ith 's  n ove ls a 

r e f le x iv e  a c tio n :  i t  bo th  r e v e a ls  and a f f e c ts  h is  own a t t i tu d e s  tow ard 

and b e h a v io r w ith in  th e  w orld i n  which he f in d s  h im se lf .

S m ith 's  reasons fo r  u s in g  s e t t in g  so o f te n  and in  such d e ta i l

can be expressed  as th e  obverse o f  Ivy C om pton-B um ett's reaso n s f o r

making alm ost no use o f  co n c re te  d e s c r ip tio n  in  h e r  own n o v els :

I t  m ight be b e t t e r  to  g ive more account o f  p e o p le 's  homes and 
in tim a te  background, bu t I h a rd ly  see  why th e  d a te  and s ty le
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o f  th e  Gavestons* house should  be g iv en , as I  d id  n o t th in k  
o f  th an  as g iv in g  t h e i r  a t t e n t io n  to  i t ,  and as a house o f  a 
d i f f e r e n t  d a te  and s ty le  would have done fo r  them eq u a lly  w e ll.
I t  would be something to  them th a t  i t  was o ld  and b e a u ti fu l ,  
b u t i t  would be enough. ̂

A ccording to  Com pton-Bum ett, how e x te n s iv e ly  o r  m in u te ly  a s e t t in g  i s

t r e a te d  v a r ie s  among n ovels accord ing  to  how re le v a n t  s e t t in g  i s  as an

ex ten s io n  o f  c h a ra c te r iz a t io n .  For h e r ,  th e  s ig n if ic a n c e  th e  c h a ra c te rs

them selves f in d  in  obj e c ts  w ith in  th e  rooms and houses they  in h a b i t  i s

what m erits  th e  o b je c t s ’ in c lu s io n  in  th e  n a r r a t i v e ,  and, as she s u g g e s ts ,

a q u a l i t a t iv e  d if fe re n c e  between th e  novel o f  manners and th e  romance

l i e s  i n  th e  k ind  o f  s ig n if ic a n c e  c u sto m arily  a t t r ib u t e d  to  s e t t in g  in  each

kind  o f  f i c t io n .^  I f ,  as i s  g e n e ra l ly  assumed, o n ly  v e ry  modem w r ite r s

co n sc io u s ly  i n t e r r e l a t e  a l l  elem ents in  f i c t i o n ,  then  Sm ith’s in n o v ativ e

c o r r e la t io n  o f  s e t t in g  and p o in t  o f  view was f o r  th e  1790's  rem arkably

advanced (and t h i s  in  a d d itio n  to  th e  r e a l i s t i c  e f f e c ts  she g e ts  by

enum erating and d e sc r ib in g  c o n c re te  o b je c ts  t h a t  a re  th e  components o f

a s e t t in g ) .

Sometimes Smith makes use o f  s e t t in g  in  con ju n ctio n  w ith  h in d ­

s ig h t—two p o in ts  o f  view h e ld  by th e  same c h a ra c te r ,  one of which r e f l e c t s  

th e  o th e r—to  show th e  i n te l l e c tu a l  and moral in s ig h t  t h a t  comes w ith  

ex p erien ce  and m a tu r ity .  A common purpose o f  in te rp o la te d  n a r r a t iv e s  

i n  e ig h te e n th -c e n tu ry  n ovels i s  to  ta k e  advantage o f  h in d s ig h t,  to  show 

a c h a ra c te r  c o rr e c tin g  and commenting on h is  own experience  from a new 

and u s u a lly  more comprehensive p e rs p e c tiv e , as F ie ld in g  uses Mr. W ilson 's  

s to r y  in  Joseph Andrews. Most o f te n  such n a r r a t iv e  d ig re ss io n s  a re  moral 

fa b le s  which r e f l e c t  d i r e c t l y  o r  i n d ir e c t ly  on u nreso lved  moral problems 

in  th e  main n a r r a t iv e .  F ie ld in g s  Amelia i s  perhaps th e  b e s t example o f  an
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e ig h te e n th -c en tu ry  novel t h a t  makes rep e a ted  and v a r ie d  u se  o f  t h i s  device 

f o r  th e  sake o f  " u n ity  o f  d e s ig n ." 9 In Amelia, however, such n a r r a tiv e s  

become i ro n ic  when even ts subseq u en tly  prove th e  p e rc e p tio n s  th ey  express 

e i t h e r  f a l la c io u s  o r  in s in c e re  (as th e  re a d e r  i s  persuaded , a t  th e  very  

b eg inn ing  o f  th e  n o v e l, Booth’s and Miss M atthews’ r e s p e c tiv e ly  a r e ) .

U sually  an in te rp o la te d  n a r r a t iv e  compares o r  c o n tr a s ts  w ith  th e  

main n a r r a t iv e  i n  a c le a r  and exemplary way. Smith f o r  example i n t r o ­

duces a d ig re s s iv e  s h o r t  n a r r a t iv e  in  The Wanderings o f  Warwick f o r  th e  

sake o f  c o n tr a s t .  The rea d e r  i s  in v ite d  to  compare th e  c l a r i t y  o f  p e r ­

sp e c tiv e  in  th e  in te rp o la te d  n a r r a t iv e  w ith  th e  o b s tru c te d  and s h i f t in g  

p e rsp e c tiv e  in  Warwick’s n a r r a t iv e ,  w ith in  which i t  a p p ears .*

Marianne S h a fte sb u ry 19 i s  given to  d isp la y in g  h e r  s e n s i b i l i t y .

A young o f f i c e r  t e l l s  Warwick about h i s  love fo r  and d is i llu s io n m e n t with

t h i s  woman, to  whom he had been engaged. Her lo v er conveys th e  n a tu re

o f  th e  a t t r a c t io n  she had had f o r  him by means o f  a p i c t o r i a l  ren d e rin g

o f  a room which he th ough t r e f le c te d  h e r  c h a ra c te r :

—i t  was e le g a n tly  d ressed  w ith  f lo w e rs ;—h e r  t o i l e t  was 
t a s t e f u l ly  s e t  o u t ;—h e r  m usic book was open a t  a  p a th e t ic  
song ;—every th in g  around seemed to  b rea th e  ten d e rn ess  and 
lo v e ;—and I r e f le c te d  w ith  d e l ig h t  t h a t  th e  f a i r  form— 
th e  e le g a n t mind th a t  made th e s e  arrangem ents was soon to  
be mine (WW, p . 53 ).

The young man i s  tak en  in  by appearances which have been a r t f u l l y  arranged

p r e c is e ly  so as to  frame M arianne; th e  r e la t io n s h ip  between th e  c h a ra c te r

and th e  frame i s ,  however, an i ro n ic  one. The ddcor o f  th e  room has been

conceived and executed  by Marianne h e r s e l f  as a backdrop fo r  a  p a r t i c u l a r

k ind  o f  h i s t r io n i c  p o s tu r in g .

M arianne, who weeps "over th e  f i c t i t i o u s  d i s t r e s s e s  o f  a n o v e l,

*See pp. 229-33 below.
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and [ sh r in k s]  from th e  im aginary sorrow s o f  an im aginary h e ro in e "  (WW, 

p . 53) r e v e a l s ,  th rough  e f f e c tiv e  a c tio n  r a th e r  th an  a f f e c t iv e  p o s tu r in g , 

how s u p e r f ic ia l  h e r  n o tio n  o f  s e n s i b i l i t y  i s .  She o rd ers  a s la v e  c h ild  

b r u ta l ly  b e a te n  i n  h e r  p resen ce  f o r  a minor e r r o r ,  and, what i s  more, 

she seems to  r e l i s h  th e  s p e c ta c le .  Her lo v e r i s  a p p a lled  to  d isc o v e r  

how c a llo u s  M arianne i s ,  and a p p a lled  a t  h i s  own ob tuseness in  a c ce p tin g  

th e  ddcor o f  h e r  room as ev idence o f  h e r  c h a ra c te r .  In  d isc o v e r in g  t h a t  

M arianne i s  n o t  what she seems to  b e , he  le a rn s  how n a iv e  i t  i s  to  assume 

t h a t  e x te rn a l  forms r e f l e c t  i n te r n a l  q u a l i t i e s .  D is il lu s io n e d , h e  comes 

to  u n d ers tan d  th a t  t ru e  p e rs p ic a c i ty  i s  p o s s ib le  only when p e rc e p tio n  and 

in fe re n c e  a re  guided and t e s t e d  by judgem ent. Smith uses a ca ta lo g u e  o f  

appurtenances in  t h i s  ep isode to  show th a t  even an ap p a re n tly  com prehensive 

body o f  ta n g ib le  ev idence can be m is in te rp re te d  o r  m is lead in g . There i s  

n o th in g  unusual about Sm ith’s use o f  th e  in te rp o la te d  n a r r a t iv e  i n  t h i s  

n o v e l, b u t rem arkable indeed  i s  th e  a t t e n t io n  and im portance she  g ives to  

p h y s ic a l o b je c ts .  As in  t h i s  p assa g e , i n t e r io r  s e t t in g s  a re  alm ost always 

in tro d u ced  a s  a fu n c tio n  o f  p o in t  o f  view , g a th e r in g  s ig n if ic a n c e  from 

th o se  a t t r ib u t e s  and q u a l i t i e s  c h a ra c te rs  lo c a te  in  them o r  in v e s t  them 

w ith .

In Sm ith’s n o v e ls , l i t e r a r y  o b j e c t iv i ty  and mim etic r e a l is m  as 

w e ll as  s o c ia l  s a t i r e  a re  u s u a lly  a s so c ia te d  w ith  th e  sweeping v is io n  o f  

a  v i r t u a l l y  om nisc ien t n a r r a to r  who scans and r e p o r ts  a l l  r e le v a n t  p o in ts  

o f  view . The a u th o r ia l  v o ice  she  h a b itu a l ly  uses i s  c o lo r le s s  and unob­

t r u s iv e .  She seldom  in te r ru p ts  th e  n a r r a t iv e  w ith  o v e rt i n s t r u c t io n s  

about how c h a ra c te rs  should  be judged o r  how even ts shou ld  be in te r p re t* . !. 

I n s te a d , agreem ent o r  disagreem ent among heterogenous p o in ts  o f  view
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fu n c tio n  as i n d ir e c t  ev idence o f  Sm ith’s in te n t io n s :  t h a t  i s ,  as  confirm a­

t io n  o r  c r i t ic i s m  o f  any one among them. The f i r s t  p a r t  o f  t h i s  c h a p te r  

co n tin u es  th e  exam ination o f  ep isodes i n  which Smith uses s e t t in g s  and 

props t o  ex p lo re  p e rc e p tu a l  and c o g n it iv e  p ro cesses  i n  a comic, s a t i r i c ,  

o r  i r o n ic  v e in , and i n  which she d i r e c ts  th e  re a d e r  by im p l ic i t ly  

a u th e n t ic a t in g  o r  e x p l i c i t l y  confirm ing one among th e  se v e ra l p o in ts  o f  

view she p r e s e n ts .  The second p a r t  w i l l  examine ep isodes in  which s e t t in g s  

and props fu n c tio n  as  p a r t  o f  th e  ap p a ra tu s  by means o f  which Smith in ­

c o rp o ra te s  rom antic  ep iso d es  in to  n ove ls t h a t  o th erw ise  p re ten d  to  be 

" tr u e  p ic tu r e s  o f  men and m anners."

What seems " r e a l i s t i c , "  a u th e n t ic ,  and c re d ib le  in  S m ith 's  no v e ls  

f re q u e n tly  has th e  same p e rsu au siv e  b u t q u e s tio n a b le  kind  o f  v a l i d i t y  

t h a t  p o l ls  and p e t i t io n s  document. The g r e a te r  th e  h e te ro g e n e ity  among 

p a r t i e s  who a g re e , o r  th e  la r g e r  th e  number o f  p a r t i e s  who a g re e , th e  more 

th e  th in g  th ey  ag ree  on seems o b je c t iv e ly  t r u e .  S im ila r ly , converging 

p o in ts  o f  view seem to  v a l id a te  th e  o b je c tiv e  t r u th  o f  what i s  rep o r ted  

i n  a n o v e l. When c h a ra c te r s —e s p e c ia lly  th o se  toward whom th e  n a r r a to r  

shows l i t t l e  sympathy—sh are  h e r  op in io n s  and a t t i t u d e s ,  th e  n a r r a to r 's  

p o in t o f  view seems to  be comprehensive, ju d ic io u s  and a u th o r i ta t iv e  in  

s p i t e  o f  i t s  s u b je c tiv e  b ia s .

Scanning more th an  one p o in t o f  view allow s Smith a g re a t  dea l o f  

l a t i tu d e  i n  p roducing  r e a l i s t i c  f i c t io n .  As th e  fo llo w in g  passage  i l l u s ­

t r a t e s ,  when se v e ra l converging  and d iv erg in g  p o in ts  o f  view w ith  r e s p e c t  

t o  even a few fe a tu re s  o f  a  room a re  tra c k e d  a t  th e  same tim e, th e  p o s s i ­

b i l i t i e s  f o r  v a rio u s  k inds o f  n a r r a t iv e  r ic h n e s s ,  in c lu d in g  symbolism, 

r a p id ly  in c re a s e ,  b u t n o t a t  th e  expense o f  th e  r e a d e r 's  c o n v ic tio n  th a t

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



215

th e  p re s e n ta t io n  i s  r e a l i s t i c .  At th e  same tim e th a t  he i s  f i r s t  i n t r o ­

duced to  th re e  o f  th e  m ajor c h a ra c te rs  in  The Old Manor House, he  i s  a lso  

aware t h a t ,  a lthough th e s e  c h a ra c te rs  re p re se n t  d i f f e r e n t  p o in ts  o f  view , 

some o f  them a t  tim es c o n f la te .  The re a d e r  i s  made aware o f  fo u r d i s t in c t  

a t t i tu d e s  tow ard th e  p o r t r a i t  g a lle ry  a t  Rayland H a ll.  ' At any given  

moment, th e  p e rsp e c tiv e  en joyed by th e  n a r r a to r ,  Mrs. Lennard, Mrs. 

Rayland, o r  Monimia may o r  may n o t co in c id e  w ith t h a t  p e rce iv ed  by one 

o r  m oreof th e  o th e r s .  I t  i s  by means o f  m odulations among sh a red  o r  

s in g u la r  p o in ts  o f  view th a t  in fo rm atio n  about what i s  v i s ib le  in  th e  

g a l le ry  se rv e s , s im u ltan eo u s ly , se v e ra l pu rposes: d ram atic , s a t i r i c ,  

p sy c h o lo g ic a l, and sym bolic.

Mrs. Rayland had been long confined  by a f i t  o f  th e  gou t; and 
th e  warm w eather o f  W hitsundtide had only j u s t  enabled  h e r  to  
w alk, lea n in g  on a c ru tc h  on one s id e ,  and on Mrs. Lennard on 
th e  o th e r ,  in  a long g a lle ry  which reached  th e  whole len g th  o f  
th e  south  wing, and which was hung w ith  a g re a t  number o f  
fam ily  p ic tu r e s .  . . . The l i t t l e  w ith ered  f ig u r e ,  b e n t down 
w ith  age and in f i rm i ty ,  and th e  l a s t  o f  a rac e  [o f  which she 
was a rro g a n tly  b o a s tin g  as th ey  w alked]—a ra c e , which in  a 
few y e a rs ,  perhaps a  few months, might be no more remembered— 
was a r id ic u lo u s  in s ta n c e  o f  human fo lly  and human v a n ity ,  a t  
which Lennard had sense  enough to  sm ile  in te r n a l ly ,  w h ile  she 
a f f e c te d  to  l i s t e n  w ith  i n t e r e s t  to  s to r i e s  which she had 
h eard  rep e a ted  fo r  n e a r  f o r ty  y e a rs .  I t  was in  th e  m idst o f  
h e r  a t t e n t io n  to  an anecdote which g e n e ra l ly  c lo sed  th e  r e l a ­
t i o n ,  o f  a  speech made by Queen Anne to  th e  l a s t  Lady Rayland 
on h e r  having  no son , t h a t  a sudden and v io le n t  bounce towards 
th e  m iddle o f  th e  g a l le ry  occasioned  an in te r ru p t io n  o f  th e  
s to r y ,  and equal amazement in  th e  lady  and h e r  c o n fid a n te ; who 
bo th  tu rn in g  round, n o t v e ry  nimbly indeed , demanded o f  Monimia, 
who had been s i t t i n g  in  one o f  th e  o ld -fa sh io n ed  bow-windows 
o f  which th e  casement was open, what was th e  m atter?

No p ro p er answer i s  g iven  u n t i l  a f t e r  Mrs. Rayland has been e sco r ted  out

o f  th e  room by Mrs. Lennard; th en  th e  q u e s tio n in g  con tinues as fo llo w s:

[Mrs. Lennard] p e rem p to rily  i n s i s te d  on knowing what i t  was 
t h a t  had bounced in to  th e  room, and s tru c k  a g a in s t  th e  p ic tu r e  
o f  S i r  H ildebrand  h im se lf ;  who in  armour, and on a w hite  h o rse
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whose flan k s  were overshadowed by h is  stupendous w ig, p ranced  
over t h e  g re a t  g i l t  ch im ney-piece, j u s t  as he appeared a t  th e  
head o f  a  county a s so c ia tio n  in  1707 (OMH, I ,  15-17).

Monimia th en  e x p la in s  t h a t  Orlando had been to s s in g  a b a l l  o u ts id e

th e  window, te a s in g  h e r ,  and i t  had a c c id e n ta l ly  en te red  th e  room.

The g a lle ry  i s ,  from th e  n a r r a to r 's  p o in t  o f  view , a s ta g e  

s e t  on which c h a ra c te rs  move. The c h a ra c te rs  them selves a re  rendered  

as f ig u re s  on th a t  s ta g e :  Mrs. Rayland and Mrs. Lennard p ac ing  i t s  

le n g th , and Monimia framed a t  th e  bay window in  which she s i t s .  The 

moment o f  s u rp r is e  and confusion  when O rlan d o 's  b a l l  in tru d e s  on th e  

scene a ffo rd s  Smith an o p p o rtu n ity  t o  show a  m ild ly  comic s h u f f le  as th e  

o ld e r  women tu rn  toward th e  window. Each o f  th e  in d iv id u a liz e d ,  p a r t i c u ­

l a r  o b je c ts  w ith in  th e  g a lle ry  c o n tr ib u te s  to  th e  "form al rea lism "  o f  

t h e  scene .

The g a lle ry  i s  a ls o  a  sym bolic p la c e . Because Mrs. Rayland 

p e rc e iv es  i t  as such , i t  i s  th e  s p e c i f ic  lo cu s  w ith in  th e  house which 

ex p resses  th e  v a lu es  o f  S i r  H ildebrand  in  h i s  g e n e ra tio n , and o f  Mrs. 

Rayland, a n a c h ro n is t ic a l ly ,  in  h e rs .  As such , i t  i s  th e  o b jec t o f  Mrs. 

Lennard*s sco rn  and o f  th e  n a r r a to r 's  s a t i r e .  More s p e c i f ic a l l y ,  th e  

room embodies, i n  i t s  p o r t r a i t s ,  p r id e  o f  fam ily  and, f o r  t h i s  rea so n , 

i s  th e  p a r t i c u l a r  p lac e  w ith in  th e  house t h a t  fu n c tio n s  as sym bolic o f  

a n o tio n  th a t  Mrs. Rayland c h e rish es  and th a t  th e  n a r r a to r  d e p re c a te s .  

S o le ly  from th e  n a r r a to r 's  p o in t o f  view , i t  i s  as  symbol o f  an exces­

s iv e ly  h igh  va lu e  p laced  on fam ily  t h a t  t h is  room—and w ith in  i t ,  as 

emblematic fo c a l p o in t ,  S i r  H ild eb ran d ’s p o r t r a i t —i s  th re a te n e d  by th e  

r e la t io n s h ip  between Orlando and th e  p leb ia n  Monimia. When O rlan d o 's  

b a l l  comes through th e  window, th e  room i s ,  as i t  w ere, invaded. I t
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i s  because o f  th e  sym bolic s ta tu s  o f  th e  room th a t  O rlan d o 's  c h ild is h  

ac c id e n t seems m eaningful; th e  re a d e r  i s  in c l in e d  to  see  i t  as h e ra ld in g  

f u tu re  a s s a u l ts  on Rayland h a u g h tin e s s .

The episode i s  s ig n i f ic a n t ly  p laced  in  tim e as w e ll as space ; i t  

tak e s  p lac e  in  1775. A b reach  between th e  American c o lo n ie s  and England 

i s  imminent. The g a lle ry  houses a  p i c t o r i a l  h i s to r y  o f  th e  Rayland fam ily , 

which has t r a d i t i o n a l l y  a lig n e d  i t s e l f  p o l i t i c a l l y  w ith  c o n serv a tiv e  and 

r o y a l i s t  p a r t i e s .  A Rayland had been "one o f  th e  f i r s t  o f  th o se  to  whom 

th e  t i t l e  o f  Baronet had been g ran ted  by James th e  F i r s t "  (OMH, I ,  3 ) , 

and th e  manor house had been a r o y a l i s t  s tro n g h o ld  d u rin g  th e  c iv i l  war 

(c ir c a  1646; OMH, I ,  28 ). L a te r  in  th e  novel Orlando b reaks w ith  fam ily  

t r a d i t i o n ,  becoming sym pathetic  to  th e  cause o f  re b e l l io u s  c o lo n is ts  in  

America. The a c c id e n ta l  a f f r o n t  to  S i r  H ild eb ran d 's  d ig n ity  seems to  

foreshadow O rlan d o 's  co n sid ered  rep u d ia tio n  o f  th e  f a m ily 's  a r i s to c r a t i c  

b e a rin g  and i t s  lo n gstand ing  a lle g ia n c e  to  th e  crown. For O rlando, th e  

American war i s  n e i th e r  h e ro ic ,  h onorab le  n o r j u s t i f i a b l e .

The complex m an ipu lation  o f  p o in ts  o f  view in  t h i s  ep isode p e r­

suades th e  re a d e r  th a t  i t  i s  d ra m a tic a lly  and p s y c h o lo g ic a lly  r e a l i s t i c  

even though, a s  th e  f i r s t  ep isode o f  th e  novel and th e  one i n  which th re e  

prom inent c h a ra c te rs  appear f o r  th e  f i r s t  t im e , i t  c a r r ie s  an u n u su a lly  

la rg e  and dense burden o f  ex p o s ito ry  in fo rm a tio n . I t  a lso  p ersuades th e  

re a d e r  t h a t  th e  sym pathies and a n tip a th ie s  he f e e l s  f o r  th e  c h a ra c te rs  have 

been e l i c i t e d  by a f a i r l y  " o b je c tiv e "  acco u n t. Each c h a ra c te r  has been 

allow ed to  o f f e r  h is  own p o in t o f  view . The passage uses m ild  s a t i r e  to  

suggest ra th e r- .th a n  p re s c r ib e  norm ative a t t i tu d e s .  I t  i s  h a rd  to  d i s ­

t in g u ish  a v o ice  t h a t  i s  d i s t i n c t ly  th e  a u th o r 's  because p a r t i c u l a r ly
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marked iro n y  i n  th e  n a r r a t iv e  vo ice d e f le c ts  a t t e n t io n  from i t s e l f  by 

m erging w ith  Mrs. Lennard’ s th o u g h ts ; th e  w orst o f  th e  s a t i r e  d i re c te d  

a t  Mrs. Rayland r e f l e c t s  on Mrs. Lennard*s h o s t i l i t y  r a th e r  th an  th e  

n a r r a to r ’ s .

Beginning th e  d ram atic  a c tio n  o f  th e  novel t h i s  way, Smith 

i n v ite s  a c e r t a in  k ind  o f  r e la t io n s h ip  w ith  h e r  rea d e r  and s e ts  up 

c e r ta in  e x p e c ta tio n s . By im p lic a tio n , th e  n a r r a to r  i s  p e rc e p tiv e , 

shrewd, s e n s i t iv e ,  w i t ty ,  and d is c r e e t ;  sh e  h as  th e  b e s t  o f  in te n t io n s  

a s  w ell as th e  b e s t  o f  c re d e n t ia l s .  She i s  to  be t r u s t e d  because she 

i s  f a i r .  The novel i s  o v e r t ly  concerned w ith  s o c io - p o l i t ic a l  is s u e s  

from th e  s t a r t :  th e  c h a ra c te rs  cannot be in tro d u ced  w ith o u t accounting  

f o r  c la s s  i n t e r e s t s  and p re ju d ic e s .  The re a d e r  i s  im m ediately aware 

t h a t  th e  novel o f f e r s  a c r i t ic i s m  o f  contem porary E ng lish  s o c ie ty ,  b u t 

he i s  a lso  f a i r l y  su re  t h a t  th e  c h a ra c te rs  and t h e i r  s to ry  w i l l  be given 

p r io r i t y  over th e  a u th o r ’ s  t h e s i s .  I t  i s  n o t s u rp r is in g  th a t  Smith 

p re se n ts  h e r s e l f  and h e r  novel i n  t h i s  way. C en tra l to  th e  dem ocratic 

ideo logy  o f  th o se  who, l i k e  Sm ith, were i n  th e  r a d ic a l  camp in  England** 

i s  th e  n o tio n  t h a t  a r a t i o n a l  in d iv id u a l i s  capab le  o f  p e rc e iv in g  and 

conceding th e  t r u th  abou t a  s i t u a t io n  when i t  i s  p ro p e r ly , f a i r l y ,  and 

f u l ly  p re se n ted  to  him. Smith o f fe r s  h e r  re a d e r  what she b e lie v e s  i s  th e  

t r u th  about a  s i t u a t io n ,  b u t  she does n o t propagandize  o r  p reach .

In  c ircum stances t h a t  make few er demands th an  i n i t i a l  e x p o s itio n  

does, Smith makes use o f  s e t t in g  and o f  i ro n ic  d is ta n c e  between th e  

n a r r a to r ’s and th e  c h a ra c te r s ’ p o in ts  o f  view f o r  co n c ise  and u su a lly  

comic c h a ra c te r iz a t io n ;  th e  r e la t io n s h ip  between a  c h a ra c te r  and an 

o b jec t become em blematic o f  h i s  a t t i tu d e s  and o p in io n s . The i n te l l e c tu a l
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p re te n s io n s  o f  Miss H ollyboum , whose f a th e r  would l ik e  to  see  h e r

m arried  to  th e  h e i r  o f  Rayland H a ll,  and h e r  own amatory p re te n s io n s

tow ard Orlando a re  cap tu red  i n  p a r t  by what sh e  says about and in  p a r t

by th e  su b je c t  and q u a li ty  o f  a  p a in t in g  t h a t  ca tch es  h e r  a t t e n t io n  du rin g

th e  to u r  o f  th e  h a l l .  Miss Hollybourn most condescendingly

ex p la in ed  to  th e  two Miss Somerives th e  Loves o f  Cupid and 
Psyche, which were p a in te d  on th e  w a ll;  though th e  p ic tu r e  
was so l i t t l e  i l lu m in a te d  by th e  two w ax-candles, c a r r ie d  
by Orlando and a  s e rv a n t ,  t h a t  n o th in g  b u t h e r  p ass io n  to  
d isp la y  h e r  u n iv e rs a l  knowledge, could have induced h e r  to  
a ttem p t c le a r in g  up th e  o b s c u r i ty  i n  which th e  w avering and 
unequal l i g h t  in vo lved  a  s to r y  n o t v ery  c le a r ly  to ld  by 
th e  p a in te r  (OMH, I I ,  191).

Sm ith’s  iro n y  c u ts  two ways. One edge goes to  Miss H ollyboum ; th e

d isc r im in a tio n  and t a s t e  o f  th e  E ng lish  sq u ire a rc h y  g e ts  th e  o th e r .

The k in d  o f  double iro n y  Smith draws on by means o f  th e  p a in tin g  

a n tic ip a te s  th e  way i n  which Austen uses th e  p o r t r a i t  o f  H a r r ie t  Smith 

t h a t  Emma ex ecu tes  (Emma, 1816, Ch. V I). Emma i s  s a t i s f i e d  t h a t  th e  

p o r t r a i t  w i l l  be Ma s ta n d in g  memorial o f  th e  beau ty  o f  one, th e  s k i l l  o f  

th e  o th e r .” Here to o  th e  iro n y  cu ts  b o th  ways; H a r r ie t  i s  n o t e le g a n t 

and Emma’ s drawing i s  a m a teu rish . The p o r t r a i t  does yoeman's s e rv ic e  

a s  an emblem. Because i t  d i s t o r t s  what i t  in te n d s  to  i d e a l iz e ,  i t  s tan d s  

f o r  a l l  t h a t  i s  wrong w ith  Emma’ s p e rc e p tio n s . In  a d d it io n ,  th e  p o r t r a i t  

e l i c i t s  t e l l i n g  and c h a r a c te r i s t i c  resp o n ses  from th o se  among Emma’s 

f r ie n d s  who h a b itu a l ly  p lay  up to  h e r  p re te n s io n s .  T he ir co m p lic ity  in  

c u l t iv a t in g  what th e re  i s  about Emma th a t  i s  l i k e  Miss H ollyboum ’s 

a rrogance  i s  shown in  o p e ra t io n . For A usten, th e  burden o f  r e s p o n s ib i l i ty  

fo r  Emma’s e r ro r  i s  shared  by th o se  in  h e r  s o c ie ty  who feed  h e r  v a n ity .

The consensus, t h a t  Emma i s  a  reaso n ab ly  good p a in t e r ,  i s  p e rsu a s iv e ,
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b u t i t  i s  n o t v a lid :  th o se  who ag ree  a re  l e s s  th an  h o n est o r  th ey  a re  

p o o r ly  q u a li f ie d  to  make such judgem ents. I t  i s  th e  c o m p lic ity  o f  h e r  

f r ie n d s  t h a t ,  in  t h i s  n o v e l, m it ig a te s  Emma’ s c u lp a b i l i ty .  K n igh tley ’ s 

i s  th e  one p o in t  o f  view t h a t  fu n c tio n s  as a c o rre c tiv e  t o  a l l  th e  

m isin fo rm ation  she  re c e iv e s  about th e  p a in t in g .  Although Austen t e l l s  

u s  t h a t  Emma had d e l ib e ra te ly  improved on H a r r ie t ’s f ig u re  " to  g ive a 

l i t t l e  more h e ig h t  and c o n s id e rab ly  more e le g a n c e ,"  o n ly  K nightley  

comments on th e  d i s to r t i o n :  "You have made h e r  too  t a l l ,  Emma." Austen 

th en  d e c la re s  t h a t  "Emma knew th a t  she had , b u t would n o t  own i t . "  

K n ig h tle y 's  op in ion  i s  c o rro b o ra te d  by both  th e  n a r r a to r  and Emma h e r s e l f .  

He i s  th u s  shown to  be th e  o n ly  r e l i a b l e  and candid c r i t i c  among h e r  

f r i e n d s .

Austen makes u se  o f  converging  p o in ts  o f  view in  t h i s  scene in  

a  way th a t  i s  v e ry  l ik e  what Smith does w ith  converging p o in ts  o f  view 

in  th e  opening scene o f  The Old Manor House.* Each o f  th e  p o in ts  o f  view 

c h a ra c te r iz e s  a member o f  Emma’s c i r c l e ;  to g e th e r  th ey  e x p la in  what i s  

m eaningful about th e  p o r t r a i t  as an emblem o f  m isp ercep tio n  and m is- 

judgment in  Emma and among th o se  who would be h e r  f r ie n d s .  In a d d it io n ,  

A usten ’s u n o b tru siv e  iro n y  o p e ra te s  through K nig h tley ’s  un ch iv a lro u s 

c r i t ic i s m  and Emma's unexpressed  adm ission; iro n y  in  th e  n a r r a t iv e  v o ice  

d e f le c ts  a t t e n t io n  from i t s e l f  by m erging w ith  th e  expressed  and un­

expressed  th ro u g h ts  o f  h e r  c h a ra c te r s .  Austen might w e ll have lea rn ed  

b o th  tech n iq u es  from Sm ith.

Whereas " rea lism "  in  S m ith 's  novels i s  a s so c ia te d  w ith  m u ltip le

*See pp . 215-18 above.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



221

and s h i f t in g  p e rs p e c tiv e s , romance i s  u su a lly  a s so c ia te d  w ith  a  s in g le  

em o tio n a lly  charged p o in t o f  view . Beginning w ith  h e r  th i r d  n o v e l, 

C e le s t in a , rom antic  ep isodes a re  r h e to r ic a l l y  d i s t i n c t  from th e  b u lk  

o f  th e  n o v e l. They a re  assig n ed  to  a f i r s t - p e r s o n  n a r r a to r  w ith in  

no v els  in  which a l l  e ls e  i s  r e la te d  by an om niscien t th ird -p e rs o n  

n a r r a to r .  The tim bre p e c u lia r  to  th e  vo ice  o f  one o f  th e  c h a ra c te rs  

g iv es  such in te rp o la te d  n a r r a t iv e s  a c to n e  and c o lo r  q u a l i t a t iv e ly  

d i f f e r e n t  from th o se  o f  Sm ith’s a u th o r ia l  v o ice . W ithin such ep isodes 

Smith u ses  i n t e r io r  s e t t in g s  t o  exp lo re  th e  r e la t io n s h ip  betw een imagina­

t io n  and c o g n it io n , p re se n tin g  im ag in ativ e  images o f  o r  n o tio n s  about 

th e  s e t t in g  as a fu n c tio n  o f  p o in t o f  view . Some o f  th e  d ev ices Smith 

uses a n t ic ip a te  th e  G othic vogue, some fo llow  i t . 12 Sometimes Smith 

u ses s e t t in g  in  co n junction  w ith  p o in t  o f  view as a  way o f  m an ipu lating  

mood, a n t ic ip a t in g  e f f e c ts  u s u a lly  though t o f  as o r ig in a l  w ith  Edgar 

A llan  Poe.*^ And, in  some o f  Sm ith’s f ir s t - p e r s o n  n a r r a t iv e s ,  th e  

d i s to r t io n s  and im p ro b a b il it ie s  o f  romance become m an ife s ta tio n s  o f  

i n te r r e l a t e d  a c tu a l  and p sy ch o lo g ica l e x p e rien ce , each o f  which a f f e c t s — 

and sometimes g e n e ra tes—th e  o th e r ;  t h a t  i s ,  th e  n a r r a t iv e  i s  rom antic  

because th e  n a r r a to r  i s  im a g in a tiv e , b u t n o t n e c e s s a r ily  r e l i a b l e .

Smith found a  v a r ie ty  o f  d i s to r te d  and muddled p e rsp e c tiv e s  to  be u s e fu l ,  

m eaningful, a n d /o r e f f e c t iv e  ways o f  p a in t in g  th e  inanim ate  w orld .

S m ith 's  in te rp o la te d  n a r r a t iv e s  a re  e s p e c ia l ly  in te r e s t in g  

because a  d i s t i n c t  l in e  o f  development in  th e  r e la t io n s h ip  between 

p o in t o f  view and s e t t in g  i s  conspicuous in  h e r  trea tm en t o f  t h i s  

conven tiona l fe a tu re  o f  th e  e ig h te e n th -c en tu ry  n o v e l. I n te rp o la te d  

n a r r a t iv e s  in  h e r  e a r ly  no v els  o f f e r  e x p l i c i t  in fo rm a tio n ; th ey  a re
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c h ro n ic le s ,  p e rso n a l and f a m ilia l  h i s t o r i e s .  I n te rp o la te d  n a r r a t iv e s  

in  h e r l a t e r  n o v e ls  a re  e x p l i c i t ly  accounts o f  p e rso n a l ex p e rie n ce s , 

b u t th ey  a re  im p l ic i t ly  documents t h a t  rev e a l how th e  n a r r a to r ’s mind 

w orks. They o f f e r ,  in  a d d it io n  to  in fo rm a tio n  about th e  even ts them­

s e lv e s ,  ev idence about th e  s ig n if ic a n c e  o f  th e s e  ev en ts  to  th e  n a r r a to r ,  

about how th ey  a re  remembered, and how much th e s e  memories a re  a f f e c te d  

by th e  n a r r a to r ’s im percep tiveness o r  im ag in atio n . In  such n a r r a t iv e s ,  

co n c re te  o b je c ts  f ig u re  prom inen tly , b u t a re  n o t im portan t s o le ly  in  

them selves; in s te a d  th ey  a re  im portan t because th e  mind th a t  p e rce iv es  

them i s  i n d ir e c t ly  d e p ic te d  by means o f  th e  k in d s  o f  images i t  r e ta in s  

o f  such o b je c ts .  By sq u in tin g  through th e  eyes o f  a  c h a ra c te r  who i s  

v e ry  f a r  from n orm ative , Smith in  e f f e c t  su b v e rts  th e  "form al rea lism " 

p a r t i c u l a r  co n c re te  o b je c ts  a re  supposed to  bestow on a  f i c t i o n ,  ach iev ing  

in s te a d  p s y c h o lo g ic a lly  r e a l i s t i c  h e ig h ten in g  an d /o r  f a l s i f i c a t i o n  o f  

ex p e rien ce .

The in te rp o la te d  n a r r a t iv e s  in  Emmeline and E th e lin d e , Sm ith’s 

f i r s t  two n o v e ls , a re  n ic e ly  done bu t q u i te  conv en tio n a l fo r  e ig h te e n th -  

cen tu ry  f i c t i o n .  Lady A d e lin a ’ s and Mrs. Montgomery’s h i s t o r ie s  a re  

summary acco u n ts , encompassing s ig n i f ic a n t  ev en ts  a f f e c t in g  two genera­

t io n s  o f  a  fam ily , th e  n a r r a to r ’s and h e r  p a re n ts ’ . In  b o th , s to r y  o r 

p lo t  dom inates th e  acco u n t. N e ith e r  i s  en rich ed  by a t t e n t io n  to  

ex traneous l i t e r a r y  ornam ents; p h y s ic a l spaces a re  named a n d /o r lo ca te d  

g e o g ra p h ic a lly , b u t n o t d escrib ed  in  d e t a i l .  These a re  f a c tu a l  t a l e s ,  

documenting a c a u se -a n d -e ffe c t  sequence lead in g  to  th e  tim e o f  n a r r a t io n  

and d ig re s s in g  o n ly  to  e la b o ra te  on th e  m o tiv a tio n s  and rep e rc u ssio n s  

o f  c ru c ia l  a c t io n s .  Both a re  sad s to r i e s  and seem to  want a more
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sen tim e n ta l t re a tm e n t th an  th ey  g e t;  mishap and m isery  a re  d e sc r ib ed  

in  an  alm ost p e rfu n c to ry  manner.

Because Mrs. Montgomery's s to r y  in  E th e lin d e  was so p opu lar and 

i s  so ty p ic a l  o f  th e  kind  o f  in te r p o la te d  t a l e  t h a t ,  du rin g  th e  l a s t  

p a r t  o f  th e  e ig h te e n th  c e n tu ry , was o f te n  detached from a novel and 

r e p r in te d  in  th e  m is c e lla n ie s ,  Robert D. Mayo uses i t  in  The Eng lish  

Novel in  th e  Magazines 1740-1815 to  i l l u s t r a t e  th e  t y p e .14 Mayo, who 

p r e f e r s  th e  s ty l e  o f  th e  in te r p o la te d  n a r r a t iv e  to  t h a t  o f  th e  r e s t  o f  

th e  n o v e l, observes t h a t ,  " in  i t s  b r e v i ty  and i t s  sim ple o u t l in e s ,  th e  

'H is to ry  o f  C aro line  Montgomery' c o n tr a s ts  sh a rp ly  w ith  th e  more 

in vo lved  and p re te n tio u s  fa b le  in  which i t  i s  e n c lo s e d ." 15 He seems 

to  be echoing th e  com plain t o f  Miss S tan ley  in  A u s te n 's  " C a th e r in e ,"  

t h a t  "E th e lin d e  i s  so  lo n g ." 1*’ K it ty  g ran ts  t h a t  th e  n o v e l 's  len g th  

" i s  a v ery  common O b jec tio n  . . . , b u t fo r  my own p a r t ,  i f  a  book i s  

w e ll w r i t t e n ,  I  always f in d  i t t o o  s h o r t . "  K it ty  (and presum ably Austen 

to o ) f in d s  " th e  s to r y  o f  E th e lin d e "  very  in te r e s t in g  and th e  d e s c r ip ­

t io n s  o f  th e  Grasmere landscape b e a u t i fu l .  Even more im p o rtan t, th e  

novel was a s ig n i f ic a n t  and c o n tro v e rs ia l  l i t e r a r y  phenomenon. When 

K it ty  f i r s t  decides to  d isc u ss  Mrs. S m ith 's  n o v e ls  w ith  Miss S ta n le y , 

she  means th e  co n v e rsa tio n  to  be about "Books . . . u n iv e r s a l ly  read  

and Admired, [and th a t  have g iv en  r i s e  perhaps to  more f re q u e n t Arguments 

th an  any o th e r  o f  th e  same s o r t ] . " 1^ Thus, accord ing  to  A usten, th e  

novel i t s e l f  was in  and a f t e r  1789 rem arkable and d i s tu r b in g ,  although 

she does n o t ex p la in  why. The in te rp o la te d  n a r r a t iv e  does n o t  g e t 

s p e c ia l  a t t e n t io n ,  n o r i s  th e r e  any reaso n  why i t  sh o u ld .

The in te r p o la te d  n a r r a t iv e  t h a t  ends S m ith 's  t h i r d  n o v e l,
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C e le s t in a ,  i s  notew orthy fo r  b e in g  an e a r ly  example o f  an h i s t o r i c a l ,

G othic romance. Smith uses th e  h e r o 's  rom antic  response to  a sublim e

s e t t in g  to  c re a te  a mood a p p ro p r ia te  f o r  "The In te re s t in g  H is to ry  o f  th e

Count de B e lle g a rd e ."  In th e  l a s t  volume o f  th e  n o v e l, W illoughby

f in d s  h i s  way to  a  c a s t l e  in  th e  Pyrenees d u ring  a  tem pestuous s torm ,

a v io le n t  upheaval in  th e  n a tu r a l  s e t t in g .  The French R evolu tion  i s

in  p ro g re ss  in  th e  d is ta n c e  Csigns o f  b a t t l e  a re  v i s ib le  when he b eg in s

h i s  t r e k  in to  th e  m oun ta ins), a v io le n t  upheaval in  th e  p o l i t i c a l  s e t t in g .

H is mind and em otions a re  in  a  s t a t e  o f  e x a lta t io n ;  he ex p e rien ces  a

r a r e  i n te n s i t y  o f  p e rc e p tio n s  and em otions, in  which he i s  conscious o f

h i s  own ex p erien ce  as a rom antic  event on th e  p sy ch o lo g ical p lan e ,

analogous to  th e  storm  and th e  w ar, which a re  rom antic  and d ram atic

e x p e rien ces  on o th e r  p la n e s . W illoughby’ s im ag ination  se iz e s  on th e

s e t t in g  as  m a te ria l  fo r  f a n ta s y , c re a t in g  a  romance in  which he a ss ig n s

h im se lf  a r o le :

W illoughby, as  he marched g rav e ly  a lo n g , through th e  long 
g a l l e r i e s ,  and acro ss  th e  gloomy h a l l ,  fan c ied  h im se lf  a 
k n ig h t o f  romance; and t h a t  some o f  th e  s to r i e s  o f  enchanted 
c a s t l e s ,  and wandering ad v e n tu re s , o f  which he  had been so 
fond in  h i s  e a r ly  you th , were h e re  r e a l iz e d  (C, IV, 231).

W illoughby h e a rs ,  a t  th e  c a s t l e  o f  th e  Count de B e lleg a rd e , a 

s to r y  q u i te  as m arvellous as an y th in g  he has rea d . He has happened on 

th e  one man who can , in  rec o u n tin g  h i s  own rem arkable h i s to r y ,  g r a tu i to u s ly  

arid f o r tu i t o u s ly  account f o r  C e le s t in a ’s b i r t h .  W ithin th e  n o v e l,  as 

W illoughby c ro sse s  a  boundary betw een ex p e rie n ce s , between r e a l i s t i c  

ev en ts  and rom antic  ones, th e  re a d e r  i s  in v ite d  to  c ro ss  t h a t  boundary 

w ith  him , suspend d i s b e l ie f ,  and , l ik e  W illoughby, experience  in  th e  

Count de B e lle g a rd e ’s n a r r a t iv e  a  k in d  o f  wonder, h o r ro r ,  and awe th a t
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no o th e r  p a r t  o f  th e  novel e x c i te s .

W illoughby’s p e rc e p tio n  o f  h im s e lf  as a  rom antic f ig u re  i s

handled  q u i te  s e r io u s ly ;  i t  i s  by no means th e  kind o f  ingenuous s e l f -

d e lu sio n  which Austen makes fun o f  in  Northanger Abbey.^  The in te n s i ty

th a t  b u ild s  as W illoughby moves from i d y l l i c  to  awesome landscapes in

th e  P yrenees, from an em otional resp o n se  t h a t  i s  s e n tim en ta l to  one

t h a t  i s  sublim e, i s  s u s ta in ed  by h i s  sen se  o f  r o le  and by h i s  rom antic

e x p e c ta tio n s  when e n te r in g  th e  c a s t l e .  The heig h ten ed  in te n s i ty

c re a te s  in  th e  rea d e r  a su sp en se fu l expectancy , s a t i s f i e d  by th e
19

t i t i l l a t i n g  "h o rro r"  o f  th e  Count’ s h i s to r y .  W illoughby’s im ag ination  

e f f e c ts  fo r  Sm ith a r a d ic a l  change in  to n e  and mood, th u s  p rep a rin g  

th e  re a d e r  to  e x e rc ise  a q u a l i t a t iv e ly  d i f f e r e n t  k ind  o f  b e l i e f  from 

what th e  novel up to  t h i s  p o in t re q u ire s  o f  him.

The evidence o f  subsequent in te rp o la te d  n a r r a t iv e s  su g g ests  

th a t  Smith r e a l iz e d  th a t  a f i r s t - p e r s o n  n a r r a t iv e  need n o t be r e s t r i c t e d  

to  commonplace o r  f a m il ia r  experiences in  o rd e r  to  be conv inc ing . Beyond 

th e  s k e le ta l  sequence o f  e v en ts , n o th in g  need be , in  a s t r i c t  sen se , 

p o s s ib le  an d /o r  p ro b ab le . And even th e  ev en ts  them selves need no t meet 

o rd in a ry  s ta n d a rd s  o f  p ro b a b i l i ty .  Her in te rp o la te d  n a r r a t iv e s  a re  

o f te n  s e t  in  fo re ig n  c o u n tr ie s  o r  in  r e l a t i v e ly  in a c c e s s ib le ,  hence 

e x o tic ,  p a r t s  o f  th e  B r i t i s h  I s l e s ,  p lac e s  in  which i t  i s  easy  to  ima­

g in e  ad ven tu res th a t  could  n o t happen in  c iv i l iz e d  dom estic re g io n s . 

Adventures t h a t  a re  in co n ce iv ab le  in  r u ra l  England a re  n o t n e c e s s a r i ly  

u n th in k ab le  in  th e  S c o t tish  h ig h lan d s (YP) o r  a French co u n try sid e  

te r r o r iz e d  by roving  b a n d i t t i  (D ).2® D esc rip tio n s  o f  th e  landscape 

and a r c h i te c tu re  c o n tr ib u te  to  th e  f e e l in g  th a t  a p la c e  and c u ltu re
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a re  a l i e n ,  and th e r e fo r e  t h a t  astound ing  escapades a re  f i t t i n g  f o r  th e  

t e r r i t o r y .

Smith seems to  have p e rce iv ed  to o  th a t  by g iv in g  th e  s to ry  to

one o f  h e r  c h a ra c te rs  i t  becomes, in  M orsePeckham's term s , ^  an

" in te rp r e te d  s i t u a t io n "  rec a p tu re d  by memory and r e c o n s tru c te d  in  a

l i t e r a r y  form . Even a n a iv e  n a r r a to r  i s  aware t h a t  a  spoken o r w r i tte n

account o f  p a s t  experiences i s  im p l ic i t ly  l i t e r a r y ,  and i s  l ik e ly  to

in tro d u c e  a  c e r t a in  number o f  emendations f o r  th e  sake o f  b r e v i ty  o r

em phasis. In  Sm ith’s l a t e r  n o v e ls ,  such accounts make no p re te n se  o f

jo u r n a l i s t i c  f a c tu a l i ty ;  th e  in te rp o la te d  n a r r a t iv e s  become in c re a s in g ly

conscious a tte m p ts  to  be t r u e  to  f e l t  r a th e r  th an  fa c tu a l  ex p e rien ce .

S e ttin g  o f f e r s  o p p o r tu n itie s  fo r  a c h a ra c te r  to  dem onstra te  how he 
22" h a lf - c r e a te s "  what he p e rc e iv e s . The more f a n c ifu l  h i s  read in g  o f  

th e  w orld, th e  more in fo rm atio n  he in a d v e r te n t ly  re v e a ls  about h im se lf . 

Occasions when a c h a ra c te r  ex p resses  h i s  em otional responses to  a s e t t in g  

a re  a lso  o p p o r tu n itie s  f o r  Smith to  make use o f  what he sees  and o f  th e  

to n e  and s ty l e  o f  h i s  n a r r a t iv e  v o ice  to  c re a te  moods t h a t  a re  as much 

in d ic a tiv e  o f  h i s  temperament as th ey  a re  a p p ro p r ia te  to  th e  scene and 

th e  c ircu m stan ces .

Desmond, Sm ith’s fo u rth  n o v e l, i s  th e  f i r s t  in  which she  uses 

th e  c lo s e  i d e n t i f i c a t io n  between th e  rea d e r  and a  f ir s t - p e r s o n  n a r r a to r  

f o r  i t s  emotive i n te n s i t y .  U nlike th e  in te r p o la te d  n a r r a t iv e s  in  h e r  

f i r s t  th re e  n o v e ls ,  th e  s to ry  o f  G era ld ine  V em ey 's  g ru e l l in g  jou rney  

through th e  French co u n try s id e  i s  supposed to  have been d e liv e re d  in  

w r i tte n  r a th e r  than  o ra l  form. G e ra ld in e 's  v e rs io n  o f  h e r  own e x p e ri­

ences has th e r e fo r e  been t r e a te d  l ik e  f i c t i o n  inasmuch as th e  w r i tte n
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n a r r a t iv e  has been composed and p u b lish e d , a lb e i t  in  a l e t t e r .  G erald ine 

d e sc r ib es  people  and scenes a s  she remembers having  r e a c te d  to  them. 

D esc rip tio n s  t h a t  a re  meant to  convey h e r  p sy ch o lo g ica l s t a t e  as w ell as 

what she  a c tu a l ly  saw exaggera te  what i s  h o r r i fy in g  about th e  s e t t in g ;  

co n v erse ly , such d e sc r ip tio n s  a re  meant to  evoke th e  r e a d e r 's  h o r ro r— 

whether a t.w h a t i s  g h a s tly  o r  a t  what i s  G othic about th e  scen e .

The accoun t o f  G e ra ld in e 's  ad v en tu res  i s  h ig h ly  condensed 

(D, I I ,  258-264), fo cussing  on th e  g r i s l y  predicam ent she i s  in  j u s t  

b e fo re  Desmond f in d s  and rescu es  h e r .  She has been t r a v e l l i n g  a lo n e , 

complying w ith  a  perem ptory summons from h e r  husband. She i s  d e ta in e d  

a t  a  p o st-h o u se  by a group o f  peop le  who have "a  w ild  and savage 

appearance" in  a p a r t  o f  th e  co u n try  "where h a rd ly  any t r a c e s  o f  c iv i ­

l i z a t i o n  ap p eared ."  There a re  supposed to  be b a n d i t t i  o p e ra tin g  in  

th e  v i c in i ty .  Her i n i t i a l  apprehensions about th e  company she f in d s  

h e r s e l f  in  develop w hile  she i s  warming h e r s e l f  j u s t  a f t e r  e n te r in g  

th e  house:

A f i r e  o f  v in e  s ta lk s  and t u r f  was made in  th e  chimney o f  th e  
room, which was f lo o re d  o n ly  w ith  e a r th ,  o r  r a th e r  w ith  mud— 
and never w i l l  th e  c i r c l e ,  t h a t  g a th e red  round i t ,  be e ra sed  
from my r e c o l le c t io n —The b la z e  o f  th e  f i r e ,  threw  c a tc h in g  
l ig h t s  upon t h e i r  h a rsh  f e a tu re s ;  and, as a l l  t h e i r  eyes were 
f ix e d  on me, I fan c ied  m yself surrounded by daemons.

The t r a n s i t i o n  from p la in  d e s c r ip tio n  t o  an im ag in ativ e  in te r p r e t a t i o n

i s  follow ed by an o th e r s h i f t  in  to n e  and mood: G erald ine e n te r ta in s

sen tim e n ta l though ts abou t th e  f a t e  o f  h e r  c h ild re n ,  shou ld  she be

k i l l e d .  Then a c tio n  in  th e  room b r in g s  h e r  back to  a  s tra ig h tfo rw a rd

s ta tem en t about th e  p r im it iv e  c u is in e  o f  th e  household:
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One o f  th e  women began to  p rep a re  supper—a co arse  c lo th ,  d i s ­
g u s tin g ly  d i r t y ,  was sp read  on a  board  t h a t  reached  th e  whole 
len g th  o f  th e  k i tc h e n —The p o t au feu  was brought forw ard to  
r e c e iv e  a  supp ly  o f  le e k s ;  a la r g e  d ish  o f  onions and g a r l i c  
was h e a te d , w ith  som ething th ey  c a l le d  b e e f .

The l u l l  in  suspense d u rin g  t h i s  d ig re s s io n  ends when G erald ine h e a rs

th a t  th e s e  p re p a ra tio n s  a re  f o r  men who a re  expected  s h o r t ly ,  and whom

she su sp ec ts  a re  th e  b a n d i t t i  she  h as  heard  ab o u t. G erald ine i s  so

t e r r i f i e d  t h a t  she f e e l s  f a i n t  and re q u e s ts  w ine. Again th e re  i s  a  b i t

o f  b u s in e s s ,  f i r s t  in te r ru p t in g  and then  qu ickening  th e  su spense . One

o f  th e  women p ro v id es  wine,

and, on h e r  req u e s t fo r  money, I took  o u t a  p a rc e l o f  a s s ig n a ts  
I had in  my p ocket—She im m ediately s e iz e d  them, and c a r r ie d  
them to  one o f  th e  men, who looked a t  them by th e  f i r e  l i g h t ,  
th en  tu rn e d  towards me h i s  h ideous countenance, and g rin n in g  
h o r r ib ly ,  nodded to  me, and th ru s t  them a l l  in to  h i s  p o ck e t.

G era ld in e  su rm ises t h a t  th e  man w i l l  a t ta c k  h e r  fo r  w hatever v a lu a b le s

she h as  in  a d d it io n  to  th e  money b u t ,  j u s t  as te n s io n  b eg in s  to  b u i ld ,

h o rse s  a re  h eard  o u ts id e .  Everyone ra c e s  o u t o f  th e  house except one

o f  th e  women, l e f t  to  guard h e r .  Again th e r e  i s  a l u l l ;  n o ise s  o f

f ig h t in g  a re  h e a rd , b u t a c tio n  in s id e  th e  p o st-h o u se  i s  f ro z e n . Then,

ta k in g  th e  i n i t i a t i v e  on b e h a lf  o f  h e r  c o h o rts ,

th e  beldam . . . approached me in  an a t t i tu d e  as  i f  she were- 
about to  s t r i k e  me, w ith  a  long  k n ife ,  which she had been 
u sin g  over th e  f i r e — I a ro s e . to  avo id  h e r ,  when a f ig u re ,  
covered  w ith  b lo o d , rushed  in to  th e  room, s tag g e red  towards 
th e  chimney, and f e l l  a t  my f e e t .

I t  p roves t o  be Desmond, l e s s  s e r io u s ly  h u r t  th an  he  seems to  b e . With

Desmond's e n tra n c e  th e  scene reach es  a clim ax; i t  ends when G era ld ine

f a in t s  as soon as she r e a l iz e s  who t h i s  man i s .  The company Desmond has

b ro u g h t w ith  him d r iv e  o f f  th e  crew in  p o ssess io n  o f th e  p o s t-h o u se ,

and by th e  tim e G era ld ine  rev iv e s  th e  ep isode i s  o v e r. G era ld ine
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t r a v e ls  on under Desmond's p ro te c tio n  q u i te  s a fe ly  u n t i l  th ey  f in d  h e r  

dying husband.

Smith produces th e  r e s t r a in e d ,  s i n i s t e r  melodrama o f  t h i s  e p i­

sode by fo cu ss in g  a l t e r n a t e ly  on what seems to  be  e v i l  and what seems 

to  be uncouth about G e ra ld in e 's  c a p to rs .  What G e ra ld in e 's  f e a r  

ex ag g era tes  o u t o f  p e rs p e c tiv e ,  h e r  f in ic k y  d isg u s t  a t  s lo v en ly  house­

keeping and h e r  cool g rasp  o f  th e  crude and e lem en ta l greed around h e r 

fo rc e s  back in to  p e rs p e c tiv e . Smith g e ts  s t r i k in g  e f f e c ts  by in te r ­

la rd in g  reaso n ab le  and f a n c ifu l  t r a in s  o f  th o u g h t, a c tio n  th a t  i s  lo a th ­

some and a c tio n  th a t  i s  m enacing, and a l t e r n a t e ly  b a ld  and lu r id  

d e s c r ip tio n s  o f  th e  room and o f  th e  g ro tesq u e  c re a tu re s  and fo u l o b jec ts  

i t  c o n ta in s .

S m ith 's  f i r s t  a ttem p t to  f u l l y  i n te g r a t e  p erso n a  and t a l e  i s  

The Wanderings o f  Warwick. I t  i s  a reco rd  o f  even ts t h a t  f a l l  o u ts id e  

th e  scope o f  The Old Manor House, S m ith 's  f i f t h  n o v e l, and was p r in te d  

as a seq u el to  t h a t  n o v e l. Having e le c te d  to  drop th e  s to ry  o f  Warwick 

and I s a b e l la  a f t e r  th ey  e lo p e , she uses t h i s  n a r r a t iv e  to  account fo r  

what happens to  th e  couple  b e fo re  th ey  a re  re u n i te d  w ith  th e  Somerive 

fam ily , an ev en t th a t  i s  reco rd ed  a t  th e  end o f  fh e  Old Manor House.

I t  i s  th e re fo re  th e  e q u iv a le n t o f  an in s e r te d  n a r r a t i v e ,  pub lish ed  

s e p a ra te ly  in  one volume.

The W anderings of Warwick i s ,  excep t fo r  a b r i e f  in tro d u c tio n , 

a f i r s t - p e r s o n  a cco u n t, c o n fe ss io n a l in  c h a ra c te r .  Warwick has a 

sound l i t e r a r y  background; h i s  d ia logue  in  The Old Manor House i s  

c h a ra c te r iz e d  by  a l lu s io n s  to  and q u o ta tio n s  from E n g lish  p o e try .

He even e n te r ta in s  th e  id ea  o f  earn in g  h i s  l iv in g  as a w r i te r  j u s t

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



230

b e fo re  he  i s  r e c o n c ile d  w ith  h i s  uncle  and r e in s ta te d  as h i s  h e i r .  His 

n a r r a t iv e  i s  a  w r i t te n  r a th e r  th an  an o ra l  account by h i s  ch o ice . The 

s to ry  he t e l l s  i s  th e re fo re  q u i te  d i f f e re n t  from Lady A d e lin a 's  o r  

Mrs. M ontgomery's, and even from th e  k ind  o f  n a r r a t iv e  t h a t  appears in  

G erald ine V em ey 's  l e t t e r s .  Warwick th in k s  o f  h im se lf  as  a w r i te r ,  and 

o f  h is  b io g ra p h ica l account as a form al, l i t e r a r y  e x e rc ise .

Smith p o in ts  o u t in  a pro logue t h a t ,  a lthough Warwick and h is  

fam ily  a re  now com fortab ly  s e t t l e d  and w ealthy  and a lthough  th ey  enjoy  

th e  good company o f  Orlando and Monimia, a l l  i s  n o t w e l l.  Not only 

i s  t h i s  novel unusual because  i t  begins w ith  th e  hero  and h ero in e  m arried  

bu t a lso  because th e  re a d e r  i s  informed a t  th e  o u ts e t  t h a t  th ey  a re  n o t 

going to  l iv e  h a p p ily  ev er a f t e r .  Even though th e  w orst o f  th e  d i f f i ­

c u l t i e s  c re a te d  by W arwick's elopement w ith  I s a b e l la  a re  reso lv ed  and 

bo th  a re  once ag a in  s a fe ly  a t  home and a p a r t  o f  r e p u ta b le  E nglish  

s o c ie ty , t h e i r  fu tu re  i s  n o t a t  a l l  se cu re . Warwick may th in k  o f  h im se lf  

as p e r f e c t ly  co n te n t b u t ,  accord ing  to  Sm ith, i f  he

was ever in  danger o f  f e e l in g  h im se lf  le s s  happy, i t  was from 
th e  sameness o f  h i s  p re se n t  f e l i c i t y . —His gay and v o la t i l e  
s p i r i t s  having  now no obj e c t  in  p u r s u i t—n o th in g  to  hope and 
no th in g  to  f e a r —were c o n tin u a lly  lea d in g  him in to  d i s s ip a t io n ,  
from which in  f a c t  he  had no o th er r e l i s h  than  as i t  broke th e  
monotony o f  dom estic l i f e  (WW, pp. 2 -3 ).

For a l l  th e  in s ig h t  and m a tu r ity  he claim s to  have achieved  by th e  tim e

he  reco u n ts  h i s  s to r y ,  he  has changed v e ry  l i t t l e .

The Warwick who t e l l s  th e  s to ry  i s  e s p e c ia l ly  concerned w ith  

accounting  f o r  a t t i tu d e s  and op in ions which he c la im s to  understand  

b e t t e r  a t  th e  tim e o f  n a r r a t io n —a tim e when he presum ably no lo n g er 

e n te r ta in s  them—th an  h e  d id  a t  th e  tim e when th ey  in flu e n ce d  h i s  a c tio n s .
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His n a r r a t iv e  a ttem p ts  to  be as  much an account o f  th e  p sy ch o lo g ica l 

sources o f  beh av io r he  now rep e n ts  as i t  i s  an account o f  th e  even ts 

them selves. I t  i s  th e re fo re  an account o f  e r r o r ,  m isp e rcep tio n , m is­

judgem ent—a l l  th o se  v a r i e t i e s  o f  i n te l l e c tu a l  mismanagement because 

o f  which in d iv id u a ls  endanger t h e i r  comfort and happ iness and t h a t  o f  

th o se  who depend on them. There i s ,  however, a double iro n y  a t  wofk in  

h i s  n a r r a t iv e  because th e  reform ed Warwick i s  sometimes as o b tuse  a s  he 

p e rc e iv es  h im se lf  to  have been i n  th e  p a s t .  At th e  tim e he t e l l s  th e  

s to r y ,  Warwick i s  a s  l ik e ly  a s  b e fo re  to  f in d  h im se lf  em broiled in  s i t u a ­

t io n s  l i k e  th o se  he c o n g ra tu la te s  h im se lf  fo r  having su rv iv e d . He i s  

s t i l l  r e s t l e s s  and im petuous; from th ese  q u a l i t ie s  th e  t r a n s i t i o n  i s  

e a s i ly  made to  imprudence and im providence. He b e lie v e s  n e v e rth e le s s  

th a t  h i s  a n a ly s is  o f  h i s  p a s t  e r ro r s  i s  o b je c t iv e ,  and t h a t  h i s  n a r r a t iv e  

embodies a  new and s o lid  se lf-k n o w led g e . I t  ends as fo llo w s:

Had I n ev er passed  th rough  th e  sev ere  t r i a l s  o f  in d ig en ce , I 
m ig h t, when every  g r a t i f i c a t i o n  was in  my power, have y ie ld e d  
to  th e  p ro p e n s i tie s  to  which I am by d is p o s i t io n  in c l in e d  and 
have s t i l l  been th e  d issipa tedM an  o f  th e  World, in s te a d  o f  
c o n s id e rin g  m yse lf, as  I  now do, th e  Steward o f  my two Boys 
CWW, p . 288).

Warwick i s  very  smug indeed .

What W arwick's n a r r a t i v e ,  as  a  whole, seems to  i l l u s t r a t e  i s  

t h a t  h i s  re fo im a tio n  i s  v e ry  s u p e r f ic i a l ;  he i s  s t i l l  in c l in e d  to  imagine 

h im se lf  t o  have been th e  r e l a t i v e ly  innocen t v ic tim  o f  in te r n a l  and 

e x te rn a l  fo rces  he was pow erless to  c o n tro l .  I f  Smith b e lie v e d , as 

Godwin d id , t h a t  ’’w hatever d is p o s i t io n s  any man may p o ssess  in  fav o r 

o f  th e  w e lfa re  o f  o th e r s ,  two th in g s  a re  n e c essa ry  to  g ive them v a l id i ty :  

d iscernm ent and p o w e r , ”^3 th en  sh e  c re a te d  in  Warwick a  c h a ra c te r  in  whom 

im ag in atio n  impedes discernm ent and d e b i l i t a t i n g  p a ssio n s  erode power.
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However much Warwick would l ik e  to  be so , h e  cannot be t ru s te d  to  p rov ide  

f o r  th e  w e lfa re  o f  o th e r s .

What W arwick's im ag ination  does to  what i s  o b je c t iv e ly  r e a l  

about th e  f u rn i tu r e  o f  a  Spanish courtroom  se rv es  as g rap h ic  i l l u s t r a ­

t io n  o f  th e  p ro cess  t h a t  a ls o  makes h i s  assessm ent o f  th e  peop le  around 

him so u n r e l ia b le .  Imprisoned on s u sp ic io n  o f  murder and t r e a te d  h a rs h ly  

because  o f  u n f r ie n d ly  r e la t io n s  between Spain and England, he has l e g i t i ­

mate reaso n s f o r  b e in g  apprehensive when h e  i s  b rough t b e fo re  th e  lo c a l

m a g is tr a te .  H is im ag in a tio n , i n  a manner ty p ic a l  o f  th e  k ind  o f  unreason

he e x e rc ise s  th roughou t th e  n o v e l, tu rn s  th e  s ta r k ,  fo re ig n  courtroom  in to  

som ething q u i te  d i f f e r e n t  from what i t  i s .  As Warwick remembers i t ,

I was conducted a tten d ed  by guards w ith  t h e i r  bayonets f ix e d , 
through  passag es  arched  w ith  s to n e , in to  a  la rg e  gloomy room, 
w ith o u t any o th e r  fu rn i tu re  th an  a  t a b l e  o f  b lack  wood, a
g re a t  c h a ir  a t  one end o f  i t  covered w ith  ta p e s t ry ,  and two
wooden s to o ls  on each s id e ,  fo r  th e  s e c r e ta r ie s ,  as I supposed, 
o f  th e  m a g is tr a te ,  who was no t y e t  a r r iv e d .  Around th e  room 
hung r u s ty  h e lm e ts , and a n tiq u e -b re a s t  p l a t e s ,  which seemed 
to  have served  a g a in s t  th e  Moors. I had tim e enough to  con­
tem p la te  t h i s  h a l l  o f  j u s t i c e ,  which b rough t to  my mind d e s c r ip ­
t io n s  I had read  o f  th e  p lac e s  where th e  o f f ic e r s  o f  th e  
In q u is i t io n  s i t  on th e  m ise rab le  v ic tim s  o f  s u p e r s t i t io n .  I 
fan c ie d  m yself abou t to  f a l l  in to  th e  hands o f  t h i s  c ru e l and 
a r b i t r a r y  t r i b u n a l ,  o r  some o th e r  e q u a lly  u n ju s t  and inhuman 
(WW, pp . 246-47).

In  Warwick, genuine f e a r s  engender u n r e a l i s t i c  ones. That Warwick

beg in s  to  p e rc e iv e  th e  courtroom  as p e c u lia r ly  macabre i s  an o th e r in

a  long  s e r i e s  o f  c ircum stances in  which h i s  im ag ination  d i s t o r t s  h is

p e rc e p tio n s .

Sm ith, making use o f  Warwick's p o in t o f  view , produces a n a r r a ­

t iv e  t h a t  e x p lo i ts  th e  melodrama and p a th o s which inform s h i s  image o f  

h im se lf  as th e  v ic tim  o f  h is  own p a s s io n s , o f  n a tu r a l  c a ta s tro p h e s , and
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o f  u n n a tu ra l v i l l a i n s .  His n a r r a t iv e  i s  conceived  and co lo red  a s  i f  i t  

were a  rom ance. The re a d e r  i s ,  on th e  one hand, in v ite d  to  sh a re  

Warwick’s h o r ro r  a s  h i s  im ag in atio n  " g o th ic iz e s "  a m edieval h a l l J On 

th e  o th e r ,  he  i s  encouraged to  n o t ic e  t h a t  W arwick's m isadventures a re  

i n  la rg e  p a r t  th e  r e s u l t  o f  h i s  c h a r a c te r i s t i c a l ly  erroneous n o tio n s  

about h i s  r e la t io n s h ip  to  th e  world i n  which h e  moves. W arwick's cog­

n i t i v e  f a c u l t i e s  a re  to o  much tinder th e  in f lu e n c e  o f  h i s  im ag in atio n  

and h i s  b e h av io r i s  n o t o f te n  enough governed by pragmaticcommon sen se .

I t  i s  im p o ssib le  i n  t h i s  in tro d u c to ry  e ssay  to  survey  th e  i n t e r ­

p o la te d  n a r r a t i v e s  i n  each o f  S m ith 's  n o v e ls . As was shown above, th e  

d i r e c t io n  o f  developm ent through th e  f i r s t  f iv e  n o v e ls  leads to  a  n a r r a to r  

in  The Wanderings o f  Warwick who i s  p u rp o siv e ly  u n re l ia b le :  in  subsequent 

n o v e ls , in te r p o la te d  n a r r a t iv e s  a re  u s u a lly  to  some degree " u n r e l ia b le ."

In Warwick t h i s  s o p h is t ic a te d  r h e to r ic a l  s t r a te g y  a llow s Smith to  t r e a t  

moral is s u e s  i n d i r e c t l y  and i r o n i c a l ly  a t  th e  same tim e th a t  she m an ipu lates 

e e r i e ,  s e n tim e n ta l,  and su sp en se fu l moods. The i n te g r i t y  o f  th e  f i c t io n  

i s  n o t v io la te d ,  because S m ith 's  i ro n y  fram es b u t  does n o t in tru d e  on 

W arwick's to n e . Throughout th e  many p e rm u tatio n s  o f  mood, th e  to n e  i s  

c o n s is te n t ly  h i s ;  i t s  tendency to  m odulate in to  a  s e lf - in d u lg e n t  whine 

i s  i t s  endemic and unm istakab le  flaw .

The adm ixture  o f  iro n y  and a f f e c t  i s  b e t t e r  ba lanced  in  Warwick 

th an  i t  i s  in  e i t h e r  Manon Lescaut o r  W erther, b o th  o f  which in v i te  th e  

u n d isc r im in a tin g  a p p ro b a tio n  th a t  i s  so commonly th e  danger o f  f i r s t -  

perso n  n a r r a t i v e s .  Both o f  th e s e  no v e ls  a re  to o  e a s i ly  read  as e n t i r e ly  

sen tim e n ta l and n o t  a t  a l l  i r o n ic  and th e  re a d e r  i s  l ik e ly  to  m istake 

th e  m oral s ta n c e  he ought to  ta k e  toward th e  C h e v a lie r  des Grieux and
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W erther, b u t h e  i s  n o t l ik e ly  to  m isconstrue  Warwick’s o b l iq u i ty ,  however 

much he  e m p a th e tic a lly  sh a re s  Warwick’s v a r ia b le  and in te n s e  moods; th e  

s ig n s  a re  too c le a r  to  be m isread .

The one o th e r  in te r p o la te d  n a r r a t iv e  t h a t  needs to  be in troduced  

h e re  (although  a l l  a re  in te r e s t in g )  i s  in  S m ith 's  l a s t  n o v e l. Mrs. 

G lenm orris ' h i s to r y  i l l u s t r a t e s  th e  f in a l  e v o lu tio n  in  Sm ith’s  f i c t io n  

o f  th e  in te rp o la te d  n a r r a t iv e ;  i t  i s  a p s y c h o lo g ic a lly  sym bolic romance. 

The Young P h ilo so p h er (1798) i s  an e s s e n t ia l ly  r e a l i s t i c ,  s a t i r i c ,  and 

p o l i t i c a l  novel w ith in  which one volume i s  devoted  to  an account o f  th e  

c o u rtsh ip  and e a r ly  y ea rs  o f  m arriage  o f  Mrs. Laura G lenm orris. She i s  

in tro d u ced  a t  th e  beg in n in g  o f  th e  novel a s  an a lto g e th e r  a t r a c t i v e  woman 

o f  in te l l ig e n c e  and i n te g r i t y .  She w i l l ,  however, succumb to  tem porary 

in s a n i ty  b e fo re  th e  novel ends. But th e  o n ly  ev idence th e  re a d e r  has o f  

th e  weakness t h a t  su b seq u en tly  lead s  to  madness i s  im planted  in  Mrs. 

G lenm orris ' v e rs io n  o f  h e r  p e rso n a l h i s t o r y .24

Smith i s  so e x p l i c i t  h e re  t h a t  th e re  can be no doubt t h a t  she 

in te n d s  Mrs. G lenm orris’ n a r r a t iv e  to  o f f e r ’ evidence o f  a tendency toward 

unreason . In th e  p re fa c e , she announces t h a t  one o f  th e  m oral purposes 

o f  t h i s  work i s  " to  shew . . . th e  trium ph o f  f o r t i t u d e  in  th e  d au g h te r, 

w h ile  to o  a cu te  s e n s i b i l i t y ,  to o  h a s t i ly  in d u lg ed , i s  th e  so u rce  o f  much 

unhappiness to  th e  m other" (YP, I ,  v i ) .  Mrs. Glenmorris* d au g h te r , 

Medora, d e a ls  w ith  and escapes from th o se  who th re a te n  h e r  w ith o u t ever 

e n te r ta in in g  f a n c i fu l  n o tio n s  about h e r s e l f  and h e r  s i t u a t io n .  Mrs. 

G lenm orris , however, b e tr a y s  h e r  ex cessiv e  s e n s i b i l i t y  alm ost e x c lu s iv e ly  

by means o f  what i s  e x c ess iv e ly  f a n c ifu l  about h e r  n a r r a t i v e .  W ithin 

t h i s  one volume, and by means o f  Mrs. G lenm orris’ p o in t  o f  view , Smith
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can a v a il  h e r s e l f  o f  th e  im ag inative  l a t i tu d e  romance o f fe r s  w ith o u t 

endorsing  th e  a t t i tu d e  o r  b ehav io r o f  an in d iv id u a l  l ik e  Mrs. G lenm orris, 

o r  v io la t in g  th e  l i t e r a r y  decorum observed in  th e  o th e r  th re e  volumes 

o f  th e  n o v e l.

In  The Young P h ilo so p h er, Smith seems to  have d e lib e ra te ly  s e t  

o u t to  make f u l l  use o f  th e  r e la t io n s h ip  between th e  psychology o f  a 

c h a ra c te r  who i s  p red isp o sed  to  th in k  o f  h e r s e l f  as  a  v ic t im —o f  

p a ss io n , d e s tin y , o r  p e rso n a l enem ies—and l i t e r a r y  s t r a te g ie s  t h a t  a re  

a v a ila b le  in  romance, however in ap p ro p r ia te  th ey  a re  f o r  a  r e a l i s t i c  

f i c t io n .  U nlike R a d c lif fe 1s unacknowledged Cancl p robab ly  unconscious) 

use o f  fa n ta s y  to  embody s i tu a t io n s  t h a t  a re  p sy c h o lo g ic a lly  m eaningful, 

Smith c o n scio u sly  embeds sy m b o lica lly  ex p ress iv e  o b jec ts  and s i tu a t io n s  

i n  th e  s to r y  Mrs. Glenmorris t e l l s .  Consequently Mrs. G lenm orris’ t a l e  

t e s t i f i e s  to  th e  sp eak e r’s p r o c l iv i t y  f o r  p e rc e iv in g  h e r  own ex p erien ces  

accord ing  to  a  s im p li s t i c  and f a t a l i s t i c  model: th e  f a i r y  t a l e .  S ince 

Mrs. G lenm orris was t r e a te d  v ery  b ad ly  indeed , i t  seems th a t  th e  G othic 

s ty le  o f  h e r  account i s  sim ply in  keeping w ith  th e  e x c ep tio n a lly  G othic 

fe a tu re s  o f  h e r  b iography. For Sm ith, however, th e re  i s  a r e a l  d if fe re n c e  

between th e  p o in t  o f  view of a  perso n  l ik e  Medora G lenm orris, who p e r ­

ce iv es  t h a t  she i s  in  danger, and a p e rso n  l ik e  Laura G lenm orris, who 

b e lie v e s  t h a t  she i s  being  v ic tim ize d .

How much Mrs. G lenm orris ' n a r r a t iv e  i s  a  romance i s  most obvious 

i f  we n o te  how c lo s e ly  Smith’ s tre a tm e n t o f  s e t t in g  in  t h i s  p a r t  o f  th e  

novel resem bles i t s  handling  in  f a i r y  t a l e s  and c h iv a l r ic  t a l e s .

According to  Mrs. G lenm orris, h e r  m other had im prisoned h e r  in  a 

c a s t l e  f a r  from London in  o rd er to  p rev en t h e r  from see in g  G lenm orris,
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th e  man she l a t e r  m arr ie s . She beg in s  th e  d e s c r ip tio n  o f  th e  c a s t l e :

Lady Mary had p re v a ile d  on my f a th e r  to  purchase t h i s  p la c e , 
because i t  had, above two hundred y e a rs  ago, been th e  p r in c ip a l  
s e a t  o f  h e r  fam ily . I t  had a t  th a t  p e rio d  been a f o r t r e s s ,  and 
s t i l l  r e ta in e d  many marks o f  i t s  form er s tr e n g th .  The coun try  
i t  s to o d  in  was w ild  and gloomy, and from i t s  g o th ic  windows 
th e re  was a  view o f  th e  I r i s h  Channel, and an immense e x te n t  o f  
lan d , covered a t  tim es by th e  t i d e ,  which took o f f  th e  b o ld  
grandeur o f  a sea  view , and l e f t  on ly  id eas  o f  s t e r i l i t y ,  
danger, and d e so la t io n , in  i t s  p lac e  (YP, I I ,  30-31; i t a l i c s  
m in e).

The d e s c r ip tio n  o f  th e  landscape su rround ing  th e  c a s t l e  promotes

sym bolic r a th e r  than p ic tu resq u e  v a lu e s . There i s  a le v e l a t  which

th e  n o tio n  o f  th e  "p ic tu resq u e"  in c lu d es  a  sense  t h a t  landscape len d s

i t s e l f  to  i n te r p r e t a t i o n ,  th a t  a landscape i s  a coheren t e n t i t y  w ith in

which in d iv id u a l  o b jec ts  a re  d i s t in c t iv e  and m eaningful p a r t s  o f  th e  
25whole. One may "read" a landscape by apprehending what i s  rem arkable 

and su g g e stiv e  about i t  as a n a tu ra l  phenomenon and th e re fo re  f in d  

i t  p ic tu re s q u e . For Laura G lenm orris, however, th e  landscape she 

remembers rea d s  l ik e  t h a t  which surrounds th e  G ra il  c a s t le  in  m edieval 

romance: i t  i s  d e s o la te ,  dangerous, and, most s ig n i f ic a n t ly ,  s t e r i l e .

Smith draws on m a te r ia ls  in  t h i s  p a r t  o f  Mrs. G lenm orris ' 

n a r r a t iv e  t h a t  a re  p ro p e r ly  a  p a r t  o f  th e  romance t r a d i t i o n ,  t h a t  a re  

p rese rv e d  in  f a i r y  t a l e s ,  and th a t  exp ress  th e  n o tio n  Mrs. Glenm orris 

e n te r ta in s  o f  h e r s e l f  as  th e  p r is o n e r-v ic t im  o f  an e v il  m other and an 

in e f f e c tu a l  s te p - f a th e r .  Laura i s  th e  younger d au g h ter, r a th e r  l ik e  

C in d e re lla ,  who has been s a c r i f i c e d  fo r  th e  sake o f  h e r  o ld e r  s i s t e r .

She has been c a rr ie d  away and locked in to  a k ind  o f  tow er, l ik e  Rapunzel. 

So h o s t i l e  to  l i f e  i s  th e  a re a  around th e  f o r t r e s s  t h a t  i t  i s  one " in  

which most o f  th e  t r e e s  [ th a t  had been p la n te d  th e  y e a r  b e fo re] had
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r e fu se d  to  grow" (YP, I I ,  3 4 ). Also im prisoned  in  Lady M ary's c a s t l e ,

L a u ra 's  s te p - f a th e r ,  an a c tiv e  and su c c e ss fu l e ig h te e n th -c en tu ry

businessm an, seems to  become an an c ie n t and im potent f is h e r-k in g :

. . .  in  h i s  easy  c h a ir  my poor o ld  f a th e r  s a t  l ik e  th e  s ta tu e  
o f  a g o th ic  k in g , brought from some o th e r  p a r t  o f  th e  house, 
and new c la d  and m odernised to  r e p re s e n t  th e  p a s s iv e  m aster 
o f  t h i s  (YP, I I ,  32-33).

The d e s c r ip tio n  o f  Lady M ary's improvements beg ins w ith th e  

windows, which a re  transfo rm ed  so t h a t  th ey  seem l ik e  sm all p r iso n s  

in  them selves:

The w a lls  . . . were made to  y ie ld  to  th e  s l i g h t  and e le g a n t 
in tro d u c tio n  o f  modem windows w ith  b ra s s  fram es, en c lo sin g  
th e  l a r g e s t  crown g la s s ;  and th ese  were double; one sash  
opening door-w ise  w ith in  th e  room, th e  o th e r  a t  th e  o th e r  
e x tre m ity  o f  th e  w a l l 's  th ic k n e ss  [o f  seven f e e t ] ,  and in  
th e  i n te r v a l  th e r e  were p lac e d  p o ts  o f  e x o tic  f low ers and 
shrubs (YP, I I ,  32 ).

The encased  flo w ers  and shrubs seem emblem atic o f  Laura, whose beauty

i s  s im i la r ly  co n fin ed .

When G lenm orris search es  h e r  o u t ,  she sees  him as  a  k n igh t who

has come to  rescu e  h e r ,  and h e r s e l f  as a  damsel in  d i s t r e s s .  They meet

when she i s  ou t w alking on a  sand t e r r a c e  which surrounds th e  house,

and, when she jo in s  Glenm orris on th e  beach below th a t  t e r r a c e ,  i t  i s  as

i f  she were c ro ss in g  a  s ig n i f ic a n t  t e r r i t o r i a l  boundary:

He asked me i f  I  had th e  courage to  v e n tu re  down from th e  
te r r a c e ,  which would th en  a ffo rd  us a  s h e l t e r  [p reven ting  
o b s e rv a tio n ] , to  the  sands below i t ;  and when I  a ssu red  
him I  had , he sprang down b e fo re  me, and a s s i s te d  me to  
fo llo w  him (YP, I I ,  50 ).

Throughout th e  n a r r a t iv e  t h a t  d e sc r ib es  th e  p e rse c u tio n s  Mrs. G lenmorris 

ex p e rien ces  a f t e r  h e r  m arriage and d uring  th e  p e rio d  b e fo re  h e r k id ­

napped husband r e tu rn s  to  h e r ,  each o f  th e  p la c e s  she l iv e s  in  i s
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conceived o f  and p re se n te d  as a s ig n i f ic a n t  s ta t io n  in  a  sym bolic jo u rn ey . 

There i s  fo r  example a  cave a t  th e  shore  which she p e rc e iv e s  as a tomb 

and, in  c o n tr a s t ,  a  g r o t to - l i k e  cave in  a  f o r e s t  which i s  f o r  h e r 

A rcadian  and hence r e s to r a t iv e  131 and 158).

Smith c re a te s  i n  Mrs. Glenm orris th e  k in d  o f  c h a ra c te r  who 

p e rc e iv e s  h e r s e l f  and h e r  e x p e rien ces  through th e  d i s to r t i o n s  o f  an 

o v e ra c tiv e  im a g in a tio n .26 An im ag ination  l ik e  h e rs  w i l l ,  under d u res s , 

tak e  c o n tro l as h e rs  f i n a l ly  does; th e  consequence i s  m adness. By means 

o f  Mrs. G lenm orris1 im ag in a tio n , however, Smith c ro s se s  th e  l i t e r a r y  

boundary th a t  d iv id e s  r e a l i s t i c  from fabulous f i c t i o n  so t h a t ,  c o n tra ry  

to  what Samuel Johnson cla im s in  Rambler #4, i t  i s  p o s s ib le  to  in c o r ­

p o ra te  d ev ices  v e ry  l ik e  th e  "machines and e x p ed ien ts  o f  h e ro ic  romance" 

in to  a  r e a l i s t i c  f i c t i o n . 27

Smith ex p resses  what i s  i d io s y n c ra t ic  about th e  way reason  

o p e ra te s  in  h e r c h a ra c te rs  in  many ways, o f  which th e  r e la t io n s h ip  

between im ag in a tiv e  and r a t i o n a l  f a c u l t i e s  i s  f o r  h e r  one o f  th e  

most re v e a lin g ;  i t  le d  h e r  to  experim ent w ith  th e  r e la t io n s h ip  between 

p o in t  o f  view and v a rio u s  k inds o f  f i c t io n a l  v e ra c i ty :  c r e d i b i l i ty ,  

o b j e c t iv i ty ,  p sy c h o lo g ic a l v a l i d i t y ,  sym bolic s ig n i f ic a t i o n s .  Of 

in c re a s in g  i n t e r e s t  in  h e r  l a t e r  n o v e ls  i s  th e  way she experim ents w ith  

" u n re l ia b le  n a r r a to r s ,"  and concom itan tly  th e  way she a llow s a  ch a rac ­

t e r  to  show h im se lf  in  p a r t  by h i s  way o f  rea d in g  th e  s ig n if ic a n c e  o f  

o b je c ts  in  th e  inan im ate  w orld , o r  o f  read in g  s ig n if ic a n c e  in to  them. 

S e t tin g s  o f te n  fu n c tio n  in  S m ith 's  n o v e ls  as to u ch s to n e s . The way in  which 

a  s e t t in g  i s  apprehended in d ic a te s  th e  com position and th e  q u a li ty  o f  a 

p o in t  o f  view : th e  unique a l lo y  o f  p e rc e p tio n , im ag in a tio n  and judgment 

t h a t  c o n s t i tu te s  and in d iv id u a te s  a  f i c t io n a l  c h a ra c te r .
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Notes

^According to  Tompkins, " i t  i s  C h a r lo tte  Sm ith, h e r s e l f  a p o e t,  
who f i r s t  beg ins to  ex p lo re  in  f i c t io n  th e  p o s s ib i l i t i e s  o f  th e  Gothic 
c a s t l e ,  and h e r  Emmeline (1788) i s  th e  f i r s t  h e ro in e  whose beau ty  i s  
seen  glowing a g a in s t  t h a t  grim  background, o r  who i s  hun ted  along th e  
passages a t  n ig h t"  (p . 266). T his o b se rv a tio n  i s  o f te n  quoted in  su b se ­
quent surveys o f  th e  p e r io d , b u t th e  rem ainder o f  what Tompkins has to  
say  i s  u s u a lly  o m itted . She rem arks, "C a s tle  Mowbray, however, c o n tr i ­
b u tes  l i t t l e  to  th e  p lo t  and i s  soon l e f t  b e h in d ,"  adding in  a  fo o tn o te : 
"Mrs. Smith continued  to  p ro v id e  c a s t le s  and aged mansions in  h e r n o v e ls , 
n o ta b ly  C a s t le  Rochemarte in  C e le s t in a  (1791) and Rayland H all in  The 
Old Manor House (1793), b u t h e r  predom inant i n te r e s t s  were n o t rom antic , 
and in  The Banished Man (1794), in  which two more o f  th ese  e d if ic e s  were 
d e sc r ib e d , she complained th a t  h e r  m a te r ia l  was exhausted" (p. 266n). 
U nlike Tompkins, most l i t e r a r y  h i s to r ia n s  do n o t d i s t in g u is h  S m ith 's  
rom antic  c a s t l e s  from h e r  fa sh io n a b le  re s id e n c e s , h e r  v en erab le  h a l l s ,  
h e r  p r is o n s ,  h e r  d e r e l ic t  b u ild in g s , and so on.

2See Fry, Chapters I I  and I I I ,  f o r  an e x c e l le n t  stu d y  o f  Sm ith’ s 
use  o f  s e n s i b i l i t y  in  c h a ra c te r iz a t io n  and o f  p ic tu re sq u e  and sublime 
scen e ry  i n  s e t t in g s  ( in s o fa r  as she adopted  and r e f in e d  modes o f  p re se n ­
t a t i o n  th a t  were conven tiona l by th e  end o f  th e  e ig h te e n th  c e n tu ry ) .

3Samuel R ichardson, f o r  example, o f fe r s  t h i s  t e r s e  d e s c r ip tio n  
o f  C l a r i s s a 's  lodg ings a t  a  g lo v e-m ak er's  house: "Two n e a t  rooms, w ith  
p l a in ,  b u t c lean  f u r n i tu r e ,  on th e  f i r s t  f l o o r , ” one o f  which " th ey  
c a l l  th e  d in ing-room ." The on ly  f u l l y  r e a l iz e d  room in  th e  novel i s  
th e  one in  which B elfo rd  f in d s  C la r is s a  a t  th e  spunging-house (h is  
l e t t e r  o f  J u ly  16 and 17).

4Sejourn£ , p .  214n.

5The fo llow ing  p assage i s  c h a r a c te r i s t i c .  By way o f  in tro d u c in g  
th e  te n o r  and s ty l e  o f  Mrs. R ay land 's  o f f i c i a l  co rrespondence, Smith 
d e s c r ib e s  a s in g le  p iec e  o f  f u rn i tu r e  in  d e t a i l :  "Mrs. Rayland . . . 
c a l l e d  f o r  h e r  w r i tin g  m a te r ia ls ,  which seldom saw th e  sun , and being  
p la c e d  in  form a t  h e r  rose-wood w ritin g -b o x , l in e d  w ith  g reen  v e lv e t  
and mounted in  s i l v e r ,  p roduced, a t  th e  end o f  fo u r  h o u rs , th e  fo llo w in g  
l e t t e r ,  p iq u in g  h e r s e l f  on s p e ll in g  as h e r  f a th e r  s p e l t ,  and d isd a in in g  
th o se  i d le  n o v e lt ie s  by which a  few su p e rflu o u s  l e t t e r s  a re  saved"
(OMH, I ,  73 ). The passage o f f e r s  Smith an o p p o rtu n ity  to  m odulate to  a 
s u i ta b ly  i ro n ic  to n e .

' ^Cf. E liz a b e th  G ask e ll, C ranford (London: J .  M. Dent 8 Sons,
1906), p . 20. Mrs. G askell makes use  o f  a  c a rp e t to  ex p ress  th e  q u a li ty  
o f  th e  "unacknowledged p o v erty "  and "v ery  much acknowledged g e n t i l i t y "  
t h a t  c h a ra c te r iz e s  l i f e  in  C ranford . The n a r r a to r  v i s i t s  C ranford  and 
d isc o v e rs  t h a t  n o th in g  has changed ex cep t t h a t  "Miss Jenkyns had p u r ­
chased a  new c a rp e t f o r  th e  drawing-room. Oh, th e  busy work Miss M atty
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and I  had in  chasing  th e  sunbeams, as th ey  f e l l  in  an a fte rn o o n  r ig h t  
down on t h i s  c a rp e t  through th e  b l in d le s s  window! We sp read  newspapers 
over th e  p la c e s  and s a t  down to  our book o r  o u r work; and, lo ! in  a 
q u a r te r  o f  an hour th e  sun had moved, and was b laz in g  away on a f re s h  
s p o t; and down ag a in  we went on our knees to  a l t e r  th e  p o s it io n  o f  th e  
new spapers. We were very  busy, to o , one whole m orning, b efo re  Miss 
Jenkyns gave h e r  p a r ty  in  fo llow ing  h e r  d i r e c t io n s ,  and in  c u tt in g  o u t 
and s t i t c h in g  to g e th e r  p iec e s  o f  newspaper so as  to  form l i t t l e  p a th s  
to  every  c h a ir  s e t  fo r  th e  expected  v i s i t o r s ,  l e s t  t h e i r  shoes might 
d i r t y  o r  d e fin e  th e  p u r i ty  o f  th e  c a rp e t ."  J u s t  as Smith p o in ts  o u t 
t h a t  what was most rem arkable about O rlando’ s in tro d u c tio n  to  Rayland 
H all i s  t h a t  th e  sm all and d i r t y  boy was t o le r a t e d  even though th e  
paper was o f f  th e  f u rn i tu r e ,  th e  d ea th  o f  C aptain  Brown i s  so a p p a llin g  
t h a t  th e  c a r t e r  who i s  in v ite d  in  to  t e l l  about i t  "s to o d  w ith  h is  wet 
boots on th e  new c a rp e t ,  and no one reg a rd ed  i t "  (p . 24 ).

^"A Conversation  Between I .  Com pton-Bum ett and J .  J o u rd a in ,"  
Orion (1945), ex cerp ted  in  Miriam A l lo t t ,  N o v e lis ts  on th e  Novel 
(London: Routledge and Kegan P au l, 1959), p . 307.

8Ib id .

9In  F ie ld in g  and th e  Nature o f  th e  Novel (Cambridge: H arvard 
U n iv e rs ity  P re ss ,  1968), p . 151, R obert A l te r  su g g ests  t h a t  in  doing 
so "F ie ld in g  i s  moving toward a new k in d  o f  in te g r a t io n  o f  n a r r a t iv e  
and th em atic  m a te r ia ls ,  a  f i r s t  a n t ic ip a t io n  o f  th e  m as te rfu l i n t e r ­
lock in g  o f  s e p a ra te  l iv e s  through sh ared  s i t u a t io n  t h a t  g ives M iddle- 
march such rem arkable s t r u c tu r a l  coherence. The accounts o f  th e  
r e s p e c tiv e  unions o f  Miss Matthews and H ebbers, o f  th e  Booths, th e  
Jam eses, th e  B ennets, th e  T re n ts , a re  a l l  n a r r a t iv e  r e g re s s io n s , b u t 
th ey  a l l  r e l a t e  to  th e  p r in c ip a l  th em atic  concern o f  th e  n o v e l."

10The name M arianne i s  a s so c ia te d  w ith  s e n s i b i l i t y  here  as i t  i s  
in  Sense and S e n s ib i l i t y ; h e r l a s t  name p o in ts  to  th e  p h ilo so p h ic  source 
f o r  th e  n o tio n . In  " T ra n sla tio n s  o f  th e  Vie de Marianne and t h e i r  Rela­
t io n  to  Contemporary E nglish  F ic t io n ,"  Modern P h ilo lo g y  15 (1917),
Helen Sard  Hughes t ra c e s  two E n g lish  t r a n s la t io n s  made b efo re  1750 and 
r e p r in te d  l a t e r  i n  th e  cen tu ry . M arianne i s  re-named "In d ian a"  in  
one o f  them b u t i s ,  under both  names, "The V irtuous Orphan." Because 
competing t r a n s la t io n s  were re is s u e d ,  Hughes concludes " th e  demand very  
obv io u sly  j u s t i f i e d  such an augm entation o f  th e  supply" (p. 512).
During th e  second h a l f  o f  the  c e n tu ry , acco rd in g  to  Hughes, th e  novel 
"must have had an e x ten s iv e  vogue in  t r a n s la t e d  form" as w ell as in  
French "among th e  more cosm opolitan o f  th e  E n g lish  rea d in g -p u b lic "
(p . 511). I t  seems u n lik e ly  t h a t  e i t h e r  Smith o r  Austen would have 
used  th e  name had th ey  n o t expected i t  to  re so n a te  w ith  th e  name o f  
M arivaux 's h e ro in e . Whereas Smith exag g erea te s  i ro n ie s  im p l ic i t  in  
M arivaux 's n o v e l, Austen p lay s  down what i s  shrewd and s e lf - s e rv in g  
about s e n s i b i l i t y  in  th e  G a llic  h e ro in e . A u s te n 's  Marianne i s  ingenu­
o u s ly  t r u s t in g  and rom antic; h e r  m other, whose d e lig h t  in  Willoughby i s

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



241

n o t e n t i r e ly  d i s in te r e s te d ,  ta k e s  up th e  s la c k . A ccording to  Austen, 
s e n s i b i l i ty ,  a n g lic iz e d  and p ro v in c ia l iz e d ,  verg es  on s e n tim e n ta li ty .

^ The Old Manor House was p u b lish e d  in  1793, and i s  th e  l a s t  
o f  S m ith 's  p a r t i s a n  n o v e ls . Like many o th e rs  who had been sym pathetic  
to  th e  r e v o lu tio n a ry  cause in  F rance, she was d isen ch an ted  when i t  began 
to  seem barbarous by E n g lish  s ta n d a rd s: w ith  th e  re g ic id e  and th e  Reign 
o f  T e rro r .

12 See Tompkins, Appendix I I I  (p . 375), f o r  ways in  which R a d c lif fe  
and Smith may have borrowed from or in flu e n ce d  each o th e r .

13See f o r  example Booth, pp . 201-02.

14
Evanston, 11 1 .: N orthw estern U n iv e rs i ty  P re ss ,  1962, p .2 4 9 ff .

15Mayo, p . 251. Mayo e x p la in s  t h a t  th e  " H is to ry  o f  C aro line  
Montgomery" i s  "v ery  c lo se  to  th e  models a ffo rd e d  by a  long l in e  o f  
magazine p rec e d e n ts , being  a case h i s to r y  o r  e d ify in g  'p ic tu r e  o f  l i f e 1 
p re se n ted  in  th e  form o f  a f i r s t - p e r s o n  c h ro n ic le "  which "fo llo w s a 
s in g le  n a r r a t iv e  l i n e ,  beginning  w ith  th e  s u b je c t 's  fam ily  and s o c ia l  
o r ig in s ,  and p roceed ing  w ith  economy and speed th rough  a  s e r i e s  o f  
u n fo reseen  t r i a l s  and d is c o v e r ie s ,  th e  whole b e in g  designed  to  'g r a t i f y  
th e  f a n c y , ' arouse 'p le a s in g  s u s p e n s e , ' and g e n e ra te  love o f  goodness"
(p. 252).

16Works, ed. R. W. Chapman, rev ..-e d . (London: Oxford U n iv e rs ity  
P re s s ,  1969), VI, 199.

17A usten, pp . 198-99. According to  Chapman, th e  b rac k e tte d  
c lau se  had been e ra se d  and i s  h e re  r e s to re d .

^ T h e  i ro n ic  d e f la t io n  o f  G othic e x p e c ta tio n s  in  Northanger 
Abbey i s  ach ieved  f i n a l ly  when C ath erin e  comes to  u n d ers tan d  th a t  she 
h e r s e l f  was th e  a u th o r o f  th e  fa n ta s y  which had b o th  charmed and t e r r i ­
f ie d  h e r:  "Her though ts being  s t i l l  c h ie f ly  f ix e d  on what she had w ith  
such c a u se le ss  t e r r o r  f e l t  and done, n o th in g  cou ld  s h o r t ly  be c le a re r  
than  th a t  i t  had been a l l  a  v o lu n ta ry , s e l f - c r e a te d  d e lu s io n , each 
t r i f l i n g  c ircum stance re c e iv in g  im portance from an im ag in atio n  re so lv e d  
on a larm , and e v e ry th in g  fo rced  to  bend to  one purpose by a  mind which, 
b e fo re  she e n te re d  th e  abbey, had been c rav in g  to  be f rig h te n e d . She 
remembered w ith  what fe e l in g s  she had p rep a red  f o r  a  knowledge o f  
N orthanger. She saw th a t  th e  in fa tu a t io n  had been c re a te d , th e  m isc h ie f  
s e t t l e d ,  long b e fo re  h e r  q u i t t in g  Bath, and i t  seemed as i f  th e  whole 
m ight be t ra c e d  to  th e  in flu e n c e  o f  t h a t  s o r t  o f  rea d in g  which she had 
th e re  indulged"(C hap. 25 ). I t  i s  no tew orthy  th a t  C a th e rin e  p e rc e iv es  
th e  cause o f  h e r  e r r o r  to  have been in  an im proper r e la t io n s h ip  between 
emotion and im ag in a tio n . Mrs. R a d c lif fe  and h e r im i ta to r s  a re  blamed 
f o r  tea c h in g  C ath erin e  a way o f  look ing  a t  and f e e l in g  abou t th e  w orld 
so l ik e ly  to  produce Gothic d i s to r t i o n  and b lock  a c c u ra te  p e rc e p tio n ; 
C h a r lo tte  Sm ith, however, may w ell have been im p o rtan t among those
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w r i te r s  who ta u g h t Austen to  make u se  o f  " s e l f - c r e a te d  d e lu s io n "  as a 
p a r t i c u l a r l y  r ic h  mode o f  c h a ra c te r iz a t io n  even when th e  s e t t in g  i s  n o t 
p o t e n t i a l ly  G othic.

19According to  W alter Jackson  B ate , who c i t e s  Hume’s " D is s e r ta ­
t io n  on th e  P assio n s"  (1757) as one e ig h te e n th -c e n tu ry  source fo r  th e  
n o tio n , th e  em otions a re  supposed to  "have common ground: th e  i n te n s i t y  
s e t  up by one p ro v id e s  easy  access  f o r  th e  adm ission o f  a  f u r th e r  
emotion; and g r i e f ,  lo v e , a n g e r, h a te ,  and f e a r  may a l l  e a s i l y  pass  
in to  each o th e r .  The b o rd er l in e  between f e e l in g s ,  in d eed , i s  so th in  
as to  be alm ost h y p o th e tic a l"  (p . 153).

20H ilb ish  comments on th e  more b iz a r re  ad v en tu res  in  S m ith 's  
n o v e ls  w ith  a  c e r ta in  amount o f  d isa p p ro v a l: "A lthough Mrs. S m ith 's
f re e  r e in  o f  in v en tio n  c a r r ie s  h e r  byond bounds in  Mrs. G len m o rris 's  
s to r y  (The Young P h ilo so p h e r , I I ) , she does n o t approach such extrem es 
in  h e r  o th e r  n o v e ls ,  a lb e i t  she i s  n o t wholly f re e  from th e s e  d ev ices  
in  any n o v e l. Her most sim ple  p lo t  i s  found in  Desmond (1792), where 
a l l  th e  in c id e n ts ,  except th e  en co u n ter w ith  th e  band o f  m arauders in  
so u th e rn  France, a re  f re e d  from p e r p l e x i t i e s .  When Mrs. Smith s ta y s  in  
England in  h e r  n o v e ls , h e r  in g e n u ity  i s  curbed; b u t i t  runs w ild  in  
fo re ig n  c o u n tr ie s "  (p . 437). For my own read in g  o f  Mrs. G lenm orris ' 
n a r r a t i v e ,  see  pp . 235-38 above; f o r  ev idence o f  how th e  m arauders a re  
d esc r ib ed  in  Desmond, see p p . 227-29 above.

The s p e c i f ic  advantages o f  a l i e n  and p r im it iv e  s e t t in g s  a re  
d isc u sse d  by S i r  W alter S c o tt  in  th e  1831 in tro d u c tio n  to  The Fortunes 
o f  N igel (1822): "The s tro n g  c o n tr a s t  produced by th e  o p p o s itio n  o f
a n c ie n t  manners to  th o se  which a re  g rad u a lly  subduing them , a ffo rd s  
th e  l ig h t s  and shadows n e c essa ry  t o  g iv e  e f f e c t  to  a  f i c t i t i o u s  n a r r a ­
t i v e ;  and w hile  such a  p e r io d  e n t i t l e s  th e  au th o r  to  in tro d u c e  i n c i ­
d en ts  o f  a  m arvellous and im probable c h a ra c te r ,  as a r i s in g  o u t o f  th e  
tu rb u le n c e , independence and f e r o c i ty ,  belong ing  to  o ld  h a b i t s  o f  v io ­
le n c e , s t i l l  in flu e n c in g  th e  manners o f  a peop le  who had been so l a t e ly  
in  a  barb aro u s s t a t e ;  y e t ,  on th e  o th e r  hand, th e  c h a ra c te rs  and s e n t i ­
m ents o f  many o f  th e  a c to r s  may, w ith  th e  utm ost p r o b a b i l i ty ,  be d es­
c rib e d  w ith  g re a t  v a r ie ty  o f  shad ing  and d e lin e a tio n ,  which belongs 
to  th e  newer and more improved p e r io d , o f  which th e  w orld  had b u t 
l a t e ly  rec e iv ed  th e  l i g h t . "  When Smith p lac e s  h e r  c h a ra c te rs  in  fo re ig n  
c o u n tr ie s ,  she does so in  o rd e r  to  tak e  advantage o f  o p p o r tu n i tie s  l ik e  
th e  ones S c o tt  g e ts  by p la c in g  h is  c h a ra c te rs  in  h i s t o r i c a l l y  tu rb u le n t  
tim es as w ell as p la c e s .  P ro d ig io u s  ev en ts  seem p o s s ib le  beyond th e  
p a le ,  e s p e c ia l ly  when c re d ib le  c h a ra c te rs  r e p o r t  them.

^ S p e a k in g  about e p is te m o lo g ic a l sk ep tic ism  a t  and a f t e r  th e  
tu rn  o f  th e  c en tu ry  in  Man's Rage f o r  Chaos: B iology, B ehav io r, and 
th e  A rts  (P h ila d e lp h ia : C h ilto n  Books, 1965), p .  291, Peckham u ses  t h i s  
p h rase  when he d e sc r ib es  th e  r e la t io n s h ip  between mind and m a tte r  f o r  
"Romantic in n o v ato rs"  who were "convinced  . . . t h a t  m an 's v e ry  mode 
o f  th in k in g —h is  c a te g o r ia l  c o n s tru c tio n  o f  th e  w orld—was n o t d e riv ed  
from th e  world b u t from h im se lf ,  t h a t  th e  w orld , th e  environm ent, as
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c o n tra s te d  w ith  th e  in te r p re te d  s i t u a t io n ,  was fo re v e r  in a c c e s s ib le ."
In  th e se  term s, S m ith 's  i n te r p o la te d  n a r r a t iv e s  b eg in  to  o f f e r  a 
Romantic tre a tm e n t o f  phenomena; h e r  th ird -p e rs o n  n a r r a t io n  u s u a lly  
does n o t .

22Developments in  t h i s  d i r e c t io n  show Smith o n ly  a l i t t l e  more 
c o n se rv a tiv e  th an  th e  a v a n t-g a rd e . Samuel T aylor C o leridge w rote 
"The E o lian  Harp" s h o r t ly  a f t e r  Warwick was p u b lish e d , and W illiam  
W ordsw orth's " T in te m  Abbey," in  which t h i s  p h rase  appears (1- 106), 
i s  d a te d  1798, th e  year in  which The Young P h ilo so p h e r was p u b lish e d . 
According to  Abrams, a"number o f  rom antic  w r i te r s  . . . , w hether in  
v e rse  o r  p ro se , h a b itu a l ly  p ic tu re d  th e  mind in  p e rc e p tio n , as w ell as 
th e  mind in  com position , by sometimes id e n t ic a l  an a lo g ie s  o f  p ro je c tio n  
in to ,  o r  o f  r e c ip ro c i ty  w ith , elem ents from w ith o u t. U su a lly , in  th ese  
m etaphors o f  th e  p e rc e iv in g  m ind, th e  boundary between what i s  g iven  
and what i s  bestowed i s  a  s l id in g  one, to  be e s ta b l is h e d  as b e s t  one can 
from th e  in d iv id u a l  c o n te x t. Sometimes, as in  C o le rid g e 's  fo rm u la tio n  
o f  t h e ' coa lescence  o f  su b je c t  and o b je c t ' in  th e  a c t  o f  knowing, th e re  
i s  n o t ,  n o r  can th e re  be any a ttem p t to  d i f f e r e n t ia t e  th e  m ental ad d i­
t io n  from th a t  which i s  g iv en . . . . But in  most p assag es  th e  im p lic a tio n  
i s  t h a t  th e  co n ten t o f  p e rc e p tio n  i s  th e  j o in t  p ro d u ct o f  e x te rn a l  d a ta  
and o f  th e  mind (p. 6 2 ) ."

23Enquiry Concerning P o l i t i c a l  J u s t ic e  (1793) Bk. V, Ch. IV.

^ C o n v e rse ly  Smith shows th e  p e t t in e s s  and b ig o try  o f  th e  h e ro 's  
a u n t,  Mrs. Crewkhem, by a llo w in g  h e rs  to  be th e  f i r s t  d e s c r ip tio n  th e  
re a d e r  re c e iv e s  o f  George Delmont. Smith in te r ru p ts  th e  d ialo g u e  between 
Mrs. Crewkhem and Dr. Winslow in  o rd e r  to  f in i s h  th e  in tro d u c tio n  h e r ­
s e l f ,  in  o rd e r  to  do j u s t i c e  to  th e  c h a ra c te r  o f  h e r  h e ro . She says 
t h a t ,  r a th e r  th an  leav in g  " th e  p ic tu r e  to  be f in is h e d  by th e  hard  and 
co ld  p e n c il  o f  Mrs. Crewkheme, George Delmont ought to  be rep re se n te d  
as he was a t  Eton" (YP, I ,  4 6 ). Mrs. Crew khem 's p o in t  o f  view i s  
b rought in to  r e l i e f  in  marked c o n tr a s t  to  th e  sym pathetic  p ic tu r e  seen  and 
p re se n te d  from th e  a u th o r 's  p o in t  o f  view . R e lia b le  and u n re l ia b le  
r e p o r ts  a re  p a r t  o f  th e  d ram atic  (as  w e ll as th e  m elodram atic) m achinery 
o f  t h i s  n o v e l.

“̂ Ja c q u e s  Barzun (C la s s ic ,  Romantic, and Modem [New York*
L i t t l e ,  Brown and C o., 1943; Anchor Books, Doubleday § C o ., 1961],
2nd re v . e d . ,  p .  204) p o in ts  to  th e  rom antic  im pulse to  d isc e rn  meaning 
an d /o r  purpose in  n a tu ra l  phenomena by r e f e r r in g ,  f i r s t ,  to  a  d e f in i t io n  
o f  th e  p ic tu re sq u e  fo rm ula ted  by De Quincey: " I t  i s  . . . th e  ch arac­
t e r i s t i c  pushed in to  a s e n s ib le  e x c ess . The p re v a i lin g  c h a ra c te r  o f  
any n a tu r a l  o b je c t ,  no m a tte r  how l i t t l e  a t t r a c t iv e  i t  may be f o r  beau ty , 
i s  always i n te r e s t in g  f o r  i t s e l f ,  a s  th e  c h a ra c te r  and h ie ro g ly p h ic  
symbol o f  th e  purposes pursued  by n a tu re  in  th e  d e te rm in a tio n  o f  i t s  
form" (L ife  § W ritin g , I I ,  2 8 7 -8 8 )."  I f ,  as DeQuincey s u g g e sts , an 
a p p re c ia t io n  o f  th e  p ic tu resq u e  r e q u ir e s  th e  o b se rv e r to  p re s s  toward 
th e  sym bolic meaning expressed  by a n a tu r a l  o b je c t ,  then  th e  im pulse 
to  i n t e r p r e t  th e p ic tu re s q u e  i s  r e l a te d  to  th e  im pulse , on th e  p a r t  o f
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an o b se rv e r , to  in v e s t  n a tu ra l  o b je c ts  w ith  sym bolic meaning. Both a re  
im pulses tow ard a s c r ib in g  to  r e a l i t y  a  sem antic  dim ension.

Barzun goes on to  p o in t  o u t t h a t  ro m a n tic is ts  ag reed  th a t  
th e  a r t i s t  shou ld  m odulate " f r e e ly  between ex p erien ce  and im ag in a tio n " :
"To use  th e  r e a l  and make i t  se rve  a  purpose i s  th e  common f e a tu re  o f  
rom antic  re a l is m ; i t  does n o t imply ignorance b u t su b o rd in a tio n  o f  
r e a l i t y .  . . . The union o f  f a c tu a l i ty  and t r u t h —tr u t h  be ing  f a c t  
seen from a  p o in t  o f  view—i s  what many . . . ro m a n tic is ts  meant by 
Im ag ination  (C oleridge d is t in g u is h e d  i t  as  th e  Secondary Im ag in a tio n ), 
th e  f a c u l ty  t h a t  c r e a te s ,  o r  r e - c r e a t e s ,  r e a l i t y ,  and to  which we 
owe a l l  a r t "  (p . 204). In so fa r  as Smith makes use  o f  landscapes 
because th ey  a re  e i t h e r  p ic tu re sq u e  o r  sym bolic, h e r  f i c t i o n  ex p lo res  
th e  k in d s o f  meanings y ie ld e d  when an a r t i s t  makes use  o f  th e  r e a l .
I t  i s  im p o rta n t, th e r e fo r e ,  to  a tte n d  to  p r e c i s e ly  what k ind  o f  use  
she makes o f  any p a r t i c u l a r  landscape .

26Cf. Miss Wade's n a r r a t iv e  in  L i t t l e  D o r r i t . Dickens though t 
o f  th e  in te r p o la te d  n a r r a t iv e  as an experim ent in  which he was try in g  
to  e s ta b l is h  an o rg an ic  l in k  between Miss Wade’s p e rso n a l h i s to r y  and 
th e  a c tio n  o f  th e  n o v e l. He sa y s , " In  Miss Wade I  had an id e a , which 
I  though t a  new one, o f  making th e  in tro d u ced  s to r y  so f i t  in to  
su rround ings im p ossib le  o f  s e p a ra tio n  from th e  main s to r y ,  as to  make 
th e  blood o f  th e  book c ir c u la te  th rough  b o th ."  (John F o r s te r ,  The L ife  
o f  C harles D ickens, ed . A. J .  Hoppe [London: J .  M. Dent, 1966], I I ,  
184-85 .) M iss Wade i s  a much le s s  sym pathe tic  and complex f ig u re  th an  
Mrs. G lenm orris. Both a re  meant to  be u n re l ia b le  n a r r a to r s ,  in  p a r t  
because th ey  s u f f e r  from p sy ch o lo g ica l d is o rd e rs .  Miss Wade's n a r r a t iv e  
i s  a l l  too  o b v io u sly  c o n tr iv ed  to  rev e a l a  s in g le ,  dom inating a b e rr a tio n ;  
i t s  tra n sp a re n c y  c o n tr ib u te s  to  th e  g e n e ra l e f f e c t  t h a t  Miss Wade i s  
a k ind  o f  humors c h a ra c te r .  Mrs. G lenm orris , however, i s  an appa­
r e n t ly  normal b u t p o t e n t i a l ly  u n s ta b le  c h a ra c te r ;  h e r  n a r r a t iv e  sug g ests  
p o s s i b i l i t i e s  in  h e r  p e rs o n a l i ty  t h a t  a re  n o t e v id en t under o rd in a ry  
c ircu m stan ces , b u t  t h a t  a re  r e a l iz e d  when, l a t e r  in  th e  n o v e l, she i s  
faced  w ith  a  c r i s i s .  The re a d e r  who knows how she has d e a lt  w ith  
an x ie ty  in  th e  p a s t  can indeed  see  h e r  p sy ch o lo g ica l c o lla p se  as an 
o rg an ic  ex te n s io n  o f  ten d e n c ies  t h a t  a re  i n t r i n s i c a l l y  p a r t  o f  h e r  
p e r s o n a l i ty .  No s in g le ,  ty p ed , o v e rr id in g  p e rs o n a l i ty  t r a i t  i s ,  however, 
re sp o n s ib le  f o r  e i t h e r  p a s t  o r  p re s e n t  b eh av io r.

D ickens' more su c ce ss fu l experim ent in  d is t in g u is h in g  th i r d -  
person  from f i r s t - p e r s o n  n a r r a t iv e s  i s  th e  re v e rse  o f  S m ith 's  u su a l 
p r a c t ic e .  In  Bleak House E s th e r  Summerson' s  s u b je c tiv e  account i s ,  in  
th e  o rd in a ry  se n se , r e a l i s t i c  and r e l i a b l e ;  th e  a u th o r ia l  vo ice  i s  th e  one 
th a t  a r t i c u l a te s  sym bolic i n te r p re ta t io n s  o f  phenomena in  th e  inan im ate , 
and an im ate , w orld . T h ird -p erso n  n a r r a t io n  in  Bleak House ten d s  toward 
romance, b u t in  an i ro n ic  mode; f i r s t - p e r s o n  n a r r a t io n  ten d s  toward 
ingenuous candor, a  t ra n s lu c e n t  o b j e c t iv i ty ,  and hence a  k ind  o f  re a l is m , 
b u t in  a  se n tim e n ta l mode. In  S m ith 's  n o v e ls , th e  same elem ents com­
b in e  d i f f e r e n t ly .  Romance i s  l in k e d  to  sen tim en t and s u b je c t iv i ty  in  
f i r s t - p e r s o n  n a r r a t iv e s ;  rea lism  to  iro n y  and a  commonplace, c o lle c t iv e  
o b j e c t iv i ty  t h a t  c h a ra c te r iz e s  alm ost a l l  h e r  th ird -p e rs o n  n a r r a t io n .
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Johnson d is t in g u is h e s  between th e  novel and th e  romance as 
fo llo w s: th e  n o v e l 's  "p ro v in ce  i s  to  b r in g  about n a tu ra l  ev en ts  by easy  
means, and to  keep up c u r io s i ty  w ithou t th e  h e lp  o f  wonder: i t  i s  th e r e ­
fo re  p rec lu d ed  from th e  m achines and ex p ed ien ts  o f  h e ro ic  romance, and 
can n e ith e r  employ g ia n ts  to  sn a tch  away a lad y  from th e  n u p tu a l r i t e s ,  n o r 
k n ig h ts  to  b r in g  h e r  back from c a p t iv i ty ;  i t  can n e i th e r  b ew ild er i t s  
p ersonages i n  d e s e r t s ,  n o r  lodge them in  im aginary  c a s t l e s . "  Mrs. 
G lenm orris, however, in h a b i ts  a c a s t l e  surrounded by a  w astelan d . She 
has been tak en  from h e r  would-be husband by an e v i l  and im perious 
m other—a g ia n t  o f  s o r t s —and i s  rescued  by a  k n ig h tly  ( i . e . ,  landed 
a lb e i t  im pecunious) gentlem an.
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CHAPTER VI

C h a ra c te riz a tio n  and S t y l i s t i c  S t ra te g ie s :
__________ F ee lin g s  and Sentim ents_________

A ssigning  p sy ch o lo g ica l im p lic a tio n s  and sym bolic a t t r ib u t e s  

to  s e t t in g s  and s ig n a l l in g  by means o f  s e t t in g  th e  lo c a tio n  on a s o c ia l  

o r  moral map o f  one o r  s e v e ra l  p o in ts  o f  view a re  n o t th e  o n ly  means 

Smith used to  p re se n t complex and o f te n  p ro b lem atic  a t t i tu d e s  in  and 

among h e r c h a ra c te rs .  Her mode o f  c h a ra c te r iz a t io n  alm ost always shows 

th e  d i a l e c t i c a l  in te r a c t io n  o f  mind and h e a r t ,  p e rs p ic a c i ty  and myopia, 

conscious i n te l l e c tu a l  honesty  and in v o lu n ta ry  p sy c h o lo g ic a l f a l s i f i c a ­

t io n  o r  a b e rra tio n . Among th e  most s t r ik in g ly  "modem" o f  th o se  o f  h e r  

methods t h a t  do n o t in  some way in v o lv e  th e  use o f  landscape o r  s e t t in g  

a re  tech n iq u es  th a t  allow  f o r  an i ro n ic  in te rp la y  between s ty l e  and 

c o n te n t. Recent s tu d ie s —a f t e r  Mark S c h o re r 's  " F ic t io n  and th e  

'A n a lo g ica l M a tr ix '"* —have confirm ed th e  r e a d e r 's  sense t h a t  in  a good 

novel a r t i s t r y  i s  p e rv a s iv e ; i t  i s  dem onstrable even in  th e  v e rb a l 

t e x tu re  and im plied  im agery o f  th e  n a r r a t iv e .  I f  a  good n o v e li s t  i s  

judged in  p a r t  by h i s /h e r  a b i l i t y  to  make th e  language o f  f i c t io n  a 

m eaningful medium, C h a ro lo tte  Smith i s  indeed  a  good n o v e l i s t .  Evidence 

from h e r  n ovels dem onstrates how much th e  language o f  good p ro se  f i c t io n  

c o n tr ib u te s  to  th e  im port o f  a  n o v e l.

S t y l i s t i c  s t r a te g i e s  account in  f a c t  f o r  a s u b s ta n t ia l  p a r t  

o f  a  r e a d e r 's  sense t h a t  S m ith 's  c h a ra c te rs  a re  com plicated  and am bivalent 

c re a tu re s ,  hence human and " r e a l i s t i c . "  In  t h i s  c h ap te r  I  w i l l  d isc u ss
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fo u r  such tec h n iq u e s: th e  use o f  r h e to r ic a l  s ty l e  and d ic t io n  as inodes 

o f  c h a ra c te r iz a t io n ,  th e  use  o f  a  su s ta in e d  m etaphor to  connect c h a rac ­

t e r s  to  and e v a lu a te  them w ith  re s p e c t  to  each o th e r ,  th e  use o f  l e t t e r s  

to  show how c h a ra c te rs  a d v e r t is e  them selves, and th e  u se  o f  th e  i n t e r io r  

monologue to  show how c h a ra c te rs  ana lyze  each o th e r  and them selves. One 

such dev ice  i s  so o f te n  used in  c o n ju n c tio n  w ith  a n o th e r t h a t  i t  i s  

im possib le  to  examine each s e p a ra te ly .

Techniques l ik e  th ese  a re  used  mow o f  l e s s  i r o n i c a l ly ,  v a ry in g  

acco rd in g  to  what d eg ree , as  w ell as what k in d , o f  approval an d /o r  d i s ­

approval Smith in te n d s  a  c h a ra c te r  to  r e c e iv e .  The e f f e c t  o f  such 

m an ip u latio n  i s  to  com plicate  th e  moral desig n  o f  p u ta t iv e ly  p o p u lar  

f i c t i o n .  What makes S m ith 's  novels so f a s c in a t in g  and p ro v o ca tiv e  among 

th e  p o p u lar  no v els  o f  h e r  tim e i s  t h a t  v a len ces  t h a t  a re  alm ost equal to  

th e  ones t h a t  draw th e  r e a d e r 's  judgement tow ard th e  moral c e n te r  o f  th e  

novel a ls o  a t t r a c t  him tow ard competing is s u e s ,  su g g estin g  c o n f l ic t in g  

bu t n o t  q u i te  equal moral v a lu a t io n s .  S m ith 's  n o v e ls  a re  never dogm atic.

They ten d  to  r a i s e  more q u e s tio n s  in  th e  r e a d e r 's  mind than  th ey  answer, 

among them q u e s tio n s  about h is  own ten d e n c ie s  toward s im p li s t i c  m o ra liz in g  

and, w hether h e r  su b je c t  i s  love o r  p o l i t i c s ,  toward u n c r i t i c a l  p a r t i s a n s h ip .

The f i r s t  o f  h e r  no v e ls  i s  rem arkable  f o r  i t s  tre a tm e n t o f  th e

s e v e ra l  s u i to r s  who v ie  f o r  Emmeline's hand. Before proceed ing  to  a

c lo se  exam ination  o f  how Smith uses  a lex ic o n  id io s y n c ra t ic  to  a  p a r t i -  
2

c u la r  s u i t o r  f o r  i t s  i r o n ic  im port, i t  i s  n e c essa ry  to  say som ething 

about why S m ith 's  c h a ra c te rs  a re  d i f f e r e n t  from o th e rs  t h a t  seem 

s u p e r f ic i a l l y  s im ila r  and about how and why th e  c e n tr a l  s i t u a t io n  in  

Emmeline i s  d i f f e r e n t  from th e  "problem" a t  th e  co re  o f  most s e n tim en ta l 

n o v e ls .
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Emmeline i s ,  among o th e r  th in g s ,  a  c r i t iq u e  o f  th e  m elodram atic 

conventions o f  rom an tic  f i c t io n .  P ass iv e  and ingenuous h e ro in e s , p a s s io n ­

a te  b u t ch a ste  h e ro e s , and v i l l a in s  b e n t on s a t i s fy in g  l u s t  an d /o r greed  

have no p lac e  in  t h i s  n o v e l. Smith a p p a re n tly  found such c h a ra c te rs  too  

crude to  i l l u s t r a t e  th e  compromises, accommodations, and r a t io n a l iz a t io n s  

t h a t  lea d  in to  dism al m arriag es , and th e  p ro p e r  s u b je c t  o f  a  complex 

c o u rtsh ip -m arriag e  novel i s  th e  p o s s ib i l i t y  o f  a  bad m arriage o r  no 

m arriage a t  a l l  (Cf. P rid e  and P re ju d ic e , Middlemaxch, Can You Forgive 

H er?, Anna K arenina, and o th e r s ) . The m otives o f  s to ck  f ig u re s  in  

se n tim en ta l f i c t io n  do n o t i l l u s t r a t e  o r  e x p la in  why good peop le  recommend 

o r  consent to  bad m arriag es . What i s  more, th e  s to c k  h e ro in e  i s  n o t a 

p ro ta g o n is t  in  th e  d ram atic  a c tio n  o f  th e  p l o t .  According to  th e  form ula 

o f  sen tim e n ta l f i c t i o n ,  th e  hero and th e  v i l l a i n  a c t ,  th e  h e ro in e  r e a c t s .  

Her success as a  c h a ra c te r  i s  u s u a lly  a fu n c tio n  o f  how long she s u f f e r s ,  

and o f  how much v a r ie ty  th e re  i s  in  h e r  e le g a n t p a th o s .3 In c o n tr a s t ,  

Emmeline i s  h e r  own champion. In  t h i s  n o v e l, a l l  p o t e n t i a l ly  th re a te n in g  

c h a ra c te rs  a re  v u ln e ra b le , e i t h e r  by n a tu re  o r  s o c ia l  s ta n d in g , to  m easures 

th e  hero in e  h e r s e l f  can tak e  a g a in s t  them. Only a f t e r  Emmeline has been 

g iven  ample o p p o rtu n ity  to  dem onstrate how w ell she fends f o r  h e r s e l f  

does Smith in tro d u c e  a  s u ita b le  h e ro , one whose v i r tu e s  complement h e rs .

He i s  never r e q u ire d , as rom antic  hero es  u s u a lly  a r e ,  to  a c t  as  h e r 

s u rro g a te ,  confounding th o se  who want to  deprive  h e r  o f  h e r  p ro p e r ty  o r  

h e r  v i r g i n i t y  (o r ,  by fo rced  m arriag e , o f  b o th ) .

Emmeline i s  in  s e v e ra l re s p e c ts  s im ila r  to  B urney 's C e c i l i a , 

to  which i t  i s  f re q u e n tly  com pared,but a  s in g le  m o d if ic a tio n  in  th e  

c onven tiona l t re a tm e n t o f  p a re n ta l  o p p o s it io n —which Burney uses  in  th e
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conventional way—changes b o th  th e  d ram atic  and m oral s tr u c tu r e  o f  t h i s
4

n o v e l, and a f f e c ts  fu tu re  developm ents in  f i c t io n  d ea lin g  w ith  c o u rtsh ip . 

O pposition  to  th e  m arriage o f  Deiamere and Emmeline on th e  p a r t  o f  h is  

fam ily  does n o t cau se , i t  m erely co m p lica tes, th e  c e n tr a l  moral i s su e  

o f  th e  n o v e l. Both n ovels examine a problem th a t  i s  f a r  from o r ig in a l:  

what th e  p ro p er ba lance  ought to  be between th e  need to  give and rec e iv e  

a f f e c t io n  and th e  need to  s a t i s f y  and s u s ta in  a sense  o f  p e rso n a l honor 

and in te g r i t y .  S m ith 's  nove l i n s i s t s ,  in  ways t h a t  have p reced en ts  in  

Shakespeare b u t seldom in  e ig h te e n th -c en tu ry  f i c t i o n ,  t h a t  th e  d e c is io n s  

made and a c tio n s  tak en  by a  rom antic h e ro in e  a re  as i n te r e s t in g ,  s e r io u s , 

and re le v a n t  to  any re a d e r ,  male o r  fem ale , as th e  d e c is io n s  and a c tio n s  

o f  a  rom antic  h e ro . I t  shows too  th a t  fo r  a lad y  faced  w ith  a  tho rny  

s i tu a t io n  in  which love and honor make c o n f l ic t in g  demands on h e r ,  th e re  

a re  in te r n a l  and e x te rn a l  o p e ra tio n s  eq u iv a le n t in  com plexity  and impor­

tan ce  to  th o se  re q u ire d  o f  a gentlem an, and as l ik e ly  to  re q u ire  i n te l l e c tu a l  

and p h y s ica l e x e r t io n  on th e  p a r t  o f  an a ssu red  and a s s e r t iv e  in d iv id u a l.

Such s i tu a t io n s  a re  d ram atic  and momentous even i f  th ey  do n o t req u ire  

th e  use o f  muscle o r  weapons.

Both Emmeline and C e c i lia  a re  c o u rtsh ip  n o v e ls , b u t Burney 's 

novel i s  p o in te d ly  about C e c i l i a 's  m arket v a lu e . She i s  a more o r  le s s  

d e s ira b le  commodity to  D e lv ile ,  h i s  p a re n ts ,  and to  each o f  h e r  v a rio u s  

s u i to r s .  Of some i n te r e s t  a re  C e c i l i a 's  op in io n s  o f  th ese  in d iv id u a ls ,  

o p in ions which fu n c tio n  as s o c ia l  c r i t ic i s m  o f  th e  c i r c le  in  which she 

moves—b u t th ey  a re  o f  l i t t l e  consequence. Her " id e a s  and o p in ions"  

seldom produce b o th  independent and sound d e c is io n s . She i s  ad v ised , 

persuaded , o r  coerced  in to  a c tin g  by th o se  whose re s p e c tiv e  r e la t io n s h ip s
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to  h e r  a re  any th ing  b u t d i s in te r e s te d .  Burney’ s h e ro in e  i s  e a s i l y  mani­

p u la te d  and e a s i l y  duped; m a tte rs  t h a t  a f f e c t  h e r  fu tu re  a re  r a r e ly  under 

h e r  c o n tro l .  She i s  a  f a i r l y  e n e rg e tic  and m obile h e ro in e , b u t h e r 

a c t i v i t y  does n o t  tak e  shape as th e  k ind  o f  determ ined and purposive 

a c tio n  th a t  would make h e r  fu n c t io n a l ly  th e  p ro ta g o n is t  o f  h e r  s to ry .

In th e  m arriage m arket t h a t  Smith c re a te s ,  Emmeline i s  as conscious 

o f  be in g  a buyer as i s  any o f  h e r  s u i to r s .  She i s  n o t e a s i ly  duped, and 

she does no t a llow  h e r s e l f  to  be m an ipu lated . Her choice o f  a  husband 

i s  a  p e rso n a l d e c is io n , b u t th e  term s on which she makes t h a t  ch o ice— 

h e r  sense  o f  "conscious w orth"—a re  program matic and o f  u n iv e rs a l  im port 

( in  th e  sense th a t  th e  c h a ra c te r i s t i c s ,  problem s, and b eh av io r o f  

c e r ta in  f i c t io n a l  c h a ra c te rs  a re  p sy c h o lo g ic a lly  and s o c io lo g ic a l ly  

r e le v a n t  both  f o r  contem porary and l a t e r  g e n e ra tio n s  o f  r e a d e r s ) .

She s u c c e s s fu lly  d e fe a ts  a d v e rs a r ie s  o r  n e g o tia te s  term s w ith  them, thus 

a c tin g  very  much th e  p ro ta g o n is t .

In  Sm ith’s n o v e ls , beginn ing  w ith  Emmeline, th e  a u th e n t ic i ty  

o f  a  woman's d ig n ity ,  m an ifes t in  b u t n o t commensurate w ith  h e r  e legance , 

i s  t e s t e d  w ith in  h e r  p ro p er sp h e re . The k ind  o f  a c tio n  th a t  dem onstrates 

courage, judgem ent, and i n t e g r i t y  w ith in  t h a t  sphere i s  no le s s  va lo ro u s  

f o r  being  le s s  bloody th an  th e  k ind  th a t  t e s t s  a man’s v i r t h .  For Sm ith’s 

women as w ell as h e r  men, m erit  i s  m easured by achievem ent.

The most im portan t among th e  s u i to r s  Emmeline must r e j e c t  i s  

Delamere. The s ig n if ic a n c e  o f  t h i s  r e j e c t i o n  i s  tw o -fo ld . F i r s t ,

Delamere i s  v e ry  l ik e  th e  co nven tiona l rom antic  h e ro . Bad manners and 

m orals n o tw ith s ta n d in g , such lo v e rs  u s u a lly  succeed, charming bo th  th e  

h e ro in e  and th e  re a d e r ,  because o f  t h e i r  glamour and £ lan . In  Delamere,
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however, what i s  shoddy about th e  rom antic  id e a l  i s  made to  show. Hence 

he f a i l s . ^  Secondly, Delamere o f f e r s  Emmeline what i s  supposed to  be 

an id e a l  m arriag e . Austen f u l ly  a p p re c ia te s  why Smith took  is s u e  w ith  

conv en tio n a l ex p e c ta tio n s  about such m arriag es . I t  i s  im portan t to  see 

Delamere, as Austen d id , posin g  problem s f o r  Emmeline t h a t  a re  alm ost as 

k n o tty  as  th e  one Essex posed f o r  Queen E liz a b e th .^  For women who 

r e q u ire  autonomy, keeping  a t  bay men who f in d  th e  e x e rc ise  o f  power 

a t t r a c t iv e  i s  no sm all achievem ent. Delamere and h is  o f f e r  may be 

ap p e a lin g , b u t m arriage to  him i s  n o t i n  Emmeline's b e s t  i n t e r e s t s .

Delamere i s  p o t e n t i a l ly  d e sp o tic .  In  a  tim e and p lac e  i n  which a  w ife  

has v i r t u a l l y  no c iv i l  s ta tu s  independent o f  h e r  husband, in  which th e  

term s o f  dom estic government a re  e n t i r e l y  a t  h i s  d i s c r e t io n ,  a  c a v a l ie r  

i s  n o t th e  b e s t  ch o ice .

Smith uses se v e ra l  s t y l i s t i c  s t r a te g i e s  to  tu rn  D elam ere's 

h a b itu a l  modes o f  thought and speech a g a in s t  him. Cum ulatively th ey  a re  

ev idence  th a t  Delamere i s  q u ite  in cap ab le  o f  conceiv ing  o f  human r e l a t i o n ­

sh ip s  in  term s o th e r  th an  c o e rc iv e . Rakes rep e n t and refo rm ; men l ik e  

Delamere pose s p e c ia l  problem s. A thorough and u n l ik e ly  i n t e l l e c tu a l  

tra n s fo rm a tio n  would have to  ta k e  p lac e  b e fo re  he could  p o s s ib ly  adm it 

reaso n s f o r  conducting  h im se lf  d i f f e r e n t ly .  His argum ents, h is  l i t e r a r y  

a l lu s io n s ,  and h is  vocabulary  a re  a l l  in d ic a t io n s  o f  what i s  s im u ltan eo u sly  

d e lic io u s  and dangerous about him. Smith i s  c a re fu l  to  p re s e n t  a l l  t h a t  

i s  a t t r a c t i v e  about Delamere and genuine about h i s  dev o tio n  to  Emmeline.

She wants h e r  rea d e r  to  un d ers tan d  t h a t  Emmeline re fu se s  th e  in o rd in a te  

r i s k s  o f  m arriage to  such a man even though she cannot h e lp  f in d in g  th e  

man h im se lf  a p p ea lin g . I t ' s  a  n ic e  p o in t ,  b u t a c ru c ia l  one. Emmeline's
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am bivalence i s  what makes h e r  d e c is io n  d i f f i c u l t  and m eaningful.

One o f  th e  most damning exchanges shows Del?' t ry in g  to  

j u s t i f y  ignom inious b eh av io r in  th e  name o f  a  n ob le  'rc r e b e l l io n .  

Delamere wants Emmeline to  e lope w ith  him. As he has done b e fo re , he 

p lea d s  t h a t  she must m in is te r  to  th e  p a s s io n  she has in a d v e r te n tly  

a c t iv a te d .  His argument i s  so co n v en tio n a l in  rom antic  f i c t i o n ,  and so 

commonly p u t to  women th en  and now, t h a t  i t  tak e s  an unconventional h e ro in e  

indeed  to  reco g n ize  i t  as sh e er c a s u i s t r y .  But i t  i s  n o t s o p h is try . Like 

many hero es  o f  h i s  s e l f i s h  stam p, Delamere i s  q u i te  s in c e r e .7 F ee lin g  

more imposed on than  in tim id a te d , Emmeline ex c la im s,

"What would you have me do? Good God, what i s  i t  you 
ex p ect o f  me?"

"To go w ith  me to  S co tlan d  to-m orrow—t o  n ig h t—d ire c t ly ! "
"Oh, no! n o !—Does n o t Lord M o n trev ille  depend upon my 

honour?—can I b e tr a y  a  t r u s t  reposed  i n  me?"
"Chimeras a l l ;  founded in  ty ran n y  on h is  p a r t ,  and weakness 

on y o u rs. He had no r ig h t  to  ex a c t such a  p rom ise; you had 
no r ig h t  to  g ive i t .  But however, send to  him aga in  to  say  
I  have seen  you—summons him h i th e r  to  d iv id e  u s —you may 
c e r ta in ly  do so i f  you p le a s e ;  b u t Lord M o n trev ille  w i l l  no 
lo n g er have a son ; a t  l e a s t  England, n o r  Europe, w i l l  c o n ta in  
him no lo n g e r—I w i l l  go where my f a th e r  s h a l l  h e a r  no more 
o f  me" (Em, I ,  98 ).

Delamere ig n o res  Emmeline's argum ent, w hich, f u l l y  developed, i s  

c e r ta in ly  more cogent th an  h i s .  Lord M o n tre v ille  in  f a c t  has th e  r ig h t  

to  expect h i s  n ie c e ,  whom he s u p p o rts , to  behave honorably  toward th e  

fam ily , and Emmeline c e r ta in ly  has th e  r ig h t  to  decide f o r  h e r s e l f  

w hether to  honor th e  o b l ig a t io n  she f e e ls  tow ard Lord M o n tre v ille .

Delamere c e r t a in ly  does n o t have th e  r ig h t  to  deny Emmeline th e  freedom 

to  make and keep agreem ents independent o f  h i s  adv ice  and c o n sen t. She 

i s  under no form al o r  p e rso n a l o b l ig a t io n  to  c o n su lt a young co u sin , 

e s p e c ia l ly  one whose a ttem p ts  a t  p e rsu a s io n  a re  h a rd  to  d is t in g u is h  from

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



253

h arrassm en t. There can be no doubt t h a t  Delamere i s  in  th e  wrong.

There should  a lso  be no doubt in  th e  r e a d e r 's  mind th a t  i t  i s  

n o t w ise f o r  a young woman to  become dependent on a  man who cannot 

d is t in g u is h  d e fe r e n tia l  from obsequious a s se n t .  The d i s t in c t io n  i s  

c ru c ia l  to  Emmeline; h e r  only cla im  to  p e rso n a l d ig n ity  depends on i t .

She i s  w i l lin g  to  re s p e c t  Lord M o n tre v il le 's  w ishes, b u t only so long  

as he does n o t t r y  to  e x e rc ise  c o n tro l  over h e r .  Although h e r  economic 

and s o c ia l  s ta tu s  a re  co n tin g en t on d e c is io n s  he makes, th e  f a c t  t h a t  

h e r  consent i s  s o l i c i t e d  and given  d is t in g u is h e s  dependence from s e r v i l i t y .  

Lord M o n trev ille  allow s h e r  t h a t  much d ig n ity .  I t  i s  f a r  from c e r ta in  

t h a t  Delamere would do so .

The e f f e c t  o f  t h i s ,  and o th e r  exchanges l ik e  i t ,  i s  to  draw on 

th e  r e a d e r 's  e x p e rien ce , b o th  in  l i f e  and through  f i c t i o n ,  to  co u n te r  

D elam ere's argum ents. The rea d e r  u n d e rs tan d s, and Emmeline h e r s e l f  i s  

elsew here r e q u ire d  to  say , t h a t ,  although  she had l i t t l e  choice b u t to  

be som eone's dependent, she i s  a t  l e a s t  f re e  to  choose whom she w i l l  

depend on. She need n o t choose a man whose n o tio n s  o f  p e rso n a l honor 

a re  so shallow  th a t  h is  defence can be co n s tru c te d  only o f  specious 

argum ents and p e rv e rse  t h r e a t s .  I f  in  f a c t  Delamere were being  c y n ic a l ly  

m an ip u la tiv e , th e  evidence a g a in s t  him would be le s s  damaging.** As i t  

i s ,  th e  man h im se lf  seems, as Smith in te n d s , sophomoric.

The elopem ent Delamere fo rc e s  on Emmeline shows him a t  h i s  w o rst. 

The account i t s e l f  i s  an i ro n ic  commentary on th e  fo rced  abductions 

s t i l l  o b lig a to ry  in  rom antic  f i c t io n  a t  th e  end o f  th e  e ig h te e n th  cen tu ry , 

however hackneyed. The tre a tm e n t,  however, i s  rem arkable f o r  th e  way 

in  which Smith m ain ta in s  a d e l ic a te  b a lan ce  between th e  t i t i l l a t i n g
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p ru rie n ce  expected  in  such ep isodes and in s in u a tio n s  t h a t  th ey  a re  

unsavory and o ffe n s iv e . Censuring Delamere, as most w r i te r s  would, 

i s  n o t th e  same as  what Smith a tte m p ts : exposing him to  th e  r e a d e r ’s 

cen su re . She s la n t s  th e  account i t s e l f  by lac in g  i t  w ith  words t h a t  

show Delamere c e le b ra t in g  th e  l ib e r a t io n  o f  Emmeline s o le ly  in  term s 

o f  h i s  r ig h t s  over h e r  v i s - h - v is  h i s  f a t h e r ’s :

For some moments a f t e r  Emmeline found h e r s e l f  in  th e  
c h a ise , astonishm ent and t e r r o r  d eprived  h e r o f  speech and 
even o f  r e c o l le c t io n .  While Delamere, no lo n g er a b le  to  
command h i s  t ra n s p o r ts  a t  having  a t  len g th  as he hoped 
secu red  h e r ,  gave way to  th e  w ild e s t  jo y ,  and co n g ra tu la te d  
h im se lf  t h a t  he had th u s  fo rced  h e r  to  b reak  a promise 
which o n ly  i n ju s t i c e  he s a id  could  have e x to r te d , and only  
t im id i ty  and i ll -g ro u n d e d  p re ju d ic e  have induced h e r  to  
keep (Bn, I ,  148; i t a l i c s  m ine).

This much o f  th e  n a r r a t iv e  i s  conven tional enough, as a re  th e  tone  and

s ty l e  o f  Emmeline’s in d ig n a n t p r o te s t ,  im m ediately fo llow ing  t h i s

p assag e . In o rd e r  to  develop th e  usu a l sexual o v e rto n es , th e  account

need on ly  dw ell f o r  a w hile  on th e  trem ulous r e s is ta n c e  o f  t e r r i f i e d

v i r tu e .

Smith does indeed tu rn  a t  t h i s  p o in t  to  th e  re a c t io n s  o f  h e r  

h e ro in e , b u t n o t  in  th e  u su a l manner. The s h i f t  i s  n o t from D elam ere's 

th ough ts to  Emmeline's f e a r s ;  i t  i s  r a th e r  from h is  " se n tim e n ts ,"  th e  

id eas  and fe e l in g s  he e x p re sse s , to  h e r  " f e e l in g s ,"  unexpressed  id ea s  

and em otions. Smith n e g o tia te s  th e  s h i f t  in  m id-sen tence, as incon­

sp icu o u sly  as p o s s ib le :

Delamere, by a l l  th e  so o th in g  ten d e rn ess  o f  p e rsu a s io n , by 
a l l  th e  r h e to r ic  o f  a rd e n t p a s s io n , t r i e d  to  subdue h e r  an g er, 
and s i le n c e  h e r  s c ru p le s ;  b u t th e  more h e r mind dw elt on th e  
c ircum stances o f  h e r  s i t u a t io n ,  th e  more i t  r e c o i le d  from th e  
n e c e s s i ty  o f  e n te r in g  under such compulsion in to  an in d is s o lu b le  
engagem ent. The ra s h  v io le n c e  o f  th e  measure which had pu t h e r
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i n  D elam ere's power, w hile  i t  convinced h e r  o f  h i s  p a s s io n , y e t  
to ld  h e r ,  t h a t  a  man who would h azard  every  th in g  fo r  h is  own 
g r a t i f i c a t i o n  now, would h a rd ly  h e re a f te r  subm it to  any r e s t r a i n t  
and t h a t  th e  bonds in  which he was so eag er to  engage, would w ith  
equal v io le n c e  be broken, when any new fac e  should make a  new- 
im p ress io n , o r  when tim e had d im inished  th e  in flu e n c e  o f  th o se  
a t t r a c t io n s  t h a t  now enchanted him (Em, I I ,  148-149; i t a l i c s  m in e ) .9

A lex ic o n  th a t  evokes e ro t ic  images a s so c ia te d  w ith  conquest and subjuga­

t io n  so long as i t  i s  a t t r ib u t e d  to  Delamere so u rs  as Smith moves from 

h is  p o in t  o f  view to  Em m eline's. The lex ico n  re c u rs  in  th e  language 

o f  Emmeline's th ough ts b u t i s  in f l e c t e d  d i f f e r e n t ly ;  th e r e ,  such words 

a re  n o t e r o t i c ,  n o t even rom antic . The k in d  o f  p a ss io n  th ey  d e scrib e  i s  

n a s ty ;  th e  k in d  o f  man who g ives h im se lf  up to  i t  i s  wanton and 

c a p r ic io u s . In so fa r  as th e  re a d e r  sh a res  Emmeline's p o in t  o f  view , 

Delam ere's s ta tu r e  as  a  headstrong  b u t h o n est lo v e r  s u f f e r s .

The a c tio n  rem ains suspended d uring  a  len g th y , in d ir e c t  i n t e r io r  

monologue, which moves f r e e ly  betw een th ough ts t h a t  Emmeline h e r s e l f  

must have co n sc io u sly  e n te r ta in e d  and in s ig h ts  t h a t  must be a t t r ib u te d  

to  th e  more m ature and knowing n a r r a to r . 10 The r e s u l t  i s  a  thorough 

exam ination o f  what i s  f o r  Emmeline an em otional quandary. Although 

most o f  th e  monologue i s  devoted to  Emmeline's reaso n s fo r  wanting and 

even in v i t in g  Delamere*s a t t e n t io n s ,  th e  argument a g a in s t  him su rfa c e s  

p e r io d ic a l ly  in  th e  d ic t io n  which, whenever i t  touches on what i s  o r  

might be h i s  p o in t  o f  view , tu rn s  im p erio u s . I f  Emmeline f in d s  i t  

d i f f i c u l t  to  r e s i s t  a l l  th a t  i s  s e d u c tiv e  about Delamere, she i s  n o t 

un ique:

. . .  No woman perhaps can h e lp  having  some reg a rd  f o r  a  man, 
who she knows a rd e n tly  and s in c e re ly  lo v es  h e r;  and Emmeline 
had f e l t  a l l  t h a t  s o r t  o f  weakness f o r  Delamere; who in  th e  
bloom o f  l i f e ,  w ith  fo r tu n e , t i t l e ,  p e rso n  and t a l e n ts  th a t

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



256

might have commanded th e  lo v e l i e s t  and most a f f l u e n t  daughter 
o f  p ro s p e r i ty ,  had fo rsak en  every  th in g  f o r  h e r ,  and even 
secluded  h im s e lf  from th e  companions o f  h i s  form er p le a s u re s ,  
and th e  indu lgences h i s  fo rtu n e  and rank  a ffo rd e d  him, to  pass  
h i s  youth in  u n su ccessfu l endeavours to  o b ta in  h e r ,

The p a r t i a l i t y  t h i s  c o n s id e ra t io n  gave h e r  tow ards him . . . 
had c re a te d  in  h e r  bosom a  sen tim en t warmer perhaps than  
f r ie n d sh ip ;  y e t  i t  was. n o t  t h a t  v io le n t  lo v e , which ca rry in g  
every  th in g  b e fo re  i t ,  leav es  th e  mind no lo n g er a t  l ib e r ty  
to  see  any f a u l t  in  th e  beloved o b je c t ,  o r  any im p ro p rie ty  
in  w hatever can secu re  i t ’s  [s ic ]  su c ce ss , and w hich, sco rn in g  
f u tu re  consequences, r i s k s  every  th in g  f o r  i t ’s  p re s e n t  
in d u lg en ces.

S t i l l  a r t l e s s  and ingenuous as  when she f i r s t  l e f t  th e  
rem ote c a s t le  where she had been brough t up , Emmeline had n o t 
been a b le  to  conceal t h i s  a f f e c t io n  from Delamere. Her ey es, 
h e r  m anner, th e  c ircum stances o f  th e  p i c tu r e ,  and a  thousand 
nam eless in ad v e r te n c e s , h a d 'to ld  i t  him re p e a te d ly ;  b u t now, 
when he seemed to  have taken  an ungenerous advantage o f  th a t  
re g a rd , i t  l o s t  much o f  i t ’s fo rc e ,  and resen tm en t and d isd a in  
succeeded.

Delamere t r i e d  t o  appease h e r  by p r o te s ta t io n s  o f  in v io la b le  
r e s p e c t ,  o f  e te r n a l  esteem , and u n a lte ra b le  lo v e . But th e re  
was som ething o f  trium ph even in  h i s  hum blest e n t r e a t i e s ,  th a t  
se rv ed  b u t to  enc rease  th e  anger Emmeline f e l t  (Em, I I ,  149; 
i t a l i c s  m ine).

The monologue i s  d e l ib e ra te ly  t e n t a t i v e  about Emmeline’s  f e e l in g s .  

Emotions t h a t  had been in  th e  p ro cess  o f  becoming som ething very  l ik e  

love have been a r r e s te d ,  and th e  germ o f  a  new a t t i tu d e  ap p ears .

Only by slow s ta g e s  i s  Emmeline h e r s e l f  persuaded t h a t ,  a lthough 

Delamere may be th e  most a t t r a c t i v e  o f  men, he i s  n o t one o f  th e  b e s t .

A subsequent co n v e rsa tio n  between Delamere and Emmeline draws 

on a l i t e r a r y  p a r a l l e l ,  a n o th e r s t y l i s t i c  s t r a te g y  used i r o n i c a l ly  

a g a in s t  him. Smith has Delamere compare h im se lf  to  W erther in  o rd er 

to  s a t i r i z e  c o e rc iv e  p a th o s , th e  conven tiona l complement to  compulsion 

in  th e  e ig h te e n th -c e n tu ry  rom antic  n o v e l. (The dev ice has been an 

u n fo rtu n a te  one f o r  h e r .  She s u re ly  d id  n o t expect to  be  accused , as 

she has b e e n ,^  o f  b e in g  a committed W erth e rian .)  Smith understood
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q u i te  w ell what Goethe found a t t r a c t i v e  about W erth e r 's  p a s s io n .

She saw, to o ,  as Goethe d id , t h a t  W erther’s c re d e n t ia ls  cannot compare

w ith  A lb e r t ’s when i t  comes to  th e  q u e s tio n  o f  which k in d  o f  man makes

th e  b e t t e r  husband.

Delamere warns Emmeline t h a t  Goethe’s novel shou ld  have tau g h t

h e r  " th e  danger o f  t r i f l i n g  w ith  v io le n t  and in c u ra b le  p a s s io n s"  (Em, I I ,

170). He s h i f t s  th e  burden o f m oral r e s p o n s ib i l i t y  to  h e r  w ith  t h i s

ominous w arning:

. . . shou ld  I e v e r b e  in  th e  s i t u a t io n  t h i s  m elancholy t a l e  
d e s c r ib e s ,  how do I  know my reaso n  would be s tro n g  enough to  
p rese rv e  me from equal ra sh n e ss .  Beware, Miss Mowbray—beware 
o f  th e  consequence o f  f in d in g  an A lb e rt a t  W oodfield (Em, I I ,
170).

D elam ere's p ro fe s s io n s  o f  im potence, h i s  image o f  h im se lf  as th e

p r is o n e r-v ic t im  o f  h i s  p a s s io n  f o r  h e r ,  a re  o f fe re d  as reaso n s why

Emmeline m ust, because she  i s  th e  o b je c t  o f  t h a t  p a s s io n , pander to  i t :

I am n o t m aste r o f  m yself when I th in k  o f  lo s in g  you! But
you, who f e e l  n o t  any p o r t io n  o f  th e  flame th a t  devours me,
can c o o lly  a rg u e , w h ile  my h e a r t  i s  to m  in  p ie c e s ;  and 
deign  n o t even to  make any allow ance f o r  th e  unguarded s a l l i e s  
o f  unconquerable p a s s io n l—th e  phrenzy o f  a lm ost h o p e less  love! 
Sometimes, when I th in k  your co ld n ess  a r i s e s  from determ ined  
and insurm ountable  in d if fe r e n c e —perhaps from d i s l ik e —d e sp a ir  
and fu ry  p o ssess  me. Would you b u t  say  t h a t  you w i l l  l iv e  on ly  
fo r  me—would you prom ise t h a t  . . . none o f  th e  p eo p le  you have 
seen  o r  may s e e ,  s h a l l  in flu e n c e  you to  fo rg e t  me—Irs h o u ld , I 
th in k ,  be  e a s ie r  (Em, I I ,  171).

However g ran d ilo q u en t th e  d e liv e ry ,  th e  argument i s  n o t a  c re d i ta b le

one and Emmeline i s  n o t im pressed . D elam ere's speech i s  rem in isc e n t

o f  L o v e lace 's  s ty l e  o f  w ooing ,12 b u t i r o n i c a l ly  u n d ercu t by a  heady

m ix tu re  o f  t r i t e  m etaphors. H is e loquence, as  w e ll as h i s  argum ent,

s t r i k e s  a  f a l s e  n o te .
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Emmeline h as  become, in  th e  in te r im  between th e  abduction  and

t h i s  in te rv ie w , in c re a s in g ly  p iqued  a t  su p p o s itio n s  o th e rs  as w ell as

Delamere make about what she ought to  be f e e l in g  and what she ought to

do . In d ig n a tio n  a t  Delamere’s im portunate  wooing f in a l ly  p r e v a i ls :

I  have to ld  you th a t  I  w i l l  n e i th e r  make o r  rec e iv e  any 
prom ises o f  th e  n a tu re  you r e q u ir e .  I  have a lre a d y  s u ffe re d  
too  much from your e x trav ag an t p a ss io n  to  p u t i t  f a r th e r  in
your power to  d i s t r e s s  me (Bn, I I ,  171).

Emmeline em p h a tic a lly , and in  e x a c tly  th o se  te rm s, re fu se s  to  be a

" d is t r e s s e d  h e ro in e ."  Never a f t e r  t h i s  ep isode i s  Emmeline s u s c e p tib le

to  Delamere’s  p e rso n a l ap p eal; she in d u lg es  and even coddles him s o le ly

because she ho ld s  h e r s e l f  answ erable f o r  th e  e f f e c t  h e r  a c t io n s ,  hence

h is  r e a c t io n s ,  m ight have on th o se  in  th e  M o n trev ille  fam ily  to  whom

she f e e l s  o b lig a te d .

Smith in v ite s  th e  re a d e r  to  d isc e rn , as Emmeline does, what i s  

d isa g re ea b le  and dangerous about Delamere b e fo re  she in tro d u ces  

Godolphin, a  more a s tu te ,  re sp o n s iv e , and re sp o n s ib le  s u i to r .  She 

does n o t  want th e  rea d e r  to  see  th e  two men as r i v a l s ,  although th e  

p lo t  o f  th e  second h a l f  o f  h e r  novel re q u ir e s  Godolphin to  see 

Delamere in  t h a t  way. R ather she w ants Delamere d is c re d ite d  i n  an open 

f i e l d  and on th e  b a s is  o f  h is  own perform ance so th a t  Emmeline's f e e l in g s  

fo r  Godolphin develop w ith  th e  r e a d e r 's  approval and seem from th e  f i r s t  

more ju d ic io u s  w ithou t be in g  le s s  ro m a n tic .th a n  h e r  m ild in fa tu a t io n  

w ith  Delamere. S i r  W alter S c o tt remembered how d isap p o in ted  he was, 

having  read  t h i s  novel as an a d o le sc e n t, t h a t  Delamere does n o t f in a l ly
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win Emmeline.13 One wonders w hether he would have f e l t  th e  same 

disappoin tm ent had h e  r e - re a d  Emmeline l a t e r  i n  l i f e .

Delamere i s  n o t  th e  o n ly  one o f  Emmeline’s s u i to r s  whose

manner and s ty l e  o f  thought a re  used by Smith to  i r o n i c a l ly  expose

what i s  unworthy in  him . Rochely, a  m iddle-aged ban k er, s u f f e r s  a t

Sm ith’s hand i n  much th e  same way. J u s t  as D elam ere's c h a ra c te r i s t ic

lex ico n  has to  do w ith  power, Rochely’s h as  to  do w ith  money. I f

Delamere’ s lo g ic  i s  sp u rio u s , Rochely’s  i s  sc rupu lous b u t mean. Like

th e  banker he i s ,

he s e t  about examining th e  s ta t e  o f  h i s  h e a r t  e x a c tly  as 
he would have examined th e  check book o f  one o f  h i s  custom ers.

He found h im se lf  most m iserab ly  in  lo v e . But av a ric e  s a id , 
Miss Mowbray had no fo r tu n e .

By what had p assed  in  h i s  bosom th a t  even ing , he had 
d isco v ered  th a t  he should be wretched to  see  h e r  m arried  
to  a n o th e r.

But a v a ric e  en q u ired  how he could o f f e r  to  m arry a  woman 
w ith o u t a  s h i l l in g ?

Love, re p re se n te d  th a t  h e r  m odest, r e se rv e d , and unam bitious 
t u rn ,  would perhaps make h e r ,  in  th e  end, a more p r o f i ta b le  
match th an  a woman educated  in  expense, who m ight d i s s ip a te  
more th an  she b ro u g h t.

A varice asked w hether he could depend: on m odesty, re s e rv e , 
and a  r e t i r e d  tu r n ,  in  a g i r l  n o t  y e t  e ig h teen ?

A f te r  a  long d isc u ss io n , Love v e ry  u nexpected ly  p u t to  
f l i g h t  th e  agent o f  P lu tu s ,  who had , w ith  very  l i t t l e  i n t e r ­
ru p tio n , re ig n ed  d e sp o tic ly  [sic ] over a l l  h i s  though ts and 
a c tio n s  f o r  many y e a rs ;  and Rochely determ ined  to  w r i te  to  
Lord M o n tre v ille , to  lay  h i s  circum stances b e fo re  him , and 
make a form al p ro p o sa l to  marry Miss Mowbray (Em, I ,  100).

Rochely’s th ough ts  a re  channeled through and tak e  on th e  c h a ra c te r  o f

h i s  p ro fe s s io n a l  i n t e r e s t s .  Because he i s  a  m inor c h a ra c te r  and not

a p a r t i c u l a r l y  sym pathetic  o n e ,14 he re c e iv e s  h a rs h e r  trea tm en t than

Delamere; Sm ith’ s method i s  s a t i r e  r a th e r  th an  nuance.

In  a  form al deba te  between a l le g o r ic a l  f ig u re s  Smith can be 

more c a u s t ic  th an  in  an i n t e r io r  monologue.1^ The form al p ro p e r t ie s
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o f  th e  debate  im i ta te  what i s  s tr in g e n t ly ,  i f  o b je c tio n a b ly , lo g ic a l  

about how R ochely 's  r a t io n a l  f a c u l t i e s  o p e ra te ,  b u t even h e re  th e  

s a t i r e  i s  n o t p u re . A lthough th e  dev ice  a llow s f o r  a  maximum o f  

i ro n ic  d is ta n c e  between th e  n a r r a to r  and th e  c h a ra c te r ,  Rochely i s  

n o t p re se n ted  as an ex ecrab le  f ig u re .  Smith b r in g s  him j u s t  w ith in  

th e  p a le  by showing th e  trium ph o f  what i s  i r r a t i o n a l ,  and th e re fo re  

in  m a tte rs  o f  love  somewhat redeem ing, even in  a  man l ik e  Rochely.

However c r i t i c a l  Sm ith i s  o f  c h a ra c te rs  l ik e  Rochely and 

Delamere, she a ls o  ex tends some sympathy to  them. Because she does, 

th ey  acq u ire  som ething o f  th e  p sy ch o lo g ical d e n s ity  and am biguity  

th a t  make peop le  i n  th e  r e a l  w orld b a f f l in g  and d is q u ie tin g  e n t i t i e s  

to  unders tan d  and e v a lu a te .  They a re  n o t m erely s to ck  f ig u re s .  

Delamere fo r  example h as  a  b oy ish  gaucherie  t h a t  makes him seem le s s  

th e  c a v a l ie r  and more th e  sw ain. H is a tte m p t, when he f i r s t  meets 

Emmeline, to  fo rc e  h i s  way in to  h e r  room* se rv e s  n ic e ly  as  an i n t r o ­

du c tio n  to  a zealous b u t in e p t  roud . Subsequent ep isodes show h is  

p ro fic ie n c y  as  a g a lla n t  lagg in g  behind  h is  en thusiasm . The rea d e r  

n e v e rth e le s s  und ers tan d s t h a t  Delamere w i l l  n o t always be a bung ling  

am ateur. A man o f  h is  c la s s  and in c l in a t io n s  has ample o p p o rtu n ity  

as he m atures to  become an a d ro i t  p r o f l ig a t e .  Any fo rb earan ce  o ffe re d  

him ought to  be b o th  genuine and s t r i c t l y  p ro v is io n a l .

S im ila r ly  Rochely i s  p i t i a b l e  as  w ell as co n tem p tib le . The 

world he in h a b i ts  i s  t a n g e n t ia l  to  th e  w orld o f  th e  n o v e l. At th e

*See C hapter V, pp. 208-09 above.
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p o in t  o f  i n te r s e c t io n ,  Mrs. Ashwood*s house (Rochely i s  on th e  f r in g e  

o f  Mrs. Ashwood’s s e t ) ,  he happens to  meet a  woman he would n o t 

o r d in a r i ly  en co u n te r . Emmeline, in  need o f  tem porary asylum , h as  had 

no cho ice b u t to  accep t an opportune in v i t a t i o n  to  t h i s  u n l ik e ly  house. 

Mrs. S ta f fo rd ,  Emmeline's c lo s e s t  f r i e n d ,  has asked Mrs. Ashwood, h e r 

s i s t e r - in - l a w ,  fo r  t h i s  fav o r  fo r  two rea so n s : because arrangem ents 

can be made between c lo s e  r e l a t i v e s  on s h o r t  n o t ic e ,  w ith  l i t t l e  

ex p la n a tio n  o r  to -d o , and because Mrs. Ashwood's i s  a  p lac e  Delamere 

i s  n o t l ik e ly  to  f e r r e t  o u t .  Unusual b u t n o t im probable circum stances 

b r in g  Emmeline to  th e  p o in t  a t  which h e r  w orld and R ochely 's  impinge 

on one an o th e r. Once th e re  Emmeline f in d s  h e r s e l f  surrounded by and 

i s o la te d  w ith in  a c i r c l e  o f  s o c ia l ly  am b itio u s , p re te n tio u s ,  and v u lg ar 

p eo p le . Incongruous among them, she a t t r a c t s  a f a i r  amount o f  a t t e n t io n ,  

most o f  i t  a l t e r n a t iv e ly  w aspish and p a tro n iz in g . Rochely, however, 

responds p ro p e r ly  to  Emmeline's la d y - l ik e  re se rv e  and c o u rte sy .

The fe e l in g s  Rochely ex p e rien ces  a re  n o v e l. He f in d s  h im se lf

becoming a r e g u la r  r a th e r  th an  an o c cas io n a l v i s i t o r  a t  Mrs. Ashwood's,

spending  h i s  tim e th e re  s o le ly  w ith  Emmeline.

Emmeline, who was g e n e ra l ly  a t  work, o r  drawing in  th e  
d ressing-room , nev e r discomposed h e r s e l f ;  b u t s a t  q u ie t ly  
to  what she  was do ing ; l i s t e n in g  w ith  th e  most p a t ie n t  
com plaisance to  th e  long and u n in te r e s t in g  s to r i e s  w ith  which 
he endeavoured to  e n te r ta in  h e r ;  an a t t e n t io n  which g r e a t ly  
c o n tr ib u te d  to  win th e  h e a r t  o f  Rochely; and he was as much 
in  love as so p ru d en t a man could  b e , b e fo re  he  v en tu red  to  
ask h im se lf  what he in tended?  o r  what was th e  fam ily  and 
what th e  fo rtu n e  o f  th e  perso n  who now' occupied most o f  
h i s  tim e and a g re a t  p o r tio n  o f  h i s  though ts?

Mrs. Ashwood . . . would sometimes make h e r  p a r ty  in  
an o th e r room, where th e  s u b je c t  o f  la u g h te r  w ith  h e r  own 
a d m irers , was th e  growing p a ss io n  o f  th e  r ic h  banker f o r  th e  
f a i r  s tr a n g e r  (Em, I ,  80 -81).
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In ex p erien ced  in  such m a tte r s ,  Emmeline m istak en ly  judges Rochely*s

companionship innocuous. Sm ith’ s p urposes a re  served  by Emmeline’s

n a iv e tS . Emmeline’s com passion, and w ith  i t  a  degree o f  th e  r e a d e r 's ,

i s  ex tended to  Rochely so long as she th in k s  o f  him s o le ly  a s  an

acq u ain tan ce  i n  need o f  h e r  f r ie n d sh ip :

Emmeline d id  n o t ,  when p r e s e n t ,  escape r id i c u le  on th i s  
s u b je c t :  b u t as she had n o t  th e  l e a s t  id ea  t h a t  a  man so 
much o ld e r  th an  h e r s e l f  had any in te n t io n  o f  o f fe r in g  h im se lf  
as  an husband, she b ore  i t  w ith  g r e a t  t r a n q u i l l i t y ,  and 
co n tin u ed  to  behave to  Mr. Rochely w ith  th e  a t t e n t iv e  c i v i l i t y  
d ic ta te d  by n a tu r a l  good b ree d in g ; w h ile  she h e a rd , w ith o u t 
any concern  b u t  on h is  a cco u n t, th e  p e rp e tu a l  m irth  and loud 
b u r s t s  o f  la u g h te r  which fo llow ed  h i s  compliments and 
a t t e n t io n s  to  h e r  (Em, I ,  81j .

However re p u ls iv e  a  f ig u re  he c u ts  as a  s u i t o r ,  Rochely i s  allow ed a

l i t t l e  sympathy f o r  reco g n iz in g  Emmeline's worth and fo r  t r e a t i n g

h e r  w ith  d ig n ity .  The term s on which he proposes m arriage show t h a t

he a p p re c ia te s  h e r  v a lu e ; th e  p r ic e  he p u ts  on i t  i s ,  by h i s  own

s ta n d a rd s , v e ry  h i g h .^

S t y l i s t i c  s t r a te g i e s  t h a t  e n ric h  th e  c h a ra c te r iz a t io n  o f  minor

f ig u re s  l ik e  Rochely as w e ll as  m ajor ones l ik e  Delamere a ls o  ex tend

th e  scope and im p lic a tio n s  o f  th e  novel as  a  whole. The e x p l i c i t

them e, th e  k in d  o f  man and m arriage  t h a t  a re  most d e s ir a b le  f o r  a  woman

l ik e  Emmeline, i s  n ic e ly  se rv ed  by r e q u ir in g  th e  re a d e r  to  th in k  tw ice

abou t what some o f Emmeline’s s u i to r s  o f f e r ;  c a lc u la te d  v a c i l l a t io n s

in  th e  r e a d e r 's  response  to  a  c h a ra c te r  encourage a  d e l ib e ra t iv e  r a th e r

th an  a  s u p e r f ic ia l  re a d in g . In  a d d it io n ,  one o f  th e  im p l ic i t  themes

o f  th e  novel emerges by means o f  such s t r a te g i e s .  What i s  d i s t in c t iv e

about th e  lex ic o n  ty p ic a l  o f  each man p o in ts  toward what f o r  him i s

th e  a p te s t  analogue f o r  th e  r e la t io n s h ip  between husband and w ife ,  and

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



263

i t  i s  an analogue t h a t  shows a f f i n i t i e s  between th e  m an's p r iv a te  mores 

and th e  p u b lic  mores o f  h i s  c la s s .  For Delamere, who expects to  in h e r i t  

a  p ee rag e , m arriage i s  l ik e  government in  t h a t  i t  has to  do w ith  th e  

e x e rc ise  o f  power; fo r  Rochely, m arriage i s  l ik e  ban k in g , and has to  do 

w ith  th e  exchange o f  comm odities. As a  s u i t o r ,  each i s  in d e l ic a te ,  a 

c r i t ic i s m  to  be taken  s e r io u s ly .  Each i s  d e f ic ie n t  in  magnanimity in  

ways t h a t  r e f l e c t  on them as in d iv id u a ls  and in  g en e ra l on a r i s to c r a t s  

and p lu to c r a t s .  The analogue each a p p lie s  to  m arriage  b r in g s  in to  

sharp  focus each o n e 's  sha llow , s e lf - s e r v in g  n o tio n  o f  h i s  r ig h t s  and 

p r iv i le g e s .  What i s  t a c t l e s s  about each s u i to r  i s  a lso  what i s

d ep lo ra b ly  p a ro c h ia l  in  a  member o f  h i s  c la s s .

I t  i s  q u i te  p o s s ib le  n o t to  n o tic e  t h a t  each o f  Emmeline's 

r e je c te d  s u i t o r s ,  o f  whom Rochely and Delamere a re  on ly  two, i s  o f  a  

d i f f e r e n t  c la s s  and th a t  cu m ula tive ly  th ey  range from a  se rv a n t to  a 

fu tu re  p e e r .  For th e  re a d e r  who does n o t ic e ,  th e  novel i s  a r ic h e r ,  

more i n te r e s t in g ,  and more im portan t work th an  i t  o v e r t ly  p u rp o rts  to  

b e . S o c ia l  c r i t i c i s m  in  t h i s  novel b eg ins to  c a rry  b ro ad e r p o l i t i c a l  

overto n es  f o r  th e  re a d e r  who sees t h a t  in d iv id u a l  in s ta n c e s  o f  c o r re c tiv e  

s a t i r e  a re  p a r t  o f  a comprehensive c r i t iq u e  o f  abuses in  th e  s o c ia l  

o r d e r .17 The c r i t iq u e  i s  o f  a l ib e r a l  r a th e r  than  a r a d ic a l  b e n t; 

i n ju s t i c e  seems to  o r ig in a te  in  what i s  inhumane in  men r a th e r  than  

what i s  wrong w ith  th e  system .

Even s o , Emmeline i s  by no means a th e s i s  n o v e l.  I t  i s  in  many

re s p e c ts  a  novel o f  id e a s ;  i t  q u e s tio n s  n o tio n s  g en e ra ted  by and to le r a te d

f o r  th e  sake o f  c la s s  i n t e r e s t s ,  b u t i t  does n o t argue a g a in s t  them.
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Smith uses r a th e r  s u b tle  methods o f  a llu d in g  to  l a r g e r  i s s u e s .  P a r ts  

o f  th e  novel a re  i n  consequence d isq u ie tin g  and even p ro v o ca tiv e , b u t 

none o f  Sm ith’s methods v io la te s  th e  l i t e r a r y  decorum proper to  a 

rom antic  n o v e l.

Sm ith’s i n t e r e s t  in  showing how th e  p e rc e p tu a l and co g n itiv e  

f a c u l t i e s  o p e ra te  has been d iscu ssed  in  C hapter VI above in  term s o f  

how she u ses  th e  r e la t io n s h ip  between th e s e  f a c u l t i e s  and th e  inanim ate  

w orld . S m ith 's  i n t e r e s t  in  how they  fu n c tio n  in  th e  anim ate w orld i s  

b e s t  seen  in  h e r  m etaphoric use  o f  d ic t io n  to  su g g est a l l  t h a t  i s  

c o n d it io n a l ,  c o n je c tu ra l ,  p resum ptive , and dubious about s o c ia l  i n t e r ­

co u rse .

The dynamics o f  p e rc e p tio n  and c o g n itio n  in  s o c ie ty  a re  th e  

im p l ic i t  th em a tic  s u b je c t  o f  C e le s t in a . Words t h a t  have to  do w ith  

s ig h t  and b lin d n e ss  a re  woven in to  th e  f a b r ic  o f  th e  no v el, and o p e ra te  

as  a  r e c u r r in g  m etaphor fo r  c o n g ru it ie s  and d isc re p an c ie s  between 

th in g s  as th ey  seem and th in g s  as  th ey  a re .

The crux  o f  th e  novel i s  a m iss in g  and a p p a ren tly  i r r e t r i e v a b le  

p ie c e  o f  in fo rm a tio n : p ro o f o f  th e  i d e n t i ty  o f  C e le s t in a 's  p a re n ts .  She 

i s  an orphan, tak en  in  by W illoughby’s  m other when she was an in fa n t  and 

r a is e d  as a  member o f  th e  fam ily . Rumors sp read  t h a t  she i s  W illoughby 's 

h a l f - s i s t e r ,  and th a t  the  m arriage  th ey  a re  p lan n in g  would be in ce s tu o u s. 

U n fo rtu n a te ly  fo r  th e  young lo v e r s ,  th e  sp u rio u s  s to r y  o f fe r s  a very  

p la u s ib le  ex p la n a tio n  fo r  c e r ta in  unusual b eh av io r on the  p a r t  o f  

W illoughby 's  m other. Erroneous c o n je c tu re s  a re  g le e f u lly  fo s te re d  by
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th o se  i n te r e s te d  in  p rev e n tin g  th e  m arriag e , b u t th ey  a re  a lso  c u lt iv a te d  

by th o se  who a re  e n t i r e ly  d i s in te r e s te d  and even by th o se  who a t  f i r s t  

encourage W illoughby to  ta k e  C e le s t in a ’s good c h a ra c te r  in  l ie u  o f  a 

dowry and a  name.

I f  th e  rumors a re  t r u e ,  W illoughby 's mother had arranged  to  keep 

b o th  a  lo v e r  and an i l l e g i t im a te  daugh ter in  h e r  own household , suc­

c e s s f u l ly  p ass in g  o f f  im peccable deportm ent f o r  im peccable p ro p r ie ty .  

U n til h e r  dea th  she had always been thought o f  as a v ir tu o u s  and benevo­

l e n t  woman. A f te r  h e r  dea th  h e r  image i s  m o d ified , even in  th e  minds 

o f  h e r  f r i e n d s ,  when in fo rm a tio n  which has always been a v a ila b le  about 

h e r  i s  r e in te r p r e te d .  The re v ise d  v e rs io n  ap p eals  to  th o se  in  p o l i t e  

s o c ie ty  who l ik e  to  th in k  o f  them selves as w o rld ly -w ise  and t o l e r a n t . 18

Once a  new "rea d in g '1 o f  c irc u m s ta n tia l  evidence i s  su g g ested , 

even th o se  who a re  them selves m o ra lly  irre p ro a c h a b le —a m in is te r ,  f o r  

example— fin d  i t  d i f f i c u l t  to  d isco u n t th e  p o s s ib i l i t y  t h a t  what seemed 

l ik e  an u n u su a lly  c lo se  f r ie n d sh ip  between a  widow and h e r  so n ’s t u to r  

m ight e a s i l y  have involved  i l l i c i t  in tim acy . The p o s s ib i l i t y  o f  a  s in g le  

lap se  q u a l i f ie s  b u t does n o t change t h e i r  op in io n  o f  Mrs. W illoughby.

That C e le s t in a  i s  W illoughby’s h a l f - s i s t e r  i s  what most members o f  t h e i r  

s o c ie ty  "se e"  as th e  most reaso n ab le  im p lic a tio n  o f  c e r ta in  sc a n t  and 

ambiguous f a c t s .  I t  seems more l ik e ly  th a t  W illoughby’s mother l e f t  

England in  o rd er to  conceal h e r  own pregnancy than  th a t  she happened on 

th e  c h ild  a t  a  convent in  a  fo re ig n  coun try  and brough t h e r  home.1^

Rumor has a  c e r t a in  substance  i n  t h i s  case  because th e  s o c ie ty  in  

which W illoughby and C e le s t in a  have to  l iv e  i s  in c l in e d  to  b e lie v e  i t . 20
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The m ystery  in  t h i s  novel i s  n o t  th e re  m erely to  be  so lv e d .21 

I t  i s  th e re  to  show why and how a "m isread ing" o f  p a s t  ev en ts  a c q u ire s  

th e  s ta tu s  o f  f a c t ,  how i t  b locks d ram atic  r e s o lu t io n  o f th e  p l o t ,  and 

w ith  what consequences. The a p p re n tly  in so lu b le  m ystery o f  C e le s t in a ’s 

b i r t h  becomes th e  c e n te r  o f  a c e n tr ifu g a l  v o r te x . Around i t  th e  a c tio n  

o f  th e  novel sp in s  o f f  i n  s e v e ra l d i r e c t io n s ,  fo llo w in g  haphazard , 

f lo u n d e r in g , and aim less  e f f o r t s  on th e  p a r t  o f  b o th  th e  hero  and th e  

h e ro in e  to  beg in  n e c e s s a r ily  d iv e rg e n t l iv e s .  As i f  in  a  dream, th ey  

a re  in v o lu n ta r i ly  engaged in  p re c ip ito u s  and u n s a tis fa c to r y  a c tio n . 

Meanwhile each s e p a ra te ly  rum inates over h i s /h e r  dilemma and g rap p les  

w ith  im placab le  p sy ch o lo g ical te n s io n s .

C e le s t in a  and W illoughby a re  p rim ary  among a group o f  c h a ra c te rs  

a l l  o f  whom must n e g o tia te  a course  tow ard p r iv a te  g o a ls  w ith in  th e  

same f i e l d .  Any headway made by some b lo ck s  p assage  fo r  o th e r s :  p ro g ress  

i s  re p e a te d ly  e i t h e r  f o r e s ta l le d  o r  d iv e r te d  in to  c ir c u ito u s  ro u te s .

Each o f  th e  c h a ra c te rs  must then  e i t h e r  change h i s  goal o r  c a lc u la te  th e  

most ex ped ien t d e to u r. "Making do" i s  a  m a tte r  o f  c a lc u la t in g  what 

i s  th e  b e s t ,  th e  most e f f ic a c io u s ,  th in g  to  do, and u su a lly  on th e  

b a s is  o f  in s u f f ic i e n t  and su sp ec t in fo rm a tio n . P r iv a te  d e s ir e s  a re  

alm ost u n iv e r s a l ly  a t  c ro ss  p u rp o ses . S o c ia l in te rc o u rs e  throughout 

t h i s  novel i s  th e re fo re  a t r i c k y  m a tte r .

V erbal and non-verba l in te rc o u rs e  and i t s  d i s to r t io n s  or 

f a i l u r e  a re  th e  m achinery o f  C e le s t in a . Rumor, l i e s ,  and blackm ail 

a re  among th e  many forms o f  p e rv e r te d  d isc o u rs e , and u n d e liv e red  l e t t e r s  

a re  s ig n i f ic a n t  among th e  forms o f  in te r ru p te d  d isc o u rse  t h a t  complicate~ 

th e  a c t io n .  The in v o lu n ta ry  language to  be read  in  fac e s  and eyes i s  an
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im portan t a d ju n c t to  v e rb a l d isc o u rse , and one th a t  i s  f re q u e n tly  more 

honest th an  sp e e c h .22 The s o c ia l  world o f  th e  novel i s  one in  which a l l  

in fo rm a tio n -b e a rin g  s ig n a ls  must be c a re f u lly  absorbed  and in te rp re te d  

and a l l  b eh av io r i s  o r  ought to  be m onitored.

Because rea d in g  and m isread ing  th e  b eh av io r o f  o th e r  peop le  a re  

s ig n i f ic a n t  a c t io n s ,  Sm ith in  C e le s t in a  uses  a  le x ic o n  th a t  has to  do 

w ith  v i s io n  m e ta p h o ric a lly  as w ell as l i t e r a l l y .  In  t h i s  novel "see in g "  

and "read in g "  a re  term s t h a t  d e sc rib e  th e  re s p e c tiv e  fu n c tio n s  o f  th e  

p e rc e p tu a l and c o g n it iv e  f a c u l t i e s .  In  an in tro d u c tio n  to  A u s ten 's  

Sense and S e n s ib i l i t y  Tony Tanner makes se v e ra l  o b se rv a tio n s  t h a t  m ight 

as e a s i l y  app ly  to  C e le s t in a . He says t h a t  th e  e x ig e n c ie s  o f  p u b lic  

ro le s  i n  Jane  A u s te n 's  w orld  re q u ire d  a  su p p re ss io n  c f  p r iv a te  emotions 

and th a t  th e  " s t r e s s  o f  b e in g  invo lved  in  p r iv a te  and s o c ia l  r e a l i t i e s  

a t  th e  same tim e means t h a t  a  l o t  o f  th e  im p o rtan t a c t i v i t y  tak e s  p lac e  

in  t h a t  sm all a re a  where in n e r  and o u te r  r e a l i t i e s  m eet—th e  e v e s ." 2^

He l i s t s  a  number o f  examples to  show th a t  " th e  whole vocabu lary  o f  

v is io n  i s  much in  ev idence throughou t" th e  novels and observes t h a t  " in  

a w orld o f  so many s e c r e ts  and imposed su p p ress io n s  th e  eyes have to  be 

u n u su a lly  b u sy , n o t o n ly  enco u n terin g  s u rfa c e s  b u t  hav ing  to  p e n e tr a te  

them, n o t on ly  d e c ip h e rin g  th e  s ig n s  b u t i n te r p r e t in g  them ." In  such a 

world " th e  in fo rm a tio n  anyone rec e iv es  i s  l ik e ly  to  be im p erfec t"  and 

" th e  m is-read in g  o f  i n s u f f ic i e n t  ev idence" th e r e fo r e  becomes an im portan t 

f a c to r  among c ircum stance th a t  determ ine th e  d ram atic  development o f  th e  

no v e l. Sense and S e n s ib i l i t y  and C e le s t in a  a re  in  f a c t  v ery  s im ila r  in  

se v e ra l  r e s p e c ts ,2^ o f  which th e  combined d ram atic  and m etaphoric use o f  

v is io n  i s  o n ly  one. One analogue should s u f f i c e  as ev idence t h a t  Austen
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c e r ta in ly  would have a p p re c ia te d , and may have a p p ro p r ia te d , some o f  

S m ith 's  tec h n iq u e s .

One o f  th e  n ic e r  touches in  Sense and S e n s ib i l i t y  i s  th e  scene 

a t  Lady M id d le to n 's  p a r ty  (C hapter 28) when by o bserv ing  h i s  ey es, Austen 

c ap tu res  what i s  g u i le le s s  and what i s  g u i l ty  about W illoughby. E lin o r  

c a tch es  h i s  "ey e , and he im m ediately bowed, b u t w ith o u t a ttem p tin g  to  

speak to  h e r . "  L a te r  in  th e  evening when he i s  fo rc e d  to  g re e t  th e  

s i s t e r s ,  he a d d resses  "h im se lf  r a th e r  to  E lin o r  th an  M arianne, as i f  

w ish ing  to  avoid  h e r  eye , and determ ined n o t  to  observe h e r  a t t i t u d e . "  

Although he i s  t ry in g  h i s  b e s t  to  seem cool and d e tach ed , he lo se s  

c o n tro l  fo r  a moment; h i s  "complexion changed and a l l  h i s  embarrassment 

re tu rn e d ;  b u t a s  i f ,  on c a tc h in g  th e  eye o f  [Miss Grey, h is  f ia n c e § ] ,  

he f e l t  th e  n e c e s s i ty  o f  in s ta n t  e x e r t io n ,  he recovered  h im se lf  a g a in ."

S m ith 's  W illoughby i s  s im ila r ly  fo rced  to  look away du rin g  an 

in te rv ie w  w ith  a  woman he once c o u rte d . Having had no cho ice  b u t  to  

g iv e  C e le s t in a  up, he presum ably e n te r ta in s  em otions t h a t  a re  r a th e r  

d i f f e r e n t  from what A u s te n 's  W illoughby i s  supposed to  be f e e l in g .

T h e ir  b e h a v io r, however, i s  s im i la r .  When C e le s t in a  " tu rn e d  h e r 

e x p re ss iv e  eyes on h i s ,  to  en q u ire  whether he could  r e a l l y  behave th u s  

c ru e l ly  towards h e r ,"  W illoughby 's  "eyes met h e rs ;  b u t as i f  he could 

n o t b e a r  h e r  looks he tu rn e d  them away towards th e  door" (C, IV, 94 ).

The q u a l i ty  o f  sh a red  b u t  unacknowledged anguish  im p l ic i t  in  th ese  

g e s tu re s  i s  more l ik e  what Austen achieves in  P e rsu asio n  th an  what she 

t r i e s  f o r  in  Sense and S e n s ib i l i t y ;  th e  d i f f e re n c e ,  however, i s  th a t  

S m ith 's  lo v e rs  a re  d e s p e ra te  w hile  Anne E l l i o t t  and Wentworth th in k  

t h a t  th ey  a re  re s ig n e d .
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Smith e x p lo i ts  th e  poignancy o f  W illoughby 's and C e le s t in a 's

d i s t r e s s  in  se v e ra l  scenes l ik e  the  one where th e  l in e  quoted above

ap p ears . A ll o f  them depend in  la rg e  p a r t  f o r  t h e i r  e f f e c t—sen tim en ta l

b u t  n o t  m audlin—on what eyes express and what c h a ra c te rs  do o r do n o t

choose to  se e . The device  p rov ides  Smith w ith  a  d ig n if ie d  a l t e rn a t iv e

to  th e  o f te n  f re n z ie d  d eclam ation  more common in  novels o f  th e  p e rio d :

25f o r  example, in  Fanny B urney 's C e c i l i a .

Throughout C e le s t in a  Smith c h a ra c te r iz e s  and s a t i r i z e s  th e  s o c ie ty

she p o r tra y s  by c a l l in g  a t t e n t io n  to  th e  r e la t io n s h ip  between s ig h t  and

in s ig h t  in  th e  in d iv id u a ls  she in tro d u c es . When W illoughby r e lu c ta n t ly

a llow s h im se lf  to  become p a r t  o f  h is  u n c le 's  s o c ia l  s e t ,  he moves among

peo p le  who see v e ry  b ad ly  in d eed . H is u n c le , Lord C a s tle n o r th ,

was, indeed , never v e ry  much c e le b ra te d  fo r  discernm ent; 
b u t h i s  Lady h ig h ly  p iqued  h e r s e l f  on h e r  s a g a c i ty —on th e  
f a c i l i t y  w ith  which she rea d  c h a ra c te r s ,  and p e n e tra te d  
th e  views o f  th o se  w ith  whom she conversed—h e r  b lin d n e ss  th e r e ­
fo re  was e v id e n tly  w i l f u l—and t h a t  o f  h e r  d au g h te r , u n le s s  
h e r  love o r h e r  v a n ity  in te rc e p te d  h e r  s ig h t ,  was e q u a lly  
s tra n g e —c e r ta in  i t  was t h a t  th ey  e i t h e r  could n o t ,  o r  would 
n o t ,  a tte n d  to  th e  r e lu c ta n t  m elancholy o f  W illoughby, under 
which he w ith  d i f f i c u l ty  concealed th e  b i t t e r  agonies o f  
d e s p a ir ;  and th ey  appeared p e r f e c t ly  s a t i s f i e d  w ith  him and 
w ith  them selves (C, IV, 129-30).

W illoughby f in d s  l i t t l e  to  l i k e  in  th e  c a lc u la te d  ob tuseness o f  Lady

C a s tle n o r th  and h e r  d au g h ter; Lord C a s t le n o r th 's  n a tiv e  s tu p id i ty  seems

le s s  o b jec t io n a b le .

The e n t i r e  household o p e ra te s  on d u p l ic i ty ,  f a c i l i t a t e d  by 

Lord C a s t le n o r th 's  b l in d n e s s . At th e  c e n te r  o f  a l l  in tr ig u e  i s  th e  

fo u r th  member as i t  were o f  th e  C as tle n o r th  manage: C ap tain  Cavanaugh.

In  th e  C astle n o r th  drawing room, th e re  i s  "one fac e  . . .  in  th e  c i r c l e ,  

t h a t ,  though i t  wore looks o f  f e s t i v i t y ,  y e t was now and th en  seen  to
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survey  W illoughby w ith  in d ig n a n t sco rn ; and th e n , as  i f  checked fo r  

in d u lg in g  i t .  to  resume th e  sm ile  o f  ap p ro b a tio n  and complacency"

CC, IV, 130). I t  i s  Cavanaugh’s .  C ap ta in  Cavanaugh has been a t t e n t iv e  

to  b o th  Lady C a s tle n o r th  and h e r  d au g h te r. His in tim acy  w ith  th e  

m other, in  a d d it io n  to  b e in g  an end in  i t s e l f ,  h as  g iven  him th e  freedom 

o f  th e  house, hence ample o p p o rtu n ity  to  s e c r e t ly  c o u r t  Miss Fitz-Hayman. 

He i s  p r iv y  to  Lord C a s tle n o r th ’ s p la n  to  c o n so lid a te  th e  fam ily ’ s 

h e re d i ta ry  h o ld in g s  by m arry ing  h i s  d au g h ter to  h i s  nephew, and h i s  • 

purposes a re  b e s t  se rv ed  i f  i n t e r e s t  i s  f ix e d  on W illoughby’s r e la t io n s h ip  

to  Miss Fitz-Hayman, d iv e r t in g  a t t e n t io n  from any in a d v e r te n t  in d ic a t io n  

o f  th e  co v e rt und ers tan d in g  he has w ith  h e r .  W ithin th e  C a s tle n o r th  

household , Cavanaugh’s p la n  to  m arry th e  h e ir e s s  i s  th e  hub to  which th e  

schemes and in tr ig u e s  o f  o th e r  members o f  th e  fam ily  a re  connected , and 

around which th ey  u n w ittin g ly  r o t a t e .  H is d u p l ic i ty  succeeds because 

o th e rs  a re  u n d isc e m in g .

"M isreading" in  s o c ia l  in te r c o u r s e  i s  o f te n  in  t h i s  novel 

p o in te d ly  d escrib ed  as  a c o lla b o ra t iv e  e f f o r t .  W illoughby, who i s  

u s u a lly  too  a s tu te  to  b lu n d er b a d ly , becomes engaged a g a in s t  h i s  w i l l  

to  Miss Fitz-Hayman under c ircum stances t h a t  in v i t e  m ishap. Lord 

C a s tle n o r th  proposes th e  m arriage  a t  a  d in n er p a r ty  a t  which W illoughby 

has had  a  g re a t  deal too  much to  d r in k , and "W illoughby, between th e  

verbose confusion  o f  h i s  u n c le ’s mode o f  d e liv e ry  and h is  own in c a p a c ity  

o f  a t t e n t io n ,  heard  i t  a l l  b u t understood no th in g " (C, IV, 132). I f  

th e  message was i n  p a r t  g a rb le d  by W illoughby1 s fu d d led  b r a in ,  i t  was 

a lso  in  p a r t  g a rb led  by Lord C a s tle n o r th ’ s  m aundering. The consequence 

o f  t h i s  p a r t i c u l a r  m isunderstand ing  i s  t h a t  W illoughby i s  honor bound to
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become Miss Fitz-H aym an's f ia n c £  because he seemed to  consent to  th e  

engagement in  p u b l ic .

Only a f t e r  W illoughby d isco v e rs  th e  l i a i s o n ,  presum ably s t i l l

innocen t however im proper, between Miss Fitz-Hayman and Cavanaugh

does he have th e  k in d  o f  in fo rm a tio n  th a t  g iv es  him le v e ra g e . His

freedom from a  d i s t a s te f u l  commitment i s  g iven  him as b lack m ail,

s o l i c i t e d  from Miss Fitz-Hayman w ith  p o l i t e  i ro n y :

I know th a t  t h e - p a r t i a l i t y ,  w hether r e a l  o r  a f f e c te d ,  w ith  
which you have appeared  to  fav o r me, has been superseded  
by C ap ta in  Cavanaugh’ s more eminent m e r i t;  and, though 
I am v e ry  w i l l in g  to  r e l in q u is h  a l l  p ro sp e c t o f  an honour 
o f  which I am unworthy— I  cannot f e e l  much s a t i s f a c t i o n ,  
in  r e f l e c t in g  on th e  id ea  you seemed to  have e n te r ta in e d  o f  
my f a c i l i t y  o r  b l in d n e s s ;—n o r, indeed , can I ,  w ith o u t 
r e g r e t ,  see  you l ik e ly  to  — (C, IV, 179).

W illoughby i s  in te r ru p te d  because  Miss Fitz-Hayman a n t ic ip a te s  th e

warning he i s  about to  d e l iv e r ;  she re fu s e s  to  h e a r  c r i t ic i s m  o f  th e

C ap ta in . W illoughby, who would l ik e  to  d issu ad e  h e r  from y ie ld in g  to

th i s  m an's in flu e n c e ,

could n o t ,  w ith o u t asto n ish m en t, observe th e  b l in d  in fa tu a t io n  
o f  a  woman, p o ssessed  o f  r a th e r  a good u n d ers tan d in g ; b u t he 
found th a t  th e  a r t  o f  Cavanaugh, to  th e  su ccess  o f  which h i s  
v ery  handsome f ig u re  had undoubtedly c o n tr ib u te d , had so 
com plete ly  a t t a in e d  th e  government o f  Miss F itz-H aym an's mind, 
t h a t  she no lo n g er saw b u t  w ith  h i s  eyes (C, IV, 184).

Miss F itz-H aym an's in fa tu a t io n  i s  d esc rib ed  as hav ing  begun w ith  what

h e r  eyes a lo n e  saw and having  ended w ith  th e  lo s s  on h e r  p a r t  o f  a l l

independent v i s io n .  W illoughby 's  d iscernm ent i s  .c o n tr a d is t in c t iv e

to  h e r  se lf-im p o sed  b lin d n e s s ;  he h a s  been a b le  to  see  h i s  way out o f

a  p ruden t b u t d isa g re e a b le  m arriage by see in g  through Cavanaugh's

in t r ig u e .
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M isreading i s  more common in  t h is  novel th an  t ru e  in s ig h t ,  and 

i t  i s  n o t r e s t r i c t e d  to  th e  s u b -p lo t ,  d escrib ed  above, in  which 

W illoughby b a re ly  escapes b e in g  absorbed in to  h i s  u n c le ’s fam ily . 

C e le s t in a ’s s i t u a t io n  i s  o f te n  m is in te rp re te d  du rin g  th e  p e rio d  when 

she and W illoughby a re  se p a ra te d , and each tim e in  ways t h a t  fo rce  

h e r  in to  more profound i s o l a t i o n .  The f i r s t  o f  s e v e ra l  such e r ro rs  

happens alm ost as  soon a s  she d isco v e rs  t h a t  she and W illoughby w il l  

n o t be a b le  to  m arry.

W illoughby 's d isap p ea ran ce  j u s t  b e fo re  th e  wedding, to  search  

f o r  p ro o f t h a t  he  and C e le s t in a  a re  n o t s ib l in g s ,  rem ains a  m ystery 

u n t i l  V avasour, one o f  h i s  f r i e n d s ,  e x p la in s  i t  to  C e le s t in a .  Vavasour 

v e ry  c o o lly  r e e l s  o f f  th e  in fo rm a tio n  th a t  she may be W illoughby 's  h a l f -  

s i s t e r ,  and C e le s t in a  im m ediately "changed countenance, f e l t  t h a t  she 

d id ; and aga in  h e r complexion a l t e r e d "  fC, H I ,  148). H a b itu a lly  in  th e  

company o f  s o p h is t ic a te s  and p r o s t i tu t e s ,  Vavasour i s  n o t p a r t i c u l a r ly  

adep t a t  in te r p re t in g  women’s r e a c t io n s ,  although  he watches h e rs  w ith  

more th an  p ass in g  i n t e r e s t .  He has been more th an  a l i t t l e  tak en  w ith  

C e le s t in a  s in c e  he: f i r s t  met h e r ,  b u t u n t i l  now he has re sp e c te d  

W illoughby’s p r io r  c la im . B e liev in g  h e r to  be f r e e ,  Vavasour " s a t  

e a g e r ly  read in g  on h e r  countenance th e  emotions o f  h e r  h e a r t ,  and 

i n te r p re t in g  them h is  own way" (C, I I I ,  149). He m isjudges h e r  confusion  

a t  b e ing  suddenly faced  w ith  a  r a d ic a l  re v is io n  o f  id ea s  about h e r  

r e la t io n s h ip  to  h e r  fo s te r-m o th e r  and W illoughby, and conseq u en tly  w ith  

a p a in fu l  review  o f  h e r em otions. His in fe re n c e s , t h a t  she  i s  conscious 

o f  b e ing  f a i r  game and o f  Vavasour a s  a b e g u il in g  c a p to r ,  a re  wide o f 

t h e  mark. With unseaso n ab le , u rbane g a l la n t r y ,  he i n v i t e s  h e r  to  t r a n s fe r
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to  h im se lf  a f f e c t io n s  now u n p ro fi ta b ly  in v es te d  in  W illoughby. C e le s tin a  

i s  o f  co u rse  a p p a lle d , d iscourages h i s  a t t e n t io n s ,  and f i n a l ly  e x e rts  

h e r s e l f  to  avoid  h i s  company.

The m a tte r  o f  Vavasour i s  however l a t e r  com plicated  by d is tu rb in g  

and p e rp lex in g  in c l in a t io n s  toward him th a t  C e le s t in a  d isco v e rs  in  h e r ­

s e l f .  Reading him r ig h t ly ,  she m isreads h e r  own response to  a  man o f  

h i s  h a b i t s .  She assumes th a t  she i s  n o t  v u ln e ra b le  to  h i s  seasoned 

s u a v ity , b u t ,  l ik e  Emmeline i n  Sm ith’s f i r s t  n o v e l, she f in d s  h e r s e l f  

responding  to  what i s  unden iab ly  a t t r a c t iv e  about him and f l a t t e r in g  

about having  a  man o f  such broad  ex p erien ce  w ith  women do te  on h e r .

Most p e rso n a l and s o c ia l  r e la t io n s h ip s  d e scrib ed  in  C e le s tin a  

a re  such im brog lios t h a t  even th e  most in c i s iv e  and sagac ious minds 

and h e a r ts  a re  confounded by them. I t  i s  n e v e r th e le s s  p o s s ib le  fo r  

th o se  who do n o t mask o r d i s t o r t  spontaneous and sim ple e x p ress io n s  o f  

emotion to  reco g n ize  s p o n ta n e ity  and s in c e r i t y  i n  each o th e r .  The novel 

does n o t ig n o re  such r e la t io n s h ip s ,  and C e le s t in a  i s  e a s i ly  drawn in to  

se v e ra l o f  them. She sh a res  a  coach, fo r  example, w ith  Lady H o ra tio  

Howard, a  minor c h a ra c te r  who fu n c tio n s  alm ost e n t i r e ly  as a  k ind  o f  

Jam esian f i c e l l e . The c ircum stances t h a t  b r in g  them to g e th e r  a re  a c c i ­

d e n ta l and a r b i t r a r y ,  y e t th ey  so e a s i ly  "read ” each o th e r ’ s meanings 

CC, I I I ,  181), t h a t  th ey  a re  alm ost im m ediately in tim a te  f r i e n d s .  Such 

unimpeded ra p p o r t  i s ,  however, r a r e .  The novel i s  p r im a ri ly  about 

m isp e rcep tio n  and m isunderstand ing  as  th e  cause o f  s ta le m a tes  t h a t  a re  

fo llow ed  by dism al to rp o r  o r  f r e n e t i c  a c t i v i t y .
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Only once, in  Desmond (1792), d id  Smith w r i te  an e p is to la r y  

n o v e l. E p is to la ry  f i c t i o n ,  s t i l l  v e ry  p o p u lar  a t  th e  end o f  th e  e ig h te e n th  

cen tu ry , was on th e  d e c lin e . The novel t o ld  i n  l e t t e r s  seems to  have 

begun to  lo se  ground as soon a s  w r i te r s  l ik e  Smith chose to  convey 

in d i r e c t ly  th e  p sy ch o lo g ica l experience  o f  t h e i r  c h a ra c te r s .  The 

i n t e r io r  monologue as Smith uses i t  i s  a  much more concise  and unambiguous 

s tr a te g y  fo r  p re se n tin g  v a c i l l a t in g  s ta t e s  o f  mind than  l e t t e r s  a re .

Drawn o u t i n  a s e r ie s  o f  l e t t e r s ,  mixed o r  v a c i l l a t in g  fe e l in g s  r e q u ire  

lo n g , o f te n  te d io u s , docum entation; a ls o ,  no v els  in  l e t t e r s  w ere, o f te n  

j u s t i f i a b ly ,  open to  censure  fo r  in ad e q u a te ly  d is t in g u is h in g  in d e fe n s ib le  

ra t io n a le s  from c o n sc ie n tio u s  se lf -e x a m in a tio n . In d iv id u a l l e t t e r s  

t h a t  appear in  h e r  o th e r  no v e ls  a re  alm ost alw ays i ro n ic  d e v ic e s , 

r e f l e c t in g  th e  w r i t e r 's  id io s y n c ra s ie s  and a f f e c ta t io n s .  I t  would seem 

from th e  ev idence th a t  Smith d id  n o t c o n s id e r l e t t e r s  an a p p ro p r ia te  

v e h ic le  f o r  many p sy ch o lo g ica l and most em otional m uddles.

In  th e  in tro d u c tio n  to  Desmond, Smith ex p resses  doubts about 

w hether she has succeeded "so  w e ll in  l e t t e r s  as in  n a r r a t iv e  (D, I ,  1 ) . 

Very l i t t l e  a c tio n  i s  n a rr a te d  by th e  c o rre sp o n d en ts , so t h a t  when 

Smith d is t in g u is h e s  l e t t e r s  from n a r r a t iv e  she seems to  be aware of 

im p o rtan t d if fe re n c e s  i n  c o n ten t t h a t  in  h e r  novel a t  l e a s t  a re  i n t r i n s i c  

to  th e  d if f e re n c e  in  form. Her reason  fo r  u s in g  l e t t e r s  i s  n o t g iven , 

b u t  th e re  i s  a  s ig n i f ic a n t  o b se rv a tio n  to  be made from which u se fu l 

in fe re n c e s  may be drawn. As A llene  Gregory n o ted , th e  " l e t t e r s  devoted 

to  th e  a c tu a l  n a r r a t iv e  would s c a rc e ly  f i l l  more than  one o f  th e  th re e  

volumes. The r e s t  i s  devoted  to  c o n v e rsa tio n  and arguments about the  

[French] R e v o l u t i o n . I t  would seem th e r e fo r e  t h a t  S m ith 's  reason
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f o r  u s in g  l e t t e r s  has to  do w ith  th e  l a r g e ly  p o l i t i c a l  and d id a c t ic  im port 

o f  th e  n o v e l.

Desmond i s  la r g e ly  about id eas  and op in io n s  t h a t  have a lread y  

been fo rm ulated  as  p o l i t i c a l  argum ents; e p is to la r y  d ia lo g u e  seems 

th e re fo re  to  have been decided  on as th e  lo g ic a l  form o f  a  novel t h a t  

reco rd s  " s e n tim e n ts ,” th e  v e rb a l ex p ress io n  o f  id ea s  and o p in io n s , r a th e r  

th an  " f e e l in g s . " 2^ There i s  an ongoing exchange betw een th e  co rrespon­

den ts on s u b je c ts  o f  c o n te n tio n , and th e  l e t t e r s  them selves o f te n  reco rd  

co n v ersa tio n s  and form al d e b a te s . Smith supposed th a t  re a d e rs  who 

" o b je c t  to  th e  m a tte r ,  w i l l  p robab ly  a rr a ig n  th e  m anner, and exclaim  

ag a in s t th e  im p ro p rie ty  o f  making a book o f  e n te rta in m e n t th e  v e h ic le  

o f  p o l i t i c a l  d isc u ss io n s"  (D, I ,  v i ) . Her j u s t i f i c a t i o n  i s  f i r s t  th e  

overwhelming s ig n if ic a n c e  o f  even ts in  France to  contem porary h i s to r y  

and second h e r  p e rso n a l ex p e rien ce , which allow ed h e r  to  h e a r a t  f i r s t  

hand argum ents on bo th  s id e s  o f  th e  i s s u e .  She cla im s to  be b o th  

a u th o r i ta t iv e  and f a i r :  " I  am conscious t h a t  in  making th e se  s l i g h t

sk e tc h e s , o f  manners and o p in io n s , a s  th ey  f lu c tu a te d  around me; I have 

n o t s a c r i f i c e d  t r u th  to  any p a rty "  (D, I ,  v i ) .  She i s  a ls o  shrewd; she 

o f fe r s  th e  re a d e r  " th e  argum ents I  have h ea rd  on b o th  s id e s ;  and i f  th o se  

in  fav o r  o f  one p a r ty  have e v id e n tly  th e  advan tage, i t  i s  n o t owing to  

any p a r t i a l  p r e s e n ta t io n ,  b u t to  th e  predom inant power o f  t r u t h  and 

rea so n , which can n e ith e r  be a l t e r e d  n o r concealed” (D, I ,  i i i ) .  S m ith 's  

disavow al o f  unw arranted  b ia s  i s  o f  co u rse  a r h e to r ic a l  t r i c k ;  th e  novel 

i s  t a s t e f u l ly  executed  propaganda.

Desmond i s  an o v e r t ly  and avowedly p o l i t i c a l  n o v e l ,2^ and i t  

tra n s m its  an im portan t reco rd  o f  th e  d eb a te  in  England over th e  French
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R evolu tion  p r io r  to  th e  Reign o f  T e rro r  and a f t e r  th e  p u b l ic a tio n  o f  

Burke’ s  R e f le c tio n s  on th e  R evo lu tion  in  F ran ce . The polem ic i s  b ia se d  

b u t th e  novel as a whole i s  n o t dogm atic. The trea tm en t i s  i n te l l i g e n t  

and d isc r im in a tin g  in  ways t h a t  a re  su g g e stiv e  o f  th e  com bination o f  

c o n v ic tio n  and m isg iv ings t h a t ,  i n  tw e n tie th -c e n tu ry  f i c t i o n ,  i s  a s so c ia te d  

w ith  th e  m aturing  o f  th e  p o l i t i c a l  novel as a  su b -g en re . P a r tis a n s h ip  

i s  in escap ab le  in  Desmond, as i t  i s  f o r  example in  A rth u r K o e s tle r ’s 

Darkness a t  Noon; l ik e  n o v e li s ts  in  our own co u n try , Smith t r e a t s  i t  as 

a complex phenomenon o f te n  in flu e n ce d  in  c o n f l i c t in g  ways by c la s s  

i n te r e s t s  and by in d iv id u a l  c o n scien ce.

There i s  no space h e re  to  do ju s t i c e  to  t h i s  rem arkable n o v e l, 

b u t Sm ith’s method and h e r  in te n t io n  in  l in k in g  m a tte rs  o f  dom estic 

government to  is s u e s  in  th e  p o l i t i c a l  sp h ere  i s  n ic e ly  i l l u s t r a t e d  by 

a sequence o f  o p in ions i n  th r e e  co n secu tiv e  l e t t e r s .  Although th e  

l e t t e r s  do n o t seem to  ad d ress  them selves to  th e  same i s s u e s ,  p ro x im ity  

and r e c u r r in g  a l lu s io n s  to  anim als l in k  them and in v i t e  c ro ss  r e fe re n c e .

The s p e c i f ic  p o l i t i c a l  i s s u e  i s  a ir e d  in  th e  t h i r d  o f  th e  l e t t e r s :  

whether th e re  i s  o r  can be any r a t io n a le  f o r  s la v e ry .  Smith in te n d s  to  

show th a t  a l l  o p p ress io n —s p e c i f ic a l l y  o f  French p e a sa n ts  and o f  women— 

d e riv e s  from th e  same k ind  o f  r a t i o n a l e  t h a t  j u s t i f i e s  s la v e ry . She 

b roadens th e  scope o f  th e  su b je c t  in  o rd er to  a tta c k  th e  id e o lo g ic a l  

source o f  o p p ress io n : th e  a rro g a n t su p p o s itio n  th a t  s o c ia l  i n f e r io r s  and 

dependents, e s p e c ia l ly  th o se  whose la b o r  o r  whose p e rsons a re  o f  m onetary 

v a lu e , a re  l e s s  th an  human. The se v e ra l  a l lu s io n s  to  anim als v iv id ly  

i l l u s t r a t e  how c e r ta in  c la s s e s  o f  in d iv id u a ls  a re  v i r t u a l l y  denied  

membership in  th e  sp e c ie s  because i t  i s  ex ped ien t to  u se  them as  c h a t t e l s .
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The f i r s t  o f  th e  th re e  l e t t e r s  i s  from G erald ine Vem ey, 

r e c e n t ly  a r r iv e d  in  France, to  h e r  s i s t e r .  She w r ite s  t h a t  circum ­

s ta n c e s  in  and around P a ris  a re  n o t as bad a s  rumors reach in g  England 

su g g e st, and th a t  she i s  persuaded th a t  reform s b e n e f i tin g  th e  French 

p e a sa n ts  a re  in  p ro g re s s . She th en  observ es  t h a t  h e r sympathy fo r  

th o se  who e f f e c te d  a g re a te r  d em o cra tiza tio n  o f  French p o l i t i c s

must be from c o n v ic tio n , f o r  i t  cannot be from th e  p re ju d ic e  
o f  ed u ca tio n  . . .  we were always b rough t up as i f  we were 
designed  fo r  w ives to  th e  V icars o f  Bray—My fa th e r ,  in d eed , 
would n o t  condescend to  suppose t h a t  o u r sen tim en ts were 
w orth form ing o r  c o n su ltin g ; and w ith  a l l  my re s p e c t  f o r  h i s  
memory, I  cannot h e lp  r e c o l le c t in g  th a t  he was a  v e ry  Turk 
in  p r in c ip le ,  and h a rd ly  allow ed women any p re te n s io n s  to  
s o u ls ,  o r  thought them w orth more ca re  th an  he  bestowed on 
h i s  h o rse s , which were to  look s le e k ,  and do t h e i r  paces 
w ell (D, I I ,  159-60; L e t te r  XVH).

The a s id e ,  in  which daugh ters a re  equated  w ith  h o rse s , seems g r a tu i to u s ,

b u t lead s  d i r e c t l y  to  th e  n ex t l e t t e r ,  in  which G erald ine n o t only

p e rc e iv es  h e r s e l f  as p ro p e r ty  b u t  as  p ro p e r ty  le g a l ly  h e ld  c a p tiv e .

G erald ine has in  th e  in te r im  betw een l e t t e r s  tak en  a  house in  

th e  suburbs o f  P a r is  w h ile  w a itin g  f o r  h e r  husband to  a rran g e  to  have 

h e r  b rough t to  him. She has every  reaso n  to  b e lie v e  t h a t  he in te n d s  to  

s e l l  h e r  s e rv ic e s  to  some o f  h is  pow erful f r ie n d s  in  re tu rn  fo r  th e  money 

and p a tro n ag e  he d e sp e ra te ly  needs, having  a lre a d y  spen t b o th  h i s  

fo rtu n e  and h e rs  on v a rio u s  forms o f  debauchery , even o f  d e p ra v ity . I f  

h e r  husband does indeed  p lan  to  v e n tu re  in to  th e  w hite  s la v e  t r a d e ,  she 

i s  a lre a d y  on h e r way to  m arket; a g a in s t  th e  ad v ice  o f  f r i e n d s ,  she has 

i n s i s te d  t h a t  i t  i s  h e r  moral du ty  to  jo in  him in  th e  i n t e r io r  o f  France 

when he summons h e r .  While w a itin g  to  co n tin u e  th e  jo u rn ey , she w r ite s  

to  h e r  s i s t e r :
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You, my Fanny— . . . have never been unhappy, and have never 
known . . . th e  s tra n g e  and, p e rh ap s, c a p ric io u s  f e e l in g s  o f  
th e  i r r e t r i e v a b l y  w retched—Since I  have found m yself so , I 
have tak en  up a n o tio n  th a t  I  do n o t b re a th e  f r e e ly ,  w h ile  I 
am w ith in  th e  house; and l ik e  th e  poor m aniac, who wandered 
about in  th e  neighborhood o f  B r i s to l ,  I  fancy  " th a t  no th ing  
i s  good b u t l ib e r ty  and f re sh  a i r "  (D, I I ,  176-77; L e t te r  
XVIII)o

Her c la u s tro p h o b ia  i s  emblematic o f  a p sy ch o lo g ica l r e b e l l io n  a g a in s t  

su rre n d e rin g  h e r s e l f  to  V em ey’s pu rp o ses , even i f  m ora lly  she f e e l s  

compelled t o .

The n o tio n  th a t  she i s  a p r is o n e r  i s  th en  developed in d ir e c t ly  by

means o f  th e  c re a tu re s  h e r  son c a p tu re s  in  th e  garden . Because G erald ine

f e e l s  in c a rc e ra te d  in d o o rs , she l iv e s

a l l - d a y  about th e  gardens; w h ile  th e  sun i s  h ig h , Peggy 
a tte n d s  me w ith  th e  th re e  c h ild re n ,  in  some shady p a r t  o f  
them; and George o f te n  amuses h im se lf  w ith  ca tch in g  th e  
l i t t l e  brown l iz a rd s  which abound in  th e  g ra s s ,  and among 
th e  t u f t s  o f  low shrubs on t h i s  d ry  s o i l —He b rin g s  them 
to  me I  b id  him tak e  g re a t  c a re  no t to  h u r t  them—I ex­
p la in e d  to  him, t h a t  th ey  have th e  same sen se  o f  p a in  as he 
h a s , and s u f f e r  e q u a lly  under p re s su re  and confinem ent—He 
looks v e ry  grave as I endeavour to  im press t h i s  on h i s  
mind; and th en  g e n tly  p u t tin g  them down, c r i e s ,  "no! no! 
indeed! I  w i l l  n o t h u r t  you, poor l i t t l e  th in g s ."

G era ld in e ’s f e a r s ,  b o th  fo r  h e r s e l f  and fo r  h e r  c h ild re n , develop around

th e  analogy so t h a t  th e  c h ild  i s  b o th  th e  a n t i t h e s i s  o f  th e  husband who

has made h e r  " s u f f e r  . . . under p re s su re  and confinem ent" and i s

p o te n t i a l ly  th e  in ju re d  l iz a r d :

How much a  to n e , a loo k , an alm ost im p ercep tib le  ex p ress io n  o f  
countenance w i l l  awaken to  new anguish  an h e a r t  always oppressed  
l ik e  m ine!—As, l ib e r a t in g  h i s  p r is o n e rs ,  h e  says t h i s — I look 
round on him, h i s  sweet s i s t e r ,  and h i s  b a b y -b ro th er, and 
in te r n a l ly  s ig h in g , say , "Oh! would I  were s u re , i f  ev er your 
poor mama i s  to m  from you, t h a t  nobody w i l l  h u r t  you, poor 
l i t t l e  th in g s ! "

G era ld ine  and h e r  c h ild re n  a re  in  danger because th ey  a re  l e g a l ly  and, 

according  to  th e  c reed  o f  b o th  th e  church and th e  drawing room, m ora lly
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bound to  s u f f e r  th e  consequences o f  Vem ey' s n e g le c t  o r  abuse o f  them.

The is s u e  o f  th e  s la v e  t ra d e  and i t s  re le v a n ce  to  th e  m arriage 

market a re  th en  r e s p e c tiv e ly  th e  e x p l i c i t  and im p l ic i t  su b je c ts  o f  th e  

th i r d  l e t t e r .  W riting to  a  f r ie n d ,  Desmond reco rd s  a co n v ersa tio n  w ith  

a member o f  P arliam en t who owns an e s ta t e  in  th e  West In d ie s .  Desmond 

has been argu ing  a g a in s t  t r e a t i n g  human be in g s  l ik e  c a t t l e .  The M.P. 

r e p l i e s ,

You a re  young . . . and have b u t l i t t l e  con sid ered  th e  impor­
tan c e  o f  t h i s  t ra d e  to  th e  p ro p e r ty  o f  th e  B r i t i s h  n a tio n ;  
b e s id e s , g ive me leav e  to  t e l l  you, t h a t  you know no th in g  o f  
th e  c o n d itio n  o f  th e  negroes n e i th e r ,  n o r o f  t h e i r  n a tu re —They 
a re  n o t f i t  to  be t r e a te d  o th erw ise  th an  as s la v e s , fo r  th ey  
have no t th e  same sen ses  and f e e l in g  as we have . . . , They have 
no u n derstand ing  to  q u a li fy  them f o r  any rank  in  s o c ie ty  above 
s la v e s ;  and, indeed , a re  n o t to  be c a lle d  men—th ey  a re  
monkies (D, I I ,  184; L e t te r  XIX).

The re fe re n c e  to  monkeys evokes e a r l i e r  re fe re n c e s  to  h o rse s ; between

th e  two analogous a llu s io n s  i s  th e  f a b le - l ik e  ep isode o f  th e  l iz a r d s .

I f  th e  rea d e r  id e n t i f i e s  w ith  G e ra ld in e ’s p l ig h t  as a  p o te n t ia l  v ic tim

o f  th e  w hite  s la v e  t ra d e ,  he h as  been given  every  reaso n  to  see  th e

p l ig h t  o f  a Negro slav e  from th e  same p e rs p e c tiv e . And, o f  co u rse , th e

analogy works th e  o th e r  way as w e ll;  th o se  who oppose th e  i n s t i t u t i o n  o f

s la v e ry  a re  in v ite d  to  oppose th o se  fe a tu re s  o f  th e  i n s t i t u t i o n  o f  m arriage

which in v i te  o r  condone th e  tre a tm e n t o f  w ives a s  s la v e s .

A thorough a n a ly s is  o f  Desmond i s  long  overdue. In a  s tudy  th a t  

must in tro d u ce  so many a sp ec ts  o f  S m ith 's  f i c t io n  th a t  m erit  s e r io u s  and 

co nsidered  a t t e n t io n ,  th e re  i s  no space f o r  th e  k ind  o f  c lo s e , c r i t i c a l  

rea d in g  Desmond r e q u ir e s .  As an experim ent in  p o l i t i c a l  f i c t io n ,  i t  i s  

a t  l e a s t  as  e x tra o rd in a ry  as Godwin's Caleb W illiam s. The s o p h is t ic a te d  

use  o f  ju x ta p o s it io n  and m etaphoric connection  d escrib ed  above i s  only one
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o f  se v e ra l  in s id io u s  and s e d it io u s  s t r a te g i e s  t h a t  Smith u ses  to  make 

h e r  p o i n t . 29

U nlike Caleb W illiam s, Desmond i s  n o t an e x c it in g ,  susp en sefu l 

n o v e l. Both i t s  ’'m a tte r"  and i t s  "manner" a re  r e l a t i v e ly  u n th e a t r ic a l .  

Smith concedes to  p o p u lar  t a s t e  in  G era ld in e ’s m elodram atic adven tu res 

on h e r way to  h e r  husband. F o r tu i to u s ly ,  he  i s  d y ing , r e p e n ta n t,  and 

anxious to  charge Desmond w ith  th e  r e s p o n s ib i l i ty  fo r  h e r  ca re  and p ro ­

t e c t io n ;  th e  novel ends in  a gush o f  se n tim e n t.^ 9 O therw ise, Desmond 

i s  alm ost e n t i r e ly  a d isc u ss io n  o f  q u e s tio n s  r a is e d  by even ts in  F rance 

and by e v e n ts  in  G e ra ld in e ’ s m arriage : th e  two is s u e s  f i n a l ly  merge when 

G era ld ine  adm its t h a t  r e b e l l io n  a g a in s t  h e r d e sp o tic  husband would have 

been w arran ted . I f  G era ld ine  seems a l l  to  much a  G rise ld a , i t  i s  because 

Smith p u l ls  h e r  punches. By d e fe r r in g  th e  rev o lu tio n  in  G e ra ld in e ’s 

" sen tim en ts"  about th e  d u tie s  o f  a w ife  u n t i l  a f t e r  Vem ey d ie s ,  she 

avo ids a  cen su rab le  a c t  o f  r e b e l l io n ;  G era ld in e ’ s v i r tu e  rem ains u n ta in te d .  

N ev e rth e less  th e  r a d ic a l ! z a t io n  o f  h e r  h e ro in e  i s  com plete a t  th e  end o f  

th e  n o v e l, and must be taken  as i t s  c e n tr a l  a c t io n ,  a lthough  i t  i s  a 

p sy c h o lo g ic a l, moral and p o l i t i c a l  r e v e r s a l  r a th e r  th an  a d ram atic  one.

Because th e  p lo t  in v o lv es  so l i t t l e  d ram atic  a c t io n ,  Desmond i s  

v e ry  much ou t o f  th e  m ainstream  o f  th e  E ng lish  novel as t h a t  channel was 

carved  o u t d u ring  th e  n in e te e n th  c e n tu ry . I t  i s  easy  to  u nders tand  why 

Desmond has u n t i l  now been n e g le c ted ; i t  i s  d i f f i c u l t  to  understand  why 

th o se  i n te r e s te d  in  p o l i t i c a l  and e s p e c ia l ly  fe m in is t  l i t e r a t u r e  have 

tu rn e d  t h e i r  a t t e n t io n  to  Mary W o lls to n e c ra f t’s f i c t io n  r a th e r  th an  to  

C h a r lo tte  Sm ith’ s .

Having examined in  t h i s  and th e  two p reced ing  c h a p te rs  s e v e ra l
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o f  th e  l i t e r a r y  s t r a te g i e s  by means o f  which Smith in flu e n ce d  th e  develop­

ment in  E ng lish  f i c t io n  o f  r ic h  and complex modes o f  c h a ra c te r iz a t io n ,  and 

having  p rese n ted  something o f  th e  scope and depth  o f  h e r  tre a tm e n t o f  

s u b je c t  m a tte r  and l i t e r a r y  conventions in  th e  f i r s t  two c h a p te rs  o f  t h i s  

e ssa y , I b e lie v e  th a t  i t  i s  incumbent on me to  t r y  to  e x p la in  why so inno­

v a tiv e  and competent a  l i t e r a r y  journeyman— I make no claim  f o r  h e r  as  a  

m as te rly  a r t i s a n — i s  so l i t t l e  rea d  to d ay . The concluding c h a p te r  o f  t h i s  

s tudy  su g g ests  t h a t  Smith l o s t  h e r  p o p u lar  appeal because ch ang ing . t a s t e  

du rin g  th e  n in e te e n th  c en tu ry  made h e r  manner seem a b ra s iv e  and h e r  tone  

seem gloomy. Even th e  c r i t i c a l  p r a is e  she rec e iv ed  was q u a li f ie d  in  ways 

t h a t  proved to  be damning.
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Notes

1The World We Imagine (New York: F a r ra r ,  S tra u s  and Giroux, 1968), 
pp . 24-45.

2Smith seldom does a s a t i r i c  " c h a ra c te r"  p u re ly  f o r  th e  e f f e c t  o f  
th e  p o r t r a i t  as a s e t  p ie c e . Her s a t i r e  alm ost always shades o f f  in to  
iro n y ; h y p o c risy  and a f f e c ta t io n  a re  never in  h e r  n ove ls innocuous, nor a re  
t h e i r  e f f e c t s  n e u tr a l iz e d  o r d is s ip a te d  by exposure . See f o r  example th e  
trea tm en t o f  S i r  R ichard C ro f ts  in  Emmeline ( I ,  105-10). However l u d i ­
crous a  f ig u re  he c u ts ,  S i r  R ichard keeps th e  Mowbray e s ta t e  from Emmeline, 
f i r s t ,  by d e s tro y in g  evidence th a t  i t  i s  l e g a l ly  h e rs ,  and, second, by 
ta k in g  m easures to  p rev en t a m arriage w ith  Delamere.

3John J .  R ic h e tt i  argues p e rsu a s iv e ly  t h a t  th e  p a s s iv i ty  o f  th e  
h e ro in e  o f  th e  sc a n d a l-c h ro n ic le s  i s  an e s s e n t ia l  f e a tu re  o f  p opu lar 
rom antic  f i c t i o n  in  th e  f i r s t  h a l f  o f  th e  e ig h te e n th - c e n tu ry . Popular 
F ic t io n  B efore R ichardson: N arra tiv e  P a tte rn s  1700-1759 (Oxford: Oxford 
U n iv e rs ity  P re ss ,  1969). R ic h e tt i  observes t h a t  " th e  dominant fa b le "  in  
Mrs. M ay M anley 's f i c t i o n  i s  " th e  t r a g i c  d e s tru c tio n  o f  fem ale innocence 
by a  m asculine  w orld o f  r ig i d  economic fo rc e s ,  summed up in  h e r  v i tu p e ra t iv e  
r h e to r ic  by  'a v a r i c e ' and by ' l u s t , '  which i s  sim ply a v a ric e  t ra n s fe r r e d  
to  th e  w orld  o f  em o tio n s."  To be t r u ly  p a th e t ic ,  th e  h e ro in e  must be 
d e fe n c e le ss  and, to  be " t r u ly  d e fe n c e le s s , innocence in  t h i s  f i c t io n a l  
w orld  must be poor in  a  l i t e r a l  sen se ; th e  p e rse c u te d  m aid en 's  s to ry  i s  
an o b liq u e  comment on th e  a b so lu te  economic dependence o f  e ig h te e n th -  
c en tu ry  women" (p . 152). About Mrs. E liz a  Haywood's f i c t io n ,  R ic h e tt i  
rem arks t h a t  i t s  su ccess  was due to  "h e r a b i l i t y  to  m anipulate  th e  fab le  
o f  p e rse c u te d  innocence to  o b ta in  th e  maximum e r o t i c - p a th e t ic  in te n s i ty "
(p . 207). The ty p ic a l  h e ro in e  rem ains, f o r  th e  most p a r t ,  a  p e rsecu ted  
inn o cen t u n t i l  th e  l a s t  decade o f  th e  e ig h te e n th  c e n tu ry . During th e  
seond h a l f  o f  th e  c e n tu ry , however, rap e  seldom happens, a lthough  i t  o fte n  
seems imm inent. A m elodram atic , e lev en th -h o u r re sc u e  fu n c tio n s  as c a ta s ­
tro p h e  in  such novels as H o lc ro f t 's  Anna S t .  Iv es  (1792) and In ch b a ld 's  
A Simple S to ry  (1791).

A c c o rd in g  to  Marvin M udrick, "a  new c h a ra c te r"  makes i t s  f i r s t  
appearance in  A usten’ s  P rid e  and P re ju d ic e . E liz a b e th  Bennet i s  a  " f re e  
i n d iv id u a l ,"  who must "choose, w ith in  th e  bounds s e t  by prudence, . . . 
an in d iv id u a l  e q u a lly  complex, and u ndefeated  by h i s  s o c ia l  ro le "  (Jane 
Austen: Iro n y  a s  Defense and Discovery- [Berkeley: U n iv e rs ity  o f  C a lifo rn ia  
P re s s ,  1968J pp . 124-25). In  f a c t ,  Emmeline chooses as f r e e ly  and as con­
s c io u s ly  a s  E liz a b e th  Bennet do es , and Godolphin f i t s  M udrick 's d e s c r ip tio n  
o f  a s u i ta b le  husband f o r  such a  woman. The i n i t i a l  development o f  t h is  
"new c h a ra c te r"  must be p u t  a t  l e a s t  as f a r  back in to  th e  e ig h te e n th  cen tu ry  
a s  1788. E l iz a b e th 's  fo re ru n n e rs  in c lu d e , in  a d d it io n  to  Emmeline (and 
se v e ra l  o th e rs  among S m ith 's  h e ro in e s ) ,  H o lc ro f t 's  Anna S t .  Ives (1792), 
M oore's H o ra tia  C l if fo rd  (Mordaunt, 1800), D 'A rb lay 's  C am illia  (1786), 
among o th e r s .  These a re  n o v e ls  in  which cho ices a re  made in  s p i te  o f  
s o c ia l  s t r i c t u r e s .
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5In  d isc u ss in g  s im i l a r i t i e s  between Emmeline and Burney's C e c i lia ,  
Anne Henry E hrenpre is rem arks t h a t  "Delamere seems alw ays to  behave a s  
p h re n e t ic a l ly  a s  D e lv ile  does in  th e  c lim a c tic  scene when he and h i s  m other 
do b a t t l e  fo r  C e c i l ia  (Book V II I ,  c h ap te r  i i ) ;  i t  i s  as  i f  Mrs. Smith 
exaggera ted  D e lv i le 's  d e fe c ts  in  Delamere so as to  ren d e r  him u n f i t  to  
be th e  h e ro . Godolphin . . . ,  we may be s u re ,  w i l l  n e v e r dash h i s  head 
a g a in s t  th e  w ainscot o r  stamp o u t o f  th e  room in  a  fren zy "  ( in t r o d . , Em, 
x iv ) .  See a lso  J .  M. S. Tompkins, p .  132n.

^W riting  about Lord Essex, Austen s a y s , "This u n fo rtu n a te  young 
Man was n o t u n lik e  i n  c h a ra c te r  to  t h a t  e q u a lly  u n fo rtu n a te  one F re d e r ic  
Delamere. The s im ile  may be c a rr ie d  s t i l l  f a r th e r ,  and E lizab e th  th e  
torm ent o f  Essex may be compared to  th e  Emmeline o f  Delamere" ("The H is to ry  
o f  E ngland," Works, VI, 146). This q u o ta tio n  i s  u s u a lly  taken  to  mean 
th a t  Austen sym pathized w ith  Delamere. I t  seems to  me, however, th a t  she 
in te n d s  th e  re fe re n c e  to  Delamere to  r e f l e c t  i r o n i c a l ly  on Essex. E a r l ie r  
i n  th e  same p ie c e ,  she groups Essex, Delamere, and G ilp in , c a l l in g  them 
" th o se  f i r s t  o f  men" (p. 143). I f  Austen means W illiam  G ilp in , she i s  
poking fun a t  th e  k ind  o f  s e n s i b i l i t y  Delamere d isp la y s . I f  she means th e  
" l in e n -d ra p e r  b o ld ,"  hero  o f  W illiam  Cowper's "The D iv e rtin g  H is to ry  o f  
John G ilp in "  (1785), h e r  jo k e  depends on tak in g  th e  conventional ph rase  
"u n b rid led  p assio n "  i n  i t s  most l i t e r a l  sen se . John G i lp in 's  h o rse  runs 
away w ith  him, u l t im a te ly  r e tu rn in g  him to  th e  p o in t  th ey  s ta r te d  from; 
he n e v e r reach es  h is  d e s t in a tio n .  Hence, "u n b rid led  p a ssio n "  lik ew ise  
m isses i t s  mark.

^Although th e re  i s  no doubt t h a t  Delamere means what he sa y s , i t  
i s  a lso  t ru e  t h a t  Smith in te n d s  th e  rea d e r to  reco g n ize  t h a t  h is  d ic t io n  
as w ell as h is  b eh av io r fo llow s l i t e r a r y  m odels. Austen rev e rse s  th e  
s i t u a t io n  in  o rd e r  to  b u rle sq u e  th e  lon g stan d in g  convention  o f  f i l i a l  
d iso b ed ien ce . Because S i r  Edward proposes th e  m arriag e , h i s  son, Edward, 
f e e ls  o b lig ed  to  re p ly ,  "Lady Dorothea i s  lo v e ly  and engaging; I p r e f e r  
no woman to  h e r ;  b u t you know S i r ,  t h a t  I sco rn  to  marry h e r  in  compliance 
w ith  your W ishes. NoI Never s h a ll  i t  be s a id  t h a t  I o b lig ed  my F a th e r . . . 
His f a th e r  reco g n izes  th e  source o f  t h i s  "unmeaning g ib b e r ish " :  n o v e ls  
("Love and F re in d sh ip , " • Works, VI, 81). Cf. F rances Brooke, The H is to ry  
o f  Lady J u l i a  M andeville (1763). B rooke's t r a g i c  p lo t  tu rn s  on th e  n o tio n  
th a t  two p a ir s  o f  p a re n ts  a n tic ip a te  and t r y  to  p rec lu d e  r e b e l l io n  over 
th e  q u e s tio n  o f  whom t h e i r  c h ild ren  should m arry.

^D elam ere's f r i e n d ,  F itz-Edw ard , fu n c tio n s  as a  f o i l ;  he i s  a  
rak e  capab le  o f  re fo rm in g . Smith tak e s  p a in s  to  show why a man who has 
been more co n sc io u s ly  p red a to ry  than  Delamere a lso  has th e  g re a te r  p o ten ­
t i a l  o f  redeem ing h im se lf .

9T his k ind  o f  shrewdness in  a f i c t io n a l  h e ro in e  can be tra c e d  back 
a t  l e a s t  as  f a r  as 1678. The P rin cess  de Clbves c o n fro n ts  M. de Namours 
w ith  some u n p leasan t in s ig h ts  in to  h i s  c h a ra c te r :  " J 'av o u e  . . . que le s  
p a ss io n s  peuvent me co n d u ire , mais e l l e s  ne s a u ra ie n t  m 'aveug ler. Rien 
ne p eu t m'emp&cher de c c n n a itre  que vous § te s  nd avec to u te s  le s  d is p o s i ­
t io n s  pour l a  g a la n te r ie  e t  to u te s  le s  q u a li td s  qu i so n t p ropres h y
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doraier des succfes heuxeux; vous avez d£jh  eu p lu s ie u rs  p a s s io n s , vous en 
a u r ie z  encore; j e  ne f e r a i s  p lu s  v o tre  bonheur, j e  vous v e r r a is  pour .une 
a u tr e  ce que vous a u rie z  Std pour moi. . . . "  '(Mme. de La F a y e tte , La 
P r in c e sse  de Clfeves, Quatrifeme p a r t i e ) .

10In  The Language o f  M ed ita tio n  (Elms C ourt, G. B„: A rthur H. 
S to ck w ell, 1973), p . 45, John H a lp e rin  p o in ts  o u t t h a t  th e  language o f 
t h e  i n d ir e c t  i n t e r io r  monologue in  Jane A usten’s n o v els  i s  " c o n s is te n t ly  
. .  . l i t e r a l ,  g e n e ra l, and a b s tr a c t"  and suggests t h a t  " th e s e  q u a l i t ie s  
o f  Jane A usten’ s  language t e l l  u s ,  among o th e r  th in g s ,  t h a t  w h ile  th e  
p ro ta g o n is t  may be having  d i f f i c u l ty  developing  a  coherent view o f  h e r­
s e l f  and o f  th e  w orld, th e  o m nisc ien t mind which surrounds th e  p ro ta g o n is t  
has  no d i f f i c u l ty i n  doing so , and i s  o n ly  w a itin g , as  i t  w ere, fo r  th e  
p r o ta g o n is t ’ s  u n derstand ing  to  c a tc h  up w ith  i t s  own." S im ila r ly , although 
Emmeline i s  n o t y e t p rep a red  to  un rav e l h e r  mixed f e e l in g s  about Delamere, 
Smith in te rc e d e s ,  d e scrib es  them, and p u ts  them in  c o n te x t.

11See f o r  one Bradbrook, p .  103.-

12In "The S ty le  and th e  A ction  in  C la r is s a , "  S tu d ie s  i n  E nglish  
L i te r a tu r e  1500-1900, 3 (1963), W illiam  J .  F a r re l l  observes t h a t  "Lovelace 
w r i te s  and even speaks in  a s ty l e  long a s so c ia te d  w ith  th e  c o u r t ly  love 
l e t t e r "  (p . 366), and th a t  " th e  appearance and d isappearance  o f  L o v e lace 's  
c o u r t ly  s ty l e  sug g ests  th e  p a t te rn  o f  h i s  trium phs and f a i lu re s "  (p . 375). 
For Delamere, th e  rev e rse  i s  t r u e ;  th e  c o u r t ly  s ty l e ,  because i t  has been 
su sp ec t s in c e  Lovelace used i t ,  accounts in  p a r t  f o r  h is  f a i l u r e .

13Works, IV, 33-34.

l^R ochely in v ite s  s a t i r e  b ecause h is  manners and m orals a re  unseemly 
f o r  a  man o f  h i s  age and appearance and fo r  th e  p o s i t io n  in  s o c ie ty  h is  
money buys him. He i s  n o t  a gentlem an: "Mr. Rochely was n e a re r  f i f t y  
th an  f o r ty .  His p erso n , heavy and bad ly  p ro p o rtio n e d , was n o t  r e l ie v e d  
by  h i s  countenance, which was d u l l  and i ll - fo rm e d . His v o ic e , monotonous 
and g u t te r a l  [ s i c ] ,  was f a t ig u in g  to  th e  e a r ;  and th e  s in g u la r i ty  o f  h is  
manners . . . o f te n  e x c ite d  a degree o f  r id i c u le .  . . . With a  p e rso n  so 
i l l  c a lc u la te d  to  in s p i r e  a f f e c t io n ,  h e  was v ery  d e s iro u s  o f  be in g  a 
f a v o r i te  w ith  th e  la d ie s ;  and ex trem ely  s e n s ib le  o f  t h e i r  a t t r a c t io n s .  In 
th e  i n f e r io r  ranks o f  l i f e ,  h i s  money had procured  him many co n q u ests , th o ' 
h e  was by no means la v is h  o f  i t "  (Em, I ,  80).

15Cf. C harles Reade, The C lo is te r  and th e  H earth (C hapter 29 ).
As l a t e  as 1861, th e  p ro cess  o f  decision-m aking  i s  reco rded  as a debate  
betw een "Vengeance" and "Prudence" in  th e  mind o f  th e  v i l la in o u s  burgo­
m a s te r ,  Ghysbrecht. The device  i s  a l i t e r a r y  commonplace. The Psycho- 
m achia o f  P ru d en tiu s  i s  u s u a lly  c i t e d  as th e  p ro to ty p e . In A P reface  to  
Chaucer ^P rince ton : P rin ce to n  U n iv e rs ity  P re ss , 1962), p .  36, D. W. 
R obertson , J r . , p o in ts  out t h a t ,  i n  m edieval a l l e g o r ic a l  d eba tes even 
"when th e  a b s tr a c t io n s  used in  l i t e r a r y  works a re  d e riv ed  from m edieval 
’p sycho logy’ and have e x p l i c i t  p h y s io lo g ic a l  a s s o c ia t io n s ,  th ey  a re  used 
f o r  t h e i r  moral o r  p h ilo so p h ic a l s ig n if ic a n c e  r a th e r  th an  fo r  th e  b e tra y a l
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o f  's tr o n g  m otions o f  th e  s o u l . ! "  The in n e r  d ebate  rem ains, as l a t e  as 
R eade 's  n o v e l,  a way o f  e l i c i t i n g  th e  r e a d e r 's  moral judgement o f  a 
f i c t io n a l  c h a ra c te r  r a th e r  th an  a way o f  engaging h i s  sympathy.

16When Rochely a p p lie s  to  Lord M o n trev ille  fo r  th e  hand o f  h is  
n ie c e ,  he  opens h i s  l e t t e r  by announcing, " I  have seen Miss Mowbray, 
and l ik e  h e r  w e ll enoughto be w i l l in g  to  m arry h e r ,  i f  you, My Lord, 
have n o t any o th e r  views f o r  h e r. '.1 The b u lk  o f  th e  l e t t e r  i s  a l i s t  
o f  R och ely 's  a s s e t s :  " I  have s ix ty  thousand pounds i n  th e  s to c k s ; v iz .  
e ig h teen  in  th e  th re e  p e rc e n t ,  co n so ls , tw enty in  Bank s to c k : te n  in  
E ast In d ia  s to c k ; and tw elve i n  South Sea a n n u it i e s ."  As he enumerates 
th e  m ortgages h e  h o lds and h i s  r e a l  p ro p e r ty , he  mentions to o  th a t  
" a f t e r  th e  dea th  o f  my m other, who i s  n e a r  e ig h ty , I s h a l l  have an e s ta t e  
in  M iddlesex w orth te n  [thousand] more" (Em, I ,  101). Throughout, th e  
te n o r  o f  th e  l e t t e r  i s  such th a t  h i s  v a lu es  seem very  l ik e  Moll F la n d e r s '.  
His concerns a re  th e  m onetary v a lu es  and s ta tu s  t h a t  accrue from a 
s e tt le m e n t,  a  dowry, and an in h e r i ta n c e ;  m arriage and dea th  a re  events 
t h a t  have economic s ig n if ic a n c e  f o r  him. H is l e t t e r  shows him co n v ertin g  
" a l l  s u b je c t iv e ,  em otional, and moral ex p erien ce  . . . in to  pocket and 
bank money, in to  th e  m a te r ia lly  m easu rab le ."  Dorothy Van Ghent, "On 
Moll F la n d e rs ,"  The E nglish  Novel (1953; r p t .  New York: Harper & Row, 
1967), p . 53.

170n ly  a c lo s e  t e x tu a l  a n a ly s is  would dem onstrate how s u b tle  
and comprehensive th e  u n d e rc u rren t o f  socio-econom ic c r i t ic i s m  i s  in  
Emmeline; such an a n a ly s is  would be to o  long to  be in clu d ed  in  t h i s  s tu d y . 
Only a  v e ry  c lo s e  read in g  o f  th e  t e x t  would show, fo r  example, how i n te ­
g r a l ly  Smith t r e a t s  th e  sym bolic in te rdependence  o f  th e  a r is to c ra c y ,  
re p re se n te d  by Lord M o n tre v ille , and th e  m id d le -c la ss  p ro fe s s io n a l ,  
re p re se n te d  by S i r  Richard C ro f ts ,  i n  ach iev in g  t h e i r  r e s p e c tiv e  p o l i t i c a l  
a m b itio n s , and th e  ra m ific a t io n s  o f  such c lo se  co o p era tio n  fo r  t h e i r  
re s p e c tiv e  fa m ilie s .

18The v e ry  re s p e c ta b le  Lady H o ra tio  Howard fo r  example t e l l s  
C e le s t in a ,  " I  have liv e d  so long in  th e  w o rld , t h a t  though I do n o t 
h a s t i l y ,  and on s l i g h t  grounds, b e lie v e  such a r e p o r t ,  y e t I should n o t 
wonder were i t  i n  th e  event to  be v e r i f ie d "  (C, I I I ,  197).

Smith beg in s  th e  novel as a  k ind  o f  C in d e re lla  s to ry :  an orphan, 
adopted in to  a  w ealthy  fam ily , i s  about to  marry above h e r s ta t io n  and 
in  s p i te  o f  o p p o s it io n , p r im a r i ly  th e  resen tm en t o f  a wicked s te p s i s t e r  
o f  s o r t s :  W illoughby 's  s i s t e r  (Austen may have modelled Mrs. John Dashwood 
in  Sense and S e n s ib i l i ty  on M atilda Molyneux). When Smith in tro d u c es  th e  
q u e s tio n  o f  i n c e s t ,  i t  i s  n o t to  ex p lo re  th e  rom antic  p o s s ib i l i t i e s  o f  
a l u r id  s i t u a t io n ;  i t  i s  to  p rev en t th e  f a i r y  t a l e  from coming to  a  happy 
ending w ith o u t in tro d u c in g  a  v i l l a i n .

The a p p e ti te  in  q u e s tio n  i s  t h a t  o f  a re p u ta b le  m iddle-aged woman; 
as  i t  tu rn s  o u t ,  th e re  a re  no in ces tu o u s  long ings in  t h i s  n o v e l. The 
p o s s ib i l i t y  o f  in c e s t  f ig u re s  o n ly  because i t  i s  easy  to  b e lie v e  th a t  
Mrs. W illoughby, one o f  th e  b e s t  o f  women, d id  n o t in v a r ia b ly  curb h e r  
sexual d e s i r e s .  The s u b je c t  o f  th e  sexual im pulses o f  a  re s p e c ta b le
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woman re c u rs  i n  C e le s tin a* s  o f te n  in v o lu n ta ry  and in e x p lic a b le  fee l in g s  
tow ard would-be s u i to r s  i n  s p i t e  o f  th e  genuine devo tion  she con scio u sly  
in te n d s  to  s u s ta in  toward th e  n o w -in access ib le  W illoughby. However 
v i r g in a l ,  C e le s t in a  i s  n o t  u n responsive.

The m u lt ifa r io u s  a sp ec ts  o f  fem ale s e x u a l i ty  a re  th e  them atic  
sub j e c ts  o f  t h i s  n o v e l , in  much th e  way c o u rtsh ip  and m arriage a re  th e  
th em atic  s u b je c ts  o f  Emmeline; th e  women in  th e  novel re p re s e n t  v a rio u s  
g rad a tio n s  in  a spectrum  o f  m ale-fem ale r e la t io n s h ip s  from p u re ly  p la to n ic  
a f f e c t io n  ( C e l e s t i n a * s  fe e l in g s  f o r  Montague Therold) to  p r o s t i tu t io n  
(Emily C a th c a r f 's  fe e l in g s  tow ard V avasour).

2^Again Lady H ora tio  Howard speaks f o r  th e  norms o f  p o l i t e  
so c ie ty  when she rev iew s th e  im p lic a tio n s  o f  th e  rumor. She t e l l s  
C e le s t in a  t h a t ,  i f  * 'it  should  be found th a t  you a re  r e la te d ,  th e  v e ry  
id ea  i s  a tte n d e d  w ith  to o  much h o r ro r  to  be dw elt upon; and even i f  
i t  i s  a f a b r ic a t io n  o f  Lady C a s t le n o r th 's ,  u n less  i t  can be c le a r ly  
proved to  be so , your whole l i f e  might be e m b itte red  by i t "  (C, I I I ,
193-94).

‘"‘'As soon as W illoughby i s  t o ld  o f  th e  rum or, he conducts a thorough 
and u n su ccess fu l in v e s t ig a t io n .  Had i t  succeeded i n  producing  in fo rm atio n  
about C e le s t in a 's  p a re n ts ,  t h i s  novel would have been one o f  th e  f i r s t  
d e te c t iv e  s to r i e s  in  E ng lish  f i c t io n .  For S m ith 's  p u rp o ses , however, th e  
in v e s t ig a t io n  must f a i l .  Hence only an improbably co inc idence  can f in a l ly  
b r in g  W illoughby in to  c o n ta c t w ith  th e  Count de B e lleg a rd e ; p robab le  means 
have a lre a d y  been exhausted .

However fo r tu i to u s  th e  c ircum stances lea d in g  to  th e  denouement in  
S m ith 's  o th e r  n o v e ls , t h i s  i s  th e  on ly  novel in  which she r e s o r ts  to  
something v e ry  l i k e  a deus ex machina. The "G othic" v e rs io n  o f  C e le s t in a 's  
b i r t h  i s  d isco u n ted  a t  th e  b eg inn ing  o f  th e  n o v e l; a t  th e  end i t  must some­
how be proven t r u e .  In  o rd e r  to  re so lv e  th e  p e c u lia r  d i f f i c u l t i e s  o f  a  
p lo t  th a t  h as  been c re a te d  around a  m ystery , Smith c o n tr iv e s  a romance 
t h a t —however fa r f e tc h e d —ex p la in s  a l l .

22Cf. Fanny Bum ey, C e c i lia  (V II, i i ) : C e c i l i a  " read  w ith  t e r r o r  
in  t h e  looks o f  Mrs. D e lv ile  th e  p assio n s  w ith  which she was a g i ta te d ."
Graham re p o r ts  t h a t  "a  sharp  r i s e  in  th e  use o f  physiognomy in  th e  novel 
began around 1760 and continued  u n t i l ,  by 1785, an e s s e n t ia l  p a r t  o f  
c h a ra c te r  r e v e la t io n  and d ram atic  c o n f l i c t  was expressed  through complete 
and s u b tle  rea d in g s  o f  p ass in g  e x p re ss io n s"  (p . 210). See too  h is  " L a v a ta r 's  
Physiognomy in  E ngland ," Jo u rn a l o f  th e  H is to ry  o f  Ideas 22 (1961), 561- 
72. There were f iv e  E n g lish  t r a n s la t io n s  o f  Johann Caspar L a v a ta r 's  
Essay on Physiognomy, appearing  in  tw enty v e rs io n s , between i t s  p u b l ic a tio n  
i n  1772 and 1810.

23In tre d u c tio n  to  Sense and S e n s ib i l i t y  (B altim ore : Penguin 
Books, 1969), p . 19.

24M entioned h e re  a re :  th e  name "W illoughby," h i s  engagement to  
an h e i r e s s ,  resem blances between Mrs. John Dashwood and M atilda  Molyneux, 
and th e  u se  o f  a  lex ic o n  a s so c ia te d  w ith  s ig h t .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



287

25A p a r t i c u l a r ly  storm y scene i s  th e  su b je c t o f  Book VI, 
ch a p te r  x i i i .  I t  o f f e r s  good examples o f  th e  k ind  o f  s tag ey  d e c la ­
m ation th a t  i s  th e  r u l e  in  Burney*s n o v e ls .

^ G re g o ry , p .  215.

27The evidence o f  Sm ith’s d e c is io n  to  u se  l e t t e r s  fo r  t h i s  
p a r t i c u l a r  novel does n o t support David G oldknopf's c o n te n tio n , in  The 
L ife  o f  th e  Novel (Chicago: The U n iv e rs ity  o f  Chicago P re ss ,  1972), th a t  
th e  e p is to la r y  novel i s  n o t a s  c lo s e ly  r e la te d  to  th e  drama as  Robert 
A. Day c la im s . Goldknopf’s assum ption , th a t  " th e  novel t y p ic a l ly  orga­
n iz e s  i t s e l f  through th e  medium o f  a c tio n "  (p . 65 ), i s  a q u e s tio n a b le  
one, in  p a r t  because h i s  u se  o f  th e  word " a c tio n "  seems to o  r e s t r i c t i v e .  
N e v e r th e le ss , th e s e  a re  h i s  co n c lu sio n s: "To th e  e x te n t . . „ t h a t  
th e  novel became s tru c tu re d  by a p a t te rn  o f  a c tio n ,  th e  e p is to la r y  
novel became in c re a s in g ly  d isad v an tag ed . I t s  l i f e ,  l ik e  t h a t  o f  
c e r ta in  p r e h i s to r i c  an im als , had to  be  confined  to  an age when i t s  
weaknesses were n o t d e c is iv e .  In t h i s  l i g h t ,  Jane A usten’s abandon­
ment o f  th e  e p is to la r y  form at becomes s ig n i f ic a n t ,  because she was th e  
f i r s t  n o v e li s t  to  b a lance  and co o rd in a te  s tru c tu re d  a c tio n ,  em p irica l 
r e a l is m , and p sy ch o lo g ical in s ig h t  in to  a d esig n —on a cameo s c a le ,  
to  be s u re —which i s  f a m il ia r  even today" (p . 65; i t a l i c s  m ine).
Desmond dem onstra tes th a t  when l e t t e r s  a re  used as a  v e h ic le  fo r  
communicating " se n tim e n ts ,"  th e  e p is to la r y  form i s  n o t handicapped as 
i t  i s  when l e t t e r s  a re  used f o r  what i s  b e t t e r  done by means o f  n a r r a t iv e  
o r  i n t e r io r  monologue. The l e t t e r s  in  t h i s  novel m an ife s tly  do th e  
work o f  speeches; th u s ,  Desmond approaches th e  drama, a lb e i t  c lo s e t  
drama, in  one o f  th e  ways Day su g g ests  i s  s ig n i f ic a n t  to  th e  evolu­
t io n  o f  th e  g en re . See Told in  L e t te r s ,  pp, 194-95. The s tr u c tu r e  
o f  Desmond i s  a p a t te rn  o f  in te r r e l a t e d  d ialo g u es  r a th e r  th an  "a 
p a t te rn  o f  a c t io n ."

^ Desmond f i t s  I rv in g  Howe's d e s c r ip tio n  o f  a p o l i t i c a l  n o v e l, 
a lthough  i t  i s  p re -  and n o t p ost-N apo leon ic . Howe c a l l s  th e  p o l i t i c a l  
novel " th e  k ind in  which th e  id ea  o f  s o c ie ty ,  a s  d i s t in c t  from th e  mere 
unquestioned  workings o f  s o c ie ty ,  has p e n e tra te d  th e  consciousness o f  
th e  c h a ra c te rs  i n  a l l  o f  i t s  p ro found ly  p rob lem atic  a sp e c ts ,  so t h a t  th e re  
i s  to  be observed  in  t h e i r  b e h a v io r, and th ey  a re  them selves o f te n  
aware o f ,  some co h eren t p o l i t i c a l  lo y a l ty  o r  id e o lo g ic a l  i d e n t i f i c a t io n .  
They now th in k  in  term s o f  su p p o rtin g  o r opposing so c ie ty  a s  such; they  
r a l l y  to  one o r an o th e r em battled  segment o f  so c ie ty ;  and th ey  do so 
in  th e  name o f ,  and under prom pting from an id eo lo g y ."  "The Idea o f  
th e  P o l i t i c a l  N ovel,"  P o l i t i c s  and th e  Novel (1957; r p t . ,  New York:
Avon Books, 1970), p .  21.

29Desmond has no t e n t i r e ly  escaped n o t ic e .  In  The E p is to la ry  
Novel (1933; r p t .  New York: R u sse ll and R u s s e ll ,  1963), p .  112, Godfrey 
Frank S inger observes t h a t  Smith need n o t have doubted h e r  a b i l i t y  " to  
make a  novel go a s  w e ll in  l e t t e r s  a s  in  th e  n a r r a t iv e  which was h e r 
accustomed medium in  h e r  e a r l i e r  work. When one has read  th e  book . . .
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any thought o f  h e r  p o ss ib le  f a i l u r e  i s  d isp e r s e d ."  But S inger does n o t 
e x p la in  th e  n a tu re  o f  h e r  su c ce ss . On th e  o th e r  hand,, some c r i t i c s  a re  
n o t persuaded th a t  th e  novel i s  a t  a l l  s u c c e s s fu l.  In  "The Happy 
M arriage: The In flu e n ce  o f  C h a r lo tte  Smith on Jan e  A usten ," S tu d ie s  in  
t h e  Novel, 7 (1975), p . 129, W illiam  H. Magee subm its t h a t  th e  "m arriage 
theme would be more e f f e c t iv e  i f  th e  s to ry  were to ld  from G e ra ld in e 's  
p o in t  o f  view , b u t C h aro lo tte  Smith wanted to  use  Desmond to  develop h e r  
u n re la te d  p o l i t i c a l  them e."

30The end o f  th e  novel seemed, n e v e r th e le s s ,  e f f e c t iv e  and 
commendable t o  th e  European's  rev ie w e r , who observed t h a t  " th e  denouement, 
o r  r a th e r  conc lusion  o f  th e  s to ry  i s  unem barrassed by a  crowd o f  im­
p r o b a b i l i t ie s  huddled to g e th e r ;  a f a u l t  to o  common in  th e  l a s t  volumes 
o f  n o v e ls"  (22 [ Ju ly , 1792], 22 ).
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Conclusion

N in e teen th -cen tu ry  c r i t i c s  were on th e  whole more sym pathetic  to  

and e n th u s ia s t i c  about Sm ith’s no v e ls  th an  tw e n tie th -c e n tu ry  c r i t i c s  have 

been . In  1845, one d isc r im in a tin g  rea d e r  n o ted  t h a t ,  "w h ils t th e  p e r ­

form ances o f  most o f  h e r  contem poraries have been consigned to  a  w e ll-  

deserved  o b liv io n , a t  th e  end o f  n e a r ly  h a l f  a  cen tu ry , some o f  Mrs.

Sm ith’s a re  s t i l l  read  w ith  p le a su re  and in t e r e s t  by a l l  persons o f  

t a s t e 0”* Of a l l  th o se  in  f a c t  who have w r i t te n  about Sm ith, J u l i a  

Kavanaugh, in  E n g lish  Women o f  L e t te r s , has made th e  most a s tu te  rem arks. 

Her in s ig h t  in to  th e  s ig n if ic a n c e  o f  Sm ith’s h e ro in e s  h as  a lre a d y  been 

m entioned .*  She was a lso  v e ry  c le a r  about th e  k ind  o f  novel Smith w ro te . 

She sees  Sm ith’s f i c t io n  as ”a connecting  l in k  between o p p o s ite  sch o o ls ,
2

and th e  most c h a r a c te r i s t i c  r e p re s e n ta t iv e  o f  th e  modem dom estic n o v e l,”

r e l a te d  on th e  one hand to  Burney’s novels and on th e  o th e r  to  R a d c l i f f e 's .

The union  Smith e f f e c ts  i s ,  accord ing  to  Kavanaugh, between a  f i c t i o n  o f

" c a r ic a tu r e ” and one o f  " im a g in a tio n ,” i . e . ,  between s o c ia l  s a t i r e  and

romance. She f in d s  Sm ith’ s c h a ra c te rs  in  g e n e ra l " l iv in g  and r e a l . "

What Kavanaugh o b je c ts  to  in  Sm ith’s n o v e ls  i s  in d ic a t iv e  o f  why;

th ey  went ou t o f  fav o r du rin g  th e  n in e te e n th  c e n tu ry . For Kavanaugh i t

i s  a  "m istake” t h a t  th e re  a re  in  h e r  novels

in c id e n ts  to o  h a rra s s in g  and p a in f u l .  There i s  a  grandeur in  
t r a g i c  so rrow s, a  h o lin e s s  in  d ea th ; b u t th e  mere a n x ie t ie s  o f  
d a i ly  l i f e  a re  wearisome and sm a ll, and must e n te r  sp a rin g ly  
in to  th e  elem ents o f  f i c t i o n .  They narrow  th e  bounds o f  t h a t

*See C hapter I I ,  pp. 64-65.
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wonderful w orld , and th e  r e a l i t y  th ey  p o ssess  i s  n o t t h a t  g re a t  
r e a l i t y  on which th e  n o v e li s t  can b u i ld  s a f e ly —t h a t  broad  
t r u th  which comes home to  every  h e a r t .^

Smith does n o t have th e  k ind  o f  optimism t h a t  a  younger contem porary,

W illiam  Wordsworth, ex p re sse s  when he a s s e r t s  t h a t  n o th in g  p e t ty  and

mean in  human s o c ie ty ,

n o r a l l
The d re a ry  in te r c o u r s e  o f  d a ily  l i f e ,
S h a ll  e ’e r  p r e v a i l  a g a in s t  u s ,  o r  d is tu rb  
Our c h e e r fu l  f a i t h ,  t h a t  a l l  which we b eho ld  
I s  f u l l  o f  b l e s s in g s .4

I t  i s  becau se  th e  wear and t e a r  o f  d a ily  l i f e  make them selves f e l t  as 

p e rv a s iv e  and r e l e n t l e s s  f a c t s  t h a t  th ey  underm ine what i s  p le a s a n tly  

rom antic  in  S m ith 's  f i c t i o n .  Kavanaugh p o in ts  o u t t h a t  som ething grim  

perm eates th e  form al comedy th a t  concludes m ost o f  Sm ith’s n o v e ls ,  and 

in  "v a in  does [Smith] make h e r  h ero es  and h e ro in e  happy in  th e  end: 

th e  s p i r i t  o f  d isappo in tm en t ev er broods o ver th e  t a l e . 11'’

Kavanaugh's o b je c t io n s  to  one a s p e c t  o f  S m ith 's  c h a ra c te r iz a t io n  

a re  r e l a te d  to  h e r  d isco m fo rt w ith  a re c o rd  o f  p e t ty  a n x ie t ie s .  I t  i s  

d is tu rb in g  f o r  h e r  t h a t  e v i l  c h a ra c te rs  a re  i n te n t io n a l ly  th re a te n in g  

and th a t  Smith wants th e  re a d e r  to  f e e l  and respond  to  t h e i r  c a p a c ity  to  

do harm. As i f  th e r e  were no p lac e  in  f i c t i o n  f o r  a  g en u in e ly  and con­

s c io u s ly  n a s ty  c h a ra c te r  whose beh av io r i s  determ ined  s o le ly  by s e l f -  

i n t e r e s t ,  Kavanaugh says t h a t  S m ith 's  " h e a r t le s s  p eop le  a re  too  open in  

t h e i r  h e a r t le s s n e s s .  They have n o t enough o f  th e  d ecen t h y p o c risy  o f  

l i f e  and s o c ie ty ,  and la y  them selves o u t w ith  too  much com plaisance to  

o u r contem pt and a b h o rren ce ."^

By th e  m iddle o f  th e  n in e te e n th  c e n tu ry , i f  KavanaughTs r e a c t io n  i s
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t y p ic a l ,  th e  re a d e r  o f  f i c t i o n  expected  to  be in s u la te d  from u n m iti­

g a ted  e v i l .  The in c re a s in g ly  m elodram atic q u a li ty  o f  some novels 

d om estica ted  v i l l a in y  by t r e a t i n g  i t  as com ic-g ro tesque; i t  i s  in e v i ta b ly  

punished  a n d /o r  i ro n i c a l ly  s e l f -d e f e a t in g .  The venom o f  conscious 

schem ers, l ik e  Uriah Heep, i s  more t h r i l l i n g  th an  to x ic .  S im ultaneously  

an in c re a s in g ly  " r e a l i s t i c ” mode o f  c h a ra c te r iz a t io n  led  to  a d i lu t io n  

o f  p u re  e v i l .  Once th e  "mixed c h a ra c te r"  became n orm ative , a t t e n t io n  was 

drawn to  weakness r a th e r  th an  to  v i l l a in y  and v ic e .  C rim inal b eh av io r 

i n  m inor c h a ra c te rs  seems, f o r  example in  M iddlemarcn, to  be  a  la p s e  o f  

l i t e r a r y  decorum; th e  c rim in a l type  seems m isplaced  in  th e  company 

E l io t  assem bles in  t h a t  n o v e l.

Kavanaugh*s c r i t ic i s m  o f  S m ith 's  d e sp ic a b le  c h a ra c te rs — and th ey  

a re  alw ays minor ones—b eg in s  w ith  th e  charge t h a t  th e r e  i s  som ething 

indecorous abou t th e  f a c t  t h a t  th ey  a re  t r e a te d  w ithou t s u f f i c i e n t  

detachm ent:

There i s  som ething l ik e  p e rso n a l an im osity  in  h e r  d e lin e a tio n  o f  
h e r  h a te f u l  c h a ra c te r s ,  and t h i s  i s  a  f a u l t ,  and a  g re a t  one; 
th e re  i s  d e c id ed ly  bad tem per, a  s in  t h a t  can r a r e ly  be fo rg iv e n . 
T ru th , h e r  g re a t  charm, h e r  w it and h e r  power, i s  thus  no t w ith o u t 
f re q u e n t  a l l o y .7

Subsequent rem arks p o in t  to  th e  source  o f  Kavanaugh’ s  d i f f i c u l ty  w ith  

S m ith 's  n o v e ls .  What d i s t r e s s e s  h e r  in  f a c t  i s  th e  absence o f  an omni­

s c ie n t  n a r r a to r  who i s  a ls o  an am iable companion: e n te r ta in in g ,  o p t im is t ic ,  

p r o te c t iv e ,  obv io u sly  in  c o n tro l  and always in te n d in g  to  purvey a form 

o f  p le a s u re .  In  Kavanaugh*s w ords, " th e r e  i s  no v iv id  im a g in a tio n , no 

sp a rk lin g  w i t ,  no g a ie ty  o f  mind o r  h e a r t ,  no commanding s ty l e ,  to  

a to n e  f o r  th e  in e v i ta b le  c o ld n e ss , n o t to  say  b i t t e r n e s s ,  which i s  th e  

to n e  o f  h e r  w ritings."**  A u s te n 's  to n e  i s  q u i te  as co ld  a s  S m ith 's ,
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b u t th e  v o ice  ad d resses  and even c o n fid es  in  th e  re a d e r ; th e re  i s  b o th  

an i l l u s i o n  o f  in tim acy  and a  k ind  o f  "a ssu ran ce"  fo r  th e  rea d e r  in  

A u s te n 's  n a r r a t iv e  s ta n c e .

S m ith 's  n a r r a t iv e  v o ice  i s  t o t a l l y  im persona l. There i s  no 

a u th o r ia l  in tr u s io n  o f  th e  "Dear Reader" v a r i e ty .  D ig ressions  t h a t  a re  

avowedly th e  n a r r a to r 's  a re  on s u b je c ts  l ik e  s la v e ry ;  Smith never d i s ­

cu sses  h e r  c h a ra c te rs  o r  h e r  p lo t  w ith  h e r  r e a d e r .  The n a r r a to r  fu n c tio n s  

s o le ly  as an o b je c tiv e  o r  i ro n ic  o b se rv e r . Sometimes in  f a c t  th e  n a r r a to r  

i s  n o t  a l to g e th e r  r e l i a b l e .  In  Emmeline, f o r  example, th e re  i s  th e  

fo llo w in g  r a th e r  n ic e  d isc la im e r: "Fitz-Edw ard e n tre a te d  [Emmeline] to  

s in g  to  him; and e i t h e r  was, o r p reten d ed  to  b e , in  ra p tu re s  a t  h e r  

improvement s in c e  th ey  had met in  th e  summer" ( I I ,  137). As n a r r a to r ,  

Smith r e g u la r ly  adm its t h a t  even fo r  h e r  th e r e  a re  moments when h e r 

c h a ra c te rs  a re  opaque and sh e , l ik e  th e  re a d e r ,  can p e rce iv e  o n ly  what 

"seems" to  be t ru e  ( a lb e i t  u s u a lly  in  o rd e r  to  a llow  a  s u b -p lo t to  develop 

a s  i t  were " o f f s ta g e " ) .  For th e  modern re a d e r ,  such t a c t  i s  commendable. 

I t  i s  a ls o  d is q u ie t in g .  The rea d e r  i s  never q u i te  c e r ta in  t h a t  such a 

n a r r a to r  e i t h e r  has o r i s  e x e rc is in g  th e  k ind  o f  c o n tro l t h a t  allow s him/ 

h e r  t o  rem ain a l to g e th e r  com placent. There seems to  be a genu ine, i f  

s lim , p o s s ib i l i t y  th a t  a l l  w i l l  n o t come r ig h t  in  th e  end, th a t  p o e tic  

j u s t i c e  w i l l  n o t be done.

S i r  W alter S c o tt to o  n o tes  an in c o n g ru ity  between th e  form al

p ro p e r t ie s  o f  S m ith 's  n o v e ls  and t h e i r  mood. He d e s c r ib e s ,  s p e c i f ic a l l y

in  term s o f  how th e  re a d e r  expects to  f e e l  a f t e r  read in g  a n o v e l, an

a t t r i b u t e  o f  Mrs. Sm ith’s f i c t i t i o u s  n a r r a t iv e s  which may be 
a  recommendation, o r  th e  c o n tra ry , as  i t  a f f e c ts  rea d e rs  o f  
v a rio u s  tem peram ents, o r  th e  same r e a d e r  in  a d i f f e r e n t  mood
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o f  mind. We a llu d e  to  th e  g en e ra l to n e  o f  m elancholy which 
pervades h e r  com position . . . .  The co n clu sio n s  o f  h e r  n o v e ls , 
i t  i s  t r u e ,  a re  g e n e ra l ly  f o r tu n a te ,  and she has spared  h e r 
re a d e rs  who have probab ly  enough a r i s in g  o u t o f  t h e i r  own 
concerns to  make th an  anxious and unhappy, th e  uncom fortable 
f e e l in g  o f  having  wasted th e i r  hour o f  l e i s u r e  upon making 
them selves y e t more sad and uncom fortab le th an  b e fo re , by th e  
u n p leasan t co n c lu sio n  o f  a  t a l e  which th e y  had taken  up fo r  
amusement.^

The b a t t l e  waged u n t i l  th e  end o f th e  e ig h te e n th  cen tu ry  over th e  r ig h t  

o f  p ro se  f i c t io n  to  j u s t i f y  i t s e l f  m erely  as  a form o f  en te rta in m en t had 

in  th e  n in e te e n th  c e n tu ry  been won.

A novel was expected  to  e n te r ta in  more th an  to  i n s t r u c t ;  read in g  

a  novel was supposed to  be a p lea su rab le  e x p e rien ce . The beginnings o f  

an e s th e t ic  problem which would become a  s ig n i f ic a n t  i s su e  toward th e  

end o f  th e  n in e te e n th  c e n tu ry  can be  i d e n t i f i e d  in  what S c o tt says

The sky , though i t  uniform ly  lo u rs  upon us through  Mrs. Sm ith’s 
n a r r a t io n s ,  b rea k s  f o r th  on th e  co n c lu s io n . . . . S t i l l ,  however, 
we long fo r  a  few sunny glim pses to  e n liv e n  th e  landscape in  
th e  co u rse  o f  th e  s to ry , and w ith  th ese  we a re  r a r e ly  supp lied ; 
so 1hat th e  g e n e ra l in flu e n ce  o f m elancholy can  scarce  be removed 
by th e  a ssu ran ce , t h a t  our fa v o u r i te s  a re  a t  len g th  m arried 
and p ro sp e ro u s. The h a s ty  and happy c a ta s tro p h e  seems so incon­
s i s t e n t  w ith  th e  uniform  p e rse c u tio n s  o f  F o rtu n e , through th e  
co u rse  o f  th e  s to ry ,  t h a t  we cannot h e lp  doubting  whether 
a d v e rs i ty  had exhausted  her v i a l ,  o r  w hether she had no t 
f u r th e r  m is fo rtu n es  in  s to re  fo r  them a f t e r  th e  c u r ta in  was 
dropped by  th e  A u th o res s .10

Even i f  S c o t t ’s v e rs io n  p lac e s  undue emphasis on F ortune a s  something

e x te rn a l  and a r b i t r a r y  r a th e r  than as a  consequence o f  th e  behavior o f

th e  c h a ra c te r s  them selves, he i s  q u i te  c o r r e c t  (though th a t  i s  n o t h i s

main p o in t)  in  lo c a t in g  a  m ajor e s th e t ic  flaw  in  h e r  n o v e ls . I t  i s ,

however, a  flaw  in  a  g re a t  many n o v els  w r i t t e n  d u rin g  th e  n in e te e n th

c e n tu ry , and one th a t  can be tra c e d  back a t  l e a s t  as  f a r  as  F ie ld in g 's
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A m elia. There i s  ample evidence th a t  Austen and E l io t  among o th e rs  were 

conscious t h a t  th e  k ind  o f  ending t h e i r  re a d e rs  expected  was incongruen t 

w ith  th e  sen se  o f  some o f  th e  no v e ls  to  which i t  was n e v e rth e le s s  

d u t i f u l l y  a tta c h e d . '1'1

Smith i s  rem arkably  u n se lfco n sc io u s  about how a r b i t r a r i l y  she 

s a t i s f i e s  th e  conven tion . There i s  in  f a c t  so l i t t l e  evidence o f  

embarrassment (and re fe re n c e  to  e a r l i e r  and contem porary novels by o th e r  

w r i te r s  shows a  s im ila r ly  b razen  m an ipu lation  o f  th e  happy en d in g ), t h a t  

h e r  no v e ls  seem to  c o n tr ib u te  ev idence o f  a k ind o f  compact between th e  

w r i te r  and h i s  re a d e rs  a t  th e  end o f  th e  e ig h te e n th  ce n tu ry  th a t  allow ed 

form al c o n s id e ra tio n s  to  ta k e  precedence over m im etic ones when i t  came tim e 

to  t i e  up th e  th re a d s ;  th e r e  c e r ta in ly  was g r e a te r  l a t i tu d e  about what 

i s  p ro b ab le  and what i s  n o t n e a r  th e  end o f  e ig h te e n th -c e n tu ry  n ovels 

th an  th e re  i s  a t  th e  beg inn ing  o r  in  th e  m iddle.

In Humphry C lin k e r , S m o lle tt p lac e s  c o n tr a s tin g  m arriages and 

c o n tra s tin g  examples o f  e s ta t e  management j u s t  b e fo re  a co inc idence  

b r in g s  th e  l a s t  o f  th e  m atrim onial p a ir s  to g e th e r ;  he r e a s s e r t s  h i s  theme 

and p a ir s  o f f  h i s  lo v e rs  w ith in  a h ig h ly  compressed s e r ie s  o f  even ts 

a t  th e  end o f  th e  n o v e l. The m achinery in c lu d es  an a c c id e n t,  rec o g n i­

t io n  scen es , th e  reu n io n  o f  an orphan w ith  h i s  f a th e r  and o f  long 

sep ara ted  f r i e n d s ,  an unmasking, and so on. In o rd er to  g iv e  a t id y  

ending to  Edward, John Moore te le sco p e s  a s e r i e s  o f  rom antic  a l l i a n c e s  

and even r e s o r t s  to  a  b u rle sq u e  o f  m arvellous r e c o g n itio n  scenes: th e  

o rp h an 's  lo n g - lo s t  m other a r r i v e s —now th a t  he i s  f u l l  grown and about 

t o  marry—and i d e n t i f i c a t io n  i s  made n o t on ly  by  means o f  th e  usu a l 

lo ck e t b u t a ls o  by a  d i s t in c t iv e  m ulberry ( !)  mark on Edw ard's elbow.
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There i s  a lso  a  ra p id  and m elodram atic co nc lusion  to  M ordaunt, too  

complex to  summarize h e re . The c o n c lu s io n , a lthough  i t  has been c a re ­

f u l l y  p repared  f o r  in  th e  co u rse  o f  th e  n o v e l, i s  r a d i c a l ly  d i f f e r e n t  

in  pace and mood from an y th in g  t h a t  p recedes i t .  S im ila r ly , th e  con­

c lu s io n  o f  M rs. In ch b a ld ’s  A Simple S to ry  p o s i t s  a  sudden change o f  

h e a r t ,  in  consequence o f a  m elodram atic abduction  and re s c u e , in  a  f a th e r  

who has re fu se d  to  so much a s  look  a t  h i s  dau g h ter f o r  most o f  h e r 

l i f e .  A Simple S to ry  i s  o th erw ise  a  dom estic n o v e l, v ery  much confined  

to  draw ing rooms.

There seems to  be  a t  t h i s  p o in t  in  th e  h i s to r y  o f  p ro se  f ic t io n

a d e s i r e  b o th  on th e  p a r t  o f  th e  w r i te r  and th e  re a d e r  to  end a novel

w ith  a  c e r ta in  flam boyance. A ll o f  th e  n o v e ls  mentioned above end w ith

a resound ing  coda a lthough  none, excep t perhaps Mordaunt, b u i ld s  to  i t

in  p r e c i s e ly  th e  way in  which such e f f e c ts  a re  managed in  s h o r t  s t o r i e s .  

Among Sm ith’s n o v e ls ,  th e  most rem arkable  ending i s  th e  one a tta c h ed  

to  C e le s t in a :  th e re  i s  n o th in g  abou t i t  consonant w ith  th e  s ty l e  and tone 

o f  th e  n o v e l. A s h o rt  t a l e  o f  in t r ig u e  and vengeance, i t s  s o le  purpose 

i s  t o  ex p la in  th e  m ystery  o f  C e le s t in a * s  b i r t h ,  hence removing th e  

o b s ta c le s  p rev e n tin g  m arriage  to  W illoughby. Given th e  b la t a n t  a r t i f i c e  

o f  an ending l ik e  t h i s  one, i t  i s  o f  co u rse  q u ite  t r u e  t h a t  th e  re a d e r

i s  l e f t  w ith  th e  f e e l in g  th a t  th e  problem s o f  th e  novel a re  n o t e n t i r e ly

re s o lv e d , th a t  th e  union  o f  th e  h ero  and h e ro in e  i s  n o t in  i t s e l f  a 

s u f f i c i e n t  g u aran tee  a g a in s t  a l l  f o l l y ,  knavery , e r r o r ,  m is fo rtu n e , 

and m isery  in  th e  w orld.

W riters  a t  th e  end o f  th e  e ig h te e n th  cen tu ry  do n o t seem to  have

expected  t h e i r  re a d e rs  to  m is tak e  a  l i t e r a r y  convention  fo r  a ta lism an
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a g a in s t  e x i s t e n t i a l  a n g s t.  One need n o t  be q u i te  so c y n ic a l as  

T ro llo p e ’ s Signora N eron i, who d e c la re s  th e re  " i s  no h app iness  in  

lo v e , ex cep t a t  th e  end o f  an E n g lish  Novel" (B arch este r Towers, Chapter 

2 7 ), to  reco g n ize  t h a t  f a i r y ta l e  endings don’t  accord w e ll w ith  th e  

u su a l s u b je c ts  o f  s e r io u s  p ro se  f i c t i o n .  In  1871-72, George E l io t  

b eg in s  th e  l a s t  c h a p te r  o f  Middlemarch, e n t i t l e d  "F in a le " :  "Every l im it  

i s  a b eg inn ing  as  w ell as  an e n d in g ."  The in te n t  o f  th e  ch a p te r  i s  

i ro n ic  su b v ers io n  o f  th e  conven tiona l happy ending . By c a s t in g  a  pecu­

l i a r l y  ambiguous p a l l  over th e  m arriage Dorothea b eg in s  a t  th e  end o f  

th e  n o v e l, th e  f in a l e  proves to  be in  e f f e c t  a n tic l im a c t ic .  In so fa r  

as Sm ith’ s n o v e ls  b e l i e  t h e i r  happy e n d in g s , th ey  a re  fo re ru n n e rs  o f 

l a t e  n in e te e n th -c e n tu ry  r e a l i s t i c  f i c t i o n .

C h a r lo t te  Sm ith’s n o v e ls  seem to  have appealed  to  r e l a t i v e ly  

few r e a d e rs —th a t  i s ,  o n ly  "persons o f  t a s t e " —a f t e r  th e  f i r s t  decades 

o f  th e  n in e te e n th  c e n tu ry  f o r  reaso n s t h a t  should no lo n g er ap p ly . Few 

now want f i c t i o n  to  s k i r t  th e  s o rd id , n a s ty  f a c t s  o f  l i f e  or to  t r e a t  

on ly  th o se  p e rso n a l and s o c ia l  problem s th a t  can be f u l l y  re s o lv e d , o r 

seem so , in  th e  l a s t  ch ap te r  o r  two o f  a t r ip le - d e c k e r .  T w en tieth - 

c en tu ry  r e a d e rs  a re  w i l l in g  to  g ra n t  t h a t  th e  e f f e c t  o f  a  work o f  a r t  

may le g i t im a te ly  be dism ay.

For tw e n tie th -c e n tu ry  re a d e r s ,  Sm ith’s  no v e ls  a re  o f  p a r t i c u l a r  

i n t e r e s t  as e a r ly  examples o f  p o l i t ic a l ly - m o t iv a te d  s o c ia l  c r i t ic i s m  and 

as  e a r ly  examples o f  f i c t io n  t h a t —sometimes more, sometimes l e s s ,  

s u c c e s s fu lly —m anipu lates  th e  r e a d e r ’ s resp o n se  to  th e  t e x t  by means 

o f  a  la rg e  v a r i e ty  o f  n a r r a t iv e  s t r a t e g i e s .  Sm ith’s " f ic t i o n  w ith  a 

purpose" i s  in  many r e s p e c ts  more i n te r e s t in g  th an  th e  t h e s i s  n o v e ls
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o f  Bage, H o lc ro f t,  Inchbald  and W o lls tc n e c ra f t because i t  so seldom 

s t r i k e s  th e  re a d e r  as  propaganda. Hers i s  r a th e r  a  f i c t io n  o f  p r o te s t :  

f o r  example, a g a in s t  im p e r ia l is t i c  w ars, a g a in s t  pow erful i n te r e s t  

g roups, a g a in s t  th e  o f te n  ambiguous (sometimes sp ec io u s , sometimes 

p a rad o x ica l)  r o le  a ssig n ed  to  women. H is to ry  has c ir c le d  around d uring  

th e  n e a r ly  two-hundred y ea rs  s in c e  she w ro te , so t h a t  some o f  th e  is s u e s  

o f  our tim e and h e rs  ru n  c u rio u s ly  p a r a l l e l .  But even were t h i s  n o t th e  

c a se , th e  is s u e s  a ire d  in  h e r no v e ls  would n o t  seem i r r e le v a n t  to  th e  

problems o f  o th e r  tim es and p la c e s .  The n a tu re  and term s o f  h e r s o c ia l  

c r i t ic i s m  a re  n o t p a ro c h ia l.

Although th e  r e s p e c tiv e  achievem ents d u rin g  th e  1790 's  o f  

R a d c lif fe ,  Inchbald  and Godwin w ith in  t h e i r  s e p a ra te  spheres a re  e s t i ­

m able, C h a r lo t te  S m ith 's  f ic t io n  i s  c e r t a in ly  unique in  th e  scope o f  h e r  

te c h n ic a l  achievem ent. She m anipulated  th e  conventions and form al 

p ro p e r t ie s  o f  th e  e ig h te e n th -c en tu ry  novel f o r  sometimes comic, sometimes 

s a t i r i c ,  sometimes ro m an tic , sometimes s e n tim e n ta l,  sometimes lu g u b rio u s , 

sometimes m acabre, sometimes sa rd o n ic  and sometimes acrim onious e f f e c t s .  

S m ith 's  experim en ts, v i r t u a l l y  ac ro ss  th e  b o a rd , w ith  v a r i e t i e s  o f  

l i t e r a r y  iro n y  a re  a  c o u n te rp a r t ,  one ce n tu ry  e a r l i e r ,  to  Henry Ja m e s 's .

A modem rea d e r  i s  no t l ik e ly  to  r a i s e  o b je c tio n s  l ik e  th o se  o f  

Kavanaugh and S c o tt.  Q uite th e  re v e r s e . The modem rea d e r  i s  l ik e ly  

to  h u rry  p a s t  S m ith 's  sen tim en ta l f l i g h t s  and d isc o u n t h e r  c o n v e n tio n a lly  

happy endings. I f  so , h i s  lo s s  i s  m inim al. There i s  every reaso n  to  

suppose t h a t  Smith too  h u r rie d  through th e  most " s e n tim e n ta l ,"  th e  most 

" p ic tu re sq u e "  and th e  most maudlin p assages in  h e r n o v e ls , and many o f  

h e r  happy endings a re  so t ra n s p a re n t ly  eng ineered  th a t  i t  seems s i l l y  to
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tak e  them s e r io u s ly . ^  I f  however one read s  fo r  Sm ith’s r i c h  a p p re c ia ­

t io n  o f  am biguity  and iro n y , b o th  in  th e  w orld and in  f i c t i o n ,  th e  

exp erien ce  i s  rew ard ing .

In  c lo s in g  my s tu d y , I must adm it t h a t  t h i s  essay  began as a 

search  f o r  " fo re ru n n e rs"  o f  n in e te e n th -c e n tu ry  f i c t io n .  D isc o n tin u ity  

in  th e  l in e  between F ie ld in g ’s Amelia and A usten’s no v els  seemed 

unaccountably  r a d i c a l ,  and i t  d id  not--seem c re d ib le  t h a t  no p reced en ts  

o th e r  th an  B urney 's n o v e ls  e x is te d  f o r  Jane A u s ten 's  e x q u is i te  c r a f t s ­

manship. Austen speaks o f  h e r  "cameo" perform ances as  refin em en ts  o f  

n o v els  t h a t  a re  more sweeping in  scope and su b je c t th an  h e rs .  I  took 

h e r a t  h e r  word, and s e t  o u t to  f in d  th e  k inds o f no v e ls  she could  n o t 

w r i te .  I b e lie v e  now th a t  C h a r lo tte  Smith i s  th e  most im portan t among 

A usten’s l i t e r a r y  m entors; o th e rs  do n o t a g re e . In  a r e c e n t  s tudy  o f 

th e  l i t e r a r y  r e la t io n s h ip  between Austen and Sm ith, W illiam  H. Magee 

concludes th a t  Smith

o ffe re d  Jane Austen no u se fu l example in  l is p la y in g  everyday 
l i f e ,  d ram atiz in g  in n e r  c o n f l i c t ,  o r  even developing  th e  emotions 
o f  h e r  h e ro in e s  o f  s e n s i b i l i ty .  In  every  way th e  most a r t i s t i c  
o f  Eng lish  n o v e li s ts  had to  work o u t th e  b r i l l i a n t  tech n iq u es  
o f  h e r c r a f t  w ith o u t example from anyone e l s e . 13

I hope I have dem onstrated  o th erw ise .

In  a d d it io n  I have found q u ite  enough, in  and by way o f  Smithes 

n o v e ls , to  in d ic a te  t h a t  th e re  i s  c o n tin u i ty  between th e  e ig h te e n th  and 

n in e te e n th  c e n tu ry  E n g lish  n o v e l. What i s  more, C h a r lo t te  Sm ith’s 

no v els  in  them selves command a t te n tio n  f o r  a l l  th a t  i s  shrewd, w ise , 

a d r o i t ,  w i t ty ,  c a lc u la te d ,  a u th e n t ic ,  and su b s ta n tiv e  about them and 

levelheaded  abou t th e  woman who w rote them.
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