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500728 THEORY OF THE NOVEL:
AS EXPRISSED IN HIS CRITICAL WORXS WD PRACTICED IN
EIS TOVELS

1. INTRODUGTION

A, INCENTIVES

The inoentives for this study esme, first, from my life-
long love of The Waverley Novels; secondly, from my desire to
find sn snswer to the unkindly scousations of certain orities
of the realistic school agsinst the msn who, with his prodigsl
gening, raised the novelist's art into the dignity of & world-
wide recognition; and, finelly, from the timely suggestion of
Dr, George HMorey Miller ss to how an adequate defense for this
greatest of gll romsnticists might be sought.

B, TURPOSE

The purpose of my study, then, wes to determine, first of
all, what has come to be the scoépted theory of the technigue
of the novel. I them mede an investigstion to see to what ex-
tent Scott hed formulated e theory of the novel end to see in
what respects it conformed to and in what weye differed from
the soeepted theory today. Finally I studied Seott's own nov-
els to determine how far he consciously practiced his own the-
ory. If such a study should show that Scott had formmlated with
gome definitenese sn scoepted theory for the construction of a
novel, end if it should show further thet he asetuslly put such
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@ theory into prsetice, them the attacks of the oritics o~
gainst hig art es a novelist should be anewered,

¢, LIMITATIONS

The study wes limited in various ways. In determining
the asoepted theory of novelistic teohnique I found 1% im-
possible to resd 8ll the oritical works written in the last
one hundred years upon the technique of the novel; econsequent-
1y Chapter II wae limited to the opinions of men who are cone-
sidered to be especially good suthorities upon the subjeot
today. The materisl for Chapter III was confined to Scott's

oriticel comments expressed in The Lives of The Novelists to

his letters and Journsl quoted in Lockhart's Life of Scotf,
end to hie oritical comments upon the novelist's art in the

introduotions to end in the course of his novels. It seemed
more desirsble in the last diviesion, finslly, to mske a some~
what deteiled study of six of the novels then & brosder though
more superficisl etudy of sll thirty-two. S0, slthough some
of the other novels are used ses supporting evidemce upon cer-
tain points, my study hes been lergely oconfined to the follow-
ing novels: (1) Waverley, becsuse it is the first novel writ-
ten end is 8 professed novel of memmers; (2) The Monastexy,
beocause it is the only novel in which Scott made sn extended
use of Gothie materisl; (3) The Heert of Midlothisn, because
it 1is 80 thoroughly representative of the Scottish novels and
becouse of its wnusual heroime; (4) Ivanhoe, becsuse of ite
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populerity, becsuse ite setting is in Englsnd, snd bocause
it 1lluetretes so well the aprlicstion of Scott's theory of
the historicel novel; (5) Zhe Tslismen, because it hes ite
gsetting in the Holy Lend, @ place Seott never visited; and
(6) guentin Durward, becsuse its setting is in France end be-
eause in it the historical charscters come nesrer to holding
the foreground then in sny of the other historicsl novels.

Such are the necesssry limitations of my task. Of course
this does mot represent with any sdequasy the totsl smount of
reading I have hed to do, an will be showr in my bibliography
end incidentelly throughout the thesiss In spite of my pre-
Judice in favor of Seott as & novelist I have tried to con-
duet the investigation into the ovidence with complete disin-
torestedness. The results will speak for themselves.

II. ACOEPTED THPRORY OF NOVEL TEQHWIQUE
A, THE NOVEL I8 RSTABLISHED AS A TYPE OF FICTION.

The novel es a type of fiption in the realm of literature
is & comparatively recent development. It was preceded by a
full development of the epie, the drsms, and the romence snd
followed by & full development of the short story. Although
parts of ite teohnigue are bdorrowed from gll three of its pre-
decessors, the first two are probably its direet ancestors.
For a number of years the novel was held in 111 repute, and its
olivh to sooisl recognition and establishment &8s a literary

type hes been long and rough, Ite boundaries are still rather
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indistinot « the ususl disctionsry definition reading shout
like this: ™A movel is a fistitlous prose narrative, now u-
sually of sufficiont length to 111 & fair-sized volume, in
which ohsrasters snd setions typicsl of resl 1ife are portirayed
through the medium of & plot of more or less intricsoy.": In
gpite of suoh indefiniteness, however, the novel does have
charscteristios whish distinguish it from the other literery
types.

The novel differs from the epic, the first of ite ances-
tors, most obvionsly in foru. %The epie is composed in verse;
the novel, slthough there 1s no resson eaxcept cusiom thaet 1t
should be, is written im prose. Their origin, slso, is Tif-
ferent. A folk epie is the work of meny men, esch making some
originsl eontribution to the treditionsl whole. The movel,
on the contraxy, is rerely the crestion of more them one men,
The eple, simileriy, is written for & commmal sudience, to be
chented or reed ot some sooiel petherimgi while the novel is
written for an endience composed of one individusl snd written
te be perused at leisure, There is one other distinetion, per-
hepe & 1ittle more subtle then the ones alrvesdy mentionmed. The
plot of sm epio is simpler tham that of the nmovel, In & novel
the plot must be inm order of seguence; lsck of seguence in the
plot of sn epie, however, ie typicel. Theee differcnces of
form, origin, purpose, snd plot me¥k the dividing line be-

* Punk and Yegnells New Stendsrd Distionsry
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tween the novel emd the epic.?

The distingilon between the novel snd ite nesrer kim,
the medieval romence, is less evident, There is undovhtedly
8 place where the wost romentic novel end the leest romentie
romence morges Both attempt to portrey 1ife through & plot
of more cr lese intriceey, In the romsmoe, howsver, the chare
soters ususlly exiat for the seke of the events snd setting.®
Ooneecuently the shereoters sre mot fully developed. The roe
nonce, woresyer, prodebly mere than sny other type of fietion,
envhasiger the libertics rather then the limitatiors of im-
sgination.® As the rousnce is the literary expression Bf med-
{evel social oonditione in Englend « feulelism snd orgeniged
medioval religion <« 1t e, se mizht be expected, largely con-
fined in ite subjeot motter to tsles of chivalry - fighting,
gemorally im single combet, snd sdventure for their own sake;
‘roligious essetiscismy veligious mystisism; and srtffiolsl ro-
mantie love. There is very little treatment of nuture snd thet
mainly conventionel.® Although there sare some oxeeptions,
thewse are the princivel individusliszing elements of the ro-
menso .

A tagk of equel difficuliy confronts the eritie whem he
attempts to drew s line seperating the mnovel from & still
later development in the fiold e¢f prose fietion, the short

ol o i, o At - - v - T e
0, Che IX, pp.156-171
THCUT S,
roduation,p.xv
ta R 64
Literature,p.153
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gtory. The name givem to this contemporary litersyy type -
short sfory « is misleadings Though one werld naturslly ex-
peot the "ehort” story to ve shorter then the wnovel, this is
pot slweye true. Adlthough short miorice ere usud ly brief,
written to be resd st ome pitting, ihe move extended cres are
ge long ge the shorter novels, In fsot e story mey be long
enough fo £111 & feir-simed volume end still be & "short" sio-
¥« VYbhat, then, 12 the differemce between the short story
end the novel? The genersl mothed, in the first plsce, is dif-
forents The novel is charscierized by & complexity of method}
the short etory, bWy & simplicity of meihed., A still greater dif-
forense liles in tlLeiyr conception of the meteriel to be present-
eds The novel tries to pwesent life in full with sll of ite
complexities; while the short story, through a deliberate o-
migsion of the complexitliee of 1life, strives for singleneces
of effeot.?

There 1g st1ll gnother type of fistion, the drsma, from
wbich the novel should be distinguisheds It is much essier
to draw the dividing iine heves The drems, first of all, kes
sortain physieal restriotions to whieh the novel ia not sube
Jeoted, It i3 presented on a =ztage Wy living aetors. The
tine of presentaetion wust be short. Baegsaunse of these limite-
tions, Yhe drames is sharsoterised by 8 ocondensetion of sub-
Muﬂnn&smaﬁtvummtmimhmw
els Tdke 4he eple the Arems 1 written for a commmal sud-

- ’ p— - - - oo s o @

1 0f, Miller end Burke, . ‘
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ience. It muet, consequently, make ite sppesl to the emo=-
tione, the motives, end the intellent ocommon to & large
group of people, The novel, on the other hand, mey select
ite gudience, an sudiemce prefershly of one. There are

two other differemces, one in strusture and Bhe other in
method, that should be nmentioned. The novel is divided in-
to bdooks and chepters - ths drama into soenes snd sota,
¥hile the novel is both narretive snd dislogue in methed,
the drsma is dialogue only.* Although the movel is related
to the other four types of Tletion by the common elemenis
of narrative - people soting under certsin ciroumstonces -
the differences in form, metérisl ond technigue desoribed
shove establish 1% as & dlgtinet ond individuslized 17)0.01
fiction.

3. PURPOSE

The novel, whioch started with so mmeh borrowed technique
from the other types of fiction, hss steadily developed a tech-
nigue of its own, Its suthore now write with a #efinite pur-
pose in mind - & purpose attsined, moreover, by the use of cer-
tein materisl which is hondled end molded socording to en es-
tablished technigue,

Three purposee for the novel sre sdvenced by authors end
erition., Some of them inpist thet the only purpose of the
novel is the presentetion of & pleture of resl 1life, Such s

N - - o 2 2 - - . - -

* 0f, Hamiltom,A Mewus) of the Art of Fiction,Oh.IX,pp.155-171
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purpecse tends to exelude gll romerticiem, Authors who be-
lieve thisg to be the purpore of the novel eontribute to 1lit-
ersture the reslistie, the life and manmners, the charseter,
erd sometimes, the probdlem novel « novels whigh corncorn theme
gelves with the ususl, the ordinary, snd even the sordid or
the ugly in 1ife,

Another group of suthors snd oritios believe that the
ploture presented should teach & lesson. The sdvocates of
such & purpose believe thet plot, charscter, setting, and
interest exist omiy as 6 nmeeons to g didsotio end. Supporters
of such a didsotio purpose contribute to literature the ide-
elistie, the propsgenda, =md the prothlem novels.

By fer the grestest majority of suthors snd orities, how-

ever, believe the ohly justifisble purvose of the novel to be

enterteinment by the precentation of either s reslistis or ro-
mentic pleture of 1ife. Brender Hatthews tells of sn enter-
prising Americen jJournelist who, he ssys, "wrote to some two
soore story tellers of Greot Britain smd the United States to
ingquire what, in thelr opinion, the objeot of the movel was.
Half s dogen of the veplies declared that it was "to resiise
1ife"; and the rest - sn immense majority - were satisfied to
eay that it was "to smuse’."* To interest, then, to amuse, to
entertain is the 8ll inolusive purpose of the novel, embrso-
ing 8ll other subordinate purposes, with the single exception
of the tesching funetion of fiotion,

- -~ W -~ - -

1 Historiesl Novel asnd Other Esspys,p.26
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Suoh diversity of conception of the purpome of the movel
is &8 0ld s the nmovel iteelf, snd it 1a very improbable thet
oither the oritios or the suthore will ever unite upon s com=
mon purpose., In genoral, however, we mey say thet the purpose
of the novel is primerily to present & ploture of life in full,
with ell of ite complexition, in o series of imegined foots
interenting in smd for thomselves.

. MATERIAL

The materisl the moveliet uses in scoomplishing his pure
pose is drawm from 1ife. As 1ife is infinitely verious, the
suthor must meke 8 seleotion, This oholce of matter is gove
orned Yy two mein considerstions - novelty snd worth, On the
besis of the eeleotion made the materisl is firet divided in-
to two lerge divisions, sccording to the effeet derired upom
the reader, If the suthor selects ordinary comonplace ma-
terisl, hip works ere olsesifiod ss reslistie. The result-
ing type of literature, in which the emphasip is plsced upon
the mormel end ususl, provides whet is commonly lmown es the
literature of rocogrition. If, however, the suthor shooses
unusuel end exoeptionsl materisl, his works are olsmpified os
romsntio, and they provide the litersture of escape.* Between
these two extremes ig the realnm of the movels On the one
pdde 1t dwindles off to the formless, sprewling crestion, the
reslistic novel in whioh very little offort is mesde to select

e -~
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appropriste material; on the other it merges into the equally

formless product, the romance.
1. Plot Material

The material the suthor gelects from life is of three
kinds: plot, charsoter, and setting masterial. The plot ma-
terisl comes from three sources: "oonflict beiween man end
his environment or Nature, conflict between man and m. and
conflict between opposed traits in the same man.,"* These sit-
nations mey be suggested to the author by his own observation,
by what he has hesrd or resd, or by his own inventiveness.®
The first of these, man in conflict with Nafture, although s
very old situvation in fiction, in the novel, is a compara-
tively reecent development. In the o0ld romances and the early
novels matursl forces serve only as & stage or background for
the story. Robert Louis Stevenson gays its emergence as a
plot element in fietion came with Vietor nizgo.a It is not
uncommnon now to find novels in which storm, cold, heat and
other matural phenomena are conceived as man's sctive enem-
ies. In some of them, in faet, Nature is slmost endowed with
8 vindictive personality. The second type of plot material

——— A T - ——————~_— - -

3Dowst, The Technique of Fiction ¥riting,p.62
* 0f, i?é?’%ﬁ éosi Fiotion, p. 151
® Cf, Fanilisr Studies of Men gprd Bec
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that presenis msn in confliet with man, is the most common,
as this sourcoe is the most sbundant of the three, The possi-
bilities here are practieslly infinite. They arise from the
multiplicity of passions - ambition, rivelry, leve, vengeance -
that bring men inte confliet with his fellows, Novels that
draw their msterial from the third source, the conflict be~-
tween two opposed traits in the seame men, 2re mot so common.
Such & novel is undoubtedly the most diffioult kind of story
to write. Dowst saye: "Such movels desl almost exclusively
with psychological data, of facts of the soul, and reguire
imowledge and imgginstive insight as well as verbsl dexterity.
It is supremely easy %c¢ conceive & plot invelving struggle of
the man with hiuself, but 1t iz supremely hard fo give such a
struggle objeatiivity, te expsmnd it into a fietion operative in
action and yet developing the internal conflist.”™* These three
vortices of stuggle furrish the sesrching author his plot u—
terisl.

2. Charsoter Materisl

Character materisl is the second type of subject metter
drawn by the euthor from life. The story and its people are
scuetimes reforred to as the twin elements of interest in fie-
tion. The people grow from tho charascter materisl selected by
the writer. Tho oharsotersc mey be modeled after resl people or
after ohargeters in literature., They mey, also, be entirely

- -~ - - - - - - e s —
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imeginsry, Almost sll charseters of fiscticn, however, sre
some combination of these three sources. The charscoters oone
structed may be mere nemes without vitslity; they may be typ-
ical of a olass, without individuelity; they mnsy be individ-
ugls possessing typieal treits plus individusliizing cheracter-
istios.? A more extonded diseussion of the problems that har-
ess sn anthor in the ocharscterization of hie poople will be pre-
panted in 2 later geotion of this thesis.® Suffice it to say
at present that the writer's most suscessful charecters will
not be wholly typiecsl or wholly individusl, tut will possess
& nunber of universel traits plus individuslizing oharsoterie-
ties.

3. Setting Matorisl

The euthor needs still a third type of materisl to make
his story effeotive, materisl usuzlly referred to as basckground
or getting, Life is agein the source, snd the meterial is n-
oured in preciscly the ssme mammer ss that obtained for the
chargotors and plot -~ by the guthor's observation, from his
reading, or through his imagination. The mattor obtained is of
two kinds, called sooisl end physical setting. The latter is
egain subdivided into plsce snd time setting, How muoh sooial
setting the suthor will use is determined to a large degree by
the type of novel he 1s trying to write, If it iz s sooisl no=-

vel, for exsmple, he will nced 8 large number of baokground chaw-

1 0f, Mller lnlz:ukc.
Englieh,p.21; Brew
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goters. The seme principle gpplies to the plase setting, We
associate certasin pleoes with certein types of atories. Whit-
ecomb illustrates this when he says:
"Pggtorsl romence hes ite retived vanqo‘ with muuo .

ol sceessories; the romsmece of ahinm princely pel-
mu.m«m or monk; Gothie mlitaﬂu.

hsunted chamber, glo dungeon )Onsﬂ
nmticiu in w hc u-x values
fomti mntnn aol tm. Plesrengue fiotion

thieves ?“‘:%a'g:i;;g g.‘“m VT e
The time setting, as 1t uguslly hes some imsginative value for
the reader, is, nlso, largely determined dy the author's purpose.
Some oritios hold thet the highest degree of guccese in the use
of baeckground either physical or soois] depends upon the suthor's
Pidelity to the ftypical, Others, however, objeot to the sla-
vish ocopying of enviromment. Theore im searcely eny question,
nevertheless, that faithfulness to the essentiasl gqualities of

ite typee ip necessory.®

D. MNETHOD
1. Struoturel

a. Flot Handling., After the writer has determined upon hie
purpose and selected his materisl, his labors are by no means
over, He is now foced with s greator prodblem - the plamning
and srranging of his mesterisl in the mermer most effective.
The plan of sction he chooses is his plot.® Crities are gen-
erally egreed thaet 1t ie formed by the weaving together of

— - ——— » A - - —-——— " -
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two or more distinot series of events, and thet the evente
must be arrsnged im some logloel relation, mot merely im
ohronologioal order.: Some contemporery orities, however,
oontend that complication 1s not essentisl to a good plot,
Dowst, for exsmple, says, "Complicstion is not the sine que
non, and should not he so regarded."® Yet s little later,

on the same pege, he makoes thies stotement: "Ae hee been sto-
ted, the movel is @ brosder osnves, without s eingle emphasis
if the writeér wills, ond here, within the limite of natural-
ness, complication of the plot is thoroughly desirsdle."?

80 even Dowet sgrees that, at loast in the plot of & movel,
wosving of the severel strands of sotion is necessary.

The number of single sotions wovenm together end the mene
ner in whioh they sre woven determines the simplieity or com-
Plexity of the plot-struecture, There sre four common ways of
woaving the evente, usually referred to es the episodis, in
whioch events suceeed esch other in their regulsr order - 1, 2,
8, 4, oto.; the sltermating, in vhich events ocour in slter-
neting order - 1, 2, 3, 1, 2, 3, oto.; the dependent, in which
the events stond in the relstion of cause end effeet; end the
inter-woven, in which soversl strsnds of sotion sre carried
forwsrd simulteneously.® Of these, the first two sre the eos-
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fest to handle, dut they are likely to result in g loosensss |
of plot and necessitate the use of the ocld-fashioned formmlas,
"Let us now leave John end see what has happened %o Henry."
Two or more of these four methods are commonly combined in an
actual plot, one or emother bheing predominsnt. "The typical
plot-gtructure of an artistioc novel™, says Whitoomb, "is based
on & oombination of the second smd fourth formmles."t

The weaving of his plot involves still another problem
for the writer. He must magke sure thet his plot shall possess
the three gualities necessary in the writing of sny good plot -
unity, ookerence, and emphasis, The only way to obtain unity “
in 8 plot is to select only the events which are essentisl to &
the weaving of the pasttern. Or, to state 1% in & negative
way, to exelude #ll events which do not contribute directly
or indireotly to the progress of the plot., Whitoomb says:
"The wnity of plot depends mainly on persistent point of view,
unbroken motivation, and constent convergence of all sotion
toward the oetastrorhe, whioh implies the omisesion of all non-
essential inoidents, ond proper emphesis upon those reeorded."®
To obtain coherence, the second desirable element, the writer
must plem his etory sp thet every event heightens the feeling
and interest of the resder until the olimex is resched,® The
final element, emphesis, the writer mey obtsin by giving the
events he wishes to emphasize an emphatie position. The be-

e - - - et
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ginning snd end of the whole story sre emphatic positions. The
beginning and the end of any minor division - book, chapter, or
parsgraph - are, likewise, emphatio positions. PFlseing events
in sn antitheticsl position is still snother strstagem of this
type. As in other kinde of composition proportion is also &
meens of geining ewphseis. Narrstive hes one more devise for
geouring emphssis which demsnds more skill of the writer, ard
that is the arrenging of evente in suoh a way that they oreste
- gugpense. By thus governing the seleotion and errsngement of
materisl wnity, coherence, and emphasis determine the effect-
iveness of the plot.

If the suthor gives due sttention to these three elements
of technigue, his completed plan of setion will undoubtedly pos-
sess what from the reasder's point of view are the three essentisl
effeots of good plot - suspense, surprise, end satisfeotion.

"In en idesl plot”, Remsey says, "we should have the ut-

most possible suppense bhefore the denouement, the greatest

possible surprise st the denouement, end the utmost gen-

uine sstisfsetion after the Icaoamt. The first lnl <

pecond of these gualities”, gm on to uw. r:shuy

bo ssorificed to some oxttnt. necesesry, f

of other interests beside the plot; but when th thm

Tmlit: is ssorificed, the stoxy tuﬂtnl: becomes what

s oalled & melodrsma or farce - that is, second rate."?
It 18 only through the applicstion of the three prineiples of
composition to the plot that the essentisls negessary for sue-

cese in the judgment of the resder can be gained,

b. Charsoter Handlirg. To perform the asction he has plammed

- . - - . - -

* Short Stordes of Amexics, p. 326
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and for humsn tnfcrut the anthor mue! hgve pecple. The sue-
ceseful oreation end presentetion of these charscters demands

e Imowledge of one of the hardest points of tecimique te master.
Thore sre two gemersl methods of delimesting ohorsoter - direct
and indirect, The simplest meens of direet portrsyel is ‘!’
giving an expository statement of the passions snd permsnent
traite of charseter and a desoriptive stetement of the charse-
ter's extermal sppearsnce, Both methods,sccording to Hamilton,
have obﬂéu dissdventsges. Being expository, they are not nar-
rative in mood; they savor of the essay rather them the story;
and 4f they be used not at the outset but during the course of
the narrative, they halt the progress of the setion. They are
abatrsot rather tham eoncrete; they do not bring the reasder in-.
to the presence of g charseter, but merely into the presence

of an explasnation.* The resder, furthermore, is likely to tot;.
get the satement of the suthor before the story has progressed
vory far. A similer and more desirable mesns of direct delines-
tion is by reports from the other chorsetors, "Whem 1t is de=
pired to depiot a charsoter by direct comment on his sotions

or his personslity”™, Hemilton contimmes, “there is & great ad-
ventage in allowing the corment to be made by ome of the other
charscters in the story, instead of by the euthor himself in ,
the attitude of sreumed ommiecience."® The finsl means of dir-
ect delineation is by psychologiesl snalysis. This method is
pertly narrative end partly expository. The suthor looks in-

- - - - - - - -
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to the mind of the sharsater to he portrsyed snd enslyses his
emotions at important moments of the story.
"Hush is toc be seid in favor of this expedient of
htiouu charsoter by snalysis”, esays Hemilton.
"It is the m.aa means by which the resder may be
informed dir of those thoughte end emotions
of o oharseter which are the meinspringe of his
acts. On the other hend, the use of the m
hag the disadvantege of heing excesdingly A
snd of halt the hprmun’- while the suthor
tells up why they happened.™?
These four mothods - by expoesition, by deseription, by re-
ports from other charsoters, =nd by payochological snalysis-
provide the suthor's means of direot delineation.

There are, also, seversl ways of presenting sharsoters
indireotly. The first of these is through the speech of the
charasoters. In the hands of a skillful writor this means is
very artistio and effeative. "If the mere speesh of a floti-
tious figure he roported with suffiolent fidelity to truth,”
Hamilton says, "it ig poseible %o convey through this exped-
ient alone & very vivid sence of gharseter.”™® The nmeans has
a8 further adventege in that 1t does not stay the sotion of
the story. This lesds to t he second mesng of indireot delin-
eation - hy setion. The trite old saying that setions spesk
louder then words ig truo not only in life dut slso in fio-
tion.s There is prodvadly no other way so eonvineing es te soe
® person im the performance of s oherscteristic setiom, An-
other means oclosely sseoclisted with the lasst one sonsidered

is the portrayal of a cherscter by his offeot on other ohar-

vy o -
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avions S5 oo bewre SN b The meet S0ENete vy 6F SaNtI:
eot delinestion, The finsl indirest mesns - by enviromment -
also, requires & nicety of touoh, If we know & person's hab-
itusl heunts, we oon deduce many fsots regerding his ocherso-
ters "It ip possible.,” seye Hamilton, " to desoribe a living-
room in suoch 2 wey eo to oonvey s very defirite sense of ite
oooupent before he enters it."* Suggestion, se 1t csuses the
resder to beoume more gsotive, ie elways more powerful then die
reot portrayel; therein lies the etrength of the indireot
mothods of delinecation, Although theee verious mesns have
been disoussed separstely, they sre seldom used esingly by the
artist. The greatest ochersoters in fiotion are & result of o
sombination of sll methods, both direot end indirect,

Aftor a writer hee hooome skilled in the mesns of delines~
tion, he finds himeelf fooing snother prodblem in the technique
of ohsrsetorigetion, Ne must be careful thet he does not give
his oharsoters so memy individusl trsits thet they Decone car-
ioatures or monsters, Such g chsrsoter may be used, of cournse,
for humorj snd there ie no ressom why the suthoyr should take
peins to round out the oharsotor of sn individusl whoee mein
funotion in the story 1e to unify the plot. In the main, howe
ever, the charsoters of s novel should oreate the illusion of
roslity.

s o 230

' Zhe Zechnique of Fiotion Friting, p. 190
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"The novel is a matursl type of fietion in that 1t
gan moke some approach to presenting the whole men,
with all his contradictory emd inconsistent mn-
and Impuleoss « « o « « « s o » « +The writer of
the short utoq cannot qualify and distinguish se
to his .x naturen, and thet is W the fine
ghort story t- lese humanly signifieant then the
fine novel, for no men is pure nntormcvn-
lain, this or pure that, Ve are bewil
lnoenng stent, vhorun liee moet of the mcm

- 14fes The novel osn show ite pooLo Plown hm and
ag

there by the winds of desive, life."2

To give the 1llusion of reality and to be true to human nature,
the oherseters should heve some typicel ss well ss individusl

traite.

Neither, for like reasons, should the charsoters of & no-
vel be wholly typiecsl, They must, however, have enocugh typiosl
treite to be illustretive of 1ife, It is through these typiesl
trasite thet the grest cherseters of fiotiom make their umiver-

sal appeal.

fiotitious

When disoussing this point Hemilton says: "A great
chsraoter must be at once generio end specifie; it

must give gonorete expression to an abstract ides; 1t must de
en individusliszed representation of the typicsl gualities of a
oless,. "2 Then agein while disoussing individusl traits he seys:

"Unlese he (the suthor) endows the charscters with
cortsin personal treits that distinguish them from
8ll other representastives or members of their classe
whether sctugl or fletitious, he will !-11 to invest
them with the illusion of mnx' t chare
soter of fiotion mmet exhibit, refore, an umm
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gombination of ion)l and individnel traits, It
is through being thet the ohsracter is true;
it is throuzh hotng individual that the character
ie sonvinoing,"*
Charsoters which are well-lbslenced as fo typioel end individ-

ual treite are alweys the most 1life-iiks,

o, Setting Control. There is still snother structursl element
the writer wuet eonsider - background or setting. In the early
novel the funotiom of setting, both physfcsl snd soeiel, wes
largely escethetie, while its primery veluve was to irncresse in-
torest. Ife purpose was %o give solor, conmoretences, and i.!-
Gividuslity to events, The sotting ig now often used se & mo-
tive toward goticn. "In certsin speeisl instevces," Hemilton
eoys, "the setting mey not omly supgest but may even csuvse the
gotion end remair the deciding feotor in Qetermirning its course."s
As steted befove, setting moy sleo be used so en 2id to charse-
terization.® We are coming %o reclisge more and more the shaping
power of men'e envirenment. %

The sooie] setting, the rumercvs or few charseters thet
move in the beelground of s ctory, hes eertein functiong of its
own, The sbeclute rumber of these indistinct people in g rovel
ie an fmportent feotor in determining tie socisl eree. The m—
bar of drewstis personse, alsc, detsrmines to 8 large extent the
somplexity of the sction, @Qrcupe of 'poople - gypeies, crused-
ored, elo., uore signilicent ss meeses (hen e individnsle, ere

- 0. - -
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used to "inoresse the epic bdresdth and dignity of the socisl
picture.,"* In the historicsl novel the historicel end legend-
ary chorasoters move with the bsokground group. To gein the
quality of humor the suthor sonetimes plsoes his main charso-
ter in contrast to his sooisl setting., A guotation from White
comb's The Study of g Hgvel emphasises the importance of socisl
background. He says:

"In 211 plot utmturo. the richmess end stability

of the usion depend to a considersble extemt on

a crm:l gheding in the velue of the charsoters -
tnt cnﬂotginthounmofintiwu-
a

experience, of :L”éﬁﬁ“.ﬁ;: J?‘;umn-
mvol imitotes, there are perasons of eVery grade of
gotuality, from the trhﬂ more reel thsm self to
the mere mominis wmbrs.”

The physical setting, slso, has funotions of its own. The
writer of a historicel novel mey inoresse the interest of his
story by ohoosing s period which alresdy has for his resder an
imaginative velue, The time setting has smother value for the
historicsl movelist; it may free him "from soute eriticimm thet
is gained by placing events in gn sge other thsn the present,"?
Certain time settings, furthermore, have emotionsl vslue of
their omn. "Romsntioiem"”, ssys Whitcomdb, "for obvious ressons,
hes teaken special delight in the dackground effects of evening
end night, The sentimental school gesooisted the evening with
reflestion, sensibility, end melsncholy of a gentle type; Goth-
ic romance developed the mystery, the tragic solemmity, end the

o - - oo W - -
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supernstural stmosphere of the dseper nizht."* Authors have,
sleo, oome to reslise the importsnce of place settings, Atten-
tion to physicel details will inoresse the verieimilitude of
the story, Hemilton ssys: "The reoadiest means of making &
story plsusible ie by representing with entire eoncretences
snd grest weslth of detail the phyeicel adjunote of the setion."s
The velue of the physical setting es en aid to charester por-
traysl hes slreedy been discussed undor chersoterisetion, BEmo-
tionel harmony, finslly, in the setting may b e used effestively .
Use of the weather is probably the most commom mesrs, Proper
use of this struotural device depends uwpon s mestery by the
suthew "besed upon e detsiled and soourate observetion of net-
ursl phenomena end & philosophic mense of the relstion between
these phenomens snd the dcomgerns of humam b eings."® 3By the
proper asontrol over his setting materisl the author may thue
add color aBd comoreteness to the siory, motivate its sstion,
expand ite soolsl drosdth, ineresse its plsusibility, md eug-
mnt its general aétiom appeal,

2. Btyle

The gquestion of form is elosely sssociated with the etruot.
ursl probleme juct discusmed, Novelists hsve slweye reglized
the importence of this element of technique, "The excellence
of the nemtal entortsinment,™ says Fielding, "oonsigts less in
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the subjeot than in the suthor's skill in well dressing 1t
upe"* Further evidence is 2 statement of Besent: "It is al~-
moet imposnible to estimete the velue of gereful workmsnship,
thet is, style."® Hamilton, 8 more recent oritie of um«_:.
payet “"The idesl to be striver for in fietion is such en ine-
timate interrelstion between the thing eeid and the wey of sey-
ing 1t thet moither mey be contemplated apsrt fyom the other."?
Not only the epinion of these eritice dut alse the opinion of
many othere emphaniges the importence of style.

8%yle hes certasin guelitios whisch are classificd in sever-
el weys by oritics. Orswshew mskes 8 fourfold @ivision into in-
telleotusl, emotionsl, imsginative, smd gesthetic qualities.* A
novel has the intellestusl quelity of style if its wording and

phraseclogy sre correst, olesr, snd simple. These intellootual

qualities, slthough they mey mot be artistio in themselves, fom
the basis for s literswy style, Mmotion, the second quelity, is
gained through forse, The effects obtained through pathos snd
humoy are components of the smotionsl quality. "The imaginative
gualities,” says Crawshaw, "are Conoreteness and Suggestivenesa.
By & conorets style is mesnt e style thot appesls vividly to

the imeginetion imetesd of gonfining 1tself to those comparative-
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1y sbatresot forms of apegsh thot appesl to the intellect. Sug-
gestiveness ia thet quality of style by which the writer mokos
us soe and understend what ho gan never really sey."* The ses-
thotio quelity, finally, is "that quslity of style that emsbles
one to please the taste of the reader. It ansbles ome to choome
the exsot vord, the telling phrave."® Such, it seeme to me, i
an exoellent summary of the ohiof quslities thet mark a good
style.

In a novel the intelleotusl gquaslities are probably more
merked then the others. "Ite prose form”, Orewshew mpes, "in
suited to the exyression of pure thoughte. Ite nerrative method
is oonduoiwe to simplicity in expression; and olesrnese is ue-
ually s natural oonsequence.”® The novel also possesses meny
of the emotionsl guslities Of siyle. Orswehew ssys that in this
respoot the novel ie inferior only to poetry, end he might have
sddod the drsma. "The movel is & portrayel of 1ife", he says,
"srd we may therefore expeot to find im ite style sll verieties
of strength, pathos, and the ludiorous,"t Novels possese the
imagingtive - the impge making - quslities of style to & varying
degree, Some movels are very imsgimetive, dut mever to the
mayied degree of powtyy. The sverage movel, slse, "is probedly
less imaginative”, Orswehaw says, "in style them the sverage ro-
wenoe or esssy."® In the movel's use of the sesthetie guslities
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there s atill a grester diversity. Seme novels are very beau~
tiful} others are very homely., If s novol.‘thon, is to be art-
istio, in conclusion, it will possese at least & part of all those
quelities emumevated above. "F¥om the standpoint of the author
ae woll ae from thet of the genersl reader,” Hamilton says, "me=-
terisl mey often be yegarded se more importent them method. But
the oritis 1s mot therefore justified in steting thet style and
strasture may be neglected with impunity. Other things beimg
equal, the books thael have lived longest cre those executed
with ert,"t that is, with the right combinstion of #1l the
good qualities of strnoture and siyle.

I realige thst this ie by no meems en exhaustive stetemont
of the teshnique of the novel. The discusgion of & number a;'
nethods of gencwysl progelure have been intentionally omitted,
The point of view, for example, ¢onsidered by some critiecs es
"the fundsmentsl principle of technigue in the movel structure”,s
hes not been mentionad. Neither has snything been said sbout
the extarnsl structure , the genorsl length, the seleotion of
the tifle, the division of the whole into hooks and shapters,
the seleotion of chapter titles - none of these hl been dio-
cussed dfreotly. Though some of these quslities will be devele
oped lster when needed, vot thay - and a multiplicity of other
details « esn recelve full trestment only ir & detailed treat-
ise on vovel teshnigue,

3 domen o g 4st of Pletion, 3. B0
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III, S0QTT'S CONGNPTION OF THE TEOH-

FIQUE OF THE NOVEL AS EXPRESSED IN HIS GRITICAL WORES

4, PURPOER

The origin of the modern novel Scott plesces with the
works of Fielding in 1741. This fsaot alone, when we consider
Fielding's insistence that the novel should be interesting,
should show resl life, snd should tesoh the folly end wicked-
nese of pll dishonesty, gives ue & elue as to mtv Seott oon~
psidered the purpose of the novel. CSome modern erities con-
tend that Flelding'e first "law", interest, is the only one
thet should govern the pirpou of the novel; others sre Jjust
s insistent es he that the pictures of 1life should be resl
a8 well as interesting, A few of them, moreover, sgree with
him in his third contention, that is, that it should teach.®
In his voluminous oritieel works Soott discusees in deteil sll
three of these "laws", . :

Soott saw with his characteristic sagseity that & movel to
be suesescful must first of all be interesting. Although he
was a strong sdvosste of verisimilitude, he would saorifice e-
ven this desirsble quality to gein the necessary one of inter-
est. A stetement to support this feot is found in the Intro-

duetion to Peveril of the Pesk: "In s story where the greater

- - -~ -~ - -
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part is svowedly fiotion, the suthor is at liderty to introduce
such veristions from the sotuel fact as his plot requires, or
whioch are galeulated to enhence it."* Agein in the Introduc-
tion to the Fortures of FNigel he says, "I care not who Imows
it, I write for genersl smusement; and, though I never will
sim ot populsrity by what I think unworthy meems, I will mot,
on the other hend, bde pertinscious in the defence of my owm
errors sgsingt the voiee of the publie.”® In 1826 when lis im-
itators were orowding him closely, he reslized thet the only
wey to shake them off and hold his public was to provide grest-
or or at lecst new novelty to his novele. This statement is
recorded in his Journsl: "“"There is but one way to give novel-
ty: to depend for success on the interest of & well-contrived
story."® Wot only in theme quotations but sgleo in merny simi-
lar ones Seott emphasiged the fact ﬁnt‘tho principsl gim of
the novel should be to interest.

Seott would even forgive an apparent bresch in morsls inm
other writers 1if by susch a departure they added to the interest
of their work. He dofonds his inclusion of the works of Bage
in the Novelists Libragxy thus:

"We 414 not think it proper %o niut the worke of
X P A e o
best to place & merk on these; and, as we are far
from being of the opinion that the youngest end

moet thoughtless derive their serious opinions
from produoctions of this nature, we leave them to
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the resder's smmeement, trueting thet he will re-
membeyr thst & jJest is no srgument: thet s novelist,
1ikke the master of s puppet show, has his drsma un-
dor his own suthority, snd shapes the events to fa-
vor his own -:m«na; gnd that whether the Devil
flies away with Punch, or Punch strengles the Devil,
forms no resl srgument as to the comparative power
of either one or the other."?

He defends the works of Smollett on the same grounds:
'uu putmt" Seott says, "are often deficient
wutimu ooarse, smd even Mw in gon=
deficient in keeping, and in
“u tco e the to Mouw&m&h‘l
?ﬁm of ”15" guch :Mn of imsgina-
5 3 a0 ﬂu a
tion - now boding forth the m aomd tmﬂh -
now the matursl, the cm. and tho Mmus thm
he has peinted; nmnra an! zm
charsoter - that we mau{ auu
gual renk with his great rivel, l‘itmns.
By thus defending these writers Scott showe that he could for-
give even & breach in morele 1if 1t were made to gein interest.
In genersl, moreover, Scott minimiged the effect of any mo~
rel that mey be expressed in the novel. Romentic fietion, he
thinks, nay have sufficient Justificstion if it sots s an o-
piate for the tired spirite.® He rebukes Chsrles Johneton for
introdueing religious issues into his novel Chrysel. "It i
not the province of the Rditor of & book of professed smusement,"
he declsres, "to vindicste the tenets of & gect which holde al-

most all smueements to be oriminel."”* He &isapproved, in eddi-

artist.
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tion, of the suthor's stating of the morsl to be learned
from his story. "But we have elsewhere intimated", he says
in discuseing Richerdson's Psmels, "an opinion thet the di-
reot and obvious morsl to be deduoted from & fietitiocus ner-
rative is of much less consequence to the publie then the
mode im whioh the story is treeted in the course of its de-
taile.,"* A novel should only be didesotie, he says, in so fer
"thet they mey sometimes instruet the youthful mind by real
plotures of 1ife, and sometimes awsken their bhetter feelings
end gympathies by strains of generous sontiment, and tales of
fiotitious woe."® GOuch statements sre evidense that Scott
would subordinate any morsl or didsotiec purpose in the novel
to that of interest.

The materisl to be found in Scott's oritiesl worke in
support of Fielding's finsl contention that the novel should
present @ resl pioture of 1ife is oopious., Emough of it will
be given here to mske his position on this point olear; the
rest will be retsined for later sections where it spplies more
directlys Soott didn't insist, of course, thet & novel should
bo an sotually real pleture of life; but he 414 ineist that
the incildents, chavsoter, and setting should be plsusible, His
belief that 2 novel should be & truthful lie is well 1llustra-
tod by a statement found in the introduction to Waverley: "Inm
the most improbeble fiotion", Secott says, "the resder still de-

- - -~ - - - -
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sires some art of vrsisemblsnce, snd does not relisgh thet the
inoidents of & tele fomilisr to him ghould be altered to sult
the teste of eritiee, or the caprice of the Author himsclf," 2
He objeated, furthermore, to improbadilities in the novels of
others. When commenting upon Sir Lsnoelot Greaves, he de -
olerest "The losding imperfection is the utter extrEvesence
of the story, ss sprlicaeble to England, snd to the peried
when it is supposed to have heppered.,"® The Vicer of Wakefield
meots with 8 similsr criticiem: "The narrstive, which in it-
self is a8 simple es poscible, might have been cleared of cer-
tain improbebilities, or rother impossibilities, which it now
exhibite."* The quotations here given show Soott's belief
that verisimilitude in a movel is 2 desirsdle quality.

Even this quelity of verisimilitude, however, was sube
ordinate in Soott's estimetion to the quality of interest.

"But some T uon". he mwtzg’nm!

Richardson's Clax

the sauthor o T3l _ the part
whioch I-onlm hu to pcrto it was necoessary
that his charsoter should % « It
umtotummthutu upon im-

tien, without conceding which his story
gould h-ﬂ no existonce; and we have lege title to
do so, becsuse in the history of resl 1ife that
uhicb is aotually trve besrs oftem veory 1i re-
semblance to thet which is 10s &« « » « Some-
thing, no doubt, is to be allowed for the license
of an suthor, who must necesssrily, in order
command interest and ettemtion, cx%cni his inei-
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dente to the extreme verge of probabhility."™2
In thia statemeont Seott strikes the very heert of the mat-
ter when he seye that evenis mey be true grd etill seem im-
probegble, and it geems o me that he justified very well the
subordinstion of probskility to interest.

Summary. Scott believed thet the primary purpese of the
novel was te smure, If i1t were interesting, morsl, and real-
istie - so much the better; if irteresting and morsl but im-
probsble - not so good; 1f interesting, bvt immoral and mpre_)-
able - not so bed; if morsl smd probasble, but uninteresting -
impossible. |

B, HATERIAL

Seott knew thet the reel stuff for e novel was life. He
commende Richgrdson uvpon his returm to "truth snd nature” in

Pamels.

"Hitherto", he says, "romsncee had been written,
generan: speaking, in the old Freneh taste, con-
aining the protracted =amours of princes smd prin-
eeassen, told in languege coldly extrsvagant, and
metephysically gbsuwd. In these wearisome per?
ances, there sppeared not the most distert allusion
to the ordirsry tore of the glightest et-
tenmpt to paint menkind as it gts in the ord
walks of life - all wes rent &nd borbast, etilt =
duskin, . « « . « Tt will be to his immorisl praise,
that he was perheps the first in this line of fio-
titious narretive, who threw geside the trappings of
romanee, with 81l its extravesgsnce, snd gpealoa to
the genuine paseiong of the humar heart.

Fielding's Tom Jones receives his spprobstion for the same rea-

- —————— — - —— -
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son. Prior to its pubitsation the English publis had, he
gpye, "not yet soon any worke fonnded upon the plen of paint-
ing from mature.” The movels just preseding it were "but a
gtop from the old wowsmeos™; end slthough they approasshed "more
nearly to the ordinary course of gvenis,” they still dealt
with"lmprobable insiderts, snd with oheractors swelled out
bayord the ordinexy limite of humoniiy. The Higtery of a
Fouwdling is trath snd humen vature itself, and thero lles
the inestimahle sdvantage which it possesses over ell pro-
vious fiationo of this pnrtiovlar Eind.T3 W sush stote-
monis as thoso Boott axprosses hie bollef thet the prinei-
pal soured of matarigl for e novel is 1life,

Ag long ag the enthor's meterisl matntained the 1llusion
of reality, be might drew his materiel from his imagination,
from khis store of kmowledge, or from his direct observance of
lifes The fivet two souwrces, of course, provided most of the
materisl for Scoit'e owm movels. In the Generxsl Preface to
the Uaverley Novels he seys: "I believe I rosd elmost sll the
romances, cld pleys, and epric voetxy im tket formidasble ool-
lection, and mo doubf wes uncorsciously smaesing mstericle for
the tesk in whioh it bae been uwy lot to be oo much employed.™®
4 statement from fhe Introduction to Quy ¥exmeving illustrates
the uge he roslly <14 meke of this knowledge: ¥ « + fthe mene
nor in which the movels were composed csamot be betier 1llus.

———— e o s . B e B - b -
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treted than by reoiting the simple narrstive on which Guy Mam-

nering was originslly founded; bdut to whioch, in the progress of

the work, the production cessed to bear eny, even the most dis-
tant resemblence."* Although most of his own materisl came
from the first two sources, he reslized the wealth of material
which might be obtained directly from life., He sdmired such
writere as Jenme Austen, who had "the exquisite touch, which
ronders ordinary commonplesce things snd charecters interest-
ing" and regretted thet he, like moet romenticists, should be
eonfined to the "Big Bowe-wow strain.”® In one or two of his
novels he did, indeed, sttempt to bresk eway. He started to
write Waverley with the ides of doing for Scotlsnd whet MNe-

ris Bdgeworth had done for Irelsnd.® St. Ronen's ¥Well, he
says, wes written with the intention of giving "en imitetion
of the shifting mgmmers of our own time, and paint scenes the
originale of which sre daily psesing round us, so thet a min-
ute's observetion msy oompere the copies with the originsle.”*
Scott recogniged, therefore, o8 shown by these gquotations, thet
the suthor's matorial might be drewn from his imagination, from
his resding, or from his direot observation of life.

gu" oihm %&% of Seott, Vol.IV,

-mmu e xiid
¢ Introduotion %o 5f. Hell, p. ix
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1. Flot Nstoria]

Almost ell of his plot materisl Scott drew from one sourse -
the conflict between men and msm. Oonflicte between mem snd his
environment or nsture may be found im his novels, but none of
them is oonstructed with this kind of & struggle as the gener-
al plan of sotion, The use of the eonfliot betweem two opposed
treite in the ssme mem demsnds such sn enslysis of character
as Scott was probably imespsble of handling. More likely, how-
ever, the use of suoch 8 source never occurred to him. Inevitab-
1y the scenes of his novels are ones of physical sonflict be-
tween man and mem., The gemersl design of the Monsstery wes "to
oonjoin two gharseters im thet bustling snmd contentious sge who,
thrown into situstions whioh geve them different views on the
gubjost of the Reformetiom, should, with the same sincerity md
purity of imtention, dedioste themselves, the one to the sup-
port of the sinking fabrie of the Catholie Chureh, the other to
the estsblichment of the reformed doetrines."* "The Jecobite
enthusisem of the 18th eentury”, Scott says, moreover, “"partioc-
ularly during the rebellion of 1745"® was ohosen a8 the setting
of Redgauntlet. A similer reasson is given for the seleoation
of the setting of The Fortunes of Nigel. "The state of sooietly
in the reign of Jemes I was strangely disturbed,” Scott says,
"and the license of & pert of the community was perpetuslly giv-

poapT— . ron s o — b ros

1 Introduction to The Mongster
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ing rise to sots of bdlood end violence."* Alweys Seott is st
trected in the selection of his plot material to some form of
physical etruggle between men eond menm.

2. GCharsoter Materisl -

Soott thought that most of the euthor's oharseter mater-
iel for his principsl personages should be sought "in the class
of society who are the last to feel the influence of that gen~
eral pélish which sssimilates to each other the menners of dif-
fersnt nations, Among this olass I have placed some of the
soenes in which I have endeavored to illustrate the operation
of the higher smd more violent passions; both hessuse the low-
er orders sre less restroined by the hebit of suppressing thelr
feelings and because I sgroe with my friend VWordsworth that
they seldom fail to expross them in the strongeet and most pow-
erful langugge.”® He hed no objeotion, furthermore, to the
use of cherscters modeled after reel people. NHe ugses meny chare
asoters of this type in his own novels end sometinmes even points
out their souree.,® In genersl, however, he thought the best
ehargoters were those drswn from imagination. "It is imposeible
that traite proper to persons, both living and dead, with whom

e p— . i -
e -

1 Introduction to
u” Ofc I‘tm“

2 Imtroduotion to
s 0f, Introdnotion
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I have had intercourse in society should not have risen to my

pen in such works es Waverley and those which followed it. But

I have slwasys studied to generslize the portraits, so that they
should still seem, on the whole, the productions of fancy,though
possessing some resemblance to resl individuals.™® Scott thought,
- therefore, that the best charscters were those drawn from imag-
ination, but modeled after r‘eai people in the lower ranks of

society.

3. Setting Materiasl

Scott, because he wes & painter of pictures, was very mugh
interested in the artistie effects that may be gained through the
proper use of setting. He praises lrs. Radeliffe for "having
been the first to introduce into her prose Tietions s besutiful
and fameiful tone of natursl deseription.”"? At least a part of
any writer's setting materiel, he thought, should be obtained
through his own observation. He records in the Iniroduction to
the Rirgte that his ¢rip sround the goast of Seotland, in 1844,
was for the purpose of gathering data for The Lord of the Isles,
with & view to prose fietion. He apologizes for cerisin possidble
weaknesses in St. Bonan's Well on the grounds thet the writer
wes not familiarly sequainted with his subject. "It is mot, how-
ever, sufficient”, he declares, "that s mine be in itself rich
and easily accessible; it is necessary that the engineer who ex-

T S — -y S - T S - " - V-— G —-— - —_— " " ~_—y -~
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plores 1t shonld himself, im the nining phrsss, have an seour-
ate knowledge of the ‘country' and possess the skill nesessary
to work it to sdvantage.™! 1Ihis femilierity with his subject
414 not, however, nesessitate the writer's being sbsolutely se-
curste in gll deteils., In feet Scott belieoved that the ultimate
portrait should besr but slight resemblense to the originel. In
- the Introduotion to The Momastery, for example, he says, "It was
not the purpose of the suthor to prosent a lendseape copied
frem nature, btut a piese of eomposition, in which & real seens,
with woioch he ia slresdy faniliar, had afforded him some lead.
ing outlines,"?

He Inew the ariistis effeot that ecnld be geined by bring-
ing the place setting into harmony with ml story, In the Introe-
duotion to The Fortunes of Nigel he seys, "lLody lMary Wortley Mon-
tagu hss said, with equal truth and taste, that the most romen-
tio regiom of every couniry is that region where the mountains
unite themselves with the plsins or lowlsnds."® ind agein in
the Introdustion to Thg Honastery, he seys, "The losslifies of
NMelrose suited well the seenery of the proposed story: the ru-
ins themselves form & splendid theatre for any tragic inoident
which might be brought forwardi?

The imagimstive velue of gertain time settings he, also,

- - - - -
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realized., The interest of Henilworth he seys "is throwm upon
that period which the sudden death of the first Countess of Lei-
center seemed to opon %o The subitliom of her hushard, the oppor-
tunity of sharing the ovows of his sovereign.”® The setting of
Zhe Yortunes of Nigel bed an especisl emotionsl velue, he thinks,
beogsuse, "Some beems of eMivalry, al though its plsnet has been
for sometime set, oontinued to smimate snd gild the horigon,."®
Such statements show that Seott reslised the connotative velue
of gertain time snd plece settings.

Bumary, Although Seott helieved that writers should ob-
serve ecarefully that their setting might geem resl, he objected
to the exsot roproduction of materisl, He believed thaet a novel
should have a weslth of haokground, both physieal end soocisl.
For the bagkground, of his own novels a8t lesast, he preferred the
ghoice of people, times, anf plsees of sotion and solor,

G METHOD
1. Struotursl

Soott's exnositions of his own aritiesl views in the pre-
 foces to The Novelists' Libravy are probably the bhest source of
evidones of how Profoundly he hed investigated the prineiples
and practice of his most suceessful predscessors in novel liter-
ature, At least s part of the investigation, slthough The Lives
of The Noyelists was not written until 1821, was probebly made

-. PR g
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before he struck out om @ mew peth for himeelf, There i harde
1y sny phese of movel teohnigue thet esecsped his sttentions
Ssintebury seys, "With thet unoonquershble emd uncomventionsl
gommgneense vhich was wedded "h his genius, he sew that & novel,
to be good for swihing must 'mz a story', use live speech,
desoribe recl or imegisably prodeble places, project on the
soreen figures which have ot eny rete some 1life and reelity."?
Ssott gives almost a8 good & sumery of his Imowledge while dis-
oussing the 1ife ¥nd worke of Tielding. "Foree of ohsrsster”,
he seys, "etrength of expression, felieity of eontrest ond situ~
etion, & woll-gonstrusted plot, in which the developnent ie ot
onoe natursl snd wnexpeeted, and where the interest is kept un-
iformly slive, 111 susmed Bp by the ostastrophe = sll these ere
requisites as essentisl to the lebour of the noveliet, es to
the drsmatist,"®

8. Dot Hendling. There is no doubt but thet Scott knew the
vslue of & good plot and geve much thought to this priveiple of
teohnique, The failure of Sir Cherles Grendigon he says, “wes
not osused by sny diminution im Richerdson's powers, but solely
to the adoption of an inferior plen."® It was the shsence of
plot slone thet mekes his two esrlier works prefersble to the
lost, "In his twe iret novels he showed muoh attention to plot;
end though 4iffuse avd prolix in nerretive, can never be said
————————
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to be rembling or deswliory."* He slso consifored Flelding's
novels mer;nr to those of Lesage sné Smollett decouse they
hsd botter plots: "The ert sud felicity with whigh the story
- of Zom Jopes ovolves itself is nowhere fourd in Smellett's no-
vels,"* He comuends Goldswith for the "sdmiredle eese end
gragce of the narrative™™ in the Vigar of Takeficld. To corod-
its publie interest in Mrs. Redoliffe's The Romense of the For-
got to "the wunderful oonduct of the story."¢ WFinelly, he ssys,
"The moot deficient pert of Nre. Salith's novels 1s unguestion-
ebly the plot, or nmarraliveé, « « + » This desoertion of the story
igy mo doubt, ax imperfection; for few of the_wtu vhich &
novel ueuslly boskis ere to be proferred fto sn interesting welle
errangod story."® All of those stetements snd meny similar ones
sre evidenoe of the feot that Scott reslised the importence of
slot. '

Seott believed that the plot was formed By the wéaving to-
gother of & series of oventin end thet the events should de ar-
renged im the logical relation or pattern end not merely in
chronolegiosl crler.® He selogted the msterial for his o
storics so that "ihere could be n¢ want of the mesns to compli-
cate snd extricate the incidents of his story."** He disliiked

pan® opp
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the plot of 8ir Charles Grsndison beeause "the verious evente
ere no otherwise comneoted together, thaen ss they plasce the he-
ro in some new end pooulisr point of view."® Smollett's plote
he ooneiders inferior bessuse, he says:
"the heross pars from one situation of life, and
from one stage of sceiety, to snother umi; un-
cormacted, except thet, as in ordinaxy life, the
sdventures reco though not bdearing upon each

other, or on the satamtrophe, befsll the same -
mae;‘ Charaeters sre intr::cua end dro ’:‘;th-—

out seruple, s+ 8% the end of the work, hero
is fourd surroun 8 very different set of as-
sooiates from those with whom his fortunes seemed

8t firet indipeclubly connected.™®
In speeking of De Foe's works, furthermore, he says it ecannot
be "the artful oondueting of the story” that interests the
reader. He oontinues:

"Do Foe seems to heve writtem too rapidly to pay
the leacst gttention to this oiroumstence; the in-
:umta gre huddled tosﬁh:r 14ike ‘?{“ :tom
from s gart, snd have ‘ @ commec—
W &:3 ﬁ',::’f, “31 other. The soenes
merely follow o depending on each
giter Ty fon i Jon Suar of Se ey
; : ogether a ’
ment, continuation, =nd eonclusion, but rather re-
gemble the pietures in s showmen's box, which have
no relation further them as » inelosed within
the seane 'bc‘ and subjected to sotion of the
same string.™* ‘

"fristram Shendy™, he says, "is no narrative, dut a solleotion
of soenes, dislogues ,* Neither", he oontinues, “can Regselas
be termed 8 narrative being in a groat measure void of ineident."®

- - - - - - -

L B




vy
Seott, sleo, diseusses thie phese of plot strusture meny times
in cormection with his own works, This statemont is found re-
corded in his Journsl Ostober 18, 1826, when he wes seeking to
eseape the competition of his imitators: "I have endesvored
to weave them (the imcidents) pretty closely together, and in
the future I will study this more,™

Paredoxical ee it mey seom, in commeotion with his omn
prectice, Seott was @& vigorous sdvoecste of unity in plot strue-
- ture, He spproves of Richardson’s firet two novels, Pamels and
Clarisss Herlowe, becsuse in them the story "keeps the direect
roed. Wo ohsreoters sre introduced but for the purpose of sd-
veneing the plot."® Sir Charles Grgndison on the other hand
meets with his disapprovel boosuse of "those digressive die-
logues and dissertetions with which the gtory sbounds."® He
applauds Fielding's Tom Jones becsuse of "the felicitous con-
trivance, and the happy extrication of the story, where every
incident tells upon snd sdvences the catastrophe”, sn element
of teahnique which he thinks "eennot too often be mentioned
with the highest aporobation”, ¢ Secott does, however, like
Fielding'e preliminary chapters expleining hisg art, thet Field-
ing vlaces at the beginning of esch Book of his novels, al-
though they do, he says, "rsther interrupt the course of the

Yol.V, p« 6
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story, and the flow of interest at the first perusal.”® They
do, moregover, have the dissdvaniage, he thinks, of reminding
us thet we are reading s work of fiotion, in other words des-
troy the 1llusion.® He objeets, “urthermore, to Smollett's
insertion of The Memoirs of s Ledy of Guelity im his novel,
Peregrine Pickle, gs g "tiresome snd unneceseary excresoence
upon the mein story."® He admires Mrs. Radeliffe's skillful
use of “sugpense, the most fortile source, perhaps, ¢f sub-
lime emotiong, « + » « « While chapter after chapter, and 1n—
eident after incident maintsins the thrilling attrsction of
swalkened ouriosity snd suspended interest.™ Unity, there-
fore, Scott considered one of the essentials of a good plot.
Just how highly important Scott considered unity 0:_! plot to
be can be seen from the advice he gave to yomng Cunningham
sbout the necessity in & drama of plot unity. He thought
that it was even more indispensable in the plot of a frams.
He advises Allan Cunninghsm, a young dremaetist of his time,
to meke sure his plot "should advance with every weord", to
see that the interest in the plot never stands still or re~
trogrades, and to select one single interest "to which every

other is subordinate.”™ He recommends that Cunningham "should

previously meke a skeleton of his incidents, dividing them

i.. Pc
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regularly into secnes ond acts, 50 o8 to insure the depend- -
ence of one ¢ircumastance upon another, snd the simplicity
and unity of hig whole story."™* Althongh he eorsidered the
unities of time and place mere "fopperies”, he told Cunping-
har thst the nearer he eoldld come to them the better, as 1t
would make hir agtion geem more probable. "But thet wnity
of pation™, he continues, "~ I mesn that emtinmity which
unites overy secens with the other, and mekes the catastro-
phe the natursl result of 2ll thet has gone before - seem
to me ¢ eritiosl rule vhich sannot ssfely be dispensed with."s
Even though Scott thought thet a defect in the wnity of the
plot wae “"less perceptibio in the eloset them on the stage”,
ke believed that "one unbroken course of interest "would malke
even the "perussl more gratifying".? Scott thouzht, as esm
be peen, that if a drsms is to be suocessful, its plot must
be unified; and, furthermore, thet in the plot of & rovel u-
nity is 8 very desirsble quality.

In hig own novels Scott says he tried to throw the forece
of his "nerrative upon the cherscters snd passions of the se-
tors « those passions common to mern in all stages of soeiety,
and which have slike agitated the humsn heart, whether it
throbbed under the stoel corselet of the fifteenth oecntury,
the brosdcloth coat of the eighteenth, or the blue froek and
white dimity weistcost of the presemt day."¢ This contention
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that the motivation should depend upor the wniverssl pas-
nions of menkind 1s supported by mery sontemporery erities.
Secott, furthermore, dieliked the use of & foug ox me-
ghing end supernetursl mechinery in & novels In his minmd
this is one of the mein distinotions between the novel and
the romemoe, "The species of romsmoe”, he deolsres, "which
lirss Redoliffe introduced besrs nearly the ssuwe relation to
the novel thet the modernm enomaly entitled & melodrams does
to the proper drems.”* It does mot gein its effoot by ep-
pealing to resl feelings end psesions; the only motiveting
slement is fear, sroused mostly through the use of supereti-
tionss He spesks of the early romsnce se having "ummetursl
turng of inoidents.® “"The mont morked distinetion between
8 resl end & fiotitious nerretive”, he eontinues, "ie thet
the fomer, in reference to the remote osuses of the events
it relaetes, in obmoure, doubtful, mmd mysterious; wheress in
the latter osse, it is & pert of the suthor's duty to afford
satisfectory Getails upon the seuses of the separate events
e hao veocorded, and, in & word, to sscount for everything."*
This leot phrese, however, is too sirong, se he points out
elsevhere in reference to Mre, Redoliffe's cstestrophic ex-
plenation of the mysteries of her plots - such retionsliss-
tion Seott disliked.® If the supormatursl is to de used ot
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ell, he prefers Welpole's method of furniehing ghosts with-
out explsnatiom, A4gein in discussing Cumberland's Henxy he
sayst "There is the usuel, perhaps we should eell it neces-
sary, degree of improbability, for which the resder must meke
the ususl snd neeessary asllowsnce,"® PFrom this statement we
can msee thot Scott did not bhelieve that every ineident shounld
have & clear and caupal explanation, for 1life itself is not
so simple; but, nevertheless, he d4id objeot to the improbable
turns given to events by most of the writers of Gothie ro-
mance.

An grtistie narrative demands & more or less emphatic ca-
testrophe. While the novel must deviate from life somewhat
at this point, it must not degenerste into artificiality.
This artificislity in the ostsstrophe takes seversl forms.?
The two most common ones are forced pessimiem or optimism,
gsometimes the result of the author's will but more often the
result of his slavery to the reading publiec., On the whole
Scott preferred happy endings. In the Introduetion to The
Betrothed he spesks of the "distribution of happiness at fha
eonclusion of the piece™ as being s "common-place of teehniqueS'?
He would mot, however, have the happy e¢losing come in contra-
diction of whet hed gone bhefore. He commends Richsrdeon for
having Morden pass his sword through Lovelace's body at the
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elose of Clarisse Herlowe.? "The hesty end happy oatastro-
phes” of Chgrlotte Smith's novels, he seys, "seen inconsis-
tent with the mniform parsecutions of Fortune, through the
oourse of the stories."? Soott, also, favored the foreed
gngeumble at the eonclusion. e oritioiszes The liysteriss of
Udolpho because Mrs, Redeliffe, "like the sereless knitter,
negleated to take up hor loose stitches” at the end.? He
oputions the eritie, however, sbout being too severe in
this regard, rominding him thet it is much easier "to devise
8 complicated chain of interest, then to disentangle it with
perfect felioity." If Dryden, he ssys, could curse the in-
ventor of fifth sote in the drsms, then the romance writers
certainly owed no blessings to th-motmmmzm
explanatory .hlptmo

Susmery, Soott realised the importenes of plot in &
guscessful movel, He kmew thet the events of the plot should
be arrsnged in some logiesl order snd thet the seversl strands
of the sotion should be woven together. He Imew, furthermore,
that the moet suveceseful plots are well-mnified and that the
bost motivating foroes sre the universsl pessions eommon to
81l men, Although he believed that the oatestrophe should
not be 8 oomtradiotion of the preceding sction, he preferred
foreed enserdles at the olose and happy endings, Iis ueny
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comments on all thece subjecte are evidence of his bhroad knowl-
edge of plot strusture,

b. Charsoter Hsndling. To Scott nearly all cherscters were
portraits. In his oritical ocomments on charscter he uses this
word agein and again, The olowns in Cumberland's Henry, for
example, he saye are so "well-sketohed that they may be placed
by the side of similar portrasite by the first masters."® It

is probably this gonoeption of charsoter which esused him to
rlece so much emphasis on the surface menifestations. Although
Scott emphssized this phase of cherseter delineation, he d4id
realize ite prinoipal disadvantage. In discussing the works of
Riohsrdaon he says: "These minute and highly labored details
frequently no doudt occasion a suspension of the narrative, in
order to afford time for the minute delineation of charsect-
er."*

In this direet expository end desoriptive memmer the char-
soter's prineipsl traits of chsracter are explsined snd his
external sppearance is desoribed. Seoott thought the novel
should, first of all, desoribe in detail the charseter's phy-
glognony and dress, "It will be to Richardson's eternsl praisq”
he declares, "that he tore from hig persomages those peinted
vigards, which oconcealed, under s clumey end affected dis-
guise, every thing like the netursl linesments of the humsn
countenance, and placed them before us barefsced, in all the
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actusl changes of feature end complexion.”® The character's
costume ond dress, Soott thinks, shonld, elso, be fully des-
oribed, He reasliged in full the significence of dress in his-
toriesl snd socisl chsrsoterisstion. Le Sage, he says, gives
 his cherscters reslity by desoribing their costume mimutely.®
This desoription of the habiliments of a historicel charsctfer
need not, however, be socurste for his historiesl peried.®
Nevertheless, the desorihing of the cherscter's outwasrd ap-
pesrsnce Scott undoubtedly considered the greatest element in
characterisation, ;

Ho also approves of Richardson's desoriptions of human
passion, the second method of charsoterigation by direot ex-
position, in ell its "light aid ghsde." ¢ Agein in the In-
trodustion to The Fortunes of Nigel he esys the time chosen
made it possible that the "sentiments of meny of the sotors
may be desoribed with a grest variety of shading and delines-
tion."s

Seott reslised thet by reporting & charscter's speech,
an indireect method of delinmeation, the suthor eould do much
towsrd {dentifying him, He espesks frequently of the necessi-
ty that this reported speech be natursl, Richardson's Sir
Charles Grendison, he seys, is & failure béesuse of the very
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care the suthor took to endow his conversation with every be-
coming greocej "His talk is too stiffly somplimentary, too
1ike the printed book, to permit us to sssociste the idess of
gentlemon-like esse snd affsbility with 1t,"! In disoussing
Clare Reeve's use of ghosts in The 014 English Barom he seys
that the suthor should not exceed the resder's oredulity,
should "evoke no spirite whom he is not espsble of endowing
‘with language obrrnyaudins to their supernatural chsraoter."®
While disoussing the works of this seme suthor, he gives his
theory of the shaping of the charsoter's langusge in histor-
icel fiotion. " To interest the readers of the present time"
the suthor must "invest his charscters with language and sen-
timents unknown to the period asssigmed to his story.” m on-
1y way, he ssys, to gain this object snd at the ssme time to
escape the "Just cemsure of the rigid entiguary" is to adopt
"the etyle of our grendfathers and grest-grandfasthers, suffio-
iently ontiguated to soocord with the antiquated charscter of
the narretive, yet coplous emough to exprees all that is nec-
essery to its interest, snd to supply thet defisiency of col-
ouring whioh the more amcient times do mot gfford."* In the
dedicatory epistle of lvsnhoe he discusses this subject more
in detsil. Here he says thet Chatterton's error was the feot
that he rejeoted evory word that was modern, and "produced a
dislect entirely different from any thet hed ever been spoken
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4n Grest BDritsim."* "He who would imitete an gnoient lan-
guage with guacens,” he says, ranat sttend rether o ite gram-
matiesl ehgrsster, turn of srrancenent, Yhen labour ts ocolleot
extraordinery amd antiquated terms, whioh do not spprosch the
number of words still 4n uge, though perbaps somewhat altered
in sense snd spelling, in the proportion of one t¢ ten."® He
approves of Mrs. Smith's use of lgngusges® To wske ihe speech
of the eharseter sound matuxal, finally, Scowt thinks the wri-
ter should gombine the gpecislized longuuge of & pericd snd s0~
sisl olaes with the lsngusde that "belongs to sil rerks and
sonditions, ell countries and ages,"*

Sasott realiged, furtheymore, that the suihor gould 4o
muoh towaré delimeating pig ohsracters by ghowing them per-
fornmivg gharseteristiie gotions. A® WaS the ease wilk speech,
tne paramount isgue nere is metursinesc. Ee thought, there-
fore, like ioﬁmrth. thet it wee belier ¥o select ohsracters
from @ “"rude people” bagzuse their setione, he VS, "are ol-
weye founded on patore.”® He thinks the setions of Sir Cherles
Grendison sre &s urmeturel a® his epeech. Hlchardson made him
go polite thet his pehavior takes on "e heawy formelity, end a
sort of flourishing pélitaneae."' In the evestion of gupernat-
urel ohsracters, mOTEOVEr, the writer shoald e guided by hie

Introduction ¥o Iventoe, P xxiv
Thid., D+ 24 <2y

i

3

. Ine L of mm«mm pe 852
E In;rﬂ%c 5w to 1vanhoe, Ds v

2 introduciion o @,ﬂw Pe Xvii
® The Livee of the Novellsts, De 37

—



«53=

gbility to endow them with charscteristic sctiongs.® What so-
tions the suthor hse his historicel charseters perform are de-
tormined by the ssme principle ss his speesh and ocustoms, Fart
of the setions should be ohsrscteristie of gemerstion or so
previous, but most of them should be modern heceunse the "ao~
tions, however influenced by the peouliar state of soolety,
must still, upon the whole, bear a strong resemblance to those
of the present."2

Above all the sotions of the charasoters should possess
morsl unity - do or say nothing out of charseter with them-
selves. Scott severely cemsurcs the chersoters of Smollett
for their morsl deprevity. "While we do justice to the su-
thor's motives,” he mays, "we are obliged to demy the valid-
ity of his ressoning."® The character of Count Pathom he oon-
piders e "disgusting pollution of the imagination."¢ His wo-
nm; excepting Aurelias Darnmel, he condemms becsuse t‘hcir 86~
tions exeite "rather appetite than affection,"® Fielding, sl-
80, inours hig wreth on this point. The chersoter of Tom Jones
he thinks is "ummecesserily degraded by the nature of his in-
tercourse with Lady Bell Aston, This is ome of the oiroum-

stences”, he adds, "whioh incline us to believe that Fielding'se

idees of what wes gentleman-like and homoursble hed sustained
gome deprecistion,™® BEven Richardson does not eseape his re-
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proof on this count. "The character of Psmels”, he seys, "is
somewhat sunk by the eager gretitude with whioch she accepts
the hand of & tyremnical ond oruel masster when he could not
at & cheaper rate nmgke hi.minlf master of her person. There
is went of taste” he continues, "in this humiliation; anrd &
touch of spirit upon the oocasion would not have mishecome e~
ven the all-forgiving Pamels."* To have charsecters thus sct
out of charscter Scott considered s weakmess in delineation.
The finsl means of indirect delineation by environment
Seott understood very well, His knowledge of this method has
elready been discussed indireetly in the seetion on customs
and will receive more detailed trestment in the section on
setting eontrol., It may be saeid here, however, that he knew
the value of placing his wicked charsctors in & fitting en-
vironment, of giving his nodble characters & rich and color-
ful bdackground, snd of having his supernstursl charseters live
in ruined and lonely haunts.

'In addition to these verious ways of cherseterisation
Soott kmew thet the best charscters resulted from 2 sombina-
tion of individual and typicsl traits. "Nature®, he says,
"mainteins a certein balance of good snd evil in all her works;
end there is mo state perhaps so utterly desolate which does
not possess some gource of gratification peouliar to itself."2
In giving his own method Seott saye: "I have always studied
to gemerslize the portraits, so that they should still seem, on
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the whole, the produotions of faney, though possessing some re-
penblence to real individusle,"”* Pielding's Jomatham Wild he
eonsiders 8 "eold persomificetion of the sbstrasct prineiple of
evil"® end not @ resl charsoter. The "unatteinable excellence”
of Sir Cherles Grandison he thinks is Just as poor a charscter
at the other extreme, "All thig," he says, "does well enough
in a funersl sormon or monumentsl inscription, where, by priv-
ilege of suppreseing the worst gualities and exaggerating the
better, such images of perfection are sometimes presented. But
in the living world such ungpotted worth is not to be met with,"?
Te Ssge's oharacter, G411 Bles, om the other hand, he likes be-
cause he "has all the weakmesses snd inequalities proper to hu-
megn nature, snd which we daily recognise in ouwr aoquaintance,™*

Seott reazlized the dsnger, however, of carxying thie gen-
ergligetion too for. He criticises the cheracters in Nre, Red~-
oliffe's Sicilien Romenee bessuse they sre hestily sketohed
"without eny attempt at individual distinctioms, being east in
the usuel mould of srdent lovers, tyremnicsl perents, with do-
mestie ruffisns, guards, end others."® Strange gs it may seenm,
nevertheless, Scott insisted that the herces and the heroines,
espeoially the heroines, of sll novels should glways be the
same. He approves of Mrs. Radoliffe's heroines becsuse, el-
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though they have "come plessant touches of originality, they
wear the usuel eostume of 1nnoamce, purity, end simplieity,
a8 proper to heroines gs white gowns sre to their sex in gen-
ersl."* He thought it strange, furthermore, thet the heroine
of The Heart of Midlothian"succeeded in some degree in awsken-
ing an interest im beholf of one devoid of those socomplishments
which belong tc & heroine glmoest by right.,"® In general, how-
ever, he preferred chsrecters with some individusliszing treits.

This 414 not blind him, nevertheless, to the dangers of
too greet sn individueliszstion which lesds to osricsture. The
charsoters in Smollett's Roderick Rgndom he thinks asre mot
quite 20 good as those in Peregrine Pickle becsuse they "bor-
der upon csricature,”® "The charsoters of Mrs., Smith", he
eays, "ers conoeived ¥ith truth and foree, though we do nbjt
regclleat any one which bears the stemp of sctusl novelty;
and indeed, sn effort at introducing such, unless the suthor
ie powerfully gifted with the inventive feoulty, is more
likely to produnce monsteors then models of compogition.™*

Summary. In hie eriticel stotements Scott recogniges
nearly every mesns of charscter delinestion although he em-
phasizes the direct mesns of deseription end exposition. He
realized, furthermore, that the charsoters possessing both
typicel end individual treits are the most sucecessful.
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. Setting Contxol. Perhaps 1t was the poet in Scott which
" led him to consider -cénery a9 intereating onough to atend
alone. Whatever the reason, he did consider the function of
setting to be largely seothetie, Fe admired Meokensie's
"besutiful lendscape-painting which he hes exhibited im me-
ny pesssges sesuring us of the acourscy and Aciim of his
touch in deliresting the besuties of nature.,"”® The "exquis-
ite morsels of landscape™ in Le Sage, also, win his preise.
Ann Redoliffe's The Romence of the Forest he considered "stri-
king" beceuse the story was "veried end relieved by deserip-
tions of the ruined mension, and the forest with which 1t
 4s surrounded, u~der so many differernt points of view, now
gloowy, mow terridble - seenes which sould only have been
@rgwn by one to whom nature hsed given the eye of & painter,
with the spirit of a poet.”"® While he loved this detached
soene painting, he realized that too much of it 'vu‘n bad
thing in e novel, He thought The Castle of Otrento, for ex-
smple, superior to the works of Mre. Radoliffe tnmo the
simplioity of his narrstive 214 not sdmit "that luxuriant,
florid amd high-varnished lendseape painting™ with which she
"not unfrequently encumbered her kindred romances. Desorip-
tion, for its own sake,” he oontinues, "is scarcely once st~
tompted in Thelastle of Otranto; end 1f suthors would oomsid-
er how viry much this restriotion tends to reslize nerrative,
they might be tempted to abridge 2t lesst the showy and wordy
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exuberance of style fitter for poetry them prose.™
Scott kmew, furthermore, the velue of choosing o plece

end time setting which had for the resder ¢ commotative in-
tereets In the Imtroduction to The Monsstery he ssye: "The
gountry sround Melrose, if poessescing leseg of romentiec beau-
ty than some other soenes in Seo‘llana; is ocnhoo‘tea with so
meny sssoocistions of 2 fonciful ngture, in which the imag-
ination tekes delight, as might well induce one oven less et-
tached to the spot them the Author to scoomodate the imagin-
ary seenes he was framing to the localities to which he wes '
pertisl."® He says, moreover, that he selected the time set-
ting of The Fortunes of Nigel boosuse "the strong contrsst
produged by the opposition of ancient mammers to those whioch
ere gradvelly sudbduing thom affords the lighte end shadows
necessary to give effeot to 8 fistitiovs narrative; and while
such & period entitles the author to introduce incidents of
8 marvellous snd improdbable cherscter, ss arising out of the
turbulent independence and ferccity, belonging to 0ld habits
of violenge, still influencing the mammers of a people who
had been so lately in s berbarous state,"® Such stetements
provide ovidomce thet Scott kmow that the movelist could gein
a2 great deal of interest b2 seleoting times which alresdy had
for the reader sn imsginstive value.

. The nse of the setting to make the sction meem more plsu~
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eible end the charseters more resl Ssott , slso, Mmew, "It
must not be overlooked," he says, "that, by the circumeten-
tiel detail of mimmte, trivisl and evem urinteresting eiroum-
stences, the author (Richerdson) gives to m-' fietion an air
of reality that cen searcely otherwise bde obtained.”"* While
disoussing the works of De Foe, he notee this ssme fsot e-
gain., The nmimmteness with which he desoribes his scenes add
to their "Fidelity’® Ie Sege, ho says, slso, "orested, es it
were, & reality in fiotion itself, by a striot sttention to
gostume end locality."® In his own works he justifies his
ehoice of & "watoring-plsce™ ss the scene of St, Ronan's Well
beosnse "unguestionshly,” he saye, it afforded every veriety
of character, mixed together in a mammer which cemmot, without
2 bresch of probability, be supnrosed to exist elsewhere; mei-
ther oen 1t be donied that, in the concounrse which such mis-
gelleneousg colleotions of porsons afford, events extremely
different from those of the gniet routine of ordinary 1ife may,
snd often &0 take place."* Such 1s the theory of the resl-
ists, and Scott understood 1t very well, ILike them he imew
thet a great desl of soeming reslity could be ziven to the
story by the mentioning of mmimportant details.

£lthough, as esn he peen, he realised the value of choos-
ing o @efinite time end nlece, he 2id mot spprove of 00 ex-
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aot a reproductions While he desired his own socenes to be
desoribed with "scoursey snd truth”, he says it was not his
purpose "to present s landscape copied from neture, but e
composition in whigh the resl soene, with which he is fam-
iliar, hed sfforded him gome lesding outlines,"* 1In this end
similar ststoments Scott declares his opinion that nstursl
setting should not be vopled exsetily. |

Scott knew, finslly, that the getting might be uged to
condition the sctions He censures the works of Mrs, Raed-
cliffe becsuse her art in this respeet is too visible. “Her
heroines”, he says, "volunterily expose themselves to situa-
tions whieh in nature a lonely female would have avoided,
They are too ept to chcose the midnight hour for investige~
ting the mysteries of & deserted chamber or s secrel passage
and generally are only supplied with em expiring lanp when
sbout to read the most interesting dooument,” This funotiom
of the getting -~ the oonditioning of the scticn ~ is a very
importsnt one, and Scott realized its full significance.

Summery. Although Boott adnired setting in itself, he
did not overlook the faot that it performs many important
funetions in the story. He Ikmew certein time snd plsce set-
tinze have en imeginative value for the resder, that the set-
ting Gould be uged to "teg" the motion snd oherscters, that
it couléd be used to meke the sotion seem more plousidle, that
it should ®ot be copled in exsot deteil, end, finally, that

-~ - -
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whle
it might be used to oo_ndttton the eotion.

2. B8tyle

Soott probebly hes & less olearly defined ides in regerd
to style then on any other elenent of teohnigue. This is une
doubtedly explained by the faet thet the ext of writing prose
was not very old when he wrote; and, etill more signifiosnt,
formsl imstruotion im Emglish composition end in the history
of oritioism had seareely begun, Mﬂ."ilvmbohu. 4id fore
mulate some opinions. He objestod to the mook hevoie style
thet Fielding uses in some of hie novels, "which tells ludi-
erous ovents,” he says, "in the lengusge of the clossicel Ee-
pio; o vein of plessantyry which ic noon wrought out, .nl whioh
Fiolding has employed so oft en as to expose him to the cherge
of pedentry."* Fielding's fellure se a dremetist end his suo~
¢ess a8 & novelint he sooounts for by the faet that his "ohief
talent lies in sddrossing the imaginetion omly." WHis siyle 1o,
therefore, more “"expanded end ciroumstantisl” a style better
fitted to the movel then to the dreme, Soott says, "where so
much must be left to the efforts of the setor, with his sl-
lies snd assistents, the soene-painter and the property men,"®
"Phe very quelities most excellent im s movelist,” he says,
"aye out of place, and sn impediment to suocess on the stage.
Desoription snd narrstiorn, which form the essemce of the nov-
el, must be sparingly introdused into Arsmetic ocomposition,”®
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It i the objeot of the novelist, he thinks, to place before
the resder ss socourate a represcntetion of the events "ss een
be done by the mere force of sn exoited imsginatiom, without
the asoistence of msterisl objects. His sppesl is -m' to
the world of fanoy snd of i1dess, and in this coneiste his
strength and weslmess, his Mrv end his weelth."* Such
statements would lesd ome to believe thot Soott considered the
emotionsl snd pesthetic quelities of style the most important
in a8 novel,

Prolixity is enother stylistio quality thet Scott memn-
tions freguently. Ift would geem et.r-ngc indeed that 2 man ae
verbose as Soott, snd moreover 2 leawyer, should oconsider ver-
bosity & weskness in gtyle. Yet he did so oconsider it. He
gives two reasons for the prolixity im Richardson's style. It
was cauged partly, Scott thinka, by his "innate love of detail";
but mostly by the fset that he tells his story im letter form.
"A geme of whist", he seys, "if the subjedt of & letter, must
be detailed as muoh at length as a debate in the House of Com-
mons, upon 8 gubject of great nationsl interest; and hence his
tendenay to pronxi_t:." He describes the style of Sterne as
"exoensive, rambling, exoursive."” Rabelsis, from whom Sterne
copled his style, he says was Justified in assuming "this Her-
legquin's habit" that he might use it a8 a cover "to vent his
satire egainst stete end ohurch.” But Sterne, he ssye, aseum-

pere poon
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ed it "only as a mode of attracting sttention, end of meking
the publiec stere; and, therefore his extrevegences,like those
of a folgned madman, are cold snd forced evem in the midst of
~his moet irreguler flights."?* Scott evidently disliked a
loose ranbling siyle.

The two gualities of style that Scott liked best were
those of besuty and humor., To suodeed perfeotly, he thought,
8 movelist must heve "most of the properties of a poet”, He
| enjoyed the works of Maokenzie because he *mu’m- the pow-
ers of melody in addidion to those of poeticel conception.”®
The works of Mrs, Radeliffe, also, won his sdmiration becsuse
she introduced"into her prose fiotions a beautiful and fenei-
ful tone of naturel description snd impressive narration,
which had hitherto been exolusively applied to poetry."® Chae-
soteristic expressions of his liking for the quality of humor
may be found in hip oriticisms of Richardson's works. He lik-
ed Richardson's wit snd his "quaint drollery"¢., In his Jour-
nal he records his 1liking for Lady Morgen's movel 0'Dgniel be-
csuse the "oomie part is very rich and enterteining."® Seott
never says snything more definite about etyle tham the state-
ment made in the guotetions sbove. To him as to meny oritics
it was rather a Jeo mw quality. He d4id, however, as

L
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osn be seen, recognisze it s sn element of technique in com-
position.

IV, SCOTE'S CONGEPTION OF THE ZEOHNIQUE
QF THE NOVEL AS SHOWN IN KIS NOVELS

A, FURPOSE

SBoott's esontention in his oriticel works that the pre-
domingnt sim of the movel should be the entertainment of the
reader is well supported by his own movels.® Carlyle bewail-
ed the fsot that the Waverley Novels delivered mo grest gos.
pel, This is a feult in his estimation, ss & writer should
heve & higher aim, he thinks, then thet of "hermlessly smus-
ing indolent, languid men,"® Most oritics, -however, consider
such an aim gufficient. Although we may disagree with Carlyle
and agree with some other coritics who say thet Scott did have
a8 gospel to deliver to the world, & gospel that Cerlyle detest-
ed, that of feudalism, still we must admit thet his paremount
aim is to interest the resder. ® In such novels as Cuentin
Durward, Ivenmhoe, end The Talismen he made the past more in-
teresting than 4t had ever been made before in fietion by show-
ing the reader that, as Carlyle says, "the bygone sges of the

. Miscellanec ' . P
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world were gotuslly filled by living men, mot by protocols,
statespapers, controversies, and sbstractions of men."! Ane
other way im which he sought to interest the reeder was by
prosontins for him s piloture of mammers, especieslly the men~
ners of Scotland. "For", says Scott, "if & men will paint
from nature, he will be likely to amuse those who are deily
looking at 1t."® This type of interest is illustrsted by such
novels es Waverley, The Heart of Midlothism, end The Monastexry.

His novels, furthermore, illustrate his belief thet even
versoity should be seorificed if neoessery to gein interest.
Scott believed, se has been shown,® that a movel should oreate
the 1llusion of reelity; snd the Vaverley Novels do, on the
whole, give the impression of 1{«101:111!\1“. Carlyle says
that they possess & "solidity snd verseity even of imagina-
tion."* In spite of his firm belief in verisimilitude, how-
ever, Scott does not hesitate to change even fasots of history
or to introduce improbabilities into his novels, if by so do-
ing he g¢an heighten the interest. In The Abbotf for example,
he changes the sight from which Queen Mary viewed the Battle
of Lengside from Cathoart Castle to Crookatone Castle and de-
fends himself with these words; "It seemed so much to inoresse
the interest of the scene", he says, "that I have been unwil-
ling to make, in this partiouler instsnce, the fistion give

3 iisoellaneous Esgays, p. 77
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‘way to the feot."* In Waverley he has the Bom of Bradward-
ine disouss & kind of sgriculture at that time unknown in Scot-
lemd.® In The Monsstexy to add color to the setting he has
the monks gather under & large osk tree, dl though 1t is well-
known that osk trees never existed in that region of Scotland.®
In Ivenlice there 1s the violent bdreach of probadility when A-
thelstane 1s resusciteted.® Agein in The Monsstery the reesd-
er's oredulity is infringed upon vhem Sir Plereie Shafton re-
eovers over night from & mortal wound, Se it is in a1l his no-
vele; he does not hesitste to change fects or to intreduce im-
probabilities into his mtories if by so doing he can incresse
their interest. '

mg a8 novel ghould never be written for s didsectiec pur-
pose was, also, Scott's Delief; and his novels again support
his corvietion, Not one of them is written to spread propagen-
da; neither is awy of them, with the possible exception of The
Heart of Midlothisn, which has sn expressed morsl at the end,
written to teach & morsl, Scott telle his stories simply be-
cause he loves to tell a good story and, although he never per-
verts feets, human nature, nor morsl law to attain his end,
that end is elways the same » interest.

e - - - - - -

s Ps 440

§88
goos




-67-
B, MATERIAL

Scott seocured the materisl for his novels from three
sources: from his own observation, from his resding snd things
he hgd hesrd, snd from his own inventiveness. "I have buried
myself in libreries,”™ he says, "to extreet from the nonsense
of snoient dsys new nonsense of my own.s From this lesrmed sep~
ulohre I emerged, to mingle in the orowd, end to elbow smonget
the throng, meking my way from the highest scolety to the low-
eat, undergoing the scorn, or, what is harder to brook, the
patronizing ocondescension of one, and enduring the vulger fame
iliarity of the other to ocollect materials to write & succese~
ful novel."?

Soott traeveled a great deal, especially in Scotlend, be~ -
fore snd during the time he was writing the Waverley Novels.
Although there is 1little direot evidence thst he saw m—
ings during these trevels which later suggested plots for his
novels, he probably witnessed many ineidents that were added
to his swpply of plot materisl. This is undoubtedly true of
the group portraying Seottish 1life end mammers - such as, Wa-

Yorley, Zhe Monsstexy, ond The Heart of Midlothisn, We do
Imow, however, that many of the chorsoters in his novels were
at least modeled after resl people he met while "elbowing a-
mongst the throng." The Baron of Bradwsrdine in Wgverley, for

example, was patterned after the life and charsoter of a real

- - -
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individual, s Mr, Stewsrt, whom Scott. "kmew well."* There is
sbundant ovidence, furthermore,thst his observation supplied
mugh of his petting meterisl, The plysicsl plsce settings
were often copied after places he hed seen, The celebrated
ruing of Melrose so vividly pietured in The Monastery, for in-
stemce, were in the immediste meighborhood of his own resi-
dence. The remains of an old fortress called Lochsilde Tower
in Yotholm Looh served es a8 model for Avenel Gsetle ss des-
oribed in the seme movel.® Some of the country of Waverley,
furthermore, the unthory saye is resl end "sbout five miles
from Aberfoyle."® Scott even visited the site of meny of his
historicel novels. In Ivenhoe, for instsnce, the ruins of sn
0ld Sexon fortifioastion suggested the cestle of Coningsburgh.*
He says thet he "saw the site and ruins of Jorveulx Abbey in
the pleasant valley of the river Jore or Ure, in the North
Riding of Yorkshire,"s He also visited the sito of the Battle
of Stsmford.® This evidence, together with much more given in
oourse of hip novels and in the introductions end notes at-
tached, justifies the comolusion that much of Seott's meterisl
was secured through his own observation.

Soott was & voluminous resdoer, however, and e grest desl
of his materisl esme from this source and from things he had

- - - - - -, -~ -
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hesrd, A great mery of the incidents for his plots he seour-
ol from history, memusoripts, ond old legends. The idea of

the struggle between the Saxons and the Yormona in Ivanhoe,
for example, is tskem from Logen's tregedy of Runmemede.® The
inoident of the meeting of the King and Frisr Tuok in the oell
of the hermit is taken from the metricsl tele entitled The Rymg
and the Hermite.* The "formidsble" name of Front-de-Boeuf
osme from a roll of Normen werriors, oceurring im the Auchin-
leck M.8.* HNost of the materisl for Ivenhoe, however, Scott
says he"found in the singuwler Anglo-Normem M.B, of Sir Arthur
Werdour.¥¢ Nearly sll the supernatursl materisl used in The
Mongstery, moreover, oame 'tu- legends of the comntry surround-
ing Melrose.® While he wes collecting materisl for Weverley,
the Author says he was soquainted with some of the old war-
riors of 1745 whom he "eassily induced to fight their battles
over agein for the bemefit of s willing listemer like myself,"s
Aghe mutusl protection sfforded ty Waverley smd Talbot to esch
other," he sontinmzes, "upon which the whole plot depends™ ig
taken from sn snecdote of the war of 1745.2* The incident up-

on which the story of The Heart of Midlothisn is based was told

i 0f, Introduction, p. =i
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him by & Miss Lewson.! Some of the meterisl for The Talismsn
wae obtained from Ellis's Specimens of REarly English Metrical
Romances.® "The mammer of the death of the supposed Grand Mas-
ter of the Templars”, Scott says, "was taken from a resl trag-
edy enscted by Saladin upon the person of Regineld De Chatil-
lon."* A greet desl of the meterisl for Quentin Durwerd, fin-
elly, wes teken from Mimoires de Philippe des Comes.

Many of the charsoters of Scott's movels, slso, came from
history end legends that he had reed or heard sbout. Meny his-
toricsl charscters are to be found in his novels. In Ivanhoe
there is Richard I, Prince Johmn, ard & host of minor historio-
al chsraoters; in The Tslismsn, there is Richard I agein, Con-
rade of Montserrat, end Selsdin; in Quentin Durwerd - Louis XI,
Charles of Burgundy, Tristran 1'Hermite, and William de la

Marok; in Wgverley ~ Prince Charlee Edward end Colonel Gerdiner;

in The Hesrt of Midlothisn - the Duke of Argyle and Queen Caro-

line, The femous friar of Robin Hood's band in Ivanhoe wes mod-

eled after the "fighting pareon in the o1d pley of Sir John 0ld
Cagtle."* The charseter of Looksley was taken from the ballads
of Robin Hood.® The character of the White lLedy in The lMonas-
fexy was suggested to him by & similar charsscter in & work by

Compte de la Motte Fougque.® The character of Sir Piercie Shaft-

i 0f, Introduction, p. xiii
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on, with his courtly memmer and conversstion, wes, slso, sug-
gested to him by his resding from the book Euphues snd His
Epgland. *

Many of the scenes and much of the socisl setting, also,
geme from his resding end whet he hed hesrd, In Ivenhoe there
is the historicsl baskzround of the erussdes, Prince John's at-
tempt to usurp the English throne snd his sbettment by certsin
Normsns with selfish interests, Richsrd's secret sppesrsnce in
Englamd in 1194, the contrast between the Sexons and the Nor-
mgns hefore the amelgamation of the races, snd, finslly, the
harsh trestment of the Jews in the Middle Ages. In The Talisman
the historiesl background is agsin thet of the erussdes, only
this time in Palestine. In Quentin Durwerd it is the romance
of the 15th century during the reign of Louis XI in Prance,
whon the feudsl system wes possing. In Neverley it is the Soot-
tish rebellior of 1745; in The Heart of Miglothisn, the Porteous
Mob st Edinmburgh in 1737; in The Momasstery, the contentious sge
of the Reformation in Scotland. The materisl for all this baok-
ground, for s grest msny of the charsoters, snd for meny of the
ineidents in his plote Scott seoured through his reading ond
hearing.

A great deel of the materisl for the novels, finelly, is
imsginary - seoured through Scott's own inventiveness. Even
the matorial suggested to him by his observation snd resding
wes vevamped to suit his purpose. The love plot of his novels

-~~~ - . - - -
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is nearly aslweys imeginary. The love intrigue of Quentin Dur-
mgrd, for exemple, Soott says, "is fioction uged only ss & means
to bring out the chsrseter of Louls."' Agsin in the Introduo-
tion to The Talismen, he says, "Most of the incidente intro-
duoed in the following tsle sre fietitious; and thet reslity
where 1t doos exist, is ohly in the charsoters of the plece."®
Fearly sll the chsrseters of his love plots are, slso, imagin-
ery. In The Monsstery, for instence, he says the nemes were
real but the charscters fiotitious.® Even those ohersoters
modeled after resl people are in his own words “generslized”.¢
A great desl of the bhaockgrownd in the novels, moreover, is the
result of his own invention. A lerge portion of the sooisl
background, espeeislly in the historicel movels, is b¥ neces-
sity fenoiful. BREven the netursl setting bdased upon resl pla-
ces is altered. The fountsin end the holly-tree of the White
Lady in The Momsstery, Scott seys do mot exist in the country
surromnding Melrose, while the sourse of the river is changed
8 great desl.® The memsion, Tully-Veolen, in Weverley, posces-
ses chersoteristies peoulisr, Scott says, te "verious old Scot-
tish peats."® Ap Scott never visited the Holy lené, finally,
the setting of The Telisman must be largely imaginary. He says

- ——— - - o - - - -
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* himself, "I felt the difficulty of giving & vivid pieture of
a part of the world with which I was elmost totelly wnaequain-
ted."™ A large pert of the plot, oﬁaraotor. and setting ma-
terial in the novels is undoubtedly imsginary.

Summgry. A great deal of the material for the Waverley
Hovels Scott secured through his own observation. Some of
the places are so sccurately described that it is seid his no-
vels may be used as & tourist guide; while many of the charaec-
ters were identified ss replicas of people he kmew in resl
life. There is, also, abundant evidence that a large portion
of his materisl was suggested to him by his wide reading and
from legends he had heard. The rest of the vast amount of ma-
terisl displayed im ¥he nmovels was the result of his owm in-

vention.

C. HETHOD

1. Structural

8. Plot Hendling. PFlot in Scott's novels is probably one of
his weakest narrative elements. He is not grestly concerned

with plet, and his novels sre , therefore, not well-plammed.

In the Introduction to The Fortunes of Nigel he says;

"I have repeatedly lsid down my work to geale, u-
vided 1t into volumes snd chapters, snd endeavour-
ed to construct 2 story which I meant should evolve
itself graduslly end strikingly, maintain
and stimmlste curiosity; efd which, finslly, should
terminate in a striking eatastrophe. But I think

1 Introduetion, p. ix
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there is a demon who seats himself on the feather

of my pen when I begin to write, and leads it a-

stray from the purpose. Chargcters expand under

my hand; incidents are multiplied; the story lin-

gers while the materisls inecresse; my regular man-

sion furns out a Gothic smomsly, and the work is

closed long before I have attained the point I pro-

posed."?
Four years later under sn entry in his Jourmel for Oectober 18,
1826, he makes a similar statement. "A well-contrived story"™,
he says, "requires thought, consi deration ~ the writing out of
a regular plan or plet - above sgll, the sdhering to one - which
I never can 8o, for the idess rise as I write, and bear such &
digproportioned extent to that which each occupied et the first
ooncoction, that I shall never he able to ftake the ftrouble."2

The weskness in plamming, mentioned above, is evident in

many of his novels, Waverley, for example, began with hardly
8 thought of plot at all., Scott admired the Irish scemes of
Miss Bdgeworth's Castle Rackrent snd wished to do for Scotland
what she had done for Irelend.® fhc first ten chapters of the
novel illustrate how far he was led astray by the plotlessness
of his model. The plan of Guy Mannering, furthermore, was
changed during the process of composition - changed without a
great desl of revision upon thet elresdy writtem. "The scheme
pro jected,” Scott sayes, "may be trsced in the first three or
four chapters of the work; but farther congideration induced

the author to lsy his purpose sgide. It appeared on mature

1
2 Lockhart's Life of Scott, Vol. V +» 5 and 6
® ¢f, Introduetion to Waverley, p.'zﬂ'i
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consideration, that astrology, though its influence was once
received and admitted by Bacon himself, does not now retsin
influence over the genersl mind sufficient even to constitute
the mainspring of a romsnce."® In the Introduetion to The ég—
tiguary he says, "I have been more solieitous to desoribe man-
ners minutely than to arremge in any case en srtifieial and
combined narrative, and have but to regret that I felt myself
unable to unite these two requisites of a good novel."® The
generel plan of The Monsstery, fimslly, he says, "was %o con-
Join two charseters in that bustling and contentious age who,
thrown into situstions which geve them different views on the
sub ject of the Reformation, should, with the ssme sincerity
and purity of hatcntio_n. dediocate themselves, the one to the
support of the sinking fabric of the Catholie Chureh, the other
to the establishment of the Reformed dootrines."* Such indef-
inite plenning is charscteristic of the whole group of the Wa-
verley Novels.

The weakness in plamning first makes itself memifest in
his novels through defects in the unity of his plot structure,
In a2 perfectly unified plot every incident included advances
the setion, only those incidente essentisl to thi weaving of
the pasttern are included, snd & consistent point of view is
mainteined throughout., * Scott's erime is largely one of over
inclusion. Some one has compared the plot structure of a novel

T — . — T . — " ———_— - -~ - - -

: %ntramtion to Guy m;i_x_ng. p. xii
age v -
® Introduction to The Momastery, p. vii

¢ 0f, Supra, 15




~76~
to a skeleton and the incidents to the flesh that covers the
bones. If the same figure of speech were anplied to Seott’s
novels, they would at lesst he judged as heing corpulent.

Tales and seenes that have nothing to do with the plet or
are Just "tacked on" form e large part of the exocressence. The
tele of Deme Elspeth in The Antiguary?, Sheerkolf's tale of
magic and the Hermit's story in The Talismsn®are representative
of the tales without a plot funmection; while the seene of arch-
ery immediately following the tournament im Ivenhoe®, together
with the opening scenes in Waverley* and The Heert of Hidloth-
ien®, is typical of the seenes which do not advence the astion.
Iumps of description snd long expository pessages on msmmers,
glso, disrupt the plot unity.® In The Heart of Midlothism, for
example, he deseribes at great length the Salishury Crags south-
east of Edinburgh. He spologizes %o i?ho realler by saying that
he liked the scene so well that he was "unsble to pass it over
without an episodiecal hseripﬁon.-n There are many lyrie in-
terludes, furthermore, which, slfhough they sometimes 8id in
charaeterization snd add color to the narrative, on the whole
8dd to the bulk of umnecessery plot materisl. In Ivemhoe there
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are the characteristic medievel songs of Richard end the Friar;?
of Richard snd Wamba;® the death song of the Saxorn hag, Ulriea;
and the religious hymns of Rebeoca.® In The Talismen there are
the easterr chants of Ssladin® and the songs of the minstrel,
Blondel;® in Quentin Durward, the love lyries of Countess Isa-
belle;® in The Heart of Midlothiam, the mad songs of Madge Wild-
fire;** in The Monastery, the supernatursl chants of the White
Lady;: %2 and in Waverley,finally, there are the many Scottish
songs, sung chiefly by Flors Mac-Ivor and Devie Mhnq.'
Scott gives & great many historical incidents, moreover,
which are not woven into the plot. The entire first Chapter of

Quentin Durward, for instence, is devoted to the history of

France in the 15th Century; while Chapters II to V in The Heart
of Midlothian are used to set forth the history of the Porteous
Mob in Edinburgh. There is one other type of materisl which
checks the progress of the asction in the novels “ the comments
by the suthor upon his art. ﬁuy nqt only mske breaks in the
sotion, but also tend to destroy the story illusion. In Chap-
ter V of Waverley, for illustrastion, he pauses to tell the read-
er how the minuteness with which he traced Waverley's esrly pur-

- - - ——————— T —— . —— . . ————— - ———— -~

2 PP« 995 and 396
2 Psge 378

¢ Psge 31

8 Pages 273 to 276
¢ Psge 40

i1 Page 417

22 Page 40




~78=~

suits compares to the method of Cerventes; in Chapter XXIV he
thinks aloud for 2 whole page as to whether the chapter should
be short or long. He stops the setion of The Heart of Midloth-
ian to explein the difﬁoﬁltiea an suthor meets in the weaving
of his plot.* In The Fortunes of Nigel he devotes several pa-
ges to the explanation of how he thought a novel should end.®
All this materisl - inserted tales, specizl scenes, lumps of
aeaoriition. passages on msnmers and history, expositions up-
on the suther's art, snd meny lyric interludes - form the bulk
of unnecessary materisl that weskens the plot unity.

A frequent shifting of the point of view which confuses
the reader is the sesond weskness of the novels in plot unity.
Scott ususlly sssumes the omniscient point of view and regards
his charscters and incidents with an impersonal asttitude. The
Ovidoni advantage of such a point of view is that the narrator
is never obliged to ascount for his possession of intimate in-
formetion.® It has corresponding disadvantages,* however, and
from these Scott was not free. Becsuse of the aloofness of the
point of view, his scenes frequently lack a certain vividness-
a certain immediscy of observation - and the reader is not sure
from Just whet angle he is viewing the events. Scott undoubt-
edly realized the disadvantages of the method, as he sOmetimes
assumes a definite point of view temporarily to give to a cer-
tain episode vividness and immediescy. A good example ﬁ Rebec-

- - - e - —— .~ — . - . - . -~ -
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ca's report of the fight before the castle of Front-de-Boeuf.?
Scott attempted to tell the story of Redgsuntlet from the de-

finite point of view of seversl actors by means of the device

of letters written by the people of the plot. The novel, how-

ever, is sn interesting example of the breakdown of the episto-
lery form, for Scott soon gives it up and sssumes the less re-
strictive omniscient point of view.

Scott probably came as nesr to maintaining a consistent
point of view in Quentin Durward ss in any of his novels. The
reader sees almost the entire setion take place over the shovl-
der of Quentin. There is a great struetural sdvsentage fo be
gained by telling the story in such a manner, as the hero is
present in every scene snd acts as a8 central mitying figure.®
Bven here, however, Secott finally finds the sdvantage gained
not worth the difficulty involved, and in Chapter XII says:

: "In this plsce the Memoirs which we have ohiefly
followed in compiling this true history were un-
happily defective; for, founded chiefly on the in-
formation supplied by Quentin, they do not convey
the purport of the dislogue whieh, in his absence,
took plece between the King snd his secret counsel-
lor. Fortunately, the library of Hsutlieu contains
a mgnuseript from which we have been sble to ex-
tract a very full sccount of the obscure favour-
ite's conversation with Louis which we might other-
wise have sought in vain.™?®

After the incidents of the interview, he egein assumes his o-

riginal point of view snd holde it quite well until Chapfter

IXVI, where he is confronted with the difficulty of having

Quentin in two places at the sgme time, and proceeds to tell
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the rest of the story in his ususl omniscient method,

The device of a unifying strand of setion, the finasl
mesns of giving unity teo the plot structure, Seott, also, u-
ges rather ineffeotively. To be effective the line of aetion
chosen must be oontinuwous throughout the entire story. Scott
ordinarily uses for this purpose the astion centered around
his hero, but neither this line of aotion nor eny other con-
tinrues unbroken throughout the length of enmy of his novels. In
faot the unifying sotion is frequently absent snd is sometimes
elmost forgotten.! The disgram on pege 81 illustrates Just
how broken up the setiom ususlly is. The hero setiom im The
Taligmen, as msy slso be seen from the diegram om pege 82,
probably comes a8 near being continuous as the unifying se-
tion in sny of the novels, Because the novels so concistent-
1y fail to have & unifying strand of sotion, bessuse they fail
to maintain s consistent point of view, end becsuse they in-
clude so much ummecessary meterisl, the plots of the novels
suffer somevhat from a lack of unity of effect.

The next genersl wealkmess in the plamning of the plots is
one of poor coherence. Coherence governs the weaving of the
seversl strends of sotion end the arrangement of the events in
such & mammer that the plet movement sdvences steadily up to
the olimax.® Scott combines two methods of weaving the dif-
ferent straends together in his novels - the alternating exd

e
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the interwoven.! By using the chapters as a unit for examin-
ing the sequence of the marrative, the weav‘ing of the sever- ’
a8l lines of ection in Ivanhoe end The Talismer may be dis-
grammed as follows:

Ivanhoe
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Lines of Action

I. Wilfred of Ivenhoe - disinherited by his father, exiled
from home and the lady of his heart.

I1. Richerd the Lion-hearted - conspired agsinst by his broth-
er and virtuslly s politicsl exile from Englsnd.

I1I,Robin Hood.snd his merry men - dispossessed of forest free-
dom by the barons and mede outlaws.

IV, Cedric, Athelstare, Rowena, and the Saxons, disinherited

i Cf. » Do 14
% Arshic numerals represent the chapters; Roman numerals, the
lines of sctionm.
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by the Normsn Conguest snd living as subjects in the land their
fathers had ruled.
V. Isaac, Rebeccs, and the Jews - strangers in a foreign land.

The Taliemen
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Lines of Action

I. B8ir Kenneth, s Knight of the Crusade snd the lover of E-
dith Plantsgenet. :

II. The conspirscy sgainst Richard lesd by Conrads.

III, The Hermit of Emngsddi, who is working for the freedom of
the Holy Leand.

IV. Richard I of Englend, leader of the Crusade to regain the
Holy Land.

Y. &ai:din, who defends his country sgsinst the Christisn in
vaders. -

These disgrams illustrate severasl things sbout Secott's

méthod of weaving together the strsnds of the plot. In the chap-

ters where there is more then one line of sction present, in the
first place, interweaving is necessary, and here the interwoven
method ig employed. The disgrams show elearly, however, that
Scott’s ususl method was the slternating. By this latter meth-
od he advances one column of charascters to a convenient halting
place and then returns to bring up the other line.
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To bring the seversl strends of setion together, whem us-
ing the interwoven method, Scott has the characters represent.
ing esch meet in battle, at tournsments, and at benguetes. In
Ivenhoe three lines of the action are brought together in Chap-
ter V by the storm which forces the gharseters to seek shelter
in the home of Cedriec st Rotherwood; in Chapter VIII all five
lines are brought together by -the tournament at Ashby; in Chap-
ter XLIV four lines are brought together by the combat at Tem-
plestowe between Ivanhoe and Bois-Guilbert for the life of Re-
l‘ocal end by the nuptials of Ivenhoe and Rowena. In The Tslip-
man two lines of action converge in the first chapter when Sal-
adin snd Kenneth meet in combat at The Diamond of the Desert;
in Chapter VII three lines converge ﬁon Xenneth brings Sal-
edin to the Christisn camp to oure Richard of his feverj in
Chapter XI four lines meet when Leopold of Austrias tears down
the Englich bammer snd raises his owm im its place; in the con-
eluding Qhapter 81l the lines of setion are brought together by
the gombat at The Dismond of the Desert between Conrade snd
Eenneth and by the banguet givem by Ssladin to celebrate the
oocéaion. These illustrations are guite representative of
Scott's iethoﬁe of bringing the several lines of sotion to-
gether.

To bmd the setions together Seott ordinarily uses a char-
goter who is common in the severel setioms. Quentin Durwerd,
Ivsnhoe, and Waverley perform this function in the nenis cal-

- — - - - - —
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led by their nsmes. In The Heart of Midlothien it is Jeanie
Deans; in The Monastery, Halbert Glendinning; snd in The Tal-
ismen, Sir Kemmeth, By the use of these unifying charscters,
together with other ubiguitous characters, urged to sction by
motives which will be discussed in a later section,? Scott suc-
ceeded in using the interwoven method at times quite effective-
1ly.

As may be seen from the diagrams, however, Scott's usual
method of weaving was the alternating. Herein lies the great-
est weakness in the cocherence of the plots., That Scott resl-
ized the weskness inherent in the method may be seen from a
corment he makes in The Heart of Midlothian:

"Like the digressive Poet Aristo™, he says, "I will
 find myself under the necessity of conmecting the
branches of my story, by teking up the adventures of
another of the characters, and bringing them down to
the point at which we have left those of Jeanie
Deans. It is not, gerhapa. the most artificisl way
of telling a story,"” he continues, "but it has the
edvantage of sparing the necessity of re what
a2 knitter might csll our "dropped stitches'."
Scott is often carried away from the direet roasd to the climex
by his interest in some byway. "When I light om such a charasc-~
ter as Bailie Jarvie or Dalgetty,” he says in explanation, "my
imsgination brightens, and my conception becomes elearer at
every step which I take in his company, sl though it leads me
many a weary mile awsy from the regular roed, and farces me to

leap hedge and diteh to get back into the route agsin.™® The

T ———————— 1 — o~ — ] —— - ———— -~ -~ -
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author ususlly resumes the main thread of his narrative in the
novels by some such expressiom as this - "To return from our
digression."® The plot frequently retrogrades, backs anmd fills
in.? Many modifieations of the old formula 'Let us now leave
John to see what has happened to Hemry', 50 necessary when the
-glternating method of weaving the strsnds of setion together
is used, are to be found in his novels. In The Telismen he
says, "Our narrative retrogredes to a period shortly pmioiu
to the incidents last mentioned."”® In Ivanhoe he returns to
pick up one of his "dropped stitches' with this statement:
"Our history must needs retrograde for the space of a few pa-
ges, %o inform the reamder of certain pessages material to his
understanding.”* The Monastery supplies another exsmple,"The

course of our story,"™ the suthor says at the degimming of Chap-
ter XXVI, "leaving for the present Halbert Glendinning to the
guidence of his courage snd his foriune, returns to the tower
¢f Glendearg.”™ Such expressions become nesesssry when the sl-
ternating mothol of weaving the strands of the aetion is used.
To compliecate snd %o motivate the setion, to keep it mov-
ing forward to the ¢limax,Secott makes use of private passions
common to all men - love, hatred, smbition, etc.,~ and the more
publie passions of raeisl hatred, national patriotism, and re-

- T~ —_— - — i V—_V— - —_ Y —— -~ - - - -
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ligious fervor, The plot of Ivenhoe is motivated by the rae-
ial hatred of the Saxons and the Normsne end by the more priv-
ste passions such gs Ivenhoe's love for Rowens, Rebecca's love
for Ivenhoe, thoe ambition éf Prince Johm and De Braey, and I-
gaac's love of riches., In The Tslismaen the genersl motivating
forses are religious fervor - the confliet of Nohsmmedanism
end Christienity - and nationel pride; while the more individ-
usl passions are Nemneth's love for Edith Plantagenet, and the
Jealousy and smbitiorn of the Marguig de Montserrat and the
Grend Master. In Quentin Durward the msin motivating forces
are the selfishness, ambition, covetousness, snd superstition
of Louig XI, together with the love of Quentin for the Count-
ess Isabelle. Tho general motivating forees in Vgverley are
patriotism and 61311 loyalty; while the individusl motives are
furnished by the love affgirs of Waverley. In The Heart of
Hidlothian, except for the ome force of nationsl patriotism,
211 the motives sre private - the religious fervor of Davie
Deans, the love of Jeanie for her sister end Butler, the love
of Effie and Stamnton, Madge Wildfire's love for Stesunton, and
0ld Margaret Murdockson's desire %o revenge the injury to her
»dau.shtar.

Agide from these common privete and somewhat pMo pas-
glong, Scott uses one other form of motivation. As mh as he
disliked the uge of supermaturel machinery,® he sometimes em-
ploys it in his own novels.® The plot of The Monastery, for

- ——— - - —— - . - — - - - - -
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exsmple, slthough there are minor motivating forces such as
Halbert Glendimming's love for Mary Avenel snd genersl relig-
ious fervor, resulting in the confliet between Protestantism
and Catholicism, the principsl motivating forece ie supernat-
ural, the one represented in the charseter of the White Lady
of Avenel. She lesds the Ledy of Averel srd her daughter safe-
iy fhrcugh the moor to the refuge of Glendesrg Castle, fore-~
ghedows the death of the Lady of Avenel, twice rescues the Bi-
ble from the Catholie priests end returns 1t first to Halbert
Glendimming and them to Mary Avenel, thus influencing them to
gocopt the reformed doctrine. che saves Halbert Glendimming
from death in the duel with Plereie Shafton by ensbling him to
run his sword throuch the body of the tiresome Euphuist, mueh
to the delight of the resder; qna then prgetically raises him
fvom the dead, mueh to the chogrin of the resder. But it ism't
often that Seott depernds,ss here, uvpon supermsturasl motivations
usually, as stated sbove, his motivation srises out of the u-~
niverssl peseions, whether privete or public, common %o all
mens

Emphasis 1s Scott's third snd finsl gerneral wealkness in
the plamning of his plots, both in emphesis by position smd in
emphasisg by bdbulk. BSlow unforceful beginnings, wesk artifieisl
endings of both me jor snd minor divisions, end events swelled
out of proportion, are ususlly charascteristie of the novels.
It is necessary to say ususlly heesuse some of the novels are
not weak in these respects. The beginming of Ivenhoe, for ex-




.
ample, is guite strong. The gtory begine upon one of the min-
or lines of sction with a specific incident, snd the main theme
of the novel - the struggle between the Saxons snd the Vormsns-
is introduced almost immedistely. The Telismen, also, begins
with a specific incident and upon & major line of action. The
entire first chapter of Quentin Durward, however, is devoted
to & historicsl introductioh, mo specific incident of the plot
oceurs and no one of the several lines of sotion is started.
In Waverley the resder is forced tc flounder through five chap-
ters of obsecure and worthless explamtiog before sny ineident
significent in the plot occurs. The HMonsstery begine with a
description of Secottish memmers. Chapter I of The Heart of
Midlothisn, likewise, is mot directly relsted to the plot. It
is teld in the first persom snd is supposedly the source of ma-
terisl for the story. The Edimburgh lawyers hers introduced,
as Lady Louisa Stewsrt, one of Scott's most friendly crities
seys, grow a little tiresome,* 1In genersl, although therb are
some exceptions as indicated, the Waverley Novels lack empha-
gig at the begimming.

The eonclugions of the novels, like the begimmings, be~-
cause of forced engembles and Scott's firm belief in "the dis-
tribution of happriness at the conclusion of the plece™2 are
usually weak, Ivanhoe ends with a specifie incident, dut A-
thelstsne is even raised from the dead to he present and re-
eeive his portion of the happiness and to meke the immediste

T ——— - — - -~ ——— - . ——— - -~ - - —— - - ———— T —— -~

i Cf. Lookhart's Lirc of Scott, Vol. III, p. 267
2 Introduction to The Betrothed, pe Xix




merriage of Ivanhoe end Rowena possible. Ihe m taos
ende with g specific ineident and wouléd en& wdth 4m@h¢813 1f 5
Scott could have forborne the addition of a little plroration.

The Conclusion of Quentin Durward, likewise, ends with a "tack-
ed on" perorstion. Wagverley ends with a "vostseript which
'should have boen a preface.”® The Monastery does mot end with
gny specifie incident of the plot but with & return to the im-
aginary Manuseript of Benedictine. The Heart of Midlothisn
has en egpeclally weak ending. The reader's interest begins to
flag after Jesnie obtains the reprieve for her sister in Chap-
ter XEXVII; but Scott carries the setion on to the length of
Pifty-two chapters, to end in what Lady Louisa Stewart charae-
terizes gs & "lsme ard huddled conclusion™® and an expressed
morel. Such unforceful endings are characteristie of almost
all the Wav er;oz. Novels.

' The emphasis st the begimming and end of the minor divis-
ions ~ the ohapters - is, also, frequently wesk. The chapters
are ugually introduced by bits of verse, originsl or quoted,
to give the tone of the zotion which is to follow, and in this
respect they 4o geem fo have a kind of emphasis at the begin-
ning. 0ften, however, the ghapter proper does not begin with
the sotion but with a desoription of chsracter,® a deseription

1" er apter LXXII, . 447

%ootg ol. III, p. 267
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of plsce,? or an explsnation.® Although they sometimes end
with a definite conolusion snd suspended interest,® the end
ings are, slso, frequently inmeffestive becsuse shapter endings
stress unimportant materisl. Statements similar to the follow-
ing, whioh are not only wesk dut slso tend to destroy the sto-
vy illusion, ere not unususl at the endes of the chapters: "She
gased, aocordingly, wpon the soene, which we shall endesvour
to desoeridbe in the mext chapter.”® -« "But the subject is of
importance sufficient to deserve snother mptor."" «= "But
more of this in & subsequent chapter."®-~-"But this being an
important subjeet, must form the o comengement of & new ohep~
ter."** Such endings, together with unforeeful begimmings,
woaken the emphasis of the ohapters.

The final weskmess in the emphesés of the plots is csus-
ed by 8 lack of proportion, The conclusion to The Hesrt of
Midlothisn, for inmstence, is slmost e® large es the story it-
self;*2 while the introduotion to Waverley, es hes already
been mentioned, takes nearly one fourth of the stery.*® Ine
dividuel incidents within the nthﬁ. moreovor, are frequently

- - — - -~ - -
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given undue attention, as, for example, the inoident of the e-
lopement of liysie end Sir Piereie Shafton in The Nonastery: or
mmmtpfmuﬂmormmmmmnup-
‘manhurst in Ivenhoe.® | ’

| Summsyy. Because of their lesk of wnity, poor coherence,
and wealk emphssis, it ip slmost impossidle to meintain that
Seott's plote ere well-constructed from owr modern point of
view. In spite of this fect, however, they could be s great
desl worse, The vory feot thet Soott continues & favorite
smong ohildren, who are slways interested primarily in the sto-
¥, 18 evidenoe that the plote must have some redeeming fahrn?
Horne thinks that the Waverley Novels meke s distinet sdvance
in the reslm of the novel in the element of plot struoture.

He 1ikos espeoislly well the plot of The Bride of Lemmermoor,
whioh he seys, "sdds to emotion s cumuletive intensity whieh
is Byromie. Apert from this note of extravegance (grandilo-
quent situstions) end something of diffuseness”, he adds/most
of Sceott's novels have drsmetic end oconsistent plots. Inei-
dent springs from inocident, and leads, though without much ou-
mulative foree, to a definite extermal goal."™® Saintsbury,too,
aftor meking due sllowsnce for all weaknesses, soncludes that
Seott's plots are slmost @s good ss his ohavsoters.® With
these opinions any intelligent lover of Scott must agree.

Fi "5 i

‘ Chapters XXVIII gnd XXIX
M‘lm XIVI ond XVII
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b. (Oharacter Handling. By far the larger part of Seott's
characters are static. Very few of them in the course of the
story grow either up or down. When they first make their ap- ‘
pearance, they are labeled zs hero, heroine, villain, servant,
or soldier. A deseription of their external sppearance and an
exposition of their permanent traits of charscter are givenm,
snd they set ever after in asccordance with the charscter so gi-
ven upon their first entrance into the gtory. Sometimes, how-
ever, characters do grow from children to adults as the story
advances, but there is never any doubt as to what their sdult
chargeter will be. In such children, for instance, as Jeanie
and Effie Deans, Halbert end Edward Glendimning, Mary Avenel,
and Reuben Butler,we see the seme traits of character as are
present when they become sdults. A very few of the characters,
moreover, are to a small degree kinetie. Halbert Glendinning
and Mary Avenel change ftheir belief from the Catholic to the
Reformed dootrine; but, as they are never very firm Catholies,
the change is small, and the reader is not gurprised. Effie
Deans changes from s wayward country girl to a haughty fine
lady, snd George Stsunton changes from & rasesl to a law abid-
ing eitizen; but the growth in both cases seems forced and un-
natursl. These are quite representative of Scott's kinetie
charaseters -~ the change is never great, and what little there
is, ig always up. In generel the first impression is not only
full; it is lasting.
| To sequaint the resder with his characters Scott uses



-9 5~
several means of both direct end indireet delineation. As has
glready been mentioned, however, the means he uses most fre-
quently are the direct methods of deseription and exposition.
Usuglly st the introduction of a charscter he furnishes the
reader with an elsborate set portraysl, partly deseriptive ani
partly expository of the features, dress, and prineipsl traits.?
This initial direct statement serves for the character delinea-
tion throughout the remainder of the movel. Scott probsbly resl-
ized the weakness of the method - that the reader is likely to
forget the statement of the author before the story has very far
progressed - because the deacripﬁ.on is sometimes repeated. In
The Heart of Midlothisn, for example, Jeanie Deans is introdue-
ed in Chapter IX with the customary description; them in Chap-
ter XXXV when Jeenie appears before the Duke of Argyle to plead

S ———— " ——— -~ -~ — - -
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for her sister's life, the description is repeated in almost
the seme words. Whether he reslized the weakness of the meth-
od or not, however, it is always through direct description
and exposition that the reader obtains most of his understend-
ing of the characters.

The first of the two remaining means of direct delinea-
tion - by psychologiocal analysis and by the oomonts‘ of other
charaocters - Scott uses very little. The latter method, how-
ever, he do ee» use, end sometimes very effectively. In Ivan-
hoe Pitzurse spesking to De Bracy characterizes Prince John
'thuva:' "Unhappy are the counsellors™, he says, "of a prince
who wents fortitude and perseversnce alike in good snd in e-
vil."* Before Effie makes her appearance in The Heart of Mid-
lothian her charactér is delinested by a speech of Mrs. Saddle-
tree.® Again, in Waverley, Fergus Mac-Ivor in a conversation
with Waverley gives s good exposition of the sharseter of
Charles Edward the Chevalier.® Perhasps the most striking use
of the deviece is in Chepter VI of The Talismen. Here 2 con-
versation takes place between Richard I and his sounecilor,

'De Vsux. Richard is 111 with fever and De Vaux proposes pos-
sible leaders to taske Richard's place. He suggests first one
and then another of the lesders in the erusade - Philip of

France, the Archduke of Austrie, the Grend Master of the Tem-
plars, and the Marquis of Montserrat. Richard discusses the

T S —_——— — W — - - - —— T S ————— . —————
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character of esch man as he is suggested to determine his fit-
ness to lead the orussde, snd the reader thus becomes acgquain-
ted with the charseter of esch. These, together with many o-
ther examples in the novels, illustrate the fact that Scott em-
ployed, in eddition to deseription and exposition, the direct
means of delineation by reporis of other characters.

Scott, slso, makes some use of all the mesns of indirect
delineation. His people, in the first place, alﬁya act in
conformity with their character. The resder learns much sbout
the perfidious cherscter of Prince John in Ivanhoe from his
actions at the tournament and at the banquet immediately fol-
lowing.* The stremgth of Rebeecca's charascter is delineated
through her getions in the scene where sh§ defies the Templar.®
When Richerd regains his throne, we learn gbout the liberality
of his charscter through his sctions towsrd the usurpers.® In
The Tslismsn his tesring down of Austria's bammer shows smother
gide of his character -~ his inpetuodty. These sro only & few
of the many exsmples to be found in the novels where the char-
acter is delineated through action.

The charascters sre, also, made known to the reader through
their effect on other charseters in the story. In The Palismanm,
for exsmple, when Richard mskes his first appesrance at the
couneil after his illness the strength and nobility of his char-
goter are shown through hia.oﬁe'ct upon the other lesders of

e - ———— —— e W - - -
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the erusade. Although they are kinge snd princes themselves,
glthough they are plotting agsinst him, end although many of
them sre his enemies, they ecammot help treeting him with res-
peet and honor.* In The Heari of Midlothisnm in the frial
soene Effie's besuty is emphasized by her effect upon the
court.? The repulsiveness of the Doomster's character is, al-
80, shown in the mame seene by his effect upon the court.®
These are only a few of the many exsmples to he found in the
novels where the sharscters become kmown to the resder through
their effect on other charscters. )

The method of indirect charactor delinestion by speech
Scott uses more than all thé other indireot methods combined.
In The Heart of Midlothisn Jeanie Deans's every speech shows
her unselfishness, her gimplicity, and her love of truth;
while critices have £8id that for a single passage of passion
and pathos her ples made fto the Queen for her sister's lifet
is not to be excelled®. Secott never crested a charaeter for
whom he could not provide consistent speech. The Scottish
peasants have their pative diglect; Saladin, the figurstive
language of the eastern world;® Sir Plercie Shafton, the eu-
phuistic style of Queen Elizgheth's court;?? the White Lady of
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Avenel, her mysterious chants ;* gnd Madge Wildfire® gnd na-
vie Gellatley® their wild and broken songs. Always the speech
is sppropriate and serves to emphssigze the character of the
speaker.

Scott knew, furthermore, that a well-drawn charscter
should possess typical trasites plus a few individuwaliszing char-
goteristios.* The charascter parts in the Scotch are probsbly
the best-drawn charssters in the novels and best illustrate
Scott's use of his knowledge of this principle of technigue.
While esch portrait is distinet emd vivid, they ere,also, eas-
ily oclassified as to type. There are Bailies like Mscwheeble,
Highland clensmen like Mac-Ivor, gossips like Mrs. Saddletree,
theological peasants like Davie Deans, raseals like Ratoliffe
and Calum Beg, advocates like Sharpitlew, schoolmasters like
Butler, ministers like Poundtext, begsars like Rddie Ochiltree,
ecountry leirds like Dumbiedikes, snd great nobles like the
Duke of Argyle. All these and meny more are casily classified
as to type; yet th@y are glways differentisted from others of
their oclass -~ they are individualized. Conseguently Secott
must be given credit not only for kmowing hut sglso for prsctic-
ing the fundamental device for lifelike chasrescter portrasyal.

Seott is not, however, always 0 happy in his character-
ization. Some of his charascters ere so typical that they lose
their individuality. It has become one of the commonplaces of

A %_g g_o;ug?g_?,npp. 72, 96, and 287

2 The Heart of Midlothisn,pp. 179, 318 snd 417
s !a"i'u‘f , PDs 80 and 3
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criticism, for instsnce, %o declare 'thalt hi‘s hercines sre al-
weys exactly alike and gll typical heroines with corn-colored
hair, and whito flowing robes -"empty pictures of = gellant
gentlemsn's idesl."* Exception must be tsken, of course, for
Scott's one homely heroine - Jesnie Deens, who was so extra- ‘
ordinaery & hercine that even Scott himself wondered how one _ |
so "devoid of those accomplishments whioh belong t0 & heroine
almost by right"? should have succeeded. Wuch the same erit-
icism applies to hig heroes - they are all too typical. Usu-
ally they are well-read, modest, polite, gallant, honorable,
handsome, and frequently enter the story incognito ss Ivanhoe
and Sir Xemmeth - sglways they look, spesk, and act ss a hero
should look, spesk, and sot. Again exception must be made;
this time for the physicelly wesk, unheroic hero of The Heart
of Midlothign - Reuben Butler, who is all that his neme im-
plies. With few exceptions, however, Scott errs in the delin-
estion of his heroes and heroines on the side of over typifi-
cation eand under individualization.

Feither are the novels free from errors in charscteriza-
tion gt the other exireme - the extreme of individuality or
caricature. Sir Piercie Shafton, The Buphuist, in The Monas-
tery, for example, is undoubiedly a oariutgro. which probably
accounts partially for his failure and genersl coﬂmtion.
Scott 1ntmdma¢ him into the story in a spirit of burluqﬁ.;
but his asinine setions and extravagant speech cease to be

- ——— - O - - -
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f emuging, and the reader learms of his resurreciion with a sigh
‘ of regret. The charascter of the Baron of Bresdwardine in Wav-
erley, while not exactly a failure, is, slso, surely a carice-
ture; the reader becomes tired of his family ftree, bears and
boot-jack, end he besomes & bore. It is not often, however,
- that Scott's cherasters, beceuse of undue stress upon some one
trait, become caricatures. '
There 1s one other charscter; universslly condemmed as &
failure, that should be mentioned - the White Lady of The Hon-
astery. Although the feult here is not one of over typifica-
tion or of esricature, it is & fsult, af Scott himself says,
"of execution rather than conception.” Some eritics say that
the failure of the White Lady is caused by her descent to
elownish pranks not consistent with her oharacter.'. The rﬁl
3 cenge of the feiluvre, however, is probably saused by her ftoo
frequent introduction into the story. Shakespeare's witches
in Magbeth undoubtedly would have csused & similar reaction
had they been introduced in every scene. The first few ap-
peerances of the White Lgdy are effective; but, to use a pla-
tituvdinouvs phraese, familisrity breeds contempt, ani in the
last helf of the story the reader refuses to be frightened by
. her supsrnatural charscter.
\ There are, also, & great meny historicsl charseters in the
novels, and Scott's method of handling them should be noted.
They ere usvslly in the background and are never the main char-
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acters. With the possible exception of Louis XI in Quentin
Durward, it is slways a fietitious chsrseter who holds the
foreground. Perhaps Scott placed his historical characters

in the background partly to escaspe the wrath of the great god
Verity. He does mot entirely eseape, however, as some critics
deny the aecursey of the historicsl portrasits. Graham, for
instance, says, "As pictures of certain historical people,

they are poor likenesses."® Scott probaui never intended

that they should be accurate, however, as he believes that_

the historicsl characters should be modernized.® It is the
general opinion of eritics, moreover, that, as novel characters,
they are effective. Lady Louisa Stewart in a letter to Scott
says, "My prajudioea were secretly gratified by the light u
which you place Johm of Argyle. You have draswn him to the very
1ife. You heve likewise colored Queen Ceroline exactly right."
Ign lisclaren, also, praises the delineation of his historical
charscters. "He is indeed in the first line of the great orea-
tive minds of the world,"™ he says, "for he has definitely sue-
ceeded in the ideal reproduction of historiecal types so as to
preserve at once beauty, life, And truth, "+ nimm the his-
toriesl charscters are not true likenesses in emall deteils,
thiy are, as Maclgren says, true to their hisgterical type and
very good tiotion charaotéra.

s ——— - -~ T ———— - — - - . —————— -~ -
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Summary. Fearly all of the charscters in the novels are
stetio; and the growth in those that sre kinetic is very slight
end is slways up. In making tho' eharaotors Enown to the resd-
er Seott uses nearly every means of delineation -~ both direct
and indirect. Direct delincation by deseription snd by expos.
ition, however, sre his principsl methods. nt.'hough a few of
the charscters are failures becsuse of over typification or
individuslization, they sre on the whole wli-balanced. Even
in the opinion of such adverse oritics of Scott as Carlyle,

the charscters are ususlly considered strong.®! Ssintsbury saye:

"No srtist is less chargeable of stereotype them he. His cher-
acters are hardly over doubles; their relastionships (certein
general somnections excepted, which are practically the scaf-
folding of the romence inm itself) do not repeat themsclves."®
80 it is with sll oritios; they may condemn Soott on many
points of technigue, but his characters slways roceive their
approbation.

e¢. Setting Comtrol. Scott makes the setting perform many
functional duties, Mention has been mgde of his belief that
the time snd place setting selscted should have for the reader
some specisl imeginstive valuve.® Hig novels illustrate how
well he spplied this belief to his own work. The time settiz;s
of Ivanhoe is the dawn of the modern Englich nation; of The
Palisman, the defense of Christendom sgeinst the Xorsn; of

- T — - —— ——— - -~ - —— - -
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Quentin Durward, the passing of feudalism snd the growth of
monarchy; of Waverley, the Secottish Rebellion of 1745; of The
Heart of Midlothisn, the general unrest of Scotland in the sev-
enteenth century; and of The Monastery, the death struggle of
Catholicism. The place settings, also, have for the reader ro-
mantic interest. In Ivanhoe it is Fnglend becsuse Bngland is
the place of the struggle between the Sexons snd the Normans;
in Quentin Durwerd, it is France because Frence was the center
of the death struggle between feudslism and monarchy; snd so it
is for sll the novels - the place and time setting chosen al-
ways have for the reader a specisl comnotative vslue.

Scott's love of setting amd his belief that it has en ges-
thetic interest valusble in itself is elso well-illustrated in
his novels., Mention has already been made Iin the section on
plot unity of the lumps of deseription. Sometimes he dwells
through entire pages, unrelieved by eny human presence, upon
the besuties of some natursl seceme.® At other times it is the
home of & peasant, the oave of sn outlaw, the cell of & hermit,
the tent of a soldier, or the castle of a noble.® Although

The et I P 71, 72
0 8Ny PP 2
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these scenes always perform other functions than tixat of mere-
ly sdding eolor to the story, they probably u in some cases
receive undue stress for the solor fumetion niom. Sometimes
the setting is brought into emotionsl hermony with the setion.
The principal place setting of The Monpstery is in harmony with
the supernatural setion. Almost all of the sction takes place
in a glen which Scott deseribes as "lonely, nesrly ineccessible;
and sterile. Althoush the glen was not shsolutely void of beau-
ty", he continues, "its extreme solitude pressed on the heart;
the traveler felt that umcertsinty whither he was going, or in
what so wild 2 path was to terminste."® Again when the White
Lady appesrs in the attitude of lamentation, foreboding the
death of Lady Avenel, Scott says: "A Wovember mist overspread
the little valley, up which slowly but steadily rode the monk
Eustece., He was not insensible to the feeling of melancholy in-
spired by the scene and by the season."® In Ivanhoe the setting
is made to hermonize with thé gala day of the tournsment at
Ashby. "The morning," Seott seys, "arose in unclouded splen-
dour,"* 1In The Telisman, however, where the oﬁtm is to be
carried on till the death of one of the opponents and a more
gerious affair, the weather is glo@ and !orot_oué the death
of Conrade.* Another example of the effective harmonizstion
of the setion snd the setting is in the chepel secene, also in
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The Talismen where Sir Xemneth meets with so many strange ad-
ventures. "Sir Kemmeth," Scott says, " pesced the solitary
chapel till ghout the time of the earliest cook—crowing. At
this dead season, when night end morning meet together, he
heard the sound of a smell silver bell., The hour and the
place rendered the sound fearfully selemm, and hold as he was,
the knight withdrew himself into the farther mook of the che-
pel."* These examples sre quite representative of the scenes
where Scott makes the setting harmonize emotionslly with the
action, |

The setting in the form of naturasl phfncmena is oceasion-
glly, furthermore, used as an aid to the setion. The storm in
The Antiguary, Chapter VII, is not only a fine background for
the tragic incident, but is the direct cause of it. The storm
at the begimming of Ivanhoe, 2lso, eids the aetion by foroing'
the prineipel charasecters to seek refuge in Cedric's mansion
end thus bringing shout for the first time the interweaving of
the several strands of sction.? Still another c:xmpic of the
seme device is the scene in The Heart of Midlothian where Sir
George Staunton and Butler are foreced by a atoﬁ to land on a
wild seotion of the coast, thus bringing sbout the murder of -
Sir George by his illegitimate son.® Such iilustrafions show
Scott's use of natursl phenomena as en aid to the sction.

A large smount of space in the novels is, nlao; devoted to

- - - —— T —— . — . —— . ———— T — —— . -~ —— - —_—— -~
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sooial setting. The novels picture a world filled with peo-
ple. Ivanhoe, for instsnce, hag fifty-two speaking charsc-
ters, seventy-one presént, thirty referred to, and a total of
one hundred and fifty-three charscters. For the entire Wav-
erley Novels, there sre some 1700 charscters enumerated.? In
gddition to these distinet charseters there are many such
groups as archers, knights, Highlsnders, gypsies, mobs, ar-
mies, monks, snd crusaders - significant only as mssses.®
These groups are brought together in battles, at tournaments,
in court seenes, snd at banquets. In addition to the groups
themselves there are long passages which add to the social
background, explaining and deseribing memmers snd customs of
the time of the .atory. Peouliarities of dress and strange
rules of conduct ere described.® Becsuse of the large number
of characters and the socisl groups, Seott's novels give the
impression of resl 1ife -~ the picture shades off gradually

from the distinet charscters we Imow well to ones that sre in-

T - —————— - ——_—————————— - -

s+ DDPs
Pp. 63, 18" 248 284

ppr. 10, 74, 295, 355

aﬂgthiga, pp. 32, 59, 221
*

» ”01" 53, 11’ na
s DPDs 55. .‘.93




=106~
distinet snd mere aequaintances. The descriptions of manners
have sn immate interest and the groups add socisl bresdth to
the novel, while both help to mske the story colorful.

The combined setting, both physical end soeisl, performs
an importsnt function in Seott's novels - that of conditioning
the asction. The setting is not merely decorstive; it aectuslly
conditions the sotions so0 closely that it is difficult to im-
agine the incidents taking plece exactly as they @0 in any oth-
er surroundings. In Ivanhoe, for example, the tournsment st
Ashby provides &2 means of hringins the meny characters togeth-
er end the very form snd structure of the lists themselves de-
termine the nature of the action in the tournsment. Out of this
action, determined by the physicel structure of tre lists and
the socisl conventiors of ahivalry. throvgh the wounding of I-
verhoe end the inteneifying of the hatred of the Saxons ard the
Normang for esch other, grow meny reénlting lines of setion.?
In The Taligmen & great deel of the setion hinges on Richerd's
illneegs with the fever, and theat fever, Scott spys, was csused
by the "burning heet and chilling dews™ of the desert.2® Scott
makee it elesr that the action in The Heart of Midlothien is
gonditioned by the difficulties of travel et that time in Fng-
land and Scotlend, bdotkh physicel snd socisl.® The incidents of
Wgverley, finally, could hardly heve ocourred in sny other
plece or et eny other time then in the Scotlend of 1745, es-
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pecially that part of Scotlend where the lowlands and the high-
lands meet. The sotion of s2ll Scott's novels is wrapped up
with and conditioned by the combined physical and socisl set-
ting.

Summary. Even if we concede that Scott sometimes stres-
ges his aefting nndnly;,aomefimou dwells for too long a time
upon the beauties of some natursl ioeno. the color of a so-
cial group, or the grandeur of an gncient castle, we should
not be led into thinking by the eclamor of prejudiced erities
that‘SAott'a setting is superfluous. Always it has a qpooial
conmotative value; alweys it aids the sction, conditioms it,
and inereQaea its emotional effect; slweys it adds soecial
breadth to the novel as a whole, Invariably, therefore, it
performs some functionsl purpose, & purpose which Scott dolib-

erately constructed it to perform.

2. Style

The vigor and force of Scott's style is proverbisl; yet
unfriendly eritics triumphantly attack it on a good meny vul-
nerable points.! Probably the chief reason for his infeliecit-
ies of style, principally in the intellectual quelities, was
his method of composition. He wrote rapidly, often neglected
to re-resd what he had written, rushed the copy off to the
printer, and ignored the proofs. Such a voluminous writer

- - - - - — - -~ -~
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oould not do otherwise. For fifteen years he averaged a no-
vel every six months, snd the last two volumes of Waverley
were written in throo weeks. As a result he is frequently ver-
bose and sometimes sinks to tautology and sramtiqal blun-
ders. His verbosity might, also, have been caused by his le-
gal training, tut whatever the csuse, it is there. Take, 2or.
example, this sentence in The Talisman from the deseription
of the crusaders' camp: 'fA space of ground, large enough to
accommodate perhaps thirty tents, according to the Crusader's
rules of castrametation, was partly vseant, besause, in os-
tentation, the knight hgd demanded ground to the extent of
his retinue, part]; occupied by 'a few miserable huts, hastily
constructed of boughs end covered with palm leaves."? Anoth-
er gentence from the explanation of French history in Quentin
Durward, slso illustrates the point. "These petty tyrante”,
Scott says, "no longer amensble to the exercise of the law,
perpetrated with fmpunity the wildest excesses of fantastic
oppression and cruelty."® Such pedantic and bookishly worded
sentences are characteristic of the passages of description
and explanation. These, together with grammaticel blunders
which 1t is probably not desirable to point out in speecial
notes, wesken the intellestual qualities of his style and lro.
chiefly responsible for the asccusation that Scott has no style.
Yet such weaknesses in the intellestual qualities be-
come mere trifles when compared to his strength in the emotion-
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al, imaginative, snd sesthetic qualities of his style. There
are deseriptive passages of getion in the novels that are
sherply outlined, vivid, end intemsely interesting. Teke, for
example, the scene of the tourmament at Ashby in Ivanhoe,
Chapter VIII, Brewster says thaet few finer specimens of nar-
ration sre to e found in English and charsoterizes it thus:
"Direct and vigorous in the purely narrative passages”, he
gays, "1t has besides, in its wording, its dislogue and its
admirable desoription a1l the rich coloring which shed over
actions and incidents the glemour of romence."* Another good
example is the scene of the storming of Torquilstone, as nar-
rated by Rebecoca in Chepter XXIX of Ivanhoe. The secene of the
storming of the tolbooth in The Heart of Midlothign, moreover,
gtrikes #e as being one of the most vivid passages of deserip-
tive setion I have ever read.® The sentences in these passages
are short snd the paragraphs brief; the language is free from
verbosity, and deseriptive verbs, comnotative adjeetives, and
striking figures of speech mske the pieture conerete and vivid.
Many such passages could be cited to prove the forcefulness of
his style. '

Even some of the pietures of still life are done in a
masterly fashion. Almogt any of the many deseriptions of char-
agcter illustrate how well Scott could paint a portrait with
words. See, for exsmple, the deseription of the Baron of Brad-
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wardine in Waverley,* a portrait modeled after a real person;
or in Quentin Durward of Quentin,® an imaginative portrait;
or of Louis XI, a higtorical portrait.® Such natural scenes
a8 the glen in which the Castle of Glendearg is located in The
Monastery,* end many such indoor seenes as the deseription of
the mansion of Cedrie the Saxon in Ivenhoe® are, also, well

done., All of these piotures of people, residences, and natur- -

gl soenes are done with a fineness of toush and detail worthy
of a Dutch master.

There are,moreover, passages that show Scott's imasgins-
tion, passeges thet ere filled with emotion, passion and pa-
thos. The Heert of Midlothisn hss many such scenes. Take,
for example, the pathetiec scene of the triasl in Chapter XXIII
that comes to & elimax in the speech of Jnnio:‘ "Algck! a-
lack! ghe never breathed a word to me shout it." The ples of
Jeanie mapde to Queen Caroline for the life of her sister is
almost the height of emotionel eloguence.® For pure imsgin-
ation the soene in Waverley where Scott deseribes the loyalty
of a Highlsnder for his chief by having Evan Maccombich offer
his 1life to haul that of Mage-Ivor is cipquhlly good.11 The
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passages mentioned are econvineing evidence of Scott's power-
ful commend over the emotional snd imeginative gualities of
style.

Although most of Scott's humor is gained through eceen-
tricities of charascter, meny times a slow Scottish humor
ereeps into the langusge. In Ivanhoe in the scene in the her-
mit's cell where Richard sings for the hermit's smusement
Scott says:

"During this performsnce, the hermit demeaned him-
gself much like & first-rate oritic of the present
day at a new opera. He reclined back upon hisg seat
with his eyes half shut; now folding his hands and
twisting his thumbs, he seemed sbsorbed in atten-
tion, and anon, balancing his expanded palms, he
gently flourished them in time to the musie.™2

In Waverley at the banquet given in Waverley's honor Scott
thus humorously deseribes the guests:

"The Baron", he says, "eat like a famished soldier,
the Laird of Balmawhapple like a sportsman, Bullsegg
of Killancureit like & farmer, Waverley himself like
a traveller, and Bailie Msewheeble like all four to-
gether; though either out of more respect, or in or-
der to preserve that proper declination of person
which showed a sense that he was in the presence of
his patron, he ssat :201: the edge of his shair, plsc-
ed at three feet distance from the tshle, and achiev-
ed a2 eommunication with his gluh by projeeting his
g:rm toward it in a line which obligued from the
ttom of his spine, so that the person who sat op-
mtg.m could only see the top of his riding per-

Such pervasive humor is never biting but slways of this quiet
nmild type.
Mention has already bheen made of Scott's theory of the

1 Page 160
2 Page 57
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shaping of hisforical language for novel use.? His novels il-
lustrate the application of the theory. Some times, but not
often, he makes the mistake of mixing historieal forms and mo-
dern forms of langusge in a single speech of a chgracter. Iouis
XI, for instence, spesking to Pristan 1'Hermite says, "Runm,
gossip, and help your blunder by giving him aid, if thou eanst.
He belongs to thine own troop."® Undoubtedly this mixing of
the 0ld and modern forms of the personsl pronoun you in the
same speech is bad. Usnally, however, the historical language
is handled with better skill. In Ivanhoe there is a sprink-
ling of such words as gramercy, thee, rere-supper, hath, dsm-
sel, mantelets, arblast, hinds, end gammon. There are just e-
nough of them to give the proper historiesl coloring to the
novel and no more. By thus 3tving'tho impression of antiquity
without obscuring the meaning of the story Scott succeeds in
applying his theory to his own novels.

Hention has, slso, been made of how well the speech in
the novels fits the charascters.® As Scott has characters
ranging from rascals like Calum Beg to heroes like Richard
Coeur-de-Lion and from fools like Wamba to statesmen like the
Duke of Argyle, this was no easy task. Although Scott is pro-
bably better in the homely style of the lower stratum of so- |
eiety, he can also hamdle the grand style of the upper olgaq. f
The conversation between old Margaret Murdockson and the ruf- |
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fian, Levitt, in The Heart of Midlothisn illustrates how well
Sgott could do the homespun speech of his 1ow§r class charsc-
ters.? The simplicity snd naive quality of the language in
the letters Jeanie writes show how completely he could subju-
gate his own personal style. The speech of his aristoorats
is not quite so natursl snd is perhaps a little too fbml;
nevertheless, it is well executed. The conversation between
Queen Berengaria and Richard I in Chapter XVII of The Talisman
or the dialogue between Queen Caroline and the Duke of Argyle
in Chepter XXXVII of The Heart of Midlothien illustrates Just
how well Scott could hahalo the grand style necessary to give
natural speech to his noble oharaotoré. Sometimes, moreover,
the speech sssumes a tragic elevation, as in the dislogue be-
tween Rebecca and Bois-Guilbert in Ivanhoe, Chapter XIXIX.
Here the language is removed, sublimated, from the speech of
daily life. Even in such extreme cases as these the speech
not only fits the character, the mo&,v the situation; it gives
also the impression of naturalness. |

Such drsmatic narrstive in dialogue form plays a large
part in Scott's novels. Whitcomb says that forty per cent of
Zhe Bride of Lammermoor is in dramatie form.® The mechanical
dislogic conmnestives, essential to elearness in complicated
dislogue, Seott hendles well; the reader is never confused as
to who is doing the speaking., The connectives are, however,
monotonous., The frequency of the "said so-and-so's"™ in any

——— e . T W - - - W - o - Wt - -, —— - T —— - € - ——_— - " - -~

1 Chapter XXX
2 Cf. The Study of a Novel, p. 17




~-114-
one passage of dialogue 1n the novels illustrates the lack of
variety. Even Scott himself noted this faet and in Chapter I
of The Bride of Lemmermoor writes of the "everlasting 'said
he's' and "said she's' " of his preceding movels. Aside from
this one mechanical defect, however, the style of the dialogue
in his novels is good.

Summary. Although the eriticism thet with Seott art is
secondary to matter is probebly Justified, and slthough the
style is not always delicately correct or polished, it does
have & certain naturalness, freedom, buoyancy, and strength
in the emotionsl, imaginative, and sesthetiec qualities that
should prevent more thsm a mild condemnation. Carlyle says:

"He is & blind critic who did not recognise here
a certain genisl sunshiny freshness snd pictur-
esqueness; paintings both of soenery and figures,
very graceful, brillient, occasionally full of
grace and glowing brightness blended in the softest
composure; in fact, a deep sincere love of the
beautiful in Nature and Man, snd the readiest
faculty of expressing this by imsgination and by
word. There is an easy master-like ecoherence
throughout, as if it were the free dash of a mas-
ter's hand. It is the Perfection of Extemporan-
eous writing."? ;

In this quotation Cariylo gives sbout as good a summary as oen
be made of Secott's style. Artificially exact and polished it
is not, but that it does possess natursl besuty and rugged
gtrength cannot be denied.
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Y. CONCLUSION

The aim in Chapter II of this study wes to determine
the secepted theory of novel technique. The first seetién
is devoted to the establishment of the novel as a type of
fiction. The opinions of orities and writers as to the pur-
pose of the novel and what materisl, in their estimation,
should be néea to asccomplish that purpose was then discus-
sed. Their opinion upom such struetural problems as the
handling of the plot, the characters, and the setting was
next stated. 1In the last sootion; finally, the opinion of
the authorities upon the style of the novel was considered.
Through the study of these various elements the aceepted the-
ory of novel technigue was determined.

The aim of Chapter III was to find out Scott's concep-
tion of the teschmique of the novel as expressed in his orit-
icel comments., It was found that Seott, like the majority
of authors and eritics, considered the purpose of tho‘nonl
to be the entertsimment of the reader; that he recognized
all the prineipal sources of materisl; that he realized the
importance of plot and kmew how it could he developed effect-
ively; that he understood nearly every means of character de-
lineation and was aware that the characters possessing both
typical and individual traits are the most life-like; that he
knew every funotional purpose the setting ecould be made to
serve; and thaf, finally, he had even formulated someé defin-
ite opinions in regasrd to style. His meny uwions comments
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on all these elements are evidence of his broad kmowledge of
novel technique. ’

The aim of Chepter IV was to determine Seott's spplice-
tion of his knowledge of technigue to his own novels. It was
found here fhat every other purpose in l_z:ls novels is anbérdin-
ated to that of interest; that the material for the novels is
&m from every possible source; that Seott did not always
aprly his full knowledge of the technigue of plot handling,
and os a result, although his plots sre on the whole consis-
tent and dremstie, they suffer from a ioo;mm of structure;
that though most of his charssters are statie, they are por-
trayed by prsctically every means of charscter delineation
and, with few exceptions, are well-balanced as to tn:icai and
individual treits; that he mekes the setting perform most of
the chief funetionsl purposes; and, finally, that his ltilo as
a romantic novelist, while wesk in the intellectusl qualities
appropriste to the modern problem or eritiesl novel, shows ex-
ceptional strength in the emotionsl, imsginative, and sesthet-
ic gualities of style needed to secure his chief end - inter- -
est.

In the light of the findings of this entire study it seems
only fair to econclude, therefore, that Scott knew & great desl
more about the technique of the novel and what is more impor-
tant made a greater application of his knowledge to his owm
novels than he is ordinarily given eredit for having known or
having done. Against his modern erities, then, Scott is his
own best defender.
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