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C H A P T E R ^  S I X
E D W A R D B U L W E R - L Y T T O N

The mainstream of nineteenth-century fiction was fed 
by many tributaries, and among the techniques available 
to writers of what eventually emerged as the novel of 
social realism were the narrative patterns that had 
been developed in the more specialised area of 
supernatural terror fiction. During the three or four 
decades straddling the turn of the eighteenth century 
there is an initial movement from sensibility to sensation 
in literature, and a corresponding shift in emphasis 
from emotion to perception. The possibilities for 
extending the range of narrative fiction which this 
offered were taken up in various ways by different 
novelists in the mid-century, and the second part of 
this study examines how a number of them use and refer 
to the methods of supernatural fiction.

The career of Edward Bulwer-Lytton extends right 
through the middle decades of the century - from the 
1820s to the 1870s - and his novels display a variety 
(some would say unevenness) which marks them as an 
exceptionally useful index of the literary changes; 
they are far more responsive to these than the work of



contemporaries informed by a more personal vision. His 
novels have been variously termed Rousseauistic, Byronic 
and Gothic, but an early and admitted model was William 
Godwin. Pelham (1828) took its central murder plot, and 
the name of the victim (Tyrrell) from Caleb Williams.
The eponymous hero of Falkland (1827) is also named 
after a character from Godwin*s novel, and its heroine, 
Lady Emily Mandeville, is obviously modelled on Lady 
Emily Melville - suffering, as she does, an early death 
brought on by emotional stress.

Following on his Godwinian beginnings, an important 
and enduring influence on much of Bulwer's output was 
his enthusiasm for fringe science and philosophy. In 
1841 he co-operated with Sir David Brewster, author of 
Letters on Natural Magic (1831), on a scheme to produce 
The Monthly Chronicle, a magazine which would combine 
scientific and literary material^. He was among the 
supporters of Elliotson in the row surrounding the 
latter’s removal from his professorship. It was at 
about this time that Bulwer was engaged in writing 
Zanoni (1842), his first full-length essay into 
occultism, although he had introduced some supernatural 
material into Godolphin (1833). Twenty years later he 
still rained the same vein in A Strange Story (l86i).

Writing of phrenology in one of his Blackwood * s 
essays of the 1860s, later collected as Caxtoniana.
Bulwer is non-committal:

Now, upon the truth of Phrenology I hazard no opinion 
it is one of those vexed questions in which, not 
being convinced by the arguments of either side, I



am contented to observe - - - "that there is a great 
deal to be said on both sides".

This diffidence is evident in A Strange Story where, 
although the narrator points out that phrenology has 
been shown to rest on suspect foundations, the admirable 
Faber is represented as being

a believer in the main divisions of phrenology, 
though he did not accept all the dogmas of Gall 
and Spurzheim. (Ch.XLV)^

Speaking in propria persona in the preface to the novel, 
Bulwer discusses the question of introducing the 
supernatural into literature. Consideration of the 
question leads him directly to the phrenological 
divisions of the brain:

But the Writer who, whether in verse or prose, 
would avail himself of such sources of pity or 
terror as flow from the Marvellous, can only attain 
his object in proportion as the wonders he narrates 
are of a kind to excite the curiosity of the age 
he addresses.

In the brains of our time, the faculty of 
Causation is very markedly developed, (viii)

Causation, or Causality, is one of the Intellectual 
faculties described by Combe as follows:

This faculty looks a little further than mere 
sense, and takes cognizance of the relations and 
dependencies of phenomena. It furnishes the idea 
of causation, as implying more than mere juxtaposition 
or sequence, - and as forming an invisible bond of 
connection between cause and effect. It impresses



us with an irresistible conviction, that every 
phenomenon or change in nature is caused by 
something, and hence by successive steps, leads us 
to the First Cause of all.

Here the phrenologist is adapting the eighteenth-century 
deist argument for the existence of God from the First 
Cause, but the gloss on causation also anticipates the 
progress of A Strange Story itself, in which the originally 
sceptical Fenwick, a follower of Condillac, is 
persuaded by various experiences to a belief in the 
supernatural and in God.

In private life Bulwer did not refrain from inflicting 
his interest in the fringe sciences and the occult on 
his fellow authors. Charles Lever has left an account 
of Bulwer sitting up all night to cast his horoscope*1, 
while George Eliot tells an anecdote of him that might 
be an item of Yeatsiana:

He is quite caught by the spirit of the marvellous, 
and a little while ago, at Dickens' house, was 
telling of a French woman who could raise the dead, 
but only at great expense. "What," said Dickens,
"is the cause of this expence - - - ?"
"The Perfumes!" said Bulwer.

There is also some evidence that Bulwer may have been 
familiar with the type of disorganized perception 
brought on by the use of laudanum. The story was passed 
on to Hall Caine by Wilkie Collins.

'Why do you take it?' Hall Caine asked (Collins).
'To stimulate the brain and steady the nerves.
'And do you think it does that?'
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»Undoubtedly*, replied ¥illcle Collins.
Asked whether laudanum had the same stimulating effect 
on other people as it did on himself, Collins said

nIt did on Bulwer Lytton. He told me so himself."^
It is interesting that Collins should be the source for 
this story; although details of a case which prompts 
the experiment carried out by Ezra Jennings at the end 
of The Moonstone are to be found in the book he cites - 
Elliotson's Human Physiology (l8£o), and Elliotson's 
authority is George Combe - there is an aside in the 
narrative of A Strange Story which curiously anticipates 
The Moonstone. When Fenwick awakes from the trance-like 
sleep which comes over him while reading the account of 
Derval’s experiences in the Middle-East, he finds that 
the manuscript entrusted to him has disappeared.
Suspected by his host, he is quite unable to explain its 
loss and is driven to conjecture that

in my own trance I might have secreted it, as 
sleep-walkers are said to secrete things without 
remembrance of their acts in their waking state. 
(Ch.XL)

It is tempting to see in this the germ of The Moonstone, 
but the alternative possibility is both more likely and 
more illustrative of the background against which these 
fictions of the 1860s were written: Bulwer was as 
familiar with the type of material mentioned as was 
Collins, and the two derived the notion in common from 
Elliotson’s writing.

There is ample evidence of the interaction between 
the genuinely psychological and pseudo-scientific thought



and the fiction writers of the age. It is frequently 
apparent in their texts through explicit reference, and 
implicitly through the patterning of experience.
Bulwer, whose ability to reflect the tendencies of the 
time in his writing was developed to a degree that 
might be labelled opportunist, acts as a particularly 
sensitive barometer of the attitudes to perception and 
knowledge as they inform the supernatural fiction of the 
mid-nineteenth-century.

Falkland

Bulwer*s first published prose fiction is radically 
different from the succeeding group of early novels for 
which he is best-known, in so far as he is known - 
Pelham. Paul Clifford, or The Last Days of Pompeii.
His grandson writes in a monograph on Bulwer:

Of the ten novels published between 1827 and 1837
7Falkland, the first, scarcely deserves mention.'

Robert Lee Wolff, in one of the few recent assessments 
of Bulwer, seems to have taken this to heart, speaking

Qof Bulwer's "very first novel, Pelham" , but Falkland. 
published the year before Pelham, is a vivid example of 
the literature of feeling and perception early in 
nineteenth-century fiction. This short work (although 
divided in four books, it is only about 45,000 words 
long) clearly demonstrates the move from eighteenth-century 
sensibility to nineteenth-century sensation.

Falkland, whose responses are becoming dulled by a 
comfortable boredom, is suddenly revivified by his 
passion for Emily, wife of Lord Mandeville. The passion



is reciprocated by Lady Emily, but the strain of it all 
is too much for her and she dies; Falkland leaves for 
the wars where, clutching a locket of Emily's hair, he 
dies in the course of the novel's last sentence. 
Self-consciously the novel claims an affinity with the 
work of Maturin, Voltaire arid Shakespeare, all mentioned 
in the text, but its true begetter is Mackenzie's The 
Man of Feeling (i77l). The avowed purpose of The Man 
of Feeling is to offer a paragon of the responsive 
sensibility, enabling a reader to indulge the finer 
emotions of tearful sympathy in a variety of affecting 
situation. The frequent tears are the physical and 
external expression of inner sentiment. Here, for 
instance, is the dramatically expressive meeting of Miss 
Atkins and her father:

Her hair had fallen on her shoulders! her look had 
the horrid calmness of outbreathed despair! Her 
father would have spoken; lip quivered, his cheek 
grew pale! his eyes lost the lightening of their 
fury! there was a reproach in them but with a 
mingling of pity! He turned them up to heaven - 
then on his daughter. - He laid his left hand on 
his heart - the sword dropped from his right - he 
burst into tears. (Ch.XXVIIl)^

In his Laocoon Lessing had argued that in literature 
one can best convey emotions by describing the reaction, 
not the stimulus; Mackenzie makes an equivalent 
statement:

There were certain seasons when (Harley's) ideas 
were flushed to a degree much above their common



complexion. In times not credulous of inspiration, 
we should account for this from some natural cause; 
hut we do not mean to account for it all; it were 
sufficient to describe its effects; but they were 
sometimes so ludicrous, as might derogate from the 
dignity of the sensations which produced them to 
describe. (Ch.XIIl)

Of a kind with this, although in a vulgarised and 
elaborated manner, are the actions of characters in the 
"blue books" of the first and second decades of the 
nineteenth century:

Every time his eyes encountered those of the dutchess 
they were detained by a kind of magnetic attraction; 
at such times, the lids, unknown to the gazer, 
became slightly contracted and a luminous moisture 
steamed from the balls; at other times, his eyes 
assumed the first look of anxiety, and the lids 
winked in slow and measured succession; sure symptoms 
these, that the heart indulges in some secret 
affection.

These physiological effects result from, and are directly 
proportionate to, the emotion prompting them; the mental 
state determines the physical, rather than vice versa.
In so far as Bulwer's Falkland is derived from the 
Gothic tradition, it is apparent in its rather hectic 
storyline and, as in Shelley’s early novels Zastrozzi 
and St. Irvyne. the plot is little more than an 
ornamentation of the "blue book" freneticism, without 
the leisurely sweep of the true Gothic novel. In 
having a discernible plot, however, Bulwer's novel does 
distinguish itself from The If an of Feel ing, which purport



to be incomplete. Like Harley, Falkland operates as a
vehicle for feeling; the difference is that he is a man
of senses rather than of sensibility. This is made
explicit in the first letter of Book I.

We are the dupes and victims of our senses: while
we use them to gather from external things the
hoards that we store within, we cannot foresee the
punishments which we prepare for ourselves. The
remembrance which stings, and the hope which deceives,
the passions which promise us rapture, which reward
us with despair . . . .  make also the feverish
excitement of our minds. What rich man has not
dreamt in his delirium everything that the

1 1philosophers have said? (p.4).
Much of Falkland's subsequent experience as he is 
delivered from his ennui is transmitted in terms of 
sensation, but his assumption that man is duped by such 
sense experience is challenged. Four letters later he 
is sufficiently analytical to distinquish between sense 
experience and a transcendental emotional reality: "I 
mistook, in my delirium, the delusive fabrication of my 
sense for the divine reality of the heart** (p.13).
When, at the moment of Emily's death, Falkland sees her 
wraith, it is described in language that struggles to 
escape from the Gothic emotionalism which hitherto had 
provided a fixed fictional vocabulary for such episodes. 
It is a scene of midnight awesomeness (the church bell 
has just tolled in the background) and the progress 
of the ensuing three or four pages is worth exaraing in
some detail.



The episode begins after Falkland’s meeting with 
Emily, during which he suggests to her that they run 
away together the next day. Alone that night

an icy thrill ran, slow and curdling, through his 
veins. His heart, as if with a presentiment of what 
was to follow, beat violently, and then stopped: 
life itself seemed ebbing away; cold drops stood 
upon his forehead; his eyelids trembled, and the 
balls reeled and glazed, like those of a dying man; 
a deadly fear gathered over him, so that his flesh 
quivered, and every hair in his head seemed instinct 
with a separate life: the very marrow of his bones 
crept, and his blood waxed thick and thick, as if 
stagnating into an ebbless and frozen substance.
He started in a wild and unutterable terror. There 
stood, at the far end of the room, a dim and thin 
shape like moonlight, without outline or form; still, 
and indistinct, and shadowy. He gazed on, speechless 
and motionless; his faculties and senses seemed 
locked in an unnatural trance, (p.103)

For a moment he sees the wraith of Emily; later he 
discovers that she had in fact died at the very moment 
of the apparition. It is an exact counterpart to that 
type of apparition described by Hibbert in which the mind 
of one person, at a moment of particular intensity (for 
example, in the grip of a strong emotion, or confronting 
death) can affect the mind of another through sympathy: 

The Imagination of a sick or dying person, who 
deeply longs to behold some dear and absent friend 
as to produce an idea vivid enough to appear like a



reality, and thus give rise to the notion of a
. . 12 phantasm.

Hihhert’s description suggests that the ghost-seer is 
a sensitive under the sway of a more powerful mind, an 
idea used by Bulwer both here, for his first fictional 
apparition, and thirty years later in "The Haunted and 
the Haunters". Of Falkland’s vision, the narrator 
comments on its eventual disappearance in terms of a 
stimulus being removed - "The spell passed from his 
senses" - and goes on to describe Falkland's condition 
immediately afterwards:

Bold by nature, and sceptical by philosophy, his 
mind gradually recovered its original tone . , . 
he sought by natural causes to account for the 
apparition he had seen or imagined; and as he felt 
the blood again circulating in its accustomed 
courses, and the night air coming chill over his 
feverish frame, he smiled with a stern and scornful 
bitterness at the terror which had so shaken, and 
the fancy which had so deluded his mind, (p.104)

So far, the text has first aimed at an effect of 
terror in which the external details are traditional 
stock Gothic but the physiological details are 
sensationalist and rational. At this point the text 
rests more squarely on Falkland’s philosophical attitude 
as his concern moves from the delirium of fever - a 
state mentioned in the opening of the novel - to a 
dismissive scorn for the delusions of fancy. It is, in 
little, the history of apparition theory as we traced 
it in Chapter One, tending towards a subjectification



and intériorisation of the supernatural.
Next in the novel come two paragraphs of digressive 

speculation by the narrator, or rather by Bulwer himself, 
regarding the nature of our relationship with the dead 
and the promptings of fear. The digression begins by 
raising the possibility of real and autonomous spirits 
surrounding us:

The chill breath of the night wind that stirs the 
curtains of our bed may bear a message our senses 
receive not from lips that once have pressed hisses 
on our own! Why is it that at moments there creeps 
over us an awe, a terror, overpowering but undefined? 
Why is it that we shudder without a cause, and feel 
the warm life blood stand still in its courses?
Are the dead too near? Do unearthly wings touch 
us as they flit around? Has our soul any intercourse 
which the body shares not, though it feels, with the 
supernatural world - mysterious revealings - 
unimaginable communion - a language of dread and 
power, shaking to its centre the fleshly barrier 
that divides the spirit from its race? (pp.104,105)

The questions remain rhetorical and unanswered, and are 
replaced by the image of a lone individual, a pattern 
of the protagonist in a story of terror projecting 
phantoms on to a dark consciousness.

We are like children in the dark; we tremble in a 
shadowy and terrible void, peopled with our fancies! 
Life is our real night, and the first gleam of the 
morning, which brings us certainty, ijs death! (p.105) 

Upon taking up the narrative once more, the text describes



Falkland's discovery the next day that Emily has died.
The effect on him is given in terms of a visionary 
solipsism; this is neither sensational nor Gothic hut 
can he best termed romantic, in the poetic manner of 
the later part of Shelley's "Alastor":

. . . .  he was encompassed with the spectres of a 
terrible dream. All was dream. All was confusion, 
darkness, horror - a series and a change of torture! 
At one time he was hurried through the heavens in 
the womb of a fiery star, girt above and below and 
around with unextinguishable flames. Wherever he 
trod, as he wandered through Ks vast and blazing 
prison, the molten fire was his footing, and the 
breath of fire was his air. (p.107)

Succeeding this infernal vision comes one of submarine 

death, and the final paragraph of the section returns 
to the delirious individual mind.

Alike through that delirium and its more fearful 
awakening, through the past, through the future, 
through the vigils of the joyless day, and the broken 
dreams of the night, there was a charm upon his soul 
- a hell within himself; and the curse of his 
sentence was - never to forget! (p.109)

This is the climactic passage of the novel; all that is 
left to Falkland after this is to depart for the wars 
and death. One can see that although the props of 
Falkland's vision are superficially Gothic (his 
description of hell owing something to Beckford's Vathek) 
they are not the setting of his experience but equivalent 
by which a mental ordeal is realized. The otherworldly



landscapes are not to be read as metaphors of torment, 
as symbols, or as objective correlatives for a state of 
mind - they are certainly not objective; they serve rather 
as a vocabulary of individual experience, an attempt to 
communicate mental turmoil. Overstated and elliptical 
it may be, but the accuracies are those of innovation 
rather than of tired cliche. The tendency of Falkland 
is towards a record of sensation, where The Man of Feeling; 
is a stimulus to sensibility.

This record is made up of various documents: letters 
from those involved, extracts from Lady Emily’s journal, 
and straightforward narrative by Monkton, the friend 
and confidant of Falkland. Monkton remarks of his. 
method of telling the story and of the objective aimed 
at :

In this work it has been my object to portray the 
progress of the passions; to chronicle a history 
rather by thoughts and feelings than by incidents 
and events; and to lay open those minuter and more 
subtle mazes and secrets of the human heart, which 
in modern writings have been so sparingly exposed.
It is with this view that I have from time to time 
broken the thread of the narration, in order to 
bring forward more vividly the characters it contains. 
( p p . 3 8 , 3 9 )

In fact Book I begins with a succession of letters from 
Falkland to Monkton, with a subsequent commentary by 
Monkton complementing them - a multiplicity of narrative 
sources which recalls The Confession of a Justified
Sinner Monkton*s comment emphasises that the book is



a record of the inner life; the intimate first-person 
mode of the letter and journal are particularly apt for 
such an intention. Indeed, at the end of his opening 
series of letters Falkland refers to them as "confessions", 
and he is from the outset marked off from society - 
alienated - hy his morbid temperament.

Eugene Aram
In his pose of acquired misanthropy Falkland 

foreshadows the attitude of another of Bulwer’s early 
eponymous protagonists, Eugene Aram. In Bulwer's telling 
of the story Aram is a reclusive scholar living with 
the secret of his past crime. He and Madeline meet and 
fall in love. Meanwhile, Walter, searching for his 
reprobate father, discovers that his parent has been 
murdered long before and that Aram was involved in the 
killing; Aram is brought to trial and sent for execution 
while Madeline dies of a broken heart. Aram’s misanthropy 
has its root in the circumstances of his past crime 
which has isolated him from his fellow-men. The first 
description of him, as he answers Madeline and Ellinor 
who have knocked on his door for assistance, reveals his 
state of mind through his appearance:

His hair, which was long, and of a rich and deep 
brown, was worn back from his face and temples, and 
left a broad, high, majestic forehead, utterly 
unrelieved and bare; and on the brow there was not 
a single wrinkle; it was as smooth as it might have 
been some fifteen years ago . . . .  It was a face a 
physiognomist would have loved to look upon, so much



did it speak both of the refinement and the dignity 
of intellect. (Bk.I Ch.IIl)

The mention of a brow as smooth as it might have been 
fifteen years before harks back to the period of Aram’s 
innocence, and the allusion to physiognomy is an ironic 
pointer to the hidden guilt which has preyed on Aram for 
over a decade, concealed by the delicacy and solitude 
of his way of life. The ensuing story of Aram’s love 
for Madeline is of little general interest and of no 
particular relevance here; the climactic scene, however, 
which brings the discovery of his crime and his trial, 
provides a graphic representation of a conflict between 
truth and feeling in a courtroom setting in the manner 
of Caleb Williams. As Marilyn Butler points out, the 
case of the historical Aram haunted Godwin, and is 
mentioned in Caleb Williams (ill,3):

In Caleb Williams Godwin's attitude to Aram is more 
clearcut and has to do with the objective moral 
issue of the proper jurisdiction of the law over the 
individual. Ilis Aram is an archetypal victim 
guilty in law, but a man for whom the inflexible, 
impartial law is too stupid. As such he fits into 
a complex pattern of real-life analogy and becomes 
a significant parallel for Caleb. J 

Bulwer makes of Aram a fatalist rather than a victim in 
protest against "things as they are". The final trial 
scene is a structural echo of Caleb Williams. while the 
disputed facts are reminiscent of the Confessions of the 
Justified Sinner. A crucial document is Aram’s written
confession which he hands to Walter in the condemned



cell after the trial; this wholly gives the lie to 
Aram’s previous lengthy statement to the court, in which 
he has maintained the fiction of his innocence. Aram 
believes that he was justified in his attempt to claim 
innocence of the murder because of his circumstances at 
the time of the killing, his exemplary attitude since 
then, and his present love for Madeline. His attitude 
in Bulwer's novel is therefore approximate to an 
individual quasi-solipsistic morality which seeks to 
establish itself independently of the systematised moral 
code of the law, a moral equivalent to the ontological 
conflict in Hogg’s Justified Sinner. The long confession 
in which Aram speaks in the first-person is largely a 
factual account of the progress towards murder; afterwards, 
however, he is driven to apostrophize:

Tell me not now of our free will - we are but the 
things of a never-swerving, an everlasting necessity!
- pre-ordered to our doom - bound to a wheel that 
whirls us on till it touches the point at which we 
are crushed! (Bk.V, Ch.VIl)

Here, Aram's knowledge of his own guilt in the eyes of 
others marks him off from others; he has "rushed into a 
dread-world", spectre-ridden, and, like Caleb Williams, 
is a Cain-marked solitary made a pariah hy suspicion.
The end of Aram's confession reveals his intention to 
kill himself before he can be hanged, and the conclusion 
of the confession coincides textually with his death.
His apologia closes on a note of spiritual resignation, 
anticipating a release from the mortal world. This
might be read as an early indication of Bulwer's involvement



with the occult, founded on the conviction that there 
is a hidden alternative to the life we know. The 
discovery of the murdered man’s skeleton in Eugene 
Aram is a physical representation of the past occurring 
in the present; accusing the wrongdoer as it does, it 
is an equivalent of the vengeance-seeking ghost. But 
the accusation here springs more from the shaping force 
of literary convention than from any idea of a governing 
spiritual world capable of direct mimetic presentation, 
once perceived. Such a world is given greater prominence 
in Godolphin (1833)» Zanoni (1842) and, most fully, A 
Strange Story (l86l), one of only five novels in the 
last twenty years of Bulwer’s life.

A Strange Story
The protagonist of this novel is a materialist 

doctor, a product of the medical schools of Edinburgh 
and Paris (a formation similar to that of Lydgate in 
Mi ddlemarch). Fenwick’s medical training is central to 
the story; although the ostensible main plot is the 
mutual love of Fenwick and Lilian, the motivation of 
the text is his progressive realization that he is 
wrong in his materialist rejection of the spiritual. 
Fenwick starts as a proponent of the type of thinking 
advanced by Ferriar and Hibbert (also Edinburgh graduates) 
but in the course of his acquaintance with a series of 
rivals, adversaries and friends - Dr Vigors, Sir Philip 
Derval, Margrave, and Dr Julius Faber - he is brought 
eventually to admit the existence of first the 
supernatural and finally the soul.



A Strange Story is a curious work. The characters
are insipid, and Lilian, Fenwick’s betrothed, is a 
typically wilting Bulwer heroine who spends most of the 
novel supine on a sick-bed. At the outset Mrs Colonel 
Poyntz does seem to he building up to a social matriarch 
of Trollopean proportions, but she fades away in the 
later chapters. Much of the action is gripping: Fenwick’s 
bewilderment as he is wrongfully arrested for the 
murder of Philip Derval is very effective, while the 
climax in the Australian bush as Margrave, Fenwick and 
Ayesha attempt to distil the elixir of perpetual life 
is for the most part wonderfully done: a ring of small 
flames surrounding the cauldron, a bush-fire threatening, 
dawn rising, and oil for the lamps running low. Probably 
one of the most powerful occult scenes in fiction, and 
deriving no little part of its power from the fact that, 
unusually for such scenes, it is set out-of-doors, it 
is ludicrously spoilt by the apparition of a single 
large foot which strides (Bulwer’s word) into the circle 
of fire. The stride of one foot, like the sound of one 
hand clapping, must remain a subject of conjecture.

The progress of the novel is generated by the 
defeat of Fenwick’s scepticism and his eventual acceptance 
of a transcendental area of experience. At the outset 
an adherent of Condillac's sensationalist philosophy, 
he is, in the manner of Ferriar and Hibbert, writing a 
treatise of Human Physiology which will account for all 
perceived phenomena on a physiological basis. The 
conversion of Fenwick begins with the scene in the 
museum in which Sir Philip Derval demonstrates the 
possibility and efficacy of a trance-like visionary



2

state, much more intense than anything that might he 
induced hy mesmerism. As Derval claims,

. . . .  in this trance there is extraodinary
A

cerebral activity, a projectile force given to the 
mind, as distinct from the soul, hy which it sends 
forth its own emanations to a distance in spite of 
material obstacles . . . .  (Ch.XXXl)

Vhile in this state the brain of Margrave is revelaed 
to Fenwick in what can only he described as a sort of 
moral x-ray. The brain is mapped out in phrenological 
wise:

I saw therein a moral world, charred and ruined, as 
in some fable I have read, the world of the moon 
is described to be; yet withal it was a brain of 
magnificent formation. The powers abused to evil 
had been originally of rare order, - imagination, 
and scope, the energies that dare, the faculties 
that discover. But the moral part of the brain had 
failed to dominate the mental . . . .  (Ch.XXXIl) 

Emanating from this brain Fenwick sees three different- 
coloured glows: red, azure and silver. In accordance 
with the earlier promptings of Derval, he is led to 
suspect that these three lights correspond respectively 
to animal life, intelligence, and the soul. On emerging 
from the trance Fenwick attempts to recover his original 
philosophical position, seeking to explain what he has 
just seen as the effect of his own perception becoming 
overexcited by the powerful (and no doubt expensive) 
perfumes which Derval has been burning in the course of 
the experiment.



This vision of the brain, and the three levels of 
life revealed in it, delineate the planes on which the 
action of the novel generally moves. The protagonist 
Fenwick experiences a series of events in which his 
suffering is not (to borrow Heathcliff’s phrase) "a 
moral teething" but rather a testing of his sceptical 
materialism. The curse of the dying Dr Vigors is a 
challenge to his conscience; the trance in the museum 
is a challenge to his theoretical view of the nature of 
man; the wrongful arrest is a challenge to his probity; 
and the sickness of Lilian is a challenge to the whole 
range of his feeling and his knowledge of himself. The 
final test takes place in Australia, where the 
over-reaching adept Margrave and the god-fearing doctor 
Faber severally expose Fenwick to events inexplicable 
by the sensationalism he has espoused. At this point 
in the novel Bulwer’s footnotes referring to and quoting 
from a variety of sources threaten almost to take over 
the text, giving particular point to Trollope’s later 
comment on Bulwer in his Autobiography:

He had read extensively, and was always apt to give
14his readers the benefit of what he knew.

Among the benefits accruing to the reader here are a 
cure for snake-bite, speculation on the Apocryphal 
Second Book of Edras, and explanations of such Australian 
peculiarities as creeks, boomerangs and shining cuckoos, 
as well as gleanings from the writing of Hibbert, 
Brewster, Sir William Hamilton and others.

Although Fenwick is the first-person narrator of his 
story, he is not fully a confessional protagonist, being



too caught up in the theoretical debate. As a victim of 
circumstance he shares his condition with Lilian, who 
falls prey to "mental alienation", "brooding over images 
delusively formed within", and the recovery of her 
mental vigour also contributes to the movement of the 
novel. She, like Faber, also offers Fenwick an 
alternative to the transcendental modes of experience 
associated with Margrave and Derval. This is most 
strikingly apparent when Fenwick is on the point of 
experimenting with the power of Margrave’s wand. It 
is suggested that this wand operates through odic force.

I continued to grasp the wand, and sought deliberately 
to analyze my own sensations in the context. There 
came over me an increased consciousness of vital 
power; a certain exhilaration, elasticity, vigour, 
such as a strong cordial may produce on a fainting 
man. All the forces of my frame seemed refreshed, 
redoubled; and as such effects on the physical 
system are ordinarily accompanied by correspondent 
effects on the mind, so I was sensible of a proud 
elation of spirits. (Ch.LXl)

Two familiar features are apparent immediately in this 
passage: the deliberate decision by Fenwick to experiment 
on himself as a guinea-pig, in order to analyse his own 
responses, and the physiological effect proceeding from 
the body to the mind. In the ensing scene of Faustus- 
like conjuration Fenwick is on the point of summoning 
spirits which, it seems evident, have a real and 
independent existence. He is recalled from his purpose 
by the voice of Lilian singing and, Prospero-like, he



throws the wand into the lake. Arguing with himself as 
he does so, he considers whether the spirits he has felt 
himself to he on the point of summoning are 
transcendentally autonomous or delusively subjective, 
and is still able to account for his condition in terms 
of a deranged perception.

. . . .  I am haunted, - cheated out of my senses, 
unfitted for the uses of my life . . . .  Out on 
these nightmaresJ and away with the thing that 
bewitches the brain to conceive them’ (Ch.LXl)

The chapter concludes with hie vowing love for Lilian 
"until the grave", to which Lilian replies "And beyond 
the grave!". Although this is couched in the tedious 
cliches of fictional passion it does have the additional 
value of referring to another motif in the novel: Lilian 
counters the spiritual and transcendental forces 
surrounding Fenwick. Tier words here are resonant of the 
actual state of the suggestively named Margrave who, 
like Richards in "The Haunted and the Haunters", is 
preoccupied with staving off his death by preserving 
his youthfulness through the use of herbal elixirs.

Margrave’s attempts to avoid death end in failure, 
and it is noticeable that other characters who have 
access to the recipe of the elixir also die. The only 
person who cheats death in any way is Lilian; having 
dwindled towards death for much of the novel she is 
revived at the moment Margrave succumbs to death.

Conclusion
Falkland was symptomatic of the transition from



eighteenth-century Gothicism to the nineteenth-century 
fiction in which the background of a perceptually 
based supernatural is evident, and, as shall he seen in 
later chapters, the three works by Bulwer discussed in 
this chapter encompass many of the features which found 
their way into the novels of the nineteenth-century, 
where they are used for specific ends. A Strange Story 
also marks a transition: that from the perceptually- 
based supernatural to the occult fiction of the late 
Victorian age. A Strange Story ends with an affirmation 
of the conventional Christian duality of body and soul. 
Whether the orthodoxy of the ending or the exploration 
of belief of the greater part of the text is more 
indicative of the age is a moot point, but Fenwick himself 
moves from an outright sceptical materialism to a direct 
encounter with the occult, after which his acceptance of 
Christianity is a comfortable compromise. In its range 
of experience this relatively late work by Bulwer 
marks the arrival of the new supernaturalism. The 
etymological root of "occult" points to the status of 
the apparitions involved: they represent a brief revelation 
of or contact with spirits that exist independently of 
humanity and generally remain "hidden". This transcendental 
supernatural is accessible to the adept through 
conjuration, which may take the form of wand-waving, as 
in A Strange Story, or of the table-rapping and planchette- 
writing which were coming in from America at about this 
time, as Bulwer had noticed in "The Haunted and the 
Haunters". His career has spanned the age of materialist 
supernaturalism and had lasted into the golden dawn of 
late Victorian occultism.



C H A P T E R  S E V E N  
C H A R L E S  D I C K E N S

That Dickens in his early novels is indebted to 
the Blackwood*s terror stories has been pointed out by 
H.P. Sucksmith1; his study concentrates particularly 
on the episode of Fagin in the condemned cell, which 
contains many of the motifs of a Blackwood*s execution 
tale. The action is dominated by

one dark cluster of objects in the centre of 
all - the black stage, the cross-beam, the rope,

Oand all the hideous apparatus of death. (Ch.LIl) 
This catalogue of the scaffold closes the chapter as it 
closes Fagin's role in the book, but Fagin is not held 
out as a protagonist in whose plight the reader is 
asked to participate imaginatively. The rhetoric of 
the piece presents the experience through Oliver's 
eyes, with Oliver's sympathy only a background, factor. 
The condemned man is an object of attention as external 
as the "apparatus of death". The passage does have 
the immediacy of terror, as Sucksmith maintains, but 
it is Oliver's terror, not Fagin's. Dickens arranges 
it that the ordeal of the situation becomes Oliver's, 
and the event is turned into an awful warning rather



than an attack on the sense experience, salutary rather 
than disturbing. The pattern of the chapter, in which 
the main movement is that of Oliver being led through 
the gates and passages of Newgate, is that of an 
entrance to an arena of fear. The exit of Fagin is 
subsidiary, used to point a moral and round a tale, in 
much the same way as Micawber is sent off to Australia,

In looking at Dickens' work, it is intended to 
concentrate on instances in which the quasi-supernatural 
references and the associated narrative techniques are 
integrated into the larger structure of the novel 
containing them, in order to appreciate the purposes 
to which they are put. Two of Dickens' last novels, 
Great Expectations and Our Mutual Friend, provide an 
interesting contrastive study, but it is proposed to 
begin with Oliver Twist. There are two hangings at 
the climax of Oliver Twist; the institutionalized 
justice of Fagin's prison execution and the poetic 
justice of Sikes* more individual death. The death 
of Sikes has long been recognized as a magnificent 
set-piece of terror writing, and it is worth examining 
the terms in which Dickens achieves this.

The Death of Sikes
Oliver Twist traces the progress of its eponym 

through the social groupings, institutionalized or 
spontaneous, of his day. The immediate antecedents of 
the novel are the "Newgate novels" of Bulwer and 
Ainsworth , but before these again is Godwin's Caleb
Williams. Like Caleb Williams. Oliver Twist is based



on a pursuit, with the added feature that in Dickens* 
novel the hero is pursued by society in two guises: 
the criminal society of the London underworld and the 
higher right-living society represented by Mr Brownlow. 
The episode leading up to the death of Sikes as told 
in Chapter»XLVIII and L is, like the enveloping main 
narrative, also structured on a pursuit. The circuitous 
itinerary followed by Sikes in the countryside north 
of London is a physical expression of his mental 
bewilderment. Apparently aimless although his wandering 
may be, for his main motive is to escape from the 
memory of Nancy's murder rather than to arrive at 
anywhere specific, there is a certain structural 
inevitability which leads him to a final confrontation 
with a vengeful society and his own knowledge of what 
he has done. Although he is racked with mental agony

toafter the murder it would be a moral travesty^regard 
his sentiments as being those of remorse; his condition 
is rather that of the distorted awareness of a man in 
an extreme situation. It is a question of consciousness 
rather than of conscience.

The passage describing the actual murder, with its 
unremitting stress on the physical details of Nancy's 
death, is an instance of unrelieved horror. Sikes 
does not become accessible to the operations of terror 
until he leaves the room in which Nancy's corpse lies. 
His departure is prompted more by the need to remove 
himself from the grim aftermath of his violence than 
to escape retribution, but it is only when the immediate 
details of the scene are absent that his mental ordeal



begins.
Out in the countryside, the terrors that assail 

Sikes are more imagined than real, While in the room 
he had, in the fascination of horror, been unable to 
turn his back on the corpse; now he is dominated by 
the impression of a corpse endowed with the mere 
machinery of life constantly at his back, just out of 
vision. Suspicious of everyone he encounters, as he 
walks through the night he begins to fancy that 

Every object before him, substance or shadow, 
still or moving, took the semblance of some 
fearful thing; but these fears were nothing 
compared to the sense that haunted him of that 
morning's ghastly figure following him at his 
heels.

The phenomena which most disturb Sikes arc those which 

are delusions; these have no basis in external 

visible reality and are evidently the products of his 

mind.
At this point in his ordeal there occurs a very 

narked diversion as he comes upon a blazing farm.

Sikes throws his energies completely into the attempt 
to extinguish the fire, but it is made clear that he 
does this not out of any altruistic impulse to save 
life or property; it is rather that he finds relief 
from his mental torment in strenuous physical activity. 
In his exertions, dangerous though they are, he is 
released from the memory of his deed. But, "the mad 
excitement over, there returned, with tenfold force, the 
dreadful consciousness of his crime". It is almost 

as if Dickens, in suddenly conjuring up the blazing



homestead, wished to emphasize the internal imaginative 
nature of Sikes* ordeal, although there is an echo of 
one of Sikes* first actions after the murder when he 
tried to get rid of the evidence by burning his 
blood-stained clothing and club. In each instance fire 
is a means of concealing guilt.

The fire at the farm also marks the turning-point 
of the fugitive's journey, for it is after it that he 
decides to return to London. It is at this stage that 
his attention becomes fastened on the dog who has 
followed him from the murder-room. Sikes last action 
in Chapter XLVin is a vain attempt to kill the animal 
lest it should lead his pursuers to him. It is at this 
point that a peculiar, almost symbolic transference 
becomes apparent as the dog assumes the role of Nancy 
and Nancy's ghost.

Nancy and the dog are the only two creatures that 
have ever been close to Sikes, and it is not judging 
his relationship to Nancy too harshly to say that they 
have occupied similar places in his affections. Now 
the dog, who has been with him since it padded through 
the blood of Nancy on the floor of the murder-room, 
threatens to betray him, thinks Sikes , just as he 
believes Nancy has betrayed him. Like Nancy, the dog 
must be killed.

Although the dog escapes the attempt on its life 
it no more betrays Sikes than has Nancy. Instead, the 
dog arrives at Jacob's Island before him, there in 
order to play out its strange role as Nancy's surrogate 
while Sikes meets his death on the rooftop. There,



although his plight is desperate Sikes still has hopes 
of lowering himself to freedom until he suddenly 
catches sight of "The eyes again]". At this moment the 
identification of Sikes' two erstwhile companions 
becomes complete. What Sikes believes to be the 
phantom eyes of Nancy which have followed him in his 
flight are in fact those of his terrier. Dickens has 
already referred to it as "a white-coated, red-eyed 
dog", and its name (used only once in the novel) 
fastens on the same ocular feature: "Bull's-eye"
(Ch.XV). Although it is not stated explicitly in the 
text, Cruikshank's illustration of the moment immediately 
preceding Sikes' fall confirms that the eyes seen by 
him are those of the dog. The parallel with Nancy is 
continued to the very end: like her, it makes an 
attempt to cling to Sikes and, like her, has its brains 
dashed out for its pains.

This curious progress towards an equivalence of 
Nancy and the dog is the more easily understood if it 
is borne in mind that the episode deals principally 
with the individual mental suffering of Sikes, As 
Philip Collins remarks, I

It is - - - at this point that Sikes becomes,
4in a sense, a sympathetic character.

Although the story is not told with Sikes himself as 
narrator, the events narrated are those within Sikes* 
experience. Bearing this in mind, it is possible to 
understand the merger of identity of his two attendants. 
The only time he is released from their quasi-supernatural 
presence is in the company of others, while fighting the



fire or in the thieves* den at Jacob*s Island. Whenever 
he is solitary, be it on the highway or on the rooftops, 
the apparition returns to plague him and the dog is his 
unfailing companion. Dickens chooses not to describe 
the progress of Sikes* return to the city, the one time 
during which he and his dog are separated.

As a result, Sikes must be seen as a character 
undergoing the mental terrors brought on by solipsism. 
Unlike the clergyman in Warren's Diary of A Late Physician 
he does not become the prey of a spectral dog; instead 
his real dog takes on a spectral dimension, becoming a 
familiar in both senses of the word. The rather startling 
transference works because of the steady concentration 
on Sikes. He is the only one visited by the phantom; 
he is the only one to see the following eyes, and at the 
last moment it is clear that only he, and not the 
baying crowd on the street below, can see the dog 
watching him. Dickens has given as graphic as possible 
a study of a suffering, even persecuted, mind driven to 
terror. The progress of Sikes' physical flight around 
London is circular, but that of his mental flight is 
steadily away from mankind. As Hollingsworth observes:

In the few minutes Sikes spends with the boys of 
the gang in their last hiding-place, he makes
both boys and men conscious of the murderer's

5isolation from mankind.
After this last encounter with the boys, his isolation 
is reinforced by the loss even of his name, that by 
which he is known to society; from then until his 
death the text depersonalises him, and he is referred



to as "ruffian”, "murderer" (six times), "wretch", 
"criminal", "man" (twice), and finally "body" and 
"dead man". Sikes* solitude is so intense that he 
loses his own identity and dies accompanied only by 
his dog and a delusion of the supernatural. Even the 
rope that kills him suspends him finally in mid-air, 
out of reach of the society that has hunted him down.

It is the terror that is the concomitant of this 
solitary bewilderment that Dickens aims for primarily 
in the episode of Sikes' death. The often-noted 
sympathy with Sikes at this stage probably has less to 
do with a moral understanding of his plight than with 
a side-effect of the situation into which the text 
manoeuvres him. Literary terror involves a measure of 
identity with protagonist, and as the protagonist 
Sikes is steadily denuded of an identity this is 
supplied by the reader who enters into the terrible 
ending in store for him.

Great Expectati ons
Dickens repeated the technique of Sikes' end in a 

more elaborately orchestrated fashion in the pursuit 
and death of Carker in Domhey arid Son. even to the 
incidental detail of making his attendants in death 
the dogs which sniff at the carnage on the tracks. 
Carker too flees across country, driven by guilt, as 
his mind disintegrates under the pressure; he takes no 
notice

of the actual objects he encountered, but with
a wearisome exhausting consciousness of being



bewildered by them, and having their images all 
crowded in his hot brain after they were gone.
(Ch.LV)

But whereas Sikes is pursued by an animal which steadily 
takes on the qualities of an apparition, Carker is 
afflicted by a reverse process. The first intimation 
is of a sudden vague spiritual terror, "like an electric 
shock";

Some visionary terror unintelligible and inexplicable, 
associated with the trembling of the ground, - a 
rush and sweep of something through the air like 
Death upon its wing. (Ch.LV)

This Old Testament-style presence eventually takes on 
a grim mechanical reality as the visionary terror is 
translated into the train which runs him down.

But pursuit is not the only form of terror used 
by Dickens, In discussing Oliver Twist it was remarked 
in passing how the ordeal of "Fagin*s Last Night" is 
less that of Fagin than that of Oliver, who has to 
make the entrance into the awful precincts of Newgate,
This pattern of movement into a quasi-haunted area is 
particularly apparent in a much later work, also about 
an orphan: Great Expectations. Chapter VIII of this book 
describes Pip*s visit to Satis House. In the serial 
publication this chapter formed a complete instalment, 
and as an episode it is remarkably well-shaped and 
self-contained.

It begins with Pip under the aegis of Pumblechook, 
in whose house he has passed the night ; befdre his 
appointment with Miss Havisham. The progressive



isolation of Pip, removed from the familiar surroundings 
of the forge, has already begun. As a child, Pip is a 
figure of vulnerable sensitivity, and the very first 
incident in the book has lain stress on his qualities 
of imagination. We find Pip fancifully reconstructing 
images of his parents by looking at their uncommunicative 
tombstones - compare that other orphan, Jane Eyre, 
studying Bewick’s engravings at the opening of her 
story. It is on this occasion in the graveyard that 
Pip gains his "first most vivid and broad impression of 
the identity of things", and immediately afterwards the 
possibility of distorting these impressions is forcefully 
demonstrated when he is held upside down by the convict: 

he made (the church) go head over heels before me, 
and I saw the steeple under my feet. (Ch.l)

It is with a reminder of Pip’s perceptual and imaginative 
qualities that Chapter VIII commences: "It appears" to 
Pip that Purablechook is happy, and he "wonders" about 
the seeds and bulbs imprisoned in the store.

As the procession of two makes its way to Miss 
Havisham•s,the isolation of her house is emphasised by 
its bricked-up windows and iron bars, the courtyard 
which keeps callers at a distance from her door, and 
Estella's peremptory demand that the visitors first 
identify themselves. Puinblechook’s attempt to gain 
admission and his consequent rebuff by Estella represent 
not simply an incidental deflation of his pomposity; the 
incident also marks the most drastic stage in the 
progressive isolation of Pip as protagonist. On the 
threshold of Satis House, going to keep a mysterious



appointment with an old woman whom he has never met, 
he is removed from the last character who is known to 
him. As he enters the courtyard the gates are shut 
and locked behind. This separation from the world 
outside Satis House serves two purposes, both of them 
important for the evocation of terror. The first is 
to heighten Pip's vulnerability, A child, he now finds 
himself locked inside an unfamiliar environment and cut 
off from familiar people. Ahead of him lies the meeting 
with Miss Havisham, and the little knowledge he has of 
her and her eccentricities is disturbing rather than 
reassuring. The second effect works hand-in-hand with 
the first: if this is new territory for Pip, it is 
equally so for the reader, A new setting is introduced; 
it is described purely as it is seen by Pip, and because 
of its isolation from the outside world there are no 
other characters whose reactions can be compared with 
those of Pip, As a result, our only knowledge of the 
interior of Satis House is Pip's knowledge. The reader 
is obliged to see this episode particularly through 
Pip's eyes, to assent to Pip's evaluation of events, 
and it is noticeable that there is practically no 
ironic distancing here, with hardly any distinction 
apparent between Pip as protagonist and as narrator. 
Protagonist, narrator and reader are brought into an 
experiential collusion.

The growing eeriness of the experience is first 
signalled by an unusual simile:

The cold wind seemed to blow colder there than
outside the gate; and it made a shrill noise



howling in and out at the open sides of the brewery, 
like the noise of the wind in the rigging of a 
ship at sea.

The lines mark the transition implicit in going through 
the gate: the atmosphere is different, it seems colder, 
the wind howls, and the vehicle of the simile is an 
extreme instance of isolation - Satis House is as remote 
from the town around it as is a ship on the ocean.

Pip's status as a passive protagonist is thrown 
into relief by contrast with Estella; although of the 
same age as his guide, she seems older and is more 
self-possessed than he. Nevertheless, her companionship 
is a welcome bulwark against the solitude of the strange 
house, and her sudden departure from him at the door 
of Miss Ravishara's room is the removal of his final 
prop. As Estella disappears, taking with her the 
candle, she leaves Pip in darkness, and with nothing 
hut the memory of Pumblechook's ringing at the outer 
gate to support him, he knocks on the door of the room.

Opposed to the protagonist Pip is Miss Havisham, 
who occupies the role of the prime agent of terror.
She is not sharply defined at first: as Pip enters the 
room the first things to he described are the room 
itself and the furniture it contains, continuing the 
evocation of setting and atmosphere which began as the 
courtyard was crossed. The progress of the description 
then moves on to what Miss Havisham is wearing, or seems 
to be about to wear. In all this paragraph the only 
thing we are told about Miss Havisham herself is that 
her hair is white. The central component of the scene



is evoked by association, a circumstantial method which 
leaves it dominant yet imprecise and vague. Although 
it is not an ironic distancing, there is definite 
manipulation in that the order in which the text 
narrates the facts is not the same as the order in 
which they were perceived by Pip:

It was not in the first few moments that I saw 
these things, although I saw more of them in the 
first few minutes than might be supposed.

Following this instance of authorial organisation, there 
is a renewed insistence on the mediating consciousness 
of Pip. The phrase nI saw", twice used in the sentence 
quoted, begins each of the next three sentences. And 
again, Pip*s perception does not steady itself on the 
figure of Miss Ilavisham, but starts from "everything" 
within sight and ends with her dress. All that the 
reader learns about Miss Havisham is that she has 
bright sunken eyes and is shrunk to skin and bone.
Further detail is given obliquely by two comparisons, 
one with a fairground waxwork figure and the other with 
an exhumed skeleton. This latter immediately associates 
Miss Havisham with death; the waxwork, meanwhile, is 
of a dead person lying in state and is described as 
"ghastly", an adjective which combines fearsomeness 
and supernaturalism. All this reduces Pip to immobility: 

Now, waxwork and skeleton seemed to have dark 
eyes moved and looked at me. I should have cried 
out, if I could.

His trance-like state has already been encountered in 
Vlllctte, where Lucy is similarly affected by the



basilisk-like stare of Mme Valravens.
The strangeness of her apparel, the stopped timepieces, 

the ponderous intimation of her broken heart - these are 
all details adduced for the sake of strangeness, for 
enhancing the aura surrounding Miss Havisham. But 
looking at these phrases for their literal meanings, 
it can be seen that they can be read as reinforcing Miss 
Havisham's status as a ghost-figure. To take the 
metaphorical broken heart first of all: the phrase is 
so widespread that the metaphor now provides its primary 
meaning. But on a resolutely literal level, the heart 
is the primitive seat of life in a body, and if the 
heart is "broken" it follows that the owner is dead.
The stopped clocks indicate that she has passed into a 
state where the passing present time has no relevance:

"I know nothing of the days of the week; I know 
nothing of the weeks of the year."

Death might be defined at the moment when time stops. 
Finally, her anachronistic clothing associates her 
specifically with revenants.

The concept is being imposed of Miss ITavisham as 
a dead being lingering in some intermediate state of 
existence. She has never seen the sun since Pip was 
born, she announces, setting up an opposition between 
Pip and herself so that the notion of Pip*s birth 
inevitably calls forth that of her death. For the 
literary heroine of the early and mid-nineteenth century 
the conclusion of her life was not so much death as 
marriage - "reader, I married him" - and the jilting 
of Miss Ilavisham has left her in an indeterminate limbo,



neither alive nor dead.
Later on, as Pip and Estella play cards at the 

behest of the old lady, her resemblance to a corpse is 
explicitly stated in a succession of images that moves 
from the idea of stopped time, through clothes, to fix 
on the person:

Without this arrest of everything, this standing 
still of all the pale decayed objects, not even 
the withered bridal dress on the collapsed form 
could have looked so like grave-clothes, or the 
long veil so like a shroud.

She sat up, corpse-like . . . .
"Grave-clothes”, "shroud", "corpse-like": Miss Havisham 

is presented as a human being, but one not subject to 
the time-barrier of death. In this, she moves towards 
the condition of the supernatural.

The second part of the chapter builds upon the 
possibilities of this state, beginning as Pip leaves 
Miss ITavisham. Once again, Estella acts as guide as 
she leads Pip back to the courtyard and daylight, and 
there follows a long paragraph in which attention is 
again drawn to Pip’s sensitivity, as his timidity is 
ascribed to his upbringing. There is a reminder of the 
relativity of perception, in how small incidents may 
assume large proportions in the eyes of a child. The 
text then moves on to a description of the deserted 
areas surrounding the house and the brewery. Continuing 
the motifs from the earlier part of the chapter, there 
is another incidental reference to sea-imagery: the 
pigeon-house



had been blown crooked on its pole by some high 
wind, and would have made the pigeons think 
themselves at sea if there had been any pigeons 
to he rocked by it,

Pip looks over the wall into the overgrown garden where 
he sees Estella - or her wraith, or an hallucination. 
This vision of Estella appearing to go out into the 
sky is in marked contrast to the claustrophobia of the 
earlier part of the chapter. Her etherealisation is 
easy and graceful; the vision of Miss Havisham hanged 
- yanked by the neck from the ground, as it were - is 
a grimly grotesque parody of it. The figure of Estella 
seen by Pip in the garden may be unreal; that of Miss 
Havisham in the brewery certainly so. It is not 
possible to determine whether the apparition is 
hallucinatory or supernatural; Pip ascribes it to his 
fancy.

It is this brief episode in the garden and the 
deserted brewery that is the climax of the chapter, 
not the interview with Miss navisham inside Satis 
House, Penzoldt remarks on a ghost-story device which 
he calls "the double-climax";

It does not consist of two apparitions, but of 
one followed by the necessary explanation. Only 
the knowledge of what is behind a manifestation 
conveys the full horror of it,^

In this chapter of Great Expectations the process works 
in reverse. Here, we do not have the supernatural 
manifestation, or manifestations, being intensified by 
subsequent additional factual details; instead, the



"real" events are reflected and Intensified by the 
supernatural Incidents which follow. The early encounter 
with Miss Havisham, itself a ghostly affair in its 
manner of presentation, can be seen as preparing the 
way for the later episode. The first section, with 
its accumulation of detail, supernaturalizes the figure 
of Miss Havisham. Once this has been done - indirectly, 
by positioning, allusion, and simile - the text moves 
on to the supernatural hanging figure which, conversely, 
is humanized, taking the shape of Miss Havisham. In 
the space of the chapter Pip has moved from the 
farinaceous and arithmetical mundanity of Pumblechook’s 
store to the fantastic uncertainty of the deserted 
brewery. This movement is related to the overall 
progress of Great Expectation, both thematically and 
metaphorically.

This can be seen by comparing Chapter VIII to the 
opening chapter and noting the frequent parallels.
Like the Miss Havisham episode, Chapter I tells of a 
frightening encounter with a stranger. The convict 
who springs up from among the tombstones is, like Miss 
Havisham, associated with death: he too is unfamiliar, 
and exercises a power of command - Pip, who will later 
have to play cards when instructed by Miss Havisham, 
is here sent running on errands. There is even a 
similarity between the relationship of Miss Havisham 
and Estella and of Magwitch and Compeyson: in each case 
the latter is used by the former to threaten Pip,

Many of the motifs noticed in Chapter VIII have 
already been used in the first chapter, and in much the



same sequence. The contemplation of the family tombstone 
which starts the book is echoed by Pip’s similar 
reflections on the seed’s imprisoned in Pumblechook’s 
shop - this incarceration, of course, also foreshadows 
the confinement of Miss Havisham and Estella in Satis 
House, with Pip’s wondering whether they "ever wanted, 
of a fine day to break out of those jails, and bloomn.
In the final three paragraphs of Chapter I the motifs 
come thick and fast.

As I saw him go, picking his way among the nettles, 
and among the brambles that bound the green mounds, 
he looked in my young eyes as if he were eluding 
the hands of the dead people, stretching up 
cautiously out of their graves, to get a twist 
upon his ankle and pull him in.

With the suggestion that the dead are about to take an 
active part in proceedings, the boundary between life 
and death is diminished in force; the nettles and 
brambles anticipate the overgrown and deserted garden 
around Satis House; and the convict's progress, once 
he has climbed the wall, "picking his way with his sore 
feet among the great stones dropped into the marshes 
here and there", is not unlike that of Estella in the 
garden and treading carefully along the empty casks, 
where she too is glimpsed by Pip across a wall.

As the convict moves off towards the river, Pip 
notices two objects. One is "the beacon by which the 
sailors steered - like an unhojpped cask upon a pole".
The cask resemblance may be incidental, but in its 
overall shape it obviously resembles the deserted
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dovecot, and is also, like the dovecot, associated with 
the sea. The convict, however, does not head towards 
the beacon but towards the gibbet, and to Pip’s ever 
active fancy he looks as if he is going back there "to 
hook himself up again”, and soon afterwards the chapter 
ends with the frightened Pip making his way home.
Chapter VIII reproduces this sequence, as the figures 
seen by Pip culminate in the hanging Miss Havisham, and 
again the chapter ends with a frightened and bewildered 
Pip departing for home.

The significance of this repetition of motifs 
becomes apparent if we take account of the function of 
the two chapters within the narrative. They stand in 
similar but contrasting positions. Magwitch, the real 
benefactor of Pip, is introduced in Chapter I, and is 
the central figure in it (apart from Pip himself).
Miss Havisham the supposed benefactor, is introduced 
in Chapter VIII, and is the central figure in it.
It is as a result of this and subsequent meetings that 
Pip begins to attribute his sudden good fortune to her, 
and it is as a result of the meeting with Magwitch that 
the convict afterwards decides to make a gentleman of 
Pip. Chapter I stands at the head of the novel Great 
Expectations; Chapter VIII stands at the head of Pip’s 
"great expectations", for it is directly as a result of 
this that Pip begins to nurse notions of improving 
himself, goaded on by the contempt of Estella. Pip 
himself considers this day the turning-point of his life, 
"a memorable day to me, for it made great changes in me" 
(Ch.IX). His steady progress towards the disorientation



in the courtyard prepares him for the unfounded 
dissatisfaction with his own identity and his mistaken 
assumptions regarding the identity of his benefactor» 

The two chapters are fairly widely separated so 
that by the time Pip’s good fortune is make known to 
him the impression left by the churchyard encounter 
has faded. But taking them together, the relationship 
of the four characters involved can be represented by 
the following diagram:

Chapter 1̂ 
Magwitch

Chapter VIII
Miss Havisham 
/

quasi-parent 
moulding his 
character. 
Motive: 
recompense

'V
Pip

/

quasi-parent 
moulding her 
character. 
Motive : revenge

\

Estella

Although this diagram fails to emphasise that the novel 
is Pip’s story and that he is the most important 
character, it does show the strong correspondences set 
up between the characters in the two chapters. Magwitch 
stands as parent to Pip, just as Miss Havisham does to 
Estella. Each quasi-parent wishes to mould the 
character of his or her protege for strongly personal 
reasons which have to do with the balancing of past 
actions - Miss Havisham’s motive is revenge, Magaitch’s



is recompense, and both act out of a sense of injured 
pride. The diagram is also useful in that diagonals 
illustrate the incomplete relationships of the people 
in opposed corners. Pip’s indebtedness to Miss Havisham 
is illusory - he believes that he knows who his 
benefactor is, but is mistaken. Estella's relationship 
to Magwitch is a real one, but is never fully known by 
either of the parties to it. Miss Havisham is not 
concerned with influencing Pip directly and is interested 
only in working on him through Estella, a design in 
which she fails, no matter which of the novels’ endings 
is adopted (either Pip learns to live independently of 
Estella, or he wins her love on a free and mutual basis). 
Pip’s last minute acknowledgement of Magwitch, and the 
avowal of love for his daughter, provide a brief and 
indirect channel between Estella and her father. The 
characters in the diagonally opposed corners are linked 
by the opposed child-figure.

The disintinguishing feature of the diagonal 
relationships is the problematic nature of what is known 
about them. Pip's first mistake is to fantasize about 
Miss navisham, along the lines of a "fairy godmother" 
myth, and so he proceeds to construct his great 
expectations; Estella, meanwhile, he envelopes in a 
"sleeping beauty" fantasy. By discounting the earlier 
meeting with Magwitch, he mistakes the nature of that 
relationship also. Thus it is appropriate that both 
encounters, and particularly the second, should be 
presented with a reference to supernatural experience, 
in that Pip's bewildered reactions and disordered



perception are directly responsible for subsequent 
events. Pip's own fantasising is soon made comically 
explicit when he weaves an extravagant tale of dogs 
eating out of silver baskets while Miss Ilavisham looks 
on from a coach. This is Pip's little revenge on 
Pumblechook and his sister, but equally it demonstrates 
the reader's dependence on the narrator. We, as much 
as Pumblechook and Mrs Joe, have been obliged to accept 
and assent to Pip's story of what happened at Satis 
House; it is an account of experience rather than of 
events.

To see Great Expectations as the account of the 
hero's education, a Candide-like progress from naievety 
to wisdom, fails to take stock of Pip's part in 
bringing all that befalls him on himself. Pip's two 
acts - freeing Magwitch and fantasising about Miss 
Havisham - together trigger the events of the novel, 
and can be seen as transgressions in the terms of what 
was suggested above in Chapter 3» Pip's trangressions 
do not infringe any moral code, but they are certainly 
anti-social, acting against what his fellow-men in 
general would see as their interests. Succouring the 
convict may be aiding a person in need, but it also 
subverts the institutionalised justice which has 
sentenced Magwitch; Pip's fantasy about Miss Eavisham 
is an indulgence of his privileged, almost solipsistic 
experience, as is graphically shown by the yarn he spins 
to his relatives, shutting others out of his private 
world.

The clash between Pip and the external world is



not inevitable; he could have been quite content growing
up to take over the forge from Joe Gargery - indeed,
the belated realisation of this is a large part of the
ultimate lesson of his life.

There is, then, a certain volitional impulse in
Pip which brings both his good fortune and his great
expectations upon him. This is not tantamount to
claiming that Pip thereafter is saddled with a burden
of guilt to be expiated. In an interesting article
Julian Moynahan takes the vision of the hanged figure
in the brewery as proceeding from a guilt oppressed
brain, a manifestation of Pip's subconscious impulse

7to kill Miss Havishara . But his article does not take 
any account of the immediately preceding sight of 
Estella in the garden, and it overlooks the fact of 
Pip's expressions of rage on this occasion - tearing 
his hair, etc. - are directed more at Estella than at 
Miss Havisham. The dual vision is not an expression 
of Pip's suppressed desires but simply an indication 
of the illusory nature of the basis on which he is 
shortly to build his hopes for the future; those hopes 
are for love and power, as Moynahan suggests, but with 
Estella providing the love and Miss Havisham the power.

Pip sees a repeat of the apparition at the end of 
his association with Miss Havisham, Revisiting Satis 
House, he finds out from Miss Havisham how she came 
to foster Estella. Afterwards, he goes out into the 
old brewery:

A childish association revived with wonderful 
force . . . .  and I fancied I saw Miss Havisham



hanging on the beam. So strong was the impression, 
that I stood under the beam shuddering from head 
to foot before I knew it was a fancy - though to 
be sure I was there in an instant. (Ch.LXIX).

Twice in this short passage it is made clear that this 
is a fancy of Pip's, something which he himself realises 
as soon as is compatible with his seeing the figure in 
the first place. It is, as he says, "a childish 
association", and recognised as such. His reaction to 
it marks his liberation from that particular delusion, 
and as he lays the ghost so is he released from the 
tyranny exercised over his mind by his "great 
expectations". And immediately after this the principal 
ghost-figure in the novel, her role played out, dies in 
the fire which consumes her clothing and leads to the 
wreck of her time-stopped room.

The next time Pip visits Satis House he meets not 
Miss Havisham but Estella. It is a Satis House peculiarly 
devoid of the unsettling phenomena of the earlier 
visits, indicating that both characters have been 
changed, almost reborn. The gate, once locked, now 
stands ajar, as if to admit freely the standards of the 
everyday world, and the closing sentence of the book 
evokes a world of clear-seeing, free of illusions and 
shadows:

- - - the evening mists were rising now, and in 
the broad expense of tranquil light they showed 
me, I saw no shadow of another parting from her.



Our Mutual Friend
The reference to a supernatural extension of 

experience regulates the progress of Great Expectations. 
and the disorientation of the young Pip is accompanied 
by acute feelings of terror while he is at Satis House.
In Our Mutual Friend, the element of fear remains almost 
entirely absent although the novel contains supernatural 

references at every level of its plot save that involving 
the crass society represented by the Veneerings.

As in Great Expectations the keynote of the novel 
is established in the opening pages of the narrative ̂ 
and the first chapter contains many of the thematic 
threads that run through the story. Terror is present 
in so far as the reader is invited to identify with 
the predicament of Lizzie, who is cast in the role of 
dominated female under the strict control of her 
father. She displays an active imagination, seeing 
dreadful portents in the stain on the woodwork of the 
boat, but although the situation is fraught with 
potential terror it is never brought to the forefront. 
Instead the text leads us to puzzle over the mystery 
of their activity until we realise just what they are 
doing. Hexam’s livelihood as a fluvial resurrectionist 
is thematically linked to the later events of the novel, 
where there are several instances of the dead or ■ 
nearly-dead emerging from the Thames. The theme of 
réanimation is as important to this work as it is to 
.B ; Tale of Two Cities. where it is also given a graphic 
and straightforward statement in the figure of the 
grave-robber Jerry Cruncher.



The cases of réanimation in Our Mutual Friend are
more carefully arranged, however, and taken together 
afford an interesting study in graded variation. The 
four bodies taken from the river are those of the 
supposed John Harmon, Hexam himself, Riderhood, Wrayburn. 
The first is in fact the corpse of Radfoot, but is 
universally supposed to be that of Harmon to whom it 
offers the possibility of an alternative life. The 
body is so mutilated by its prolonged immersion as to 
be unrecognisable, with only the clothes offering any 
clue as to identification, and is thus bereft of both 
life and identity. The second in the series, Hexam, 
loses his life, pure and simple. Next, Riderhood 
narrowly escapes death by drowning, and subsequently 
refers to himself as having been "drownded"; believing 
that this gives him immunity from such a death thereafter, 
he emerges from the experience as great a reprobate as 
ever he was. His a merely physical resuscitation. 
Wrayburn's near-death by drowning, however, (which, 
like Radfoot*s, is preceded by battery), leads to a 
moral regeneration that goes hand-in-hand with his 
physical recovery.

The series just outlined is concerned with 
"resurrections", in a literal and figurative sense, i_.£. 
with the recovery of bodies, dead or alive, from the 
river. Therefore it is neither prolonged nor interrupted 
by the double-drowning of Headstone and Riderhood in 
the lock. They are outside the pattern in that it is 
their deaths which are described (Radfoot*s and nexam’s 
are not), and although the text mentions the discovery



of their linked bodies there is no description of their 
recovery.

Instead, the series is prolonged by the scene at 
Wrayburn's sickbed, where the motif is subsumed into 
metaphor. His tenuous hold on consciousness and life 
is repeatedly broken and re-established as he drifts 
between lucidity and stupor. The agent of his recovery 
from the recurrent blackouts is Lizzie; Lizzie, who 
has already pulled him from the river after the assault 
by Headstone, and who right at the outset was instrumental 
in the retrieval of Radfoot*s body.

"Lizzie," said Eugene, after a silence. "When 
you see me wandering away from this refuge that I 
have so ill-deserved, speak to me by my name and 
I think I shall come back."

"Yes, dear Eugene."
"There!" he exclaimed, smiling. "I should have 

gone then but for that,"
A little while afterwards when he appeared to 

be sinking into insensibility, she said, in a calm 
loving voice: "Eugene, my dear husband". He 
immediately answered: "There again! You see how 
you can recall me!" and afterwards, when he could 
not speak, he still answered by a slight movement 
of his head upon her bosom. (Book IV, Ch.Xl).

In Wrayburn's case here, we.are presented with a moral 
recovery in terms of a sense experience.

The series that has been outlined is one of return 
to life and Lizzie, as the agent of its most positive 
expression literally metaphorically and morally, is



herself part of another pattern: that of the young girl 
who, through love, regenerates her lover. There are 
two major instances of this in Chtr Mutual Friend: there 
is Lizzie's effect on Wrayburn, as already noted, and 
there is that of Bella on John Harmon. Although in the 
latter case the operation is less straightforward, it 
is their mutual love which eventually causes John to 
renounce his Rokesmith guise, so bringing back to life 
the supposedly dead Harmon. Belonging with these two 
instances is a third minor and humorous parallel provided 
by Pleasant Riderhood and Mr Venus, Mr Venus' trade 
surrounds him continually with the piecemeal dead, and 
his calling is repulsive to the sensibilities of his 
beloved Pleasant. A compromise is reached: the premises 
are cleared, and he agrees to exclude the corpses of 
women from his repertoire of articulation. This 
gently comic resolution of the difficulty is accompanied 
by his moral rebirth as he assists in the discomfiture 
of the scoundrel Wegg.

The two patterns that have been suggested - of 
recovery from death and of the female as life-giver - 
together point to the main action of Our Mutual Friend, 
which itself fluctuates between life and death. There 
are numerous features which corroborate this: Headstone's 
tormented declaration of love takes place by a graveyard; 
Sloppy is liberated by the deaths of Betty Higden and 
Johnny, just as Jenny Wren is by the death of her 
father; Venus earns a living from the dead, as do Hexam 
and, less successfully, Riderhood; and the dustheaps, 
emblematic of sterility, make rich successively old Mr



Harmon, the Boffins, and John and Bella, while Wegg 
nurses a vain hope that they will do as much for him.
The progressive removal of the dustheaps runs concurrent 
with the denouement of the various strands of the novel, 
a movement from death to life which finds its principal 
statement in the main plot as Harmon/Rokesmith returns 
from supposed death. The true climax of the novel is 
the moment at which life is 'restored' to Harmon as he 
recovers his identity. The story is prolonged - not 
without some creaking of the plot - for some time after 
the marriage, with Bella still kept in ignorance of who 
her husband really is. Ostensibly to test her, Griselda-like, 
the recovery of Harmon is delayed long enough for a child 
to be born to the couple, a final expression of resurgent 
life in a work which began with a corpse.

Harmon, the linchpin character of the novel, is 
the prime focus of the treatment of life-in-death, nis 
is not a simple renunciation of identity; he is temporarily 
removed from life, assuming a quasi-spiritual status.
Bella unwittingly asserts this when she says that his 
footsteps in the room above make of him "a haunting 
Secretary, stump - stump - stumping overhead in the 
dark, like a Ghost." (Ch.XVI, Book i). Rokesmith/Harmon's 
ambiguous existence is parallelled by his indeterminate 
social position as a lodger, an ancillary being without 
independence. Admitted among the Boffin's as a secretary
- unpaid - he becomes even more of a cipher: neither of 
the family nor out of it, he hovers on the edge of 
Boffinir world, and of Bella's, It is only when Boffin
- in the miserly pose he adopts for the improvement of



Bella - treats the secretary as a definite menial, thus 
assigning him a fixed place in society, that her 
hitherto vague and ambivalent feelings regarding Rokesmith 
can crystallise into love. Giving him a rank in society 
makes him human, and prompts human responses in her that 
had previously lain dormant.

The two pairs of lovers, Bella and John, Lizzie 
and Eugene, are linked hy the similarity of their 
relationships. In each there is a partner to he reclaimed 
from social vice, he it Bella’s haughty arrogance based 
on wealth, or Eugene Wrayburn’s supercilious snobbery 
born of his education. Each of them wrongly imagines 
for a time that the contemplated marriage would be 
demeaning. Their partners, on the other hand, each go 
to considerable lengths to conceal themselves, Lizzie 
by taking flight, Harmon by assuming another identity.

The secret of narmon’s surrogate identity is not 
fully revealed to the reader until Chapter XIII of the 
second Book, in a long soliloquy that recaps 
awkwardly« Appropriately enough, the setting is next 
to a churchyard:

It is a sensation not to be experienced by many 
mortals . . . .  to be looking into a churchyard 
on a wild windy night, and to feel that I no more 
hold a place among the living than these dead do, 
and even to know that I lie buried somewhere else, 
as they lie buried here. Nothing uses me to it,
A spirit that was once a man could hardly feel 
stranger or lonelier, going unrecognised among 
mankind than I feel. (Ch.XIII Bk. II).



All the stock accompaniments of the supernatural are 
present: death, storm, night, strangeness and solitude. 
Although principally intended to fill in the gaps in 
the reader's knowledge of the protagonist, the 
retrospective account of Harmon’s first days ashore 
offers some interesting features. Harmon is then a 
lonely wanderer removed from the reassuring bulwarks 
of his family. Befriended by Radfoot, he is taken into 
a strange environment through which Radfoot has offered 
to act as guide, and it is an unknown house at night-time 
that the attack on Harmon takes place. This attack is 
not primarily physical, but is directed rather at 
Harmon's mind, or perceptions. He is given drugged 
coffee, and loses the ability rationally to assimilate 
or respond to the world of experience. In archetypal 
fashion, he is reduced to a sentient passivity, seeing 
and hearing his assailants yet powerless to act in any 
way. This state of inert sentience is not exploited 
for terror effects; instead of leading to the climactic 
incident of the narrative it serves as the starting 
point, so that Our Mutual Friend carries on from the 
typical Blackwood's predicament rather than exploring 
it for its own sake. Harmon is thrust back into the 
world as a "living-dead man".

But having brought Harmon to this ambivalent state, 
Dickens stresses the radical nature of the process he 
has undergone. It would have been artistically and 
morally inappropriate to represent Harmon making a 
composed and rational decision to spy on his designated 
bride over such a long period of time; by presenting it



m
as the outcome of an unwished for hut opportune 
occurrence - Harmon as an involuntary experimentalist 
- the subterfuge is rendered less calculating and more 
acceptable.

In noticing that Our Mutual Friend constantly 
refers to the supernatural while eschewing terror, it 
becomes apparent that a number of structural features 
attendant on the terror story are absent. Aside from 
those first hours ashore, which we hear of in retrospect, 
Harmon is far from being a passive protagonist in the 
novel. Although the central character, his function 
is that of a haunter, not a haunted. This, combined 
with the absence of an involved first-person narration 
(again, with the exception of the adventure with 
Radfoot) effectively distances the action. In so far 
as we witness, with Harmon, the effects of his supposed 
absence from, and unsuspected presence among, the other 
characters, we view Bella and the Boffins from the 
outside - yet these are the characters who are visited 
by the quasi-supernatural apparitions. It is Bella 
who is irritated by the ghostly pacing of the lodger 
at Vilfer's, and Mrs Boffin who is troubled by apparently 
seeing the faces of old Mr Harmon and the two children, 
after she has escorted "Rokesmith" around the Bower.
Each of these incidents is provoked by Harmon’s presence? 
• -h® is constantly in attendance on both. Returned from 
the past, he moves through the book like a spectre, and 
through him we observe a society unwittingly disturbed 
by an agent outside the scope of its cognition - not an 
avenging presence but nevertheless one comer to redress



the imbalance carried over from the lifetime of his 
father.

Although the greater part of Our Mutual Friend 
revolves around John Harmon, Bradley Headstone offers 
as effective a portrait of a man possessed as is to be 
found in any of Dickens* novels. With his personality 
overwhelmed and distorted by the intensity of his passion 
for Lizzie Hexam, Headstone is unusual in that he does 
not fully belong on either side of the line Dickens was 
accustomed to draw between his good and evil characters. 
Rather he is a character who is transformed by a passion, 
itself ambivalent, with which he is not equipped to 
cope. Headstone professes his passion to be love, 
normally a far from vicious emotion, but in him it is 
carried to an extreme that both he and Lizzie find 
frightening. In the plot-strand involving himself,
Lizzie and Eugene Wrayburn he emerges as a contrastive 
equivalent to Eugene. His rise from poverty by dint 
of hard work contrasts with Eugene*s well-bred fecklessness. 
Both of them are racked and mastered by a love for 
Lizzie, and both are initially given pause by considerations 
of social inequality, and subsequently both are rejected 
by her. Wrayburn's change of attitude after the fight 
with Headstone shows that he is capable of adapting 
himself for the better. This is in contrast to 
Headstone's more limited range of response which is the 
cause of his eventual destruction. Once Wrayburn has 
come through his ordeal he accepts and is accepted by 
Lizzie, the triangular pattern of force between him,
Lizzie and Headstone is broken. As two of the parties
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pair off, the annihilation of the third follows.
In the discussion of phrenology in Chapter One, 

the compartmentalised make-up of Headstone's mind was 
remarked upon, with its "warehouse" of received ideas.
His difficulty with Lizzie arises directly from the 
fact that on his first meeting with her he finds that 
she does not accord with his preconceived notions, so 
that he is unable to cope. His inability to assign 
her a place in his concept of experience manifests 
itself as obsession; this obsession in turn casts 
him outside the social structure, at the other extreme 
from the world of the Podsnaps and the Veneerings, 
who represent an ordered and passionless community 
governed by politics, economics and manners on a petty 
scale. Ironically, they represent the ideal towards 
which the hapless schoolmaster originally strove.

The loss of humanity is a basic motif in Our 
Mutual Friend; only in Headstone's case, however, is 
this loss total and involuntary. His monomaniacal 
course of action is ended by the failure of his one 
attempt to switch identity voluntarily when, by 
disguising himself, he attempts to throw suspicion for 
his action on Riderhood. He has earlier attempted to 
shift the responsibility for his state on to Lizzie, 
telling her "you could draw me to good - any good"; 
although she comes to have little more than talismanic 
value for him, Headstone is appealing to her redemptive 
qualities which are so effective in the case of Wrayburn. 
Headstone therefore is in the state of a man possessed, 
in contrast to the cool rationality of the other characters.



At one stage he is described as being bewitched,
more really bewitched than the miserable creatures 
of the much lamented times, who accused themselves 
of impossibilities under a contagion of horror 
and the strongly suggestive influences of torture, 
he had been ridden hard by evil spirits during 
the night that was newly gone. He had been spurred 
and whipped and heavily sweated, (Book III, Ch.Xl) 

The passage describes how his humanity is compromised 
by spiritual possession, while simultaneously its 
imagery makes of him a beast. In .keepingwith the 
central motif of the novel, there is a movement away 
from the human.

The story of Our Mutual Friend encompasses three 
main areas of activity: there is the main plot which is 
centred on the Boffin household, and the two subsidiary 
stories based respectively on the Lizzie-Wrayburn- 
Headstone triangle and on the dinner-party society of 
the Podsnaps and the Veneerings, The link between all 
three is the lawyer Mortimer, A large part of Harmon’s 
story is of his oscillation between life and death, 
and this is played out in his association with the 
Boffins, But this plot is sandwiched between the two 
others which depict another pair of opposite extremes 
through which Harmon and the characters he associates 
with have to negotiate a middle course. On the one 
side is the possibility of irrational individual excess, 
and on the other the passionless restraint of society. 
These offer a contrast in both feeling and class, and 
the latter concept in particular is very much more to



the forefront of the consciousness of characters in the 
two enveloping plots than it is in the central plot, 
where it is remarkable how the Boffins and Rokesmith 
move through the class-levels with great facility.
Thus Harmon’s indeterminate status as a human being 
is of a piece with his indeterminate status in society, 
and the supernatural reference underlying the novel 
works in conjunction with the treatment of class which 
is its major preoccupation.

Cone!nsion
In the three novels by Dickens considered in this 

chapter, the use of the supernatural serves to illustrate 
the condition of the protagonist. Sikes and Harmon 
have in common their alienation from their respective 
communities. Each finds himself in the state of an 
outsider, one which is equated to that of the supernatural 
in that they exist on another order of being or do not 
share the same area of knowledge as their fellow men.
Sikes finds himself an outcast because of a loss of 
reason and, as in a dream state, his movements are 
beyond conscious control. Harmon, on the other hand, 
has the means to control his condition and can end it 
whenever he so wishes. Because of this, Sikes’ ordealj 
unlike that of Harmon, is one of terror; his fear 
arises not from the vengeance of justice but from his 
inability to regulate his own mental experience. The 
plight of Pip falls midway between these two extremes.
He is a victim of self-delusion and, although not in 
control of his state himself, the overall growth



pattern of the narrative gives promise of his eventual 
release.



C H A P T E R  E I G H T  
C H A R L O T T E  B R O N T E

There is something of the inevitable about Pip’s 
progress towards a release from his delusory 
expectations, in that the growth-pattern of the novel 
carries an implicit promise of arrival at a final state 
of knowing acceptance. Charlotte Bronte’s heroines 
offer no such comfortable assurances in their stories. 
Although we follow Jane Eyre and Lucy Snowe 
biographically, their progress is not towards moral 
awareness but towards emotional fulfilment. The 
coincidences of the plot in Jane Eyre and the ambiguity 
of the ending in Vi 11 otto are indicative of a fundamental 
irrationality in these novels, which quality is their 
great strength. They give a voice to those human forces 
which hitherto had seemed limited to poetry. In doing 
so Charlotte Bronte moves her protagonists to the edge 
of the imaginable. Hearing the cry of her name, Jane 
is taken by an "inexpressible feeling" that is "sharp", 
"strange" and "startling", with her senses roused from 
torpor to a lively expectancy. Villette simply refuses 
to commit itself to any statement, objectively verifiable
or otherwise



There is enough said. Trouble no quiet, kind heart; 
leave sunny imaginations hope. Let it be theirs to 
conceive the delight of joy horn again out of great 
terror, the rapture of rescue from peril, the wondrous 
reprieve from dread, the fruition of return, (ill,42)^ 

This dislocation arises not from reticence but from 
disorientation; its origins are rooted in the individual 
experience which the protagonist is unable to control 
or rationalise.

Jane Eyre
The typically Brontean deictic opening of Jane Eyre 

makes no claim that the novel will portray a general 
social condition - this will be the story of Jane Eyre, 
no more. The abruptness of the first sentence snatches 
the reader into its situation without preliminary: "There 
was no possibility of a walk that day". It assumes that 
we know which day is in question, just as the remainder 
of the paragraph assumes our familiarity with Mrs Peed 
and with the condition of the protagonist. Furthermore, 
as a direct preparation for representing the experience 
of Jane, the opening chapters reproduce the movement and 
motifs of the supernatural terror story; they also 
introduce features which recur in the context of the 
book as a whole, so that the opening section is almost 
a paradigmatic statement of what follows.

The first chapter opens and closes with Jane confined. 
It begins with Jane and the Reed family housebound, and 
it ends with the pronouncement and execution of Mrs



Reed's punishment on her for the retaliation against 

John:
"Take her away to the red-room, and lock her in
there." Four hands were immediately laid upon me,
and I was borne upstairs. (l,l).^

There are significant differences between these two 
conditions of confinement. Having to stay indoors is a 
natural consequence of inclement weather, Jane herself 
states that she is contented to stay inside, and it is 
not a solitary confinement in that she has the dubious 
benefit of the Reeds' company. From this rather loose 
imprisonment there is the transition to the much more 
intense incarceration in the red room, into which Jane 
is manhandled and there locked up against her will.
As if to emphasise that this repeats, with variations, 
the situation at the beginning of the chapter, a chapter 
break occurs at this point. It has no other apparent 
function, as the action and the narrative continue' in 
Chapter II with no break or hiatus.

Jane finds herself consigned to the red room as a 
result of her first real encounter with another person, 
which is her squabble with John. It is a forerunner of 
Jane's subsequent confrontations with men - there are 
really only three: Brocklehurst, Rochester and St. John 
Rivers. All three of them inspire fear of one sort or 
another in Jane, be it through sanctimonious severity, 
uncouth passion or zealous righteousness. She trembles 
before each, just as she does at the prospect of "being 
dragged forth by the said Jack". As in her subsequent



encounters, she fights back against Jack:
He had closed with a desperate thing. I really saw 
in him a tyrant: a murderer. I felt a drop or two 
of blood from my head trickle down my neck, and 
was sensible of somewhat pungent suffering: These 
sensations for the time predominated over fear, and 
I received him in frantic sort. I don’t very well 
know what I did with my hands, but he called me 
"Rati Rat!" and,bellowed out aloud. (l,l)

Just what Jane did with her hands, like what song the 
sirens sang, will probably never be known. Desperation, 
fear and suffering are the feelings experienced on this 
occasion, and in the ensuing imprisonment in the red-room 
a more intense form of fear is visited on her. The 
graduation of terror is arranged so that each succeeding 
circumstance leads to an increase in its intensity, and 
the second chapter can be seen as a miniature terror- 
story in itself. Jane’s isolation and confinement are 
again insisted upon. The awfulness of the environment 
is evoked by the adjectives "chill", "silent" and "solemn", 
and there is the added mysteriousness of Mrs Reed's 
occasional visits to the room to inspect the contents of 
a secret drawer. Allied to this, the room has associations 
with death on which Jane's ever-active mind is all too 
ready to elaborate, '

The petulant self-pity of Jane’s mood lasts all 
through the afternoon as the light fades, and not until 
dusk does superstition have "her hour for complete 
victory". Her thoughts turn to revenants:



I began to recall what I had heard of dead men, 
troubled In their graves by the violation of their 
last wishes, revisiting the.earth to punish the 
perjured and avenge the oppressed. (I,2)

Her fears commence with thoughts of transcendentally 
supernatural beings, but they rapidly find a focus in 
an objectively verifiable incident of sense-impression 
the gleaming of a light on the wall. Janefs terror 
culminates with this, and she lapses into a state of 
insensibility. For the reader however, the whole 
experience is held at a distance: the narrator both 
offers an immediate explanation for the phenomenon, and 
sets it firmly in retrospect by switching momentarily 
from the viewpoint of the child to that of the more 
mature person looking back on the event:

. . . .  this streak of light was, in all likelihood, 
a gleam from a lantern carried by some one across 
the lawn. (lf2)

It is a variation of the token of survival which, as was 
noticed, is implicit in the first-person stories of 
imminent death; here, it is a token of arrival at a 
state of later calm and assurance. It also plays down 
the local effect of this episode, with a reminder that 
it is part of much longer sequence of events which has 
yet to unfold. *

This initial progressive restriction of the
Iprotagonist ends with her loss of sense-perception as 

she falls into unconsciousness. This marks the end of 
a narrative preamble which has introduced, generally in



an oblique or muted form, a number of motifs which are
to recur later in the novel as the primary material of
Jane’s experience. The isolation of Jane, here expressed
concretely, is to be her general condition thereafter;
Her uneasy reflections on the deathbed of Mr Reed, who
has died in the red room, foreshadow;, the death of his
wife in Chapter XXI. As she recovers consciousness she
hears voices "speaking with a hollow sound, and as if
muffled by a rush of wind or water; agitation, uncertainty,
and all-predominating sense of terror confused my
faculties". The next time Jane hears such a voice it«
is that which calls her back to Rochester, but it brings 
assurance rather than terror. On that occasion the 
"black spectre" of superstition is firmly quelled by 
Jane; when first left in the red-room,

Superstition was with me at that moment; but it was 
not yet her hour for complete victory . . , (l,2). 

Superstition overcomes Jane later that day, but not 
at the more important crisis of her life. The 'red 
glare’ of Jane’s nightmare, is the first instance of the 
fire imagery which is so important to the novel, and 
Jane's waking to a dim apprehension of people at her 
bedside anticipates her encounter with Bertha Rochester 
in Chapter 10, Vol.II, and her later introduction to, 
the Rivers family. When Jane recovers consciousness it 
is to find herself receiving the attentions of Mr 
Lloyd the apothecary, whose ministrations result in 
Jane's eventual departure from Gateshead to embark on 
the experiences which constitute the main body of the
novel



The principal feature of the opening, however, is 
the use made of Bewick's engravings. These are referred 
to again subsequently: by name, when Jane returns to 
the dying Mrs Reed, and by imitation in her own drawings 
while their elemental imagery is reproduced in the 
descriptions of certain crucial moments - the meeting 
with Rochester, the discovery of Thornfield as a burnt- 
down ruin - and in Jane's own paintings, from what the 
reader is told of them, Jane's reactions to Bewick 
establish her exceptional sensibility, and the Arctic 
regions described in the text introducing Volume II are 
singled out in particular:

Of these death-white realms I formed an idea of my 
own: shadowy, like all the half-comprehended notions 
that float dim through children's brains, but

\

strangely impressive. (l,i)
Jane's imagination is not only highly receptive, but 
also suggestible, supplying details to compensate for 
inadequacies of description or comprehension. The 
wood-engravings stimulate Jane's imagination similarly; 
seven of them are picked out by Jane, each of them 
remarkable for being associated with solitude or 
supernaturalism: deserted shores, wastes of sea, a 
churchyard, fiends and phantoms . These in turn call 
to her mind the ballads and fairy-tales told by Bessie, 
so that at the very outset she is surrounded with an 
unworldly aura and is shown as being susceptible to 
influences coming from the more shadowy edges of her 
psyche. This tendency of her character forms a striking



contrast to the way she later faces up to any dilemmas 
that involve rational decisions of right and wrong:
Jane Eyre is not a novel of morality.

Like the imaginative formation given by Bewick,
Bessie's tales figure prominently in the next pivotal 
episode of the novel: Jane's meeting with Rochester,
After some paragraphs of close description of a 
winter-struck countryside, Jane hears a horse approaching. 
She immediately identifies the sound of the hooves for 
what it is, yet this does not prevent her imagination 
from coming into play. As in her earlier experience 
of quasi-supematural terror at Gateshead, the situation 
finds her alone in the approaching twilight, 'the 
progress of Jane's imaginative working curiously parallels 
the earlier episode, in which it was stimulated first 
hy Bewick's engravings and then hy Bessie's tales.
Here, the intrusion of the horse's tramp disperses gentler 
sounds, an effect which is compared synaesthetically to 
the visual effect of a picture in which

the solid mass of a crag, or the rough holes of a 
great oak, drawn in dark and strong on the foreground, 
efface the aerial distance of azure hill. . . .  (1,12). 

Jane then goes on to admit the enduring impression of 
Bessie's stories heard in childhood:

I remembered certain of Bessie's tales, wherein 
figured a North-of-England spirit, called a "Gytrasfi''; 
which, in the form of horse, mule, or large dog, 
haunted solitary ways, and sometimes came upon 
belated travellers . . . (l,12)

The sudden appearance of the dog momentarily lends



substance to these imaginings, but immediately afterwards
they are dispelled by the sight of a human horseman.

\The remainder of this encounter - Rochester’s fall, the 
assistance proffered by Jane - is narrated without a 
hint of anything supernatural, and Jane is shown as 
being completely in control of the situation throughout. 
The initial hint of the uncanny would scarcely merit 
attention were it not that, once introduced by the 
narration, it is taken up by the characters in talking 
of the incident subsequently. The first reference to 
it occurs when Jane goes in to meet Rochester in the 
drawing-room at Thornfield. Says Rochester:

"When you came on me in Hay Lane last night, I 
thought unaccountably of fairy tales, and had half 
a mind to demand whether you had bewitched my horse." 
( . . . . . )
" . . .  you were waiting for your people when you sat 
on that stile?"

"For whom, sir?"
"For the men in green? it was a proper moonlight 

evening for them. Did I break one of your rings, 
that you spread that damned ice on the causeway?"

I shook my head. "The men in green all forsook 
England a hundred years ago," said I, speaking as 
seriously as he had done. . . .  (I,13)

Granted, this is largely banter, but it is in a strain 
which is continued by them to the end of the book, 
particularly when Rochester is speaking to Jane. When 
she saves him from being burnt to death in his bed,



practically his first words to her are
"In the name of all the elves in Christendom, is 
that Jane Eyre? . . .  ^
What have you done with me, witch, sorceress?” (1,15) 

At the moment of his proposal to her, he calls her "You 
strange - you almost unreal thing", and at the conclusion 
when she returns to her blinded former master, he almost 
refuses to believe that she is human:

"You mocking changeling - fairy-born and human-bredt"
(111, 11)'

At different times she is termed "spirit", "elf",
"fiend", "dream", "shade", "genius" - this list is not 
exhaustive, and at times Jane responds to Rochester in 
kind. The effect is to lend an air of the unreal to 
their relationship. When one of the principal characters 
sees a relationship in such terras, the reader tends to 
assent to it, at least partially. As a result the love 
of Jane and Rochester is placed on a special plane and 
becomes endowed with an almost fateful quality. Two 
possible reasons why Charlotte Bronte may have wished to 
achieve such an effect offer themselves. Firstly, 
conscious as she may have been of the likelihood of 
accusations of impropriety in her depiction of Jane*s 
relationship with her employer, she used this mildly 
ethereal aura to lessen the 6exual connotations; by 
emphasising the supernatural aspect the carnal is 
glossed over. This, however, is incidental. The whole 
tendency of Jane Eyre is towards a moment of explicit 
transcendental supematuralism, and its recognition as



such. The voice which Jane hears at the critical moment 
in St John’s wooing of her, is a cry from beyond nature. 
Jane herself, as is typical of her, denies the incident’s 
supernaturalism, as we have seen, with her murmur of 
"Down, superstition", and her claim that "it is the work 
of nature". At this stage the voice need he no more 
than the delusive product of an imagination under stress, 
an appropriate psychological phenomenon used to indicate 
Jane’s state of mind rather than to depict any reality, 
even a subjective one. But the concluding episode of 
the book reveals the voice to have been truly supernatural 
and it is recognized as such by Jane. Rochester tells 
how he had in fact uttered Jane’s name aloud at that time, 
and had seemed to receive an answer. Jane is at last 
forced to recant her first reaction to the voice, or at 
least radically to alter her understanding of "the work 
of nature":

The coincidence struck me as too awful and inexplicabl 
to be communicated or discussed. If I told anything, 
my tale would be such as must necessarily make a 
profound impression on the mind of my bearer; and 
that mind, yet from its sufferings too prone to 
gloom, needed not the deeper shade of the 
supernatural, (lll,il).

So it is that Jane, for all her sound sense and 
pla^n speaking, is revealed at the end as being under the 
sway of two forces, one interior and irrational, the 
other exterior but similarly irrational: love and the 
supernatural. In the love-talk of Rochester the two come 
close to being combined.



Although references to the supernatural bracket and 
underpin Jane's story, the element of terror is used 
for a much more confined section, hut also more  ̂
concentratedly. After the childhood ordeals of the 
red-room and of the encounter with Brocklehurst, fear 
does not really begin to become evident until the 
transition is made to Thornfield, With its slight air 
of menace, the remote and empty house is a typical 
environment for terror. On Jane's first tour of the 
house in the company of Mrs Fairfax, the existence of a 
strange presence in its upper regions is hinted at.
First there is a joking reference to the back apartments 
"If there were a ghost in Thornfield Hall, this would 
be its haunt" - and then soon after comes the "curious, 
distinct, formal, mirthless" laugh which Jane hears, 
and which she describes as "tragic" and "supernatural", 
Grace Poole's appearance in response to Mrs Fairfax's 
summons provides a natural explanation of the phenomenon 
but this is in accordance with the pattern already noted 
in the book, and also accords with the technique of the 
typical terror story; a first ripple of disturbance is 
dispelled almost immediately, but the explanation 
proffered is later revealed as not being the true one. 
The next forty pages are given over to Jane's first 
encounters with Rochester and with developing the darkly 
romantic side of his character. Then comes the second 
manifestation of the unknown tenant of the upper stories 
This time there is an advance on the earlier simple 
laugh. First Jane hears a low murmur, followed by the



sound of fingers brushing over her bedroom door, and a 
demoniac laugh. This gradation of disquieting sounds in 
the night ends with a gurgle and moan, and Jane’s thoughts 
turn of course to Grace Poole: "Is she possessed by a 
devil?". The infernal associations are reinforced when 
Jane gets up to investigate and notices a wreath^ of 
smoke and a strong smell of burning.

After Jane’s rescue of Rochester by the down-to-earth 
expedient of sousing his burning bed with the contents 
of water-jugs, the separate references to the supernatural 
and terror cross. Jane’s (and the reader’s) expectations 
of some supernatural agency behind the incident have 
been raised, but as before the affair is accounted for 
in a fairly straightforward manner - Grace Poole is once 
more held to be behind it all. But before this 
matter-of-fact explanation is given, P.ochester by his 
words transfers the supernatural qualities to Jane:

"In the name of all the elves in Christendom, is 
that Jane Eyre?" . . . .  "What have you done, 
witch, sorceress?"

While fabricating a rational explanation for a seemingly 
ghostly event, Rochester supematuralises the perfectly 
human emotions of gratitude of nascent love.

The third event involving Bertha Rochester is her 
attack on Mason. As in the two previous incidents, the 
first intimation of this is an aural one as Mason’s 
anguished cry rings through the sleeping house. The 
attack contributes to making the mysterious agent in the 
upper stories more substantial and more actively 
malevolent. In the earlier attack only the appurtenances



of Rochester’s bedroom were damaged, his person being 
menaced but unharmed, but the assault on Mason is driven 
home. As before, the earlier stages of the incident 
are glossed over in the narration, and it is not until 
the aftermath, when Jane is asked to sit with the injured 
man for the remainder of the night, that any hint of the 
supernatural or of terror is brought into play. It 
stems largely from the imaginings of Jane’s overwrought 
sensibility, and the environment is all too conducive 
to such thoughts. As in the red-room, Jane once more 
hears the key turn to lock her in, and although this 
time she is not alone, her ready obedience to Rochester’s 
injunction "No conversation" only isolates her farther; 
instead of providing solace, her companion becomes part 
of the disturbing situation in which she finds herself. 

Ilere then I was in the third story, fastened into 
one of its mystic cells; night around me, a pale and 
bloody spectacle under my eyes and hands; a murderess 
hardly separated from me by a single door. (ll,5)

The last excursion by Bertha Rochester from the 
top storey of the house is the first time on which Jane 
actually sees her. Hitherto she has been aware of her 
only through sound, and through the effects of her all 
too apparent malevolence. There is a further allusion 
back to Jane's time at Gateshead when her sight of the 
apparition is preceded by dreams of children. Bessie 
had said that to dream of children was a premonition of 
trouble, so here again Bessie's early influence on the 
young Jane contributes to the fear, as did her tales of



the Gytrash at the first meeting with Rochester. The 
transition from these dreams to waking reality finds 
Jane confronted by an even more frightening phenomenon: 
someone is in the room with her.

The gradation of effect in the arrangement of what 
is seen by Jane is carefully managed here. First, she

N
sees the light of a candle; then she hears a rustling 
sound; and finally she .sees the form of

. . .  a woman, tall and large, with thick and dark 
hair hanging long down her hack. I know not what 
dress she had on: it was white and straight; hut

• whether gown, sheet or shroud, I cannot tell. (ll,10)
\

Not until after this progressive awareness does Jane at 
last see the face, "fearful and ghastly".

Jane's waking here repeats that of her recovery after 
the episode in the red-room, and her account of this 
experience closes with a direct allusion to that first 
loss of consciousness:

......  for the second time in my life - only the
second time - I became insensible from terror. (ll,10) 

Although terror is the dominant effect in this 
section, it is not carried to the fullest possible extent. 
While Jane Eyre as a whole is remarkable for its general 
adherence to chronological order in its telling, the 
story of Bertha's incursion as exception. The reader 
shares with Rochester in.Jane's account of the episode 
on the following day. This gives token of her emerging 
from the experience, and throws the emphasis on what 
the visitant may signify for her than on what she actually



does. It avoids making the nocturnal visitation the 
climax of the terror-thread in the novel, as knowledge 
of its meaning is held over for future explanation.
This comes the next day in the interrupted wedding 
ceremony, and it is an explanation that proves to he 
even more distressing that the phenomenon itself. This 
is a frequent effect in ghost stories: Penzoldt terms 
it wthe double climax":

It does not consist of two apparitions, but of one, 
followed by the necessary explanation. Only the 
knowledge of what is behind a manifestation conveys 
the full horror of it.

At the beginning of Chapter XXV, before the date fixed 
for her marriage, Jane describes herself among the packed 
trunks in her room, about to affix the labels. She 
cannot bring herself to do so because of the name they 
bear - "Mrs Rochester! She did not exist". It is after 
this that Jane goes on to tell Rochester of her first 
sighting of the woman who is in fact Mrs Rochester, and 
with whom she has been sharing roof-space for some 
months. Bertha Rochester has practically all the 
characteristics of a ghost: malevolence, a tendency to 
make nocturnal irruptions of unpredictable frequency, . 
her resistance to comprehension, and the ambiguity of 
her status - as pointed out by Jane’s comments, she 
both exists and she does not.

The suggestion of the supernatural which surrounds 
Bertha is transferred to the succeeding scene in the 
church, even though she herself does not appear in it.
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Mason and the solicitor, who are there on her behalf, 
are twice associated with death in the course of their 
brief appearance: they are first noticed by Jane in the 
graveyard, wandering among the green grave-mounds, and 
later, inside the church, they take up their position 
nby the vault of the Rochesters, their backs towards us, 
viewing through the rails the old time-stained marble 
tomb" (Ch.XXVl). In the building where man solemnises 
those three compulsions - birth, marriage, and death - 
they are ominously proximate to the last. When the 
marriage ceremony is interrupted, Rochester tells the 
solicitor to produce a witness or to "go to hell", and 
to Mason he says "The devil is in it if you cannot answer 
distinctly". Such terms might be used by any man at a 
moment of stress, but the infernal and diabolic undertone 
is continued afterwards when the party goes to inspect 
Bertha; Rochester then describes Jane as "standing at 
the mouth of hell, looking collectedly at the gambols of 
a demon".

The unnaturalness of Bertha is thus maintained to 
the end of this section of the narrative. She has now 
done her worst, in that simply by her existence she 
prevents the marriage of Rochester and Jane. Bertha 
is now known for what she is, and the terror is dissipated. 
While Bertha’s function as an impediment to the marriage 
of Jane and Rochester is crucial to the plot of Jane 
Eyre, it is her quite separate role as the menacing, 
quasi-ghostly inhabitant of Thornfield that contributes 
most to the tone, atmosphere, and enduring impression



of the hook; there is no necessary relation between 
the two.

The terror is generated through the careful gradation 
of effect in her appearances to Jane. Penzoldt writes 

Many stories, especially the longer ones, contain a 
number of apparitions. In such cases the author 
usually seeks to make the last appearance of the 
spectre the climax of the story. Either the recognition 
of the supernatural as such is postponed until then 
or ’It' finally commits some deed of violence. The 
preceding manifestations cannot therefore be 
considered as a second, third, and fourth climax; 
they must be looked on as part of the exposition 
and as being nothing but a preparation for the 
finale."*

A feature seemingly unique to Jane Eyre is that each of 
Bertha’s apparitions is linked to the preceding one by 
the duplication of some motif or circumstance. The 
preternatural laugh that is the sole evidence of Bertha 
on the first occasion is repeated before the discovery 
of the fire in Rochester’s bedroom on the second. The 
dominant feature of this manifestation, however, is the 
physical violence offered to Rochester; violence is again 
to the fore on Bertha’s next foray - the attack on 
Mason. Mason’s comment on Bertha, "She sucked the 
blood: she said she’d drain my heart", contains a hint 
of vampirism which Jane takes up in recounting the 
nocturnal visit of Bertha to her room: she is reminded 
of "the foul German spectre - the Vampyre". This is



when Bertha tears the wedding-veil in two, a gesture 
which looks forward symbolically to Bertha's last 
intrusion, through her surrogates:• the disruption of 
the wedding ceremony. The linking provided by this 
"chain" (see diagram on this page) serves to provide a 
continuity for events which are quite remote from one 
another in the narrative; they are interrupted by the 
house-party at Thornfield, the visit to Gateshead, and 
the story of Jane's developing relationship with 
Rochester.
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JApart from Bertha and Jane, other characters in the 
novel take on supernatural associations; Brocklehurst 
as first seen by the ten-year-old Jane certainly has 
something of the inhuman in his make-up, and St John 
Rivers is at pains to envelope himself in spirituality. 
And as regards the principals, there are significant 
differences between the supematuralism attached to Jane 
and that to Bertha Mason, Jane is seen as other-than— 
human by her interlocutor, and practically all allusions 
to it are contained in dialogue, particularly with



Rochester. Bertha, however, is cast in the role of a 
ghost-figure by the narrative. The telling of the story 
is so managed as to foreground the apparent uncanniness 
of happenings at Thornfield, with a resultant built-in 
ambivalence. Jane and Rochester, who persistently see 
each other in supernatural terms, nevertheless remain . 
decidedly human; Bertha, in spite of Rochester’s persistent 
attempts to "de-supernaturalise" her by providing 
prosaic explanations of her actions, occupies the position 
of a ghost.

In one of the first conversations between Jane and 
Rochester the question of a morality is discussed:

"The human and fallible should not arrogate a 
power with which the divine and perfect alone can 
be safely entrusted."

"What power?"
"That of saying of any strange, unsanctioned 

line of action - ’Let it be right’." (1,14)
Jane here is talking about the competency to decide and 
fix a moral order, but her words might apply just as 
aptly to the manipulation of supernatural events in the 
book. The voice that brings Jane and Rochester together 
at the end, supernatural though it may be, does not 
terrify, because it is seen as proceeding from God as 
besought by Rochester, It is only when supernatural 
attributes are assumed by beings which are neither 
"divine" nor "perfect" (in short, which are not God) 
that they become terrifying. Such attributes are assumed 
by Bertha: she does not reveal herself completely to



human comprehension, she is essentially a creature of 
the night, she is disturbing in appearance, she is a 
persistent relic of a past act, haunting Rochester’s 
life, and she seems to materialise from nothing - for 
Jane she comes suddenly into being, fully grown. The 
principal difference between Bertha and a ghost proper 
is that she ceases to be terrifying once she is identified 
for what she is, although her power that of preventing 
Jane’s happiness - persists.

With the cessation of Bertha’s apparitions Jane’s 
story becomes simply a rite de passage: she has to 
undergo a number of; ordeals before achieving eventual 
emotional fulfilment at the conclusion. As Kathleen 
Tillotson says,

The master-influence of the decade is audible when
Jane asserts to Rochester, "We are born to strive
and to endure",^

The final ten chapters of Jane Eyre, after Jane has 
left Thornfield, focus particularly on endurance, with 
St John Rivers expounding the Christian attitude to 
suffering while Jane lives out the human reality. It 
is a theme which is hinted at very obliquely right at 
the outset of the novel in one of Bewick’s engravings.
Jane singles out that of "the quite solitary churchyard, 
with its inscribed headstone". The inscription is not 
given in Jane Eyre, but in fact it reads "Good times, 
bad times, and all times get over". At the end, the same 
note is struck as the novel is rounded off with St 
John’s last letter to Jane in which he "anticipated his



That the final sectionreward, his incorruptible crown", 
of the book is rather bleak in comparison to the impact 
made by the preceding section set at Thornfield is in 
great measure due to its being little more than a pageant 
of endurance, as homilectic in force as a churchyard 
inscription. But Bertha, consigned to a form of premature 
burial by her husband, emerges revenant-like from the 
grave to give dramatic substance to Jane’s confrontation 
with * suffering and feeling at Thornfield.

Villette '
With Lucy Snowe Charlotte Bronte returns to a single 

first-person narrator, a device that she had not used in 
Shirley. As with Jane Eyre, the treatment of Lucy in 
the opening chapters is such as to diminish her vis a 
vis the other characters. Jane .was shown as an unhappy 
and isolated child in inimical surroundings; Lucy’s 
passivity is demonstrated through the introduction of 
Polly, a younger child who immediately overshadows the 
narrator. The precocious six-year-old succeeds in 
attracting to herself the attention of the other characters 
and of the reader, and for the first three chapters Lucy 
is little more than an attendant. It is as if the book 
is to be Polly’s story, not Lucy’s, R.B. Martin comments 
on the unusual nature of this first section,

. . . .  which has frequently baffled readers who 
fail to see that its primary function is to
establish Lucy’s character, not those of Poljy and

7 •John . . .
IWhat is established, in fact, is the negative nature of



Lucy’s character at this stage. Her story does not, 
indeed can not, begin to be told until she has first 
emerged in her allotted role of passive protagonist.

Lucy’s story really begins when she takes up employment 
as companion to Miss Marchmont. Imprisonment was a 
recurrent motif in Jane Eyre; Lucy’s ordeal is one of 
solitude, a condition akin to imprisonment in that it 
too involves a cutting off from society. Having left 
Bretton, and subsequently lost her family - this much we 
are to infer obliquely from an extended metaphor of 
storm and shipwreck - Lucy states her own case;

There remained no possibility of help from others;
to myself alone could I look. (1,4)

The Miss Marchmont episode of Lucy's story is soon over, 
but it is of considerable structural importance. The 
opening of Jane Eyre prefigures subsequent events and 
situations in that book; here a similar characteristic 
is apparent, although the Miss Marchmont chapter is 
anticipatory not of the main body of Villette but of its 
ending. The old lady’s story of the death of her lover 
shortly before the wedding prefigures Lucy's loss of 
Paul Emanuel, and the banshee-voice of the wind is not 
heard again until Paul is drowned at sea. The sea-voyage 
and shipwreck metaphor by which Lucy makes known the 
break-up or death of her family also foreshadows Paul’s 
death, both in its imagery, which is realised in the 
final chapter, and in the obliquity of its narration, 
implying but not stating.

Apart from the banshee-motif which brackets Lucy's



story, there are two other elements of supernatural 
terror in Villette. The most striking of these is the 
figure of the nun, eventually revealed to he a disguise 
assumed by the amorous aristocrat De Hamal. The way is 
prepared for the apparition by the legend attached to 
the pensionnat, according to which

something had happened on this site which, rousing 
fear and inflicting horror, had left to the place 
the inheritance of a ghost story. A vague tale 
went of a black and white nun, sometimes, on some 
night or nights of the year, seen in some parts of 
the vicinage. (l,12).

Lucy dismisses the tradition as "romantic rubbish", but 
in spite of this condemnation Charlotte Bronte does not 
scruple to use the ghostly nun device for her own ends 
later on.

Although it communicates little of worth to the novel 
the figure is introduced with a careful attention to the 
gradation of effect. After the mention of the legend, 
there is one further reference to the nun before Lucy 
actually sees it. Obliged to learn a part for the school 
play, Lucy is locked into the attic. This imprisonment, 
reminiscent of Jane’s experiences, sets Lucy’s mind 
working in a disturbing but familiar strain:

Well was (the attic) known to be tenanted by rats, 
by black beetles, and by cockroaches - nay, rumour 
affirmed that the ghostly Nun of the garden had once 
been.seen here. A partial darkness.obscured one end, 
across which, as for deeper mystery, an old russet



curtain was drawn, by way of screen to a sombre 
band of winter cloaks, pendant each from its pin 
- like a malefactor from his gibbet. From among 
these cloaks, and behind that curtain, the nun was 
said to issue. (l,14)

Mystery, solitude, evil, violent death, - all are present 
or suggested, but on this occasion there is no apparition 
When it does eventually appear, it is here in the attic, 
and Lucy's first reaction is to flee downstairs from the 
immobile figure. On her return, accompanied by Madame 
Beck and others, there is no sign of what she has seen.

I was left secretly and sadly to wonder, in my own 
mind, whether that strange thing was of this world, 
or of a realm beyond the grave; or whether indeed it 
was only the child of malady, and I of that malady 
the prey. (11,22)

After this, with its suggestion of a physiological cause, 
there is one further brief manifestation in the attic - 
Lucy sees a light glow there for a moment, but does not 
have time to ponder on it - and the remainder of the 
nun's appearances occur in the garden.

The first of these takes place just after Lucy has 
been reflecting on the solitariness of her condition:
"If life be a war, it seemed my destiny to conduct it 
single-handed". Now, confronted by a "tall sable-robed, 
snowy-veiled woman", Lucy acts decisively:

I advanced one step. I stretched out my hand, for 
I meant to touch her. She seemed to recede. I 
drew nearer; her recession, still silent, became 
swift. (11,26)



On this occasion the nun is seen only, and remains 
unheard and intangible. However, Lucy’s vision is later 
corroborated during her Sunday evening talk with M. Paul. 
It is he who first alludes to the apparition, with the 
cryptic remark "I have seen other things". He does not 
explain further, but takes his cigar from his mouth and 
throws it

amongst the shrubs, where, for a moment, it lay 
glowing in the gloom.

"Look at it", said he: "is not that spark like 
an eye watching you and me?" (ill,31)

This has a double function. It refers back to the 
light Lucy saw briefly in the attic, which is ultimately 
revealed to have been De Hamal surprised in the act of 
smoking a cigar (almost as if the author is preparing 
for the Radcliffean explaining-away of the nun).
Further, the idea of a watching eye is thematically 
central to the novel).: Madame Beck watches Lucy, as does 
M. Paul from his room overlooking the garden. This 
constant observation is a reinforcement of Lucy’s 
passivity in the role of protagonist, emphasising her 
subordination to others in the pensionnat. (in the 
world of the Bretton’s and the De Bassompierre’s, Lucy 
herself becomes a spectator, but in a way that emphasises 
how she is uninvolved in their activities as she watches 
Dr John, Polly and Ginevra with a mixture of love and 
longing.) Lucy has already described the nun in the 
following terms:

She had no face - no features: all^ below her brow 
was masked with a white cloth; but she had eyes,



and viewed me.. (11,26)
For the greater part of the text the nun is established 
as a symbol of the surreptitious observation which 
oppresses Lucy, bxit with the explanation of the nun’s 
appearance it is ultimately apparent that on the contrary 
it was a disguise adopted to escape the observation of 
Lucy and the other school superintendents.

But whatever the symbolic function, the figure of 
the nun lapses into the ludicrous soon after Paul’s 
remark in the garden. He and Lucy hear a commotion in 
the tree over their heads which completely dissipates 
the hitherto sinister immateriality of the figure; 
ghosts do not need to climb trees. The conclusion to 
the chapter rather breaches the contract between author 
and reader, in depicting nature as controlling or • 
reflecting the activities of what is ultimately revealed 
as a foppish young man in fancy dress:

As she went, the wind rose sobbing; the rain poured 
wild and cold; the whole night seemed to feel her. 
( 11 1 , 3 1 )

„ There is the unveiling of the nun still to come,
but before dealing with that is is necessary to consider 
a more organically integrated feature of the novel:
Lucy’s errand to the house of Madame Walravens is also 
presented in terms of a supernatural experience, although 
in a lower key than the nun episodes. In this, an everyday 
experience is heightened, as opposed to the more explicit 
suggestion of the supernatural where the figure of the 
nun is concerned. All Charlotte Bronte’s ghost figures 
are female: Bertha, the nun,Madame Valravens, even the
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Banshee (literally "fairy woman", from the Irish hean 
sidhe); and each of them constitutes an obstacle to the 
protagonist *s emotional and sexual fulfilment.

Lucy's experience in the house of Madame Walravens 
compares with Pip's visit to Miss Havisham; in each the 
perception of the protagonist is placed under stress 
-"assaulted" would not he too strong a word - by 
disorientating impressions or agents.

Lucy finds herself alone in an unfamiliar environment, 
with the house of Madame Walravens marked off as a 
privileged or restricted area, cut off from the outside 
world. Admission is difficult until she finds her 
Virgil in the old priest, and once inside, due to the

v
gloom of the approaching storm and the coloured glass 
of the windows, she finds it hard to make out the details 
of her surroundings. A picture on the wall particularly 
engages her attention, and as she studies it the picture 
seems to disappear. A variant of that most firmly 
established commonplace of terror fiction, the picture 
which becomes animate, it disappears to reveal a staircase. 
Down the stairs come first a sound, then a shadow, and 
finally a substance. But even before giving a description 
of what is seen, Lucy begins to question its substantiality; 
and continues

Well might this old square be named the quarter of 
the Magii - well might the three towers overlooking 
it own for godfathers three mystic sages of a dead 
and dark art. Hoar enchantment here prevailed; a 
spell had opened for me elf-land - that cell-like 
room, that vanishing picture, that arch and passage,



and stair of stone, were all parts of a fairy-tale. 
(111,3*0

This rather lightweight faery supernaturalism soon gives 
way to something more sinister with the entrance of 
Madame Valravens. Grotesque, unexpected, of ill-defined 
shape and sex, the old woman possesses a number of 
disturbing aspects. Her entry into the room, through 
the wall rather than through the door as would be 
expected is suggestively ghostly, and contrasts with 
tree-climbing exertions of the nun (the supernatural 
figure revealed as human); The woman is not of normal 
human stature or form, and she seems to have outlived 
the normal human span:

Her face was large, set, not upon her shoulders, but 
before her breast; she seemed to have no neck; I 
should have said there were a hundred years in her 
features, and more perhaps in her eyes - her malign, 
unfriendly eyes with thick grey brows above, and 
livid lids all around. How severely they viewed me, 
with a sort of dull displeasure, (ill,34)

Once again Lucy finds herself under observation.
The unnatural status of the old lady is enhanced 

by the fact that at no time while she is present is she 
referred to by name in the narrative; instead she is 
"Cunegonde, the sorceress'*, "Malevola, the evil fairy", 
a "sullen Sidonia". As soon as the old woman leaves 
the weather is called into play, this time with more 
justification, as they key Lucy*s state.

The clouds, ruddy a while ago, had now, through all



their blackness, turned deadly pale, as if in terror. 
(111,34)

But this is the only mention of terror in the episode. 
Lucy, as befits the suggestion of emotional blankness 
in her surname, remains seemingly unmoved through it all; 
she is a medium for the action, utterly passive in that 
she describes what she perceives rather than her own 
reactions. At different times both Dr John and Ginevra 
have occasion to remark on her freedom from fear.

The climax of the scene^when the lightning and 
thunder break out, shows Lucy envisaging herself in a 
literary rather than a real-life situation, so isolated 
from the external world has she become, and so self- 
contained is the episode of her visit:

The tale of magic seemed to proceed with the due 
accompaniment of the elements. The wanderer, 
decoyed into the enchanted castle, beard rising, 
outside, the spell-wakened tempest, (ill,34)

While she is confined to the house by this weather,
Lucy has a conversation with the priest which reveals 
that "the picture which moved, fell away with the wrall 
and let in phantoms'* is of a young nun. So Lucy has 
now experienced two apparitions: one of a nun, the other 
of an old woman appearing from behind the portrait of a 
nun. And just as there is a legend attached to the nun 
at the nensionnat, Lucy now hears the story relating to 
the nun in the picture.

As these points of correspondence suggest, the two 
apparitions seem to be about to converge and coincide in



the episode which has the drugged Lucy wandering through 
the night-time festivities of Villette. It is an unusual 
variation of the powerless imagination motif. Stimulated 
hy the drug, Lucy’s mind is hypersensitive; although not 
physically imprisoned, she is isolated as, alone in the 
crowded streets, she sees her friends the Brettons hut 
is unable to talk to them. At length she comes face to 
face with the grotesque group from the Rue des Mages: 
Madame Walravens, Pere Silas and others in the company 
of Madame Beck. Again, the old lady is described in 
ambivalent terms: she is cadaverous and witch-like, 
although Lucy hastens to assure.us that wshe was indeed 
no corpse or ghost, but a harsh and hardy old woman”.
For once Lucy finds herself in the role of observer of 
Madame Beck and her associates rather than vice versa, 
and at the end of the chapter is able to describe her 
feelings:

The sight of them thus assembled did me good. I 
cannot say that I felt wreak before them or abashed 
or dismayed, (ill,38)

But by the opening of the following chapter, immediately 
afterwards, she rather retracts on this and puts Lucy 
once more in a subordinate position:

Fascinated as by a basilisk with three heads, I 
could not leave this clique: the ground near them 
seemed to hold my feet, (ill,39)

And then it seems that Justine Marie, the dead nun of the 
portrait, is about to appear. The effect of the 
expectation on Lucy’s mind is dramatic.



I called up to memory the pictured nun on the panel; 
present to my mind was the sad love-story; I saw in 
though the vision of the garret, the apparition of 
the alley, the strange birth of the berceau: I 
underwent a presentiment of discovery, a strong 
conviction of coming disclosure. Ah! when imagination 
once runs riot where do we stop? What winter tree 
so hare and branchless - what way-side, hedge-munching 
animal so humble, that Fancy, a passing cloud, and a 
struggling moonbeam, will not clothe it in 
spirituality, and make of it a phantom? (ill,39)

Under the influence of Madame Walravens, not that of the 
figure in the garden, Lucy is at last brought to the 
point of a belief in the autonomous existence of ghosts.
As is also, perhaps, the reader.

There are many masks in the park tonight, and as the 
hour wears late, so stange a feeling of revelry and 
mystery begins to spread abroad, that scarce would 
you discredit me, reader, were I to say that she is 
like the nun of the attic, that she wears black 
skirts and white head-clothes, that she looks the 
resurrection of the flesh, that she is a risen ghost.

All falsities - All figments! We will not deal 
in this gear. Let us be honest, and cut, as 
heretofore, from the homely web of truth, (ill,39)

But the narrator has been dealing in precisely that 
gear, and is not quite finished doing so yet, however 
guileless her protestations. It is no more than the 
particular piece of fantasy about Justine-Marie, spun 
around the coincidence of a name, which has been exploded.
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The mystery of the nun at the pensionnat, and the sinister 
power of Madame Walravens, still remain.

Lucy has consistently attempted to deny ghostly 
status to the nun-figure of the garden. Even at the 
conclusion of the Justine-Marie incident she makes a 
careful differentiation:

So much for Justine-Marie; so much for ghosts and 
mystery; not that this last was solved - this girl 
is certainly not my nun.

The nun is mysterious hut not ghostly, maintains Lucy.
This defiant distinction breaks down when Lucy returns 
to find the figure in her bed:

I saw stretched on my bed the old phantom - the 
NUN.

This final apparition takes place in a dormitory of 
sleeping girls, but even in this confrontation Lucy does

r

not have the reinforcement of companions. She does not, 
or, can not,, call out. Impelled to approach it rather 
than flee, she discovers the practical joke. At this 
moment the correspondence between the spectral nun and 
Justine-Marie is made explicit, as the imagery from 
Cervantes which disposed of the one also disposes of the 
other.

Here again - behold the branchless tree, the 
unstabled Rosinante; the film of cloud, the flicker 
of moonlight, (ill,39)

Lucy's imagination, as the transforming agency 
and medium, is central to Villette. As early as the 
second chapter, speaking of the child Polly, Lucy, in



the space of a sentence, proceeds from an assertion of 
her own perceptual reliability to a minor hut significant 
piece of subjective supernaturalisation in the last 
word.

I, Lucy Snowe, plead guiltless of that curse, an 
overheated and discursive imagination; but whenever, 
opening a room door, I found her seated in a corner 
alone, her head in her pigmy hand, that room seemed 
to me inhabited, not haunted.

On a later occasion, as she recovers consciousness at 
La Terrasse after fainting in the street, Lucy admits 
that she has got into a "ghost-seeing" state:

I should have understood what we call a ghost, as 
well as I did the commonest object: which is another 
way of intimating that all my eye rested on struck 
it as spectral. (ll,l6)

This last sentence does not give two ways of merely 
saying the same thing. To understand a ghost means to 
accept it, to assign it a place in an ordered universe; 
this is not the equivalent to investing everyday objects 
with ghostliness. Dr John is ready to ascribe Lucy’s 
condition to a disordered nervous system, beyond the 
range of his art which "just looks in and sees a chamber 
of torture". His advice to her is to avoid solitude. 
Later, after the apparition in the attic, Dr John gives 
his own opinion of Lucy’s imagination:

I know you are not, nor ever were, subject to 
material terrors, fears of robbers, etc. - I am 
not so sure that a visitation, bearing a spectral



character, would not shake your very mind. (11,22) 
And afterwards he is even more precoise: nI think It 
is a case of spectral illusion: I fear following on from 
long continued mental conflict". Thus Dr John directly 
contradicts Lucy’s own assessment of her imaginative 
tendencies. She is liable to experience delusions. In 
this particular instance he is wrong - Lucy has seen a 
figure that has an independent external existence - but 
his statement is more a general judgement on her 
character, based on long knowledge, and as such carries

s r

considerable weight.
So, in spite of her early disclaimers Lucy must be 

seen as a protagonist as susceptible to suggestion as 
Jane Eyre, and as isolated. Her solitude takes various 
forms - she is in a foreign country, for the most part 
friendless and left to fend for herself. On occasions 
her condition is intensified: her night-time arrival in 
Villette, the visit to the confessional, the long 
vacation, and the drugged night of the festival.

Loneliness is Lucy’s destiny in the final pages of 
Villette. but the reader is implicated in the text in a 
radical manner. The last suggestion of the supernatural 
in the book is the banshee voice of the" wind which, in 
spite of all the denials of the supernatural and the 
unveilings the pseudo-supernatural which have preceded 
it, is endowed with an unusual mediating status. The 
knowledge that Paul Emanuel was among the many who 
perished in the storm at sea is intimated to the reader 
by the banshee that keens around Lucy; the text is no



more explicit than this. In accepting that Paul is dead, 
not only is Lucy shown as susceptible to the supernatural 
but, the reader in an acute instance of his identification 
with the protagonist, bases his interpretation of the 
work upon it.

\

Conclusion
The supernatural reference in Charlotte Bronte's 

novels does c o n t a i n  a h  element of g r atuitous ornamentation, 

p a r t i c u l a r l y  w i t h  reg a r d  to the n u n - f i g u r e  in V i l l e t t e . 

but for the m ost part it contributes to enh a n c i n g  the 

felt exper i e n c e  of the heroines. As Robert H e i l m a n  has^ 

w r i t t e n  of Jane E y r e , the book gives

dramatic form to impulses a n d  feelings which, beca u s e  

of t h e i r  d e p t h , o r  m y s t e r i o u s n e s s  o r  i n t e n s i t y  o r  

ambiquity, o r  of t h e i r  i g n oring o r  tra n s c e n d i n g  

e v e r y d a y  norms of propriety, i n c rease w o n d e r f u l l y
Q

the r e a l i t y  of the novel.

These impulses a n d  feelings c h a r a c t e r i s e  w h a t  H e i l m a n  

terms the "new Gothic" m o d e  of Cha r l o t t e  Bronte; it is a 

label w h i c h  claims a n  a f f i n i t y  b e t w e e n  Jane Eyre a n d  V i l l e t t e  

o n  the one hand, a n d  the R a d c l i f f e a n  school on the other, 

w h i l e  the epithet admits that there is a n  u n d e n i a b l e  

d i fference b e t w e e n  the "old" a n d  the "new". A n o t h e r  

commentator, M a r g o t  Peters, has a r g u e d  that Jane E y r e 's 

a l l - p r e v a d i n g  legal langu a g e  . . . .  considerably 

w e a k e n s  the claim that Charlotte B r o n t e ' s  novel is 

a w i l d  tale of romance p l a y e d  out in a n e v e r - n e v e r
q

l a n d  of w i c k e d  step-mothers a n d  Gothic dungeons.

W h e t h e r  o r  not Jane Eyre has b e e n  d e s c r i b e d  in s u c h  w o r d s



b y  anyone o t h e r  than Ma r g o t  Peters, she is tilt i n g  at 

windmills. There are no dungeons in the novel, a n d  there 

are no Gothic buildings, o n l y  the b i g  houses w h i c h  w e r e  

a natural part o f  the n i n e t e e n t h - c e n t u r y  social structure. 

There are no step-mothers either, un l e s s  one counts Jane 

h e r s e l f  at the c l o s e  b y  h e r  m a r r i a g e  to Rochester; an d  

he, a l t h o u g h  a darkly romantic figure for m u c h  of the 

novel, is u l t i m a t e l y  drawn into domesticity. The values 

of domestic sta b i l i t y  provide .the n orms against /which 

the act i o n  o f  b o t h  Jane Eyre a n d  V i l l e t t e  unfold, an d  

the goals towards w h i c h  Jane a n d  L u c y  aspire. It is this 

turning a way from the exotic w h i c h  distinguishes 

C h arlotte Bronte's w o r k  from the Gothic.



C H A P T E R  N I N E

J O S E P H  S H E R I D A N  L E  P A N Ü

The work of Joseph Sheridan Le Fanu includes novels, 
novellas, short stories and poems, as well as journalism 
for the Dublin University Magazine. His use of the 
explicitly supernatural is limited to his shorter works, 
some examples of which were examined in Part I. Although 
a master of the ghost story, in his novels Le Fanu 
limits his use of the supernatural to referential status. 
Even in Uncle Silas, the sole motivating force of which 
is the exposure of its protagonist to fear, the story 
is narrated in strictly materialist terms although most 

' of the characters are followers of Swedenborg's 
transcendental teaching.

Uncle Silas
Uncle Silas (1864) is the story of Maud Ruthyn's 

experiences in late adolescence; according to the wish 
expressed in her father's will, she is to go and live 
as the ward of her father's brother, Silas, until the 
time she attains her majority and comes into the estate 
left by her father. Maud has never yet met Silas who, 
in the course of a profligate youth, became suspected 
of the murder of a gaming adversary and ever since has



lived as a recluse at Bartram-Haugh. The intention
behind Austin Ruthyn's stipulation is partly a
posthumous gesture of reconciliation with his brother,
partly a demonstration of his trust in Silas - who
stands to inherit should Maud die before marrying. On
arrival at her uncle's house, Maud finds Silas aged,
sick, addicted to laudanum, a memorable mix of
sanctimonious hypocrisy and sudden malevolence. Silas
at first hopes to marry Maud off to his unprepossessing
son, Dudley, hut when it emerges that Dudley has already
married in secret, Silas decides to kill her, using ^
the same "sealed room" device that he had employed in
killing his crony years before. The elaborate preparation
for the murder, and Maud's escape, form the climax of
the novel.

As in "Green Tea% Swedenborgianism contributes no 
little part to the atmosphere of Uncle Silas. The 
outmoded beliefs of the Swedish illuminatus offer the 
possibility of an added spiritual dimension to the 
notably remote and restricted social environment of the 
novel, Maud Ruthyn, the heroine and narrator, is 
surrounded by those associated with it«— her painfully

V

remote father, and both her eventual antagonist, Silas, 
and her friend Dr Bryerly wwhile Swedenborgian concepts 
are foregrounded at certain moments of the novel. For 
instance, when Bryerly visits the corpse of Maud's 
father he delivers a homily on the omnipresence of 
spirits. Later, at a meeting at Bartram-Haugh, when 
Maud is beginning to be aware of the eccentricities of 
her uncle, she finds De Bryerly glancing through a book
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taken from the library shelves: it is Swedenborg's 
Heaven and Hell. Maud herself is not presented as a 
Swedenborgian except in the very final paragraph which 
presents Maud as the retrospective narrator rather than 
as the protagonist of years before.

The world is a parable - the habitation of symbols 
- the phantoms of spiritual things immortal shown 
in material shape. May the blessed second-sight 
be mine - to recognize under these beautiful forma 
of earth the ANGELS who wear them; for I am sure 
we may walk with them if we will, and hear them 
speak!*

The earnestness of Maud here is oddly out of key with 
her conduct in the preceding narrative; in fact, the 
coda tells us more about how to read the book than it 
does about Maud's beliefs and character. The world of 
the book, with its very strong and simple storyline, 
may be a parable and symbolic to a degree that is not 
approached by any of the other works considered in Part 
II; certainly the spiritual universe of Swedenborgianism, 
with its hierarchical distribution of angels, informs 
.the topographical structure of Uncle Silas. The passage 
from Heaven and Hell points out that evil spirits 
congregate together, separate from the goodj..and there 
is an earthly correspondence to this in the location of 
Bartram-Haugh, which holds Silas, Dudley, Wyat the 
servant, Madame de la Rougierre, and Dickon. On the 
other hand, Silas* daughter Milly is redeemed from this 
society through her contact with Elverston, the home of 
Lady Knollys. Bryerly's text can be taken as an embedded 
instruction on how to read Maud's story, indicating not



just the sinister tendencies of the characters gathered 
around Maud at Bartram-Haugh hut also, in linking them

A
with beings of a supernatural order, the enhancement of 
their status. The human is constantly moving towards 
the ghostly, so that the ontological security of Maud*s 
world is threatened by the challenging transcendentalism 
of Swedenborg and by the evil of her uncle.

With Silas in the role of the supernatural agent 
opposed to the protagonist Maud, the form of the narrative 
is decided. Just as the apparition of the ghost in the 
ghost story proper is held over for as long as possible, 
so is the introduction of Silas delayed until nearly 
half-way through the book - a remarkable delay considering 
that he is, as the title indicates, the dominant character 
throughout. Although he is not present in the earlier 
part of the novel he is kept in the foreground in several 
ways: letters arrive from him, the story of his past is 
told by Lady Knollys, and in particular his portraits 
impinge strikingly on Maud*s consciousness. There are 
two of these: the large full-length one, and the miniature 
oval of Silas as a boy aged eight which she has had in 
her bedroom without knowing whom it represented. The 
representations ensure that Silas is present incorporeally, 
and the ambivalence of his status is succinctly caught 
when Lady Knollys, gazing down at the miniature of Silas, 
is described commenting

"A very singular face" - - - as one might who was
looking down into a coffin.

The divisions between life and death, and between the 
corporeal and the spiritual, are constantly being tested



in Uncle Silas,
Le Fanu also introduces a subsidiary character who 

acts as surrogate for Silas in the first part of the 
novel. Although Madame de la Rougierre is a subsidiary 
character, her individuality is in no way diminished, 
and at her entrance into Maud*s world is associated with 
death. As the central consciousness of the text, 
everything outside her direct experience tends towards 
otherworldliness, and the tomb of her mother in the 
grounds of the estate serves as a concrete reminder of 
death. It also serves as topic for a Swedenborgian 
exposition by Bryerly, after which Maud sits musing.

Leaning on my hand, I was now looking upon that 
solemn wood, white and shadowy in the moonlight, 
where, for a long time after that ramble with the 
visionary, I fancied the gate of death, hidden only 
by a strange glamour, and the dazzling land of 
ghosts, were situate; and I suppose these early 
associations gave to my reverie about my father»s 
coming visitor a wilder and a sadder tinge. (Ch.IV).

The "visitor" of whom her father has spoken thus obliquely 
is his coming death, as it turns out, but Maud realises 
this only in retrospect. Instead, her melancholy reverie 
is interrupted by an all too real apparitions

On a sudden, on the grass before me, stood an odd 
figure - a very tall woman in grey draperies, nearly 
white under the moon, curtsying extraordinarily low, 
and rather fantastically. (Ch.IV)

When this woman begins to speak her words remain indistinct 
because of the intervening window-pane^ we get a grotesque



parody of the Swedenborgian belief in privileged 
mystical communication with the spirit world.

Subsequently the governess continues in the role of 
a ghost. Soon after her arrival in the household the 
stories of the family ghosts are reactivated by her, 
when she complains of being disturbed by nighttime 
footsteps, rustling of silk, and the sounds of breathing 
in the corridor - sounds which Maud hers^/Sf hears soon 
afterwards. It is all a ruse to cover Madame*s own
nocturnal prowling, and her surreptitious entry into>
Austin Ruthyn's study thirteen chapters later is described 
in just these auditory terms:

I had been wakened, I suppose, by a sound which I 
now distinctly heard, to my great terror, approaching. 
There was a rustling; there was a breathing, I 
heard a creaking upon the plank that always creaked 
when walked upon in the passage. (Ch.XVIIl)

The incident casts Madame as a ghost or hallucination 
seen by Maud, and the terms in which she is evoked reproduce 
textually the anachronistic qualities of a ghost: just 
as a revenant manifests itself as an element of the past 
asserting itself in the present, so in the linear progress 
of the text a motif and its associated vocabulary from 
an earlier point recur at a later stage of the book.

As a consequence of having been discovered searching 
through her employer’s desk, Madame de la Rougierre is 
dismissed from Knowl. As far as the motivating progress 
of the text is concerned she has served her purpose in 
initiating the supernatural terror that is to surround 
Maud. The next event is the sudden death of her father -



the arrival of the mysterious visitor pondered upon by 
Maud at the moment of Madame*s arrival. The equivalence 
hinted at the.'» is maintained, as the death of Ruthyn 
midway through the narrative foreshadows that of the 
Frenchwoman at the end. Alternative attitudes to death 
are proffered elsewhere in the novel: in the walk by the 
mausoleum it is a subject for melancholy but not 
uninspiring reflection, in the manner of eighteenth-century 
sensibility. For Bryerly it is a relatively unimportant 
threshold marking a definite accession to the spiritual 
world. But Maud is denied the support of a structured 
sensibility or a transcendental philosophy: her father*s 
death is the occasion of a sense experience, mediated to 
her through sound:

. . .  I was roused in an instant by a dreadful crash 
and a piercing scream from Mrs Rusk. Scream followed 
scream, wilder and more terror stricken. (Ch.XX)

To this cacophony of sound are added Maud’s own shrieks 
and jangling call-bells from her father's room. There 
is an emphasis on the corporeality of the dead man, who 
has fallen across the inside of the door, preventing its 
being opened without sustained pushing by the servants.
The later attack, when Madame de la Rougierre is killed 
in error for Maud, is similarly conveyed through sound, 
with Maud present as witness or sense recorder. This 
scene begins with the scrupulously conveyed sounds as 
Dudley prepares to enter the room through the trick 
window: "a very peculiar grating sound", with "something 
of the character of sawing, only more crunching, and with 
a faint continued rumble in it" (Ch.LXIV). Then comes



the actual killing, worth quoting at length for its 
modulation of the auditory „ ‘range:

Madame was breathing in the deep respiration of 
heavy sleep. Suddenly but softly he laid, as it 
seemed to me, his left hand over her face, and 
nearly at the same instant there came a scrunching 
blow; an unnatural shriek, beginning small and 
swelling for two or three seconds into a yell such 
as are imagined in haunted houses, accompanied by a 
convulsive sound, as of the motion of running, and 
the arms drumming on the bed; and then another 
blow - and with a horrid gasp he recoiled a step or 
two, and stood perfectly still, I heard a horrible 
tremor quivering through the joints and curtains of 
the bedstead - the convulsions of the murdered 
woman. It was a dreadful sound, like the shaking of 
a tree and rustling of leaves. Then once more he 
stepped to the side of the bed, and I heard another 
of those horrible blows - and silence - and another 
- and more silence - and the diabolical surgery was 
ended. For a few seconds, I think, I was on the 
point of fainting; but a gentle stir outside the 
door, close to my ear, startled me, and proved that 
there had been a watcher posted outside. There was 
a little tapping at the door. (Ch.LXIV)

At the crisis of her experience Maud is reduced to the
~~v

one acute sense of hearing, and the effective terror of 
the moment derives not so much from the intrinsic 
awfulness of the event as from the impression it makes 
on the concealed witness who is supposed the victim.



Here is one device which solves the problem of Mudford's
"Person f"The Iron Shroud”; a f irst^narrator is able to describe 

her own murder and survive. Maud is a type of the 
sensitive corpse.

Hardly is her father buried and his will read than 
Maud moves into the territory of Silas. On the human 
and mimetic level of the story he is portrayed as a 
discontented recluse; on the supernatural and suggestive 
level he is a ghost, with Bartram-Haugh, outside which 
he is never seen, as his particular haunt. Before 
leaving, she hears from Lady Knollys the story of 
Silas' disgrace as a gambler in his youth, told against 
the background of a fierce storm (which is rendered 
aurally).

And so it was like the yelling of phantom hounds 
and hunters, and the thunder of their coursers in 
the air - a furious, grand, and supernatural music, 
which in my fancy made a suitable accompaniment to 
the discussion of that enigmatical person - martyr 
- angel - demon - Uncle Silas - with whom my fate 
was now so strangely linked, and whom I had begun 
to fear. (Ch.XXVl)

This paragraph, keying in the story of Silas at its 
outset, marshals the constituents of Maud's experience. 
The enveloping condition is composed of the metaphorical 
phantoms and supernatural music, while in the foreground 
is the figure of Uncle Silas whose enigmatical nature 
is caught in the successive emendations: "person - 
martyr — angel - demon — Uncle". At the centre of all 
this is Maud's perception or "fancy", and the ultimate



state towards which the text moves is there in the last 
word: "fear".

Maud’s own progress is towards Bartram-Haugh and her 
Uncle Silas. The sixty-mile journey from her parental 
home to her uncle’s is given in detail, for it is a 
signal that Maud is moving into an alien and unknown 
environment - compare Pip’s first visit to Satis House. 
That it is a journey into danger is emphasised hy the 
encounter with the gypsy fortune-teller who foresees /2trouble for Maud, and sells her a charmed pin . Thus 
equipped, Maud arrives by moonlight at Bartram-Haugh 
with its "forlorn character of desertion and decay".

Even at the moment of her arrival Maud’s 
subordination to the unseen character who has dominated 
her since childhood is stressed by the fact that it is 
she who has to go to meet him; he does not come to the 
door to greet her. This detail is a significant 
refinement on the earlier short story version of Uncle 
Silas. "A Passage in the Secret History of an Irish

• * 5  .Countess" , at the equivalent point in which Uncle 
Arthur comes forward to meet Lady Margaret. Maud's 
confrontation with Silas marks the real start of the 
second part of the story. Seen for the first time in 
the flesh, Silas still seems to have stepped from the 
frame of a portrait:

. . . .  the light which fell strongly upon his face 
and figure . . . . exhibited him with the forcible 
and strange relief of a finely painted Dutch portrait 
For some time I saw nothing but him.

A face like marble, with a fearful monumental



look, and for an old man, singularly vivid strange 
eyes, the singularity of which rather grew upon me 
as I.looked; for his eyebrows were still black, 
though his hair descended from his temples in long 
locks of the purest silver and fine as silk, nearly 
to his shoulders.

He rose, tall and slight, a little stooped, all 
in black, with an ample black velvet tunic, which 
was rather a gown than a coat, with loose sleeves, 
showing his snowy shirt some way up the arm, and a 
pair of wrist buttons, then quite out of fashion, 
which glimmered aristocratically with diamonds.

I know I can*t convey in words an idea of this 
apparition, drawn as it seemed in black and white 
. . . .  (Ch.XXXIl)

This then is the Silas who is to prey on Maud for the 
remainder of the novel; she sees him as an apparition, 
venerable, bloodless, fiery-eyed.

It sometimes seemed as if the curtain opened, and I 
had seen a ghost.

I had seen him, but he was still an enigma and 
a marvel. The living face did not expound the past, 
any more than the portrait portended the future. 
(XXXII)

The delay before the eventual attempt on Maud’s life, 
prolonged by the attempt to foist on her a marriage to 
her cousin Dudley and by the exchanges with Lady Knollys, 
ensures that knowledge of Silas comes gradually. In 
his demeanour he is very like a ghost, appearing to 
Maud intermittently and generally at night. Because of



his age and infirm health he seems to hover between life 
and death, belonging fully to neither. This state is 
enhanced by his recourse to laudanum. Although De 
Quincey's Opium Eater is one of the books mentioned by

■sname, the drug is employed here not for its disorganisation 
of the senses of the narrator-protagonist, but for the 
disconcerting effects it has on the behaviour of one 
person towards another.

Debilitated as he is, yet at the same time posing a 
threat to the well-being of Maud, Silas Tis a type of 
character that recurs in various forms throughout the 
novels considered in this study, and which we have already 
encountered archetypally in Bertha Mason - nocturnal, 
intermittently irrational, and functioning as a rival 
or antagonist to the central character of the story.
Mme Walravens and Miss Havisham are other versions, 
seen by the narrating consciousness as unpredictable and 
sinister, embodying intangible forces which surround or 
oppose the protagonist. The type is discernible in a 
daylight and more restrained existence: Laura's uncle Mr 
Fairlie, in The Woman in White, is a pallid hypochondriac 
whose very inertia exposes her to acute danger. In 
George Eliot's Felix Holt, Mr Transóme, the debilitated 
father of an imbecile son, is a peripheral but constant 
reminder to his wife of the fragility of the lives she 
and Harold and Jermyn have constructed for themselves; 
a genetic and human failure, his very existence threatens 
them. The final refinement of this type is Mr Casaubon, 
and in the series as >e have traced it the demon becomes 
a familiar: Bertha Mason and Casaubon are each first



marriage partners to principals in their respective 
stories, hut the relationship in the case of the former 
belongs more to the secret and unvisited areas of the 
house.

Uncle Silas, actively malevolent, exists as a function 
of Maud’s vulnerability, a vulnerability which springs 
both from her susceptibility to adolescent romanticising 
before his portrait and actual subordination to him in 
his presence. Indeed, Maud’s passivity at times approache 
inertia; her one gesture of defiance of Silas abolishes 
him and ends the novel, a contrast to Jane Eyre’s act 
of defiance which sets her story in train. Maud is much 
more of a medium than Jane, transmitting rather than 
reacting to the stimuli by which she is affected. Apart 
from the fact that she is the first-person narrator, the 
only reason why Maud is not overwhelmed by Silas is that 
the latter is defined by absences: as a portrait, in 
which his self is absent; as a corpse, in which life is 
absent, and as a ghost, in which the body is absent.
Maud, a passive protagonist who loses the structure of 
her family home, finds herself in a world of vacancy, 
sensing but not making sense of events. Her whole 
experience is a flirtation with nihilism, redeemed only 
by the transcendental Swedenborgianism of the last 
paragraph.

Wylder*s Hand
Le Fanu’s use of a character intermediate between 

life and death occurs also in The House By The Churchyard



(1863) and Wider*s Hand (186k). In his short stories 
and novellas, such as The Watcher and Carmilla.it 
generally takes the form of a literal ghost or vampire, 
but in the novels it occurs as a motif used more 
obliquely. The House By The Churchyard, in some respects 
li Le Fanu's most ambitious novel because of the scale 
that it encompasses, is started by the inadvertent 
disinterment of the damaged skull of Sturlc. This 
incident is little more than the trigger for the story; 
later, the lengthy deathbed of the unconscious Sturk, 
and his trepanning which gives him back the power of 
speech momentarily in order to name his killer, form the 
central statement of the motif. In Wylder1s Hand there 
is again a thrusting out from the grave, this time as a 
climactic revelation of the mystery. Wvlder's Hand

. m ~  i u

concerns the murder of Mark Wylder by Stanley Lake, and 
his subsequent concealment of the crime by his arranging 
to have letters purporting to come from Wylder posted 
from various addresses. The discovery of Wylder's body, 
obviously dead for some considerable time, raises a 
conflict between two sets of observed facts: his apparent 
actions are belied by his death.

Wylder*s Hand differs markedly from Uncle Silas in 
that there is no central narrator-protagonist being 
menaced by external circumstances or by perceptual 
disorientation. The focus of interest in the story is 
thrown on the elucidation of the mystery rather than on 
the bewilderment or tensions it may cause in any one 
individual. Although the narrator is very much on the



periphery of events, he introduces the idea of 
concealment or distortion of reality in the very first 
paragraphs of the novel, with speculations on his own 
state of "semi-nareotic excitement", his "strange sense 
of unreality", and the "false notions of our value" 
inculcated in childhood. The first character mentioned 
(only incidentally) is spoken of as a phantom. He then 
goes on to describe the arrival of the letter which 
brings about his involvement with Wylder in a metaphor 
whose terms reproduce those of the archetypal entry into 
haunted house:

and now, remembering how the breaking of 
that seal resembled, in my life, the breaking open 
of a portal through which I entered a labyrinth, or 
rather a catacomb, where for many days I groped and 
stumbled, looking for light, and was, in a manner, 
lost, hearing strange sounds, witnessing 
imperfectly strange sights, and, at last, arriving
at a dreadful chamber - a sad sort of superstition

u . .Lsteals over me. (Ch.I)
This metaphor conveys the nature of the experience to 
be encompassed by the text rather than the progress of 
the narrator or protagonist. The status of De Cresseron, 
the narrator, is indeterminate in that he slips out of 
the narrative a third of the way through, leaving the 
rest to be told omnisciently until his reappearance 
at the climax. The change between involved and 
omniscient narrator is not used for ironic distancing, 
as it is,for instance, in Bleak House. The self-effacing



protagonist in Uncle Silas and in the supernatural terror
story generally is diffident in order to mediate and■ \
actualise events. De Cresseron in Wvlder*s Hand merely 
records, and as a result it is left to the arrangement 
of events, and their relation one to another, rather than 
to his consciousness, to define the story. Most 
obviously, the oriental ring bearing the family motto 
nResurgamn - also the epitaph on Helen Burns* grave, 
incidentally - is twice mentioned in the early pages as 
a hermeneutic pointer to the later literal resurgence 
of Wylder’s dead body, its decomposing hand pointing 
upwards out of the earth to accuse its murderer, still 
displaying the ring on its blackened finger. The larger 
closural pattern here is obviously akin to that of the 
vengeance-seeking spirit.

As a complement to the grim physicality of the 
resurgent decomposing body of Wylder, there are repeated 
suggestions of the ghostly as the narrator is disturbed 
by the visits of an incoherent but oracular mutterer.
A version of the debilitated figure whose characteristics 
were noticed above in connection with Uncle Silas, the 
self-proclaimed L o m e  has taken the name of an ancestor 
to whose portrait he bears a close resemblance, but is 
actually one Julian, a madman who, under the terms of a 
will, has a right to be kept in the house/ Fear of 
ridicule keeps De Cresseron silent about what he has 
seen, thus perpetuating his isolation as a witness of 
the apparently supernatural. Although De Cresseron is 
only present intermittently in ¥ylder*s Hand. Lorne*s



appearances in his ghost role are confined to those 
parts in which De Cresseron is present as witness. As 
a result Lom e  as a type-figure is defined not just hy 
his traits hut hy his relation to the first-person 
narrator.

Just prior to L o m e ’s first appearance, the narrator 
twice describes himself in terms that place him in the 
specific situation of a supernatural terror story 
protagonist:

I began to feel very like a gentleman in a ghost
stoxy, watching experimentally in a haunted chamber.
(Ch.Xl)

and
I was growing uncomfortably like one of Mrs Ann
Radcliffe's heroes - a nervous race of demigods.
(Ch.XII)

As a result, when Lo m e  does appear soon afterwards he 
appears to a narrator already conditioned by his own 
narrative, and the peculiar fear of the situation arises 
from De Cresseron’s sense of himself as a fictional 
character. Rather than the situation and mode of the 
fiction dictating the form of the narrative, the reverse 
is the case.

L o m e ’s function in the story arises from the 
eventual fulfilment of his enigmatic pronouncements.
By his sudden irruption into the path of Lake’s horse, 
when he is described as "an apparition”, he brings about 
the resolution of the mystery surrounding Vylder’s 
disappearance. Thereafter L o m e  is absent from the



text and is heard of no more. There is an obvious 
convergence of the predictive motto "resurgam" and the 
prophesying of Lome, which meet at this point in 
opposition to the scheming of Lake. Whereas Lake's 
machinations are wholly matter-of-fact and of the material 
world, the motto and prophecies are given their 
suggestion of supernatural force by the reader's closural 
expectations. His preconception of the text as a closed 
narrative system lends a weight to the statements which 
has nothing to do with belief in supernatural prophecy 
but everything to do with the overall shaping forces of 
fiction. As at the end of Villette. the quasi-supematural 
is given a privileged place in the operation of the 
text which accords with the formal expectations generated 
by the activity of reading. Just as a fiction implies 
an ending, so does a prophecy imply fulfilment.

Conclusion
The two novels by Le Fanu considered in this 

chapter provide a striking contrast. Uncle Silas is! 
wholly a novel of terror, in which the suggestions of 
the supernatural are directed towards increasing the

ivulnerability of the narrator protagonist. In Wylder*s 
Hand the centre of attention is on the external 
objective world rather than on the condition of a 
mediating narrator. The supernatural is only one of 
several threads woven into the book, keying the mystery 
which is its raison d'etre. The discrepancy is not 
between the world perceived by the protagonist and that



perceived by others, but between two elements of 
general experience as perceived by all in common. The 
disorientation is intellectual rather than mental, and 
marks the emergence of the mystery novel which,at the 
same timefwas receiving fuller treatment in the pages 
of Wilkie Collins.



C H A P T E R  T E N

W I L K I E  C O L L I N S

The W o m a n  in White a n d  The M o o n s t o n e . Wi l k i e

Collins' two great successes of the 1860s, are

f r equently thought of as m a r k i n g  the a p p e a r a n c e  of the

m y s t e r y  novel, a n d  the l a t t e r  in p a r t i c u l a r  that of

the detective m y s t e r y  in f i c t i o n 1 . The process of

fictional m y s t i f i c a t i o n  has close affin i t i e s  w i t h  that

of supernatural terror, for in each the p r o t a g o n i s t

a n d  re a d e r  pa r t i c i p a t e  in an epis t e m o l o g i c a l  bewilderment.

This is e arly e s t a b l i s h e d  in The W o m a n  in W h i t e  w h e n

W a l t e r  H a r t r i g h t  describes his reactions on m e e t i n g

M a r i a n  Halcombe, w h o s e  physical grace is so m a r k e d l y

at odds w i t h  h e r  facial ugliness. To see h e r

was to feel a s e n s a t i o n  o ddly a k i n  to the

helpless disc o m f o r t  f a m i l i a r  to us all in sleep,

w h e n  we recognize y e t  cannot reconcile the
oa n omalies an d  c o n t r a d i c t i o n s  o f  a dream.

The appeal to dream e x p e r i e n c e  here offers an indic a t i o n  

of the l a r g e r  d e v e l o p m e n t  of the book, in w h i c h  the 

ano m a l i e s  a n d  c o n t r a d i c t i o n s  n u r t u r e d  b y  Glyde a n d  

Fosco involve t heir vict i m s  in experience that beco m e s  

as delusive as a dream. As well as this, at a crucial



m o m e n t  in the nar r a t i v e  the vis i o n a r y  dream of M a r i a n  

H a l c o m b e  promises a secure fulfilment in the future.

This l a t t e r  aspect of dream experience was brou g h t  

to the fore b y  Collins in A r m a d a l e , w h e r e  the entire 

text is the fulfilment of A l l a n  A r m a d a l e ' s  d r e a m ,which  

has bee n  r e c orded b y  him w i t h  a scrupulousness w o r t h y  

of a n y  Blackwood's protagonist.

Collins* early short stories, c o l l e c t e d  t o g e t h e r  

in the volume A f t e r  Dark (1856), s h o w  some recognisable
*5

Blackwood's traits. "Sister Rose" , set during the^reign 

of terror, has m u c h  of its act i o n  d o m i n a t e d  b y  the 

p r o spect of imminent e x e c u t i o n  on the guillotine. The / 

b e s t - k n o w n  o f  Collins' short stories, "A Terri b l y  

Strange Bed" , w i t h  its s t e a d i l y  desce n d i n g  b e d  ca n o p y  

d e s igned to suffocate a s l e e p e r  mechanically, is a 

variant of M u d f o r d ' s  "Iron Shroud". T here is one 

p a r t i c u l a r  echo of the e a r l i e r  story; V i v e n z i o  notes 

the c o n t r a c t i o n  of his cell b y  c o u n t i n g  the windows 

as they d i s a p p e a r  one b y  one, In Collins' story 

F a u l k n e r  realises that the c a n o p y  is m o v i n g  down on 

hi m  as the feathers on the hat in the p o r t r a i t  disappear. 

The mental state of the p r o t a g o n i s t  is als o  familiar: 

"every one of m y  senses se e m e d  to be p r e t e r n a t u r a l l y  

sharpened". Ye t  w h i l e  his senses are h i g h l y  strung, 

he is redu c e d  to a n  al m o s t  Immovable trance by the 

d a n g e r  he is in, m a n a g i n g  to mov e  aside from the m u r d e r o u s  

a p paratus only at ; the last minute. The direct 

c o m b i n a t i o n  of p e r c e p t i o n  a n d  i m m o b i l i t y  does not 

figure so l a r g e l y  in e i t h e r  The ¥ o m a n  in W h i t e  o r  The



M o o n s t o n e , a l t hough In the latter, as shall be seen, 

the m a n i p u l a t i o n  of the protagonist's senses is crucial 

to the d e n o u e m e n t .

Both of Collins' novels rest rat h e r  on the 

i n c o n t r o v e r t i b i l i ty of a p p a r e n t l y  c o n t r a d i c t o r y  facts, 

a n d  t h e i r  documentary m e t h o d  of n a r r a t i o n  serves to 

a n c h o r  events in everyday experience a n d  to e s tablish 

a strongly mimetic surface. We are not to doubt the 

various versions of w h a t  happens, bu t  to reconcile them. 

E a c h  b ook is a coll e c t i o n  of fir s t - p e r s o n  n a rratives  

in w h i c h  the i n v olved characters relate events as 

p e r c e i v e d  b y  them. The p r e s e n t a t i o n  of several first- 

p e r s o n  accounts side by side enables Collins to medi a t e  

to the re a d e r  a corpus of k n o w l e d g e  on w h i c h  judgment 

is invited.

The W o m a n  in W h i t e

In The W o m a n  in W h i t e  the d o c u m e n t a r y  p r e s e n t a t i o n  

of the n a r rative has a  thematic parallel in the text.

Deeds a n d  documents are crucial to the plot, a n d  the 

c l imactic m o m e n t  of the m e e t i n g  b e t w e e n  W a l t e r  a n d  

L a u r a  takes place b y  the i n s c r i p t i o n  on the tombstone 

r e c ording Laur a ' s  "death". The u l t i m a t e  effect a i m e d  

at in The W o m a n  in W h i t e  is one of closural resolution, 

w i t h  the a n o malies d i s p o s e d  of, the dream a w o k e n  from, 

a n d  the true r e c o r d  established. The force of this 

r e s o l u t i o n  is e n h a n c e d  b y  the w a y  in w h i c h  the p o s s i b i l i t y  

of the supernatural is ra i s e d  in the course of the 

novel in o r d e r  to a m p l i f y  the r e s onance of the 

contradictions. F o r  instance, the vill a i n o u s  Count



Fosco, a ch a r a c t e r  who, as far as the plot is c o n c e r n e d

is present simply to enlarge the menace e m anating from

the m u c h  more run-of-the-mill villain Sir Percival

Glyde, derives his s i n i s t e r  aura from the s u ggestion

that he has exceptional psychic powers. There is a

b r i e f  parenthetic m e n t i o n  of his k n o w l e d g e  of mesmerism,

a n d  his own acco u n t  o r  conf e s s i o n  of his part in the

crime digresses at one stage to h y m n  his skill in

c h e m i s t r y  a n d  the kno w l e d g e  it gives him.

Mind, they say, rules the world. But w h a t  rules

the m i n d ?  The body. The bod y  (follow me c l o s e l y

here) lies at the m e r c y  of the m o s t  o m nipotent of

all potentates - the Chemist. Give me -  Fosco -

chemistry; an d  w h e n  S hakespeare has c o n c e i v e d

Hamlet, a n d  sits down to execute the c o n c e p t i o n

-  w i t h  a few grains of p o w d e r  d r o p p e d  into his

daily food, I will reduce his mind, b y  the a c t i o n

of his body, till his pe n  pours out the most
k

abject drivel . . . . ^

Fosco is no mere alch e m i c a l  poisoner; indeed, in the 

p a r t i c u l a r  instance of w h i c h  he is w r i t i n g  his powers 

wer e  u s e d  to m a i n t a i n  life ra t h e r  than to destroy.

His interest is r a t h e r  in the p h y s iological control of 

the mental processes.

The evil in Fosco p e r tains to his v e r y  mundanity, 

a n d  the adept w a y  in w h i c h  he cocoons h i m s e l f  in an  

Impenetrable envelope of social graces that have about 

them the rank a i r  of excess. The t o u c h  o f  the u n n atural 

w h i c h  enhances his m e n a c i n g  qual i t y  is p r o v i d e d  b y  his 

foreignness - he is i n d u b itably a l i e n  to his environment,



a n d  this aspect is s k i lfully m a n n e d  b y  Collins to

s u r r o u n d  the Count w i t h  a n  impression of intimacy

c o m b i n e d  w i t h  strangeness^. In addition, the control

exer t e d  by hi m  o ver his men a g e r i e  of pets implies what

is n e v e r  fully stated: a n  unwhol e s o m e  a b i l i t y  to

m a n i p u l a t e  o ther creatures.

But w hile the Count keeps on this side of the

factual, there is one episode in The W o m a n  in W h i t e

w h i c h  makes use of a conventional supernatural device,

a n d  that is M a r i a n * s  dream. This forms part of a

ca r e f u l l y  orc h e s t r a t e d  m o v e m e n t  m i d w a y  in the novel,

w h e n  M a r i a n  has m o v e d  to B l a c k w a t e r  Park, the home of

S i r  Percival a n d  L a u r a  in the s outh of England. A m p l e

w a r n i n g  has b e e n  g iven in various way s  that Laura*s

w e d d i n g  will turn out to be damaging to her, but the

nature of the threat that it poses has b e e n  left

unspecified. M a r i a n ’s experiences as r e c o r d e d  b y  h e r

in h e r  diary reveal h e r  as a sensitive protagonist;

the t enor of h e r  observations on h e r  arrival at the

P ark to -iawaitthe r e t u r n  of the n e w l y - m a r r i e d  couple

establishes h e r  e n v i r onment as s u i tably gloomy:

E l e v e n  o ‘clock has jus t  struck, in a ghos t l y  a n d

solemn m a n n e r  • • • • A  large dog has b e e n  woke,

a p p a r e n t l y  b y  the s ound of the bell, a n d  is

h o w l i n g  a n d  y a w n i n g  drearily, s o m ewhere r o u n d  a

corner. I h e a r  echo i n g  footsteps in passages

below, a n d  the iron thumping of b olts a n d  bars
7at the h ouse door.

Later, a v isit to the grounds brings h e r  to the shores 

of the lake (presumably the e p onymous "black water"):



• • • I saw that the ground on its farther side

was damp an d  marshy, o v ergrown w i t h  rank grass 

a n d  dismal willows. The water, w h i c h  was c l e a r  

enough on the open sandy side, w h e r e  the sun 

shone, looked b lack a n d  poisonous opposite to me, 

w here it lay d e e p e r  u n d e r  the shade of the spongy 

hanks, an d  the rank overha n g i n g  thickets a n d  

tangled trees. The frogs wer e  croaking, a n d  the 

rats w e r e  slipping in a n d  out of the shadowy
Q

water, like live shadows themselves , . , ,

As M a r i a n  remarks in h e r  diary, the h ouse is l i n k e d

w i t h  death through the k i l l i n g  of the s t r a y  spaniel,

I w i s h  m y  first day at B l a c k w a t e r  P ark h a d  not

b e e n  a s s o c i a t e d  w i t h  death, tho u g h  it is only the
o

death of a s tray animal.

Equally, it provides a n  a s s o c i a t i o n  w i t h  Mr s  Catherick, 

the m o t h e r  of "the w o m a n  in white"; A n n e  C a therick and 

death are brought t o g e t h e r  ominously, w i t h  M a r i a n  

e s t a b l i s h e d  as the r e sponsive c o n s c i o u s n e s s  alive to 

the hints a n d  omens.

The dream of M a r i a n  a l s o  has the effect of b i n d i n g  

the plot; events p r e f i g u r e d  in the dream a t  one point 

l a t e r  take place in fact, thus giving the w o r k  b o t h  

r e s o l u t i o n  a n d  closure. The dream belongs to a p a t t e r n  

e x t e n d i n g  o v e r  the g r e a t e r  part o f  the story, a n d  is 

w o r t h  looking at in some detail.

It begins just a f t e r  the stressful atte m p t  to m a k e  

L a u r a  sign o v e r  h e r  m a r r i a g e  p o r t i o n  to h e r  husband.

The Count, apparently, has inter v e n e d  to p o s t p o n e  the



the signing until a m ore propitious moment, a n d  he

informs M a r i a n  of the delay. He leaves h e r  a s t o n i s h e d

at this turn in events, and, alone, h e r  m i n d

i mmediately becomes the are a  of action.

I felt these impressions, hut m y  m i n d  seemed to

share the e x h a u s t i o n  of m y  body, a n d  I was in no

c o ndition to dwell on them w i t h  a n y  useful reference

to the doubtful present o r  the t hreatening future.

I t ried a second time to run out a n d  find Laura,

but m y  h e a d  was giddy a n d  m y  knees trembled u n d e r

m e ............ I p a s s e d  gr a d u a l l y  into a strange.

condition; w h i c h  wa s  not w a k i n g  - for I k n e w

noth i n g  of w hat was going on a bout me, an d  not

sleeping -  for I wa s  conscious o f  m y  o w n  repose.

In this state m y  fevered m i n d  b roke loose from me,

w h i l e  m y  w e a r y  b o d y  was at rest, a n d  in a trance,

o r  day-dream of m y  fancy - I k n o w  not wha t  to call
10it - I saw W a l t e r  Hartright.

In this passage p r e p a r a t o r y  to the actual dream, o r  

series of visions, it is fully evident that the m i n d  

is u n d i s c i p l i n e d  yet s t i m u l a t e d  ("fevered"). The 

w h o l e  e xperience is p r e s e n t e d  as a n  a s s a u l t  on the 

mental state of Marian, a n d  it is a me n t a l  state that 

exists in the p e c u l i a r  n o - m a n * s - l a n d  that is the 

o v e r l a p  b e t w e e n  sleep a n d  waking. The initial m e n t i o n  

o f  time sequence in "doubtful present" a n d  "threatening 

future" presages the import o f  the i m m e d i a t e l y  

succe e d i n g  dream-visions. Three o f  these s h o w  images 

of W a l t e r  at mome n t s  w h e n  his life is i m p e r i l l e d



during his sojourn in South America - events which, we 

l a t e r  learn,a c t u a l l y  did take place. The v i s i o n a r y  

sympa t h y  of M a r i a n  focuses at first on events roughly 

contemporaneous w i t h  the events being r e c o r d e d  in h e r  

diary. The fourth a n d  final image o f f e r e d  to h e r  m i n d  

is of V a l t e r  "kneeling b y  a tomb of w hite marble" 

w h i l e  "the sh a d o w  of a veiled w o m a n  rose out of the 

grave bene a t h  a n d  w a i t e d  by his side".

This last clea r l y  enacts the mom e n t  of revel a t i o n  

in Limme r i d g e  churc h y a r d  w h e n  Walter, standing b y  the 

s u p p o s e d  grave of L aura w i t h  its w h i t e  m a r b l e  stone, is 

a p p r o a c h e d  b y  the ve i l e d  w o m a n  who turns out to be L a u r a  

The onl y  witness to this m e e t i n g  is Marian, pres e n t  in 

a role analogous to that of a dreamer, a n d  she refers 

b a c k  to h e r  dream as she sees the two a bout to meet.

Thus the p r e d i c t i o n  is fulfilled, giving a sense of 

c o m p l e t i o n  to one aspect of the s tory a n d  h i n t i n g  

i n d i r e c t l y  that the re m a i n i n g  problems s u r r o u n d i n g  

L a u r a  will also be resolved.

The c h u r c h y a r d  scene is only part of the fulfilment 

o f  M a r i a n ' s  dream. The fourth a n d  last image is that 

of W a l t e r  at the grave of Laura, as he thinks, but in 

fact at the grave of A n n e  Catherick. M a r i a n ' s  dream 

of the scene is brought to a n  end b y  the entrance of 

L a u r a  wh o  a n nounces that she has met w i t h  Ann e 

C a therick w h o s e  name, as was r e m a r k e d  above, has 

a l r e a d y  b e e n  a s s o c i a t e d  w i t h  d eath through the s h o o t i n g  

of the dog. Laura's entrance is a real event of the 

external w o r l d  but it is p l a c e d  b y  M a r i a n  in a



con t i n u a t i o n  of h e r  dream state:

The strange stun n e d  feeling w h i c h  h a d  taken 

posse s s i o n  of me still remained. But a growing 

c o nviction that the complications w h i c h  h a d  long 

threa t e n e d  to g a t h e r  about her, a n d  to g a t h e r  

about me, h a d  suddenly clo s e d  fast a r o u n d  us 

both, was n o w  b e g i n n i n g  to p e netrate m y  m i n d . 11 

E v e n t u a l l y  it takes a tangible object, a b r o o c h  for 

w h i c h  L a u r a  h a d  gone looking, to a n c h o r  M a r i a n  once 

mor e  in reality; b y  c o n c e n t r a t i n g  on that she is able 

to steady the w hirl a n d  c o n f u s i o n  of h e r  thoughts.

There is another, m u c h  earlier, incident w h i c h  

a lso casts forward to the m e e t i n g  in the churchyard.

It too involves Marian, a n d  it is n a r r a t e d  in the 

o p e n i n g  pages of W a l t e r ’s story. M a r i a n  reads h e r  

m o t h e r ’s l e t t e r  d e scribing h e r  fondness for "the 

little Ann e  Catherick", a n d  as the pass a g e  describing 

h e r  r esemblance to L a u r a  is reac h e d  W a l t e r  notices the 

m a r k e d  s i m i l a r i t y  b e t w e e n  L a u r a  a n d  "the w o m a n  in 

white". It is a c o m p l e x  m o m e n t  of recognition, all the 

mor e  so for its coming so e arly in the novel. The 

r e s e m blance of A n n e  a n d  L a u r a  as c h i l d r e n  prompts an 

a w areness of the r e s e m blance b e t w e e n  "the w o m a n  in 

white" a n d  L a u r a  as y o u n g  women; just as the past is 

e v o k e d  b y  the l e t t e r  so does the w h o l e  incident look 

forward to the g r a v e y a r d  scene. Mr s  Pairlie, w i t h  

u n c o n s c i o u s  irony, terms A n n e  "the li v i n g  l i k eness" of 

L a u r a  in h e r  letter; she is to end up as a dead likeness. 

"Ominous" is the w o r d  u s e d  to cha r a c t e r i s e  the



resemblance betw e e n  the two women, an d  there Is an

explicit look a h e a d  to l a t e r  events in Walter*s n o t i c i n g

h o w  his reactions se e m e d  to be "like casting a shadow

on the future". The episode ends w i t h  a comment by

M a r i a n  that is o nly half-playfuls

I thought that men, in the n i n e t e e n t h  century,
12were above superstition.

Laura hers e l f  also has a moment w h i c h  is a pre v i s i o n  

of the c h urchyard scene while on h e r  h o n e y m o o n  in Rome: 

. . . .  we h a d  ridden out toget h e r  to the tomb 

of Cecilia Metella. The sky was c alm a n d  lovely 

- an d  the g rand o l d  ruin l o o k e d  beautiful - a n d  

the remembrance that a h u sband's love h a d  raised 

it in the old time to a w i f e ' s  memory, made me 

feel more tenderly a n d  a n x i o u s l y  towards m £  

h u s b a n d  than I h a d  e v e r  felt yet. "Would yo u  

b uild such a tomb for me, P e rcival?" I a s k e d  h i m  .. 

. . .  "If I do b u i l d  y o u  a tomb," he said, "it 

m ust be w i t h  y o u r  own m o n e y " . ^

He will indeed b u i l d  a tomb for h e r  in Limmeridge.

The train of events w h i c h  begins w i t h  W a l ter's 

m e e t i n g  w i t h  the fleeing A n n e  Ca t h e r i c k  ushers in a n  

element of the ghostly, as is made c l e a r  in the l a t e r  

c o n v ersations w i t h  the s c h o o l b o y  Jacob. A n n e  is 

e n d o w e d  w i t h  all the conventional a t t r i b u t e s  of a ghost 

o r  w r a i t h  figure: whiteness, appear a n c e s  at night o r  

in churchyards, a n d  the a b i l i t y  to m o v e  m y s t e r i o u s l y  

from place to place a n d  to make enigmatic u t t e r a n c e s  

about the future. H e r  l e t t e r  to L aura Fair l i e  w h i c h  

is i n t e r c e p t e d  by M a r i a n  counsels a g a i n s t  the i n t e n d e d



marriage to S i r  Percival Clyde, The l e t t e r  takes the 

form of a n  account of a dream, b e g i n n i n g  w i t h  a n  appeal 

to scriptural authority:

Do you believe in dreams? I hope, for your own 

sake, that you do. See what Scripture says about 

dreams and their fulfilment (Gen xl,8 , xli.25; 

Daniel iv,18-25); and take the warning I send you
14

before it is too late.

These two passages of the Ol d  Testament r e f e r  to 

Daniel's in t e r p r e t a t i o n  of the Pha r a o h ' s  dream a n d  

B e t teshazzar's interpr e t a t i o n  of N ebuchadnezzar's, A  

c o m p l e x  system of w a r nings is b e i n g  set up: dreams are 

u n e x p e c t e d  enigmatic p r e m o n i t o r y  pr o n o u n c e m e n t s  that 

require bel i e f  a n d  comprehension; the l e t t e r  itself, 

con v e y i n g  the b u r d e n  of a dream, is si m i l a r l y  

unexpected, enigmatic a n d  premonitory.

The first two "epochs" of The W o m a n  in W h i t e  are 

u n d e r p i n n e d  by a potential s u p e r n a t u r a l i s m  w h i c h  is 

e s t a b l i s h e d  from the first m y s t e r i o u s  nigh t - t i m e  

e n c o u n t e r  w i t h  spectral figure of A n n e  Catherick, It 

is m a i n t a i n e d  t h r o u g h  dreams a n d  s uggestions until the 

m e e t i n g  b y  the grave, w h e r e  the e r stwhile "spectre" has 

in fact lost identity a n d  life, w h i l e  the real L aura 

has also lost ident i t y  a n d  is denied life. The m e e t i n g  

itself, el a b o r a t e l y  set up b y  Collins, is u n d o u b t e d l y  

effective, w i t h  the r e a d e r  p a r t i c i p a t i n g  in W a l t e r ' s  

amazement. But it is a m o m e n t a r y  effect, m a r k i n g  as 

it does the e n d  of the se c o n d  of the three epochs a n d  

also the e n d  of the p o s s i b i l i t y  of supernatural o r  

occult a g e n c i e s  at work. The final e p o c h  of the s tory



brings the e x p l a nation of h o w  Laura conies to be alive 

to belie the inscription on the tombstone, an d  is 

m a i n l y  c o n c e r n e d  w i t h  the pursuit a n d  arraignment of 

Glyde a n d  Count Fosco.

The p o s s i b i l i t y  of the supernatural is introduced  

to extend the range of mimetic possibility, to shade 

the ordeal of Marian, L a u r a  a n d  Walter. In Jane Eyre 

the i n t ention of the e x p l a i n e d  supernatural was to 

stress the imaginative development of Jane; in The 

W o m a n  in W hite the effect is r a t h e r  to m y s t i f y  the 

r e a d e r  -  it offers a furt h e r  e x t e n s i o n  of the factors 

to be cons i d e r e d  before n a r r o w i n g  d own to the true account 

o f  events. W h e n  the supernatural aura, w i t h  its 

a c c o m p a n y i n g  emot i o n  of fea r  - "dread" a n d  "terror" 

are the feelings w h i c h  are e v o k e d  b y  the m e e t i n g  of 

L a u r a  a n d  Walter, not jo y  — has b e e n  d i s p o s e d  of,

Collins still prolongs the format of a n  a p p a r i t i o n  

story: o n l y  the reactions of W a l t e r  a n d  M a r i a n  are 

d e scribed at this meeting, w h i l e  L a u r a  si m p l y  appears 

a n d  acts. As a ghost figure she is a n  emotional 

blank, v e i l e d  a n d  devoid of feeling.

The chase is the dominant thread thro u g h  the.third 

section, w i t h  W a l t e r  h u n t i n g  up details of Glyde's 

past. The e p o c h  is c h a r a c t e r i s e d  b y  a scrupulous 

a t t e n t i o n  to the r e v e l a t i o n  of fact, w h i c h  provides a 

m a r k e d  c o u n t e r p o i n t  to the eerie e n h a n c e m e n t  of the 

earl i e r  epochs. At the same time the blank of Laura's 

m i n d  an d  p e r s o n a l i t y  is gra d u a l l y  filled in. F o r  a 

w h i l e  h e r  m i n d  even becomes the arena of a c t i o n  as



M a r i a n  an d  W a l t e r  turn aside from their w o r k  of

detection to feed information into Laura, K y r t l e  the

la w y e r  puts the case succinctly, emphas i s i n g  that as

far as the hunt for redress goes, L aura offers nothing.

You explain this circumstance b y  enter i n g  into

the state of h e r  mind, a n d  deducing from it a

metaphysical conclusion. I don't say the

conc l u s i o n  is w r o n g  - I only say that the jury

will take the fact of h e r  c o n t r a d i c t i n g  herself,

in p reference to a n y  re a s o n  for the c o n t r a d i c t i o n  
15you can offer.

In a v e r y  real sense L aura becomes a s h a d o w  of h e r  

fo r m e r  self, bereft of h e r  name, h e r  status, h e r  

v i t a l i t y  a n d  h e r  memory.

The most notable a n d  extreme incident in the 

t hird epoch is the b u r n i n g  alive of S i r  Perclval Glyde 

in the vestry. H i s  death, w i t h  the text's insistence 

on "the man, suffocating, burning, dying so n e a r  us 

all, so u t t e r l y  b e y o n g  o u r  reach!", shows W a l t e r  in a 

vari a n t  of the role in w h i c h  he has a l r e a d y  b e e n  

e n c o u n t e r e d  several times. A t  the v e r y  outset of the 

s tory he is s t r o n g l y  e s t a b l i s h e d  as a r e s c u e r  figure, 

saving Anne Cat h e r i c k  from h e r  pursuers a n d  P r o f e s s o r  

P esca from drowning. It is his part in these two 

incidents t o g e t h e r  w h i c h  brings about his i nvolvement 

w i t h  Laura, a n d  e v e n t u a l l y  his love for h e r  finds its 

e x p r e s s i o n  in a rescue of h e r  from a figurative death, 

as s y m b o l i s e d  in the g r a v e y a r d  meeting.

W h e n  at last W a l t e r  a n d  Glyde mee t  it is a l s o  in a 

graveyard, a n d  W a l t e r  has a g a i n  b e e n  a c t i n g  as a r e s c u e r



this time unsuccessfully.

At first, I saw n o t h i n g  u n d e r  them but a coarse 

canvas cloth. The dripping of the rai n  on it was 

audible in the dreadful silence. I looked up, 

a l o n g  the cloth; a n d  there, at the end, stark a n d  

grim a n d  black, in the y e l l o w  light -  there, was 

his dead face.

So, for the first a n d  last time, I saw him.

So the V i s i t a t i o n  of Go d  r uled it that he a n d  I 

should meet . * ^

This aspect of V a l t e r  is a g a i n  apparent w h e n  he e v e n t u a l l y  

catches u p  w i t h  Fosco. W a l t e r  makes a n  arrang e m e n t  

w h i c h  offers the Count a chance to escape in return 

for a w r i t t e n  ex p l a n a t i o n  of the events surrounding 

the faked d eath of Laura.

The i n t e r v i e w  w i t h  Fosco adds to the closural 

p a t t e r n  of the book a l r e a d y  n o t e d  in c o n n e c t i o n  w i t h  

the fulfilment of the dream. Fosco is n o t  intro d u c e d  

until a r e l a t i v e l y  late stage in the book, but his 

eventual p r e s e n c e  is p r e p a r e d  for b y  a n o t h e r  c h a r a c t e r  

e n c o u n t e r e d  in the v e r y  first pages: P r o f e s s o r  Pesca.

Like Fosco, P e s c a  is a n  Italian, but outs i d e  this 

r esemblance the r e l a t i o n s h i p  is one of contrast. The 

two are o p p o s e d  in stature, m a n n e r  a n d  morality.

Fosco is huge, P esca small; Fosco is suave, Pesca 

effervescent; a n d  Fosco is evil w hile Pesca is good.

In the en d  it is through the b r o t h e r h o o d  to w h i c h  P esca  

belo n g s  that the Count is killed, so c o m p l e t i n g  the 

pattern.

B o t h  villains meet dese r v e d l y  v i o l e n t  ends t h r o u g h



the activity of W a l t e r  but with o u t  his having to perform 

the kill i n g  himself; indeed his natural impulse is to 

o f f e r  them life« Nevertheless, in the third epoch of 

The W o m a n  in W h i t e  he is very m u c h  an avenging pursuer; 

the final section is a pursuit narrative in the m a n n e r  

of Caleb W i l liams but told from the side of the pursuer. 

There is a n o t h e r  point of resemblance to Caleb 

W i l l i a m s , a n d  that is the constant appeal to documentary 

evidence a n d  the legal estab l i s h m e n t  of truth a n d  right, 

Glyde's initial crime is to ta m p e r  w i t h  pa r i s h  records, 

a n d  it is in a t t e m p t i n g  to conceal the fraudulent 

details of his b i r t h  that he meets his death. The main 

a t t a c k  on his w i f e  consists of his forcing h e r  to sign 

o v e r  h e r  personal w e a l t h  to him. Thro u g h o u t  there is 

const a n t  recourse to lawyers. A n d  the s tory itself, of 

course, is set out in the form of a d o c u m e n t a r y  a s s e m b l y  

of evidence, "as the story of an offence agai n s t  the
17

laws is told in Court" . As a result there is a 

constant intera c t i o n  b e t w e e n  event an d  verification, 

seen at its mos t  striking in the g r a v e y a r d  scene w h e r e  

W a l t e r  is c o n f r o n t e d  s i m u l t a n e o u s l y  b y  the living L a u r a  

a n d  the statement of h e r  death e n g raved on h e r  

tombstone. But the effect here is r a t h e r  di f f e r e n t  from 

that in Caleb W i l l i a m s  o r  The J u s t i f i e d  S i n n e r . In 

those, the focus of the n a rrative was on the t e r r o r  of 

a n  individual, a n d  the disparity b e t w e e n  personal 

e xperience a n d  the facts as e s t a b l i s h e d  b y  the legal 

process was left u n r e s o l v e d  in o r d e r  to h e i g h t e n  the 

impact. In The W o m a n  in W h i t e  the n a r r a t i v e  m o v e s  

towards the dis c o v e r y  a n d  estab l i s h m e n t  of the facts;



it is in the course of an d  as a result of this that 

Glyde and Fosco are disposed of. In o r d e r  to enhance 

the achievement, the framing of events is e n l a r g e d  to 

encompass the p o s s i b i l i t y  of the supernatural, a l t hough 

the p o s s i b i l i t y  is r a i s e d  simply to be eliminated.

"The N o t t i n g  Hill M y s t e r y "

W i t h i n  two years of The W o m a n  in W h i t e  a story

ca l l e d  "The N o t t i n g  Hill M y s t e r y "  was s e r i a l i s e d  in

Once a W e e k  in 1862. This ano n y m o u s  work, r e p r i n t e d  
18o n l y  once , is alm o s t  a pastiche of Collins* novel 

a l t h o u g h  o nly a fifth of the length. It too is a 

s t r i c t l y  d o c u m e n t a r y  novel, in the format of a report 

m ade by a private i n v e s t i g a t o r  for a Life A s s u r a n c e  

A s s o c i a t i o n  following the m y s t e r i o u s  d eath of a 

h e a v i l y  i n s u r e d  woman. As the c o m p l i c a t e d  plot is 

u n r a v e l l e d  thro u g h  the p a i n s t a k i n g l y  a s s e m b l e d  e v i dence  

of M r  H e n d e r s o n  it becomes apparent that the v i l l a i n  

of the piece is B aron R  — , a mu t a n t  of Count Fosco. 

Like Fosco he has interests in medical science a n d  

mesmerism, but not hav i n g  F o s c o ’s p s y c h o l o g i c a l  a c u i t y  

he has to rely ex c l u s i v e l y  on these skills; and, as in 

The W o m a n  in W h i t e , the plot turns on the u n k n o w n  

existence of a sister. Those wh o  join in the l o n g 

standing cri t i c i s m  of Collins* w o r k  that his novels 

are w e a k  on c h a r a c t e r  sh o u l d  compare them w i t h  "The 

N o t t i n g  Hill Mystery", w h i c h  is quite de v o i d  of 

character; its appeal, neve r t h e l e s s  considerable, 

rests e n t i r e l y  on the m a n i p u l a t i o n  of the plot.



This is b a s e d  on the abd u c t i o n  in c h i l d h o o d  of the 

identical twin sister of Mrs Anderton; as a n  a dult the 

a b d u c t e d  twin is m a r r i e d  b y  B aron R—  wh o  has disc o v e r e d  

that should M r  an d  Mrs A n d e r t o n  predecease his wife 

w i t h o u t  b e a r i n g  issue then his wife, a n d  cons e q u e n t l y  

himself, w o u l d  inherit a large fortune. In o r d e r  to 

ensure that he will not be at too great a loss should 

his w ife die first, he insures h e r  life heavily, w h i c h  

is w h a t  sets the inves t i g a t i o n  afoot. The Baron's 

m e t h o d  of first disposing of Mrs A n d e r t o n  makes use of 

the psychic sympathy w h i c h  exists b e t w e e n  h e r  a n d  h e r  

u n r e c o g n i z e d  sister. By m e s m e r i s i n g  his w ife the 

B a r o n  is able to control Mrs Anderton; b y  a d m i n i s t e r i n g  

p o i s o n  to the one he k ills the other. It is a 

r e m a r k a b l y  ingenious plot, a l t h o u g h  a w e a k  story. As 

in The Vornan in W h i t e  there is a p r o f u s i o n  of documents 

(witnesses' statements, plans, d iary extracts, e t c . )

The excerpts from the diaries of p h y s i c i a n s  a t t e n d i n g  

M r s  A n d e r t o n  a n d  h e r  s i s t e r  read v ery d i f f e r e n t l y  to 

W a r r e n ' s  P a s s a g e s , i m p r e s s i n g  b y  the impersonal tone 

of the account of diagnostic detail. The a u t h o r  is at 

pains to cite precedents for the s y m pathy b e t w e e n  the 

twins, quoting the Zoist of O c t o b e r  1854, in w h i c h  

suc h  a case was reported.

The M o o n s t o n e

The c o l l o c a t i o n  of documents in these stories 

amou n t s  to a form of m u l t i p l e  n a r r a t i o n  in w h i c h  the 

shifts of p erspective serve to b reak down the c e r t a i n t y



of personal experience. Instead of placing a n  i s o lated

w o r l d  of dreams o r  extremes, as h a d  done the Blackwood's

stories, so that there are internal c o n tradictions in

experience due to the stress on perception, the m u l t i p l e

narration, operating in a m u c h  l o w e r  key, presents

accounts of a p p a r e n t l y  o r d inary events w h i c h  set u p  a

tension w i t h  o t h e r  accounts of related o r  parallel

events. The contradictions are no l o n g e r  internal.

The technique is seen at its most d e v e l o p e d  in The

Moonstone where the different accounts, combined with
the reticence of Rachel Verintfer a n d  the a c t i o n  of

Rosanna Spearman, cast a cloud of mystery over the
disappearance of the moonstone. The novel is g e n e r a t e d

b y  this mystery, a n d  once the contrad i c t i o n s  are r e s o l v e d

a n d  the gaps filled, the boo k  ends. This m e t h o d  of

n a r r a t i o n  is p a r o d i e d  on two o c casions in the actual

tell i n g  of the story. In Gabriel Bet t e r e d g e ' s  account

of F r a nklin Blake*s e n t h u s i a s m  for G e r m a n  philosophy,

the p e r m u tations of the Subj e c t i v e  a n d  Objective

p o i n t s - o f - v i e w  reproduce the m o v e m e n t s  of the narrative,

F r a n k l i n  rounds off a d i s c u s s i o n  of the m y s t e r y  of the

Colonel's le g a c y  to Rachel w i t h

There is a t o t a l l y  different e x p l a n a t i o n  from

yours, Betteredge, taking its rise in a
Subj e c t i v e - O b j e c t i v e  point-of-view. From all I

c a n  see, one i n t e r p r e t a t i o n  is just as l i k e l y
10to right as the other.

Later, b e m u s e d  b y  Rachel's stony a t t i t u d e  to h i m  a f t e r  

the theft, F r a n k l i n  seeks solace in B e t t e r e d g e ' s  sh e r r y  

a n d  a more g a r b l e d  v e r s i o n  of such ideas. A l t h o u g h  it



is all rather w e a k  fun p o k e d  at continental philosophy, 

it nevertheless points to the m a n i p u l a t i o n  of n a rrative 

p o i n t - o f - v i e w  w i t h i n  the text of The M o o n s t o n e » s o mething  

that is even more firmly indicated in the pages leading 

u p  to the physiological experiment w h i c h  forms the 

c l i m a x  of the novel. There, E zra Jennings emerges as a 

type of researching p h y s i c i a n  p o r t r a y e d  b y  B u l w e r  in 

A  Strange Story a n d  w i t h  a ntecedents as far back as 

Warren.

L i s t e n i n g  to the delirious m u t t e r i n g  of M r  Candy, 

his sick colleague, M r  Jennings believes that he can 

r econstruct a n  account of wha t  h a p p e n e d  on the night 

the diam o n d  disappeared. Jennings is e n g a g e d  in w r i t i n g  

a b o o k  on the b r a i n  a n d  the nervous system (what else?), 

a n d  he remarks

It has often o c c u r r e d  to me in the course of m y  

medical practice, to doubt w h e t h e r  w e  can 

j u s t i f i a b l y  i nfer - I n  cases of d e l i r i u m  - that 

the loss of the facu l t y  of speaking connectedly, 

implies of n e c e s s i t y  the loss of the facu l t y  of 

thinking c o n n e c t e d l y  as well. ~

The reference of this to the d i s j o i n t e d  n a r r a t i v e  m e t h o d  

of the novel is i m m e d i a t e l y  apparent, a n d  J e n n i n g s 1 

h ypothesis is borne out b y  the p a r t i c u l a r  instance of 

Candy's words. As Jennings says,

. . . .  a f t e r  p u t t i n g  the b r o k e n  sentences t o g e t h e r  

I found the s u p e r i o r  faculty of t h i n k i n g  g o i n g  on, 

mor e  o r  less connectedly, in m y  p a tient's mind, 

w h i l e  the i n f e r i o r  faculty of e x p r e s s i o n  wa s  in a 

state of almost incomplete incapacity a n d  confusion.



Here in little is the principle of the la r g e r  con s t r u c t i o n  

of the novel w h i c h  holds out a simi l a r  problem of 

reconstruction. Ezra Jennings is event u a l l y  able to 

resolve b o t h  puzzles together.

The Mo o n s t o n e  avoids the suggestions of the 

supernatural w h i c h  are present in The W o m a n  in W h i t e . 

Again, in spite of the f r a g m e n t a r y  c o n s t r u c t i o n  there 

is a strong sense of closure. The first a n d  last 

narratives are of the m o o nstone in India. The cl i m a x  

w h i c h  brings the s o l ution of the m y s t e r y  is a re-enactment 

of the opening event w h i c h  p r o d u c e d  it, p r o v i d i n g  an 

element of a n a c h r o n i s m  that is a k i n  to that of the 

revenant.

The diamond itself is i n t r o d u c e d  w i t h  a w h i f f  of 

the m y sterious because of its t r a n s m i s s i o n  through 

Colonel Herncastle, a n  e c c entric reprobate, opium 

addict an d  chemical experimenter. In a w a y  the occult 

properties a t t r i b u t e d  to the d i a m o n d  in India are 

c a r r i e d  o v e r  to E n g l a n d  w h e n  it is s u g g e s t e d  as b eing 

b e h i n d  the disse n s i o n  a n d  b a d  t e m p e r  w h i c h  mars Rachel*s 

b i r t h d a y  party. Like the Colonel, Ezra Jennings is an 

opium-addict a n d  experimenter, but is w h o l l y  a force 

for good. He emerges as a b l e n d  of archetypes: a 

fugitive from slander, in the style of Caleb Williams, 

a sch o l a r l y  recluse, in the style of Eugene Aram, an d  

a n  ad d i c t  of opium, in the style of De Quincey's 

o p i u m - e a t e r  - the last-named*s Confessions is a m o n g  

the books b r a n d i s h e d  a.t Blake w h e n  J e n nings wrants to 

p e r suade h i m  of the f easibility of the drug e x p e r i m e n t  

(the o t h e r  volumes are all s t r a i g h t f o r w a r d  text books



of physiology).

In the experiment the a rena of ac t i o n  becomes 

quite e x plicitly the b rain of F r a nklin Blake, wh o  is 

established as b eing a per s o n  of natural sensit i v i t y  

(a c o n dition exacer b a t e d  b y  his giving up of tobacco). 

Jennings outlines his hypothesis of w h a t  h a p p e n e d  on 

the night of the.moonstone's disappearance as follows: 

U n d e r  the stimulating influence (of opium), the 

latest an d  most v i v i d  impressions left on y o u r  

m i n d  -  namely, the impressions relating to the 

d i a m o n d  - w o u l d  be likely, in y o u r  m o r b i d l y   ̂

sensitive nervous condition, to become i n t e n s i f i e d  

in y o u r  brain, a n d  w o u l d  s ubordinate to themselves 

y o u r  judgment a n d  y o u r  will e x a c t l y  as a n  o r d inary  

dream subordinates to itself y o u r  judgment an d  

y o u r  will. *

The state that Jennings is d e s c r i b i n g  is in fact a 

mental equivalent to physical imprisonment, w i t h  the 

a u tonomous faculties of the m i n d  s u b j u g a t e d  to an 

external stimulus. The f a m i l i a r  r e ferences to the 

"impressions*' a n d  a " m orbidly sensitive nervous 

condition" indicate the physi o l o g i c a l  basis of the 

experiment, a n d  the pass a g e  w h i c h  J e n nings quotes 

v e r b a t i m  from W i l l i a m  Carpenter, w h o  w r o t e  on compar a t i v e  

a n d  h u m a n  physiology, is a m ore scientific statement 

of the retentiveness of s e n s e -impressions as put 

forward b y  F e r r i a r  a n d  Hibbert: 1

There seems m u c h  gr o u n d  for the belief, that 

e v e r y  s e n s o r y  p e r c e p t i o n  w h i c h  has once b e e n  

r e c o g n i z e d  b y  the perce p t i v e  consciousness, is



registered (so to speak) in the brain, a n d  m a y  

be reproduced at some subsequent time, a l t h o u g h  

there m a y  he no consciousness of its existence in 

the m i n d  during the whole intermediate period.

This is b e l i e f  w h i c h  h a d  e a r l i e r  b e e n  a d v a n c e d  as 

e x plaining a pparitions and, as w i t h  revenantal ghosts, 

the experiment in The M o o n s t o n e  is c h a r a c t e r i s e d  b y  a ^  

b r e a k d o w n  of the sequential c h r o n o l o g y  of p reviously 

received impressions, as the past actions of Blake are 

r e p r o d u c e d  in the present. All the a c t i o n  during the 

experiment is c e n t r e d  on the b r a i n  of Blake a n d  its 

reactions, Jennings takes the ut m o s t  care in readying 

it. He checks the books in the b e d r o o m  (among them 

M a c k e n z i e ' s  M a n  of F e e l i n g ) a n d  remarks i r o n i c a l l y  that 

the y  are

all classical works , . , p o s s e s s i n g  the one great 

merit of w a k e n i n g  nobody's interest, a n d  e x c i t i n g  

nobody's brain,

the w e a t h e r  is s i m i l a r l y  neutral:

W i t h o u t  p r o f e s s i n g  to believe in omens, it was at 

least r e a s s u r i n g  to find no direct nervous influence 

- no stormy o r  electric p e r t u r b a t i o n s  - in the 

atmosphere.

A n d  t h roughout Jennings observes Blake fo r  physio l o g i c a l  

signs of the state of his brain.

In preparation, e x e c u t i o n  a n d  o b s e r v a t i o n  the 

experiment is c a r r i e d  out as n e a r l y  as p o s s i b l e  w i t h  

the rigorous m e t h o d o l o g y  of a l a b o r a t o r y  experiment.

The close r e p orting a n d  appeal to w r i t t e n  authorities,



w i t h  Bruff the l a w y e r  being a s k e d  to provide a w r i t t e n  

account of what he witnesses, p e rpetuate the techniques 

evolved b y  B l a c k w o o d ^ . But there are two significant 

changes from the B l a c k w o o d ^  stories« A s  in "The 

N o t t i n g  Hill Mystery", the subject of the experiment 

is o b s erved from the outside: a l t h o u g h  Blake is one of 

the principal narrators of The M o o n s t o n e , he does not 

narrate the crucial episode during w h i c h  he is the 

centre of investigation. Furthermore, unlike the 

m a j o r i t y  of the B l a c k w o o d ^  protagonists, he is a 

v o l u n t a r y  experimentalist.

Conclusion
A l t h o u g h  Collins has b e e n  j u s t l y  p r a i s e d  f o r  the 

i n g e n u i t y  of his plotting, it is not his sole source 

of strength. The i n t r o d u c t i o n  of a supernatural 

reference broadens the scope o f  possi b l e  experience, 

o f f ering a n  ex p l a n a t i o n  of events - but not a rational 

explanation. That all wil l  u l t i m a t e l y  be a c c o u n t a b l e  

in the domain of the actual, w i t h  the a i d  of coincidence, 

does not d i m i n i s h  the m o m e n t a r y  p o w e r  of the supernatural 

w h i c h  is i n t r o d u c e d  for definite a n d  l i m i t e d  purposes.

The mental d i s o r i e n t a t i o n  of the r e a d e r  w h i c h  is the 

inherent aim of Collins* novels is a p p a r e n t  in the text 

t h r o u g h  the fragm e n t e d  d o c u m e n t a r y  narration; the w o r l d  

of the fiction is rife w i t h  irreconcilables, as w e r e  

the w o r l d s  of the e a r l i e r  c o n f e ssional novels. A  

s i m i l a r  d i s o r i e n t a t i o n  is a p p a r e n t  in the dream a n d  

o p i u m - i n d u c e d  states (and the m e s m e r i c  in f l u e n c e  of 

The N o t t i n g  Hill M y s t e r y ). In The W o m a n  in W h i t e



Fosco claimed in his * statement'that the m i n d  a n d  its 

activities are subject to the physiological c o ndition 

of the body; the m y s t e r y  of The M o o n s t o n e , for all 

allusions to eastern mysticism, u l t i m a t e l y  proves to be 

a sustained d e m o n s t r a t i o n  of his claim.
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C H A P T E R  E L E V E N  

G E O R G E  E L I O T

In the w o r k  of Wil k i e  Collins motifs a n d  n a r rative 

patterns a s s o c i a t e d  w i t h  the supernatural terror story 

are prominent, extending the range of p o s sible e x perience 

in the fictional world. This c o r r e s p o n d i n g l y  enhances 

the process of demy s t i f i c a t i o n  in the m o v e m e n t  of the 

nar r a t i v e  as it narrows to a state of objective c e r t a i n t y  

w h i c h  is the basic m o t i v a t i n g  force of The W o m a n  in W h i t e  

a n d  The M o o n s t o n e . In George Eliot's work, however, 

the p r e s e n c e  of such mo t i f s  a n d  p a t t e r n s  is gen e r a l l y  

e m b edded into the structure of h e r  fictions a n d  t heir 

o p e r a t i o n  is m ore u n o b t r u s i v e  but n e v e r t h e l e s s  demonstrable. 

I n  the third of the Scenes of Clerical L i f e . "Janet's 

Repentance", the v i v i d  experiential e x t e n s i o n  brou g h t 

a bout b y  the i m minence of d e a t h  takes o v e r  the nar r a t i v e  

a f t e r  Dempster's accident. Lik e  the d e s c r i p t i o n  of 

A r t h u r  H u n t i n g d o n ' s  d e a t h  in The Tenant of Wildfell H a l l . 

it is v e r y  m u c h  in the m a n n e r  of the d e a t h b e d  scenes 

d e t ailed b y  W a r r e n  in D i a r y  of a Late P h y s i c i a n .

Dempster's striking at the b e dclothes on w h i c h  he fancies 

he sees first powder, then b lack lice a n d  a v a r i e t y  of 

animals, m i g h t  be taken from "A Scholar's Deathbed",

C h a p t e r  I V  o f  the Diary, in w h i c h  the dying m a n  is sp o k e n



of as "picking a n d  claw i n g  the bedclothes". W a r r e n  

gives a physiological explanation, quoting S i r  Charles 

Bell:
This proceeds form a n  appearance of motes o r  flies 

passing before the eyes, an d  is o c c a s i o n e d  b y  an 

a f f e c t i o n  of the retina, pro d u c i n g  in it a s e n sation  

similar to that p r o d u c e d  by the i m pression of images; 

a n d  w h a t  is deficient in se n s a t i o n  the i m a g i nation  

supplies: for a l t h o u g h  the r esemblance betw i x t 

those d i s eased affections of the retina, a n d  the 

sen s a t i o n  c o n v e y e d  to the b r a i n  m a y  be ver y  remote, 

yet, b y  that slight resemblance, the idea u s u a l l y  

a s s o c i a t e d  w i t h  the sen s a t i o n  will be e x c i t e d  in 

the mind. - Bell*s A n a t o m y  voll iii, pp 57, 58.

Two years a f t e r  Bell*s A n a t o m y  of the B r a i n  (l8il) 

w h i c h  W a r r e n  cites, F e r r i a r  h a d  w r i t t e n  o f  the same 

p h e n o m e n o n  in his E s s a y  Towards a  T h e o r y  o f  A p p a r i t i o n s : 

W h e n  the b r a i n  is p a r t i a l l y  irritated, the patient 

fancies that he sees spiders c r a w l i n g  o v e r  his _ 

bed-clothes, o r  person; o r  b e h o l d s  them covering 

the roof an d  w a l l s  of his room, (p, 32)

Demps t e r * s  h a l l u c i n a t i o n s  are not the a v e n g i n g  spirits , 

of the supernatural but the delusions of a psychological 

state of w h i c h  the path o l o g i c a l  c o n d i t i o n  is the equiv a l e n t  

of m oral morbidity.

"The L i f t e d  V e i l "

Ideas "excited in the mind", to us e  Bell*s phrase, 

are v e r y  m u c h  the staple of George Eliot*s o nly o v e r t l y  

supernatural story, "The L i f t e d  Veil", p u b l i s h e d  in



Blackwood's In Jul y  1859^, Gill i a n  B e e r  has alre a d y

p o i n t e d  out a n u m b e r  of parallels b e t w e e n  "The L i f t e d

Veil" an d  M i d d l e m a r c h . suggesting that the n a r r a t o r -

protag o n i s t  of the former, Latimer, w i t h  his a b n o r m a l l y

h e i g h t e n e d  awareness, figures forth the sit u a t i o n  of
2George Eliot as novelist . The a f f i n i t y  to F e l i x  

H o l t , the Radical is even more marked, for the con d i t i o n 

p r e s e n t e d  su p e r n a t u r a l l y  in the short story recurs in 

the novel in a s o c ially realistic context; L a timer's 

b i t t e r  remark at the opening of "The L i f t e d  Veil",

"it is the living only wh o  cannot be forgiven - 

the living only from w h o m  men's indulgence a n d  

reverence are h e l d  off, like the rain b y  the h a r d  

east wind,"

m i g h t  have b e e n  spoken b y  M r s  Transome, a n d  the
\

c u l m i n a t i n g  achiev e m e n t  of E s t h e r  at T r a n s o m e  Court is 

to b r i n g  about h e r  forgiveness by Harold, The m o v ement 

t h r o u g h  time inherent in the a p p e a r a n c e  of a revenant 

figure u n d e r l i e s  the story of F e l i x  H o l t , w h i c h  begins 

w i t h  the re t u r n  of H a r o l d  T r a nsome to his family home. 

The c h r o nological shift in "The L i f t e d  Veil" is ra t h e r  

different in that it is the future r a t h e r  than the past 

w h i c h  irrupts into the pres e n t  time. As one result of 

his foreknowledge the f i r s t - p e r s o n  n a r r a t o r  is a ble to 

describe his own death, o u t l i n i n g  the a p p r o a c h  of that 

mo m e n t  w h i c h  he knows will be his last a n d  e x p iring 

finally in a series of dots , . , , If n o t h i n g  else, 

this is a possible s o l u t i o n  to the p r o b l e m  of the 

p r o t a g o n i s t ' s  d eath e n c o u n t e r e d  b y  M u d f o r d  in "The 

Iron Shroud", a n o t h e r  Blackw o o d ' s  s t o r y  but p r e c e d i n g



that of George Eliot by thirty y e a r s 5 . As well as the 

intermittent a b i l i t y  to visualize future moments of 

his life, L a t i m e r  is also given a n  insight into the 

u n e x p r e s s e d  thoughts and emotions of those close to 

him. This dual clairvoyance, of insight a n d  foresight, 

deprives L a t i m e r  of the normal emotional cush i o n  of 

comfortable ignorance a n d  renders his own existence 

intolerable. It is a n  obvious v a riation of the h e i g h t e n i n g  

of perc e p t i o n  characteristic of the te r r o r  story, a n d  is 

a p p a r e n t l y  physiological in origin, resulting from an 

illness suffered in youth:

Was it that m y  illness ha d  w r o u g h t  some h a p p y  change 

in m y  orga n i z a t i o n  - g iven a firmer tension to m y  

nerves - carried off some dull o b s t ruction?

I ha d  often read of such effects - in works of 

fiction at least. Nay; in genuine bi o g r a p h i e s  I 

had read of the stabil i z i n g  or e x a l t i n g  influence 

of some diseases on the mental powers.

A p a r t  from b e i n g  u n i q u e  as the only supernatural story 

in George E l i o t ’s fiction, "The L i f t e d  V e i l ” is also 

d i s t i n g u i s h e d  b y  c o n c o m i t a n t  n a rrative modes.

Significantly, it is the onl y  prose fict i o n  b y  h e r  to be 

w r i t t e n  in the first-person, w i t h  the result of b r i n g i n g  

the psychological responses of L a t i m e r  eve n  more to the 

fore w h i l e  diminishing the status of a c t i o n  - he is a 

s i n g u l a r l y  inactive hero. Furthermore, it is the only 

one of h e r  works to m a n i p u l a t e  chron o l o g i c a l  sequence; 

m i m e t i c - t e m p o r a l  interference (as o p p o s e d  to n a r r a t i v e  

temporal interference) is a sign of the supernatural,



a n d  here the two go h a n d  in h a n d  to create a m o v e m e n t  

m a r k e d l y  different from the normal on w a r d  p r o g e s s i o n  

of h e r  narratives.

The responsiveness of Latimer*s p e r s o n a l i t y  to 

mental stimuli is i n s isted upon, w i t h  words like "sensitive 

u s e d  repea t e d l y  in describing him in the opening section 

o f  the storys "I was c e r t a i n l y  a v e r y  sensitive child";

"my nature was of the sensitive, unprac t i c a l  order";

"my vague mind, susceptible a n d  u n o b s e r v a n t , "  etc. The 

illness comes as a n  additional abuse of a s e n s i bility 

a l r e a d y  s t r a i n e d  b y  the e n f o r c e d  s t u d y  of u ncongenial  

matter:

I was h u n g r y  for h u m a n  deeds a n d  humane moti o n s  so 

I was to be p l e n t i f u l l y  c r a m m e d  w i t h  the m e chanical 

powers, the e l e m e n t a r y  bodies, a n d  the ph e n o m e n a  

of e l e c t r i c i t y  a n d  magnetism.

This d i s a s t r o u s l y  u n s u i t a b l e  course of s t u d y  is deci d e d  

u p o n  as the result of a p h r e n o l o g i c a l  e x a m i n a t i o n  of the 

c h i l d  L a t i m e r  b y  one M r  Letherall

who one day took m y  small h e a d  b e t w e e n  his large 

hands, a n d  p r e s s e d  it here a n d  there in an 

exploratory, s u spicious m a n n e r  - then pl a c e d  each 

of his g reat thumbs on m y  temples, a n d  p u s h e d  m e  a 

little w a y  from him, a n d  stared at me w i t h  g l i t t e r i n g  

spectacles. The c o n t e m p l a t i o n  a p p e a r e d  to displease 

him, for he frowned sternly, a n d  sai d  to m y  father, 

drawing his thumbs across m y  eyebrows -

"The d e f i c i e n c y  is there, s i r  -  there;, a n d  

here", he added, touching the u p p e r  sides of m y  

head, "here is the excess. That m u s t  be b r o u g h t



out, sir, a n d  this mus t  be l aid to sleep."

George Eliot is o b v i o u s l y  u sing h e r  own first-hand

experience as a subject of phrenological analysis in

this passage. "The Li f t e d  Veil" was w r i t t e n  a f t e r  the

m o d e r a t e  rejection of p h r e n o l o g y  r e c orded in the letters 
4to B r a y  ; nevertheless, a l t h o u g h  the text presents a 

hostile v i e w  of Letherall and his activity, it is 

noti c e a b l e  that the a c c u r a c y  of his findings is not 

impugned. The damage to Latimer*s "organisation" - 

here u s e d  in its n a r r o w  phrenological sense-* - does 

not result from the u n r e l i a b i l i t y  of the i n f o r mation 

y i e l d e d  b y  phrenology, but from a m i s g u i d e d  atte m p t  to 

c o u n t e r  w h a t  it has r e v e a l e d  thro u g h  a n  inapt education. 

Lether a l l * s  reading c orresponds r e m a r k a b l y  c l o s e l y  to 

w h a t  the n a r r a t o r  tells us of his own character.

A l t h o u g h  the text avoids stating so explicitly, the 

phren o l o g i c a l  m a p  of the b r a i n  w o u l d  have it that the 

are a  just above the eyebrows, in w h i c h  L e t herall perceives 

signs of deficiency, is i ndicative of a p e r s o n ' s  faculties 

of c a l c u l a t i o n  a n d  order; the u p p e r  side of the head, 

the are a  of excess in Latimer, is a s s o c i a t e d  w i t h  

I d e a l i t y  a n d  Sublimity. In the b r o a d e r  divisions, the 

front of the h e a d  is r e v e l a t o r y  of the Intellectual 

faculties, a n d  the c r o w n  of the Senti m e n t s  . L a t imer's 

"sentimentality" p r e p o n d e r a t e s  o v e r  his intellect, as is 

evident from the e arly stages of his s tory w h i c h  ar e  set 

in Geneva. He sees h i m s e l f  as a solitary, v e r y  m u c h  in 

the m a n n e r  of the e a r l i e r  inhabitant, Rousseau, on w h o m  

he models himself. L a timer's e xceptional s e n s i b i l i t y  

rings "a fatal solitude of soul in the s o c i e t y  of one's



fellow men".

All this c ontributes to the est a b l i s h i n g  of L a t i m e r  

as a suitable protag o n i s t  for the moments of c l a i r voyance 

w h i c h  subsequently afflict him. A l t h o u g h  a pe r s o n  of 

exceptional sensibility, his ordeal stems u l t i m a t e l y  

from a m a l f u n c t i o n  of his physiological system. The 

ext e n s i o n  of Latimer*s perception, w h i l e  at first 

causing a secret a n d  puzz l e d  gratification, soon exposes 

hi m  to areas of kn o w l e d g e  w h i c h  t e r r i f y  b y  virtue of 

completeness. In this w a y  the typical imbalance b e t w e e n  

stimulus a n d  response is achieved, as L a t i m e r  is e x p o s e d  

to a range of stimuli far w i d e r  than normal. E q u a l l y 

typical of the supernatural ter r o r  s tory is his prog e s s i v e  

isolation. W hile i n  no wa^ gregarious at the outset, 

in the l a t t e r  stages of the story a n  a t t i t u d e  of positive

m i s a n t h r o p y  is forced on him, a n d  he becomes a recluse
/

in his ow n  house, k e e p i n g  apart from his friends, his 

servants a n d  his wife. This change in his social 

c o n d i t i o n  is li n k e d  to a change in his p e r c e p t i o n  of 

his own existence:

All that was personal in me s e e m e d  to be suffering

a gradual death, so that I was losing the o rgan

thro u g h  w h i c h  the personal agita t i o n s  a n d  projects

of others could af f e c t  me . . .  . It was as if

the r e l a t i o n  b e t w e e n  me a n d  m y  f e llow-men was more

a n d  m o r e  deadened, a n d  m y  relation to w h a t  we call

the inanimate was q u ickened into n e w  life.

The c l imactic event of the story is a n  actual e n a c t m e n t

of this f i g u r a t i v e  statement, an event in direct line — /
of descent from the o t h e r  B l a c k wood*s stories of three



decades before: the m o m e n t a r y  r é a n i mation of a corpse 

through an experiment of b l o o d  transfusion. H e n r y  

James c r iticised this incident as h a v i n g  little conn e c t i o n  

w i t h  the vis i o n a r y  a b e r r a t i o n  w h i c h  is central to the 

story , but Eliot's text comments expli c i t l y  that the 

maid's posthumous r evelation of the plot by Latimer's 

wife, Bertha, to kill hi m  is of a k i n d  w i t h  the sufferings 

brought on by his clairvoyance:

This scene seemed of one texture w i t h  the rest of 

m y  existence: h o r r o r  was m y  familiar, a n d  this n e w  

revel a t i o n  was onl y  like m y  old p a i n  r e curring w i t h  

n e w  circumstances.

The r e s u s c i t a t i o n  of the corpse is, literally, the 

inanimate b e c o m i n g  "quickened into n e w  life", a n d  its 

revenantal w a r n i n g  provokes L a t i m e r  to a p o s t r o p h i z e  on 

moral nature.

Great God! Is this w hat it is to live a g a i n  . . . .  

to w a k e  up w i t h  ou r  u n u t t e r e d  curses rising to our 

lips, w i t h  o u r  muscles r eady to act out t h e i r  

h a l f - c o m m i t t e d  sins?

In the generic context of the supernatural t e r r o r  

s tory L a t i m e r  stands as a c o n v e n t i o n a l l y  passive 

p r o t a g o n i s t  r e n d e r e d  ineffective b y  his abnormal 

c a p a b ilities of perception. In the cont e x t  of moral 

p r e d i caments as d e p i c t e d  in George Eliot's fiction he 

anticipates, b y  contrast a n d  b y  parallelism, a 

sit u a t i o n  that recurs e l s ewhere in h e r  w r i t i n g  w i t h o u t  

the same sensational o r  supernatural overtones. M a g g i e  

T u lliver's j o u r n e y  d o w n s t r e a m  w i t h  S t e p h e n  is for h e r  a 

j o u r n e y  into isolation. Furthermore, it is the p h y sical



a c t u a l i z a t i o n  of a metaphorical statement made e a r l i e r  

in the novel; l i stening to Stephen's singing she h a d  

h e e n  "borne along b y  a wav e  too strong for her". The 

literal journey begins w i t h  h e r  b eing reduced to a 

state of pas s i v i t y  before "this s t r o n g e r  presence that 

seemed to b e a r  h e r  a long with o u t  a n y  act of h e r  own 

w ill" (Bk VI, Ch, 13), But the pervasive moral 

ramifications of h e r  j o u r n e y  govern M a g g i e ' s  perce p t i o n  

of experience; inst e a d  of h e r  a w areness b e i n g  h e i g h t e n e d  

as it w o u l d  be in a te r r o r  story,

M a g g i e  was h a r d l y  conscious of h a v i n g  sai d  or done 

a n y t h i n g  decisive. All y i e l d i n g  is a t t e n d e d  w i t h  

a less v i v i d  consciousness than resistance; it is the 

submergence of o u r  own p e r s o n a l i t y  b y  a n o t h e r  

(VI, 13,).
Latimer's suf f e r i n g  springs from the la y i n g  bare of 

ano t h e r ' s  personality, Mag g i e  on the o t h e r  h a n d  finds 

h e r  own p e r s o n a l i t y  b e i n g  d o m i n a t e d  a n d  e n v e l o p e d  b y  

Stephen's, a n d  in the passage just quoted the p r i m a r y  

c o n c e r n  is not the sensations a n d  pe r c e p t i o n s  of the 

p r o t a g o n i s t  but h e r  d i m i n i s h e d  c a p a c i t y  f o r  moral 

evaluation. The j o u r n e y  d o wnstream is part of a n  

e x t e n d e d  symbolic sequence running t h r o u g h  the book, 

but the iso l a t i o n  felt b y  M a g g i e  h ere looks forward 

p a r t i c u l a r l y  to the reso u n d i n g  last s e n t e n c e  of the 

n a r r a t i v e  proper:

The boat disappeared, but b r o t h e r  a n d  s i s t e r  h a d  

gone d own in an embrace n e v e r  to be parted, l i v i n g  

thro u g h  a g a i n  in one supreme m o m e n t  the days w h e n  

they h a d  c l a s p e d  t h e i r  little h a n d s  in love a n d



roamed the fields t o g ether (VII, 5*)•

Here again, Maggi e * s  p e r s o n a l i t y  is m e r g e d  into that of 

another, hut this time it is a u n i o n  of affirmation, 

not of subordination, as she is li b e r a t e d  in a "supreme 

moment" o f  intense consciousness c h a racteristic of 

descriptions of death e v e r  since the Blackwood*s stories 

of deathbeds a n d  imminent executions. The i s olation 

of h e r  e a r l i e r  j o u r n e y  is given a final reversal in the 

embrace of the drowning siblings; this physical e x p r e s s i o n  

of fraternal forgiveness a n d  u n i t y  is a c ontrastive 

e quivalent to the death a n d  r e s u s c i t a t i o n  in "The L i f t e d  

Veil", in w h i c h  the mo m e n t  of d e a t h  is s u r r o u n d e d  b y  

hate a n d  menace. M u c h  of the p o w e r  of the c l o s i n g  pages 

of The Mill on the Floss stems from the v e r y  direct 

c o u n t e r  it offers to the p a t t e r n  of i s o l a t i o n  a s s o c i a t e d  

w i t h  the t e r r o r  story. The last sentence, w i t h  its 

syntactical c o n j u n c t i o n  of the two r e f e r r e d  to b y  the 

terms w h i c h  emphasise t h e i r  c o n s anguinity, m o v e s  t h r o u g h  

asser t i o n s  of c o m p a n i o n s h i p  a n d  denials of separ a t i o n
Q

to the final r e s o u n d i n g  "together" . The togetherness 

has a lso got a temporal dimension, as a sel e c t i o n  of 

days —  p r e s u m a b l e  those disjunct h a p p y  days that m e m o r y  

tends to select from the series of m i x e d  experiences 

of c h i l d h o o d  -  is c o m p r e s s e d  into "one supreme moment"; 

a quasi- r e v e n a n t a l  m a n i p u l a t i o n  of time contrives to 

thrust the h a ppiness of past life into the b r i e f  p r e s e n t  

m o m e n t  of death,

M i d d l e m a r c h

It is t e m pting to see "The L i f t e d  Veil" as a n  oblique



expression of its author*s own situation. At about the

time of its completion, a f t e r  telling the Brays a n d  Sara

Hennell that she was the a u t h o r  of Scenes of Clerical

Life and of A d a m  B e d e , she wrote that "(the) experience

has enligh t e n e d  me a goo d  deal as to the ignorance in
q

w h i c h  we all live of eac h  other" , a n d  soon afterwards 

she uses a significant image in a l e t t e r  to Sara Hennell:

» - - -  the b l u n d e r i n g  efforts we have mad e  towards mutual 

u n d e r s t a n d i n g  have only made a n e w  veil b e t w e e n  us -  - 

But w h e t h e r  t a n g entially a u t o b i ographical o r  not, the 

story r e t ained its full m e a n i n g  for her, a n d  n e a r l y  

fourteen years afterwards, d i scussing a n  eventual reprint 

of it w i t h  h e r  p u b l i s h e r  Blackwood, she wrote:

I care for the idea w h i c h  it embodies, a n d  w h i c h  

justifies its painfulness. A  m o t t o  w h i c h  I wrote 

on it yesterday, perhaps is a s u f f i c i e n t  i n dication  

of that idea:-

Give me no light, great heaven, but s uch as turns 

To e n e r g y  o f  h u m a n  fellowship;

No powers save the growing h e r i t a g e  

That m a k e s  c o m p l e t e r  manhood,

But it will be well to put the s tory in harness w i t h  

some o t h e r  p r o d u c t i o n s  of mine, a n d  not sen d  it forth 

in dismal loneliness. There are m a n y  things in it

w h i c h  I w o u l d  w i l l i n g l y  say o v e r  again, a n d  I shall
' lin e v e r  put them in a n y  o t h e r  form - —  -

To w h i c h  we m a y  a d d  that there are als o  things in it w h i c h  

she has sai d  o v e r  again, in o t h e r  forms. Take a n o t h e r  

of h e r  mottoes, that w h i c h  heads C h a p t e r  28 of M i d d l e m a r c h . 

It refers to w e d d e d  love a n d  sympathy; in its i m a g e r y  arid



m e a n i n g  it might he a rewrite of the end of The Mill on 

the F l o s s :

The c a l e n d a r  hath not an evil day 

F o r  souls made one by love, a n d  e ven death 

W ere sweetness, if it came like rolling waves 

W h i l e  they two clasped each other, a n d  foresaw 

No life apart.

The m e n t i o n  of foresight suggests its c o n t r astive relevance 

to the marri a g e  depicted in "The L i f t e d  Veil", a n d  p l a c e d  

as it is in M l d d l e m a r c h  the motto is sadly ironic, 

r e ferring to a situation opposite to that w h i c h  is 

b e i n g  narrated. It precedes the ret u r n  to L o w i c k  from 

the R o m a n  h o n e y m o o n  w h i c h  has so a b r u p t l y  d i s i l l u s i o n e d  

Dorot h e a  (a disillusionment she shares w i t h  L a u r a  in The 

W o m a n  in White -  Rome seems to have b e e n  a n  inauspicious 

choice for honeymooners). The crucial event in Dorothea*s 

life is h e r  d i scovery of w h a t  C a s a u b o n  is really like 

a n d  of the w a y  he regards t heir relationship; h e r  

d i s c o v e r y  is m a d e  in emotional a n d  intellectual terms, 

but this does no t  conceal the a f f i n i t y  to the v i s i o n a r y  

a f f l i c t i o n  v i s i t e d  on Latimer. A l t h o u g h  his disappo i n t m e n t  

in m a r r i a g e  is d e p i c t e d  in far m o r e  sensational terms, 

he shares w i t h  D o r o t h e a  a n  a cute c h a g r i n  on b e c o m i n g  

aware of the true na t u r e  of the m a r r i a g e  partner. H e r  

first h o m e c o m i n g  to h e r  room at L o w i c k  M a n o r  is p r e s e n t e d  

in a passage w h i c h  f orcefully suggests b o t h  a 

d i s o r g a n i s a t i o n  of p e r c e p t i o n  a n d  a sense of imprisonment. 

The v e r y  furniture of the room s e e m e d  to hav e  shrunk 

since she saw it before: the stag in the t a p e s t r y  

l o o k e d  mor e  like a  ghost in his g h o s t l y  b l u e - g r e e n



world; the volumes of polite l iterature lo o k e d  

more like immovable imitations of books.

( . . . . )
H e r  b l o oming f ull-pulsed y o u t h  stood there in a 

moral imprisonment w h i c h  made itself one w i t h  the 

chill, colourless, n a r r o w e d  landscape, w i t h  the 

shrunken furniture, the n e v e r - r e a d  books, a n d  the 

ghos t l y  stag in a pale fantastic w o r l d  that se e m e d  

to be vanishing from the daylight.

D orothea*s dream is p o r t r a y e d  in terms of "a dream 

w h i c h  the drea m e r  begins to suspect", a m o m e n t  of 

u n f u l f i l l e d  proph e c y  as h e r  preconc e p t i o n s  of C a s aubon  

are demo l i s h e d  b y  experience. She has d i s c o v e r e d  that 

w h a t  she h a d  e x p e c t e d  to be a lif e - l o n g  compan i o n s h i p  

will, on the contrary, be a n  ordeal of solitude. This 

solitude is g i v e n  physical e x p r e s s i o n  in the room w h i c h  

she has s e l e c t e d  to be h e r  own at'Lowick, w h e r e  the 

e nvironment presses in on her. The image u s e d  for 

d i s i l l u s i o n e d  c o n s t r i c t i o n  (that of a ghost a m o n g  the 

furniture) e v i d e n t l y  has some p o t e n c y  fo r  Eliot, for 

she has a l r e a d y  u s e d  it w h e n  d e s c r i b i n g  Lydgate.

Com p a r i n g  hi m  to those w h o  fail, the m e n  wh o  lose the 

ambitious impulses of t h e i r  youth, she speaks of t h e i r  

a r d o u r  c o o l i n g  until

one day t h e i r  e a r l i e r  self w a l k e d  like a ghost in 

its old home an d  m a d e  the n e w  furniture g h a s t l y  (11,15) 

The ghost is a p p e a l e d  to for its a n a c h r o n i s t i c  quality, 

u n i t i n g  two moments in one; it is a n  image for r e c a l l i n g  

the past, c o n t e m p l a t i n g  the present, a n d  p o n d e r i n g  on 

the future. A n d  not only is the image r e c u r r i n g  for the



se c o n d  timej the scene of Dorothea in h e r  room corres p o n d s  

to a n  earlier occasion, w h e n  she h a d  v i s i t e d  Lo w i c k  

(this time in the supportive company of h e r  s i s t e r  a n d  

uncle) p r i o r  to h e r  marriage. The n a rrative mode of 

this first visit is w hat might be termed "realistic"; 

enumerating the objects w h i c h  she is s u b s e q u e n t l y  to 

see transformed b y  h e r  p e rception of them. But even 

at this stage the properties are a t t e n d e d  b y  a f a m i l i a r  

fancy:

- - - the furniture was all of a faded blue, and 

there were miniatures of ladies and gentlemen with 

powdered hair hanging in a group. A  piece of 

tapestry over a door also showed a blue-green 

world with a pale stag in it. The chairs and 

tables were thin-legged and easy to upset. It 

was a room where one might fancy the ghost of a 

tight-laced lady revisiting the scene of her 

embroidery • • • (I, 9).

F o r  a l a t e - t w e n t i e t h - c e n t u r y  reader, Doro t h e a * s  i n s p e c t i o n  

of h e r  future quarters evokes L a r kin*s p o e m  "Mr Bleaney",
t

a n d  c e r t a i n l y  the items d i s p o s e d  a bout h e r  room w i t h  

t heir suggestive epithets ("faded", "pale", "thin-legged  

a n d  eas y  to upset") capt u r e  a quality of the p a r t i c u l a r  

future to w h i c h  D o r o t h e a  is u n w i t t i n g l y  commi t t i n g  

herself. But for a r e a d e r  of an y  p e r i o d  the m e n t i o n  of 

a ghost, w h i c h  might be p a s s e d  o v e r  in this instance as 

a conventional a n d  u n r e m a r k a b l e  image, is b e i n g  quie t l y  

i n t r o d u c e d  as a m o t i f  to be taken u p  a n d  f o r e g r o u n d e d  

on the next occas i o n  D o r o t h e a  is d e s c r i b e d  v i s i t i n g  this 

room. There are ra t h e r  m ore ghosts in the studious



acco u n t  of provincial life that is M i d d l e m a r c h  than in

the supernatural story "The L i f t e d  Veil", a n d  they 

gat h e r  aro u n d  D o r o t h e a  a n d  Casaubon in particular, 

m a r k i n g  that death-in-life w h i c h  envelops the couple, 

C a s aubon h i m s e l f  raises the image in his v e r y  first 

e x t e n d e d  speech:

*’l live too m u c h  w i t h  the dead. M y  m i n d  is something 

like the ghost of a n  ancient, w a n d e r i n g  a bout the 

w o r l d  a n d  trying m e n t a l l y  to construct it as it 

u s e d  to be , • ," (l,2).

But the ghost is not just a c h a r a c t e r i s i n g  image, u s e d

in t e r m i t t e n t l y  an d  loca l l y  in the text to inform the

status of a character; its revenantal associations also

a p p e a r  in the orga n i s a t i o n  of events. The m o v e m e n t

through time p r e s e n t e d  p e r c e p t u a l l y  in "The L i f t e d

Veil" recurs in a moral context in M i d d l e m a r c h . w here

the potential of actions to re-emerge and impinge on

those of a later date is a significant aspect of the

plot. It is a n  as p e c t  w h i c h  is a l l u d e d  to in the scenes

in Dorothea's room b y  the i n sistent p r e s e n c e  of the

m i n i a t u r e  of A u n t  J u l i a  w h i c h  hangs on the wall. The

tiny p o r t r a i t  is w e i g h t e d  w i t h  a past which, in spite

of all efforts to suppress it, returns in the shape

of Raffles, Raffles is first e n c o u n t e r e d  b y  Bulstrode:

A n d  now, as if b y  some hideous magic, this loud

red figure h a d  risen before hi m  in u n m a n a g e a b l e

s o l i d i t y  -  a n  i ncorporate past w h i c h  h a d  not

entered into his imagination of chastisements (V,5 3 ) 
On the other hand, the dying Casaubon attempts to

influence events a f t e r  his d eath b y  i m p osing an



interdiction on Dorothea's m a r r y i n g  Will Ladislaw, the 

grand-son of A u n t  Julia. This effort to control , the 

future proves as ineffective as Bulstrode's to suppress 

the past.

F e l i x  H o l t , the Radical

The story - p a t t e r n  b a s e d  on the emergence of h i d d e n

past events, be it in Eliot's "The L i f t e d  Veil", Bulwer's

Eu g e n e  A r a m  o r  Le Fanu's Wylder's H a n d , is a kin to that

found in the revenantal ghost s tory - a n d  in o t h e r  forms

of literature as well: Greek tragedy, fo r  instance, as

Mich a e l  Edwards has p o i n t e d  out in a discu s s i o n  of F e l i x
12H o l t , the Radical . In h e r  letters George E liot speaks 

of h e r  a t t e m p t  to urge "the h uman sanctities through  

tragedy - thro u g h  pit y  a n d  te r r o r  as well as a d m i r a t i o n  

a n d  d e l i g h t s " 1 -̂ , a n d  Edwards observes that "the 

A r i s t o t e l i a n  emotions of p i t y  an d  t e r r o r  are a ppropriate  

to the Transome h a l f  of the story". But these emotions 

are not e x c l u s i v e l y  A r i s totelian, a n d  the terror a s s o c i a t e d  

w i t h  Mrs T r a nsome raises some si g n i f i c a n t  c o n siderations 

for the purpose of this study.

F e l i x  H o l t  begins w i t h  the f u t u r e - l o o k i n g  a p p r ehensions 

of Mrs Transome as she awaits the arrival of h e r  son 

H a r o l d  w h o m  she has not seen for the pas t  fifteen years, 

since he was nineteen. This lapse of time is g r a p h i c a l l y  

r e p r e s e n t e d  b y  the s t a n d a r d  device of a p o r t r a i t  o f  the 

y o u n g  H a r o l d  - an image of the past w h i c h  is a b o u t  to be 

c o n f r o n t e d  b y  the a s s u r e d  m a n  in his thirties. The 

temporal fa c t o r  is in the v ery open i n g  sentence of 

C h a p t e r  one. This operates on two levels; it first



situates the novel in its historical period, a n d  it
\

also introduces a not e  of expectancy b y  look i n g  ahead:

On the 1st of September, in the me m o r a b l e  y e a r  

1832, some one was expected at Transóme Court, ,
By the end of the first chap t e r  Mrs T r a n s ó m e ' s e x pectancy 

has given w a y  to a n o t h e r  feeling, one also focussed on 

possible future events but disti n g u i s h e d  from e xpectancy 

b y  the a d d i t i o n  of fearfulness:

No one . . . , divined w h a t  lay h i d d e n  u n d e r  that 

o u t w a r d  life - a woma n ' s  kee n  se n s i b i l i t y  a n d  d read  

- - - - the s ensibility a n d  dread h a d  p a l p i t a t e d  

all the faster in the prosp e c t  of h e r  son's return; 

a n d  no w  that she ha d  seen him, she said to herself, 

in h e r  b i t t e r  way, "It is a l u c k y  eel that escapes 

skinning. The last h a ppiness I shall eve r  know, 

will be to escape the w o r s t  misery".

The rhetorical h ollowness of h e r  r e f l e c t i o n  is filled 

in w i t h  partic u l a r s  as the text progresses, defining 

its movement. H e r  se n s i b i l i t y  a n d  d r e a d  do not spring 

from an y  simple a b s t r a c t  o p p o s i t i o n  of h a p p i n e s s  and 

misery; she has a v e r y  l i k e l y  p o s s i b i l i t y  in m i n d  -  the 

p r o spect of the truth of H a r o l d ' s  p a r entage co m i n g  to 

light. "Dread", the t e r r i f i e d  a n t i c i p a t i o n  of some 

future event, b e c o m e s  a k e y n o t e  of the novel a n d  the 

w o r d  recurs in s i s t e n t l y  thro u g h  its pages, p a r t i c u l a r l y  

in the l a t e r  chapters. In this first instance the d read 

e x p e r i e n c e d  by M r s  T r a nsóme is a s s o c i a t e d  w i t h  

sensibility, d i s t i n g u i s h i n g  h e r  as a resp o n s i v e  figure 

in the text, w h i l e  the insistence on the o b l i v i o u s n e s s  

of others to h e r  true i n n e r  state empha s i s e s  h e r  isolation.



Isolated a l t h o u g h  Mrs Transome m a y  be, there is

a n o t h e r  cha r a c t e r  w h o  also experiences a feeling of 

dread, Esther, like Mrs Transome, is the vi c t i m  of an 

e a r l i e r  emotional entanglement - not h e r  own, but that 

of h e r  parents. The conc l u s i o n  to C h a p t e r  XXVI 

highl i g h t s  h e r  situation; as the po s s i b i l i t y  of an 

inheritance for h e r  is raised:

A  little w hile ago, these proble m a t i c  prospects 

m i g h t  have set h e r  dreaming pleasantly; bu t  now, 

for some reasons that she c ould n o t  have put 

d i s t i n c t l y  into words, they a f f e c t e d  h e r  w i t h  

dread.

F o r  each, a past event causes present disquiet about 

p o s sible future consequences. The l i n k e d  fates of the 

two w o m e n  c o n verge at the c l i m a x  of the novel. In Mrs 

Transome*s case the adulterous a f f a i r  w i t h  Je r m y n  n o w  

has a physical image in h e r  son, w h o m  she loves for w h a t  

he is bu t  dreads for wha t  he represents. A n d  H a r o l d  

poses a parallel emotional dile n m a  for E s t h e r  as she is 

faced w i t h  the choice b e t w e e n  h i m  a n d  Felix,

W i t h  a terrible p r e s c i e n c e  w h i c h  a m u l t i t u d e  of 

impressions during h e r  stay at T r a nsome Court ha d  

c o n t r i b u t e d  to form, she saw h e r s e l f  in a silken 

bond a g e  that a r r e s t e d  all motive, a n d  was n o t h i n g  

b e t t e r  than a w e l l - c u s h i o n e d  despair. (XLIX)

E s t h e r  is c o n f r o n t e d  w i t h  the n e c e s s i t y  of m a k i n g  a 

choice w h i l e  a lone in h e r  room at Transome Court one 

night, "looking at something not visible". The kiss 

she has e x c h a n g e d  w i t h  F e l i x  in p r i s o n  lies on h e r  lips 

like a "memory", to be b a l a n c e d  a g a i n s t  a forek n o w l e d g e



of what is being offered to her by Harold. The chapter 

has begun with Esther alone in the small drawing-room 

dominated by Mrs Transome,s full-length portrait; "the 

youthful brilliancy it represented saddened Esther by 

its inevitable association with what she daily saw had 

come instead of it - a joyless, embittered age".

Esther's state of mind is described as being "highly- 

wrought", bringing with it a sense of remoteness from 

life. The troubled moment calls forth a familiar Eliot 

memory of childhood siblings: ,

Why was it, when the birds were singing, when the 

fields were a garden, and when we were clasping 

another little hand just larger than our own, there 

was somebody who found it hard to smile?

But Esther's detachment, unlike that of Maggie, does not 

lead:to a succumbing to events but to a rational grappling 

with them. Nevertheless, she is driven to get away from 

"the portrait smiling with deluded brightness, unwitting 

of the future", remarking to herself as she does so 

" 'I shall:soon see visions' ", Caught between before 

and after, her situation is materialised with an insistence 

on the present, and an actual figure portrayed in terms 

that reproduce the conventional topic of a supernatural 

apparition:

It was already near midnight, but with these thoughts 

succeeding and returning in her mind like scenes 
^ ; through which she was living, Esther had a more

intense wakefulness than any she had known by day.

All had been stillness hitherto, except the fitful 

wind outside. But her ears now caught a sound



within — slight, but sudden. She moved near her 

door, and heard the sweep of something on the 

mattling outside. It came closer and paused.

Then it began again, and seemed to sweep away from 

her. Then it approached, and paused as it had done 

before. Esther listened, wondering. The same 

thing happened again and again, till she could 

bear it no longer. She opened the door, and in 

the dim light of the corridor, where the glass 

above seemed to make a glimmering sky, she saw Mrs 

Transóme*s tall figure pacing slowly, with her 

cheek upon her hand, (XLIX).

The figure of Mrs Transóme is conjured out of the night 

and, as in the opening chapter a portrait represented 

the past to her, here in turn she represents a possible 

future to Esther. Literally, were Esther to marry 

Harold she would become "Mrs Transóme", but the 

ramifications are more extensive. Mrs Transóme*s 

suffering springs from an adulterous affair, a failure 

to reconcile emotion and matrimony. This is precisely 

the problem solved by Esther forced to choose between 

Harold and Felix - she is to be one of the "lucky eels"
V

that escape skinning.

The passage describing the appearance of Mrs

Transóme is reminiscent of the omen-ridden Chapter XXV 
I V

of Jane Eyre . The nocturnal reflections of Jane on 

the eve of her marriage to Rochester as she eyes the 

trunks packed for her honeymoon journey focus on the 

question of her identity:

The cards of address alone remained to nail on:



they lay, four little squares, on the drawer. M r  

Rochester had himself written the direction, "Mrs 

Rochester, - Hotel, London," on each: I could not 

persuade myself to affix them or to have them 

affixed. Mrs Rochester! She did not exist . . .

But of course Mrs Rochester does exist, and Jane has 

already seen her; the incident of the previous night's 

intrusion into her room is related further on in the 

chapter. There are several points of resemblance 

between the two passages: Esther and Jane are both 

governesses; Mrs Transóme, like Rochester, is married 

to an imbecile, a factor which mitigates the adultery, 

actual or intended, of each; and Mrs Transóme, like 

Bertha Mason before her, is presented as an apparition.

The narrative mode in George Eliot*s passage 

derives its effect from the background reference to the 

possibility of a ghost. It is an implicit and subdued 

reference; nevertheless the conventions of the fiction 

of the supernatural provide an enabling method and 

vocabulary for the scene - midnight, the alertness of 

Esther, the atmospheric details - w h i c h  govern the 

impression made by Mrs Transóme. Passive and silent, 

she functions here as an apparition rather than as a 

character, in that the text places her to be perceived, 

not to participate in dialogue or activity. Later on, 

in the next chapter, the scene is continued from Mrs 

Transóme*s point of view, and we are given an insight 

into the feelings which have brought her to this midnight 

pacing "like an uneasy spirit", but the local effect 

at the end of Chapter XLIX is carefully separated from



this continuation. Local though it is, however, the 

scene is®culminating node in the progress plotted by 

the novel. It marks the meeting of the experiences 

of Esther and Mrs Transóme, and the arrival at solutions 

to their respective crises. The supernatural tendency 

of the text here is slight but unmistakeable, and it is 

particularly supernatural in that it marks the two 

characters at their furthest remove from the social 

community which constitutes the normative world of E l i o t ’s 

novels. Isolated as quasi-ghost and quasi-ghost-seer, 

immediately afterwards they both move back to the human 

world of love, forgiveness and companionship, but to do 

so the text has first of all to move them almost out of 

life, before allowing them to discover "the human 
sanctities".

Conclusion

To s a y t h a t M r s  Transóme is haunted by her past may 

be to indulge a cliché, but it is also an accurate 

pointer to the nature of the experience associated with 

her in Felix H o l t . The inevitability of social ^ 

interdependence is a cornerstone of George El i o t ’s work; 

her characters’ every action is attended with consequence 

for others. Those occasions on which her characters 

are shown moving towards a state of isolation (Latimer 

in "The Lifted Veil", Maggie Tulliver drifting downstream, 

Dorothea on her return from Rome) are crucial in her 

fiction. At such times her writing is illuminated by 

reference to the motifs and patterns of those early 

terror stories which were motivated wholly by the



isolating or alienating sensations of the protagonist 

removed from normative natural social experience. These 

references, whether implicit or otherwise, constitute 

one element of Eliot*s writing which takes its place 

among the repertory available to her. It is an enabling 

factor, providing a diction and a conceptual awareness 

for an area of experience and a patterning of events.
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C H A P T E R  T 'W .CL' V E U ̂

T O W A R D S  C O N R A D  
A N D  M O D  E. R  N I S M.

Corresponding with Mrs Harriet Beecher Stowe 

soon after the completion of Mlddlemarch. George 

Eliot discusses attitudes to visionary experience. 

Perhaps I am inclined, under the influence of 

the facts, physiological and psychological, 

which have been gathered of late years, to give 

larger place to the interpretation of vision- 

seeing as subjective than the Professor would 
approve. It seems difficult to limit -  at least 

to limit with any precision - the possibility 

of confounding sense by impressions, derived 

from Inward conditions, with those which are 

directly dependent on external stimulus. In 

fact, the division between within and without 

in this sense seems to become every year a more 

subtle and bewildering problem . 1  

This tactfully worded expression of h e r  own position 

on sensorial perception is a succinct summation of 

thinking on the supernatural over the previous 

half-century or more. The novels discussed up to 

now have been concerned, wholly or partly and in



various degrees of intensity, with the problematical 

nature of a character's relationship to the fictional 

world in which he moves. The area of concern is 

that adumbrated by George Eliot, and it found 

articulation by incorporating the supernatural into
V

a solipsistlcally based world. This had the result of 

making the basis of the fiction not the supernatural N 

or quasi-supernatural phenomena themselves but their 
effect on the protagonist and his response to them.

The survey of novels in which this aspect is 

discernible halts at the start of the 1870s. As 

is inevitable in such cases, there is something of 

the arbitrary in fixing the stopping point, but it 

was around 18 7 0  that one marks a significant change 

in the predominant attitude to the supernatural.
After the materialist-based theories in the first 

part of the century, there came a resurgence of 

transcendental occultism, with its emphasis on the 

esoteric manipulation of psychic states as opposed 

to the largely uncontrolled manifestations of the 

earlier supernatural. The Theosophical Society was 

established in the 1870s, followed by the Society for 

Psychical Research and The Order^of the Golden Dawn; 

table-tapping and seances seemed to become the parlour 

pastime of the age. George Eliot's letter to Beecher 

Stowe continues:
Your experience with planchette is amazing; but 
that the words which you found it to have written 
were dictated by the spirit of Charlotte Bronte 
is to me (whether rightly or not) so enormously
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improbable, that I could only accept it if 

every condition were laid bare, and every 

other explanation demonstrated to be improbable.

The new supernaturalism of the occult was based on 

the group experience of the séance.' The spiritual 
world was conceived of as having an independent and 

separate order of existence, and its spirits were to 
be encountered through the agency of a third party: 
the mediums '

The appeal of the societies devoted to spiritualist 

activities rested as much on the fact that they were 

societies as it did on the sharing of occult and 

esoteric lore and doctrines. This is in the sharpest 

contrast to the apparition theories based on the 

morbid or distorted operation of the individual 

perception, such as those of Ferriar and Hibbert, 

in which the lack of a communal experience to which 
the subject can refer is fundamental. The centring 

of events on the single perception of an isolated 

protagonist was of prime importance for the structuring 

of the fiction of the supernatural, in which the _ 

dissonance between the evidence of one*s sense-experience 
and the verifiable experience of others underpins the 

narrative; indeed, the motivating force of the 

narrative is frequently the felt need to reconcile 

the dissonant elements — a need that is not necessarily 

gratified. Spiritualist esotericism found a counterpart 
in fiction in the fantasies which rest on a total 

transformation of the laws of experience, going beyond 

ambiguity or suggestion to complete acceptance:

\



Kingsley's The Water Babies. MacDonald's Phantasies 

and Lilith, the stories of Lord Dunsany and W.H. 

Hodgson. Of writers examined earlier, only the 

eclectic Bulwer moved towards a depiction of 

spiritualism, and his A Strange Story signally falls 

to marry the psychological and psychic elements 
satisfactorily.

Although communal, the hermetic spiritualists 

met in secret and surrounded themselves with the 
mysterious; Integration with the mundane world was 

consistently resisted. As a result, their activities 
offered little to novelists working in the mode of 

social realism which was preponderant in the nineteenth 

century. George Eliot's work allows us to stop at 

the end of the two great decades of the nineteenth- 

century novel, and provides an instance of the 

structures of supernatural stories being absorbed 

into her formally very different fiction. When Hardy 

goes on to set his characters in a world of gloomy 

fatalism, any appeal to an enveloping supernatural 

is founded on premises rather different to those with 

which this study has been dealing. His protagonists 

may be unusually sensitive to their surroundings, 
with sensitivity revealed either in conflict or in 

harmony, but the Intention is to make a statement 

about the nature of man's relationship to the universe
rather than to call it into question. Eustacia Vye

2on Rainbarrow , and Tess in her nocturnal walks 

through the woods , are depicted in a wa y  that suggests 

a radical extension of the natural world, but it is



a suggestion that is made to the reader rather than 

to the character herself. The condition of man is

not problematical in Hardy*s work; formulating a
\

symbolic statement of it is.

The novelist who in many respects perpetuated 

the technique of supernatural reference in order to 

articulate individual experience is Joseph Conrad.

Conrad*s method is the inverse of Hardy*s in that 

he sets his characters in a moral vacuum, leaving 

them denuded of creed and ideals. This removal of 

an absolute code by which to regulate action is the 

moral equivalent of the perceptual chaos in which 

the protagonist of a supernatural story finds himself.

The island in Victory is an image of this isolated 

condition, and Samburan serves also as the privileged 

arena in which Heyst is exposed to manifestations of 

a world which he has tried to set on a level of 

existence apart from himself. But the Island is not 
merely a variation of the haunted house motif in 

earlier work; the narrative pattern, in which the 

consciousness of Heyst is influenced by Lena and 

assailed by the three villains, is of greater 

significance. Heyst is a particular embodiment 

of the passive consciousness; his evasion of action 

is countered by the remorseless sequence of events 

visited on him. The artistically incomplete 

realization of his antagonists — Jones, Ricardo and 
Pedro —  stems from the fact that they are little 

more than functions of Heyst*s ordeal.

In Heyst, passivity is elevated from a characteristic



to the raison d 1 etre. - In Heart of Darkness. an 

earlier and more strongly drawn story based on a 

similar structure, M a r l o w ’ as protagonist travels 

to an encounter with Kurtz, whose experience has 

removed him from the order of natural humanity. It 

is a story which has already proved itself to he 

susceptible to a number of readings - archetypal, 

psychological, symbolic, and others. It is not 

necessary to add yet another interpretation to 

demonstrate that, in its narrative presentation, 

Marlow's journey is one that takes him away, from 

the objectively verifiable. Indeed, his experience 

begins with a phrenological examination, as the 

company doctor takes detailed measurements of his 

skull while remarking that "the changes take place 

inside". It is an Incident that Marlow remembers 

during the stress of the overland journey to the 

Central Station, and the motif is later associated 

with Kurtz as Marlow moves towards an increasing

knowledge of and identification with him. The first¥■

physical description of Kurtz refers to his "lofty 

frontal bone"; later the Russian attempts to explain 

how Kurtz had "enlarged his mind"; and the station 
is surrounded by the severed heads set on poles, 

"symbolic of something". Although dominated by Kurtz, 

Marlow .*s assent to him is never total and, like the 

Belgian doctor, he never fully finds out what occurs 

within the skull. He can only observe the results 

from the exterior. Because of this the final attempt 

to come to grips with the mind of Kurtz is couched



in the form of a question* The much quoted passage 

will hear quotation once more:i
I saw on that ivory face the expression of sombre 

pride, of ruthless power, of craven terror - 

of an intense and hopeless despair. Did he live 

again in every detail of desire, temptation, 

and surrender during that supreme moment of. 

complete knowledge? He cried in a whisper at 

some image, at some vision - he cried out twice, 

a cry that was no more than a breath:

"The Horror 1 The horror! " V  ~

The resistance to articulation in this has been 

anticipated in one of Marlow's irritable asides to 

his listeners on the Nellie, at which point his 

story is seen by him as being little more than a 

dream record. Marlow is confronted by the same 

problems of narration as De Quincey.
It seems to me I am trying to tell you a dream 

- making a vain attempt, because no relation 

of a dream can convey the dream-sensation, that 

commingling of absurdity, surprise and 

bewilderment in a tremor of struggling revolt,

1 that notion of being captured by the incredible 

whidh is of the very essence of dreams . . .

The general direction of Marlow's progress is towards 

this state of uncertainty. "We live as we die - alone 

he remarks; his steady approach to the inner station 

is a graphic statement of entry into solipsism. He 

moves to the opposite extreme of the condition 

represented by the companionable group on board the



yawl Nellie. The social integration of M a r l o w (s 

audience is emphasised by the terms used to identify 

them - not their names but their roles in society: 

Lawyer, Director» Accountant. For Marlow, as he 

announces later in another of his asides, the reality 
is the hidden inner truth which remains hidden, and 

his preoccupation with the surface of things shields 

him from the "mysterious stillness" which watches 

over him. The disconcerting quality of his journey 

upriver is that it evokes past memories, in which 

the anachronistic insistence of the past comes into 

conflict with the waking world:

There were moments when.one's past came back 

to one . . .  . b u t  it came in the shape of an 
unrestful and noisy dream, remembered with 

wonder among the overwhelming realities of this 

strange world of plants, and waters, and 

silence. • •v „ ‘
Ths past, at once familiar because experienced but 

strange in its manifestation, asserts itself in a 

present that is tangible real but inscrutable. The 

opposed extremes.of the natural and the supernatural 

co-exist without synthesising, so that the presence 
of irreconcilables becomes part of the new mode of 

existence for Marlow. The 'fog which envelopes the 

steamboat Just before the end of its journey is a 
striking image of this state. The opacity of the 

fog obstructs vision as wouldC* darkness; it is a 

white night, or darkness visible, in which the



eponymous dominant image of the story meets its 
opposite and black becomes white. Sense-perception 
is then set at naught:

The rest of the world was nowhere, as far as 

our eyes and ears were concerned. ̂

Use of the fog as a key to the distortion of sense 

is an effect that might be traced back to the 

apparition on Arthur's Seat in Hogg's Confessions 

of a Justified Sinner, where the phenomena of the 

natural world contribute to a supernatural effect. 

Conrad also twice uses the image of the veil used 

by George Eliot in the title of her short story; 

in each case the veil is lifted or removed to grant 

access. The,first instance is incidental, as Marlow 

gets his first sight of the attacking natives in 

the jungle "suddenly, as though a veil has been 

lifted from my eyes". The second and more significant 

instance occurs just before the reflections prompted 

by Kurtz's enigmatic last words as Marlow stares down 

at the dying man:
I was fascinated. It was as though a veil had 

been rent. I saw on that ivory face the 

expression of sombre pride, of ruthless power, 

of craven terror - of an intense and hopeless 

despair.
The value of the image,of the veil is that it stands 

as a sort of barrier, marking the division between 

one order of existence and another; it is more 

effective as a marker than as barrier, for it is



introduced to be lifted or rent, allowing two 

separated areas to come into conjunction. But even 

here, in this last instance, the veil retains its 

obscuring quality through the syntax associated with 

it. From its positioning in the paragraph, it is 

not clear whether the veil that has been rent is to 

be conceived of as hanging between Marlow and his 

understanding of Kurtz, or between Kurtz and that 

area of knowledge be glimpses in a brief vision 

before death. It may even be that we are meant to 

infer that it is Marlow who gains an incomplete 

glimpse of the horrific heart of things, with Kurtz 

in a mediating role*

This recurrence of images which we have already 

encountered in works examined in earlier chapters 

is an indication of the nature of M a r l o w ' 6 experience, 

but is incidental to the narrative. More fundamental 

is the pattern given to the story by his journey, in 

which there is a steady progress towards a state of

confrontation with the unreal and irrational. As
\

in the basic movement of entry into a haunted house 

or similar arena, the voyage upriver takes Marlow 

into a world where the comfort of the familiar is 

lost to him. And as was the case with protagonists 

of the earlier confessional or solipsistic fiction, 

all that is left for him is to relate his experience. 

To whom? To his companions on the N e l l i e , an 

uncomprehending audience as Marlow repeatedly asserts. 

But the first serious attempt to convey something of



what he has undergone comes in his interview with 

Kurtz's fiance. His suppression of the truth on 

this occasion, and the substitution of a lie for 

the last anguished cry of Kurtz, emphasises the 

particularity of Marlow's experience. Just as Pip's 

comic inventiveness in his account to Joe and Mrs 

Gargery of the visit to Miss Havisham clearly 

separates what happens in Satis House from the 

everyday world, so does Marlow's lie to the Intended 

point the impossibility of reconciling what he has 

witnessed with the mundane affairs of society. 

Marlow's knowledge of what he has seen remains 

peculiarly his own.

Like Lucy Snowe in the Quartier des Mages,

Marlow finds himself in a Belgian street going to 

visit a strange woman in a house stilled by mourning. 

Just before he enters the house of the Intended, s 

Marlow's mind conjures up a vivid apparition of the

dead Kurtz: *
I thought his memory was like the other memories 
of the dead that accumulate in every man's life 

a vague impress on the brain of shadows that 

had fallen on it in their swift and final 

i passage; but . . • • I had a vision of him on 

the stretcher, opening his mouth voraciously, " 

as if to devour all the earth with all its 

mankind. He lived then before me; he lived as 

much as he had ever lived - a shadow insatiable 

of splendid appearances, of frightful realities.



There are two texts at the centre of Heart of 

Darkness: one is the seaman*s manual which Marlow 

picks up at a station on the Journey upriver and 

gives to the Russian, valued for its clarity and 

matter-of-factness. The other is the incomplete 

draft of Kurtsb report to the International Society 

for the Suppression of Savage Customs, This begins 

with the argument that the whites arriving in Africa 

"must necessarily appear to them (savages) in the 

nature of supernatural beingsn. But by the end of 

the story Kurtz, the white man, appears as a 

supernatural being to his fellow Europeans - a 

further instance of the reversal of opposites which 

characterises Marlow*s experience.
This concluding chapter has dwelt upon Heart of 

Darkness because the story conveniently demonstrates 
the point towards with the tendencies examined have 

led. Starting with Caleb Williams and the solipsistic 

confessional fiction, the supernatural short stories 

of Blackwood*s opened the way for an investigation 

of man as a perceiving rather than as a behavioural 

creature, and brought new patterns and structures to 

story-telling. These patterns and structures were 

incorporated on occasions to serve the purposes of 

the mainstream novels*of the nineteenth century. In 

Heart of Darkness it can be seen how the move towards 
a subjectivism which was part of the modernist 

emphasis involved techniques previously developed 

by the supernatural terror stories. Lionel Trilling 

has isolated terror as one of the dominant features



of modern literature, and goes on to say that

the idea of losing oneself up to the point of 

self-destruction, of surrendering oneself to 

experience without regard to self-interest 

or conventional morality, of escaping wholly 

from the societal bonds, is an "element" 

somewhere in the mind of every modern person 

who dares to think of what Arnold in his r 

unaffected Victorian way called "the fulness 

of spiritual perfection".

The destruction of the self, in which the first 

person narrator ceases to define himself through 

action and becomes primarily an intermediary 

negotiating between events and the reader, had been 

anticipated in the supernatural stories. Furthermore, 

the radical interference with form which is a feature 

of modernism had an equivalent in the ontological 

confusion typical of supernatural and related fiction. 

One of the reasons for the fragmentary quality of 

modernist writing is its acceptance of opposites, 

and the consequent concept of man as susceptible to 

conflicting impulses, both rational and irrational. 

Man is no longer an organic unit, but an arena in 

which rational discipline wrestles with a primal 

dynamism, neither ever quite overwhelming the other. 

The works of art which arise from and give expression 

to this condition are no longer organic wholes, but 

collocations of irreconcilables. Freud*s work on 

dreams and the subconscious, and Nietzsche's insights



into-'- the impulses within man, made explicit the 

vision of a universe without absolutes. The breakdown 

of the division between the natural and the 

supernatural in the fiction of the early nineteenth 

century means that it can be seen retrospectively as 

a precursor of the modernist moment at the latter end 

of the century, and there is a line of development 

leading towards Heart of Darkness in 1899* The 
departure from narratives with internal coherency 

and overall closure is already apparent in the 

solipsistic confessional novel, the tale of terror 

and the ghost story. When M.R. James wrote in 1923 
that

The ghost story is in itself a slightly old-

fashioned form,**

he had in mind the stories of such as E.F. Benson, 

Valter De La Mare, Algernon Blackwood and, of course, 

hfs own. These were the practitioners of a form 

derived directly from the familiar Victorian ghost- 

story of the later part of the nineteenth century.

Much more potent were the earlier Blackwood’s stories 

which, because of their absorption into the arterial 

channels of fiction, broadened the range of effect 

available to writers and offered a link with the 

fiction of the early twentieth century. It is thus 

possible to delineate a tradition identified not by 

moral criteria embodied in the fiction, but by the 

structure of the fiction itself.,

The key-note of modernism is struck in a poem 

which begins in a nix of memory and desire, two



conditions which look away from the present to the 

past and the future respectively; the protean 

central identity of The Waste Land is most clearly 

presented as a figure who combines previsionary and 

sentient capabilities, breaking down the linear 

sequentiality of time in an access of pain:

And I Tiresias have foresuffered all.

At the end of Part One it was suggested that the 

supernatural reference provided novels of the mid

nineteenth century with a model of and vocabulary 

for pain. This quality helped to ensure their 
continuity into an age during which world wa r  was 

to make suffering demotic on a scale not dreamt of 

before, and in which the certainties of belief 

crumbled under the evidence of the senses.

\
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1. It was to be followed the next month by Bulwer*s 
»The House and the Brain". This is but one instance 
of the linking of the two writers who were Blackwoodfs 
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of the first admiring letters George Eliot received 
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from another author was from Bulwer himself. George 
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2. "Myth and the Single Consciousness: Middlemarch 
and The Lifted Veilw in This Particular Web: Essays 
on Middlemarch ed. Ian Adam (1975).

3. For another expedient, see W.F. Harvey’s "August 
neat", reprinted in Best Horror Stories ed. John 
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the circumstances he describes.

4. Haight, Letters. II, p.233 -

5. OED: organ, definition II c. Phrenology. One of the 
regions of the brain held to be the seat or material 
centre of particular mental faculties or tendencies.

6. See the phrenological diagram included in the appendix.
7. The Nation 25 April 1879.
8. A theme to which Eliot was to return in 1869 in the 

short sequence of sonnets entitled "Brother and 
Sister", which however ends with a sense of the loss 
of childhood— — — the dire years whose awful name is Change 

Had grasped our souls still yearning in divorce, 
And pitiless shaped them in two forms that range 
Two elements which sever their life’s course.
But were another childhood-world my share,
I would be born a little sister there.

9. Haight, Letters. II, 90, fn.
10. Haight, Letters. II, p.90

V, p. 38011. Haight, Letters.



12. "George Eliot a Negative Form", Critical Quarterly
XVII, 2, Summer, 1975. ’

13, Haight, Letters IV, p. 301
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in Charlotte Bronte's work, beginning with the 
well-known comment on Jane Eyre; "All self-sacrifice 
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nobler cause than that of a diabolical law which 
chains a man soul and body to a petrefying carcase" 
(Haight, Letters. June 1848, to Charles Bray). Of 
Villette she remarks "a still more wonderful book 
than Jane Eyre. There is something almost 
preternatural in its power". (Haight, Letters 15, 
Feb. 1853, to Mrs Bray v. also 28 March 1853 and 
16 April 1857 to Sara Hennell). In 1857 she caught 
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after the publication of Scenes of Clerical Life, 
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APPENDIX A
O U T L I N E S  O F  P H R E N O L O G Y  

by George Combe.

(Combe’s pamphlet, first published in 1823, gives 
a lucid account of the mental faculties as seen 
by the phrenologists. The text given here follows 
that of the revised third edition (1824); the 
discussion of some of the individual organs and 
faculties has been abridged where indicated.)

Phrenology is a system of Philosophy of the Human 
Mind, and is founded on facts ascertainable by 
consciousness and observation. The name is derived 
from mind, and Xoycs discourse. It treats of
mental faculties or powers, but not of actions.

It is a principle of physiology which cannot be 
disputed, that dissection alone can give us no 
information concerning the functions of the bodily 
organs. No anatomist, by dissecting the optic nerve, 
could predicate that its function is to minister to 
Vision; or, by dissecting the tongue,could discover 
that it is the organ of Taste.

Metaphysicians having confined themselves chiefly 
to reflection on consciousness, could not discover the 
organs of the mind; and Anatomists, having merely 
dissected the brain, could not discover the functions 
of that organ; and hence the comparative ignorance 
which has hitherto prevailed regarding that interesting 
point in the philosophy of man, - the connection betwixt 
the mind nnd his organic constitution.

Phrenologists have endeavoured to avoid the 
obstacles presented by these modes of philosophizing, 
and have compared manifestations of mind with development 
of brain, in a great number of individuals. The system 
now taught is the result of observations thus made; 
and the^principal points which are conceived to be 
established by extensive induction are the following:

1st, That the brain is the material instrument, 
by means of which the mind carries on intercourse 
with the external world.

2d, That the brain is an aggregate of parts, each 
of which has a special and determinate function.

3d, That the form of the brain can be ascertained 
by inspecting the cranium; and that the functions of 
the several parts may be determined by comparing their 
size with the power of manifesting the mental faculties. 
The difference between a small and large development 
of the larger organs, such as Cau tiousness, Ideality,



Benevolence, &cf amounts to an inch or upwards, and 
beginners should attend to such cases first.

* * * * *
The organs and their Faculties are the following:
I. Amativeness, or Physical Love. - This is an 
important propensity, and gives rise to the feelings 
which attract the sexes so strongly to each other.
It is the source of that kindly interest which either 
sex feels in all that relates to the other; as well 
as of the stronger impulses of desire. These are 
its direct effects; but it produces others indirectly 
by its influence on the other powers. It acts, in 
many ceses, as a stimulus to these, increases their 
activity, and brings them into a state of higher 
susceptibility. That love between the sexes, of 
which this is the origin, may be strengthened and 
prolonged by Adhesiveness, and other powers and 
sentiments brought subsequently into action. The 
cerebellum is the organ of this propensity, and its 
size is indicated by the distance betwixt the mastoid 
processes behind the ears, or by the general thickness 
of the neck from ear to ear. In the casts of Raphael, 
Mitchell, Mary Macinnes, and Robert Dean, in all of 
whom the propensity was strongly manifested, the organ 
is large; in Dr Hette, the feeling was rather deficient 
and the organ is small. - Established.
II. Philoprogenitiveness. - The chief function of 
this faculty is to produce the love of children, or 
offsprings in general; but it seems to give rise to a 
certain feeling of kindness, mingled with condescension 
and almost compassion, for objects which are weak and 
helpless. In parents, the feeling is so far compulsory 
as to be independent of any other qualities in the 
child than those of mere weakness and helplessness; 
and, as a proof of this, the more weak and helpless
the child is, the emotion is felt the more strongly.
In others, the feeling is less constrained, and more 
apt to be influenced by the appearance of qualities 
calculated to excite, at the same time, the other 
faculties, - such as beauty, vivacity, or intelligence. 
It is this chiefly which supports the mother under 
all the cares and troubles of rearing an helpless 
offspring, during nights spent in watching, and days, 
passed in unavailing endeavours to pacify or relieve 
them; and that often independent of religion, morality, 
or the dictates of reason. When this organ is large, 
and I. moderate, it gives a drooping appearance to 
the hind part of the head. When the faculty is strong, 
the individual is delighted at the sight of children, 
who, on the other hand, understanding its natural 
language, are rejoiced and flock around him when he 
makes his appearance. It is quite distinct from 
general Benevolence. In the casts of the American



Indians, the o r g a n  is defic i e n t *  in the c a s t s  o f
the N e g r o e s  it is large. It is l a r g e r  in tho casts  
o f  fema l e s  i n  gene r a l  than in males. -  E s t a b l i s h e d ,

III, C o n c e n t r e t i y e n e g s .  -  W h e n  D r  Gall first m a d e  
o b s e r v a t i o n s  u p o n  this organ, he was l e d  to b e l i e v e  
its f u n c t i o n  to be a de s i r e  o f  i n h a b i t i n g  h i g h  places,  
b e c a u s e  he o b s e r v e d  it l a r g e  in a n i m a l s  w h i c h  w e r e  
fond o f  t h e s e  s ituations; s u c h  as the chamois, the 
eagle, a n d  the ptarmigan. F a r t h e r  o b s e r v a t i o n s  s h e w e d  
it to b e  l a r g e  in t hose a n i m a l s  a n d  p e r s o n s  w h o  s e e m e d  
a t t a c h e d  to p a r t i c u l a r  places, a n d  w h o  d i s l i k e d  m u c h  
c h a n g e  o f  residence. -  -  -  -

This o r g a n  is found l arge in a u t h o r s  a n d  o r a t o r s  
w h o  excel in c o n c e n t r a t i o n  o f  thought; and, it has 
b e e n  o b s e r v e d  l a r g e  a l s o  in some a c t o r s  a n d  singers, 
w h o  h a v e  the p o w e r  o f  e x e r c i s i n g  serval f a culties 
s i m u l t a n e o u s l y ,  so as to produce, b y  t h e i r  c o m b i n a t i o n ,  
one h a r m o n i o u s  a n d  u n i t e d  effect; a n d  it is p r o b a b l e  
that it is b y  the e x e r c i s e  o f  a s i m i l a r  power, that 
animals, s u c h  as the chamois, w h i c h  a r e  fon d  o f  h e i g h t s ,  
are e n a b l e d  to m a i n t a i n  in a c t i o n  all t h o s e  faculties 
w h i c h  axe n e c e s s a r y  to p r e s e r v e  t h e i r  p o s i t i o n  w h i l e  
the y  b r o w s e  in di f f i c u l t  o r  d a n g e r o u s  situat i o n s ,  
a n d  at the sam e  t ine a v o i d  the a i m  o f  the hunter,
-  -  -  •  D r  Gall s t a t e d  the o r g a n  o f  I n h a b l t i v e n e s s  as  
c o n j e ctural.

IV. A d h e s i v e n e s s *  -  The f u n c t i o n  o f  this f a c u l t y  
Is to p r o d u c e  f r i e n d l y  a t t a c h m e n t  in g e n e r a l ; a n d  
it is s t r o n g e r  in w o m e n  t h a n  in men. In children, 
it is g e n e r a l l y  s h e w n  b y  a t t a c h m e n t  to a n i m a l s ;  as  
dogs, rabbits, birds, o r  hors e s .  It is one o f  the 
m a i n  sour c e s  o f  f r i e n d s h i p  a n d  s o c i e t y  in g e n e r a l .
It is m a r k e d  as o n l y  p r o b a b l e  i n  D r  S p u r z h e i m ’s
works, p u b l i s h e d  several y e a r s  ago, bu t  is n o w  est a b l i s h e d ,

V. Co a b a t i v e n c s s ,  —  T his f a c u l t y  g i v e s  a  general 
p r o p e n s i t y  to contend, resist, o r  atta c k ,  w i t h o u t  
d e t e r m i n i n g  the m o d e s  o r  objects. W h e n  the o r g a n  is 
large a n d  active, deli g h t  m a y  be felt e ven in fighting.
The o r g a n  is s i t u a t e  a t  the i n f e r i o r  p o s t e r i o r  a n g l e
o f  the parietal bone. It m a y  he m a n i f e s t e d  In a r g u m e n t  
as w ell as in war. It inci t e s  us to o v e r c o m e  op p o s i t i o n ,  
a n d  to e n c o u n t e r  o b s t a c l e s  o f  e v e r y  kind. In all c a s e s  
o f  d i f f i c u l t y  a n d  danger, w h e r e  a s e v e r e  s t r u g g l e  is 
n e c e s s a r y  to c o m m a n d  success, this p o w e r  Is o f  e m i n e n t  
use, a n d  n o t h i n g  will c o m p e n s a t e  f o r  tho w a n t  o f  it 
a s  a n  a c t i v e  principle. It is g e n e r a l l y  l a r g e  in 
p e r s o n s  w h o  h a v e  m u r dered, n o t  from p r e m e d i a t e d  purpose, 
but from the i m p u l s e  o f  the moment. T h e  o r g a n  is 
l a r g e  In the cos t  o f  K i n g  R o b e r t  Bruce, D a g gert, a n d  
M a r y  M a cinnes, It is m o d e r a t e  in the Rev, M r  M,, 
a n d  in the c a s t s  o f  the H i n d o o  sk u l l s  It is r a t h e r  
small, -  Established,

VI, D e s t r u c t i v e n e s s ,  «  T h e  special facu l t y  o f  this 
o r g a n  seems to b e  the p r o p e n s i t y  to d e s t r o y  in g e n e r a l ,



w h e n  it is e n ergetic, it a dds force to the w h o l e  
c h a r a c t e r .  It fur n i s h e s  the th r e a t  o f  u n p l e a s a n t  
c o n s e q u e n c e s  in c ase of d i s o b e d i e n c e ,  w h i c h  g i v e s  
w e i g h t  to c o m mand. If it is found in c o m b i n a t i o n  w i t h  
a  full d e v e l o p m e n t  o f  the h i g h e r  f a culties a n d  
sentim e n t s ,  it m a t e r i a l l y  a ids in the p r o d u c t i o n  o f  
a c h a r a c t e r  fitted f o r  g reat a c h i e v e m e n t s .  It does 
no t  n e c e s s a r i l y  l e a d  to cruelty; on the contrary, 
w h e n  b e n e v o l e n c e  a n d  the h i g h e r  s e n t i m e n t s  a r e  strong, 
it n a y  employed, w i t h  full effect, to promote, 
b y  the e x e r c i s e  o f  a jus t  severity, the p u r p o s e s  o f  
virtue. It l e a d s  to c r i m e  o n l y  w h e n  too ener g e t i c ,  
a n d  w h e n  the s e n t i m e n t s  w h i c h  s h o u l d  c o u n t e r a c t  it 
a r e  n o t  s u f f i c i e n t l y  powerful. The o r g a n  is c o n s p i c u o u s  
in the h e a d s  o f  cool a n d  d e l i b e r a t e  m u r d e r e r s ,  a n d  
p e r s o n s  h a b i t u a l l y  d e l i g h t i n g  in a c t s  o f  c r u elty, w h o  
a r o  a l s o  g e n e r a l l y  f o u n d  to b e  d e f i c i e n t  in the h i g h e r  
s e n t i m e n t s .  T h i s  faculty, a n d  the prece d i n g ,  g i v e  
the t e n d e n c y  to rage. T h e  o r g a n  is l a r g e  in the 
c a s t s  o f  Bellin g h a m ,  Hussey, Nesbit, a n d  m a n y  o t h e r  
m u r d e r e r s ,  a n d  small in the c a s t s  o f  the H i n doos.
-  E s t a b l i s h e d ,

VII. C o n s t r u c t i v e n e s s .  -  The n a m e  o f  thi s  o r g a n  
impl i e s  that it g ives the special f a c u l t y  to b u i l d  o r  
to c o n s t r u c t  in general, but does no t  doterrain© the 
o b j e c t  to b e  con s t r u c t e d .  - -  -  -  Est a b l i s h e d .

VIII. A c q u i s i t i v e n e s s .  -  Thi s  f a c u l t y  p r o d u c e s  the 
t e n d e n c y  to a c q u i r e  a n d  to p o s s e s s  i n  g e n eral, w i t h o u t  
r e f e r e n c e  to the u ses to w h i c h  the o b j e c t s ,  w h e n  at t a i n e d ,  
c a y  be a p p lied. It takes its d i r e c t i o n  from the o t h e r  
faculties, a n d  h e n c e  may l e a d  to c o l l e c t i n g  coins, 
paintings, min e r a l s ,  a n d  o t h e r  o b j e c t s  o f  c u r i o s i t y
o r  science, as wel l  as money. ~  -  Est a b l i s h e d ,

IX. S c c r o t l v e n e s s .  -  M a n  a n d  a n i m a l s  a r e  o c c a s i o n a l l y  
l i a b l e  to the a s s a u l t s  o f  enemies, w h i c h  may be a v o i d e d  
b y  c o n c e a l m e n t ,  in cases w h e r e  s t r e n g t h  is w a n t i n g  to 
repel thorn b y  force. Nature, therefore, has i m p l a n t e d  
i n  b o t h  a n  i n s t i n c t i v e  t e n d e n c y  to conceal, which, 
a c c o r d i n g  to its deg r e e  o f  intensity, a n d  to the 
d i r e c t i o n  w h i c h  it r e c e i v e s  from the o t h e r  faculties, 
m a y  p r o d u c e  prudence, slyness, o r  cunning. ** -  -  -  
Established.

X. S e l f - E s t e e m ,  -  T h e  g e n e r a l  t e n d e n c y  o f  this 
f a c u l t y  is to m a k e  us t hink h i g h l y  o f  o urselves. T h i s  
t e n d e n c y  a p p e a r s  v e r y  d i f f e r e n t  in d i f f e r e n t  persons, 
a n d  is b y  n o  m e a n s  p o s s e s s e d  u n i f o r m l y  In p r o p o r t i o n
to the raorit o f  the i ndividual. The s e n t i m e n t  m a n i f e s t s  
I t s e l f  in d i f f e r e n t  m a n n e r s ,  a c c o r d i n g  to the p e c u l i a r  
c o m b i n a t i o n  o f  the o t h e r  fa c u l t i e s  w i t h  w h i c h  it Is 
c o njoined; and, in general, it l eads to e s t e e m  o f  the 
spec i a l  p r o p e n s i t i e s  a n d  s e n t i m e n t s  w h i c h  c h a r a c t e r i z e  
the m i n d  o f  the i n d i v i d u a l  in w h o m  it is powerful.
Hence, if the s u p e r i o r  s e n t i m e n t s  a n d  i n t e l l e c t u a l  
f a c u l t i e s  a r e  l a r g e l y  deve l o p e d ,  it c o n t r i b u t e s  to 
true d i g n i t y  a n d  g r e a t n e s s  o f  mind; a n d  the indi v i d u a l



e s t e e m s  h i m s e l f  fo r  t hose q u alities w h i c h  a r e  r e a l l y  
w o r t h y  o f  the e s t e e m  of others, —  i n t e l l e c t u a l  a n d  
m o r a l  ex c e l l e n c e ,  -  -  -  -

XI. L o v e  of A p r o b a t i o n .  -  This f a c u l t y  r e n d e r s  us 
a t t e n t i v e  to the o p i n i o n s  w h i c h  others e n t e r t a i n  of
us; and, a c c o r d i n g  to the deg r e e  in w h i c h  it is p ossessed, 
a n d  the m a n n e r  in w h i c h  it is directed, p r o d u c e s  the 
lov e  o f  praise, o r  o f  fame, a n d  a l s o  emula t i o n ,  a m b i t i o n ?  
o r  vanity. W h e n  the o r g a n  is small, i n d i f f e r e n c e  to 
the o p i n i o n s  o f  o t h e r s  is the c o n s e quence. -  -  -  ** 
Est a b l i s h e d .

XII. C a u t i o u s n e s s .  -  The e m o t i o n  of fea r  is f a m i l i a r  
to m a n k i n d  in g e n e r a l ; a n d  yet m a n y  c e l e b r a t e d  
m e t a p h y s i c i a n s  do not treat o f  it as a p r i m i t i v e  
feeling. It is a d m i t t e d  as suc h  in P hrenology, in 
c o n s e q u e n c e  of n u m e r o u s  obser v a t i o n s .  The facu l t y  
p r o d u c e s  doubts, h e s i t a t i o n s ,  caution, c i r c u m s p e c t i o n ,  
o r  t i m i d i t y  a n d  fear, a c c o r d i n g  to the degree in w h i c h  
it is poss e s s e d ,  a n d  the o t h e r  f a culties w i t h  w h i c h
it is combined. It is a n  es s e n t i a l  i n g r e d i e n t  in 
a p r u d e n t  c h aracter. W h e n  C o m b a t i v e n e s s  is not large, 
a n d  Cauti o u s n e s s ,  C o n s c i e n t i o u s n e s s ,  a n d  L o v e  of 
A p p r o b a t i o n  a r e  large, the c o m b i n a t i o n  g ives rise to 
b a s h f u l n e s s ,  o r  m a u v a i s e  h o n te: a n d  m a n y  y e a r s  of the 
m ost i n t i m a t e  a c q u a i n t a n c e  ' T t h  the world, w i l l  o f t e n  
not s u f f i c e  to remove the em b a rrassm en t thus occasioned. 
M a n y  o f  the l o w e r  a n i m a l s  ar e  r e m a r k a b l e  for c a u t i o u s n e s s ,  
as the c r a n e  a n d  tho rook, a n d  t hey h a v e  the c o r r e s p o n d i n g  
p o r t i o n  o f  the b r a i n  l a r g e l y  d e veloped. The o r g a n  is 
l a r g e  in D r  Ilette, a n d  K i n g  R o b e r t  Bruce, a n d  d e f i c i e n t  
in M a r y  Mac i n n e s .  -  E s t a b lished.

XIII. B e n e v o l e n c e .  -  It has l o n g  b e e n  a  s u b j e c t  of 
d e b a t e  a m o n g  p h i l o s o p h e r s ,  w h e t h e r  M a n  is e n t i r e l y  
s e l f i s h  in all his actions, o r  if t here is in the m i n d  
a n y  s e n t i m e n t  d e t e r m i n i n g  h i m  to de s i r e  the g o o d  of 
o t h e r s  as a d i r e c t  object, w i t h o u t  r e f e r e n c e  to a n y  
e x p e c t a t i o n  o f  a d v a n t a g e  to himself. The P h r e n o l o g i s t s  
h a v e  discovered, that the d e s i r e  fo r  the h a p p i n e s s  o f  
others, b e a r s  a p r o p o r t i o n  to the size o f  a  p a r t i c u l a r  
p o r t i o n  o f  the brain; a n d  h e n c e  the y  c o nclude, that 
B e n e v o l e n c e  is a p r i m i t i v e  s e n t i m e n t  o f  the mind, 
i n d e p e n d e n t  of all s e l f i s h  c o n s i d e r a t i o n s .  Th e  f a c u l t y  
d i s p o s e s  to a c t i v e  b e n e v o l e n c e  a n d  compassion. It 
a l s o  g ives m i l d n e s s  a n d  c h e e r f u l n e s s  to the temper, 
a n d  a c h a r i t a b l e  m o d e  o f  j u d g i n g  of the a c t i o n s  a n d  
c h a r a c t e r s  of others. W h e n  abused, It l eads to p rofusion. 
A  small d e v e l o p m e n t  o f  the o r g a n  does not n e c e s s a r i l y  
p r o d u c e  cruelty. It o n l y  l eads to i n d i f f e r e n c e  a b o u t
the w e l f a r e  o f  others. W h e n  B e n e v o l e n c e  is s t r o n g  
a n d  D e s t r u c t i v e n e s s  w e a k  in the same individual, he 
is apt to bo too facile in his d i s p o sition. W h e n  b o t h  
ar e  vigorous, D e s t r u c t i v e n e s s  g ives fire a n d  e n e r g y  
to the mind, a n d  B e n e v o l e n c e  m o d i f i e s  a n d  c o n t r o l s  
its I m p r o p e r  m a n i f e s t a t i o n *  Th e  o r g a n  is l a r g e  in 
H e n r y  I V . , J a c o b  Jervis, D r  Hette, a n d  R a p h a e l ; small



In .John Bellingham, and in the Carlbs. -  est a b l i s h e d .

XIV. V e n e r a t i o n .  -  T h o  s e n t i m e n t  of A d m i r a t i o n  has 
l o n g  b e e n  r e c o g n i z e d  b y  w r i t e r s  on tho mind; but, in 
this feeling, a certain degree o f  wonder is Implied} and it is not limited to pure and respectful reverence. Tho lattor emotion is tho result of the faculty nowin question. It inspires with tho sentiment of respect} and, when directed to the Supremo Being, leads to adoration. It predisposes to religious feeling, without dateruining the manner in which it is directed.It leads also to reverence of ancestry end of superiors 
in society. It is a  distinguishing characteristic in the love of children towards parents. Vhen the organ is large, and that of Self-esteem small, it gives the tendency to humility. The organ is large in Bruce and haphnol, and deficient in Dr Ilette. - Established.
XV. Hope. - The f u n c t i o n  of this faculty is to produce 
the sentiment of hope in general. It renders the prospect of the future fair and smiling, and gives the 
t e n d e n c y  to b e l i e v e  a n d  expect, -  -  -  -  E s t a b lished.

XVI. Ideality. -  This f a c u l t y  p r o d u c e s  tho s e n t i m e n t  
o f  the sublime and beautiful} the feeling o f  
e x q u i s i t e n e s s ,  and the desire to invest e v e r y  object with mor e  tha n  s u b l u n a r y  pe r f e c t i o n .  It i n s p i r e s  w i t h  
r a p t u r e  e n d  enthus i a s m ,  and prompts to e m b e l l i s h m e n t ,  when J o i n e d  w i t h  C a u t i o u s n e s s  a n d  V e n e r a t i o n  large,
it t ends towards the s e r i o u s  a n d  sublime} w h e n  c o m b i n e d  
w i t h  H o p e  a n d  W i t  large, a n d  C a u t i o u s n e s s  email, It 
d i s p o s e s  r a t h e r  to g a i e t y  a n d  br i l l i a n c y .  It is an 
e s s e n t i a l  r e q u i s i t e  in the poet, orator, a n d  artist. 
W i t h o u t  it, the p r o d u c t i o n s  of the m i n d  may be solid, 
useful a n d  b e coming} but t hey m u s t  e v e r  be d e f i c i e n t  
in g r a n d e u r  of c onception, a n d  s p l e n d o u r  of execution, 
a n d  they will w a n t  the g l o w  o f  f a n c y  w h i c h  e n l i v e n s  
a n d  a d o r n s  e v e r y  o b j e c t  p r e s e n t e d  to its touch. The 
o r g a n  is l a r g e  in Raphael, 'Wordsworth, H a y  don, and 
small in Kaggart, Mary M a c i n n e s ,  a n d  o t h e r  c r iminals.
—  Established.

Wond e r .  -  I m m e d i a t e l y  a b o v e  Ideality, a  blank space 
a p p e a r s  in the c a s t  a n d  p l a t e s  o f  the head} the 
f u n c t i o n  o f  t his p art o f  the b r a i n  w a s  not a s c e r t a i n e d  
w h e n  the o t h e r  o r g a n s  w o r e  num b e r e d ,  but s u b s e q u e n t  
o b s e r v a t i o n s  s h e w  that it is c o n n e c t e d  w i t h  the s e n t i m e n t  
o f  Wonder, P e r s o n s  in w h o a  this o r g a n  is large, a r e  
fond of n o v elty, a n d  s u s c e p t i b l e  o f  v i v i d  e m o t i o n s  o f  
surprise. T h e y  delight In the m a r v e l l o u s ,  a n d  are 
p r o n e  to e n t e r t a i n  romantic views, When v e r y  powerful, 
it g ives to the eye s  a n d  e y e - b r o w s  a n  e l e v a t e d  cast, indicating a p e r m a n e n t  e x p r e s s i o n  o f  surprise. The 
f a c u l t y  p r o d u c e s  delight In stories o f  g h o s t s  a n d  
s u p e r n a t u r a l  agency. Th e  o r g a n  is not num b e r e d ,  to 
avoid, in the p r e s e n t  s t a t e  o f  tho science, an 
a l t e r a t i o n  o f  tho n u m b e r a t i o n  of the s u b s e q u e n t  organs.
-  Probable*



XVTT. C o n s c i e n t i o u s n e s s *  ** O b s e r v a t i o n ,  b y  s h e w i n g  
t h a t  those w h o  e x p © r i o n c e  the s e n t i m e n t  o f  j u s t i c e  
v e r y  p owerfully, h a v e  a e e r t e i n  p o r t i o n  o f  t h e  b r a i n  
l a r g e l y  d e v e l o p e d ,  w h i l e  thoae In w h o «  it Is weak, 
h a v e  this p o r t i o n  small, h a s  for e v e r  s e t t l e d  the 
d i s p u t e  a u o n g  m e t a p h y s i c i a n s ,  w h e t h e r  o r  n o t  t h e r e  la 
in w e n  « g o v e r n  Inf p r i n c i p l e  o f  moral r e c t i t u d e  a n d  
justice* t h i s  f a c u l t y  produces a g r e a t  e f f e c t  u p o n  
tho m a n i f e s t a t i o n s  o f  the o t h e r  powers, ’»Other 
p r i n c i p l e s  o f  a c t i o n  »say h a v e  c ore strength, but 
this o n l y  ha s  a u t h o r i t y .  Its s e n t e n c e  n u k e »  u s  g u i l t y  
to ourse l v e s ,  a n d  g u i l t y  in tho ©yes o f  o u r  Ma k e r ,  
w h a t e v e r  o t h e r  p r i n c i p l e  w a y  b e  act i n  o p p o s i t i o n  
tc It. It is evident, therefore, that this p r i n c i p l e  
bao, iron its nature, an a u t h o r i t y  to direct a n d  
d e t e r m i n e  w i t h  reg a r d  to o u r  conduct; to judge, to 
acquit, o r  to condemn, a n d  e v e n  to punish, — ■ a n  
a u t h o r i t y  w h i c h  b e l o n g s  to n o  o t h e r  p r i n c i p l e  of the 
h u m a n  ninrt* -  (Reid, R e e n y  III, d h . v t i i , )  B l e h o p  
S u t l e r  g i v e ®  a n  i l l u s t r a t i o n  o f  the s e n t i m e n t  s i m i l a r  
to this. This f a c u l t y  o u g h t  to b e  the f o u n t a i n  of all 
h u m a n  laws. The o r g a n  is c o n s i d e r e d  as a s c e r t a i n e d .The cost o f  Mrs TT. shown this organ v o n ’ large, and Firmness swell* In King Robert Bruce end Haggart, Firmness Is largo, and Conscientiousness swell. In the Eevorend Mr fl. both o r g a n s  a r c  large. I n  the 
c a s t  of the boy «1,0, both organs ore email. This 
l a s t  deficiency is indicated by the head going flat over at Cautiousness, I n s t e a d  o f  r i s i n g  in a  full swell over by Conscientiousness and Firmness.
XVIIX. Firtsuess. - The special f a c u l t y  of this organ is somewhat difficult of discrimination; hut it scows to be p e r s e v e r a n c e ,  d e c i s i v e n e s s ,  or firmness, •* the object or purpose to be persevered in being determined by other faculties. This faculty, when not directed by the superior sentiments, leads to obstinancy and infatuation. Vhen m a l l ,  want of steadiness and determination is the result* When very large, it 
g i v e s  a peculiar © r e d n e s s  and stiffness to the gait.See the preceding o r g a n  for i l l u s t r a t i o n s .  -  
E s t a b l i s h e d .

XIX. Individuality. - This faculty gives the desire to know facts and things, without determining tho kind of knowledge, and without any v i e w  to the purposes te which It m a y  b o  sub s e r v i e n t .  It p r o d u c e s  a  tal e n t
f o r  o b s e r v a t i o n ,  a n d  a  c a p a c i t y  f o r  d e t a i l s ,  -  ------
It is established.There a r e  s t r o n g  grounds for b e l i e v i n g  tha t  two 
o r g a n s  a r c  i n c l u d e d  in Number 19. Dr Sptirzhelm considers tho l o w e r  portion of it, including a small space betwixt 
the o r g a n s  o f  locality, to b e  c o n n e c t e d  with tho talent for observing occurrences. The upper portion, bordering on Cotapariatu, is large in persons who are fond of natural history. The frontal sinus is occasionally found under the lower space »ar*t©a 19. la Voltaire the organs are d e ficient. In Fraser, who



strongly manifested Indi vi duality» they are large«It Is large in Mr Roseoe» late of Liverpool* and in 
a Frencbnan's» Ho« 12 of O'Neill and Son's catalogue of Masks*
XI« Form* - Tlio else of title organ is Indicated by the width between the eyes» the different degrees of which correspond to the greater or lees development of the portions of brain situate on the mesial or inner side of the orbitary plates of the frontal bone«The function of the faeulty is to judge of form« It aids the portral ¿»painter» and all persona engaged in the faltativo arts« » -- r - Established.
HI* Sine« - Persons are found who have an intuitive facility In eetlnatlng sise» and in whoa the powers of distinguishing for» end relative position are not equally strong! and the part of the brain under He*21 has been observed in eueh individuals to be large«It gives the power of perceiving and Judging of perspective« Sooe officers in the artsy» in forcing their companies into line» estimate the epaee which the non will occupy with perfect accuracy» others can never learn to judge correctly of this requisite» and the organ has been observed largely developed in the forcer« Locality also nay conduce to this talent«In the «task of Mr F» (No. 42 of O'Neill and Son's catalogue) the organ is very deficient» end he could not perceive perspective*. In Brunei, who excels in Bóchenles» it is large« In this east the ousels is drawn a little down» but the organ is distinotly seen to be large» by the projection forward of the skull«• Probable*
IXXI* Weight or Resistance« » » » » persons who excel et archery and quoits» also those who find great facility in judging of momentum end resistance in Mechanics» arc observed to possess the parts of tbs brain lying near the organ of else largely developed! and henee it is conjectured that the organ of weight is 
situate in that direction« the organ» however* is only probable« In Maclanehlan» a weaver in Salteante» who spent raany years in devising means to equalise the momentum of the rising and falling strokes of a pump» the organ is largely developed«
1X1X1« Colouring* » » » » Observation shews» that those 
who have great natural power® of perceiving colours* have a large development of that portion of the brain situate under the middle of the arch of the eye»brows» enclosed by the lines 23«» whilst those who cannot distinguish minute shades of colour have this portion small« The faculty of this organ is to perceive colours» and their shades» but it does not give what is callsd Taste In their arrsngeaent* In the Bask of a painter (No*34 of O'Neill and Son's catalogue) the organ is large« In No* 35 the mask of Mr dames



Milne, it la anallv and ha cannot dlacrialnata shades, In the masks of Kaydon and Vilkls, sainsnt paintare, it la largs, - The organ la nov consideredto be established,
XXIV, Locality or Sjore, - The special faculty of thla organ seeos to be, to give the desire of seeing, 
one1, the power of rec»e*>berin& localities and aoanery of every descriptions the inclination to travel is 
o consequence of Its activity, and it la lorge in the exrert landscape-painter,
.XXV, Order - Many people are reaarkeble for the 
attention they pay to t,ie arrangement of tbeir done«tic conoema, for the order in which furniture, hooka, clothes, &c, are kept; they arc distreaaed to see any thing out of its place, and are acutely sensible to all the comforts of arrangement and order. Others, again, present the very opposite appearanoea, and are lost to all the advantages which arrangeaent bestows. In the first, the organ marked 25, will be found large, in the second small, Pr Spurzheim has 
narked it as only probables on account of its aaall size, it la often difficult to observe it correctly, but it nay now be considered es established. The organ in largo in tho uask of a 1'renchnan, No, 12 of O'Neill and Son's catalogue,
XXVI, Tina, - The pover of conceiving time, and of renctabcrlng circumstances connected by no link, but the relation in vbioh they stand to each other In chronology. Is very dlfferont in different Individuals, We have a>few observations in evidence of this faculty, but theso aro not sufficiently numerous to allow us to speak positively. The organ is narked 26, on tho bust, and the epooinl faculty seems to be the power of recollecting dates, of Judging of tlno, and of intervals in general; but the organ Is only probable.

XXVI/., Number, - Many oxenpies of Mental calculators must bo known to every one, Mr (1, bidder performs tho nost complicated aritlroeticnl problems, with a celerity and accuracy equally astonishing. The organ which ¿jives tills povor is situate under 27, on the bust, and its special faculty is calculation In general. In Mr B. it is very large. The organ is *i large in lluaboldt, (brother of the Traveller), and who nonsenses the faculty In a high degree. - Established,

XXVIII, Tune. - The oruan of tune beArs tho sans relation to the earn as that of colour does to tbs oyos, - - - - - When the orran is fully developed,It enlarges the lateral parts of the lorehoad. It is found of largo size in all great composers of •aslo, as Handel, Haydn, Rossini, and in all who have flourished ns cnlnent r erf erne ■»-«». *n estimating



the p r a c t i c a l  affe c t s  o f  this organ, the o b s e r v e r  
s h o u l d  a s c e r t a i n  the d e v e l o p m e n t  a l s o  o f  T i a e  a n d  
Isaltation. .If" t hose b e  d eficient, T u n e  w i l l  p r o d u c e  
o n l y  a l o v e  o f  liuslc, w i t h o u t  the p o w e r  o f  e x e c u t i n g  
It; if T u n a  be m o d e r a t e ,  a n d  t h e s e  o r g a n a  largo,., 
the i n d i v i d u a l ,  w i t h o u t  a n y  p a s s i o n  f o r  the art, 
may, by a p p l i c a t i o n , . becoiso a  r e s p o e t a b l e ' p e r f o r m e r * ’ 
Imita t i o n ,  in a d d i t i o n  to Tune, a p p e a r s  r e q u i s i t e  
to a  talent- fo r  singing, -  Est a b l i s h e d .

XXIX. L a n g u a g e ,  -  T h e  s p e c i a l  f a c u l t y  o f  this o r g a n  
is to en a b l e  u s  to a c q u i r e  a  k n o w l e d g e  of, a n d  to . 
g i v e  us the p o w e r  of, u s i n g  a r t i f i c i a l  s i g n s  o r  words, T h e  organ Is est a b l i s h e d ,  ■

XXX, Co m p a r i s o n ,  -  —  T h i s  f a c u l t y  p r o m p t s  ‘
no to c o m p a r i s o n ,  w i t h o u t  d e t e r m i n i n g  its kind; 
f o r  e v e r y  one m u s t  d r a w  h i s  anal o g i e s ,  n n d  c h o o s e  
hi s  s i m i l e s , 'from M s  o w n  knowledge, a n d  from the ' ' 
s p h e r e  o f  a c t i v i t y  o f  h i s  o t h e r  faculties. T h e  
a c t i v i t y  o f  the f a c u l t y  is v e r y  important; n n d  p e o p l e  
w h o  h a v e  it large, a r e  g e n e r a l l y  s a i d  to h a v e  m u c h  ' 
discrimi n a t i o n .  I n d i v i d u a l i t y ,  L a n guage, a n d  
C o m p a r i s o n  c o m b i n e d ,  g i v e  r e a d i n e s s  o f  a p p r e h e n s i o n ,  
a n d  f l u e n c y  o f  speech; b u t  u n l e s s  C a u s a l i t y  b e  a l e e  
great, the r e a s o n i n g s  a r o  n o t  c o n s e c u t i v e ,  e n d  the 
v i e w s  no t  c o m p r e h e n s i v e ,  E s t a b l i s h e d ,  .

XXXI, C a u s a l i t y .  - I n d i v i d u a l i t y  K i d  C o m p a r i s o n  
take c o g n i z a n c e  o f  e v e r y  t hin* that is o b v i o u s  to the s e n s e s , 1. T h i s  f a c u l t y  l o o k s  a  l i t t l e  f a r t h e r  than 

m e r e  sonac, a n d  t akes c o g n i z a n c e  o f  the r e l a t i o n s  
a n d  d e p e n d e n c i e s  o f  p henomena. It f u r n i s h e s  th e  
I dea o f  caus a t i o n ,  a s  i m p l y i n g  s o m e t h i n g  m o r e  t h a n  . 
m e r e  j u x t a - p o s i t i o n  o r  s e quence, -  a n d  os forming'/: 
a n  i n v i s i b l e  b o n d  o f  c o n n e c t i o n  b e t w e e n  c a u s e  a n d  
effect. It i m p r e s s e s  us w i t h  a n  i r r e s i s t i b l e  
co n v i c t i o n ,  t hat e v e r y  p h e n o o o n o n  o r  c h a n g e  in 
n a t u r e  is c a u s e d  b y  somet h i n g ,  a n d  hence, b y  successive 
stops, leads us to the F i r s t  C a u s e  o f  all. In 
l o o k i n g  at the a c t i o n s  o f  men, it l o a d s  u s  to 
c o n s i d e r  the m o t i v e s  o r  m o v i n g  c a u s e s  iro n  w h i c h  
the y  proceed. It induces us, o n  a l l  o c c a s i o n s ,  to 
eek, V h y  a n d  w h e r e f o r e  is this so ?  It c o r r e s p o n d s  
n e a r l y  to the " U a l a t i v o  S u g g e s t i o n *  o f  D r  Brown, —  
o r  the R e a s o n i n g  D o w e r *  o f  Locko, a n d  o t h e r  w r i t e r s *
It g ives dee p  pen e t r a t i o n ,  a n d  tho p e r c e p t i o n  o f  
logi c a l  c o n s e q u e n c e  I n  a r g u m e n t .  - I t  1b l a r g e  In 
p e r s o n s  w h o  p o s s e s s ' a  n a t u r a l  g e n i u s  f o r  m e t a p h y s i c s ,  __ 
political economy, o r  s i n i l n r  ncJcncos, T h e  o r g a n  
is l a r g o  in Franklin, Burks, n a y d o n , o n d  W o r d s w o r t h *
It is d e f i c i e n t  in Fraser, No, 19, a n d  the F renchman, 
No, 12, -  E s t a blished.



XXXII. Vit, o r  the i cutiucnt of tha Ludicrous* •• — Established*

XXXIII* Imitation. — Br Gall received tho finit hint of the evisteneo of the organ.marked 33. on the bust, i'ixju extuilning the head of one of his ■' friends, who possessed the power of imitating ip a 
surprising degree, and was indeed a perfect actor*Pe found the sere configuration of heed In an individual in the Deaf and Dumb Institution, who, the first tliae ho put on a rash at the carnival, imitated perfectly veil all the persons who frequented the Institution, Observation afterwards multiplied examples to such on amount, that it was speedily considered an established. Perseus who have the organ large,«when they mention a fact or relate &n anecdote, imitate-the voice, loeV, end gesture of those they are describing, so that ty its mimicry it is easily recognired. Players require the organ, and many painters have derived no Inconsiderable share of their fane, fron possessing it largely developed. It greatly assists ceustruetivcueea and form* It is large in Clara Fisher and Raphael, and deficient in Jacob Jervis# ■» Established*

» * . # # ■"

■■ 0 E  K  E  II A  L  O U fl E  E  V  A  T I C: ES, -

V ©  uIyc a l r e a d y  s t a t e d , ' t h a t  the scieaee_of 
P h r e n o l o g y  r e s t s  c n  facte. B y  o b s e r v a t i o n ,  then,
•» b y  c o m p a r i n g  m a n i f e s t a t i o n  w i t h  d e v e l o p m e n t ,  •  
tho p h r e n o l o g i s t s  h a v e  p o i n t e d  o u t  c e r t a i n  p r i m i t i v e  
f a c u l t i e s  o f  the rind, a n d  h a v e  s h e w n  th© e f f e e t  
w h i c h  b o t h  the a b s o l u t e  a n d  r e l a t i v e  s ire o f  the 
o r g a n s  h a s  u p o n  the p o w e r  of m a n i f e s t i n g  them* In 
th e  c a s e  o f  m o s t  o f  the f aculties, th e  o b s e r v a t i o n s  
h a v e  b e e n  eo n u m e r o u s ,  that t h e y  h o l d  t h e i r  c o n c l u s i o n s  
as certain, e n d  w e  h a v e  a c c o r d i n g l y  m a r k e d  t h e s e 
Est a b l i s h e d *  In r e g a r d  to a  few, w h e r e  the o b s e r v a t i o n s  
h a v e  b e e n  a o r o  U n i t e d ,  the c o n c l u s i o n s  a r e  s t a t e d  
a s  P r obable; and, i n  o n e  o r  two, w h e r e  r e a s o n a b l e  
e v i d e n c e  is w a n t i n g ,  t h e y  a r e  m e n t i o n e d  a s  o n l y  
C o n j e c t u r a l *

E v e r y  o n e  w h o  m e r e l y  t a k e s  a n  i n d e x  to th ©  o r g a n »  
in on e  hand, a n d  a  p l a t e  o r  c a s t  o f  t t ©  h e a d  in 
the other, is n o t  t h e r e b y  a t  o n c e  q u a l i f i e d  to 
d e c i d e  d e f i n i t i v e l y  o n  the m e r i t s  o f  the system) 
b o t h  p a t i e n c e  a n d  p r a c t i c e  a r e  n e c e s s a r y  to e n a b l e  
u s  to b e c o m e  a c q u a i n t e d  w i t h  the a p p e a r a n c e  of the 
deve l o p m e n t ,  e n d  c o n s i d e r a b l e  e x p e r i e n c e ,  a n d  n o  
email d e g r e e  of r e f l o o t i n g  p o w e r , . i s  r e q u i s i t e  to - c 
e n a b l e  u s  to j u d g e  c o r r e c t l y  o f  t h o  e f f e c t s  o f  the 
c o m b i n a t i o n s  o f  the d i f f e r e n t  organs, a n d  c f  tho 
c o n s e q u e n t  chara c t e r *



If wo have ascertained that the aystea i® i founded in nature, we are safe to conclude that the knowledge of it cannot lead to harm* This is the proper answer to those persons who allege that it teaches fatallea and materialise, unless it can he shewn that tho knowledfo of truth necessarily leads to evil* No inquiry is nude into the nature, essence, or substance of the mind or soul itself,• Fnreaolegy teaches a knowledge of the works of the . Creator? and, a3 his works are wisely and perfectly »ado, the legitimate presumption is, that those who see danger in a knowledge of thea, are nietaken in their views, Cvory objection that tho aystea is dangerous, presiipposca its connection with error*The answer to such an objection, therefore, is the demonstration of its truth. If it were false, husan ingenuity might-certainly discover and point out the evil consequences to which it would lend; hut, If it be true, no human intelligence is entitled to condemn it. On its truth, therefore, its supporters take-their stand, v.Throughout the preceding pages, wo have spoken of the organs in the singular number,'hut'this was '* only for the sake of perspicuity. All the organs * are doublet - as we have .two eyes,' two cars, - so we . have two organs of tune, of wit, of benevolence, ' Tininess, self-esteem? but in these three last, and In the others that are situate along the Middle k line of tho head, the two hcslsphereo of the brain approach so closely, that both the organs are included In one circle* and always spokenof as ■ single; \thus we say, m e organ of cocjparicen, of benevolehce, of veneration, &c*j but there are still two organs, one on each side. Every individual has all tho organa, but their else and degree of activity vary in oil, strength is one quality of mind, and activt tv anotfcer# “'"ii clod way’he very powerful, but slow? or "cry active, but not remarkable for vigour? or both qualities ray ho combined.Strength depends on the aire of the organs? setivity may result froa constituTioa and exercise* Bence rhrenology .affords a measure of the strength alone*It indicates whether a »an is by nature fitted to think or feel strongly or feeble? but does not reveal the nufcfcer of thoughts or feelings which say pass through his mind In a given tine, nor the degree in which his faculties have been cultivated* There arc several portions of tho brain, particularly at the base, the development of which cannot be ascertained during life* The functions of these parts remain to be discovered* •'If one organ bo large, and the neighbouring organs email, an elevation of the skull is perceptible at the places where the large organs are situate*If a number of contiguous organs bo large, no particular elevation will be perceptible? but there will bo a general fulness of the corresponding port of tho bead* Thus, if the organ of Individuality



alone be large, there will be a prominence la the middle of the forehead,' as In children? hut If the organs of all the knowing and reflecting faculties he large, there will he a general fulness of the forehead«All the .faculties, when active In a due degree, produce actions good — proper « or necessary# It Is ‘excess of activity .which produces nbiiseo?. nnd'it is probable that the science of Phrenology has only been discovered, In consequence of soce individuals,•• in whem particular organa were very largely developed, yielding to the.strongest propensities.of.their nature# The snailness of a particular organ is not the cause of a-faculty producing tthmiess thus, though the faculty ol benevolence be but weakly Manifested, frow the -organ being unall, this does not produce cruelty? it is only accompanied with -’indi fferenee to the Miseries and sufferings of others# : - When cno faculty is weak, abuses may result by another being'left without proper restraint« Thus, active faculties of acquisitiveness and secretiveness, conbined with a weal? focalty of conscientiousness, ̂ . and weak reflecting faculties, coy produce theft#Powerful faculties of.conbatlvcncss and destructiveness, with a weak faculty of benevolence, nay produce cruel and foroclous actions« A strong faculty Of benevolence, with a weak faculty of cautiousness, and weak reflecting, fricultice, nay produce prodigality, and expose a person to be the prey of knaves#Every. faculty nay be active of itself,, in consequence of internal activity of the organ, or it nay ho excited by externa! moans. Hence arise natural propensities to particular courses of action, and also the susceptibility of improvement by education.Every faculty being active, gives a desire of gratification, by engaging In actions correspondent to its nature. Unto, tbo faculty of tune leads to the desire of producing music. The faculty of benevolence prompts to acts of charity. Hence the ; foundation of particular tastes, Whatever in suited to gratify the natural desires of the faculties which are isost active in any Individual,Is that which pleases hln noat, or;is noat suited to his taste,' The combination of the 'different faculties, and their relative activity, dotenalne tbo particular characters of individuals. Thus, powerful faculties, of firaaess, conscientiousness, and.produce sedate, ness serious, and prudent characters. Powerful faculties ^ of hope, Ideality, and love of*approbation, with weak faculties of cautiomineos, and weals reflecting faculties, produce gay, inconsiderate characters# Self-esteen, fimness, and little love of approbation., conscientiousness, and veneration, produce obstinate characters«' tove of approbation, and benevolence, : . will give an obliging and attontivo disposition, •



Vben f&culties of opposite kinds occur strongin the sa-iie individual, Ms  natural iondoney ,1s. to' follow a course of action calculated to gratify one or several, wifcliout offending any of the a, Thus, if benevolence and acquisitiveness be both large* the individual will be disposed to shew kindness by personal exertions, but not by giving fsonoy, If conscientiousness, benevolence, coobativono33, and ■ destructiveness be all vigorous, tb© individual will,, like D o n  Quixote, desire to redress wrongs, and inflict 'vengeance on transgressors• If be Is deficient in fineness and reflection, different ■faculties will assuwe tbe ascendency by turnsj and one hour lie will bo benevolent a n d  just, and iU© next captious, passionate, and severe, as circumstance« oxcito the on© or other of bis feeling©, ■■
* * * •

The casts mentioned in th© preceding pages, »ay bo inspeotod every Saturday in the Hall of the Chronological S o c i e t y ,. Clyde Street, Edinburgh, and also at the «hops of J&moa de Ville, 5 6 7, Strand, London, and Laic O'Neill,and Son, 125, Ctnongatc, Edinburgh, fror.i vhosi also any number of the» cay 
bo purchased.



NAMES OF THE PHRENOLOGICAL ORGANS, REFERRING TO THE FIGURES 
INDICATING THEIR RELATIVE POSITIONS.

1. Amativeness
2. Philoprogeni

tiveness .
3* Concentrativeness
4. Adhesiveness
5. Combativeness
6. Destructiveness
7. ffonstructivess 
8* Acquisitiveness 
9« Secretiveness

10« Self esteem 
11. Love of appro

bation

12. Cautiousness 
13» Benevolence.
14. Veneration,
15. Hope.
16. Ideality 

Wonder
17* Conscientious

ness
18. Firmness

T-9. Individuality.
20. Form.
21. Size.

22. Weight.
23. Colouring.
24. Locality.
25. Order.
26. Time.
27. Number.
28. Tune.
29. Language.
30. Comparison.
31. Causality.
32. Wit.
33. Imitation.



APPENDIX B

T H E  M A N  I N  T H E  B E L L  

b y  W i l l i a m  M a g i n n

B l a c k w o o d s  M a g a z i n e  No 57» N o v e m b e r  1821
PP. 3 7 3 - 3 7 5  $

r e p r i n t e d  in (a) Tales from B l a c k w o o d  Vol VI
1 1 8 5 9 )

(b) M i s c e l l a n i e s : P r o s e  a n d  Verse 
b y  W i l l i a m  Magi n n ,  ed. R.W. 
M o n t a g u .  2 Vols. 1885.

In m y  y o u n g e r  days, b e l l - r i n g i n g  was m u c h  m o r e  in 
f a s h i o n  a m o n g  the y o u n g  m e n  of —  t han it is now.
Nobody, I believe, p r a c t i s e s  it there at p r e s e n t  e x c e p t  
the s e r v a n t s  of the church, a n d  the m e l o d y  has b e e n  m u c h  
i n j u r e d  in c o n s e quence. Som e  f i f t y  y e a r s  ago, a b o u t  
t w e n t y  o f  us w h o  dwelt in the v i c i n i t y  o f  the Cathedral, 
f o r m e d  a  club, w h i c h  u s e d  to r i n g  e v e r y  peal that w a s  
c a l l e d  for; and, from c o n t i n u a l  p r a c t i c e  a n d  a r i v a l r y  
w h i c h  a r o s e  b e t w e e n  us a n d  a c l u b  a t t a c h e d  to a n o t h e r  
steeple, a n d  w h i c h  t e n d e d  c o n s i d e r a b l y  to s h a r p e n  o u r  
zeal, w e  b e c a m e  v e r y  M o z a r t s  on o u r  f a v o u r i t e  instruments. 
Bu t  m y  b e l l - r i n g i n g  p r a c t i c e  w a s  s h o r t e n e d  b y  a  s i n g u l a r  
accident, w h i c h  no t  o n l y  s t o p p e d  m y  p e r f o r m a n c e ,  but 
m a d e  e v e n  the s o u n d  of a bell t e r r i b l e  to m y  ears.

On e  Sunday, I w e n t  w i t h  a n o t h e r  into the b e l f r y  to 
r i n g  f o r  n o o n  prayers, b u t  the s e c o n d  s t r o k e  we h a d  
p u l l e d  s h o w e d  us that the c l a p p e r  of the b ell we w e r e  at 
was muffled. Some one h a d  b e e n  b u r i e d  that morning, 
a n d  it h a d  b e e n  p r e pared, of course, to r i n g  a m o u r n f u l  
note. W e  d i d  n o t  k n o w  of this, but the r e m e d y  was easy. 
"Jack," s a i d  m y  comp a n i o n ,  "step u p  to the loft, a n d  cut 
of f  the h a t ; "  fo r  the w a y  w e  h a d  of m u f f l i n g  was by 
tying a p i e c e  of a n  o l d  hat, o r  of c l o t h  (the f o r m e r  was 
p r e f e r r e d ) ,  to one side of the clapper, w h i c h  d e a d e n e d  
e v e r y  s e c o n d  toll. I c o m plied, a n d  m o u n t i n g  into the 
belfry, c r e p t  as u sual into the bell, w h e r e  I b e g a n  to 
cut away. The ha t  h a d  b e e n  tie d  on in some m o r e  
c o m p l i c a t e d  m a n n e r  t h a n  usual, a n d  I was p e r h a p s  three 
o r  f o u r  m i n u t e s  in g e t t i n g  it off; du r i n g  w h i c h  time m y  
c o m p a n i o n  b e l o w  was h a s t i l y  c a l l e d  a w a y  -  b y  a m e s s a g e  
from his sweetheart, I b e l i e v e  - but that is n o t  m a t e r i a l  
to m y  story. The p e r s o n  w h o  c a l l e d  h i m  was a b r o t h e r  
o f  the club, who, k n o w i n g  that the time h a d  com e  for 
r i n g i n g  for service, a n d  n o t  t h i n k i n g  that a n y  one was



above, began to pull. At this moment I was just getting 
out, when I felt the bell moving; I guessed the reason 
at once - it was a moment of terror; but by a hasty and 
almost convulsive effort, I succeeded in jumping down, 
and throwing myself on the flat of my back under the bell.

The room in which it was, was little more than 
sufficient to contain it, the bottom of the bell coming 
within a couple of feet of the floor of lath. At that 
time I certainly was not so bulky as I am now, but as I 
lay it was within an inch of my face. I had not laid 
myself down a second, when the ringing began. - It was a 
dreadful situation. Over me swung an immense mass of 
metal, one touch of which would have crushed me to pieces; 
the floor under me was principally composed of crazy 
laths, and if they gave way, I was precipitated to the 
distance of about fifty feet upon a loft, which would, 
in all probability, have sunk under the impulse of my 
fall, and sent me to be dashed to atoms upon the marble 
floor of the chancel, an hundred feet below. I remembered
- for fear is quick in recollection - how a common 
clockwright, about a month before, had fallen, and, 
bursting through the floors of the steeple, driven in the 
ceilings of the porch, and even broken into the marble 
tombstone of a bishop who slept beneath. This was my 
first terror, but the ringing had not continued a minute, 
before a more awful and immediate dread came on me. The 
deafening sound of the bell smote into my ears with a 
thunder which made me fear their drums would crack: there 
was not a fibre of my body it did not thrill through.
It entered my very soul; thought and reflection were 
almost utterly banished; I only retained the sensation of 
agonising terror. Every moment I saw the bell sweep 
within an inch of my face; and my eyes - I could not close 
them, though to look at the object was bitter as death
- followed it instinctively in its oscillating progress 
until it came back again. It was in vain I said to 
myself that it could come no nearer at any future swing 
than it did at first; every time it descended, I endeavoured 
to shrink into the very floor to avoid being buried under 
the down-sweeping mass; and then, reflecting on the danger 
of pressing too weightily on my frail support, would
cower up again as far as I dared.

At first my fears were mere matter of fact. I was 
afraid the pulleys above would give way, and let the bell 
plunge on me. At another time, the possibility of the 
clapper being shot out in some sweep, and dashing through 
my body, as I had seen a ramrod glide through a door, 
flitted across my mind. The dread also, as I have already 
mentioned, of the crazy floor, tormented me; but these 
soon gave way to fears not more unfounded, but more 
visionary, and of course more tremendous. The roaring 
of the bell confused my intellect, and my fancy soon 
began to teem with all ‘sort of strange and terrifying 
ideas. The bell pealing above, and opening its jaws 
with a hideous clamour, seemed to me at one time a ravening 
monster, raging to devour me; at another, a whirlpool 
ready to suck me into its bellowing abyss. As I gazed on 
it, it assumed all shapes; it was a flying eagle, or



Ko.

r a t h e r  a roc of the A r a b i a n  s t o r y - t e l l e r s ,  c l a p p i n g  
its w i n g s  a n d  s c r e a m i n g  o v e r  me. As I l o o k e d  u p w a r d  
i nto it, it w o u l d  a p p e a r  so m e t i m e s  to l e n g t h e n  into 
i n d e f i n i t e  extent, o r  to be t w i s t e d  at the e n d  into 
the spiral folds of the tail of a f l y ing-dragon. N o r  
w a s  the f l a m i n g  b r e a t h  o r  f iery g l a n c e  of that f a b l e d  
animal w a n t i n g  to c o m p l e t e  the picture. M y  eyes, 
inflamed, blood s h o t ,  a n d  glaring, i n v e s t e d  the s u p p o s e d  
m o n s t e r  w i t h  a full p r o p o r t i o n  of u n h o l y  light.

It w o u l d  be endless w e r e  I to m e r e l y  hin t  at all 
the fancies that p o s s e s s e d  m y  mind. E v e r y  ob j e c t  that 
w a s  h i d e o u s  a n d  r o a r i n g  p r e s e n t e d  i t s e l f  to m y  imagination. 
I o f t e n  thou g h t  that I w a s  in a h u r r i c a n e  at sea, a n d  
that the vessel in w h i c h  I wa s  e m b a r k e d  t o s s e d  u n d e r  me 
w i t h  the m o s t  furious v e h e m e n c e .  The air, set in m o t i o n  
b y  the s w i n g i n g  of the bell, b l e w  o v e r  me, n e a r l y  w i t h  
the vio l e n c e ,  a n d  m o r e  t h a n  the thunder, of a tempest; 
a n d  the f l o o r  s e e m e d  to reel u n d e r  me, as u n d e r  a 
d r u n k e n  man. B u t  the m o s t  awful of all the ideas that 
s e i z e d  on m e  w e r e  d r a w n  from the s u p e r n a t u r a l .  In the 
v a s t  c a v e r n  of the bell h i d e o u s  faces a p peared, a n d  
g l a r e d  dow n  on me w i t h  t e r r i f y i n g  frowns, o r  w i t h  
g r i n n i n g  m o c k e r y  still m o r e  a p p a l l i n g .  A t  last, the 
devil himself, a c c o u t r e d  as in the c o m m o n  d e s c r i p t i o n  
of the evil spirit, w i t h  hoof, horn, a n d  tail, a n d  eyes 
of infernal lustre, m a d e  his a p p e a r a n c e ,  a n d  c a l l e d  on 
me to c urse G o d  a n d  w o r s h i p  him, w h o  w a s  p o w e r f u l  to 
save me. This d r e a d  s u g g e s t i o n  he u t t e r e d  w i t h  the 
f u l l - t o n e d  c l a n g o u r  o f  the bell. I h a d  h i m  w i t h i n  a n  
i nch of me, a n d  I thou g h t  on the fate o f  the S a n t o n  
Barsisa, S t r e n u o u s l y  a n d  d e s p e r a t e l y  I d e f i e d  h i m  a n d  
bade him'(begone. Reason, then, for a moment, r e s u m e d  
h e r  sway,1 b u t  it w a s  o n l y  to fill m e  w i t h  f r e s h  terror, 
just as the l i g h t n i n g  disp e l s  the g l o o m  that s u r r o u n d s  
the b e n i g h t e d  mariner, bu t  to s h o w  h i m  that his vessel  
is d r i v i n g  on a rock, w h e r e  she m u s t  i n e v i t a b l y  be 
d a s h e d  to pieces. I f o u n d  I wa s  b e c o m i n g  delirious, 
a n d  t r e m b l e d  lest r e a s o n  s h o u l d  u t t e r l y  de s e r t  me.
This is at all times a n  a g o n i s i n g  thought, b u t  it smote 
me then w i t h  t e n f o l d  agony. I f e a r e d  lest, w h e n  u t t e r l y  
d e p r i v e d  of m y  senses, I s h o u l d  rise - to do w h i c h  I 
w a s  e v e r y  m o m e n t  t e m p t e d  b y  that s t r a n g e  f e e l i n g  w h i c h  
calls on a man, w h o s e  h e a d  is d i z z y  from s t a n d i n g  on 
the b a t t l e m e n t  o f  a l o f t y  castle, to p r e c i p i t a t e  h i m s e l f  
from it, a n d  then d e a t h  w o u l d  be i n s t a n t  a n d  tremendous. 
W h e n  I t h o u g h t  of this, I b e c a m e  desperate. I c a u g h t  
the f l o o r  w i t h  a g rasp w h i c h  drove the b l o o d  from m y  
nails; a n d  I y e l l e d  w i t h  the c r y  of despair. I c a l l e d  
for help, I prayed, I shouted, but, a l l  the effo r t s  of 
m y  v o i c e  w e r e  of c o u r s e  d r o w n e d  ,in the bell. As it 
p a s s e d  o v e r  m y  mouth, it o c c a s i o n a l l y  e c h o e d  m y  cries, 
w h i c h  m i x e d  n o t  w i t h  its own sound, b u t  p r e s e r v e d  t h e i r  
d i s t i n c t  character. P e r h a p s  this wa s  but fancy. To me,
I know, they then s o u n d e d  as if they w e r e  the shouting, 
howling, o r  l a u g h i n g  o f  the fiends w i t h  w h i c h  m y  
i m a g i n a t i o n  h a d  p e o p l e d  the g l o o m y  cav e  w h i c h  s w u n g  o v e r  
me.

Y o u  m a y  a c c u s e  me of e x a g g e r a t i n g  m y  feelings; but



I am not. M a n y  a scene of d r e a d  hav e  I since p a s s e d  
through, b u t  the y  are n o t h i n g  to the s e l f - i n f l i c t e d  
terrors o f  this h a l f  hour. The a n c i e n t s  h a v e  d o o m e d  
one of the damned, in t h e i r  Tartarus, to lie u n d e r  a 
rock, w h i c h  e v e r y  m o m e n t  seems to he d e s c e n d i n g  to 
a n n i h i l a t e  h i m  - a n d  a n  awful p u n i s h m e n t  it w o u l d  be.
B u t  if to this y o u  a d d  a c l a m o u r  as l o u d  as if ten 
t h o u s a n d  furies w e r e  h o w l i n g  a b o u t  y o u  - a d e a f e n i n g  
u p r o a r  b a n i s h i n g  reason, a n d  d r i v i n g  y o u  to m a d n e s s  - 
y o u  m u s t  a l l o w  that the b i t t e r n e s s  of the p a n g  was 
r e n d e r e d  m o r e  terrible. T h e r e  is n o  man, firm as his 
n e r v e s  m a y  be, w h o  c o u l d  r e t a i n  his c o u r a g e  in this 
situation.

In t w e n t y  m i n u t e s  the r i n g i n g  w a s  done. H a l f  of 
that time p a s s e d  o v e r  m e  w i t h o u t  p o w e r  o f  computation,
- the o t h e r  h a l f  a p p e a r e d  a n  age. W h e n  it ceased, I 
b e c a m e  g r a d u a l l y  m o r e  quiet, but a n e w  f e a r  r e t a i n e d  me.
I k n e w  that five m i n u t e s  w o u l d  ela p s e  w i t h o u t  ringing, 
but, at the en d  of that s h o r t  time, the bell w o u l d  be 
rung a s e c o n d  time, for five m i n u t e s  more. I c o u l d  no t  
c a l c u l a t e  time. A  m i n u t e  a n d  a n  h o u r  w e r e  of equal 
duration. I f e a r e d  to rise, l est the five m i n u t e s  s h o u l d  
hav e  elapsed, a n d  the r i n g i n g  be a g a i n  commenced, in 
w h i c h  cas e  I s h o u l d  be crushed, b e f o r e  I c o u l d  escape, 
a g a i n s t  the w a l l s  o r  f r a m e w o r k  o f  the bell. I t h e r e f o r e  
still c o n t i n u e d  to lie down, c a u t i o u s l y  s h i f t i n g  myself, 
however, w i t h  a careful gliding, so that m y  eye no 
l o n g e r  l o o k e d  into the hollow. This w a s  of i t s e l f  a 
c o n s i d e r a b l e  relief. The c e s s a t i o n  o f  the n o i s e  had, 
in a g r e a t  measure, the e f f e c t  o f  s t u p i f y i n g  me, for m y  
a t tention, b e i n g  no l o n g e r  o c c u p i e d  b y  the c h i m e r a s  I 
h a d  c o n j u r e d  up, b e g a n  to flagi All that n o w  d i s t r e s s e d  
m e  was the c o n s t a n t  e x p e c t a t i o n  of the s e c o n d  ringing, 
f o r  which, however, I s e t t l e d  m y s e l f  w i t h  a’ k i n d  of 
s t u p i d  resolution. I c l o s e d  m y  eyes, a n d  c l e n c h e d  m y  
t e e t h  as fi r m l y  as it t h e y  w e r e  s c r e w e d  in a  vice. A t  
las t  the d r e a d e d  m o m e n t  came, a n d  the first s w i n g  o f  the 
bell e x t o r t e d  a g r o a n  from me, as the y  sa y  the m o s t  
r e s o l u t e  v i c t i m  scre a m s  at the s ight of the rack, to w h i c h  
he is for a s e c o n d  time destined. A f t e r  this, however,
I l a y  sil e n t  a n d  lethargic, w i t h o u t  a thought. W r a p t  in 
the d e f e n s i v e  a r m o u r  of stupidity, I d e f i e d  the bell a n d  
its i n t o n ations. W h e n  it ceased, I wa s  r o u s e d  a little 
b y  the hop e  of escape. I di d  not, however, dec i d e  on 
this step hastily, but, p u t t i n g  up m y  h a n d  w i t h  the 
u t m o s t  castion, I t o u c h e d  the rim. T h o u g h  the r i n g i n g  
h a d  ceased, it still w a s  tre m u l o u s  from the sound, a n d  
s hook u n d e r  m y  hand, w h i c h  i n s t a n t l y  r e c o i l e d  as from an 
e l e c t r i c  jar. A  q u a r t e r  of a n  h o u r  p r o b a b l y  e l a p s e d  
b e f o r e  I a g a i n  d a r e d  to m a k e  the. e xperiment, a n d  then I 
f o u n d  it at rest. I d e t e r m i n e d  to l ose no time, f e a r i n g  
that I m i g h t  h ave lai n  the n  a l r e a d y  too long, a n d  that 
the bell for even i n g  s e r v i c e  w o u l d  c a t c h  me. This d r e a d  
s t i m u l a t e d  me, a n d  I s l i p p e d  out w i t h  the u t m o s t  rapidity, 
a n d  arose. I stood, I suppose, for a minute, l o o k i n g  
w i t h  s i l l y  w o n d e r  on the p l a c e  o f  m y  i m p r isonment,  
p e n e t r a t e d  w i t h  j o y  escaping, b u t  then r u s h e d  dow n  the 
s tony a n d  i r r e g u l a r  s t a i r  w i t h  the v e l o c i t y  of l i ghtning,



a n d  a r r i v e d  in the b e l l - r i n g e r s *  room. This wa s  the 
last act I h a d  p o w e r  to a ccomplish. I l e a n t  a g a i n s t  
the wall, m o t i o n l e s s  a n d  d e p r i v e d  of thought, in w h i c h  
p o s t u r e  m y  c o m p a n i o n s  f o u n d  me, when, in the c o u r s e  of 
a c o u p l e  of hours, they r e t u r n e d  to t h e i r  o ccupation.

T h e y  w e r e  shocked, as w ell they might, at the 
figure b e f o r e  them. The w i n d  of the bell h a d  e x c o r i a t e d  
m y  face, a n d  m y  dim a n d  s t u p i f i e d  eyes w e r e  f i x e d  w i t h  
a l a c k - l u s t r e  gaze in m y  r a w  e y e — lids. M y  h a n d s  w e r e  
torn a n d  b l e eding; m y  h a i r  d i s h e velled; a n d  m y  clothes  
tattered« T h e y  spoke to me, bu t  I gave no answer. T h e y  
s hook me, b u t  I r e m a i n e d  insensible. T h e y  then b e c a m e  
alarmed, a n d  h a s t e n e d  to re m o v e  me. H e  w h o  h a d  first 
gone u p  w i t h  me in the forenoon, m e t  t hem as they 
c a r r i e d  me thro u g h  the c h u r c hyard, a n d  t h r o u g h  him, 
w h o  w a s  s h o c k e d  at having, in some m e a sure, o c c a s i o n e d  
the accident, the c ause of m y  m i s f o r t u n e  w a s  discovered. 
I w a s  put to b e d  at home, a n d  r e m a i n e d  f o r .three days 
delirious, bu t  g r a d u a l l y  r e c o v e r e d  m y  senses. Y o u  m a y  
be sure the bell f o r m e d  a p r o m i n e n t  topic of m y  ravings, 
a n d  if I h e a r d  a peal, the y  w e r e  i n s t a n t l y  i n c r e a s e d  
to the u t m o s t  violence. E v e n  w h e n  the d e l i r i u m  abated, 
m y  sleep w a s  c o n t i n u a l l y  d i s t u r b e d  b y  i m a g i n e d  ringings, 
a n d  m y  dreams w e r e  h a u n t e d  b y  the fancies w h i c h  a l m o s t  
m a d d e n e d  me w h i l e  in the steeple. M y  friends r e m o v e d  
me to a h o u s e  in the country, w h i c h  w a s  s u f f i c i e n t l y  
d i s t a n t  from a n y  p l a c e  o f  worsh i p ,  to save me from the 
a p p r e h e n s i o n s  of h e a r i n g  the c h u r c h - g o i n g  bell; for w h a t  
A l e x a n d e r  Selkirk, in C o w p e r ' s  poem, c o m p l a i n e d  of as 
a m i s f o r t u n e ,  w a s  then to me as a b l essing. H e r e  I 
recovered; but, e v e n  l o n g  a f t e r  recovery, if a gale 
w a f t e d  the n o t e s  of a peal towards me, I s t a r t e d  w i t h  
n e r v o u s  a p p r e h e n s i o n .  I felt a M o h a m m e d a n  h a t r e d  to all 
the bell tribe, a n d  e n v i e d  the s u b j e c t s  o f  the C o m m a n d e r  
of the F a i t h f u l  the s o n o r o u s  v o i c e  o f  t h e i r  Muezzin.
Time c u r e d  this, as it does the m o s t  of o u r  follies; 
b u t  e v e n  at the p r e s e n t  day, if, by chance, m y  ne r v e s  
be u n strung, some p a r t i c u l a r  tones of the c a t h e d r a l  bell 
hav e  p o w e r  to s u r p r i s e  m e  into a  m o m e n t a r y  start.
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"Let him, to w h o m  e x p e r i e n c e  h a t h  b e e n  allotted, 
think it a duty to imp a r t  it. W e  k n o w  no t  of h o w  l o n g  a 
g r o w t h  g o o d n e s s  is;, n o r  h o w  s l o w  a n  a p p r o a c h  eve n  a 
p r o t r a c t e d  c u l t u r e  m a k e s  towards perfec t i o n .  A  life of 
h o l i n e s s  m a y  en d  in a n  apostle. As the tree, that h a t h  
felt all the w i n d s  of heaven, strikes root in that 
d i r e c t i o n  w h e n c e  they o f t e n e s t  blow, so g o o d n e s s  m u s t  
h a v e  k n o w n  vic i s s i t u d e ,  to k n o w  w h e n  to re s i s t  a n d  w h e n  
to bend. To k n o w  o u r s e l v e s  is to h a v e  e n d u r e d  m u c h  a n d  
long. W e  m u s t  trace a n d  l i m n  out the m a p  of o u r  w h o l e  
n a t u r e  to^be sure w h e r e  it is desert, a n d  w h e r e  it is 
fruitful -  to k n o w  the 'stony ground,* -  to d i s c o v e r  
w h i c h  n e e d e t h  the plough, a n d  w h i c h  d o t h  not. That piety, 
w h i c h  is b u i l t  on ignorance, h o l d s  u p  the s h i e l d  w h e r e  
the a r r o w  c o m e s  not; a n d  sleeps u n m a i l e d  w h e n  the e n e m y  
is at the gate. , It d i s m o u n t s  to pu r s u e  the Parthian; 
a n d  w o u l d  dig a deep t r e n c h  a r o u n d  the tents of the Nomades. 
It is long ere w e  root out the w e a k n e s s e s  of o u r  nature, 
o r  k n o w  the art to p r e s e r v e  the v i r t u e  w e  h a v e  attained.
F o r  goodness, b y  o v e r  earn e s t n e s s ,  m a y  u n w i t t i n g l y  be 
c h a n g e d  from its own essence, as he w h o  k n o w e t h  no t  the 
v i n t a g e  shall m a k e  v i n e g a r  of wine. W h e n  w e  have s t u b b e d  
u p  a n d  c o n s u m e d  the first g r o w t h  of o u r  sinfulness,  
there a r i s e t h  a s e c o n d  crop from the a s h e s  of that w h i c h  
wa s  destroyed. E v e n  as 'the f l a x  a n d  the b a r l e y  w e r e  
smitten; for the b a r l e y  wa s  in the ear, a n d  the fla x  
w a s  boiled: bu t  the w h e a t  a n d  the rye w e r e  no t  smitten, 
for t hey w e r e  not g r o w n  up;' so wil l  S E L F - S A T I S F A C T I O N  
arise, a f t e r  w o r l d l y  p r i d e  a n d  v a n i t y  h a v e  b e e n  w i t h e r e d  
up. L e t  h i m  w h o  has f o u n d  i n w a r d  p e a c e  c o n t e n t  h i m s e l f  
that he is a r r i v e d  at the P i l l a r s  o f  Her c u l e s ,  b e y o n d  
w h i c h  there is no safe way. T hat s e l f - i n t e g r i t y  w h i c h  
deems i t s e l f  i m m a c u l a t e  is dangerous. W ell h a t h  it bee n  
said, 'Make no s u p p l e t o r i e s  to t h y s e l f  w h e n  thou art 
d i s g r a c e d  o r  slighted, b y  p l e a s i n g  t h y s e l f  w i t h  the 
s u p p o s i t i o n  that thou d idst d e s e r v e  p r a i s e  - n e i t h e r  do 
thou get t h e y s e l f  a p r i v a t e  theatre a n d  flatterers, in



w h o s e  v a i n  n o i s e s  a n d  f a n t a s t i c  prai s e s  thou m a y s t  k e e p  
up thy g o o d  o p i n i o n  of thyself.* Be the act n e v e r  so 
good, y e t  if it be p e r f o r m e d  r a t h e r  w i t h  r e f e r e n c e  to 
h i m  w h o  does than to that w h i c h  is done, there is a 
taint in it f o r  w h i c h  Eve is h a r d l y  answer a b l e .  It is but 
as a f a i r  t o w e r  w h i c h  the b u i l d e r  has set on a n  u n k n o w n  
quicksand, a n d  w h i c h  the floods shall damage o r  c a r r y  
away. Ohi w h o s o e v e r  thou ar t  that r e a d e s t  this, forget  
n o t  these words, but g r a v e  the m  as on marble, a n d  in 
g o l d e n  letters. »While the a l t a r  sends up a h o l y  flame, 
hav e  a c are thou dost n o t  s u f f e r  the b irds to come a n d  
c a r r y  a w a y  the s a c r i f i c e  - a n d  let n o t  that w h i c h  b e g a n  
w ell e n d  in thine o w n  p r a i s e  o r  temporal satisfaction, 
o r  a sinj * "

* * * * * * *

U n t i l  m y  t w e n t y - s e v e n t h  y e a r  I r e s i d e d  in the small 
c a t h e d r a l  town of C— r in w h i c h  I wa s  born. M y  p a r e n t s  
- e s p e c i a l l y  m y  m o t h e r  - w e r e  of a s e r i o u s  cast. She 
h a d  b e e n  e d u c a t e d  as a Quaker, but f o l l o w i n g  h e r  ow n  
n o t i o n s  as to religion, she in the l a t t e r  p a r t  of h e r  
lif e  b e c a m e  a t t a c h e d  to the tenets of that sect k n o w n  
b y  the n a m e  o f  M o r a v i a n s ,  a n d  l ast of all to those which, 
w h e n  h e l d  in c o n n e c t i o n  w i t h  the ritual of the C h u r c h  
of England, ar e  t e r m e d  " E v a n g e l i c a l ; "  or, in dissent  
from it, " M e t h o d i s t i c a l . "

She wa s  w a r m  a n d  fanciful in h e r  d e v o t i o n a l  practice; 
f o r  w h i c h  the b e l i e f  as to the p a l p a b l e  a n d  p l e n a r y  
i n f l u e n c e  of the H o l y  S p i r i t  u p o n  the h u m a n  mind, in 
w h i c h  she was bred, m a y  h e l p  to account. O f  these 
a s p i r a t i o n s  I, a n  a r d e n t  a n d  s e n s i t i v e  boy, s oon l e a r n e d  
to partake. M y  m i n d  w a s  n e v e r  n a t u r a l l y  p r o n e  to vice; 
a n d  m y  imagination, t h o u g h  forward, w a s  pure. I was 
b r o u g h t  u p  b y  m y  e x c e l l e n t  ̂ parents in the p r a c t i c e  of 
virtue; a n d  I l o v e d  it. W i t h  a n  o u t w a r d  c o n d u c t  thus 
g u a r a n t e e i n g  i n w a r d  p e r s u a s i o n s  - w i t h  p r o f e s s i o n s  
b o r n e  out b y  a n  u n q u e s t i o n e d  a n d  pure, if n o t  a l t o g e t h e r  
u n o s t e n t a t i o u s  p i e t y  of beha v i o u r ,  w h a t  w o n d e r  that I 
s o o n  b e c a m e  a d i s t i n g u i s h e d  v o t a r y  of the p e c u l i a r  
p r i n c i p l e s  to w h i c h  I h a d  a t t a c h e d  myself. It is d i f f i c u l t  
for a y o u n g  m a n  to k n o w  h i m s e l f  l o o k e d  u p  to -  be the 
cause w h a t  it m a y  -  w i t h o u t  his f e e lings a n d  his c o n d u c t  
b e i n g  a f f e c t e d  b y  s u c h  homage. N a t u r e  h a d  e n d o w e d  me, 
if no t  w i t h  eloquence, at l e a s t  w i t h  c o n s i d e r a b l e  f l u e n c y  
of speech; a n d  as m y  n a t u r a l  d i f f i d e n c e  - w h i c h  at first 
w a s  g r e a t  - w o r e  away, w h e t h e r  b y  e x t e m p o r e  p r a y e r  o r  
s e a s o n a b l e  e x h o r tation, the e f f e c t s  I p r o d u c e d  e x c e e d e d  
those, the fruits of zeal, of those a b o u t  me. I be c a m e  
a d m i r e d  as one m o r e  than u s u a l l y  gifted, a n d  was g r a d u a l l y  
e x a l t e d  into a leader. The o c c a s i o n a l  t e n d e n c y  to g l o o m  
a n d  n e r v o u s  i r r i t a b i l i t y  to w h i c h  m y  t e m p e r a m e n t  i n c l i n e d  
me, wa s  y e t  o n l y . m a r k e d  e n o u g h  to t h r o w ' n o  b e c o m i n g  
s e r i o u s n e s s  a n d  g r a v i t y  into the features of so y o u n g  
a n  apostle. It w a s  s t r a n g e  to see p e r s o n s  of all ages 
a n d  b o t h  sexes a d m i r i n g  at the innate s e r i o u s n e s s  of so 
e a r l y  a preacher, a n d  o w n i n g  the som e t i m e s  r e a l l y  f e r v i d  
e a r n e s t n e s s  o f  m y  appeals, m y  w a r n i n g s ,  o r  m y  d e n u n c i a t i o n s .  
I b e g a n  m o r e  a n d  mor e  to feel m y s e l f  in a s t a t i o n  a b o v e



that of m y  f e l l o w s , a n d  that I h a d  n o w  a c h a r a c t e r  to 
s u s t a i n  b e f o r e  the eyes of men. Y o u n g  as I was, c o u l d  
it wel l  h a v e  b e e n  o t h e r w i s e ?  L e t  me, however, speak 
the truth. S p i r i t u a l  p r i d e  at las t  c r e p t  u p o n  me.
D e v o t i o n  b y  i n s e n s i b l e  degrees b e c a m e  t a i n t e d  w i t h  self, 
a n d  the image of G o d  was, I fear, s o m e t i m e s  f o r g o t t e n  
for that of Hi s  frail a n d  u n w o r t h y  creature. True it 
was, I still, w i t h o u t  s lackening, s poke c o m f o r t  to the 
e a r  of s u f f e r i n g  or r e p e n t a n t  sin - I still e x h o r t e d  
the w e a k  a n d  s t r e n g t h e n e d  the strong. I still w a r n e d  
the b e s o t t e d  in c o r r u p t i o n  that the fruits o f  vice, 
b l o s s o m  as she will, are b u t  like those o f  the shores 
of the D e a d  Sea, s e e m i n g  gay, b u t  o n l y  e m p t i n e s s  a n d  
b i t t e r  ashes. Bu t  alas! the b e a r e r  of the b l e s s e d  
m e s s a g e  spoke as if the w o r m  that bore, c o u l d  a d d  grace 
to the tidings be c o n v e y e d  to his fellow-worm. I wa s  
got u p o n  a precipice, b u t  k n e w  it n o t  - that of 
s e l f - w o r s h i p  a n d  c o n c e i t  - the w o r s t  c r e a t u r e - i d o l a t r y .
It was b i t t e r l y  r e v e a l e d  to me at last.

A b o u t  the y e a r  1790, at the A s s i z e s  f o r  the c o u n t y  
o f  w h i c h  the tow n  of C— r is the c o u n t y  town, wa s  t r i e d  
a n d  c o n v i c t e d  a w r e t c h  g u i l t y  of one o f  the m o s t  h o r r i b l e  
m u r d e r s  u p o n  record. H e  w a s  a y o u n g  man, p r o b a b l y  (for 
he k n e w  n o t  his own ye a r s )  of a b o u t  t w e n t y - t w o  y e a r s  of 
age - one o f  those w a n d e r i n g  a n d  u n s e t t l e d  creatures, 
w h o  seem to be d r i v e n  from p l a c e  to place, t h e y  k n o w  
n o t  why. W i t h o u t  home, w i t h o u t  name, w i t h o u t  companion, 
w i t h o u t  sympathy, w i t h o u t  sense, - heart l e s s ,  friendless, 
idealess, a l m o s t  soulless! a n d  so ignorant, as not eve n 
to seem to k n o w  whether, he h a d  e v e r  h e a r d  o f  a Redeemer, 
o r  s e e n  His w r i t t e n  Word. It w a s  on a s t o r m y  Ch r i s t m a s  
eve w h e n  he b e g g e d  s h e l t e r  in the hu t  of a n  o l d  man, 
w h o s e  o f f i c e  it w a s  to r e g u l a t e  the t r a n s i t  o f  c o n v e y a n c e s  
u p o n  the r o a d  of a g r e a t  m i n i n g  e s t a b l i s h m e n t  in the 
n e i g h b o u r h o o d .  The o l d  m a n  h a d  r e c e i v e d  him, a n d  s h a r e d  
w i t h  h i m  his h u m b l e  c h e e r  a n d  his h u m b l e  bed; f o r  on that 
n i g h t  the w i n d  blew, a n d  the s l e e t  drove, a f t e r  a m a n n e r  
that w o u l d  h a v e  m a d e  it a c rime to h a v e  t u r n e d  a s t r a n g e r  
dog to the door. The n e x t  day the p o o r  o l d  c r e a t u r e  was 
f ound d e a d  in his hu t  - his b r a i n s  b e a t e n  out w i t h  an 
o l d  iron i m p l e m e n t  w h i c h  he used, a n d  his l i t t l e  f u r n i t u r e  
r i f l e d  a n d  in c onfusion. The w r e t c h  h a d  m u r d e r e d  h i m  
f o r  the s u p p o s e d  h o a r d  of a f e w  shillings. The snow, 
from w h i c h  he a f f o r d e d  his m u r d e r e r  shelter, h a d  d r i f t e d  
in at the door, w h i c h  the m i s c r e a n t ,  w h e n  he fled, h a d  
l eft open, a n d  wa s  f r o z e n  re d  w i t h  the b l o o d  of his 
victim. But it b e t r a y e d  a f o o t s t e p  h a r d  f r o z e n  in the 
s n o w  a n d  blood; a n d  the n a i l s  of the m u r d e r e r ’s shoe 
w e r e  counted, e ven as his days w e r e  s o o n  to be. H e  was 
t aken a fe w  days a f t e r  w i t h  a h a n d k e r c h i e f  of the ol d  
m a n ’s u p o n  his neck. So b l i n d  is b l o o d - g u i l t i n e s s .

Up to the h o u r  of c o n d e m n a t i o n  he r e m a i n e d  reckless 
as the w i n d  - u n r e p e n t i n g  as the flint -  v e n o m o u s  as the 
b l i n d  worm. W i t h  that deep a n d  h o r r i b l e  c u n n i n g  w h i c h  
is so o f t e n  u n i t e d  to u n p r i n c i p l e d  ignorance, he h a d  
a l m o s t  i n v o l v e d  in his fate a n o t h e r  v a g r a n t  w i t h  w h o m  he 
h a d  c h a n c e d  to consort, a n d  to w h o m  he h a d  d i s p o s e d  of 
some of the b l o o d - b r o u g h t  spoils. The c i r c u m s t a n t i a l



e v i d e n c e  w a s  so i n v o l v e d  a n d  i nterwoven, that the jury, 
a f t e r  lon g  a n d  obvi o u s  h e s i t a t i o n  as to the latter, 
f ound b o t h  guilty; a n d  the t e r r i b l e  s e n t e n c e  of death, 
w i t h i n  f o r t y - e i g h t  hours, wa s  p a s s e d  u p o n  both. The 
c u l p r i t  b o r e  it w i t h o u t  m u c h  o u t w a r d  emotion; but w h e n  
t a k e n  from the dock, his companion, i n f u r i a t e d  b y  d e s p a i r  
a n d  grief, f o u n d  m eans to level a v i o l e n t  b l o w  at the 
h e a d  o f  his m i s e r a b l e  a n d  s e l f i s h  b e t rayer, w h i c h  long 
d e p r i v e d  the w r e t c h  of sense a n d  moti o n ,  and, for some 
time, w a s  t h o u g h t  to hav e  a n t i c i p a t e d  the executioner. 
W o u l d  it h a d  done so! But let me do m y  dut y  as I ought
- let m e  r e p r e s s  the h o r r o r  w h i c h  one scene o f  this 
d r e adful d r a m a  n e v e r  fails to t h r o w  o v e r  m y  spirit - 
that I m a y  tell m y  s t o r y  as a m a n  - a n d  m y  c o n f e s s i o n  
at l east be clear. W h e n  the f elon a w o k e  out of the 
d e a t h - l i k e  trance into w h i c h »this a s s a u l t  h a d  t h r o w n  him, 
his h a r d i h o o d  w a s  gone; a n d  he wa s  r e c o n v e y e d  to the 
cell, in w h i c h  he w a s  d e s t i n e d  a g o n i s i n g l y  to s t r uggle  
out his last h i d e o u s  a n d  d i s t o r t e d  hours, in a state of 
a b j e c t  h o r r o r  w h i c h  c a n n o t  be described. H e  w h o  felt 
nothing, k n e w  nothing, h a d  n o w  his eyes o p e n e d  w i t h  
t e r r i b l e  c l e a r n e s s  to one o b j e c t  - the l i v i d  p h a n t a s m a  
of a s t r a n g l i n g  death. Al l  the rest w a s  c o n v u l s i v e  
d e s p a i r  a n d  darkness. T h o u g h t  s h u d d e r s  at it - bu t  let 
me go on.

The w o r t h y  c lergyman, w h o s e  p a r t i c u l a r  dut y  it w a s  
to s m o o t h  a n d  soften, and, if possible, i l l u m i n a t e  the 
dark h o u r s  o f  the dying wret c h ,  was not u n w i l l i n g  to 
a d m i t  the v o l u n t a r y  a i d  of those w h o m  rel i g i o u s  
p r e d i s p o s i t i o n s  a n d  n a t u r a l  c o m m i s e r a t i o n  e x c i t e d  to 
share w i t h  h i m  in the w o r k  of piety. The tas k  wa s  in 
t r u t h  a h a r d  one. The p o o r  wret c h ,  f o r  the sake o f  the 
e x c i t e m e n t  w h i c h  s uch i n t e r c o u r s e  n a t u r a l l y  a f f o r d e d  
him, a n d  w h i c h  m o m e n t a r i l y  r e l i e v e d  his sic k  a n d  f a i n t i n g  
spirit, g r o a n e d  out h a l f - a r t i c u l a t e  e x p r e s s i o n s  of 
a c q u i e s c e n c e  in the a p p e a l s  that w e r e  m a d e  to him; but  
the r e l i e f  wa s  p h y sical merely. The g r a s p  of the f r i e n d l y  
h a n d  m a d e  w a v e r  for a m o m e n t  the h e a v y  s h a d o w  of d e a t h  
w h i c h  h u n g  u p o n  h i m  - a n d  he g r a s p e d  it. The v oice 
b r e a t h i n g  m e r c y  a n d  c o m f o r t  in his ear, s t i l l e d  for a 
s e c o n d  the h o r r i d  echo of doom - a n d  he l i s t e n e d  to it.
It was as the d r o w n i n g  m a n  gasps at the b u b b l e  of a i r  
w h i c h  he draws down w i t h  h i m  in s i n k i n g  - o r  as a few 
drops of r ain to hi m  at the stake, a r o u n d  w h o m  the fire 
is k i n d l e d  a n d  hot. This, alas! we s a w  not as w e  ought 
to h a v e  done; but w h e n  the s i n k i n g  wret c h ,  at the w o r d  
"mercy," l a i d  his h e a d  u p o n  o u r  s h o u l d e r  a n d  groaned, 
we, s a n g u i n e  in e nthusiasm, d e e m e d  it deep repentance.
W h e n  his b r o w  s e e m e d  s m o o t h  for a s pace at the s o u n d  of 
eternal life, we t h o u g h t  h i m  as "a b r a n d  s n a t c h e d  from 
the b u r n i n g . "  In the f o r w a r d  pride (for p r i d e  it was) 
o f  h u m a n  p e r f e c t i b i l i t y ,  w e  t ook h i m  - h i m  the m u r d e r e r
- as it w e r e  u n d e r  o u r  t u t e l a g e  a n d  p r o t e c t i o n .  We 
p r a y e d  w i t h  him, we r e a d  to him, w e  w a t c h e d  w i t h  him,
w e  b l e s s e d  his m i s e r a b l e  sleeps, a n d  m e t  his mor e  w r e t c h e d  
a w akings. In the p r e s u m p t i o n  of o u r  pity, we w o u l d  
c l e a n s e  that white, in the w o r l d * s  eye, w h i c h  G o d  had, 
for i n s c r u t a b l e  purposes, o r d a i n e d  s h o u l d  see m  to the 
last m u r k y  as hell. We w o u l d  p a i n t  v i s i b l y  u p o n  h i m  the



o u t w a r d  a n d  v i s i b l e  sign of sin w a s h e d  away, a n d  m e r c y  
found. That that i n t e n d e d  t r i u m p h  m a y  n o t  hav e  h e l p e d  
to a d d  o r  to r e t a i n  one fea t h e r ' s  w e i g h t  in the b a l a n c e  
a g a i n s t  him, let me h u m b l y  hop e  a n d  trust. Tha t  I was 
a cause, a n d  a g r e a t  one, of this u n h a p p y  delusion, let 
me no t  deny. G o d  forgive me, if I t h o u g h t  s o m e t i m e s  
less of the soul to be s a v e d  than of h i m  wh o  d e e m e d  he 
m i g h t  be one of the h u m b l e  i n s t r u m e n t s  of grace. It 
is b u t  too true that I fain w o u l d  h a v e  danced, like 
David, b e f o r e  the ark. W i t h i n  a n d  w i t h o u t  wa s  I a s s a i l e d  
b y  those snares which, m a d e  of pride, are seen in the 
d i s g u i s e  o f  charity. The a s p i r a t i o n s  of m y  friends, 
the eyes o f  m i n e  enemies, the w i s h e s  of the good, an d  
the sneers of the m i s t r u s t f u l ,  w e r e  a b o u t  me, a n d  u p o n  
me; a n d  I u n d e r t o o k  to pass w i t h  the m u r d e r e r  - H I S  
L A S T  N I G H T  - s u c h  a last! - b u t  let me c o m p o s e  myself.

* * * * * * *
It w a s  a b o u t . t h e  h o u r  of ten, on a g u s t y  a n d  

s o m e w h a t  ra w  e v e n i n g  of S e ptember, that I w a s  l o c k e d  
u p  a l o n e  w i t h  the mur d e r e r .  It w a s  the e v e n i n g  of the 
Sabbath. Some rai n  h a d  fallen, a n d  the sun h a d  no t  
b e e n  lon g  set w i t h o u t  doors; b u t  fo r  the l ast h o u r  a n d  
a h a l f  the d u n g e o n  h a d  b e e n  dark, a n d  i l l u m i n a t e d  onl y  
b y  a si n g l e  taper. The c l e r g y - m a n  of the prison, a n d  
some of m y  r e l i g i o u s  friends, h a d  sat w i t h  us u ntil the 
h o u r  of lockin g - u p ,  when, a t  the s u g g e s t i o n  o f  the 
gaoler, t hey departed. I m u s t  c o n f e s s  t h e i r  "good-night, 
a n d  the s o u n d  of the h e a v y  door, w h i c h  the g a o l e r  l o c k e d  
a f t e r  h i m  w h e n  he w e n t  to a c c o m p a n y  them to the o u t e r  
gate of the gaol, s o u n d e d  h e a v i l y  on m y  heart. I felt 
a s u d d e n  s h r i n k  w i t h i n  me, as t h e i r  s teps q u i c k l y  c e a s e d  
to be h e a r d  u p o n  the stone stairs; a n d  w h e n  the d i s t a n t  
p r i s o n - d o o r  w a s  f i n a l l y  closed, I w a t c h e d  the last echo.
I h a d  for a m o m e n t  f o r g o t t e n  m y  c ompanion. W h e n  I t u r n e d  
r o u n d  he w a s  s i t t i n g  on the side of his l o w  pallet, 
towards the h e a d  of it, s u p p o r t i n g  hi s  h e a d  b y  his e l b o w  
a g a i n s t  the wall, a p p a r e n t l y  in a s t a t e  of h a l f  stupor.
H e  was m o t i o n l e s s ,  e x c e p t i n g  a s ort of c o n v u l s i v e  
mov e m e n t ,  b e t w e e n  s p r a w l i n g  a n d  c l u t c h i n g  of the fingers 
of the r i g h t  hand, w h i c h  w a s  e x t e n d e d  on his knee. His 
s h r u n k  cheeks e x h i b i t e d  a d e a d l y  a s h e n  p a l eness, w i t h  
a s l i g h t  tinge o f  yellow, the e f f e c t  of confinement.
H i s  eyes w e r e  g l a s s y  a n d  sunken, a n d  s e e m e d  in p art to 
hav e  lost the p o w e r  of gazing. T hey w e r e  t u r n e d  w i t h  
a n  u n m e a n i n g  a n d  v a c a n t  s tare u p o n  the window, w h e r e  
the las t  red str e a k  o f  d a y  w a s  f a i n t l y  visible, w h i c h  
they s e e m e d  v a i n l y  e n d e a v o u r i n g  to watch. The sense of 
m y  own s i t u a t i o n  n o w  r e c o i l e d  s t r o n g l y  u p o n  me; a n d  the 
s ight of the w r e t c h  s i t t i n g  s t i f f e n e d  in quiet a g o n y  
(for it w a s  no better), a f f e c t e d  me w i t h  a faint s i c k n e s s 
I felt that a n  eff o r t  wa s  n e cessary, and, w i t h  some 
difficulty, a d d r e s s e d  a few c h e e r i n g  a n d  c o n s o l a t o r y  
p h r a s e s  to the m i s e r a b l e  c r e a t u r e  I h a d  u n d e r t a k e n  to 
support. M y  w o r d s  m i g h t  not, - b u t  I f e a r  m y  tone was 
too m u c h  in u n i s o n  w i t h  his feelings, s u c h  as they were, 
n i s  a n s w e r  wa s  a few i n a r t i c u l a t e  m u t t e r i n g s ,  b e t w e e n



w h i c h  the s p a s m o d i c  t w i t c h i n g  of his fingers b e c a m e  
m o r e  a p p a r e n t  than before, A  n o i s e  at the d o o r  s e e m e d  
d e c i d e d l y  to r o u s e  him; a n d  as he t u r n e d  his h e a d  w i t h  
a s u d d e n  effort, I felt r e l i e v e d  to see the g a o l e r  
enter. H e  wa s  u s e d  to such scenes; a n d  w i t h  a n  a i r  of 
c o m m i s e r a t i o n ,  b u t  in a tone w h i c h  l a c k e d  n one of the 
f i r mness w i t h  w h i c h  he h a b i t u a l l y  spoke, he a s k e d  the 
u n h a p p y  m a n  some q u e s t i o n  of his w e l f a r e ,  a n d  se e m e d 
s a t i s f i e d  w i t h  the h e a d s h a k e  a n d  i n a r t i c u l a t e l y  m u t t e r e d  
repl i e s  of the a g a i n  d r o o p i n g  wret c h ,  as if they w e r e  
expected, a n d  of course. H a v i n g  d i r e c t e d  the t u r n k e y  
to p l a c e  some w i n e  a n d  s l i g h t  r e f r e s h m e n t s  on the table, 
a n d  to trim the light, he t o l d  me in a w h i s p e r  that m y  
friends w o u l d  be at the prison, w i t h  the clergyman, at 
the h o u r  of six; a n d  b i d d i n g  the m i s e r a b l e  c o n v i c t  a n d  
myself, a f t e r  a c h e e r i n g  w o r d  o r  two, " g o o d - n i g h t , "  he 
d e p a r t e d  - the d oor w a s  c l o s e d  - a n d  the m u r d e r e r  an d  
I w e r e  f i n a l l y  left together.

It w a s  n o w  pas t  the h o u r  of ten o'clock; a n d  it 
b e c a m e  m y  s o l e m n  d uty to take h e e d  that the las t  few 
h ours of the d y i n g  s i n n e r  p a s s e d  n o t  w i t h o u t  s u c h  c o m f o r t  
to his s t r u g g l i n g  soul as h u m a n  h e l p  m i g h t  h o l d  out.
A f t e r  r e a d i n g  to h i m  some p a s s a g e s  of the gospel, the 
m o s t  a p p o s i t e  to his tr y i n g  state, a n d  some d e s u l t o r y  
a n d  u n c o n n e c t e d  c o n v e r s a t i o n  - for the p o o r  c r e a t u r e  
at times s e e m e d  to be unable, u n d e r  his l o a d  of horror, 
to k e e p  his ideas c o n n e c t e d  f u r t h e r  t han as the y  dwelt 
u p o n  his o w n  n e a r i n g  a n d  u n a v o i d a b l e  e x e c u t i o n  - I 
p r e v a i l e d  u p o n  h i m  to j o i n  in prayer. He at this time 
a p p e a r e d  to be e i t h e r  so m u c h  exhausted, o r  l a b o u r i n g  
u n d e r  so m u c h  l a s s i t u d e  from f e a r  a n d  w a n t  of rest, 
that I f ound it n e c e s s a r y  to take hi s  a r m  a n d  turn hi m  
u p o n  his k n e e s  b y  the p a l l e t - s i d e .  The h o u r  w a s  an 
awful one. No s o u n d  w a s  h e a r d  save a n  o c c a s i o n a l  e j a c u l a t i o n  
b e t w e e n  a s i g h  a n d  a s m o t h e r e d  g r o a n  from the w r e t c h e d  
felon. The c a n d l e  b u r n e d  dimly; a n d  as I t u r n e d  I saw, 
t h o u g h  I s c a r c e l y  n o t i c e d  it at the mome n t ,  a dim insect  
o f  the m o t h  species f l u t t e r i n g  h u r r i e d l y  r o u n d  it, the 
s o u n d  of w h o s e  w i n g s  m o u r n f u l l y  f i l l e d  u p  the pa u s e s  
of m y s e l f  a n d  m y  c ompanion, W h e n  the n e r v e s  are s t r a i n e d  
to t h e i r  u t t e r m o s t ,  b y  s u c h  t r i f l i n g  c i r c u m s t a n c e s  are 
w e  affected. H e r e  (thought I) there has b e e n  no light, 
at s u c h  a n  hour, for m a n y  years; a n d  ye t  h e r e  is one 
w h o s e  of f i c e  it seems to be to w a t c h  iti M y  sp i r i t  felt 
the n e c e s s i t y  of some exertion; and, w i t h  a n  e n e r g y  for 
w h i c h  a few m i n u t e s  b e f o r e  I h a d  h a r d l y  d a r e d  to hope, I 
p o u r e d  out m y  soul in prayer, I b e s o u g h t  m e r c y  u p o n  the 
b l o o d - s t a i n e d  c r e a t u r e  w h o  w a s  g r o v e l l i n g  b e s i d e  me; I 
a s k e d  that r e p e n t a n c e  a n d  p e a c e  m i g h t  be v o u c h s a f e d  him;
I begged, for o u r  R e d e e m e r ' s  sake, that his last m o m e n t s  
m i g h t  k n o w  that u n t a s t e d  r a p t u r e ' o f  sin forgiven, a n d  a 
c l e a n s e d  soul, w h i c h  f aith a l o n e  ca n  b r i n g  to f a l l e n  man;
I c o n j u r e d  h i m  to h elp a n d  a i d  m e  to call u p o n  the nam e  
of Christ; a n d  I bad e  h i m  p u t  o f f  life a n d  forget it, 
a n d  to t rust in that nam e  alone; I i n t e r c e d e d  that his 
l a t t e r  a g o n y  m i g h t  be soothed, a n d  that the l e a v e - t a k i n g  
of b o d y  a n d  soul m i g h t  be in qui e t n e s s  a n d  peace. But 
he s hook a n d  shivered, a n d  n a t u r e  c l u n g  to the m i s e r a b l e  
s t r a w  o f  e x i s t e n c e  w h i c h  y e t  f l o a t e d  u p o n  the w i d e  a n d



dismal c u r r e n t  of oblivion, a n d  he g r o a n e d  h e a v i l y  a n d  
mut t e r e d ,  "Noj noj noj" as if the v e r y  idea o f  d e a t h  wa s  
u n b e a r a b l e ,  e v e n  for a moment; a n d  "to die," e v e n  to 
h i m  that must, w e r e  a thing impossible, a n d  not to be 
t h o u g h t  of o r  named. A n d  as I w r e s t l e d  w i t h  the a d v e r s a r y  
that h a d  d o m i n i o n  o v e r  him, he b u r i e d  his shr u n k  a n d  
c o n v u l s e d  f e a tures in the c o v e r i n g  of his m i s e r a b l e  
pallet; w h i l e  his fingers t w i s t e d  a n d  w r i t h e d  about, 
like so m a n y  s c o t c h e d  snakes, a n d  his l o w  sick m oans m a d e  
the v e r y  d u n g e o n  darker.

W h e n  I l i f t e d  h i m  from his k n e e l i n g  position, he 
o b e y e d  m y  m o v e m e n t  like a t i r e d  child, a n d  a g a i n  sat on 
the l o w  pallet, in a s t a t e  o f  m o t i o n l e s s  a n d  u n r e s i s t i n g  
torpor. The damp sweat s t o o d  o n  m y  o w n  forehead, th o u g h  
no t  so c o l d  as on his; a n d  I p o u r e d  m y s e l f  out a small 
p o r t i o n  of wine, to w a r d  of f  the e x h a u s t i o n  w h i c h  I b e g a n  
to feel u n u s u a l l y  s t r o n g  u p o n  me. I p r e v a i l e d  u p o n  the 
p o o r  w r e t c h  to s w a l l o w  a l i t t l e  w i t h  me; and, as I b r o k e  
a bit o f  bread, I thought, a n d  spoke to him, o f  that last 
r e p a s t  o f  H i m  w h o  came to call sinn e r s  to r epentance; 
a n d  m e t h o u g h t  his eye g r e w  l i g h t e r  tha n  it was. The 
s i n k i n g  frame, e x h a u s t e d  a n d  w o r n  d o w n  b y  anxiety, con f i n e m e n t ,  
a n d  the p o o r  a l l o w a n c e  of a felon's gaol, d r e w  a short 
r e s p i t e  from the cordial; a n d  he l i s t e n e d  to m y  w o r d s  
w i t h  s o m e t h i n g  o f  s e l f - c o l l e c t e d n e s s  - a l b e i t  slight  
t r e m b l i n g s  m i g h t  still be s e e n  to ru n  a l o n g  his nerves 
a t  intervals; a n d  his f e a t u r e s  colla p s e d ,  e v e r  an d  anon, 
into that m o m e n t a r y  v a c u i t y  of w i l d n e s s  w h i c h  the t ouch 
of d e s p a i r  n e v e r  fails to give. I e n d e a v o u r e d  to impr o v e  
the occasion. I e x h o r t e d  him, for his soul's sake, a n d  
the r e l i e f  of that w h i c h  n e e d e d  it too much, to m a k e  a 
full a n d  U n r e s e r v e d  confes s i o n ,  not o n l y  to God, w h o  
n e e d e d  it not, bu t  to man, w h o  did. I b e s o u g h t  him, for  
the g o o d  o f  all, a n d  as he v a l u e d  his soul's health, to 
detail the p a r t i c u l a r s  of his crime, b u t  his eye f e l l .
That dark enemy, w h o  takes c are to l eave in the h e a r t  
jus t  h o p e  e n o u g h  to k e e p  d e s p a i r  alive, t o n g u e - t i e d  him, 
a n d  he w o u l d  no t  —  e v e n  now, at the e l e v e n t h  h o u r  - give 
up the v a i n  i m a g i n a t i o n  that the cas e  o f  his c o m p a n i o n  
m i g h t  y e t  be c o n f o u n d e d  w i t h  his, to the e s c a p e  of b o t h  
- a n d  v a i n  it was. It h a d  no t  b e e n  felt a d v i s a b l e  so far 
to m a k e  h i m  a c q u a i n t e d  w i t h  the truth, that this h a d  
a l r e a d y  b e e n  s i f t e d  a n d  decided; a n d  I j u d g e d  this to be 
the time. A g a i n  a n d  a g a i n  I u r g e d  c o n f e s s i o n  u p o n  him.
I put it to h i m  that this a c t  o f  j u s t i c e  m i g h t  n o w  be 
done for its own sake, a n d  f o r  that o f  the c l e a n s i n g  
from spot of his s t a i n e d  spirit. I t old him, finally, 
that it c o u l d  no l o n g e r  p r e j u d i c e  h i m  in this world, 
w h e r e  his fate w a s  w r i t t e n  a n d  sealed, for that his 
c o m p a n i o n  wa s  r e p r i e v e d . I k n e w ,not w h a t  I did. W h e t h e r  
the tone of m y  voice, u n t u t o r e d  in s u c h  business, h a d  
r a i s e d  a m o m e n t a r y  hope, I k n o w  not, b u t  the r e v u l s i o n  
w a s  dreadful. H e  s t a r e d  w i t h  a v a c a n t  loo k  o f  s u d d e n  
h o r r o r  —  a l o o k  w h i c h  those w h o  n e v e r  s a w  c a n n o t  conceive, 
a n d  w h i c h  (the r e m e m b r a n c e  is enough) I h o p e  n e v e r  to 
see a g a i n  -  a n d  t w i s t i n g  round, r o l l e d  u p o n  his p a l l e t  
w i t h  a s t i f l e d  m o a n  that s e e m e d  t e a r i n g  h i m  in pieces.
As he lay, m o a n i n g  a n d  w r i t h i n g  b a c k w a r d s  a n d  forwards, 
the c o n v u l s i o n s  of his legs, the t w i s t i n g  o f  his fingers,



a n d  the s h i v e r i n g s  that ran t h r o u g h  his frame w e r e  
terrible.

To a t t e m p t  to rouse hi m  s e e m e d  o n l y  to i n c r e a s e  
t h e i r  v i olence, as if the v e r y  s o u n d  of the h u m a n  v o i c e  
was, u n d e r  hi s  dreadful c i r c u m s t a n c e s ,  intolerable, as 
r e n e w i n g  the sense of r e a l i t y  to a r e a s o n  a l r e a d y  
clouding, a n d  u p o n  the v e r g e  o f  t e m p o r a r y  delirium. H e  
wa s  the p i c t u r e  of despair. As he t u r n e d  h i s  face to 
one side, I s a w  that a few, bu t  v e r y  few ho t  tears h a d  
b e e n  f o r c e d  from his g l a s s y  a n d  b l o o d - s h o t  eyes; a n d  in 
his w r i t h i n g s  he h a d  s c r a t c h e d  one c h e e k  a g a i n s t  his 
i r o n  bed- s t e a d ,  the red d i s c o l o r a t i o n  of w h i c h  c o n t r a s t e d  
s adly w i t h  the d e a t h l y  p a l l i d n e s s  of hue w h i c h  his 
v i s a g e  n o w  showed: d u r i n g  h i s  struggles, one shoe h a d  
com e  off, a n d  lay u n h e e d e d  on the damp s t o n e -floor. The 
d e m o n  wa s  t r i u m p h a n t  w i t h i n  him; a n d  w h e n  he groaned, the 
s o u n d  s e e m e d  s c a r c e l y  that o f  a h u m a n  being, so m u c h  h a d  
h o r r o r  c h a n g e d  it. I k n e e l e d  o v e r  him, - bu t  in vain.
H e  h e a r d  n o t h i n g  - he felt n o t h i n g  - he k n e w  nothing, 
bu t  that e x t r e m i t y  o f  p r o s t r a t i o n  to w h i c h  a m o m e n t ' s  
resp i t e  w o u l d  be Dives' dro p  of water, a n d  yet, in such 
c i r c u m s t a n c e s ,  a n y t h i n g  b u t  a mercy. H e  c o u l d  no t  b e a r  
for a m o m e n t  to think u p o n  his ow n  d e a t h  - a m o m e n t ' s  
r e s p i t e  w o u l d  o n l y  h a v e  a d d e d  n e w  s t r e n g t h  to the agony: 
he m i g h t  be dead, but c o u l d  n o t  B- die;" a n d  in the 
storm of m y  a g i t a t i o n  a n d  pity, I p r a y e d  to the A l m i g h t y  
to reli e v e  h i m  at o nce from s u f f e r i n g s  w h i c h  s e e m e d  too 
h o r r i b l e  e v e n  to be c o n t e m p l a t e d .

H o w  lon g  this t e m p e s t  of d e s p a i r  continued, I do no t  
know. All that I ca n  recall is, that a f t e r  a l m o s t  l o s i n g  
m y  own r e c o l l e c t i o n  u n d e r  the a g i t a t i o n  of the scene, I 
s u d d e n l y  p e r c e i v e d  that his m o a n s  w e r e  less l o u d  a n d  
continuous, a n d  that I v e n t u r e d  to l ook at him, w h i c h  I 
h a d  no t  done for some space. N a t u r e  h a d  b e c o m e  e xhausted, 
a n d  he wa s  s i n k i n g  g r a d u a l l y  into a stupor, w h i c h  s e e m e d  
b e t w e e n  sleep a n d  fainting. This r e l i e f  di d  n o t  c o n t i n u e  
l o n g  - a n d  as s oon as I s a w  h i m  b e g i n  to re v i v e  a g a i n  to 
a sense of his situation, I m a d e  a s t r o n g  effort, a n d  
l i f t i n g  h i m  up, s e a t e d  h i m  a g a i n  on the pallet, and, 
p o u r i n g  out a small q u a n t i t y  o f  wine, gave it hi m  to drink, 
no t  w i t h o u t  a f o r l o r n  h o p e  that e v e n  w i n e  m i g h t  be p e r m i t t e d  
to a f f o r d  h i m  some lit t l e  s t r e n g t h  to b e a r  w h a t  r e m a i n e d  
o f  his misery, a n d  c o l l e c t  his ideas for his last hour.
A f t e r  a long p a u s e  of r e t u r n i n g  r e c o l l e c t i o n ,  the p o o r  
c r e a t u r e  got d own a l i t t l e  of the cordial, a n d  as I sat 
b y  hi m  a n d  s u p p o r t e d  him, I b e g a n  to h o p e  that his spirits 
calmed. He h e l d  the g lass a n d  s i p p e d  occas i o n a l l y ,  a n d  
a p p e a r e d  in some sort to listen, a n d  to a n s w e r  to the 
w o r d s  of c o n s o l a t i o n  I felt c o l l e c t e d  e n o u g h  to offer.
A t  this m o m e n t  the l o w  a n d  d i s t a n t  s o u n d  o f  a c l o c k  wa s  
heard, d i s t i n c t l y  s t r i k i n g  one. ‘The e a r  of d e s p a i r  is 
quick; a n d  as he h e a r d  it, he shuddered, a n d  in spite 
of a s t r o n g  ef f o r t  to s u p p r e s s  his emotion, the glass 
h a d  n e a r l y  f a l l e n  from his hand. A  severe n e r v o u s  
r e s t l e s s n e s s  n o w  r a p i d l y  g r e w  u p o n  him, a n d  he e a g e r l y  
d rank u p  one o r  two small p o r t i o n s  o f  wine, w i t h  w h i c h  
I s u p p l i e d  him. His fate w a s  n o w  e v i d e n t l y  b r o u g h t  one 
degree n e a r e r  to him. H e  k e p t  his gaze i n t e n t l y  a n d  
u n c e a s i n g l y  t u r n e d  to the w i n d o w  of the dungeon. Hi s



m u t t e r e d  repl i e s  w e r e  i n c o h e r e n t  o r  u n i n t e l l i g i b l e ,  a n d  
his sunk a n d  w e a k e n e d  eye s t r a i n e d  p a i n f u l l y  on the 
g r a t e d  w i n d o w ,  as if he m o m e n t a r i l y  e x p e c t e d  to see the 
first s t r e a k  of the dawn of that morning, w h i c h  to h i m  
w a s  to be night. His n e r v o u s  a g i t a t i o n  g r a d u a l l y  b e c a m e  
h o rrible, a n d  his m o t i o n s  stronger. H e  s e e m e d  not to 
h a v e  r e s o l u t i o n  e n o u g h  to rise from his seat a n d  go to 
the window, a n d  y e t  to h ave a n  o v e r p o w e r i n g  w i s h  o r  
impu l s e  to do so. The l o w e s t  s o u n d  s t a r t l e d  h i m  - b u t  
w i t h  this t e r r i b l e  irritation, his m u s c u l a r  power, 
b e f o r e  debilitated, s e e m e d  to revive, a n d  his action, 
w h i c h  w a s  d r o o p i n g  a n d  languid, b e c a m e  quick a n d  angular.
I b e g a n  to be s e i z e d  w i t h  a n  u n d e f i n e d  sense o f  fear 
a n d  alarm. In v a i n  I c o m b a t e d  it; it g r e w  u p o n  me; a n d  
I h a d  a l m o s t  r i s e n  from m y  seat to try to m a k e  m y s e l f  
heard, a n d  obtain, if p o ssible, a s s i s t a n c e .  The l o n e l i n e s s  
of the goal, however, r e n d e r e d  this, e v e n  if attempted, 
a l m o s t  d e s p e r a t e  - the sense of duty, the d r e a d  of 
ridicule, came ac r o s s  me, a n d  c h a i n e d  me to m y  seat b y  
the m i s e r a b l e  criminal, w h o s e  state w a s  b e c o m i n g  e very  
m i n u t e  m o r e  dreadful a n d  e x t r a o r d i n a r y .

* * * * * * *
L e t  us n o t  s c o r n  o r  d i s t r u s t  o u r  o b s c u r e s t  mi s g i v i n g s ,  

for w e  are s t r a n g e l y  c o n s t i t u t e d ;  a n d  t h o u g h  the e v i d e n c e  
for s uch c o n c l u s i o n s  o f t e n  be in a m a n n e r  u n k n o w n  to 
ourselves, the y  ar e  no t  the less v e r i t a b l e  a n d  just. 
E x h a u s t e d  by the w e a r i n g  e x c i t e m e n t  a n d  a n x i e t y  of m y  
situation, I h a d  fo r  a m o m e n t  s u n k  into that c o n f u s e d  
a b s e n c e  of m i n d  w i t h  w h i c h  those w h o  h a v e  b e e n  in s i m i l a r  
c i r c u m s t a n c e s  c a n n o t  be u n a c q u a i n t e d ,  w h e n  m y  m i s e r a b l e  
companion,! w i t h  a c o n v u l s i v e  shudder, g r a s p e d  m y  arm 
suddenly. I w a s  for a fe w  s e c o n d s  u n a w a r e  of the cause 
o f  this e m o t i o n  a n d  m o vement, w h e n  a l o w  i n d i s t i n c t  s o u n d  
cau g h t  m y  ear. It was the r u m b l i n g  of a cart, m i n g l e d  
w i t h  two o r  three s u p p r e s s e d  voices; a n d  the cart a p p e a r e d  
to be l e a v i n g  the gate of the dismal b u i l d i n g  in w h i c h  
w e  were. It r o l l e d  s l o w l y  a n d  h e a v i l y  as if c u m b r o u s l y  
laden, u n d e r  the p a v e d  gateway; a n d  a f t e r  a few minutes, 
all w a s  silent. The a g o n i s e d  w r e t c h  u n d e r s t o o d  its 
import b e t t e r  than I did. A  gus t  of the w i l d e s t  d e s p a i r  
c ame s u d d e n l y  o v e r  him. H e  c l u t c h e d  w i t h  his h a n d s  
w h a t e v e r  m e t  his grasp. Hi s  k n e e s  w o r k e d .  Hi s  frame 
b e c a m e  a g i t a t e d  w i t h  one c o n t i n u e d  mov e m e n t ,  s w a y i n g  
b a c k w a r d s  a n d  forwards, a l m o s t  to falling, a n d  his 
i n a r t i c u l a t e  c o m p l a i n t s  b e c a m e  terrific. I a t t e m p t e d  to 
s t e a d y  hi m  b y  an e x e r t i o n  of strength; I s poke k i n d l y  to 
him, bu t  he w r i t h e d  in m y  g r a s p  like a n  adder, a n d  as a n  
a d d e r  was d e a f  -  g r i e f  a n d  f e a r  h a d  h o r r i b l e  posses s i o n :  
m y s e l f  a l m o s t  in a state of d e s p e r a t i o n  - fo r  the sight 
wa s  pitiful. I at last e n d e a v o u r e d  to aw e  h i m  into a 
m o m e n t a r y  quiescence, a n d  s t r o n g l y  bad e  hi m  at las t  to 
die like &  m a n ; b u t  the w o r d  "Death" h a d  to h i m  o n l y  the 
e f f e c t  it m a y  be s u p p o s e d  to h a v e  u p o n  a m e r e  animal 
n a t u r e  a n d  u n d e r s t a n d i n g :  h o w  c o u l d  it h a v e  a n y  o t h e r ?
He t r i e d  to b e a r  it, a n d  c o u l d  not, a n d  u t t e r i n g  a s t i f l e d  
noise, b e t w e e n  a yell a n d  a moan, he g r a s p e d  hi s  o w n  neck: 
his face a s s u m e d  a d a r k - r e d  colour, a n d  he fell into a



state of s t i f l e d  c onvulsion,

* * * * * * *

W h e n  d e s p a i r  h a d  w r o u g h t  w i t h  him, I l i f t e d  hi m  
w i t h  d i f f i c u l t y  from the f l o o r  on w h i c h  he h a d  fallen.
H i s  r e l a x e d  features h a d  the hu e  of death, a n d  his 
p a r c h e d  lips, from a l i v i d  blue, b e c a m e  o f  an a s h y  
w h i t e n e s s .  In a p p e a r a n c e  he w a s  dying; a n d  in the 
a g i t a t i o n  o f  the m o m e n t  I p o u r e d  a c o n s i d e r a b l e  p o r t i o n  
o f  the w i n e  w h i c h  h a d  b e e n  left w i t h  us into a glass, 
and, a f t e r  w e t t i n g  his temples, h e l d  it to his lips.
H e  m a d e  a n  e f f o r t  to swallow, a n d  a g a i n  r e v i v e d  to 
c o n s c i o u s n e s s ;  a n d  h o l d i n g  the ves s e l  f i r m l y  in his 
hands, got dow n  w i t h  d i f f i c u l t y  a n d  at i n t e r v a l s  the 
e n t i r e  draught, W h e n  he f o u n d  it t o t a l l y  exhausted, 
the glass fell from his hands; b u t  he s e i z e d  a n d  h e l d  
one of m i n e  w i t h  a g r a s p  so firm a n d  i r o n - l i k e  that the 
c o n t r a s t  s t a r t l e d  me. H e  s e e m e d  to be i n v o l v e d  in a 
c o n f u s e d  w h i r l  o f  sensations. H e  s t a r e d  r o u n d  the cell 
w i t h  a w i l d n e s s  of p u r p o s e  that w a s  a p p a l l i n g ;  a n d  a f t e r  
a time I b e g a n  to see, w i t h  deep remorse, that the w i n e  
I h a d  u n g u a r d e d l y  g i v e n  was, as is a l w a y s  the case, 
a d d i n g  k e e n n e s s  to his a g o n y  a n d  s t r e n g t h  to his despair.
He h a l f  rose once o r  twice a n d  listened; all w a s  silent 
- when, a f t e r  the p ause o f  a m i n u t e  o r  two, a su d d e n  
fit of d e s p e r a t i o n  s e e m e d  to s eize u p o n  him. He r u s h e d  
to the window, a n d  h u r r i e d l y  s u r v e y i n g  the grates, 
w r e n c h e d  at them w i t h  a s t r e n g t h  d e m o n i a c  a n d  superhuman, 
till the iro n  bars shook in t h e i r  imbedments.

F rom this p e r i o d  m y  r e c o l l e c t i o n s  ar e  v a g u e  a n d  
indistinct,'; I r e m e m b e r  s t r o n g l y  r e m o n s t r a t i n g  w i t h  the 
p o o r  creature, a n d  b e i n g  p u s h e d  a w a y  b y  h a n d s  w h i c h  w e r e  
n o w  b l e e d i n g  p r o f u s e l y  w i t h  the i n t e n s e  e f f o r t s  o f  his 
awful delirium, I r e m e m b e r  a t t e m p t i n g  to stop him, 
a n d  h a n g i n g  u p o n  him, u ntil the insane w r e t c h  c l u t c h e d  
me b y  the throat, a n d  a s t r u g g l e  ensued, d u r i n g  w h i c h  I 
s u p p o s e  I m u s t  at l e n g t h  h a v e  f a i n t e d  o r  b e c o m e  i nsensible;  
fo r  the c o n t e s t  w a s  long, and, w h i l e  c o n s c i o u s n e s s  remained, 
t e r r i b l e  a n d  appal l i n g .  M y  fainting, I persume, s a v e d  
m y  life, for the f elon wa s  in that state o f  m a n i a c a l  
d e s p e r a t i o n  w h i c h  n o t h i n g  but a p e r f e c t  u n r e s i s t i n g n e s s  
c o u l d  h a v e  evaded.

A f t e r  this, the first s e n s a t i o n  I ca n  recall is that 
o f  a w a k e n i n g  out of that state of s t u p o r  into w h i c h  
e x h a u s t i o n  a n d  a g i t a t i o n  h a d  t h r o w n  me. Shall I e v e r  
forget it? The a n x i e t y  of some of m y  friends h a d  b r o u g h t  
t hem e a r l y  to the gaol; a n d  the u n u s u a l  n o i s e s  w h i c h  h a d  
b e e n  h e a r d  b y  some o f  its m i s e r a b l e  inma t e s  occasioned,
I believe, the d o o r  o f  the cell i n  w h i c h  w e  w e r e  to be 
u n l o c k e d  b e f o r e  the i n t e n d e d  hour. K e e n l y  do I r e c o l l e c t  
the s t r u g g l i n g  a g a i n  into p a i n f u l  c o n s c i o u s n e s s ,  the 
s u d d e n  s ense of c h e e r i n g  daylight, the s o u n d  of f r i e n d l y  
voices, the c h a n g e d  room, a n d  the stra n g e  l ooks o f  all 
a r o u n d  me. The p a s s a g e  w a s  t e r r i b l e  to me; but I h a d  
y e t  mor e  to undergo, I w a s  r e c o v e r e d  j ust in time to 
w i t n e s s  the p o o r  wretch, w h o s e  p r o p  a n d  c o n s o l a t i o n  I 
h a d  u n d e r t a k e n  to be, carried, e x h a u s t e d  a n d  in n e r v e l e s s  
horror, to the i g n o m i n i o u s  tree - his h e a d  d r o o p i n g  on his



breast, his eyes o p e n i n g  m e c h a n i c a l l y  at intervals, a n d  
o n l y  k e p t  from f a i nting a n d  u t t e r  i n s e n s i b i l i t y  b y  the 
u n u s e d  a n d  f resh m o r n i n g  air, w h i c h  b r e a t h e d  in his 
face as if in cruel mockery. I l o o k e d  once, bu t  l o o k e d  
no more. - Let me h a s t e n  to conclude. I wa s  ill for 
m a n y  weeks, a n d  a f t e r  r e c o v e r i n g  from a n e r v o u s  fever, 
w a s  o r d e r e d  b y  m y  p h y s i c i a n s  into the country. This 
w a s  the first b l e s s i n g  a n d  r e l i e f  I e x p e rienced, for 
the ide a  of s o c i e t y  was n o w  t e r r i b l e  to me. I was 
s e c l u d e d  for m a n y  months. Time, however, w h o  a m e l i o r a t e s  
all things, at l e n g t h  s o f t e n e d  a n d  w o r e  a w a y  the s h a r p e r  
p a r t s  of these i m p r e ssions, bu t  to this h o u r  I dare not 
dwell u p o n  the e v e n t s  of that a w f u l  night. If I d ream 
o f  them, a l t h o u g h  the h o r r o r s  fall far short o f  the 
a p p a l l i n g  reality, y e t  for the n e x t  su n  I am discomposed, 
a n d  ca n  o n l y  seek for rest fro m  that A l m i g h t y  Power, 
who, in his i n s c r u t a b l e  pr o v i d e n c e ,  t h o u g h t  fit I should  
r e a d  a l e s s o n  so hideous, but - so salutary. -  Reader, 
f a r e w e l l .

\
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The castle of the Prince of Tolfi was built on 
the summit of the towering and precipitous rock of 
Scylla, and commanded a magnificent view of Sicily 
in all its grandeur. Here during the wars of the 
Middle Ages, when the fertile plains of Italy were 
devastated by hostile factions, those prisoners were 
confined, for whose ransom a costly price was demanded. 
Here, too, in a dungeon, excavated deep in the solid 
rock, the miserable victim was immured, whom revenges 
pursued, - the dark, fierce, and unpitying revenge 
of an Italian heart.

Vivenzio -  the noble and the generous, the 
fearless in battle, and the pride of Naples in h e r 
sunny hours of peace - the young, the brave, the 
proud, Vivenzio fell beneath this subtle and 
remorseless spirit. He was the prisoner of Tolfi, 
and he languished in that rock-encircled dungeon, 
which stood alone, and whose portals never opened 
twice upon a living captive.

It ha d  the semblance of a vast cage, for the 
roof, and floor, and sides, were of iron, solidly 
wrought, and spaciously constructed. High above 
there ran a range of seven grated windows, guarded 
with massy bars of the same metal, which admitted 
light a n d  air. Save these, and the tall folding 
doors beneath them, which occupied the centre, no 
chink, or chasm, or  projection, broke the smooth
* Although Mudford*s story, unlike the other two, 
is available in recent printing, Haining*s text 
is unreliable on several counts. The version given 
here follows the original 1830 text.



black surface of the walls. A n  iron bedstead, 
littered wi t h  straw, stood in one corner; and 
beside it a vessel w i t h  water, and a coarse dish 
filled wi t h  coarser food.

Even the intrepid soul of Vivenzio shrunk wi t h 
dismay as he entered this abode, and heard the 
ponderous doors triple-locked by the silent ruffians 
who conducted him to it. Their silence seemed 
prophetic of his fate, of the living grave that had 
been prepared for him. His menaces and his entreaties, 
bis indignant appeals for justice, and his impatient 
questioning of their intentions, were alike vain.
They listened, but spoke not. Fit ministers of a 
crime that should have no tongue!

Ho w  dismal was the sound of their retiring 
steps! And, as their faint echoes died along the 
winding passages, a fearful presage grew within him, 
that never more the face, o r  voice, or tread of man 
would greet his senses. He had seen human beings 
for the last time! A n d  he had looked his last upon 
the bright sky, and upon the smiling earth, and upon 
a beautiful world he loved, and whose minion he had 
been! Here he was to end his life - a life he had 
just begun to revel in. A n d  b y  what means? By 
secret poison? or by murderous assault? No - for 
then it had been needless to bring him thither.
Famine perhaps -  a thousand deaths in one! It 
was terrible to think of it - but it was yet more 
terrible to picture long, long years of captivity 
in a solitude so appalling, a loneliness so dreary, 
that thought, for want of fellowship, wo u l d  lose 
itself in madness, or stagnate into idiocy.

H e ‘could not hope to escape, unless he had the 
power, w i t h  his bare hands, of rending asunder the 
solid iron walls of his prison. He  could not hope 
for liberty from the relenting mercies of his 
enemy. His instant death un d e r  any form of refined 
cruelty, was not the object of Tolfi, for he might 
have Inflicted it, and he had not. It was too 
evident, therefore, he was reserved for some premeditated 
scheme of subtle vengeance; and what vengeance could 
transcend in fiendish malice either the slow death 
of famine or the still slower one of solitary 
Incarceration, till the last lingering spark of life 
expired, or till reason fled, and nothing should 
remain to perish but the brute functions of the body?

It was evening wh e n  Vivenzio entered his dungeon, 
and the approaching shades of night w rapped it in 
total darkness, as he paced up and down, revolving 
-In his mind these horrible forebodings. No tolling 
bell from the castle, or from any neighbouring 
church or convent, struck upon his ear to tell how 
the hours passed. Frequently he wo u l d  stop and 
listen for some sound that might betoken the vicinity 
of man; but the solitude of the desert, the silence 
of the tomb, are not so still and deep, as the 
oppressive desolation by which he was encompassed.
His heart sank within him, and he thiew himself



dejectedly upon his couch of straw« Here sleep 
gradually obliterated the consciousness of misery, 
and bland dreams wafted his delighted spirit to 
scenes which were once glowing realities for him, 
in whose ravishing illusions he soon lost the 
remembrance that he was Tolfi's prisoner«

Wh e n  he awoke, it was daylight; but how long 
he had slept be knew not« It might be early morning, 
or it might be sultry noon, for he could measure time 
by no other note of its progress than light and 
darkness« He had been so happy in his sleep, amid 
friends who loved him, and the sweeter endearments 
of those who loved him as friends could not, that 
in the first moments of waking his startled mind 
seemed to admit the knowledge of his situation, as 
if it ha d  burst upon it for the first time, fresh 
in all its appalling horrors« He gazed round with 
an ai r  of doubt and amazement, and took up a handful 
of the straw upon which he lay, as though he would 
ask himself what it meant« But memory, too faithful 
to h e r  office, soon unveiled the melancholy past, 
while reason, shuddering at the task, flashed before 
his eyes the tremendous future. The contrast 
overpowered him. He remained for some time lamenting 
like a truth, the bright visions that had vanished; 
and recoiling from the present, wh i c h  clung to him 
as a poisoned garment«

When he grew more calm, he surveyed his gloomy 
dungeon. AlasJ the stronger light of day only 
served to confirm what the gloomy indistinctness of 
the preceding evening had partially disclosed, the 
utter impossibility of escape. As, however, his 
eyes wandered round and round, and from place to . 
place, he noticed two circumstances which excited 
his surprise and curiosity. The one, he thought, 
might be fancy; but the other was positive« His 
pitcher of w a t e r  and the dish which contained his 
food had been removed from his side while he slept, 
and now stood ne a r  the door. Were he even Inclined 
to doubt this, by supposing he had mistaken the 
spot where he saw them over night, he could not, 
for the pitcher no w  in his dungeon was neither of 
the same form n o r  colour as the other, while the 
food was changed for some other of better quality.
He had been visited therefore during the night«
But how ha d  the person obtained entrance? Could 
he have slept so soundly that the unlocking and 
opening of those ponderous portals were effected 
without waking him? He w o u l d  have said this was 
not possible, but that in doing so he must admit 
a greater difficulty, an entrance by other means, of 
wh i c h  he was convinced there existed none« It was 
not Intended, then, that he should be left to perish 
from hunger. But the secret and mysterious mode of 
supplying him wi t h  food, seemed to indicate he was 
to have no opportunity of communicating with a 
human being.

The other circumstance which had attracted his



notice was the disappearance, as he believed, of 
one of the seven grated windows that ran along the 
top of his prison. He felt confident that he had 
observed and counted them; for he was rather 
surprised at their number, and there was something 
peculiar in their form, as well as in the manner of 
their arrangement, at unequal distances. It was so 
much easier, however, to suppose he was mistaken, 
than that a portion of the solid iron which formed 
the walls could have escaped from its position, that 
he soon dismissed the thought from his mind.

Vivenzio partook of the food that was before 
him, without apprehension. It might be poisoned; but 
if it were, he knew he could not escape death, should 
such be the design of Tolfi; and the quickest death 
would be the speediest release.

The day passed wearily and gloomily, though not 
without a faint hope that, by keeping watch at night 
he might observe when the person came again to bring 
him food, wh i c h  he supposed he would do in the same 
way as before. The mere thought of being approached 
by a living creature, and the opportunity it might 
present of learning of doom prepared, or preparing, 
for him, imparted some comfort. Besides, if he came 
alone, might he not in a furious onset overpower 
him? O r  he might be accessible to pity, or the 
influence of such munificent rewards as he could 
bestow, if once more at liberty and master of himself. 
Say he were armed. The worst that could befall, if 
not bribe, nor prayers, nor force prevailed, was a 
desired blow which, though dealt in a damned cause, 
might work a desired end. There was no chance so 
desperate, but it looked lovely in Vivenzio's eyes, 
compared with the idea of being totally abandoned.

The night came, and Vivenzio watched. Morning 
came, and Vivenzio was confounded! He mush have 
slumbered, without knowing it. Sleep must have 
stolen over him when exhausted by fatigue, and in 
that Interval of feverish repose he had been baffled; 
for there stood his replenished pitcher of water, 
and there his day's meal! N o r  was this all. Casting 
his looks towards the windows of his dungeon, he 
counted but FIVE! Here was no deception; and he was 
now convinced there had been none the day before.
But what did all this portend? Into what strange 
and mysterious den had he been cast? He gazed till 
his eyes ached; he could discover nothing to explain 
the mystery. That it was so, he knew. Why it was 
so, he racked his imagination in vain to conjecture.
He examined the doors, A  simple circumstance convinced 
him they had not been opened.

A  wisp of straw, which he had carelessly thrown 
against them the preceding day, as he paced to and 
fro, remained where he had cast it, though it must 
have been displaced by the slightest motion of either 
of the doors. This was evidence that could not be 
disputed; and it followed there must be some secret 
machinery in the walls by which a person could enter,



He inspected them closely. They appeared to him one 
solid and compact mass of iron; or joined, if 
joined they were, with such nice art, that no mark 
of division was perceptible. Again and again he 
surveyed them —  and the floor —  and the roof —  and 
that range of visionary windows, as he was now almost 
tempted to consider them: he could discover nothing, 
absolutely nothing, to relieve his doubts or satisfy 
his curiosity. Sometimes he fancied that altogether 
the dungeon had a more contracted appearance - that 
it looked smaller; but this he ascribed to fancy, 
and the impression naturally produced upon his mind 
by the undeniable disappearance of two of the windows.

Vith intense anxiety, Vivenzio looked forward 
to the return of night; and as it approached, he 
resolved that no treacherous sleep should again 
betray him. Instead of seeking his bed of straw, 
he continued to walk up and down his dungeon till 
day-light, straining his eyes in every direction 
through the darkness, to watch for any appearances 
that might explain these mysteries. Vhlle thus 
engaged, and as nearly as he could judge, (by the 
time that afterwards elapsed before the morning came 
in) about two o'clock, there was a slight tremulous 
motion of the floors. He stooped. The motion 
lasted nearly a minute; but it was so extremely 
gentle that he almost doubted w hether it was real 
or only imaginary. He listened. Not a sound could 
be heard. Presently, however, he felt a rush of cold 
air blow up o n  him; and dashing towards the quarter 
whence it seemed to proceed, he stumbled over something 
which he judged to be the w a t e r  ewer. The rush of 
cold ai r  was no longer perceptible; and as Vivenzio 
stretched out his hands he found himself close to 
the walls. He remained motionless for a considerable 
time, but nothing occurred during the remainder of 
the night to excite his attention, though he continued 
to watch with unabated vigilance.

The first approaches of the morning were visible 
through the grated windows, breaking, wi t h  faint 
divisions of light, the darkness that still pervaded 
every other part, long before Vivenzio was enabled 
to distinguish any object in his dungeon. Instinctively 
and fearfully he turned his eyes, hot and Inflamed 
with watching, towards them. There were FOURJ He 
could see only four; but it might be that some 
intervening object prevented the fifth from becoming 
perceptible; and he waited impatiently to ascertain 
if it were so. As the light strengthened, however, 
and penetrated every corner of the cell, other objects 
of amazement struck his sight. . On the ground lay 
the broken fragments of the pitcher he had used the 
day before, and at a small distance,from them, 
nearer to the wall, stood the one he had noticed the 
first night. It was filled wi t h  water, and beside 
it was his food. He was no w  certain, that by some 
mechanical contrivance, an opening was obtained 
through the iron wall, and that through this opening



the current of air had found entrance. But how 
noi s e l e s s ! For had a feather almost wa v e d  at the . 
time, he must have heard it. Again he examined that 
part of the wall; but both to sight and touch it 
appeared one even and uniform surface, while to 
repeated and violent blows, there was no reverberating 
sound indicative of hollowness.

This perplexing mystery had for a time withdrawn 
his thoughts from the windows; but now, directing 
his eyes again towards them, he saw that the fifth 
had disappeared in the same manner as the preceding 
two, without the least distinguishable alteration 
of external appearances. The remaining four looked 
as the seven had originally looked; that is, occupying 
at irregular distances the top of the wall on that 
side of the dungeon. The tall folding door, too, 
still seemed to stand beneath, in the centre of these 
four, as it h a d  at first stood in the centre of the 
seven. But he could no longer doubt what on the 
preceding day he fancied might be the effect of 
visual deception. The dungeon was smaller. The roof 
had lowered, and the opposite ends had contracted 
the intermediate distance by  a space equal, he 
thought, to that over which the three windows had 
extended. He was bewildered in vain imaginings to 
account for these things. Some frightful purpose - 
some devilish torture of mind or body - some unheard- 
of-device for producing exquisite misery, lurked, 
he was sure, in what had taken place.

Oppressed wi t h  this belief, and distracted more 
by the dreadful uncertainty of w hatever fate Impended, 
than he could be dismayed, he thought, by the 
knowledge of the worst, he sat ruminating, hour 
after hour, yielding his fears in succession to 
every haggard fancy. At last a horrible suspicion 
flashed suddenly across his mind, and he started up 
with a frantic air. 'Yes!' he exlaimed, looking 
wildly round his dungeon, and shuddering as he spoke - 
'Yes! it must be so! I see it! -  1 feel the maddening 
truth like scorching flames upon m y  brain! Eternal 
God! -  support me! It must be so! Yes, yes, that is 
to be my fate! Yon roof will descend! - these walls 
will hem me round -  and slowly, slowly, crush me in 
their iron arms! Lord God! look down upon me, and 
in mercy strike me with Instant death! Oh, fiend - 
oh, devil -  is this y o u r  revenge?*

He dashed himself upon the ground in agony; - 
tears burst from him, and the sweat stood in large 
drops upon his face -  he sobbed aloud -  he tore his 
hair - he rolled about like one suffering intolerable 
anguish of body, and would have* bitten the iron 
floor beneath him; he breathed fearful curses upon 
Tolfi, and the next moment passionate prayers to 
heaven for immediate death. Then the violence of his 
grief became exhausted, and he lay still, weeping 
as a child would weep. The twilight of departing 
day shed its gloom around him ere he arose from that 
posture of ut t e r  and hopeless sorrow. He had taken



no food. Not one drop of wa t e r  had cooled the 
fever of his parched lips. Sleep had not visited 
his eyes for six-and-thirty hours. He was faint 
with hunger; weary with watching and with the 
excess of his emotions. He tasted of his food; 
he drank w i t h  avidity of the water; and reeling 
like a drunken m a n  to his straw, cast himself 
upon it to hrood again over the appalling image 
that had fastened itself upon his almost frenzied 
thoughts.

He slept. But his slumbers were not tranquil.
He resisted, as long as he could, their approach: 
and when, at last, enfeebled nature yielded to 
their influence, he found no oblivion from his 
cares. Terrible dreams haunted him - ghastly 
visions harrowed up his imagination - he shouted 
and screamed, as if he already felt the dungeon*s 
ponderous roof descending on him - he breathed hard 
and thick, as though writhing between its iron 
walls. Then wo u l d  he spring up - stare wildly 
about him - stretch forth his hands to be sure 
he yet had space enough to live - and, muttering 
some incoherent words, sink down again, to pass 
through the same fierce vicissitudes of delirious 
sleep.

The morning of the fourth day dawned upon 
Vivenzio. But It was high noon before his mind 
shook off its stupor, or he awoke to a full 
consciousness of his situation. A n d  what a fixed 
energy of despair sat upon his pale features, as 
he cast his eyes upwards, and gazed upon the THREE 
windows that no w  alone remained; The three; - 
there were no more; - and they seemed to number his 
own allotted days. Slowly and calmly he next 
surveyed the top and sides, and comprehended all the 
meaning of the diminished height of the former, as 
well as of the gradual approximation of the latter.
The contracted dimensions of his mysterious prison 
were n o w  too gross and palpable to be the juggle of 
his heated imagination. Still lost in w o n d e r  at the 
means, Yivenzio could put no cheat up o n  his reason, 
as to the end. By what horrible ingenuity it was 
contrived, that, walls, and roof, and windows, should 
thus silently and imperceptibly, without noise, and 
without motion almost, fold, as it were, wi t h i n  each 
other, he k n e w  not. He only knew they did so; and 
he vainly strove to persuade himself it was the 
intention of the contriver to rack the miserable 
wretch who might be immured there wi t h  anticipation, 
merely, of a fate from which in the very crisis of 
his agony he was to be reprieved.

Gladly would he have clung even to this possibility 
if his heart w o u l d  have let him; but he felt a 
dreadful assurance of its fallacy. An d  what matchless 
inhumanity it was to doom the sufferer to such 
lingering torments -  to lead him day by day to so



appalling a death, unsupported by the consolations of 
religion, unvisited by any human being, abandoned to 
himself, deserted of all, and denied even the sad 
privilege of knowing that his cruel de s t i n y  would 
awaken pity4 Alone he was to perish] - alone he was 
to wait a slow coming torture, whose most exquisite 
pangs would be inflicted by that very solitude and 
that tardy coming]

'It is not death I fear', he exclaimed, 'but 
the death I must prepare for] Methinks, too, I 
could meet even that - all horrible and revolting 
as it is - if it might overtake me now. But where 
shall I find fortitude to tarry till it come] H o w  
can I outlive the three long days and nights I have 
to live? There is no power within me to bid the 
hideous spectre hence - none to make it familiar to 
my thoughts, or myself patient to its errand. M y  
thoughts, rather, will flee from me, and I grow mad 
in looking at it. Oh] for a deep sleep to fall upon 
me] That so, in death's likeness, I might embrace 
death itself, and drink no more of the cup that,is 
presented to me than my fainting spirit has already 
tas t e d ] '

In the midst of these lamentations Vivenzlo 
noticed that his accustomed meal, wi t h  the pitcher 
of water, had been conveyed, as before, into his 
dungeon. But this circumstance no logger excited 
his surprise. His mind was overwhelmed w i t h  others 
of a far greater magnitude. It suggested, however, 
a feeble hope of deliverance; and there is no hope 
so feeble as not to yield some support to a heart 
bending under despair. He resolved to watch during 
the ensuing night for the signs he had before observed; 
and, should he again feel the gentle, tremulous 
motion of the floor or the current of air, to seize 
that moment for giving audible expression to his 
misery. Some person must be near him and within reach 
of his voice, at the instant when his food was supplied; 
some one, perhaps, susceptible of pity. Or if not, 
to be told even that his apprehensions were just, 
and that his fate was to be what he foreboded, would 
be preferable to a suspense which hung upon the 
possibility of his worst fears being visionary.

The night came; and as the hour approached when 
Vivenzlo Imagined he might expect the signs, he stood 
fixed and silent as a statue. He feared to breathe, 
almost, lest he might lose any sound which would 
warn him of their coming. While thus listening, with 
every faculty of mind and body strained to an agony 
of attention, it occurred to him he should be more 
sensible of the motion, probably, if he stretched 
himself along the iron floor. He accordinglylaid himself 
softly down, and had not been long in that position 
when - yes - he was certain of it - the floor moved 
under him] He sprang up, and in a voice suffocated 
nearly with emotion, called aloud. He paused - the 
motion ceased - he felt no stream of air - all was 
hushed - no voice answered to his - he burst into 
tears; and as he sank to the ground, in renewed 
anguish, exclaimed: 'Oh, my God] Tou alone have power



to save me now, or strengthen me for the trial you 
p e r m i t . *

Another morning dawned upon the wretched captive, 
and the fatal index of his doom met his eyes. Two 
windows! - and two days - and all would be over!
Fresh food - fresh water! The mysterious visit had 
been paid, though he had implored it in vain. But 
how awfully was his prayer answered in what he now 
saw! The roof of the dungeon was within a foot of 
his head. The two ends were so near, that in six 
paces he trod the space between them. Vivenzio 
shuddered as he gazed, and as his steps traversed the 
narrowed area. But his feelings no longer vented 
themselves in frantic wailings. With folded arms, 
and clenched teeth, w i t h  eyes that were bloodshot 
from much watching, and fixed with a vacant glare 
upon the ground, with a hard quick breathing, and a 
hurried walk, he strode backwards and forwards in 
silent musing for several hours. What mind shall 
conceive, what tongue utter, or what pen describe 
the dark and terrible character of his thoughts!
Like the fate that moulded them they had no similitude 
in the wide range of this world's agony for man.
Suddenly he stopped, and his eyes were riveted upon 
that part of the wall which was over his bed of 
straw. Words are inscribed here! A  human language, 
traced by a human hand! He rushes forwards them; 
but his blood freezes as he reads;

'I Ludovico Sforza, tempted by the gold of the 
Prince of Tolfi, spent three years in contriving 
and executing this accursed triumph of my art. When 
it was completed, the perfidious Tolfi, more devil 
than man, who conducted me hither one morning, to be 
witness, as he said, of its perfection, doomed me 
to be the first victim of my own pernicious skiTl; 
lest, as he declared, I should divulge the secret, 
or repeat the effort of m y  ingenuity. M a y  God pardon 
him, as I hope he will me, that ministered to his 
unhallowed purpose! Miserable wretch, whoe'er thou 
art, that readest these lines, fall on thy knees, and 
invoke as I have done, His sustaining mercy who alone 
can nerve thee to meet the vengeance of Telfi, armed 
with his tremendous engine, which, in a few hours 
must crush y o u , as it will the needy wretch who made 
it!' A  deep groan burst from Vivenzio. He stood 
like one transfixed, w i t h  dilated eyes, expanded 
nostrils, and quivering lips, gazing at this fatal 
inscription. It was as if a voice from the sepulchre 
had sounded in his ears, 'Prepare!' Hope forsook 
him. There was his sentence, recorded in those 
dismal words. The future stood unveiled before him, 
ghastly and appalling. His brain already feels the 
descending horror, - his bones seem to crack and crumble 
in the mighty grasp of the iron walls! Unknowing 
what it is he does, he fumbles in his garment for some 
weapon of self-destruction. He clenches his throat 
in his convulsive gripe, as though he wo u l d  strangle 
himself at once. He stares upon the walls, and his



warring spirit demands, 'Will they not anticipate 
their office if I dash my head against them?' A n  
hysterical laugh chokes him as he exclaims, 'Why 
should I? He was hut a man who died first in their 
fierce embrace; and I should be less than ma n  not to 
do as m u c h ! *

The evening sun was descending, and Vivenzio 
beheld its golden beams streaming through one of 
the windows. What a thrill of joy shot through his 
soul at the sight! It was a precious link that 
united him, for the moment, w i t h  the world beyond. 
There was ectasy in the thought. As he gazed, long 
and earnestly, it seemed as if the windows had 
lowered sufficiently for him to reach them. With 
one bound he was beneath them - with one wild spring 
he clung to the bars. Wh e t h e r  it was so contrived, 
purposely to madden w i t h  delight the wretch who 
looked, he knew not; but, at the extremity of a long 
vista, cut through the solid rocks, the ocean, the 
sky, the setting sun, olive g r o v e s s h a d y  walks, and, 
in the farthest distance, delicious glimpses of 
magnificent Sicily, burst upon his sight. Ho w  
exquisite was the cool breeze as it swept across his 
cheek, loaded with fragrance! He Inhaled it as 
though it were the breath of continued life. And 
there was a freshness in the landscape, and in the 
rippling of the calm green sea, that fell upon his 
withering heart like dew upon the parched earth.
Ho w  he gazed, and panted, and still clung to his 
hold! sometimes hanging by one hand, sometimes by 
the other,\and then grasping the bars w i t h  both, as 
loath to quit the smiling paradise outstretched 
before him; till exhausted, and his hands swollen 
and benumbed, he dropped helpless down, and lay 
stunned for a considerable time by the fall.

When he recovered, the glorious vision had 
vanished. He was in darkness. He  doubted whether 
it was not a dream that had passed before his sleeping 
fancy; but gradually his scattered thoughts returned, 
and with them came remembrance. Yes! he had looked 
once again upon the gorgeous splendour of nature!
Once again his eyes had trembled beneath their veiled 
lids at the sun's radiance, and sought repose in the 
soft verdure of the olive tree, or the gentle swell 
of undulating waves. Oh, that he were a mariner, 
exposed u p o n  those waves to the worst fury of storm 
and tempest; or a very wretch, loathsome with disease, 
plague-stricken, and his body one leprous contagion 
from crown to sole, hunted forth to gasp out the 
remnant of infectious life beneath those verdant 
trees, so he might shun the destiny upon whose edge 
he tottered!

Vain thoughts like these would steal over his 
mind from time to time in spite of himself; but they 
scarcely moved it from that stupor into which it had 
sunk, and which kept him, during the whole night, 
like one who had been drugged with opium. He was



equally insensible to the calls of hunger and of 
thirst, though the third day was n q w  commencing since 
even a drop of wa t e r  had passed his lips. He remained 
on the ground, sometimes sitting, sometimes lying; 
at intervals, sleeping heavily; and wh e n  not sleeping, 
silently brooding over what was to come, or taking 
aloud, in disordered speech, of his wrongs, of his 
friends, of his home, and of those he loved, with a 
confused mingling of all.

In this pitiable condition, the sixth and last 
morning dawned upon Vivenzio, if dawn it might be 
called - the dim obscure light wh i c h  faintly struggled 
through the ONE SOLITARY wi n d o w  of his dungeon. He 
could hardly be said to notice the melancholy token.
And yet he did notice it; for as he raised his eyes 
and saw the portentous sign, there was a slight 
convulsive distortion of his countenance. But what 
did attract his notice, and at the sight of wh i c h  his 
agitation was excessive, was the change his iron bed 
had undergone. It was a bed no longer. It stood 
before him, the visible semblance of a funeral couch 
or bier! When he beheld this, he started from the 
ground; and, in raising himself suddenly struck his 
head against the roof, which was now so low that he 
could no longer stand upright. 'God's will be done!' 
was all he said, as he crouched his body, and placed 
his hand upon the bier; for such it was. The iron 
bedstead had been so contrived, by the mechanical 
art of Ludovico Sforza, that as the advancing walls 
came in contact with its head and feet, a pressure 
was produced upon concealed springs, which, when made 
to play, set in motion a very simple though ingeniously 
contrived machinery that effected the transformation. 
The object was, of course, to heighten, in the 
closing scene of this horrible drama, all the feelings 
of despair and anguish, wh i c h  the preceding ones had 
aroused. For the same reason the last wi n d o w  was so 
made as to admit only a shadowy kind of gloom rather 
than light, that the w retched captive might be 
surrounded, as it were, w i t h  every seeming preparation 
for approaching death.

Vivenzio seated himself on his bier. Then he 
knelt and prayed fervently; and sometimes tears would 
gush from him. The air seemed thick, and he breathed 
wi t h  difficulty; or it might be that he fancied it 
was so, from the hot and narrow limits of his dungeon, 
which were now so diminished that he could neigher 
stand up no r  lie down at his full length. But his 
wasted spirits and oppressed mind no longer struggled 
within him. He was past hope, and fear shook him no 
more. Happy if thus revenge had struck its final 
blow; for he wo u l d  have fallen beneath it almost 
unconscious of a pang. But such a lethargy of the 
soul, after such an excitement of its fiercest 
passions, had entered into the diabolical calculations 
of Tolfi; and the fell artificer of his designs had



imagined a counteracting device.
The tolling of an enormous hell struck upon the 

ears of Vivenzio! He started. It heat hut once.
The sound was so close and stunning that it seemed 
to shatter his very brain, while it echoed through 
the rocky passages like reverberating peals of 
thunder. This was followed hy a sudden crash of the 
roof and walls, as if they were about to fall upon 
and close around him at once. Yivenzio screamed, 
and instinctively spread forth his arms, as though 
he had a g i a n t ’s strength to hold them hack. They had 
moved nearer to him, and were n o w  motionless. Yivenzio 
looked up and saw the roof almost touching his head, 
even as he sat cowering beneath it; and he felt that 
a further contraction of hut a few Inches only must 
commence the frightful operation. Roused as he had 
been, he now gasped for breath. His body shook 
violently - he was bent nearly double. His hands 
rested upon either wall, and his feet were drawn 
under him to avoid the pressure in front. Thus he 
remained for more than an hour, when that deafening 
bell beat again, and again there came the crash of 
horrid death. But the concussion was no w  so great 
that it struck Yivenzio down. As he lay gathered 
up in lessened bulk, the bell beat loud and frequent - 
crash succeeded crash -  and on, and on, and on came 
the mysterious engine of death, till Yivenzio's 
smothered groans were heard no more! He was horribly 
crushed by the ponderous roof and collapsing sides - 
and the flattened bier was his Iron S h r o u d .

i
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