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ABSTRACT e

The Waverley Novels understand the past both as it was
experienced by participants and in relation to the present.
The ability of Walter Scott to recover this double sensgiof
the past——its "pastness" and its presence--is largely
dependent upon his understanding of memory and its narrative -
implicationéﬁ Scott understands memorxy as both a passive
register of expe}ience and an active agent.which. in
conjunction with reason and imagination., allows people to
understénd and order their experience.

For Scott. stﬁdent of the Scottish Enlightenment,
individuals and societies are always in transition from aﬁ old
world to a new. Hé sees this transition as necessary but as
charged with inevitable losses, and his novels generate in
vaxious wdays his sense of the necessary tension between the‘
tﬁb worids. ‘As they dramatize the historical process in its
effects on individuals and cultures, the Waverley Novels
manifest various tensions: a belief in and distrust of
progress; a historicist sense that individuals are shaped by
history and the uniformitarian view that human nature is
always fundamentally the same: a fascination with and regret
for the past, as well as a commitment t¢ the present and the
values of the new order. Throughout. the novels reflect
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Scort's acute éense of the ambiguity‘involved in acknowledging
the.inevitéﬁle gains and losses that are part™@f moving
forward. For Scott. an orientation towards the past_is fatal,
but moving forward is always a difficﬁlt and deliberate choice
whicﬁ;Carries with it a lingering sense of the. lcsses it
entails. Making this choice invelves not so much avoiding the
claims of ﬁhe old world as being engaged by them and then
choosing to forsake them. Memory is vital as a.way to carry
something of the past forward into the future,lbut also as a
way to leave the past behind.

In Waverley, subject of Chapter One., both Edward Waverley
and the readers of the novel learn how to use their memories
to underséand and honour the past and vet to define themselves
against it.rIf Edward‘has always had his sense of the past
mediated by imaginative narrative constructions, the readers
of the novel have generally known history only in terms of
official text€; By activating memory ., Scott takes both his
hero and his readers beyond this textual understanding to
experience histor& as it was experienced by participants, but
he then distances both once again by invoking the power of
imagination. What is required is a usé of Imagination in
conjunétion with memory that will produce a new sense of the
past to enrich but not control the present. ¥

Both imagination and memory have their dangers as
separate poles, and Chapter Two moves to a study of Scotti's
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fascination with the abuses of both. Conventiocnally for his,
place and time, Scott aligns each abuse with a historical
stage of consciousness: the enlightened Egpsciousness 1s prone,
to forsake memory and fely too heavily on its imaginative and
rational powers, whereas the primitive consciousness is prone
to the opposite error, a privileging of memory to the extent
that an orientation to the past dominates all other faculties.
The Bride of Lammermocor and Rob Rovy are the main texts here.
Chapter Three considers Scott's understanding of place,

ranging over wvarious novels from Ivanhoe to The Fair Maid of

gg;;g. His sense of ﬁlace is vital to his sense of history.
Scott's recreation of a place invelves an activity of memory
and imagination analogous to his undefszaﬁéing of how the past
must be dpproached. He uses imagination to rgconstruct places
out of. impressive remembered scenes, so that he achiéveé his
own balance of associafion with the pas§ through memory and
dissociation from the past through imggination.

The bg}ancing of associlation and dissociation has a
generic application, the subject of Chapter Four. Using
memory to establish one's iéentity in relation to the past
enéails acknowledging one's resemblance to the past and one's
difference from it. 1In Scott's Gothic world, exegpiified in

L)
o
St. Ronan's Well, the antihero tries to establish his identity

and that of sociely by separating himself absolutely and, in
effect, trying to curtail the process of continuity by

iii
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perpetuating himself. Redgauntliet shows Scott's exemplary .

romance hero facing the same threat to his ideﬁtity. Darsie
Latimef, hero of this novel, must use his memory to establish
his identity as both continuous with the past- and independent
“from it. '

Chapter Five considers the narrative implications of
memory for Scott more explicitly. .Throughout his novelistic
career, .Scott 1s engaged in his own ongoing struggle to define
his_identity in relation to the past. DBecause this self-
definition is undertaken through his narrative, the struggle
is dramatized as a struggle with his material and his readers.
As a novelist. Sc&tt tr&es to honour the ¢laims of the past by
reviving the vbices‘of storytellers and yet to make the past
comérehensible to ;;aders of the new world by submitting these
;oices to the form of written.narrative. By reanimating the
.voices of storytellers in his novels, he tries to maintain the
sense of telling and listening thHat is esgential Eo his sense

of the past.
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Memory. tho a secondary. is the soul of time
& life _the principal but its shadow—
John Clare,
Natural Historv Prose Writinas
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BIBLIOGRAPHICAL NOTE

In the absence of a standard scholarly edition of Scott's
novels., there is no common method of citation; All quotations
are drawn from the Border Edition (48 vols. Ed. Andrew Lang.
Londeon, 1892-94). To facilitate reference, I cite the
chapters as consecutively numbered -in most modern editions,
foliowed by page number. Ail citations are incorporated

parenthetically. in the text.
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INTRODUCTION

In his seminal study of the historical novel, Georg
Lukacs argued that Walter Scott was the exemplary historical
novelist because his novels not only reanimate the past in its
own terms but also present it as the "prehistory of the
present' (53). Scott's-ability to convey this double sense of
the past depends on his understanding of the complex nature of
memory and of its narrative implications. In various ways,
the Waverley Novels grow out of and explore the rela;ionship
of memory and narrative, and that relationship is the focus of
this study of Scott's fiction.

Scott's sense of the integral relationship of memory and
narrative originates with his early exposure to oral
tradition. When he was sent as a child from his home in
Edinburgh to live with relatives in the border country, he
found himself in another world at once continuous with the
world he Knew and completely removed from it. Here he began
to hear stories of yet, another world, the Scottish past of
traditional history and legend, told to him by impressive
persons who were conversant both with him and with a
mysterious, remote world. As he listened to these stories,
the young Walter Scott became a part of the chain of oral
tradition whereby stories are drawn from the memory of the

teller and transmitted to the memory of the listener. It was
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through these stories that Scott received his deepest
impression of history, an impression which came to him in this
profoundly personal and imaginatively coloured way via words

1
that gave voice to memories. And from this early impression

emerge, in a sense, the ﬂjstorical novels as narrative acts,
for they are written not so much to convey history as ﬁo
recreate a senée of the past and to keep alive the tfad;tion
of storytelling and transmission, thereby maintaining the '
sense of continuity between past and present.

"Scott's early sense of history and understanding of
memory were strengthened and lent a certain intellectual
structure in adolescence-through his exposure to the
Enlightenment view of history. human nature, and society by
teachers at the University of Edinburgh such as Dugald Stewart
and Alexander Fraser Tytler.2 A central tenet of the Scottish
Enlightenment was.that societies developed through fime
according to a series of predictable stages. always moving
towards a higher level of civilization but also always
struggling against the ever more sophisticated forms of moral
degeneracy that accompanied that very progre’ss.3 The
.paradoxes and tensions of this model would enter into the
Waverley Novels., as would the Enlightenment sense that
individual identity is rooted in social identity., that self
ahd society are'interdependent and mutually established in the

context of one's understanding of one's personal and social

past. Scott's novels dramatize the historical process as it

-



affects individuals and cultures caught up in its inexorable
movement, negotiating the conflicting claims of the old worlq
and the new and constantly struggling to maintéin the tension
between the two. As has often been noted, his fiction turns
on tension and on what Scott liked to call "contrast.“4 This
contrast is usually a matter of contest as the novels deploy
opposing principles and views: & belief in and distrust of
progress; a historicist sense that individuals are shaped by
history and-a uniformitarian belief that human nature is
alwafs fundamentally the same; a fascination with and régret
for the past: as well as a commitment to the present and the
values of the new order. As a whole, the‘Waverley Novels
reflect Scott's acute sense of the émbigﬁity involved in
acknowledging the inevitable gains and losses that are part‘of
moving forward. For him, an orientation towards the past 1is
fatal. but moving forward is always a difficult and deliberate
‘choice which carries with it a lingering sense of the losses
it entails. Making this choice»always involves an engagement
with the claims of the old world and then a decision to )
forsake them. In the difficult process of negotiating the 4
claims of past, present, and future, memory 1is vital as a way
to carry something of the past forward into the future, but
also as a way to leave the past behind.

In both the traditional and the modern worid of Scott's

experience, memory is central to one's abllity to live. For

the traditional culture that is oriented towards the past,
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memory is the source of knowledge and the means whereby iflis
retained and passed on. In her landmark study of the history
of memory, Frances Yates demonstrates how ;he emergence of
scientific rationalism in the seventeenth century and the
movement away from the traditicnal understanding of the world
brOugﬁt with them an important change -in the understandinq of
memory. A%t this point, she argues, memory gave way {0 reason
as an agent of cognition énd began to be seen more as an aid
to knowledge than as its source (Yates 368-9}. Yates's
analysis alsc demonstrates, however., that despite this
fundamental shift there is a remarkable consistency in the
understanding of memory from the old world to the new.
Two major characteristics of memory éontinue to be |
acknowledged throughout the ages and both are important to the
.Waverley Novels. One is.the physical. visual orientation that
makes memory the faculty that mediafes between the sensuous
and the intellectual, using concrete shapes to retain and
order more abstract ideas. The other 1s its dual nature as
both a passive register of experience and an active agent that
can be trained and deployed to order and evaluate experience.5
While the importance of memory to traditional, oral
societies is apparent and has received a great deal of recent
attention, 1ts significance for modern, literate, and
rationalist societies has been less discussed.6 To the:
Scottish Enlightenment in particular, ﬁith its'empirical and

Lockean roots, memory is c¢rucial. For both Locke and Hume,



memory is,. as Hume puts it, "the sou}ce of personal identity”
because it discloses “that chain of causes and effects, which
constitute our self or person” (Hume IV,vi; cf. Locke II1.27).
To empirical philosophers who believe in progress, memory has
an added importance because it records the iﬁpreésions that
allow one to compare one's present sélf and circumstances to
one's past, and it regig;ers one's experience; only as the
memory records experience and notes how oge‘s present
experience resembles and differs from one's past experience is
a person able to understand and respond to the effects of
.moving through time and thereby gain a sense of c¢ne's
progress. Dugald Stewart, whose lectures on moral philésopgy

Scott followed, takes the importanée of memory as a basic

tenet for his Elements of the Philosophy of the Euman Mind:

memory, he writes, is "ohviously the great foundatiop of all
intellectual improvement, and without which no advantage could
be derived from the most enlarged experience" (213). Stewart
and his Enlightenment sources also explicitly distinguished
between the passive and active faculﬁy of memory. In the

celebrated Institutes cf Moral Philoscphy. for examplie, Adam

Ferguson distinguishes between the "casual" faculty of memory,
whereby things "by any connection of their own, recur to the
mind" and the "intentional'" faculty of-memory. whereby "the
mind, from design, recalls any subject or thought” (59). In a
similar vein, Dugald Stewart discuéses the memory as both

involuntary and "willed" (213). For both Ferguson and



Stewart, there are two kinds of memory: a non-rational memory
dependent on the intuitive.associa{ion of ideas:; and a
rational memory dependent on conscious attention. Both kinds
are fundamental attributes of the human mind because attention
and the association of ideas. as Stewart states, are "two
principles of our nature" (213). |

For Walter Scott, student of the Scottish philosophers
and champion of traditional culture,-memory is the most
important and intriguingﬂfachlfy. and his novels work with
botﬁ the t{aditional rcle of memory as primary source of
knowledge and the more modern.view of its constructing and
ordering power. Giving Scoft access to the world and mind of
the more vital past. memory is part of that world and its way
of thinking and living. At the same time, it stands as a
rationﬁ& faculty in the present through which one registers
continuity and discontinuity and hence works out &
relationship to the past. On the one hand, Scott understands

memory as what Chrystal Croftangry of Chronicies of the

Canongate calils a "storehouse" where the empirical. sensuous
data of experience are recorded "involuntarily." On the other
hand, memory aiso has for Scott what Ferguson calls an
“intentional” faculty whereby the recorded data become
activated by a "voluntary" process. As this term suggests,
voluntary memory involves the will as well as its attendaﬁt
faculties: reason, understanding, and imaginatien.

Activating this second. rational faculty of memory 1is a



.sign of one's movement away from the o;d world., both in the
sense that one is thereby taking active. rat%onal control of
one's impression of the past and in the s;nse that this
voluntary facuity is unavailable to the primitive
consciousness: Scott's narrative recovery of the past entails
creating an impression of the old world, so that the world
where the involuntary memory is the predominant faeulty makes
a vivid impression on the involuntary memories of readers.
But nis "poetic awakening" (Lukacs 42) of the‘ﬁést age also
involves activating the voluntary memories of readers to show
how one can arrive at a rational as well as sympathetic _
understanding of the past. The Waverley Novels demonstrate
how one can at once aséociéte with the past. affirming its
continuity with the present, and dissociate oneself from the
past. declaring one's freedom from it in tbe present. The
process of working out this relationship involves, not
abandoning the storehouse of memory. but activating it by the
coordinated effort of reason and imagination.

My study begins with Scott's first novel, Waverley. Its
young hero, in whom imagination is the "predominant faculty"
(4:27), is taken out.of his private romance world into the
public and real world where history is being made. In the
process of wgrking out his relationship te both public and
private worlds, Edward Waverley must work out 2 relationship
to time. a relationship in which memory (in beth its wvoluntary

and involuntary modes) 1s central. Prompted by his



involuntary memory, Waverley learns to realize his experienge
by learning to activate his voluntary memory, first to reflect
upon and gain perspective on his personal experience so that
it is ordered. no? by imagination. but by‘reason in
conjunction with memory, and then to gain a rational
understanding of the'public, social events in which he has
been involved. As Scott's hero becomes caught up in history
and then uses his memory to order and understand his recent
past experiengesgﬁd its historical context, so his readers in
an aﬁglogous fashion learn to use their memories, first to
particip&le in the past that Waverley is libing and then to
order and understand history with a syﬁpathetic and rationatl
understanding. Both Waverley and the readérs of the novel
begin as spectators‘Bf history equipped only with a textual,
narrative understanding of it:; become engaged in it by-a
process that simulates the\hccumulating work of the
involuntary memory and alliows them to invest their narrative
understanding with a sense of real experience; and finally
come to &ctivate the voluntary memory which, in_conjunction
with reason and imagination, allows them a perspeqtive from
which t¢ relate to the past. Scott allows Waverley te take up
his place as a responsible private citizen of the new world"by
learning to balance the boﬁér of his imagination with the
rational exercise of his memory. Both he and his readers are

taught to use their memories to narrate their experience of

history in a way that invests it with a sense of significance.
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But sucﬁ a balﬁncing is not always permitted in Scott'%
novels. On the one hand lies the danger of the excessive
predominance of the imagination from which Edward Waverlé; is
saved: on the other, there lies the opposite danger of the
excessive pfedominace of the memory to which characters of the

old world {notably Fergus and Flora MacIvor in Waverlev) fall

.vicfim. These two extremes are the source of unending
fascination for Sbott. and. he explores their implications
throughout his career. Out of this exploration emerges .a
vivid sense of Scott's view of the two modes of consciousness
that characterize membefship in the two worldé: the primitive
consciousnesé of thé gld world and the enlightened
consciousness of the new. Far from seeing these as a simple
dualism, the Waverley Novels work with a complex sense of
their interaction both within and between different cultures
and within and between individuals. Chapter Two then looks at

these two worlds and the forces at work within them. Edgar

Ravenswood of The Bride of Lammermoor is Scott's exemplary

tragic 55?0, assaulted from without by conflicting forces
pulling him at once towards the cld ﬁeudal world of his father
and the new world of the petiy Dbourgeoisie. EIven more
important, he is besieged from wjthin by conflicting
attractions to both these worlds so that his own feelings and
faculfies, internally divided, help to sabotage him. In the
primitive consciousness, as exemplified in Ravenswood, the '

involuntary mémory, which works outside the jurisdiction of

’
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the rational faculties, is predominant. The primitive mind
sees time as a cyclic process working accordipg to a pattern
of repetition and recurrence that is dependent upon memory as

the storehouse of the past. The past is the ideal world, and

the present is meant to imitate it. The involuntary memory is
the crucial agent for replaying the past and, in a curious.
way, turning the future back to the past. But at the same
time that he feels and accedes to the primitive power of.
involuntary memory, Ravenswood is trying to join the
enlightened world in which time moves forward and history is
an ongoing process by which individuals exercise their
rational faculties to shape the future according to a new
pattern not fixed by the past. Ravenswood suffers a_tragic
death because. unable to free himself from the past. he is
overwhelmed by this historical process.

The enlightened consciousness is embattled in 1ts own
way, as Scott dramatizes in an exemplary men of the
Enlightenment., Frank Osbaldistone, hero of Rob Roy. Like
Edward Waverley, Frank as a young man is in the thrall of
imagination., and he has to be led to use his memory in order
to come to a rational understanding of his personal life and
of his family and social heritage. While Frank does move from
an irresponsibly romantic and aesthetic view of the world to a
more rationally responsible stance, however, his memorf never
comes fully under the control of his reason. Instead it

continues to replay past horrors and mysteries that remain
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s£0red in his subconscious. These igtent fears are readily
activated py the chaotic¢, anarchic pdwer generated by a
conspiracy of memory and imagination. Despite Frank's
enlightened view, his memory does replay his exﬁeriences, and
the future does revert to the past. Frank's experience
suggests that achieving the rational balance of intellectual
faculties that Waverley was permitted is an ongoing struggie
involving a complex and ambiguous achievement of as many
losses as gains. For Both the primitive and the enlightened
consciousness, memory is a féculty whose power must constantly
be held in check.

The primitive and enlightened modes of consciousness
involve not only different views of time but also different
views of place, and place is the subject of Chapter Three of
the study. For the primitive mentality., the impression
received from a landscape is itself the dominant power that
determines the shape of one's world in the present and in the
future: place controis f{ime. But this weakness of the
primitive mind is matched by an equally dangerous weakness of
the enlightened mind, which can override the impression of a
landscépe and reshape 1t according to an idea that is a mental
construct for the future rather than an ideal that derives
from the past. The enlightened consciousness can destroy the
world in the name of progress.if the onslaught of time is
allowed absolute control over place. But it is possible,

Scott suggests. Eoth to receive the impression of a place
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«without allowing it to taﬁe control:of one's perception and to
reshabe the impression in a way that does not desfroy the
place and may even restore it. While ackowledging the
necessity of progress, Scott also advocates the Kind of
cultivation that responds to, rather than simply imposes upon,
the land and tﬁe world. In an analogous fashion, his
narratives recover but also reshape the places where the past
was lived., so that they do not simply repeat the past or take
an i@gression from it but rat@er interpret it and transform it
into:a sﬁape that gives way to and thereby lives within the
present and the future. \

The failure to gerform this kind of rational. imaginatiwve
exercise is the downfalliof the gld world, which is dominated
bf the cyclic patterns of repetition and recurrence. It Is
also the haunting fear of the enlightened world, whose ‘
privileging of rationality has invested the forces §f
irrationality with a peculiar fascination. Chapter Four looks
at how Scott further’explores the implications of the
primitive view and its opposite by dramatizing the generic
opposition of romance and the Gothic. In this sfruggle. it is
the shape of social and individual identity that is at stake.
The Gothic world is dominated by .the regressive, anarchic -
enerqgy of self-pérpetuation that resists the natural process
by which the old give way to the young. The Gothic spirit
subverts this process in both the c¢yclic form it takes in the

Y .

0old world and the linear form it takes in the new. It ftwists
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the traditional view of the world into an insidious obsession
with repetition of the self. Far from accepting an impression
of the world. the Goﬁhic spirit attempts to absorb the world
inﬁ&ritself so that the worlid becomes nothing but a projection
of itself. Rather than thinking in terms of transforming the
world either according to an ideal of the old world or an idea
of the néw world. the Gothic mind remakes the world in its own
private image. It seeks to suspend the natural processes of
life and thereby to stop time, and, refusing the perspective
either of memory or of prospect. it tries to perpetuate a
timeless present. Rather than seeking either to model the
world according te the past or to make a new world derived
from, but independent of. that world. the Gothic hero seeks to
make a worid that i1s completely identical with himself. In
other words, he wants to make his menta; world replace the
real world, a perversion that results when imagination holds
absolute sway and mehory. the faculty that assumes a
distinction between oneself and the world. is replaced by the
Gothic vision of perpetual self-repetition and the
identification of world and self.

In St. Ronan's Well Scott dramatizes the mutual

destruction of self and society that is the conseguence of the

Gothic view ¢f the world. Redgauntlet, by contrast, typifies

Scott's romance world, where memory helps to regulate the
relationship between the self and the world and to ensure that

it is not one of identification. It is possible to see the
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resemblance between oneself and the old order. and between
oneself and potential rivals and yet to choose neither to
repeat the old order nor merely to perpetuate oneself. 1In

exemplary fashion, the two heros of Redgauntlet defer to one

another, and in the process they take the novel beyond both
the Gothic and the romance genres to signél the‘regeﬁerative
newness of a progressing societ§ an& a progfesSive genre.

As Scott's novels dramatize in these various ways the
processes by which in@ividuals and cul%ures negotiate the
claims of the old world and the new, they establish the
centrality of memory in producing a synthesis of the two -
worlds. Chapter Five explores the narrative implications of
memory more explicitly, concentrating on the narrativé frames
and analyzing the synthesis that Scott's own narrative
endeavours achieve. Scott's frames (and the Waverley Novels
és a whole) turn on the tension between the oral and the
written; and Scott's kind of historical novel can be
under-tood 2s an attempt to mediate the modes of memory
charactaristic of each of these forms of recording experience.
This tension between the sral and the written is dramatized in
a generic struggle between the ancient, traditicnal form of
story and the modern, conventional form of novel, g—drama
characteristﬁcally enacted by the Waverley Novelé as a compliex
opposition between the novel proper and the framing structure.
Typically. the narrative frames are filled wfth voices

contesting the formal resolution of the narrative. Through
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these frames, Scott tries to keep alive the voices of -the past
that are the source of his_stories; at the same time, his
novels try to contain and order these voices in the form of
narrative. Scott's own endeavour here.is thus angldgous to
the wO{king of memory explored inthis no;els. and he
draﬁatizes his authorial struggle by bringing hi§ oral source
material to fictionalnlife, allowing it to demonstrate through
its own liveliness the impossibility of ever really submitting
it to written, ordered form. By consciously containing most
of his.novels in narrative frames that reﬁind readers of the
enforced ordering of_the material. he keeps alive its pre-
narrated life. Moreover, the frames themselves, as the
chapter illustrates, form a narrative of Scott's struggle as a
writer to negotiate the claims of the old world and the new.
In a self-conscious dialogue with his readers. the Author of
Waverley both decries the duplicitous business of novel-
writing and declares the necessity for just such a narration

N,

of stories.

Late iﬁ'his-caréer. Scoét urns to the genre of chronicle
and achieQes in it a.certein resolution ™ the narrative
guestions he has been posing. His move to chronicle in the

Chronicles cf the Canongate has not received much critical

notice, but it is definitive of the task his historical novel
has setl itself. As a genre, chronicle is peculiarly suited to
a fiction that is always trying at once to write and to

"unwrite" history in order to disclose its pre-narrative
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voice. A discontinuous form, chronicle resists the closure and
containment of history as a form of writing. and Scott
exploits its discontinuities to transcribe the stories of
culﬁural loss in his Chronicles. Representing the clash
bgtween-ﬁhe official. written version of history and the
unofficial. spoKken version of traditional culture., the
chronicle as used by Scott effects the resolution of these
opposing modes of memory because it tells of.the transition of

an oral into a written culture. of story into history.



CHAPTER ONE

The Education of Memory: Waverlevy

Beginning in Waverlev, Scott the novelist sets himself
“the task of tracing the evanescent manners'" of the
traditional culture of Scetland. for "there is no European
nation which, within the course of half a century or little
more, has undergone so complete a change as the little kingdom
of Scotland” (72:363). Conscious of the completeness of this
change. he wanis readers to be "aware of the progress we have
made" but also of the loss that this progress has entailed;
and his novel is meant to help focus this change for the "we"
who "fix our eye on theqnow distant point from which we have
been drifted” (72:364).- Scott does not try simply to
memorizalize the differgnce of the ancient culture or
figuratively to bring this “distant point” closer by enhancing
the affinities between past and present. Instead he compels
his herc and bhallenges his readers to become active in the
process by which "we have been drifted"—-passive for all our
progress——by the movement of time.2

In Waver1e§ Scott sets his notoriocusly passive hero to

o
work out nis relationship to time: he must learn to set his
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private time according to the public time of history.

Simultaneouslyr.Scétt sets his readers the congruent task of
working out a relatiénéhip to time through their reading of
: Although the history that is the

Waverley and of‘its-hero.
novel's subject is past history for the reader and -
contemporary history for Waverley,. both character and reader
confront this history as public time. a sphere tha£.is
distinct from. yet related to, the private time of individual
experience. While for Edward Waverley, individuzal, private
t;ﬁe is reset according to the public time of history. for the
readers of his_std?y the adjustment works in the opposite
direction, a resetting of t?e sense of the public time of
history according to the private time of inaividuals. While
Waverley moves from his experienée to an understanding of
history and ¢f his place in history,., readers move from their
accustomed perception of history as inscribed event (or text)
to an underszanding of the experiences cut of which history
has emerged.. For both Wawverley and the reader. this changed
perspective is accomplished in the process by which memory
changes the relationship between self and time.

Underlying Scott's understanding of the process of memory
are two related distinctions: a distinction between two kinds
of memory (voluntary versus iﬁvoluntary) and & distinction
between two Kinds of time (real vérsus narrative). Although

the two kinds of memory are not actually differentiated until

Chronicles of the Cancngate (1827) and the two kinds of time

4
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are never explicitly differentiated. both distinctions are
implicit from the beginning of the Waverley Novels. In
Waverley the hero comes to understand what Scott in this novel
calls "real time" and learns to distinguish it from what I
will call "narrative time." Waverley's ability to make this
distinction is linked to his learning to respond to his
involuntary memory and to recognize its distinction from his
voluntary memory. It is the latter that may then be activated
to narrate his time.

Scott introduces the concept of "real time” ver? late in
the novel as a rather transparent glioss on the hero's
realistic chastening. In Chapter 70 readers are'informed that
"considerably more than two months" ¢f "real time" elapse
before Waverley's wedding, a delaying of the conventionally
roﬁantic conclusion of his story. This "real time"” obstructs
Dby wvirtue of being "occupied™ by "law proceedings"” and the
tedious inconveniences of travel (70:348). Real time modifies
the romantic passion and the romantic resolution, reflecting
the overall movement of the novel towards moderation and
cpmpromise. By its very existence. real time intrudes beitween
the her¢'s desire and iﬁs satisfaction, disrupting their
conventionally romantic congruence. If the "important
matters” that delay the marriage are not important enough to
delay the narrative, the narretor reminds us that they are,
nevértheless, unavoidable in real time, indifferent to "all

the urgency which Waverley could use." "These important
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matters."” the narrator notes; ‘‘nay be briefly told in
narrative" (70:348), and they are so told,. oécupying little
narrative time. But Scott refuses to allow the narrative time
they mav take to replace or obscure the real time they do
take. TFor the eager bridegroom, the fact that the delay may
be so briefly told provides no consoiation as he endures the
real time of waiting. Tor readers. the negative correlation
of our reading time and Waverley's real time is a reminder
that what is narrative time to us 1s unrelenting real time to
him. Scott's deliberate drawing of attention here to the two
kinds of time. a conventional technique of eighteenth-century
novels, takes on a special pertinence in a historical nowvel
which necessarily confronts more literally the.problem of th}wé
transformation of experiential time intoc narration. And since
readers of Waverlev have been madetsggre of themselves as
ﬁistorical beings, located in time as historical change., the
disjunction here between real time and narrative time
implicitly locates the reader's own real time within
potentially narrative time and suggests that our "important
matters" may alisc turn out to be simply dead time for
narrative. |
For both Waverley and the reader, Scoitt implies. time is
availabkle in real terms and in narrative {terms. Like
Waverley. the reader lives real! time, fraught as it is with
the rigours and the tedlum of mortality. Simply by virtue of

consciousness, however, human beings not only live but also

arv
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tell real time. To narrate one's time--to turn real time into
narrative time—-—one invokes the memory and the imagination:
memory because narrating reguires the perspective that makes
present experience past, and imagination because narrating
entails the ordering that turns experience into a verbal
structure. Narrative time is the medium in which experience
takes the form of a story. necessarily of the past and
necessarily fictional. And it is in terms of narrative time
that one 'reads" the public time of history and the private
time of memory and then incorporates the two;

In discussing the narration of history. Hayden White-
states that it 1s in historiography that "our desire for the
imaginary, the possible, ‘must contest with the imperatives of
the real, the actual.” Because "narrative becomes a procblem
only when we wish to give teo real events the form of a story."
he says. historiography best exemplifies the‘brocess in which
"narration and nérrativity [function] as the instruments by
which the conflicting claims of the imaginary and the real are
mediated, arbitrated. or resolved in a discourse" (White 8).
Cne might further coﬁ%end that since individual, private
time is always "to some extent contipgent upon public time and
because the individual does take & narrative stance towards
his or her experience. the individual produces a “"discourse"
of his or her time by a parallel process of narration. This
personal narrative mediates, arbitrates, or resoives the

conflicting claims ©of one's own imagination and reality.
’ -~
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One's personal ﬁarrative also negotiates, however, the
conflicting claims whose negotiation produces one's
understanding of the official story that is read as history.
This text of public, social narrative time provides the
context for private, individual narrative time.

Although inherently fictional.fnarrative time——public and
private——can be authentic or false depending on its relation
to real time. Insofar as narrative time takes real ;ime into
account, it achieves consequentiality by at once’
substantiating its own narrative structure and ordering the
otherwise amorphous material of -experience (real time). At
hoth a public and a private level, achieving conseguential
narrative time inveolves activating and properly coordinating
the faculties of consciousness., a process that*Waveqley
underg;es in the course of the novel. Scott makes this
process gquite exﬁlicit ﬁowards the end of his career in the
very self-conscious narrator of the Chronicles of the
Canongate. Here the archetypal storyteller Chrystal
Croftangry describes the gradual awakening of consciousness
that allows him to narrate his time, time that had been lost
because it had been unpossessed and therefore incenseguential,

Croftangry writes - 'that, prompted by the sight of foreign

lands. he turned "inwards., and ransacked the neglected stores

which my memory had involiuntarily recorded." What had been
experienced only in terms of real, unconscious time and seen

only "with the eyes indeed of my body.," now becomes “"visible

~—d
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before the eyes of my imagination... [and] my understanding."
His involuntary memory. "when'excited." is converted into the
voluntary activity that employs the understanding and the .
imagination "to collect and to complete"” the otherwise
amorphous and dormant data of real-time experience to produce
a consegquential narrative time (2:26}. At both a public and a
private level, this process can be impeded or aborted in two
major ways, opposite in kind but curiously similar in.effect,.l
As is so well exemplified in Chrystal Croftangry, self-styled
prodigal son. the sheer embirical. sensuous material of
experilence éqg have power enough to dull the workings of
imagination and understanding. Edward Waverley exemplifies
.the opposite error that produces a like inconsequentiality:
his imaginative powers are so highly devéloped that real time
is falsified and the understanding is subverted. .In the
course of the novel, he must learn not only how to appreciaté
real time but also how to narrate his time authentically, that
is, in a way that takes real time into account.

4

Waverley may be seen as a characteristically realist hero
who must undergo "the demystification., or education of
S
illusions,"” as Edward Said puts it (61). But Scott takes

pains in the eariy chapters of the novel to make clear that

Waverley is peculiarly handicapped in undergoing this ordeal.
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Aé a child his experience of real time 1is fragmented by his
being subject to "a sort of tacit compromise" by which his
time is aivided between the two diametrically opposed worids
of his father and his uncle. BecPuse his education is ’
"regulated alternately by .the taste andlgbinions of his uncle
and of ﬁis‘fathef” {2:17), Waverley's éﬁperience is rendered _
cufiously iggubstantial. as the real. time spent in one
-/ﬁogsehold‘ié systematically negated in the other.

Under these circumstances, the boy not only learns but also
virtually imbibes a radical sort of neutralipy of spirit.
#ﬁich deprives him of a footiﬁg——a peoint of view-—from which
to narrate his time. Thus divided between two worlds and
accountable to neither, with neither accountable for him,
Waverley undergoes an ecucation that is notably misguided or
unguided because of the "relaxation of authority” which
characterizes his upbringing (3:19). And. as & conseguence of
the "desultory style of his studies," he emerges without "any
fixed politicel opinion to plice in opposition” to the
emotional forces he later confrpnts (4.:25).6

In his studies, Waverley follows the pattern'that he
learns in his life, moving at will from one work to another in
order to avoid effeort and engagement. Although his faulty
education serves as & kind of metonymy for his faulty
upbringing, Scotit mekes clear that it also has a substantial

significance ¢of its own. "Alas!! sighs the narrater in

Chapter 5,
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while he waé thus permitted EB‘read oniy for the
gratification of:his amusement, he foresaw not that he
was losing forever the opﬁbrtunity_of acquiring habits
of firm and assiduous application, of gaining the art of
controlling. directing, and concentrating the powers of
his mind for earnest investigation,--an art far more
essential than even that intimate acquaintance with
classical learning which is the primary object of study.

(3:20)

Because he does not learn to read well, Waverley is without
the habits of mind which would-enable him to read or interpret
his experience wisely and to narrate his time appropriately.

-

This disability manifests itself, not surprisingly. in a
confusion between life and literature and in inappropriate
modes of narration. A romantic youth naturally has a penchant
for "romantic literature." and his imagination. predictably.
constitutes 'the predominant faculty of his mind." But
Waverley 1s also betrayed by the dangerous confusion that
results from the intermingling of memory and imaginatiocn. His
imagination is fed not only by his own "memory of uncommﬁn
tenacityh but also by his uncle's memory of "family tradition
and genealogical history"” and his aunt's romantic nostalgia
for family glory (3:23.4:27). Vaguely remembered family
"legends" excite "fancies" that call for clandestine re-

enactment in an "ideal weorld” (4:29,30). We are told in +his

AL Y
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chapter that Waverley reads French memoirs that can be taken
for romances and romances that can be taken for memoirs. Such
texts both literally foster and metaphorically underline
Waverley's more profound generic confusicn of memory and
imagination. With imagination predeminant and memory giving
to it an ostensible seal of reality. the hero stands in need
of the realist "demystification of illusions."™ DBut, the
narrator guickly warns, Waverley is no Don Quixote: rather. he
is subject to "that more common aberration from sound
judgement which apprehends occurrences indeed in their
reality. But communicates to them a tincture of its own
romantic tone and colouring™ (5:32).

Waverley emerges from his upbringing and education
‘without having learned the use and significance of time. On
the one hand, his experiential, real time 1s falsified by his
unaccountability: because he .never has to account to any
authority for his time, it is not subject to the "imperatives
of the real"” and it is therefore not itself real. On the
other hand, the time that is for him subject to narration 1is
the time spept in the "ideal world." time which the
imagination narrates in terms of romance. His time never
achieves the consegquentiality that results from struggling to
reconcile the conflicting claims'of imaginative desire and a
given reality becéﬁse reality is never imperative to him and
there is therefore no conflict. Desire, without any rezl

imperatives to define it, dictates a false, inconsequential
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narrative. Anq. separated like this. both kinds of time are
unreal. Waverley ventureé into the world. then, without ever
having been faced witk that "problem” that Hayden White
identifies as commensurate with & wish "to give to real events
the form-of story.” And he is further handicapped in learning
to narrate real time by the resemblance of the‘“real world"
into which hg ventures td the "ideal world" éf his
imagination./ In one world, as in the other, real events seem
to take the form of story on their own. producing a false
congruenée of real time and narrative time that Eurther
militates agaiﬁst their being properly related.

The dangers of Waverley's irresponsible education become
manifest when he sets ocut from home, in that the geograph{cal
and epistemological journey he then begins follows the pattern
established by his course of reading. Quig¢kly becoming
disenchanted with a military role that requires him to "judge
of distance or space"” (7:57) in the real world instead of
sponsoring his fancied heroism in that ideal world of his
imagination. Waverley moves on to the more promising terrain'
¢f more isolated payts of Scotland. Taking one generational
step back. he first visits a friénd of his uncle's youth.

Here he moves, as he did at home, from his unc%e's memo;ies
into the land of legends. In Rose Bradwardin;, Waverley is
astonished-to find himself talking with someone whose
experience in real time correspgnds to his experience in the

purely narrative time ¢f "day-dreams"” and '"ancient times."
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Instead of appreciatiné Rose's expériences in terms of real
time, however, Waverley can see them only in terms of the
narrative time they %tell to him. He responds like a reader of
romance with "the impulse of curiosity. and that slight sense
of danger which only serves.to heighten its'interest”
(15:136). DBecause "it seemed like a dream to Waverley"
(15:137) that the viclence of the Highland clans should occupy
real rather than narrative time. he becomes involwved like one
in a dream. and only gradually awakens to the sobering truth
that mistaking real timg for narrative time can be & matter of
life and death.

" Like one in a dream, Waverley is drawn deeper and deeper
into'an unknown world as he moves farther and farther intq thg
Highlands.8 Journeys within journeys enact his deepening _
entanglement in circumstances and events béyénd his control.
All his comings and goings serve merely to reinforce his
helﬁless immobility, and all éhe activity me:e1§ t¢ ratify his
neutrality of spirit into a confirmed passiQity. This =4
passivity that haé‘thé air of éctivity is dramatized
forcefully when his injury places him in very much a dream-
like state: wounded, blind, and\unconscious, he is carried
about in én unknewn place by unknown beings, who could be
tnemies disguised as friends or friends disguised as enemies.
This incident could serve as a metaphor for the paradox that

defines Waverley's situation: any action he takes is negated

or inverted by his ignorance of or removal from its context.
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Because he is torn between conflicting loyalties and has no

_— -

o

real understanding of the 1ssues on either side, the éaradox
of his situation undercuts his every action: he is arrested as
. !

a traitor when he is on his way back to his post. and he is

rescued by those from whom he is trying to escape. All his

_actions are ineffectual because they are always untimely and

ill=informed. He is victimized by time both as the monolithic
force of official history. in whose hands he is a pawn, and as
the random medium of mundane social life, as wheg he suffers
because of delayed and wayléid letters and newspapers. His
ignorance and absence then allow for interpretations that
condemn as treachery what really is simply bad timing.

But it is oﬂly when the time and space that separate an
action and 1ts context (or consequences) are used to produce a
false interpretation that Waverley begins to appreciate the
difference between real time and narrative time. And only

then. when he {inds himself falsely written into the

-

narratives of others-—characterized as a traitor and a g

parricide in letters and newspaper articles, for exampleqrdoes

he begin to feel impelled to narrate his own time. But %o

" become the narrater of one's own story at this late date-—and.

more important, 1in the middle of an ongoing story--proves
impossible. There is no such thing asa simpie personal
narrative, Waverley learns., as even his own narratives betray
him. Written as they are from a false position, his letters

i
renouncing his commission, sent under Fergus MaclIvor's
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auspices and delivered by hilis messenger. are an impetuous
expression of a sense of personal outrage., and they serve
merely to ratify a-false position. Ewven more incriminating.
his stolen seal is being used to authorize the false
narratives of others. Then he is arrested on his way to
‘correct false reports, and his story becoﬁes the subject of
the two conflicting interpretations of the stern Major
Melville and the more sympathetic Mr. Morton.10 He 1is
complicit in this ambiguity since he still sees himself as a
hero in a romantic narrative, a §elf—be€rayal that is

&

ironically represented in his being incriminated by Flora's

-

~

poem about the romantic hero Wogan. which he sentimentally
carries with him. All these narratives underline Waverley's
naive inability to *interpret his experience., as he is overcome
under Melville's scrutiny by seeing "circumsiances of truth”
becomehthe context for "gross falsehoods" and himself "become
involuntarily the confidant, at least. if not the accomplice.™
cf plans which he would never voluntarily support
(31:20,27:253).

Significantly, Waverley cannot recognize and begin to
rectify the falseness of his position until-he.materially
inhabits it and finds himself liﬁerally clothed in & garb that

13
is net his own. Once more carried passively back into the
High}and ranks and then "personally solicited for assistance”

-~ . Lx} . . L1}
by a prince who "answered his ideas of a hero of romance,

Waverley is virtually compelled by circumstances {and
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certainly by Scott) to enact the role he must ultimately
reject (40:85). Once again, real time and narrative time seem
to converge as real events take the form of story. TFace to
faéé with & prince and caught up in the emotion ¢f the moment,
WaQerley is again without the perspective required to narrate
real time. As real time and narrative time are compressed
together in this single climactic moment. experience and story
become as one for him., "The time.," says the narratoer, -
“"admitted of no deliberation” (40:86). There is no time for
choice when there is no'differentiation between time-as-
experienced (real time) and time-as-told (narrative time).

In this moment when Waverley meets the Prince and commits
himself to his cause., the public time of history and the
private time of Waverley's persocnal life also converge. A
real historical prince becomes a figure in his personal life,
and for the first time, Waverley begins dimly to sense the
historical realitylin which he is involved. Although this
moment disallows reflection. it is only once he has used this
moment to take a side in the conflict (and thus make his real

time count) that he gains a foothold that allows him the

'

erspective necessary to have a choice. In choosing a side,
Waverley gains the point of view that he needs in order to
narrate his “ime. Significently, it is only when he is '"on
side” that he begins to gain some understanding of his
experience. This process starts in the very next chapter,

"The Mystery Begins to be Cleared Up". when Fergus explains
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Waverley's time with Donald Bean Lean. With this narrative,
Waverley begins to gain the understanding necessary for him to
'begin to narrate his own time.

Even as Scotit carefully dramatizes the conspiracy ©f time
and circumstances that undermines Waverley's ability to make a
significanﬁ choice, he dramatizes just as carefully the -
contrary reality that Waverley does make a choice-—and a
choice of momentous conseguences. Only when he makes this
choice——£o the point of being fully clothed in it--does the
physical impression of 1ts incongruity provoke a change. The
“two battles of the campaign mark the two crfses that propel ‘
Waverley ocut of what has become his untenable position as a
follower of the rebel cause and back to the world from which
he came, but with a2 new sense of its historical context - and of
his own place in history. The working of both voluntar& and
involuntary ﬁemory is crucial here., as Scott dramatizes what

he will later analyze meore explicitly in Chronicles of the
Y or

Canoncate. On the eve of the battle of Preston, Waverley's
memory ©f his home 1s sparked by an encounter with a mén from
his troop who addresses him with the "common phfase“ by which
Waverley ﬁad been known at home {45:132). Like Chrystal
Croftangry, Waverley finds that the contrast between an alien
setiing and & familiar impression (initially auditory for
Waverley and later visual, like Croftangry's) stirs his
involuntary memor&. susceptible as it is to sensuous

promptings. The sound of Houghton's voice '"now thrilied to
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his heart with the thousand reccllections which the well-known
accents of his native country had already contributed to
awaken." The remembered sound, together with the explanation
the dying man brings, "forced many unavailing.and painful

i reflections upon Waverley's mind* (45:132.134).12 Shortly
thereafter, Waverley's memory prompts anéther revelation. As

the English troops approach for battle,

Waverley could plainly recognize the standard of the

troop he had formerly commanded. and hear the trumpets’

~

and kettledrums sound the signal of advance. which he had
so often obeyed. He could hear. too. the well-known
words given in the English dialect, by the equally well-
distinguished voice of the commanding officer, fér whom
he had once felt so much respect. t was at. that
instant, éhat, looking around him, he saw the wild dress
and appearance of his Highlaﬁd associates, heard their
whispers in an uncouth and unknown language. looked upon
his own dress, so ;nlike +hat which he had worn from his
‘infancy, and wished to awakelfrom what seemed at the
moment a dream, sirange. hofrible. and urnatural

(46:139~40) .

Memory draws much of its power, in both these incidents, from
the sensuous impressions which concretize the past in the same
way that Waverley's Highland dress concretizes his present

4

incongruous position. Drawn by the femiliar sights and sounds
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{which he has set himself againstj and ;;;elled by the
unfamiliar sights and sounds (which now command his
allegiance) Waverley is overcome by a sense of discontinuify
with his very self, as memorytgelineates a jarring contrast
between past and p}esent. In both éﬁese incidents. memory
registers the falsity of Waverley's position by allowing him
to step back from his immediate experience in order to view it
ffbm a different perspective.13 In other words, with memory
comes a separation between the percipient and the event which
aliows for the possibility of seeing in two ways and theré}ore
for the possibility of choice. 1In a kind of epiphany during
the battle. memory illuminates for Waverle? his own nature and
the absolutely &alien nature of-the world he has joined, a
~world so different as to be "unnatural” to him. What has Dbeen
until now involuntarily summoned to consciousness, prompted
primarily by an emotional response Lo sensuous impressions,
now becomes the material for the working of the voluntary
memory., which demands & rational, moral, and volitional
response. The opportunity for cheice is posited but sﬁill not
offered to Waverley in the climax of this incident wheh one of

his associates takes aim at Colonel Gardiner, and "ere

[Waverley] could say ‘'Held!''" another choice is made for him

R

(46:140). Here, prompted by memory's forc¢ing the incongruity
of his position upon him, Waverley is able to imagine himself
an "unnctural” parricide and., in rewvulsion from that image, to

makera gesture towards a fully conscious voluntary response.
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He is still allowed only to see the choice he would make,
however, rather than to choése. Nevertheless, combined with
Colonel Talbot's report of the negative effects of his actions
on his family. these incidents at Preston begin to provide
Waverley with a context and a perspective which fadically
alter the narrative of his experiences that he had composed.

The culimination ¢f this change cémes with the skirmish at
Clifton when the Highland army is in retreat. and Waverley
makes his own retreat from the stage of history.

Circumstances again act for him. Darkness and "obscurity,"

suggestive of the ignorance and helplessness that charagcterize
his position., cause him to lose his place with the Highland
troop (59:245). Lost in this way. he begins to find another
self, and this process is underlined when he is mistaken for
another Zdward: "Edward. is't thou man?" (80:250). He is
indeed in the process of becoming another Edward, one who will
take up the narrative c¢f his own time instead of merely acting
out the parts essigned to him in the narratives of others.
When "a tremendous fall of snow" feorces him Lo remeain for
"more than ten days”™ in the "lonely and secluded situatjon“ in
which he now finds himself, the conspiracy of time and
¢circumstance to renderthim inactive and reflective is
complete. Thus withdrawn from active experience Waverley
reads of public events in the narrated form of newspaper
reports brought by '"the rarely occurring post" (60:254,55).°

This time the separation in time and space from the events of
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which he reads provides a safe and necessary distance that

affords a perspective for understanding.

Waverley makes use of the "more than ten days" he is
given here for the "deliberation” thét time had not "admitted"
before. He reflects not only upon the public events as he
hears and reads of them but also upon his own personal history
as it has intersected with public history. What takes more

s
than ten days cof Waverley'%\real time occupies very little of
the ngvel's narrative time because of the minimum of action
and event with which Wayerley is filling it. 1Instead he
fills it with reflection: a mental repetition of the preceding
action of the novel. Waverley is reviewing his experience
from the perspective Qf his new understanding in order to
realize it in a way that he had not done at the time of
experiencing. In other words., he is exercising his memory in
order to transform his experience in real time, which haé been
narrated only in the terms of others or in terms of romance,
into his own narrativé time. He 1is engaged in the struggle
identified by White as that between his "desire for the
imaginary, the possible" and "the imperatives of the real. the
actual" which will produce a narrative of his real time. As
Waverley activates his memory to narrate his experience. he
learns what his programme of random and passive reading could
not teach him, and he acquires "a more complete mastery of
spirit temed by adversity than his former experience had given

him" (60:256). Experienpe itself--real time--is not enough to
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shape a épirit: only in the process by which one narrates real
time, negotiating what White calis "the conflicting claims of
the imaginary and Fhe real"” until they are “médiated;
arbitrated or rescolved in a disgourse" does one account for
one's time and oneself. At this peint. Waverley negotiates
theselopposing claims by resolving to denocunce the claims of
the imaginary and to embrace those of the real: "he felt
hﬁmself entizled to say firmly. though perhaps with a sigh.
that the romance of his life was ended. and that its real
history had now commenced™ (;b:256). But the sigh is telling,
of course, and Waverley never has to forsake his ideal world
completely.14 Instead. by learning to re-order the relation
between memory and imagination so that imagination serves
memory, he achieves a reconciliation of the imaginary and the
real that is more salutery than either romance or real
history.

These ten days, as Jane Millgate has pointed out. are a
crucial turning point for Waverley in a number of ways (Walter
Scott 53-4). When he activates his veluntary memory to review
his experience, he for the first time realizes (in an active
sense) the real time that makes up history,., the real livesg
that are lost. This recogniﬁion 15 driven home indelibly by
the death of Houghton, & death for which Waverley feels sorely
éccountable, his ignorance and naivete netwithstanding. At
this time he also learns to use his memory to narrate his

experience: to contain, order, and tell it in a way that is
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palatable and can be incorporated as narrative time into the
real present and future. In a sense, Waverley is also here
refusing to accept the received narrative of official history,
which does not take real time into account, and instead taking
up the responsibility of negotiating the opposing clalms of
public and private life, as well as those of real time and
narrative, to produce a consequential discourse. Because it
works narratively. mediating experience through a kind of
discourse, voluntary memory by ﬂecessity changes experiences,
translating action and event into word with the help of
imagination. Although Waverley learns that imagination cannot
be the "predominant Jfaculty” of his mind, then, he learns that
it is a necessary and salutary adjunct of his memory.
Imaginative capacity. in fact,ngdistinguishes the members
1
of the community of survivors at the end of the r1c:vel.-LS
Fergus and Flora lack this imaginative capacity, and they are
eﬁcluded from this community—-fro? life and from the future——
because of their insistence on a kind of literal remembering
which would replicate the lost past. They are unable to
separate values and beliefs from a particular mode of
representation {tﬁe Stuart claim), and they lose their lives
(in one way or another) rather than accept an alternative
embodiment of the ideals by which they define themselves. The
Baron, by contrast, is the consummate survivor because he can
sepérate ideals from particular embodiments. This means that

he can have friends among the enemy——a pragmatic warrant Ior
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survival—-bdut, more important, that he can accept symbols as
substitutes for the realities that cannot subsist in the
present in any but symbolic form. As absurd and extreme as
these symbols may be--like the ceremony of drawing off the
prince's boot——they are not as absurd and extreme as the
tragic stance that eschews symbols and clings instead to
impossible literal embodiments.

Waverley. too. survives because he accepits substitutes——a
barren aunt and uncle as surrogate parents. a domestic Rose
for the archetypal Flora., and, of course, a "substitute" King.

or him. accepting substitutes is also & matter of accepling

*1j

words as a substitute for deeds——a substitution that for Scott
typifies the modern world and will be reguisite for all his
surviver heroes. The execution of Fergus, who has been a kind

-

of romantic alter ego for Waver

r, represents the death of

e
1
the possiblity of heroic actien. The texi stresses that

n

Waverley's alternative is words when it focuses on his
transforming the event ¢f Fergus's death inte narrative in
letters to Rose. Waverley's technigue here signifies the way
in which he will survive by framing his memories in
imaginati%e terms. The "impression of horror” which he
rec;ives fr;m Fergus's death is "spftened by degrees into
melancholy--a gradation which was acéelerated by‘the painful,
~ F
yet soothing task of writing to Rose.” Disregarding his own

feelings, he changes the impression of the event for her,

endeavouring "to place 1t in.a light which might grieve her
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17
without shocking her imagination.” His tendency to
romanticize has been overcome by his sense of the shocking
reality, and that sense, in turn, has been subordinated to his
concern for Rose. The concern for Rose, in its turn, then
motivates a different exercise of his imagination from the
kind in which he had indulged at the beginning of his
18
adventures. This process of narration is salutary for them
both, as 1if the wvery act of narrating the imp?ession'is an
experience that creates another impression with an effect of
its own. The result-of Waverley's narrative efforts is that
the "picture he drew for her benefit he gradually familiarised
to his own mind." and he is able to turn his mind cheerfully
to the future. When Waverley returns home. "the imagination
of the baronet and his sister" comes into play to enable them
L0 rank their nephew—-despite a notably chequered career——ﬁith
"the vaunted heroes of their line" (70:345). 1Imagination also
preveils when 2 returning soldier tries in wveain "to expcund
the real circumstances"” of Houghton's death to people who
refuse to believe that he "fell otherwise than fighting by the
young squire's si&e.“ The young squire’'s household will not
accept a rendition of experience that would have "tarnished"”
his image (70:345.348).
But although survival in Waveriey necessiiates
imaginative adaptetions of the past..memory persists,
resisting a complete remodelling of the past. Amia the solage

of "Dulce Domum," Waverley retains the memory of a grim



41

experience. Once again, memory is stirred and sharpened by
contrast, this time between current opulence and domestic
peéte, depicted in the "verdant, populous. and highly
cultivated country.” and the 'scenes of waste desolation. of of

1

solitary and melancholy grandeur” that have been the ﬁlaces of

)
romance and strife (70:344). Here the familiar scene @E\Eome

is enhanced by the contrast, and Waverley's appreciation of it

s
¥

focusses the change that has occurred in him since leaving
horme .

Scott draws attention to the persistence of memory andt-
the inadequacy of.imagination by heightening the sense of
temporality in the last stages of ihe novel when Waverley is
enteriﬁg upon a new life. This sense of time is largely
translated into spatial movement: just us W;33¥%§y has
journeyed into the public world of romance and history. so he
has to trawvel back intc the private world o¢f mundane decmestic
life. These return journeys, however., are noteworthy for
their uneventfulness and their pedestrian but salutary
motivations. During the journey from Carlisle (scene of
Fef%us's execution) to Waverley Honour. for example, Waverley
adjusts to his friend's death. The gradual adjustment and the .
time it ;akes are measured In -geographical terms (terms which,
since he is journeving from & hero's death homeward, are also
metaphoric;l): "Yet- though his first horrible seﬁsagions had
sunk into melanchely (with his letters to Rose), Edward had

reached his native country before he could, as usual on former



’ 42

occasions. look round for enjoyment upon the face of_nature“
(70}344). This is but one étage of Waveriey's return-from the
land of dreams, a return which iqvolves a long and complicated
series of journeys-—to London, to Tully Veolan, to Carlisle,
to Waverley Honour, back to Lond;ﬁ, back to Tully Veolan. All
these journeys do;ledﬁ"to the conventionally comic conclusion
of hero and heroine's marriage, an event to which Sir Everard
and Mrs. Rachel "looked forward as if to thé renewal of <heir
own youth" (70:346). But Scott makes cle®r by the very time
it takes to achieve this end that Waverley is learning to

—

value real time. TFor all his “"urgency.’

real time—— ~
represented in the real space Waverley must traverse-—cannot
be hastened or curtailed. Waveriey also learns, however, 1o

.narrate this time wiéh the help of memory and imaginatien 1in a
way that allows him to move forward into the future. a future

+hat is chasteneé and enhanced by the sense of the past that

he carries with him.

-t
H
L=

The reader of Waverlev.sets out on his or her own
novelistic journey Knowing history in terms of narrative and
public time. Scott employs var.ous tactics in order to break
down the reader's sense of naffative time so that he or she
might <now the past in terms of its existence as real time.

In the closing paragraph of the introducteory chapters, just
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before Waverley is about to set out on'his Journey from home,
Scott invokes the conventional metaphor of {eading as a
journey. This geographical‘image makes the reader's situation
comparable to Waverley's., of course, but it also converts the
temporality of reading into spatial terms. While engaging "to

S .
get as soon as.possible into -2 more picturesque and romantic
country." the narrator warns readers that they will make the
journey. not in "a flying chariot."” but in "a humble English
post-chaise." The latter vehicle, he notes, is subject o all
the "terrestrial retardations” that will later delay -
Waverley's "romantic"” journey (5:42-43). "My plan." the

,

narratoer says, 'requires that I should explain the motives on
which the action proceeded: and these motives necessarily
‘arose from the feeliﬁgs. prejucices. /@and parties of the times"
(S:42). Inn conventional realist fashion. Scott refuses to
narrate the time of the novel in romantic terms that do not
,take the real time c©f character and reader into account. Zven
as the reader's .romantic desires must defer to the exigencies
0 terrestrial grounding. the character’'s actions and motives
will bﬁ_séen to be functions of his socizl and historical
context. Scott is here making a double epistemological and
generic claim. On the one hand, he 1s claiming fidelity to
historical reality: on the other, fidelity to a truth achieved
by what he calls in a late chapter.the "narrative” of
"eventis,"” as opposed to the “&hller medium of direct :

description” of characters in abstract and static terms
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\
(70:347). It is by such a concrete, dynamic, an&~

circumstantial narrative that Scott tries to take real time

. r
into account.

For the reader. of course, the actions and events of the
novel and of history are purely narrative and do not
constitute his or her real time. But while Wgverley learns to
use his memory and imagination to compose a copseguential
narrative of his'time. the reader. who ﬁas begun the nowvel
with a sense of history as purely narrative time, gains from

its unfolding a sense of the real time of the past. Primarily

. —

by their sharing Waverley's narrative journey,. tﬁé\readers'
sense of narrative time becomes reconstituted. incorporatiﬁg a
sense of the private real time of individuals. Scott's aim,.
we recall, was that he and his contemporaries "fix our eye on
the now distant point from which we have been drifted."”
Another way of putting this is fo say that he asks his readers
to experience history as real time. 'Scott's main tactic in
this strategy iﬁvolves our being introduced te Waverley in a
way that encourages us to associate with him. The "earlier
events"” of the novel are “studiously dwelt upon' {(70:347) so
that "we f£ix our eye" on him and then begin with him to see
his world. But although readers are informed of “the
feelings, prejudices. and parties of the times"” f5:42) as

these impinge.upcn the Waverley family., they also accompany

Lvi

dward in an upbringing and education which seem designed to

decontextualize him in '"'real time" and allow him to fabricate -
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for himself a purely narrative context in the "ideal world" of
romance. Even as Scott is busy at the seemingly conflicting
_but acgually dialectical tasks of historicizing and
dehistoricizing Waverley's context, ﬁe is at work on the
congruent task of historicizing and dehistoricizing his
readers. Partly in order to make credible Waverley's
ahistorical perspective (especially incredible for a period
like 1745 and for his contemporary‘readers). Scott begins in
the very title of ﬁﬁe novel to simulate for the reader a sense
of this dehistoricized conﬁext. Wishing to activate readers’
"precconceived associations'" as little as possible Ql:l), Scott
self-consciously entitles thé novel with as neutral a name as
possible and proceeds to catalogue the litérary genres to
which it does not conform. His sub—title.écts in a parallel
way to nfgtralize readers’ expect%;ions for a work of
history.* Unlike the charged "1745." which would prov;ke an
automatic and even perhaps violent response in most of his
readers, "'Tis Sixty Years Since” disarms them by assuming a
cennection between‘them and & past time that is at once

Lo

accessible and remote, datable and indefinable.\ Tis Sixty
Years Since“.renders the narrative time of offigial nistory _ in

. LY
terms of the real time of personal memory. The crucizl
"since" both establishes the pastness of the past and places
1t in what Lukacs calls al“féis relationship to the present"”

\ §

(33). L also implies thaf\th§ writer and his readers are

products of this time and able to perceive it only in a2 way



46 .

that is inevitably backward and coz;ingent.
This mutual position af writer and reader becomes all the
more ambiguous when it is seen to be contingent upon the

"fixing" of a date that is itself entirely contingent. When

Scott resumed the writing of Waverlev after a hiatus of some
nine vears, he chose to retain the present of his initial

writing, declaring to his readers of lSlé'that he is writing
from "this present ist November, 1805" (1:3). This .
undoubtedly preserves the poetry that would have been spoiled
by a prosaic "'Tis Sixty-Nine Years Since" and bespeaks an
equally poetic reluctance to tamper with what is written. But
this redefinition of the readers' present may also suggest a
bid (however piayful) to disorient readers in an effort to
prevent their automatic "fixing" on unwanted historical
associations that would mitigaté‘the novelty of first
impressioné. Of course, the conseguent disorientation is only
tempora}y, as even the most naive of readers. then and now, is
led to the realization of that historical date., 1743. At

the same time, in maintaining the discrepancy between the
writing present and the reading present, Scott is writing intd,
his narrative the evanescence of the "now'" that will

inevitably be writifen into it by time. Scott's historical
subject certeinly is a particular, identifiable one for which
"the '45" can serve as a kKind of metonymy. but the blatant
varyiﬁg nf the ostensibly fixed time of the story brings into

focus the more abstract underlying subject of the relative or
‘ \
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preportionate distance between the readérs/writer of the tale
and its “acéors," “Sixty Years Since,” in its highly
fictionalized truth, becomes a metaphor for fﬁe ideal time for
memory's knowing of the past., the time during which memory is
converting real time into narrative time, experience into.

20
history.

This tactic of withholding the crucial date of the action
and playing with the date of the writing and reading present
has the effect of demythologizing history and drawing the
reader into an unusually intimate relationship with the past.
That relationship is in large part a function of Scotti's
attempt to break down the ;;aders‘s conventional categories of
order. of his deliberate disorientation of his readers as well
as of his hero. _ﬁike Waverliey. readers are deprived of the
cruciéi names, dates, places, and circumstances that would
provide the historical context and éignificance of events.
Without the privileged unﬁerstandiﬁg that comes with
historical perspective., the reader has only Waverley's
experience to go on. As Waverley is Dbeing carried about by
unidentified persons or lying disabled without being permitted™
a look at his captors, the reader, alsoiglindAand in the hands
of an unknown narrative, shares his experience. Bereft of
thelr sense of history and pe;spectﬁve and usual cetegories o£
time and place. friend and enemy, the readers of Waverlev come

to Know the past in a2 new way. Along with its hero, readers

learn only retrospectively through the activity of memory
S .

1

\\

3
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.ﬁhere théy have been and wh&t they have been invoived in,
Scott further breaks down‘the reader's sense ©of history

(experience known as narrative time--1745) intb real time
(experience that comes within the range of memory——sixty years
since) by disrupting the conventional categories of time. -
Throughout the novel he strives to open up the closed book of
history—-to challenge the :eader's perception of ﬁistory as
finished and irrecoverable, like time already narrated--by
recovering the Seﬁse of the potentiality of time as it is
experienced. He enriches the reader's understanding of

“historical fimeiﬁn both the national and personal sense by re-—
investing time with a sense of latent poss%%g&ity that ‘makes
any event or action at.oncé decisive, in ﬁh%$‘it determines
what follows it, and arbitrary. in that 1t is one of a
multitude of might-have—-beens. The narrator makes clear, for
example, that it is because of a fate! timing that Fergus
MacIvor exemplifies a tragic heroism that establishes his
status as a historical figurei "Had Fergus Maclvor lived sixty

years sooner than he did." he would have lacked the <«

sophistication that makes him such an unusual chieftain:

jag

e lived sixty years later." his world would not have afforded

1
\i
+he circumstances for his remarkable powers of leadership
(16:173). _Only at that particular moment cdo time and
circumstances intersect to produce his fatal character, Jjust

as they have intersected to make Waverley what he is.

Throughout the novel, readers are reminded that history
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is only § temporal configuration: only the unaccountable play
of tﬁme and circumstance makes history out of moments. One
such moment occurs at the-beginning of the novel when Sir
Zverard comes clése to changing his will and signing over his
heritage to the family's traditional enemies. “Had Lawyer

k4 '

the narrator says.

Clippurse... arrived but an hour earlier.'
Sir Everard would have done the deed, spurred on by the
impulse of the moment. But "an hour of cool reflection”
allows him to go beyond the immediate situation, to employ the
large perspective of memory and of future prospect. Even so.
CON
his decision is finally determ;ned non-rationa%ly and by
misinterpretation when he reads reproach in the lawyer's
innocent action of producing materials for writing and then
himself looks up to see the sun lighting up the family srest.
His- legacy remains in the family aﬁd eventually. through a
combination of other such circumstantial moments, falls to
Waverley. "All this was the effect ¢f the glimpse of a
sunbeam, " the narrator wryly comments. '"Jjust sufficient Lo

2). Thus in a

-

[

light Lawyer Clippurse to mend his pen"” (2:11-
moment of what is later called "real time." so sligh% as to
holcd the mending oI & pen. history is made. In the novel,

Waverley and the reader come to see history as always

»

consisting of "real time

and "real time" as always consisting

of potential history. It is only with the narrative prospect
afforded by memory that one ¢an understand the conjunction of

v

real time and narrative time. . L
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The point is made especially clear in Scott's next novel,

Guy Mannering. whe;e the youﬁ% ﬁero. Harry Bertram, returns
home after an absence of seventgen,years. The novel
d?ama izes his return as a recovery of lost time, a filling in
of what he experiences as a “"blank" (350:249) and the narrator
describé;\as a "gap" and a "sbace" (11:99). Easily covered in
narrative time., these seventeeﬁr;gérs remain abstract: because
they have not been concretized in real time. the stéhteen
vears (lived under false pretences) in real terﬁg have not
happened. The attempt of the simple Dominie., whose ‘\\
N\
understanding_}s cencrete, to "resume" the past ("to take up
Harry pretty nearly where he had left him” [51:259]) focusses
the irrecoverable loss of this time. But the narrater shows
how narrating the time can recover, though n;ver replace, that

time. As in Waverlev, space fills in time. Scott's epigraph

A oy . . . -
for Chapter Eleven of Guy Mannering is a quotation from A

Winter's Tale in which Time expresses his role in terms of

[Llnd

space: "I slide/ O'er sixteen years, and leave the growth
untried/ 0f that wide gap." The narrator ihmediately echoes
the epigraph and. in the eche., suggestis @gain that the
completed literary text mediates between space and time: "Our
narration is now aboﬁt to make a. large sitride, and omit 2
space of nearly-seventeen yeafs" (11:99}. This position
assumes both the privileges of "narrativé time.," striding over

"real time." and the liabilities entailed in omitting growth

and change. But the narrafor suggests that the "gap" can be
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filled (that.is. that narrative time can be realized) if the
reader d¥aws from his own experience. As-~n Waverley, a
comparison between the character's “real time" and the
reader's reading time discloses the potential for narrative in
real time and the substance of real time in narrative. "The

‘gap is a wide one;"the narrator says. "yet, if the reader's
~experience 1in life enables him to look back on so many years,
the space will scarce appear longer in his recellection than
the timé consumed in turning these pages” (11:99). Real time
is at once both substantial and ephemeral enough that it can
be "consumed." 1f only by reading; narrative time, on the
other hand., is so insubstantial and abstiract that, isclated
from real time, it can itself be only a gap. Memory bri\gs
real tiﬁe and narrative time together by negotiating their“m
mutual claihs. Whnile involuntary memory siores the sensuous
data of real-time experience, voluntary memory narrates this

material, collecting and completing it (as Chrystal Croftangry

finds) so that it is both preserved and benevolently changed.

Fh

When memory brings the twe kinds of time together. narrative
time converts real time intc something abstract enough Lo be
called "space."” In the conjunction of real time and narrative
time a space is made which memory £ills by its 'recollection."”
Memory converts time intc something comparable to reading time
in which e whole world unfolds during the course of a few

hours and, conversely, a few hours expand to encompass a world

of experience.
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CHAPTER. TWO

Language, Consciousness, and Memory:
&
The Bride of Lammermocor and Rob Rov

Waverley's writiten narration for'Rose of the execution
of Fergus '"softened." as we saw, the "impression ¢f horror"
left on his own mind by the experience (70:344). This moment
in_Wave%lev is emblematic of Scott's general sense tha£ the
imagination must soften the Impressions phat memory gains s;
as to allow one to incorporate the past into the present and
move forward into the future. What is, strictlydfpeaking.-a
falsifying of the past is for Scott requisite for the growth

of individuals and socleties. And if

[WH

L is practised for the
good of the other {(as with Waverley for Rose), 1t is a merely
literal lie for the sake of a larger truth. But Scott never
ceases to contemplate the cost of moving forwarg;and the
equally problematic ipst of refusing to do so./ What seis his
novels apart. as Harry Shaw has appreciated., is the "intensity
with which they imagine both the losses and the gains that
result from progress; (Forms 132).

That sense of progress as both loss and gein 1s

characteristic of the sociclogy and historiography of the
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Scottish En?ightenment'whose model of social evolution through-

a regular series of distinct stages was absorbed by Scott and
1
underlies his fiction. As fiction, the Waverley Novels are

-

as much concerned with individual as with social stages. and
for Scott there is a clear analogy between them: even as

societies move from "primitive" to "enlightened,

S0
individuals move from a "primitive." intuitive conscicusness
2
towards an "enlightened,'" rationalist one. Fascinated on

both the individual and social levels with transition and
contrast. the Waverley Novels typically concentrate on moments
0f stress in the shift from a tfaditional to a modern view of
3
the world. The individuzl memory is an obvious locus for
exploring the dialectic ¢f these two views of the world, one
oriented towardé the past and the other towards the future.
And. for Scott. to contemplate the implications of resisting
the movement towards the future is to contemplate those
individuals for whom memory 1s essentially problematic
because. in their dealings-with social and personal history.
their memories cannot or will not easily make the politic pact

with imag

']

nation that effected Waverley's sgryival.

© the primitive mind, retaining a literal memory of the
past is the only way to remain faithful to it, and remaining
faithful to the past is its primary motivation. The primitive
mind is characterized by a tendency to see everything--every
act, every word, every object—-—as a concretesmanifestation of
2 transcendent and permanent reality. And because to such a

ke
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mind evexything that ever was still is. memory is its E
pfeddminant faculty. A primitive‘culture is a violent culture
because.ﬁemory serves as a register for wrongs that must be
requited if the past 1s to be honoured.4 The legacy passed
from parent to child is a. programme for perpetual violence,
outlined according to the rigorous literalism of a memory that
tékes the past as a blueprint for the future. What begins as
wilful violence becomes sélf—perpetuating and, as it were,
natural because each.ac£ brings with it the expectation of the
reaction of vengeance. so that eventually the chain

cannot be broken by will. Each succeeding generation bred up

v

in violence has less choice in the matter of its continuance..
Reason can no more prevaii against it than can will: it
becomes impossible to distinguish between causes and effects
since every effect qﬁickly becomes a cause. Individuals and
societies caught up in such a pattern ultimately reach a point
where no choice for changé can overrule prior choices for
violence. The memory of violence overrides any present Qill
for peace. In natural terms, the momentum c¢f cumulative
violence has established one in a direction that cannot easily
bhe changed by latter-day second thoughts: Iin supernatural
terms, fate or providence is answering violent cause with just’
effect. Although further removed from the original cause of
the violence, children partake of its gpirit and even increase

its depth because for them the accumulated weight is all the

greater. They are raised on memories and replicas of the
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-original cause that reinforce the habit of violence. Over

-

Lime, memory and habit replace re%ggP and will as motivating
forces for actipn. By their nature. memory and habit are

self—perpétuating, and every new violence provides further .
sustenance for the&. In an exemplary instance in Scott, the

legacy of violence isrpassed from one novel to another when

the curse issuved by‘a dying;MacGregor in A Legend of Montrose

is still wreaking its revgﬁée generations later through Reb

Rov's wife.‘Helen MacGregor. Refusing to forget., she lives on

& memory that is nothing but a registry of "constantly s
accumulating masses of crime and sorrow" (Rob Rov 31:211).

Completely.igg the-grip of the past, with ebery action an

imposgible attempt to secure - a perverse kind of justice by

- ) L. . ¢ )
adding to the masses of injustice, she nurses her sons on this

memory. "All may Dbe forgotien." she belie¥es, "all--but the
o A ‘ - :
sense of dishonour. and ‘the desire of vengeance" (35:283).

Py

Because of its belief in a2 permanent realfty and its sense

that everything is determined by what has gone before. the,

he past.

o}
ct
el

primitive mind sees the future as implicit i

nd the .

ct
s}

superstitious belief in the power of the pas

precedence of the community's traditions prevents any
individual from acting freely in the present to change the
precdetermined pattern. For the primitive mind, “ime works

according to the cyclic model by which present action merely

repeats and confirms the pattern established in the past.

‘According to the superstitious view of the world, everything
. o
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is primarily an emblematic remnant of some pre-—-existent

re&lity. Fundamental to superstition are the same tendencies

that fuel the pursuit of revenge—-the'tendéncy to confuse

cause and effects and to give memory precedence gver reasqon

and will. Hobbie Elliot of The Black Dwarf nicely mplifies
the primitive view of the world when we first encounter him.

waiking alone one evening acress an "extensive waste':

This dreary common was called Mucklestane Moor, from a - .
hﬁge column of unhewn granite, which'raiééd its massy head

. ‘
on @ knoll near the centre of the heath, perhaps to tell
of the mighty dead who slept beneath, or to preserve the '
memory ofrsome bloody skirmish. The real cause of its
existence had. however, passed away; and tradition,‘wﬂich
is as freguently an inventor of fiction as a preserver of
truth, had supplied its place with a supplementary legend
of her own., which now came full upon Hobbie's memory
(2:199). ) T~

]
. . Y
This stone has gone from being a monument of a past event (nO(\a//

forgﬁﬁ%en but presumed to Have existéd) to being itself the

locus of other meanings. It has become evidence for invented

fictions and the basis upon which superstitions are built. zs
- - ,

upon an empirical, concrete foundation. In a peculiarly

literal sense,—the stone grounds the fancies it breeds, giving

them & tangible substance. From being an effect of an unknown

cause, 1t becomes a cause, a beginning for stories and a whole

e
S
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mythology. Upon this rock is founded, for example, the myth
of the ”grddual degeﬁeracy of mankindd (2:200). Tﬁe stone has
also gone from testifying to what has happened to foretelling
what will happen. as the superstitious mind sges in it the
cause for whatever "feats-of mischief" the future might bring
(2:199).

This process is paradigmatic of the way the primitive

-

consciousness works as it f{inds objective evidence and cause
for its subjective experience..thusflending to the subjectiive
an objective reality. The/ﬁrimf{{;gﬁmsnd gfsés to imagined
éfeas the force of remem%éred impressions. When an object
ifke the stone 1is takeq/és a sign., things imagined.are taken

.- : 5 }
to be things remembered. This confusion of memor and

imagination bebomes a2 virtual identification of the two (as it
is for Hobbie) when the memory s the storehouse of the
"fearful lore"” of legends that engender and activate the
process which turns imagined into remembered things. Like

tradition. & memeory such as this. 1s "as freguently an inventor

of fiction as & preserver of truth" (Black Dwarf 2:199). The

relationship between memory and imagination, in fact, poinfs
Lo the subtle and essential differencé between the primitive
and the enlightened consciocusness. For the primitive mind,
the distinction itself is irrelevant or false because such &
mind does ot hold distinctions between present and past, the
natural and the supernatural, and Pemory and imaginetion. The

rationalist consciousness. on the other hand. functions in
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terms of these distinctions: it subordinates the past to the
present and the supernatural to the natural, and it orders the
‘relationShip between memory-and imagination (as Waverley
learns to do) so that thé two faculties cén together serve the-
interes£s of reason. -

y

In the primitive consciousness. memory do?inates thé

) L .

imagi%gtion largely by appropriating the chimerical figures of
imaginatfon and lending them empirical substance. Memory is
the predominant faculty of the primitive mind because it is
the retainer of the past that predetermines the future and
provides the motive for‘perpetual vengeance. More essential
still. itli¢ the very touchstone of reality in that. iike the
stone of MucKklestane Moor, it lends empirical substance to
subjective experieﬁce. Memory is wvital in all three
capacities because the primitive consciousness is referentilal
in its orientation: whét is real is empirically real,
Sensuous impressions, rather than abstract ideas, constitute

reality, and time does not diminish but rather establishes

their reality. 1In keeping with this, the primitive

consciousness breaks down the distinction beitween words and

<

lity of the thing
P

they describe. signalling a referent that awaits only

their referent #\words partake of the rea

substantiation in the present. Rather than seeing the primary
funciion of words as that of describing the world. the

primitive mind, with its tendency to confuse cause and effect

and to see the future in.the past., sees words as effecting and
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embodying the things they describe. Words are real and cannot
be gainsaid. One of the hallmarks of the rationalist
consciousness,‘by contrast, is its ability to use words not
only to des@ribe an independent reality but also to substituté
for that reality.

The difference between the primitive and the rationalist
view of the world emerges sharply in a different attitude to
words., & different approach to apprehending and expressing
meaning. Symbols and words are important to both mentalities,
but in entirely different ways. For the primitive mind. the
word or symbol can signify only as it partakes of the realiéy
of the referent éﬁét it signifies. It derives significanc‘
from its once having been joined or combined with\the thihg
that it now represents, but only inscfar as it promises a

6
uture return of the original referent. {In this curious way

Hh

it reflects the primitive view that the future is implicit in

the past). TFor the rationalist mind., the word or symbol aliso

U

ct
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ct

derives its original significance from a past reality., bu

rh

he

Y
ot
g

then sustains its present significance as a substitute fo

]
']

referent. which remains in the pest and heas no present reality

other than symbolically. The function of symbols and words
according to this view of the world is boith to retain the past

and to prevent it from intruding into tﬁ@ present. They

serve, then, as indices of loss and survivel.
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Two Waverley heroes stand as especially pertinent
examples of these generalizations: Edgar Ravenswood in The
Bride of Lammermoor and Frank Osbaldistone in Rob Rov.
Through their stories Scott probes the lesses entailed in
progress and the role played by personal memory in the
development of individual consciousness. Enacting the same
paradigmatic struggle between passion and reason in the form
of a struggle to come to terms with his social and individual
past., each hero suffers irrecoverable iosses because it is
necessary to dissociate himself from thé past. The more
primgtive Ravenswood, unable to engage in the necessary
dissociation.<privileges his association with the past at the

e

costgéf his life. TFrank Osbaldistone exemplifies the
asceﬂdancy of both the meodern world and the enlightened
consciousness. But this only n:gnllgh s the sense pﬁ
ambivalence that pervades his memoirs, which reco:H'h‘s
efforts to‘!issociate himself from the past while at the =same
time t;éﬁﬁézto write a "faithful transcript” of it (1:2). In
both of these novels, memory speaks of a death that is not
readlily converted into any imaginativéh}erms that would speak
of life. The two heroes demonstrate——Ravenswood by his death
and Osbaldistone by his ambiéuous life--that a literal memory

can mean death, but, at the same time., that a memory served by

imagination can mean a betrayal of the past and a death of the
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spirit. ‘

Ravenswood, Scott's exemplary tragic hero, is torn
between the traditional and the modern worild. AF a conscious
level, he tries to enter.into the new world in which reason
and will are the predominant faculties and time is valued'as
change. ever moving towards an open future. But he is drawn
back to the old worid of the primitive consciousness in which
memory and habit are the prgabminant faculties and time is
valued for the continuity it brings with the past, the locus
of reality. Ravenswood's susceptibility to the primitive
perception of thg world debilitates him so that he is unable
to change with the times and is {inally changed by them in
death.

Ravenswood declares his allegiance to the cld worid when.

=

consigning his father's body to the "realms of forget

Hh

ulness"
{2:28). he devotes himself to remembering what Helen MacG¥egor
calls "the sense o dishonour. and the desire of vengeance."
1

Heving spoken his curse on the Ashtons. he is henceforth

: . e
bound. according to the primitive view of the world. not only
by his natural, inalienadble, and primary loyalt; to the past
and the memory of his father but alsc by the word which has
the substance of a fiat. awaiting only accdmplishment. Tais
worc, earliest and thus most real, cgnnot be gainsaid by any

later word. Moreover, ithis word comes in the context of

w

anocther word of equal power in the primitive world--the legend

that prophesies the defeat of any attempt to reconcile the
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hostile houses of Ravenswood and Ashton. The novel dramatizes
Ravenswood's attempt to override the fate predetermined in
these pr;mitive words. But even as he struggles to overcome
his violent passion and the forces of supgrétition by
exercising the "enlightened"” faculties of reason and will, -he
. /
is sabotaged by his own best intentions. When he goes'so far
in resisting the power of superstition as to entertain an
attraction for the daughter of the hostile family, this
romantic passion. eﬁploited by her “wiiy“ father (3:36).
undermines his attempts at rational and right action. Indeed
int is his wvery "strength of moral feeling and rectitude of
purpose" in trying to resist the primitive instinct towards
vengeance that empowers what proves to be his self-destructive
" movement towards Lucy Ashton. And a treacherous memory
conspires to idealize the picture of her that "he summoned up
in his imagination” (8:116), so that they pursue an attachment
that is unreasonable and socon even undesirable‘to +hem both.

Of course this is a classic Scott instance of the dangerous

power of the romantic imagination as we see it at work, for

1

example, in Edward Waverley's response (o Flora MaclIvor and in

Minna Troil's response to the pirate Cleveland. But only in

N

the Gothic context of the primitive world does the tragedy
fulfill its promise. As the mutinous conspiracy of
Ravenswood's very faculties attests, one's perception can make
one fatally susceptible to a tregic view ¢f the worlid, &

—
susceptibility which, in turn. generates the tragedy it
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perceives.
Ravenswood is s¢ raticnal that he "despised" the

primitive view of the world and defies superstition, but he is

'S0 superstitious that he "naturally” responds with

“superstitious feelings" to circumstances which seem to
confirm the old iegend'about his house (23:35K30)t Despise
them as Qe may. Ravenswood is still susceptible to the
"prejudices” ¢f the primitiye view of theﬁworld. which are

grounded’ in'the empirical orientation that is prone "to grace

: /

with a legendary tale a spot in itself interesting” and then
to turn that spot into seli-referential evidence for the truth
which "tradition” has invented about it, creating an
impressiocn that overrides any rational idea (23:35:5:63). One
manifestation of the primitive power of'impréssions oCCcurs
when Ravenswood. in the grip of his passion for Lucy, revisits
his ancestral home., now the Ashton's domain. Here he is
overcome by an instinctive response to the poriraits of his
ancestors, a physical impression whose power 1s enhanced by
the painful juxtapeosition between past and present that memory
prompts. Reinforced as it is by e tangible emblem that gains
rather than loses force with time. this experience engenders

& power wnose effect Is only temporarily "cleared” by the
bresent sensuous ilmpression of Lucy Ashton (j18:248). -
Zventually the older impressions that the portraits represent
reassert thelr primacy in his imagination. Though reason

gives way to passion, passion finally gives way to the more
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8
powerful force of memory.

Ravenswood most strikingly demonstrates his
susceptibility to the force of such impressions when he seals
his troth with Lucy Ashton {and at the same time seals his
endorsement of the Gothic import of the fatsa scene) in an
"emblematic ceremony... of which the vulgar still preserve
someqtraces“ (20:267). But the impression created by this
ceremony is not strong enough to eradicate the older and
deeper impression’of the earlier ocath. equally empirical to
the primitive mind because of its sense of the substantive
power of words. The“most irresistible impression of all is
described by Ravenswood himself as such when he sees near the
~fatal fountain a figure that seems to fulfill the doom
foretold by tradition. Tollowing "his immediate impression”
that it iIs Lucy. he yields to '"the strong and terrific
impressibn that the being which he had seen was not of this

world" (23:26.27). Feeling betrayed by his senses, he

resolves, "I will not brook imposition even from my own eyes"”
(23:28). But for the primitive mind, the physical evidence of
the senses is the final authority. and "the vision... had

impressed his mind with a superstitious feeling which he in
vain endeavoured to shake off" (23:35?. It is a short step
then to being implicated in effecting the tragic downfeall of
his lover as the legend has foretold it.

To be torn between two worlds is also, for Ravenswood, to

be torn between two views of <ime. RAlthough he tries to
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believe in and act upon the.new world's doctrine that time
hoves forward and 5rings-change, his experience confirms the
ancient notion that time merely brings back the paét and
memory unfolds the future. The new wofld is in transition
frem feudal to, bourgeois society. It is dominated by time-
servers, who. because in a changing worl8 nothing is
unchanging but the certainty of "the change of times and of
property” (3:47), must themselvesachange just to retain their
places. Ravenswood. Dby coptrast, is the heir of an ancient

used to being served by time, in & world of

fixed hierarchy!where the inherited "privilege of noebility"”

(22:7) 1s not subject to time bdut rather established and

r

enshrined‘bﬁ time. The ancient society works according to the
same principle as the primitive imagination which inhabits it,
ascribing greatest privilege and substance Lo thoge who have

made the earliest impressicn upen the world and whose memory

in the world is longest. .Because he cannot rezlly believe in
change and because he must .(unconsciously perhaps) resist the.
force that would demolish his privilege. Ravenswood cannot act
3

-

Fe cannct act, as the new men

effectively in the new world.
¢o, elther to earn his place (which in the old world he
assumes by right) or to produce change (which he cannot want
since it would mean the end of his world). Consequenily, he
can act only against himself, so that his action consists,
curiously, in resistance to action.

Ravenswood is at a loss to effect what constitutes action
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in the new world and find it satisfying. He is divided
between the primitive view, which finds action in keeping with
the ancient code meaningful for its own séke. and the/gogern
4
view, which converts action into mere social procedures.
Two vignettes- best dramatize Ravenswosd's dilemma. The hunt
scene, archetypal setting for the trad@tional mode of action,
highlights Ravenswood's‘inability:fo coordinate the two views
of the world in terms of his inability to coordinate his
actions and his thoughts. Instead of being aple Lo enact his
thoughts and think through his actions. he vacillates between
,
"contemplative inactivity" anéd “a spirit of forcible anc
violent progression' suggestive of "an inherent passién in our
nature” {9:129). The second of these dramatic iﬂcidents
occurs when, having admitted his traditional enemy and his
charming daughter ‘as guests, he acts out his confusilon and
frustration by pacing the hall "with a disordered and rapid
pace," vyiolently opening and shutting the windows, like a

caged animal with an instinctlive aversion to polsonous alir
r

(14:200). Ravenswood's ability to act is constrained at once
——— )
5 -
by the decorum of the old world, which dlctages that a
. 10
gentleman "could not but" act in certain ways, ancd by the

naivete and pride that sometimes prevent him from engaging in
the expediency of merely social and political gestures and
sometimes prevent him from recognizing such pesturing. When
Ashton “kept fast hold of the Master's passive hand." he "made

p -
it impossible” for jhe latter "to return any other than an
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acquiescent reply"” (14:200). Ravenswood is doomed to,
passivity because his personal time. dominated by memory and

oriented towards. the past. is in opposition to the social and

3 i

historical time according to which the new world operates.

The primitive imagination can survive only by resisting the
"change of times” and ensuring. by giving precedence to
memory. that the chronological future is not an advance on the
past but a re—enactment of it.

In the new world time moves.forﬁard. and the individuzl.
by the exercise of reason and will, may advance with the
times. wEffg;tive action in ihis world is the political action
of which Ravenswood is incapable; A "wily statesman” like
Ashton may gain a pesition by purchasing property through
acdept ‘machinations" and maintaining it by attending to what

7

miserable minutiae of the buttery. ané

Ravenswood scorns as

2:21:273). To

-

the larder, and the very hen coop” (3:36:;15:2

Ravenswood. this world is unreal on two counits: it is founded

on ideas and words, rather than impressions and actions. and

Ks)

it places final value on material things. Ravenswood is as

unable to use the fords ¢f the new world a&s he is to act

effectively -Lhere because its words are its exemplary form of
-

action. Rather then deriving the

34

r reality from their

reference to action, as they do for the primitive -

b

consciousness, words in the modern mind take the place of
action. Quintessential citizen of the new world, Ashton is

respected as "a veteran statesman” because "he could talk,
-

-



68

from his own knowledge. éf men and events, in a way which
failed not to win attention" nor to persuade the hearer
without.“g‘wérd which committed himself” (14:194.195). For
Ravensﬁood. to whom every word is a commitment. tﬁis modern
verbal currency., like the legal p?océedings it purports to
explain, is 2 "nondescript and entangled mixture” (16:216).
Ashton can employ 1t "te stun and confuse.Ravenswood's ideas"
because the primitive mind cannot understand words that refer
only to other words (15§:213). Ravenswood's discomfori with
/—”.—_‘
words is nicely captured in a conversation with Alice, an old
family retainer who warns against his entanglement with the .
Ashtons. In assuring her that he has nc intention of
involving himself with Lucy. Ravenswood stumbles: "I give you
mine honour——I mean, I assure vou" (19:255). His mistake

betrays not only his real interest in Lucy but also his

instinctive literal use of words and his effort Lo adop

r¥
rt
jag
m

.

. - L
new metaphorical (and false) approach to.them. 'an effort that

is prompte¢ by the very liaiscon he Is

ct

o deny.

ct
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The modern verbal currency is ifurthe

[

-~ depreciated by its
reference being ultimately to purely meterial things whose

value is suppesed by that world to be absolute. Tor the

"
-

primitive and the feudel hgﬁtality, always referential and
always validated by memory. property 1is valued insofar as it
points back in time to the merit of "remole ancestors' who
"were granted” their properiy "for services gone with the

sword" (16:216). That is, property is valued as the sign of

5\

b

J‘r .
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the worth of its possessor, proven by honourable disinterested

action in the service of his lord. rather than for any,

material value of its own. Things are valuable  because they

bear the memory of the merit of their possessor. They are

' . . ;
emblems of honours derived from past action. rathger than self-

referential emblems, as they are in the modern wdrld. of a

LY

s - .
" status derived from materizl property gained bﬁ(thé

insubstantial actions repreésented by the manipulation of

words.
Caleb. the exemplary feudal vassal. takes the primitive
prif€fleging of memdF¥y tonebsurd lengths: on the strength of

“the credit o' the family" (in old world terms). he uses up
—\_\H_ . ¢

the credit of the family in the m;§éria1 terms of the new

-(gbr\fhich things are but signs) is sufficient for him. In

ONT

worid (8:113:26:71). When the property‘ﬁ§‘gone. its memory

. -~ .
the old world. though "ghings maun crack and wear out. and be

cconsumed by time,"*Caleb says. “&@gude offcome” that is

founded ‘on memory can only be enhanced by time and "may serve

a nobleman-and his* family, Lord kens how langf*\(26:72). In-

"the new world, shamelessiy material in orientation, memories
/ﬁ‘ . N
belong to the pest. and things constitute reality. It is as

u

impossible to survive on memory as it is to make "a

' . .
itself. Such words can indeed. as Caleb savs., make a "fu' man

hungry." and they can also mock & hungry man with their
Bl
d g
inability to satisfy him (11:161). Ravenswood, caught between
¢ ; R -

.
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the old world and the new, is mocked by his memory of the
thiﬁ?s he once had,and by the contrast memory prompls between
tha lost world of.the paest and the contemptible new world.
which he must enter if he is to survive. In/order to live, he
must forsake memory and break the continudity with the past.
But such a break is death to the primitive mind. whose
world is constituted of the past and dominated by memor?.

Scott represents the world of the primitive consciousness by

( ’ - 13 -\
giving swmbeolic shape to Ravenswood's story. which is told In

the pictures that form the!/impressions that constitute

-

Ravenswood's view of the world. All around him he sees

symbols (like the bull, the poritrait of his vengeful ancestor,
¥
;he fallen}»ree the fire-that destroys Qavenswooa tower)

p01n;1ng”to 1nev1table aoom And he does not know the words

that gould transform “he symbols into ideas that would refute

he pictured doom. This struggle betwéen words and pictures
) ©

s alternate wavs to conceive the world represents not only

ct

1

the struggld beiween the old world and the new as it is
reflected in Hevenswood's embattlied consciousness,. but also

thre generic opposition that defines the shape of the novel.

The opposition is personified in the dizlogue between &

champion of pictures and a champion of words that frames the
AN . E

story. The painter believes that the narrative will approach o

most closely to the reality of the story by coming as closely
A
as possible to being @ picture of it., TFrom seeing a picture,

-

the artist says, one receives "thet instent and vivid flash of
. ' : . , 1
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conviction... which gathers....not only the history of the:
.'1'

. : L

past lives of the personages representé®. and the nature of

the business on which they are immediately gngaged, 5&& lifts
even the veil of futurity., and affords a shrewd guess at their

future for?unes." The scep%ical write£ argues that it is
“absoluteﬂg necessary to be informed of the subject" and even
then to be resigned to inéomplete knowledge (1:18,17).

As a result of this dialogue. the wngter qgrees to tell

the tale with as much reliance on description (the writer's

picture words)-andSds little reliance on dialogue twords that
vefér to more words) as possible: Hgs narrative is a‘
combination of a landscape gnd a history piece. The
background for Ravenswood's story 1s a narrative of historical
and social realism thét provides a gontext and attempis an
explanation for the tragedy. 1In it the narrative moves
forward in acceordance with the time ¢of the new world it
describes. Superimposed on this 1s the symbolic landscape in
which Ravenswood's tragedy unfolds,'ngp moving forward with
time so much as emerging as the pictures that have constituted
this worlid from the beginning gradually disclose gheir

t meaning. In thi# landscape. his personal time moves

implic

(8

bt

against the historicel time of the narrative of social

Y. . - . .
—ﬁ\\\‘réallsm. going backward or standing still to await the end

v

- . - . .4 .
<hat was known from the beginning. Accbrding to the modern,

ist consciousness reflected in the narrative of

rational
historical realism, time is the ultimate reality, and
. “ /
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characters moving with time determine the shape of their
world. According to the iraditional. primitive consciousness
refleéted in the symbolic landscape.;place is the ultimate

: : : 4 .
realﬁty, and the shape bf their world determines character.
Ravenswoéd. caught between two.worlds and these two ways of
narrating h}s story., succumbs to the old way because he is
unable to:dissociate himself from the world that seems to be

his very self. The continuity with the past that memory
affirms becomes for him'aﬁ'idggzification of himself with the
past. Unable to dissociate himself'from the world of the
past. he is ultimately displaced with that world by the rising
tide of time. 4

he primitive imagination, is concrete and

ct

Reality. for
subjective. Although Ravenswood perceives the world as a
symbolic reflection of his inner. landscape. he does not

SN
understand its elements as symbols: rather, they are concrete
embodiments of himself. .When he sees the‘falling tower, for
example. he does ng; see én emblem of himself: he sees
himself. The primitive consciousness collapses the symbol
into the reféfent. and the ?ymbol iz valid only insofar as it
discloses and \finally gives way to the referept. Similarly,
the primitive mind collapses the subjective and the objective,

y

for although in one sense the objéctive world reflects the
subjective world, the subjective world also reflects the
objective wdrld.' The primitive conscicusness, ungble to

N

dissociate the two and identify cause and eiffect, finds its



fate written in the world it sees. When Ravenswood sees the
falling tower, the idea of his own ruin becomes an_impressz%n
with all the force of empirical reality, and he is compelled
to give substance to the symbol. The falling tower, like the

stone of Mucklestane Moor. provides objective warrant for a

A
subjective reality.

Ine primityve maind accepis symbols, then. but only as a

temperary substitfute. for the referent which is always pending
substantiation. Ravenswood cannot dissociate the past from

he present or the symbol from its referent, and those who

rt

move forward into the new world must accomplish such a

dissociation. Like the survivors at the end of Waveriev, they
\ -
S2

continuity with it ené—t the same time as a means to keep the

must use symbols a means to retain the past and maintain

past at bay and prevent its intrusion into the present.
Waverley achieveé/é healthy balance between associating
himsel{ with and dissociating himself from the past when he
moves from a complete association, which he recognizes is
wrong, to the kind of combination of ,associaticn and
dissociation that iwemory and imagination can offer. He
retains a memory of the past but. with the help of
'ihagination. contains it In a formal shape (like the portrait
of himself and Fergus) and composes it in a narrative order
{like the letter Lo Rose) that traces the boundary between

resent and Xeeps Rim moving outside of himself and

o
v
4]
ct
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into the future. In contrast. Ravenswood's mentality is like
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Hobbie Elliot's as he contemplates the stone of Mucklestane
Moor: beginning with a remnant of the past., his imagination
controls his memory. creating a role for him in a tale of
Gothic horror. Uhlike Waverley. he becomes increasingly
subijective and his memory compels him increasingly to

associéte and finally to identify himself with the past.

Lucy Ashton's madness and Ravenswood's 'death are chilling E

testimony to the terrible power of the mind. They die because

of their superstitiocus belief in the primitive power of words,

a belief grimly dramatized when Lucy so }ecoils at the idea of
writing & cancellation of her vow that she picks up a dry‘pen.

They cannot employ words as the interchangeable counters they
represent to thg'ggdern. narrative consciousness: instead they
sacramentalize wofds_as substantial and permanent emblems that
cannot be gainsaid. By contrast, Lady Ashton., whose

"implacability"” Is the cause of their demise, is the

p=d

consummate survivor, implaceble to the meaning of things or

words. She is commemorated in & "splendid marble monument,”

titles., and virtues, while her wvictims, remain undistinguished
by tomb or epigraph“'(35<163)——picture or word. Eut. in
typical Scott fashion,. t@p last word comes in the
Introduction. Here Scott reviews the history of the many
conflicting versions of the tragic story, noteworthy for being

"inaccurate” and "inconsistent” in content (xXxu.¥wwxi) and

I
dubious in teone and guality. Acknowliédging the inadequacy of
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words. however, Scott himself is nonetheless bound to use
them. And because words to the rationzlist conscicusness are
not things. ndt made of stone, he can use them to add another
different version. Even by acknoﬁled_ihg their
corruptibility. his words disclose (though never expléin) the
story. confessing the mystery to be finally inexplicable.
Rather than preserving a lie, as does Lady Ashton's marble
monument, his words preserve the truth by including in
themselves the changeability that allows words and people to
stay alive. In preserving the story. Scott does for
Ravenswood what'he could not do for himself, unable as he was

Lo accept the process of change and hence life itself.

t

Ravenswood's tragedy exemplifies the force ¢f “he’
orimivive spirit, which coperates prior to and under the
surface oI the conscious operations of reason and will at the
level of memory and habit. In the primitive mind, all other
faculities serve the memory., and the power ¢f Ravenswood's

memory 1s made virtually insuperable when it is endorsed by

nis imagination.” By contrast, the rationalist consciousness

[WrN

s defined by its subjection of the memory to other faculties,
primerily those of reason and will. The more salient

iLs rational tendency comes, not from memory.
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but from imagination. the faculiy that is ruled by desire and

A
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unconstrained by reality. past or present. The power of
imagfination can be modified and grounded by the memory (as it
is for Waverley). but the memory can alsoYcomplicate ana
intensify imagination's power. In Frank Osbaldistone. son of
tﬁe Enlightenment.' memory and imagination becdme embroilied in
a complex and intense power stiruggie that ends in an equally
complex and uneasy alliance which leaves him no peace., even in
the writing of his memoirs.

The society of the Enlightengi?t. as depicted in Rob Rov,
is émerging out of & sgruggle with its feudal ancestor. It

. e . . . o
must disavow primitive impulses of wviolence in favour of the
11

reasoned courses—of law and commerce. The enlightened
society replaces the relatively simple transaction hetwen
impulse and action that characterﬁ:es the primitive society
with the complex transaction that involves mediation between
impulse and action. Such mediation is effected in medern
society in two primary ways: in the form of law, which uses
words as its counters., and in the form of commerce. which uses
numbers. As a Young man
his choice of counter., as it were, in the sense that he
prefers the words of a poetic course to the numbers cf &
mercantile one. He finally accedes partly to the wishes of
his father but egually to the persuasions of hié lady love,
who refuses to be romanticized and aemands practical, ;

reasonable action and filial loyalty from him. 3But evern as an

old man., he finds himself still engaged in a struggle with
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words, this time 1in trying to find words that establish the
rational balance between imagination and memory ch;racte%istic
of the enlightened conscicusness.

In both his life and his narration of it, Frank struggles
to find a way to use words that will be both socially
acceptable and personally satisfyghg. As a young man,., his
struggle is initially over Whether he will use words to write
poetry {as he wouldlgike) or use wordés 1n conjﬁhction with
numbers in the business{gorld (as his father would like him %o
deo). ~As he acts out his rebellion against his father, this
struggle broadens ig/s;ope. both in the sense that he has to’

go beyond his father to coéfront his ancestral %nd then his

i
social heritage, and in the sense that words become emblematic

Hh
cr

of th &) between the

[¢)]

larger struggle (in him ané in his worl
12
primitive and the enlightened consciousness. As an older
Y
man writing his memoirs. Frank is still engaged in the
struggle, so that it becomes clear that both for an individual
and for society the process of becoming “enlightened” is not a
simple movement towards maturity but a complex dialectic of

ine.

[

-gains and losses, progress and dec

rank Osbaldistone's memoir recounis his youthful
rebellion ageinst his father and the ensuing journey and

adventures that eventually lead to a reconciliation between
B

them. The young Frank. in whom romantic imagination holds

ather on an

Hh

sway. 15 sent by his practical, rational

expedition that is like Waverley's in being geographic

s

lily
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northward and temporally backwards. In eiffect. the senior
Osbaldistone 1is comﬁatting his,son's excessive romanticism,
not by compelling him to be reasonable (& post in the family
counting-house haviﬁg failed to enforce that injunction), but
by challenging him to remember from whence he came. When he
decides to disiyn his son and replace him with & son of his
brother. he is imitating his own father. who had disowned him
and named his younger brother his heir. At the same time, the
act which is a gesture of disinheritance towards his own son,
Frank. is a gesture of reccnciliation towards his“bwn heritage

and, in effect. towards his own dead father. (It could. of

\\

course, be seen as a gesture of triumph over his father.
-
except that he does not seem to know the ruined state of'\?E“-’

——
1=
-

brother's affairs). Just as paradoxical is Frank's role, in

1 :
that he is .the agent for this reco?pﬁliation which winl effect
his own dispossession. hisecompliance with his fat?er's will

being his way

[}

f ratifying his rebellion.

t once ifreed Irom and bound to his father. then. he
finds himself setting off to "the abode of my fathers® Zor the.
peculiarlyrambigdous purpose "of assisting in the adoption of
‘a successor Lo myself in my father's house and Ifavour., and,
for aught I knew, evenEually in his future also” (5:55;2:30).
Some fortuitous combination of romantic ihagination.
apprehension, and youthful hope allows him to view this
expedigion as a journey‘of énchantment designed by an

ultimately benevolent father to be “"but a trial of my
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disposition.” He is certain that through this ordeal he w¥ll
earn his right "to be reinstated in my full rights of
‘filiation” (3:32.33). But as Frank fantasizes about making
terms with his father invelving an "easy penalty" of
"ostensible compliances” {3:33), he forgets the ominous
precedent set Dy his grandfather. In a sense. the narrative
does vindicate Frank's sanguine attitude: reconciliation with
his father 1s effected with his having to make only a gesture
of compliance (by agreeing to enter the family business)
beiore innheritance of his uncle's estate vindicates him by
meking him the gentleman he had wanted to be and allowing him

1o restore his father's rightful heriteage. By deploving even

gestures of rebellion for the purpose of reconciliatior. the

narrative affirms the ostensibly contrary romantic impulses to
rebel against ane's father and to align oneself with one's

13

grandiather. Wnereas Ravenswood's failure to rebel against

i

nis father ensured nis own downfall, as well as signelling the

[(EN

downfall of the primitive culture, Frapk's rebellion against
his father ensures the progress and continuity of'society.

After Journeying dack t1¢ the seat ¢of his fathers in

-
19
-

northern Zngland, Frank journeys further back to @Highland

culture which representis his own society at a primitive stage.

e stops on the way &t the transitional border metropolis of
Glasgow. which is sponsoring iic emergence as & modern
commercial centre by paving its dues to tribal chieftains like

Fob Roy. robber baron. This three-stage journey back in time,
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comparable in general terms to Waverley's. sketches the
evolution of modern society and, implicit in this. the
evolution of the modern indiwvidual. In departing from his
father's house, Frank is dismayed to find that sudden
independence feels more like being cast "adrift... driving.
without a compass. on the ocean of human life."” He is

daunted, rather than energized. by the “unexpected ease” with

. . . ‘ { :
which his father breaks the social tie "usually esteemed the

strongest" (3:31). DBereft of what he has taken for granted as
his inalienable social identity, Frank experiences a sensatlion
A

-

of '"degradation'--'"now a prince., and now a fisher's son"

(3:31)—-which is both fairy-tale like and a2 kind of mythic
‘
preview of what he is about to undergo. Away from his

accustomed social context. he is stripped of privileges and

gualities that had formed part ¢f his identity. and he

T

discovers how "mortifying"” is the recognition of one's

"unimportance” when divested of the "accessories" of
* ’ -

presperitly which one nad assumed Lo be “"pertaining and

T ] . " 1 s S
belonging” to one's self (3:32). This comment both sums up

. a g . ; _
the experience Frank undergoes in the course of thefharrative

and suggests its social implications: the signs of social

y

! ! e . kY . -
progress are mere ‘'accessories" covering a native ;

i4 :
primitivism.
Frank's Jjourney northward dramatizes a kind of devolution
. ; .

i LR - "
as he discovers thet '"the abode of my fathers' has been

invaded. as it were. by a rude society devoid of the

C

> &
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accumulated cultivation of his London and continental world.
Butrhe is more mortified still to find himself exposed there
in all his base and orﬁginal degeneracy. Prompted by Jjealousy
and encouraged by "the excessive hospitaiity“ of the rude

society. Frank gets inebpilated: "wine and passion.'" he says,

-
LN .
v

“lowered my intellects” (12:169.167). His lower iRstinccs
released. Frank becomes quarrelsome and at length violent
enough to strike his villalnous cousin, Rashleigh. thereby

—

Frank's-

ct
]

initiating the most primitive siruggle for vengeance.

—

"elegant accomplishments'” are on trial from the moment he
enters the domain ¢f his rough cousins. meeting them,
significantly enough. in a hunting scene that recalls the wild:
splendour of a feudal Lord. 3But the most rigorous challenge
Lo his sophisticated accomplishments comes, not from his
cousins, but from his unclie's redoubtable niece. Diana. It is
. . . . ™ -
Diana who exposes all the scophisticated manners Frank hes.

v civilization of France) as

LA TS

cguired in scociety (the exempla

[vU

mere "accessories." To Frank. Diana is distinguished from the

refined ladies of his acgueaintance by her almost bdbrash candour
and her demdnd of cancdour Irom him. Her challenge that he be
nimself (Frank) focusses In her demand that he be frank: she

‘ refuses to credit flettery, the linguistic currency of a

- - "-— - -
bankrupt sorti€ty. Her distrust of

nature of Rashleigh's villainy: he is distinguished by 2

Q
¥R
[

L a

]

ity with words and !is dangéﬁous because of the

< th

ascination his conversation holds. Diana fears the eloguent
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df§sggulation of Rashieigh. despises the unlettered barbarism
h 3 .

of her/ rude cousins, and scorns both the flattery qgéﬁ&he

———

poetizing of Frank. She maintains what is to Frank & p¢sition
/ [ * !
~ . - - - LY -
of breathtaking ‘'integrity so delicately balanced and
uncenventional that she seems mannish in her intensely sexual
| o o 15
attractiveness.
Diana's self-conscious debunking ¢of her femaleness serves
several narrative purposes. Primarily. it translates her -

sexuality intole form that is safe both for her and for Frank:

tr

her mannish posturing is a thinly veiled proclamation of a

.
91}
rh

sexuality that is not permitte rank expression in & woman .

-

of society unprotected by "that degree of defence which %rises
Y g

hed - - -

from the forms_ﬁith which the sex are abproaéhed in civilized
iifé“ (13:181). An xpreésion of'sexual*ty is particularly
forbidden a candidate for a convent and a lone female in an
essentially'brutal male culture. It is her disavowal of the

conventional female "accessories” ané her determination to

meel Frank as an egual (man to man) thaet allow them to develop
a relationship that is relatively unrestirained by the

romantically inclined persons ¢f the opposite sex. In part
this overthrow of the sexual barrier is Scott's playful pid
for authenticity and his challenge to the artificiality of

secial norms——he uses & similar ploy in Redgauntlet when he

dresses Darsie Latimer as a woman——hui it is alsoe, s in

. .
Py
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Redgauntlet, an index to a seriocusly disordered social and

family structure. To become @ man is primarily the defence of
a woman without the necessary protection afforded by a
responsible/father or husband: once Diana's father emerges,
she becomes almost as extremely submissive as she has seemed
extremely independent. Even more suggestive is the fact that
it is the villeinous Rashleiéh who encouraged Diana "in
setting at nought and deépising the forms and ceremonial
habits which are-drawn round females 1in modern society"
° /
(13:189).

Ag compelling as it is., Diana's unconventionality is

=

itsell an appeal to convention, an appeal which finally

eddresses itself Lo her father. His authority is exadgerated

[y

n response to her exaggereted independence., which seems now
Lo have been the expression of an extreme need. It is Diana.

whose duty to her father is primary,. who reminés Frank of his

duty to cure that "Knot, usually esteemed the strongest

n
M

which binds society together” by going to his father's rescue.

In effect, Frank's experience in the abode of nhis fathers

shows nim. on the one hand, the essentially primitive origins

and. tendencies of society. and. on the other, its euiranecus
o

.accessories and affectations. Moreover, this experience makes

~hiim alive to his own implication in the primitive st and

ol
U

more moderate in the use of his imaginaticn, thereby preparing
: g ’
him to be more sympathetic in his response to the Highland -

culture.
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© Working out a rational balance in his response to his

social and individual 'past is an ongoing process: however,
which Frank undergoes not only as a young man when he delves
into the Scottisﬁ Highlands but also as an old man when he
delves into his past. Frank's problem i1s the opposite.of that
of Ravenswood, wh&se traditional view ¢f the world meant that
he was absorbed by his memory of the past. TFor the modern
mind, the temptation is to define oneself by dissociation from
the past. Schooled by his experience at Osbaldistone Hall.,
Frank cannot effect such a facile dissociation from the past:
but he must still, while acknowledging his asscciation with

the pest., seek to shape a present self that is independent of

It is charecteristic of the rationalist mind that it use
language to strike the balence betwsen association with the

world and dissociagtion from it. Language becomes an index for

responsible filial attitude entail forsaxing his preferred
course oI poetry in favour of attending te his father
business affzirs. In the modern world. action is tvpically

mecdiated., and the dominaﬁt forms of mediation, as the Waverley

Novels illustrate, are the words of law and the numbers of

1.

commerce. They serve as the necessary substitutes for direct

-

a@lso bring with them the possibility of falseness and
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bankruptcy. When he begins to write his memoir. Frank

evinceg a self-conscious awareness of the duplicity of his
medium, particularly "when we ourselves are the heroes of the
events which we tell” (1:3). Endeavouring as he is to
produce “a faithfulltranscript of my thoughts and feelings. of
"my virtues and my failings" (1:2), he is nonethe&%ss aware
that. especially when the reader is "a dear and intimate
friend.,” a writer like himself{ may succumb to ?the seductive
love of narrative” (1:2.3). He knows that the sense of
"power” over the reader and the allure of "self-importance”

(1:3) may interfere with the writer's desire to be "faithful.”

At the same time. Frank 1s aware that to use words in this

p—s

endeavour 1s also to submit himself tc the judgement of his
reader. The fact that this reader is an intimaite friend means
rank can trust his judgement., but the same relationship,
Frank knows, also means that he is entirely at the mercy of
his c¢hosen Judge. Trom such & person. the "kind construction

m-
a

and forciveness" Trank seeks are not only desirable but

-

essential (1:2).
Zven as Trank's self-consciousness about and

preoccupation with the implications ¢f his writ%ng are

Fh

symptomatic of his uneasiness about his pest and his need for

4
S

forgiveness, they also underline his enlightened sense of the
amhiguous quality of experience and the determining power of
words. Trank is aware that his narration and his reader's

construction” will define the quality of his past life.
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Unlike the literdlist. p}imitive mind, the rationalist mind
sees truth as fluid and remembering as a process in which
memories are shaped. rather than just repeated. as they are
told and heard. And while the primitive mind privileges thé
past over the present and allows memory to reduce experience
to dualiities of right and wrong. true and false. the modern
mind can view the past—-both social! and personal--only with
ambivalence. Self—cons&iousness entails knowing that cne must

define oneself both with and against the past. Frank's memory

of his time at Osbaldistone Hall does not ?ﬁlow a simp
contrast betweén the barbarism of his cous&ns and his own
IS
gultivation: instead it recalls his own regression and his
“shame and degradation" (12:167) at being unable to dissocilate
himself from their uncultivated ways. With even more
ambivalence, Frank describes his rebellion against his father.
Here his latent sympathy for his father and his mature self-
criticism war with. rather than replace, his lingering
sympathy for "the follies and headstrong impetussity of my
vouth” (1:2). Frank finds himself still, as an old man,
couching his confession of wrongdoing In terms of extenuating
circumstances, offering as
resistance to his %ather's agthority the fact that "I did not
fully understeand” (1:11). urther complicating matiers is the
revelation that he still does not undersiand: TFrank admits

o

not only that "I thought at the time there was something

unkind" in his father's treatment of him but zlso that "I
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nk +~hat my father's conduct was injudicious" (2:29).

TFrank comes to view the ancient culture of the
’ |

Highlands and Rob Roy himself as worthy of both censure and

sympathy . so he comes to view his own personal past as also
-

filled with, to recall the words of Andrew Fairservice, "many
~

things ower bad for blessing., and ower gude for banning”

(3%:342). Perhaps best representing

- )
=
-

rank's_ curious :
confession is the most'equivocal statement of %11. a statement
appropriately formulated as a.rhetoricaluquestion: "Who can
judge of their own heart?"” (2:2%9). ~This is either the most
humble or the most proud self-assessment.

The ambivalence with which Frank views his o@n past as he

looks back on his relationship with his father and with his

f

fathers takes z different form as he describes his journey

N

northward away‘ffo&‘Glasgow. the last bastion of civilized
soc@eﬁy. Whilé ne 1s aware c¢f his surroundings becoming
increasingly foreign &s he moves further away from his own
world, he responds to this sense of increasing alienation by
an increasing exercise ¢f his enlightened powers of
observation. As he penetrates further northward and further
into the unknown past, the world becomes progressively "more
dreary"” and more alien as “hopeless;barrenneés“ and "absolute
sterility” make "these wastes” uninﬂabitable. except to "a few
straggling sheep of a strange diversity of colours"” and a few

brave birds of foreign denomination (27:135). Frank's sense

of the alien nature of the environment expresses itself in his
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alienation from it: but does he respond to the alien worid by
expressing alienation from it, or does his alienation from it
X .
make the world alien? This is the guestion for the
rationalist cpnsciousness. whose sense of the disiiﬁction
between subject and object. percipient and perceived, makef it
_impossible to see the world except es somethiﬁg "other."
Althoﬁgh Frank is qvé?comé hy "dejecticn"” In this aliercworld.
he persists in expecting "exercise” for his imagination
(10:136) and "interest” (1C:137:;11:143.144). Instead 5f
finding that moonlight makes this bleak and unknown world
more frightening. he reports that "under her rays.Athe ground

over wnich we passed assumed & more interesting appearance

than during the broad daylight. which discovered the extent of

s
—

i1ts wasteness” (11:143). While Frank's rationalist mind notes
and articulates the wvarious features that make this land seem
uninhabitable to him, it also has categories with which it can

define and control, and thus distance itself from. this

ct
i
4.

potentially feariul environmen The rationalist mind

inhakit this wasteland by

ct

o]

capitelizes on Its inability t
transforming it into an aesthetically habitable landscape.
While Frank's aestheticizing perception effectively
distances him f£rom the potentially overwhelming environment,
nis companion on the Journey, Ba&lie Nicole Jarvie, a seasoned
traveller in this waste land hut 2 true citizen of Glasgow,
?esponds in a quite different way that emphasizes

distance from all he sees. In a typically rationalist

”
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fashion. the young mar of words seeks from Bailie Ji?vie the
"names and ppsitibq;rof these remarkaﬁle mountains."” such
categories being essenulal for him to define his reiat:onshﬁp
to the world. The colder man can or will offer '"no
information" on a subject for which he has no words or
cétegories./pﬁly feelings. "They're the Hieland hi}ls; the .
Hieland hﬂgls.? he tells Frank. "I douna look ai them: I

- *
never see them bul they are gar me grew [make me shuddey].

t's ne for fear, no for fear. but just for grief for the puir
blindecd, hailf arved creatures that inhabit them;—“
(10:137). Like Frank, Bailie Jarvie q§es not arlow fear to -
dominate his respense to this ominous land, but whereas thg
young man's is the fearlessness of ignorance and self-
centeredness, the older man's is a fearlessneés borne of | -
knowledge of this land and compassion for its people. His
fear has been overcome. not by abstract "interest." but by
genuine sympathy for the human creatures that try to inhabit

the uninhabitable. O0Of course. 3ailie Jarvie

motivation are commercial, but-his response to the Highlanders

I~|-j

belies Irank's confident assertion that his companion

considered "commercial transactions -the host important objects
of human life" (27:133).

While Bzilie Jarvie'g cympathy and respect for the
Highland world leave him at & loss for words, Frank's facility
with words seems to increase in direct proportion to the

uncertainty of thelr situation. After they are involved in z
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brawlrwith several Highlanders and Lowlanders in an alehouse
where they stop for the night and then almost arrested by
suspicious soldiers. Frank greets the new day with the naive
insouciance of a mere observer of the dangers of the previous
night. Emergiqg from their virtual imprisonment., Frank

experiences & "delightful sensation" at exchanging "the dark.

1]

smoky, smothering atmosphere of the Highland hut" for -th
"refreshing Iragrance of the morning air" {30:180). What is

nteresting here is the ease with which the young man is able

to dissociate himself from the dark oppressive Highland world

[

and Join the new day of Ehe enlightened society. As vet .

further testimony to his imperviousness to the actua! darkness

of the surrounding world and definition-of his own worid in

bt

. . . . . A
terms of light., thig awakening to light irenically occurs as

t

they are about to be virtually swallowed up by the darkness of
the primitive MacGregors. Like an antidote to the encroaching
darkress, Frank's response to the scene is the entirely

aesthetir one of a self-styled poet and enlightened observer.

He sees "a scene of natural romance and beauty as had never

o

¢fore greeted my eyes” (30:180). His eyes, indeed. seem to

1t

dispel the potential darkness,.and his language here refiects
this rationalist ability %o transform the world into an
innabitable place. Interestingly., he describes this scene

around the Forth in sirikingly anthropecmorphic terms

{(personifying the wandering Forth. the "garland of woods.” the

lake "lightly curled into tiny waves by the breath of the
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morning breeze), reflecting in his language the "life and
vivacity" which he says the scene derives from the "waving"
forests (30:180-1). But as the natural world comes Lo seem

\ more animzte. more human, to him,  '"'man zlone seemed to be

placed i\ a state of inferiority., in & scene where all the

ordinary -features of the nature were raised and exalted"

(30:181 In other words. the more non-human the world
becomes, the more humen is the language the rationalist:
consciousness must employ in order to name and thereby to tame
the hostile environment.

The élternative is strikingly imaged here bv the roofs of
the humen inhabitants, which "approached the ground so ngarly"
that they might almost be a part of nature, absorbed.by a
world from which they cannct distance themselves {30:181).

The herrifying “conseguences of identifying with nature are
dramatized when Frank finally meéts the MzcGregor clan in all
its wild splendour. He finds interest enough forlany
imagination in the impressive figure of Helen MacGregor and
the savage revenge she takes on Morris, whe., to TFrank's

"sickening horror." is weighted with & stone and hurled into a

lake to nis doom. But Frank's terms, as he comments that the

"unit® of Morris's life was "for ever withdrawn from the sum
of human existence” (31:213.212). betray both the older

narrator’'s commercial perspective and his ability to see this
horror in terms of the counters provided by language.

Zven the barbaric clan can be tamed by language, and
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Frank, the man of seﬁsibility, appreciates the "eloguence' of
the savage expression of feeling and the "natural teste" which .
is "unfettered by system and affectation" (35:279,280). His
commentary, containing ﬁis rather paradoxical intellectual
which he is constantly engaged in order to have a contact with
the Highlanders that is (necessarily) both mediated and on his
terms. Frank goes on to comment on the Highlanders' need to
use different languages for different situations. His
description of the intricate uses of language and the
Highlanders' recourse to three different languages also
‘highlights their éisplacement as an ancient culture in the
modern world, and emphasizes the complex procedures of
medliation that have replaced the simple transaction be}%een
feeling or impulse and action ér word. The Highlanders., Frank
comments, use the Lowland Scottish dialect when they . are -
"familiar and facetious.” the idiom of their native language

when “'sericus eand impassioned," and expressions wnich sound

'

'wild, elevated. and poetical"” when forced %o convey such

V—a
2.

feelings in Znglish (35:282). Generzlizing further., Frank

]
n

observes thet "the language of passion almest always pure
as well as vehement” (35:282). 1In the context of the
intricate complex of discourses he has just outlined, this
comment draws attention to the dichotomy both between language
and feeling and between the primitive consciousness. so

confounded by language, and the enlighiened consciousness.’
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egually confounded by feeling.

As he and Bailie Jarvie ‘lourney back towards the world of
enlightened society, Frank leaves the darkness of the ancient,
violent culture behind. However much he is "moved Dby [the]
norrid spectacle"” (31:211) of Morris's murder.(ér perhaps
because he is so movea). he continues to find imaginative and

sa

romantic interest in the Highlaends. As he and Bailie Jarvie go

back to Glasgow,

-
-
-

rank isigradually more able t¢ appreciate

the grandeur of the scenery. We know that he has finally put a

safe distance between himself and the events he has witnessed

‘'when he is eable to see Loch Lomond as the subject for romantic

"specylations” that match Jarvie{é commercial ones (36:287).
But although distancing is possible for the consﬁious

rational mind, the unconscicus feeds con irrational and

’

primitive fears of ,identificaticon. Morris's cries, Frank
writes, "haunted my sleep for fears afterwards” (31:211). -And
in dream, Frank's unconscicus replaceslgélen MacGregor's
victim with himself and Dfana, awaiting execution at the order
of her father. This dream points to the curious way in which,
throughout the narrative. Frank consisten;ly recalls Diana in
the context of guilt. In part. this associati&n of Diana with
gullt is symptomatic of the attitude with which Frank writes

higs memoir, in that it underlines the fact that Rob Roy is.

implicitly if not overtly. the confession of a guilty soul.

v1y
A
[8)
8
t

he moment he leaves London, “degradation” and "shame"
¢ 17
are Frank's habituzl feelings. = On the road from London: he
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plays robgg; and then feels that "every person will take it
for gfanted'that I am accessory to a Eriﬁé which I gespise and
detest™ (11:1530), but this pretense allows him to express real
teelings of guiit. Having broken his ownﬁcode of conduct by
becoming inebriated, he emerges next day "like & criminal to

receive sentence” (12:167). Shortly thereafter. in reporting

o8

how he retired to the library with Diana for her sentencing.

“

he draws attention teo his own repeated figure of speech. but

-

nevertheless employs it: "I followed——-like & criminal. I was

going to say. to execution: but, as I bethink me, I have used

Without any simile at

-

the simile once., if not twice before.
all then, I followed" (12:174). To follow "without any simile
at all"” comes close to identifying himself &s a criminal
rathér than comparing -himself %o one. Curiocusly. it would
seem that drawing attention to the use ¢f a figure of speech
does not diminish its effect but rather makés its effect seem

less figurative. as when Frank expresses his sympathy for

Diana's plight by saying "it is scarce metaphorical o éay

1)}
s}

elf-conscious ‘use ¢of simile and metaphor here
highlights a key feature of the raticonalist mind. which
empioys figuretive language as a way of both figuring the
feelings it has and distancing itself from the concrete object
{(the criminal or biocod. for example) which-has been ’

transformed into an image described by & word.” While

conscilous mind uses language to provide this distance,
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however, his unconscious mind subverts the rationalist

strategy. The subvgrsive power ¢f his uncenscious is most

clear in his dream about Morris's murder. which :i%

"

unconscious mind reconstructs inte a horrifying ghtmare by
%
deploying the non-rational processes of association to exploit

. . z . . . - .
his feelings 0f fear and guilt. 1In a curilous way. Frank's

romantic dreams about Diana become a CGothic nightmare when her
father appears. The fact that Frank mistakes him for Diana's

lover serves only to heighten the Gothic overtones. Soon

-
-

fu

fter the murder of Morris, Frank and Diana bid what they -

.

think is their last farewell--"forever!" as she says. Her
metaphor--"There i1s a gulf between us.--a gulf ¢f absolute

—
[
-

perdition” (33:243)-—merges in Frank's unconscious with the
gulf into which Morris had been hurled. so that in dream "for

yvears afterwards” he experiences this horriiving fate.

ct

1‘

[ 1]

Frank's unconscicus mind effects the kind of iden lcation

that the conscious raticnalist mind uses language t i,

Q
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O
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producis a strange agony" {3%:329). His unconscious works
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the primitive mind. repeating a situation whose symbolic
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case
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with every repetition., while his conscious

mind habitpally ané self-conscicusly employs the safer figures

O
(o))
0
[
o]
oy

of simile and metaphor. The most suggestive use

-

language occurs 1in the same farewell scene, when Frank

describes his effcort to respondé to Diane's farewell. "The
word, though it rose to my tongue."” he writes, "seemed to choke

in my throat.like the fatal guiltv, which the delinguent who
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makes 1t his plea knows must be followed by the doom of death”
(33:243). As romantic as is the sense of this comparison. its
terms are remarkably morbid cnes for a writer to choose to
describe his feelings as & lover. The association of love and
guilt is strangely suggestive of a Gothic undercurrent. 3But
even more striking is the usg of the simile: Frank says that
he chokes on a wordé (fa ﬁewe 1} that was like another werd
(guilty), & comparison that suggests that his words have come
to replace the substance they describe and. perhaps for t@at
reason. are themselves guilt-ridden.

Trank's self-conscious use of language highlights ancother
key feature of the rationalist mind. Whereas the primitive

miné uses words and symbols that temporarily replace their

referents, the rationalist mind uses words to substitute for a
referent which bDelongs to the past. Characteristically. the

raticonalist mind eschews symbols. which are at once self-

contained and representetive of a signified reali and

ot
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employs instead.similes and metaphors., which are
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linguistic figures that preserve * the ”e1at*0h°H ip
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d thus
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distinction between the Iwo things being compa“ec 3y thus
maxking clear that what is geing on is an act of comparison or
medlation by & percipilent, such figures also define the

relationship and distinction between the percipient and the

rank draws attention to his language

in & way that demonstrates his awareness of the necessity for
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the mediation it provides and his new sense of the use of
figurativg_language. As a young man, he had used such
figurative language in his poetry as a substitute for the
mature. responsible ianguage of a gainfui profession. As an
older man, he uses_figurétive language to describe his
experience and his perception in a way that signals a new
understanding ¢f his relation to the worid. His self- X
conscious use of similes and metaphors draws attention to an
ability of which the linguistic skill is symptomatic: the
ability to accept substitutes. Whereas for the primitive mind

symbols derive their substance from their referent, for the

(% H

t
H

rationalis ind symbolic representations—--the mos:t current of

which are words—-replace the referent. 1In effect., then, the

Y

he rationalist mind are those which

t

most powerful words to
are used as similes and metaphors. because these give an

ctherwise abstract idea a concrete substance.
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I
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whereas for the primitive mind the word provides an abstract
expression Ior & concrete impression which has primary
reality. for the rationalist mind the word purperis tc provide
the concrete impression otherwise entirely lacking in an
abstract idea. Similes and metaphors are viial %o the

enlightened vocabulary because they provide & concrete

)

h

=

substance for the abstractions of real life. at 1s, when

there is ne longer a direct relation between passion and
action, and action takes the form of verbal exercises of "the

mere clerk and acccountant” (te use Adam Ferguson's words).
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—*~“mtunned and chilled

SB

language assumes a new role as the locus of human activity.
This new sense of language emerges in Frank's

retrospective descriptions of his father's profession. in

[

which he uses metaphors from the life of a gambler, a sailor.
and an adventurer. thereby demonstrating his better
understanding both of his father and of language. He now
qg@gziggnds the constraints that requ@re the displacement of
energies into appropriate channels and the use of abstract
ciphers like words and numbers {o express desires that cannot

the fascination of

—

assume concrete shape: "trade has al

ct

gambling." Frank writes. "without its moral guilt" (1:5).
Sz

imilarly’ the metaphors of guilt and prison which abound 3in
his descriptions of his youth do not have a specific concrete
referent. Rather, they extend his experience to account in

imaginative and concrete terms for his sense of inadequacy and

cannot be

t

implication in "masses of crime and sorrow" “ha

-—
-
-

Ambivealence pervades Frank's words. which seem at Simes

te hide more than they disclese. When he iz again reunited

"

with Diana, she appears in her father's presence "with

minished beauty and sunk spirits.,” and he is left feeling

[WR

é

-

and "almost offended” by her menner

(38:324:39:328). Tollowing this meeting. Frank dreams of his
father's officiating at the "ceremony" by which he and Diane

are "about t¢c be precipitated from & rock into the lake"”

S more than

—

39:32%9). The "strange agony” of this dream tel
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nis words of the crisis of his feelings. So "lively" is its

"impression," writes Frank, that "I could paint even at thi

wn

moment' the scene before his mind's eye (39:329). Narrate as
he may, then. the memory of the abyss this dream‘discloses is
never hezlied. The impression of the dream is newver safely
abstracted intq language. try as Frank migh£ “"forcibly to
—azbstract my mind from the singular circumstances"” f3§:328}.

In a different way. his reunion with his father is also beyond

the scope of words: his reader "can well imagine what I should

find It impossible to describe" (36:291). But the reunion is
as 'impossible for the reader to imagine as it is for Frank to

describe, because his response to his father, as recorded in
the memoir. is still ambivalent. Similarly. Frank relies on
hig reader’'s knowledge of his wife and of his relationship
with her to supply an impression ¢f his sense of loss at her
death: "You know," he writes, "how long and happily I lived
with Diana. You know how I lamented her. 3ut vou do not.
cannot,. know how much she deserved her husband's serrow”
(39:241). The reader cannot know. not because he has not
experienced her desert. however, but because Frank is finally
so ambivalent about it.

The futility of Lrying to write a "faithful transcript"
of one's life seems to be the final confession of the editor.

who states that "the original manuscript ends somewnat

" L o

abruptly. Wnen he concludes by saying. "I have reascn to

o

think that what followed related to private affairs” (39:342).
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we have reason to think that the private life of Frank
Osbaldistone remeins undisclesed, perhaps even to himself. 1In
afsense. Frank's narrative demonstrates the bankruptcy and
duplicity Sf words that the editor of Ravenswood's story finds
demonstrated in its multiple versions. 3But, like -he editor

rank's .

wn
1y
[o1]

of that story. the editor of Rob Rov produce
h

ct
bt

narrative, knowing that for all their limitations. words are

the revealing acts of the modern world. Even as the Y

narrator’'s story in The Bride cf Lammermoor undermines Lady

Ashtor's stone memorial to her own virtues., so Frank's
inability to fix anything in stone and his awareness of his

need for "kind consiruction" become a memorial to his

integrity.
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CHAPTER THREE

Inhabiting the Wilderness:

Place from Ivanhoe to The Fair Maid of Perth

~

Edgar Ravenswood and Frank Osbaldistone manifest their
respective stageé of consciousness in their different
responses to the landscape as they struggle Lo achieve a
fruitful balance between association with and dissociation
from nature. While the basic struggle is, for Scott, an
cngoing one (the abyss that swalléws up the primitive mind
still haunts the rationalist dnconscious), the response of
particular individuals and societies to the natural landscape
functions as a sign of their stage of develiopment. Recreating
& historical period, as readers of the Waverley novels well
know, means animating a place for its emergence. Scott does
not employ sétting merely as background for his narrative;
rather, as James Reed notes, his 1andscépes "reproduce an
organic and vital context for human activity" (16). For
Scott. place helps to make history and individuals what they
are. If, as the opening chapter of Ivanhoe has it, "human
figures” complete the landscape: the landscape also completes

the human figures (1:5). "Scott's sense of history was based
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on his sense of place.," as Harry Shaw puts it, because a place
both bears the imprint of the history it has witnessed and is
itself a shaping force of that history (Forms 151). Moreover,
Scott's sense of history was grounded in particular places
which had witnessed and shaped not only the course of naticnal
history but élso the development of his personal memory.

It is clear that Scott's understanding of histo%y depends
upoen hié "sense of place" and upon his use of memory té relate.
place and time in & way that enlivens historsy.l A. 0. J.
Cockshut argues that Scott's method was "truly historical"” and
that he was at his best only within the range of his own
personal knowiedge and feeling, a raﬁge that coincided with
the reach of oral tradition (Cockshut 104).2 David Daiches
takes this further when. he points out that "Scotti's first and
most deeply felt encounter with history was oral tradition
associated with topography.” Most readers would égreé with
Daiches's view that Scott's most successful ndQéls gain their
power from an "encounter" with history as it is related to him
in "places he could see with his own eyes, imagining the
acting out of those old heroic deeds on the very scenes -before
him“ (“"Scott and History" 460). Both comments suggest two
largely unexplored corollaries. One is the notion that it is
the story of the historical event, rather than the event
itself, that was central to Scott's concern and vital to his

imagination, and this forms the subject of Chapter Five. The

other, subject of the present chapter, is that, although Scott
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depended on seeing "with his own eyes." his imagination
actually worked better when he was physically removed frog the
significant places so that he was "seeing"” them under the
joint auspices of memory and imagination. He did not write
well about places that did not capture his imagination and
become enlivened with-'a "sense of‘piaceﬁ: such places remained
dead landscapes. But the "sense of place" that Scott needed
in order to enliven & landscape depended upon his investing an
otherwise dead landscape with a congequentiality analogdus to
the consequentiality with which Waverley had to invest his
time. And this kind of activity 1s not a matter bf present
empirical perception but of imagipation and memory. Indeed,
Scott's powers of composition were-strongest, as- F. A. Pottle
argues, "in the mode of &emory," because it was there "where
the workings of the ;magination were unconscious that his mind
was most completely atl one with itself” (Pottie 253).

In his essay "The Power of Memory in Boswell and Scott,"
Pottle tries to characterize the working of Scott's memory as
distinct from both the more typically eighﬁeenth—century kind
of memory. as represented by Bosweli. and the more typically
Romantic kind of memory, as represented by Wordsworth. In
this (as in so many areas) Scott 1is a ”Bridge figure”: Pottle
argues that while he demonstrates;the eighteenth-century
"power to admire the average" and to value factual details, he
is relatively free of the fear of "the dangerous.prevélence of

the imagination® that usually informed the eighteenth—century
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attention to actuality. Even as Scott's is the e&ghteenth—
century kind of memory in which "the imagination was made to
work with;n-the limits of literal circumstances.," at the same
time his Emaginatién is not bound, but actually liberated, by
" the grounding providéd by this "circumstantial memory."
Still, imagination never gecomes'for him (as it does for some
of the Romantics) "revelatory of truth." Pottle then
concludes that Scotti's power of memory depends upon a division
of his consciousness: "while his -perception is rooted firmly
in the eighteenth century. his imagination in the mode of
fiction has freed itself completely from the restrictions
which that century - -imposed” (252-3).

This combination of accurate perception and thg free play
of imagination characterizes Scott's view of landscaée and is
‘basic to his understanding of history. The importance of this
combination is suggested in Daiches's notion that Scott must
literally see places in order to imagine hiséory's glories,
and it informs Cockshut's notion that Scott's imagination is
fed by that special combinafion of personal and secondary
knowfedge that is the nature of oral tradition. Scott's first
eight novels all exemplify in different ways the power of his
imagination when exercised upon stories he could hear about
events enacted in places he could see. But it is the
difficulties he enéounters when he moves outside this range
that illuminate the particular nature of his imagination and

the power of his memory., making clear not only that Scott's
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sense of history is dependent upon his sense of place but that
his sense of place is debendent upon a knowledge that has
been, rather than is, empirical and immediate. Scott's
perception works bést when it is displaced-in time and\ﬁégce
so that he must actively invest a place with
consequentiality——a sense of place—--by the efforts of memory
and imagination. His imaginative inhabiting and recreating of
a landscape rgquifes distance as well as familiarity.
Scott'sighals his move outside the range Cockshut

identifies with a transitional novel. A Legend of Montrose.

Generically a legend auﬁhenticated by letters, rather than a
story told or a histcrf documented. this short qovef is
nevertheless still firmly grounded in the familiar and
striking landscapes of the Highlands. It is only with his
next novel, Ivanhoe, that Scott moves both to a time beyond
the reach of storytellers' memories and to a place that does
not inspire the kind of imaginativé re—enacting of past
glories that Daiches describes. Characteristically. Scott
responds to anticipated criticisms of this venture ocutside his
usual terrain by allowing the Reverend Dryasdust, F. A. S., to
level them a; the Author thro;gh the medium of Laurence
Templeton's "Dedicatory Epistle.” Templeton tells us that the
Antiguarian has two main objections to the Author's turning
his attention to medieval England., one regarding sources and
the othar regarding the landscape. With the first of these

objections, the author confronts the difficulty of being
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outside the range of oral tradition. But when the antiquarian
questions the circumstantial accuracy of tales based on “musty
.records and chronicles" that leave out "all interesting
details,” Templeton contends that any representation of the
pdst requires its being imaginatively “translated" (xliv,
xivii}. Thus he answers.charges about perception and memory
by appealing to imagination and interpretation.

Although Templeton is readily able to meet this objectipn
to the usé of }ext? rather than tradition, however, he is less
able to counter the other objectien} that regarding the
landscape. This second objection does not express doubt about
the accuracy of the descriﬁtion but aﬁout its imaginative
appeal;'when it comes to the landscage.of medieval England,
the problem is, not that it is too remote, but thai‘it is neot
remote enough to be interesting. Templeton articulates the
anticipated difficulty: while the reader of Scottish tales is
likely to give credence to the primitive culture they present
because "he has either never seen those remote districts at
all or he has wandered through those dégglate regions, " the
English iandscape affords an authof noe such aid. 1In responée,
'Templeton contends that although "the scenery of the south be
less romantic and sublime than that of the northern mountains,
it must be allowed to possess in the same proportion superior
softnesé and beauty" (xliii). Templeton argues in vain,
however: soft and beautiful as it may be, the English

countryside lacks the dramatic extremes that would make

1
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readers "fully prepared,"” as they are with thé Scottish
landscape, to believe that it was once inhabited by primitive
ancestors (xliii). Scott here reiterates Lthe pbint made in
the Postscript of Waverley: that the Scotland of his own day
has the unique distinction of’having experiéngggﬂggphfﬁ“living
memory (here it is “tpese.thirty yearsJ) wnat.he célls "an
infinite change.” As he noted in Waverley, the present Scots
a}e consequently "as different from their grandfathers as the
existing English are from those of Queen Elizabeth's time"
{(Postscript 364). For both nations, iandscape is embiematic
of the kind of change each'sdciety has experienced: the drama
of the change in Scottish history is reflected in the drama£ic
Highland landscape, while the comparative suﬁtlety of the
change in English civilization is reflected in its more mellow
landscape. _The chttish landscape provides the ideal context

for Scott's dramatization of Scottish history because it is

both familiar and strange. the site both of one's own present

Fd

experience and of one's ancestors' past adventures as recalled
c¢r imagined. This landscape serves as a medium betﬁeen past
and present and between strange and familiar worlds for Scott
and for his readers, lending credibility, or at least
plausibility, to the scenes it locates; conversely. the
English landscape diminishes the authenticity and power of a
more ancient and equally’romantic age. Tor Scoti at least,
the English countryside is not as interesting as the Scettish

because, as Templeton observes, "in England, civilisation has
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been so loqg complete," that it does not bear in its landscape
the memorylof the strife and disorder that produced it (xliv).
Likewise, it bears no personal assoﬁiations'as the scene of
recollected tales.

The difficulties Scott haé in experiencing é "sense of
history" outside the range of oral fradition are footéa in the
difficulty he has with experiencing the "sense of place" in
the English landécape. The opening paragraphs of IQanhoe, his
first medieval novel, exemplify the integrally related
tgmpdral and topographical problems he has tried to anticipate
in the '"Dedicatory Episfle." Ivanhoe is not a great
historical novel primarily because Scott tries td
overcompensate for the remoteness of its era b§ "translating"”
its unfamiliarity to the point of innocuous banality. This
. failure of imagination is not bnly reflected in but in part
caused by his inability to invest its landscape with the
"sense of place" that is vital to‘his sense of history.

Ivanhoe opens with a rather perfunctory, formulaic
description of the topographical setting. a conventional
evocation which suggeéts'that it will serve as a backdrop
rather than as a vital context for action. "In that pleasant
district of merry England which is watered by the river Don,"
we are told, "there extended in ancient times a large forest,
covering the greater part of the beautiful hills and valleys
which lie between Sheffield and the pleasant town of

Doncaster. The remains of this extensive wood are still to be



108

seen” (1:1). Here, then. is a landscape that is recognizable,
for the contours/g§\;§e land and the remains of the forest make
“it both a place that is familiar and a sign of a continuity
between the nation's past and the reader's present: Here,
too, is a,landscape in benign——and banal--form. There are no
“romantic and sublime" mountains, just "beautiéﬁl hills and
valleys." It is a "pleasant" district, and as the repetition
of "pleasant” underlines, we have a clearly conveniional
description of a stereotypical "merry England."” The
conventionality of the scene is reinforced by its description
as the site of romantic‘exploits: "Here haunted of yore the
fabuious Dragon of Wantley: here were fought many of the most
desperate battles during the Civil War of Lthe Roses: and here
also flourished in ancient times these bands of gallant )
outlaws, whose deeds have been rendered so popular in English
song." The unabashed abundance of cliches here represents the
scene in ready-made terms: whether they take the form of
fable, history., or traditional ballad and legend, the stories
suggested by this beautiful scene are alregdy formulated in
conventicnal literary terms. This landscape. together with
these stories, also suggests a certain conventionalizing of
the.past.that is intrinsic to ﬁhe Znglish uncderstanding of
history: the serenity of the beautiful scene and the formulaic
narratives facilitate a mythologizing of the pést in the
interests of peace. As Judith Wilt peints out, the "secret

leaves" of this forest serve as the necessary hiding place for

3
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the‘dispossessed son and King, who figures in the mythology
not only of the Waverley novels but also of English nationhood

(Secret Leaves 18). The forest also serves as a kind of cover
/

for English Hfgéory in that it camouflages the strife
(especially the ciQil and familial conflicts) and the
compromises that underlie the apparent peace of the landscape. '
Serving a contrasting but equally po;itical purpose, the
rugged and dramatic Scottish landscape keeps alive the memory
of heroic struggle and defeat that is essential to the sense
of dignity of a subdued nation.

Because it is so unrepresentative, the description of the
setting of Ivanhoe brings to light at least five distinctive
features of Scott's landscapes. TFirst, in a way that rather
reflec;s its textual sources, the landscapé of Ivanhoe is
described in the higﬁly generalized, stock roabulary of a
iegendary tale rather than in the specific, particular |
vocabulary of Scott's characteristic historical narratives.

At the same time, the setting of ~“wvanhoe is an actual,
particular one kdescribed by means of a comparison between its
present and past features), rather than his usual bliend of
specific, particular features from a number of impressive
scenes. ?hat is, Scott usually constructs a landscape out of
several impressive memories of different places. Related to
this is the third distinctive feature absent from the Ivarhoe
setting. The landscapes in the earlier novéls usually are

charged with personal associations, bear the traces and
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promptings of memory that activate Scott's imagination. Also
absent are thoesz features identified in eighteenth-century
aesthetic terms as "sublime" and typically generative for
Scott. Ivanhoe features instead the cateéory of the
beautiful——"soft and beautiful" and "pleasant"—~— to which
Scott was not notably drawn. Finally, the scene illuminates
the necessity for Scott's "sense of place” of the presence in
the landscape of the memory ¢f past conflict and loss in order
to contrast and enrich, and even authentiéate. the present
experience of peace and surety. In order for Scott to

experience and reproduce a sense of place, a landscape must

"intimate the presence" (Quentin Durward 1i) of what has gone

before.

Nothing suggests so clearly how vital to Scott's sense of
history was his sense of place és the interrelated lack of
both 'in Ivanhoe. And nothing suggests so strongly how
personal were these two senses for Scott so much as his need
to begin writiﬁg another, more chagacteristic——and.Scottish——

noevel before Ivanhcoe was finished. Lockhart reports the

"relief"” that Scott felt upon beginning The Monastery at

being able "to interlay the scenery most familiar to me., with
the sirange world for which I had to draw so much on
imagination” (Life 422). This image of interlaying strange
and familiar worlds points to the A;erlapping of the two

worlds in these novels and to the kind of combination of

strangeness and familiarity that enlivens Scott's
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characteristic landscapes. And it is no accident that he
acknowledges his discomfort with the landscape of Ivanhoe by

using the 1830 Introduction to The Monastery, as well as the

novel itself, to articulate much of what his sense of placé
entails.

The Introdﬁction begins by drawing attention to the
difference between the scenes of these two novels. Scott is
unable to explain why he should make every effort "to remove"
the earliéf novel "to‘a distance from his own countrvy" and
then take pains to set the later novel "in the immediate
neighbourhood of his own residence,” but his attention te the
move suggests its importanc?((xxil. He goes on to say that
Melrose ,provided a suitable setting for thg story not only
because "the celebrated ruins... form a splendid theatre for
any tragic incident" but also because “the vicinity of the
fine river... 1s rich with so many receollections of former
times." To these memories of a romantic past. the scene adds
"circumstances of romantic locality"” that "fill up the idea
which cne would form in 1magination for a scene that Oberon
and dueen Mab might love to revel in" (xxXi—-xxi1ii). Because the
Melrose countryside is “connected with so many associations of
a fanciful nature, in which the imagination takes delight,™ it
would recommend itself as the setting of a romantic narrative,
he ¢laims, even to "one even less attached to the spot than
the author" (xxiv). As well as lending itself to imaginative,

histeorical, and literary associations {as does the setiing of
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Ivanhoe). then, this more characteristﬁc setting for the
Author of Waverley is charged with peréonal.as well as
cultural asscociations. The most significant feature of the
scene, even more central than the ruins, is the lake "from
which eyes that yet look on the light are said to have seen
the water-bull ascend" (xxiii). What enlivens this scene for
Scott, and hence for his readers. are the secondary
associations of oral tradition that make it part of living
memory. Unlike the landscape of Ivanhoe, the landscape of The
Monasteryv is described in terms of its personal significance.
a significance involving the kind of interaction of
perception, memory, and imagination that evokes that sense of
place so crucial to Scott's historical novel. |

The landscape described in The Monasterv is typical of

Scott and different from that of Ivanhoe in other significant
respects. Whereas Scott describes the English landscape of
the medieval novel in a way that is'quite faithful te the
actual scene (though in general, conventional terms) he tends
to:§§mpose his more characteristic Scottish landscapes out of
the Tfeatures of different scenes. Rather than being "copied

from'nature,“ he explains in the 1830 Introduction. the

set£ing of The Monasterv 1s “a pigce of composition, in which
a real scene, with which [the author] is familiar», had )
afforded him some leading outlines" (xxiv}. Just as he
composzs his narratives by using his imagination to shape and

inform the outlines of remembered incidents. so he composes
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their settings, so that they become contexts for these
compositions rather than mere backdrops. What is interesting
here is that while in order to promote the authenticity of
Ivanhoe he describes the landscape in realistic terms (though
framed in the generic .context of legend). he freely composes

the setting of The Monastery without feeling obliged to "copy"

nature. He is so convinced of the authenticity of the scene
that he can make it the subject of "imaginative construction,"”
as Pottle calils it (243). As a result, the scene of The

Monastery, though not a duplication of the scene he knew., is

—~———

dnveéteﬁ\with a sense of place that derives partly from his
'peréeption'and memory of actual scenes and partly from his
personalizing of the constructed scene by the process of
selecticn and composition. Rather than being within sight or
at a remote distance, the Melrose scene is typical for Scoit
in that he describes it as "lying almost under the immediate
eye of the author” (xxi).

In Chapter Two of the novel, Scott devotes a number of
paragraphs to establishing its sense of place. The
description is striking and memorable, its immediacy and
authenticity eifected largely by the alternation of past and
present tense. "The site [of Glendearg tower] was a beautiful
green knoll," writes Scott, to reach which "it was necessary”
to take a circuitous route described in such detail as to
suggest personal experience. This sense of the author's

presence in the very place is heightened with the change to
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present tense in the next sentence as he describes hills
"which asc¢end... are very steep, and rise" and "the sides of
the glen [which} are impracticable for horse." The
alternation of tenses gives readers both a sense that the
scene is there to be seen, even as it was .in the past, and a
sense that the writer is there as he writes, recording what he
sees. This is particularly interesting,.given that. having -
once seen and mentally recorded. Scott was in fact in part
remembering and in part ‘imaginatively constructing.

Scott is aware of composing this landscape in another
sense as well. When he notes that the locale of Glendearg
"could neither be strictly termed sublime or beautiful. and
scarcely even picturesque or striking." he pauses to admit
that "at the time.... the picturesque, the beautiful, the
sublime, and all their intermediate shades, were ideas
absolutely unknown to the inhabitants" (2:11). The
inhabitants, however, had categories of their own, and they
"attached to the scene feelings fitting the time." in this
case "a mysterious terror" rooted in superstition (2:12).
Here Scott is not-only acknowledging that cultural
predispositioné orde}-one's perception but also attempting the
kind of translation from the cultural terms of one age to
another that he outlines in the "Dedicatory Epistle” to
Ivanhoe In his study of the idea of landscape and the sense
of place in the eighteenth century, John Barrel notes that in

the later‘eighteenth century the "principles of compesition”
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(the beautiful, sublime, picturesque, and so oﬁ} were so
prevalent that "it became imﬁossible for anyone with an
aesthetic interest in landscape to look at the landscape
without applying them, whether he knew be was doing so or not"
(Barrell 6). 1In light of this and of Scott's own obvious
awareness of these principles, it Eécomes all the more
noteworthy that he incorporates and exceeds this kind of
perception. Taking these cultural terms of perception into
account, he describes in his own terms a'séene which, he says,
fits none of the categories. Rather than being sublime or
beautiful or picturesque or striking, he writes, "its extreme
solitude pressed upon the heart: the traveller felt that
unceftainty whither he was going, or 'in what so wild a path
was to terminate, which, at times, strikes more on the
imagination tﬁan the grand features of a show scene, when you
know the exact distance of the inn where your dinner is
bespoke, and at the moment preparing" (2:11). This
description’enlivens the scene because it translates into
'narrative and personal terms the sense of place that Scott at
once experienced and heliped to create by employing his own
terms of perception. The description of the traveller's
feeiing about the place both humanizes and constructs the
landscape, evoking a particular sense of place by appealing to
a2 general human response to the natural landscape. The scene
1s a metaphorical version of the dramaetized, narrative

meditation on this situation that opens Guy Mannering and that




117

suggests that novel's mythic overtones of gquest and return..
As such, this scene of the lone traveller in an unknown land
is obviously an image and & situation that haunted Scott's
imagination and assumed the kind of symbolic import that turns
2 mere landscape into a consequential place. Like the other

passages from The Monasterv, this one makes explicit what is

implicit throughout Scott's novels: his sense that as a writer
but also as a percipient, he is constructing the world he.
seés,'tdrning 2 landscape intc a significant place, according
to‘personal and cultural predispositions.

Scott's characteristic way- of composing a landscape
discloses the complex activity‘hp'undergoes in investing a
landscape with a sense of place.4 In one sense the process
entails personalizing the scene: responding to associations
drawn from memory and imagination, coemposing a scene out of
persénally suggestive features of known landscapes, and
consciously drawing upon and personalizing cenventional
aesthetic categories of perception. But in another sense each
of these steps is also a kind of depersonalizing. The
- assoclations, whether of memory or imagination, are already
composed into some form of story, so that they are
associations once-removed from the personal: Scott remembers a
story of an event rather than an experience. Both composing
the scéne out of a number of actual scenes and filtering the

scene thi-ough categories of perception are acts of aesthetic

distancing. What we see, then, is Scott's own effort to



balance association with and dissociation from an experience
{represented here in terms of landscape) as he takes authorial
pcssession of a scene, using his sense of place to recover and
enliven a pagt time. Like Waverley in writing to Rose. the
author is always struggling for that nice balance where he and
his readers can associate closely enough with the past to
grieve for the losses inscribed on the landscape without
associating with it s¢ much that their imaginations are
shocked. For Scott, as for Waverley, the most fruitful kinds
of associations are narratively mediated.

Imaginatively inhabitiné a landscape is an essential step
in the process whereby Scott reclaims the past for narrative
purposes. Here his task as a writer is analogous to the
process whereby Waverley, in reviewing his experience., invests
his time with consequentiality. In order to make the past
consequential to himself and his readers, Scott not only
huilds on his associations with a landscape but also composes
and orders its features, effecting a compiementary
dissociation by aesthetic and narrative framing. As his
imagination inhabits‘and yet controls the landscape, the
imagination of his readers is invited tc inhabit the past
without being overwhelmed by it and losing their footing in
the necessary present. 'In the process of viewing the
landscape in a way that reclaims the past, Scott also strikes
another nice balance. At the same time that he is "taming"

the landscape in order to make the past accessible in the
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present, he is also highlighting in his descriptions the
"untamed" sublimity of the landscape. This technigue reminds
members of the pregent civilized society of the geographical
and political wilderness out of which their civilization has
emerged. The effect is both to dramatize the ongoing process
by which wildernesses must be civilized and to maintain the'
memory of past wildernesses., a memory which to Scott is
necessary 1in order to lend consequentiality to the present
state of civilization. Tor Scott, a landscape achieves
consequentiality Snd evokes a sense of place and a sense of
history when it bears the memory of the stfife and loss théé
have been composed into present peace.

The relation ¢of wilderness and civilization is crucial *o

Scott, and Ronald Paulson's discussion of landscape in his

book Literarv Landscapes is helpful here because it points to
g
a central structure of the Waverley novels. Paulson argues
that "the mest basic cultural interpretation of a landscape is
10 relate.the wilderness to that which is not wilderncss." A
culture can relate these two polarities of its experience, he
states, by adding some "human trace" to the natural scene, a
structure which has “some reference to the city." What
Paulson calls "the humanizing of a landscape" is necessary for
the growth of individuals and societies in Scott's world, and
it can be accomplished in a positive and healthy.way only
insofar as there is a vital relationship between "the

wilderness and that which is not wilderness" (Paulson 21).
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Sustaining the opposition between: them, instead of allowing

one to destroy or absorb the other. is eésential te the

S

"humanizing" of society.
Many of Scott's novels dramatize the risks and losses

involved in trying to maintain this inherently unstable

balance. 014 Mortality, with its hero so painfully divided in

his loyalties as to be defined by the inevitability of his
losing, is perhaps,the most poignant and disturbiqg in probing-
this problem.6 Appropriately, the novel-feq;ures twé bridges
that are the scenes of mortal battles over which side will
define thHe wilderness and the civilization and so détérm%ne
and enforce the basic cultural interpretation of their |
relati;n. Bothwell Bridge is the emblematic scene of the
social struggle betweén the Royalists and the Covenanters, the
bridge signifying the necessary relation between wilderness
and civilization and the crucial difference between the two
sidés in terms of the‘way each would define society. Victory
for cne side means defining its own as the social structure
which will house c%vilization by defining the conguered
enemy’'s as the social structure that would signal the downfall
of civilization. What happens at a social level omg Bothwell
Bridge‘happens on 2 personal level at Burley's oak tree bridge
where Morton and Burley engage in an analogous mortal struggle
by which Morton forsakes the Covenanter's “wildernes;"

mentality in favour of the conciliatory attitude that allows

him to join the moderates. In making this choice, Morton is
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endorsing and personalizing the dominant cultural
interpretation of the wilderness and of iis relatfsﬁ to that
which is nat wilderness, |

Paulson identifies building a bridge as one of the human
traces by which "the wil@erness'maf be turned into a garden”
(2i). And in a sense, the struggles in 0ld Mortality do

- -

produce Scoti's version of a garden, an idyllic pastoral

scene. Morton returns home from exi{e in Holland to "the
little scene of rLral peace and comfort" represented in
Cuddie's home (37:152). This scene is described in the "soft
and beautiful" terms that characterize the description of the-
very non-sublime setting of Ivanhoe, terms which are in
pointed juxtaposition to the,wildly romantic and sublime ones
used later to describe the wilderness retreat of Burley. But
Scott's depiction of this gardeﬁ, like the resoclution cf the
novel itself, is shot throﬁgh with ambiguity. Not only is the
idyllic pastoral scene described in obviously stylized terms
gnd in obvious contrast to tﬁe equally stylized terms of
Burléy‘s Gothic cave, but it is also situated within sight of
the former "scene of slaughter and conflict, now...'as placid
and quiet as the surface of a summer lake"” (37:191). This
situation casts-a shadow on the present peace, by suggesting
that "the wilderness and that which is not wilderness" have
not really been related so much as kept at bay. one from

another. The manifest hollowness of Morton's victorious

return—-"as if from the grave" (44:296)—-reinforces the sense

]
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7
_of failure and loss that is written on the landscape. And on

his way from the pastoral scene to the wilderness scene, he
- contemplates the evident-ruin the ostensible progress of f
civilfﬁation has wreaked upon the landscape. Heading towards
Elizabeth Maclure's cottage, he journeys throdgh what "once
had been a wood., but was now a ravine divested of trees," a
devastation that testifies to the ambiéuous effects of
civilization. What few trees remain "only served to indicate
what the landscape had once been” (41:255). The sense of
ambiguity is further heightened-by the narrator's implied-
comparison of this scene and the pastoral one. _In contrast to
the tranguil fountain of ﬁhe eariier scene, the mountain
stream alone gives "life and animation” to '"the barest and
most savage scenes,” a qualiiy "which the inhabitants of such
a country miss when gazing even upon the tranguil winding of a
majestic stireanm th}ough plains of fertility. and beside palaces
of splendour” (41:255). Unlike the pastoral scene and its Gothic
. counterpart. this scene is described in individualized rather
thaﬁ conventional terms, sc¢ that, glthough the landscape reflects
loss and destruction. the sense of its history endows it with a
sense of place and conseguentiality.

‘Paulson's idea of a garden allows for just this
ambiguity, in that one”may turn 2 wilderness into a 'garden "by
defining it as a scene in.which something significant has
taken place——perhaps in history or perhaps only in séme

4
private, domestic sense——or in which something significant is
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taking place at the moment” (21)}. Tﬁe éigﬁificant events
Paulson uses as illustrations——"the shooting of a stag, the
building of a bridge, or the acting out of a myth" (21)-—-—are
‘not events that would define a conventional garden. They .are,
however (and coincidentally). the kinds of events that turn
Scott's wildernesses into metaphorical gardens, inte places of
consequence. Paulson's terms help to illuminate the pattern
of relating "the wilderness to that which is not wilderness”
underlying the Waverley nerls. They also show that for Scott
turning a wilderness into a garden does not necessarily
invelve any particular kind of event or even any cultivation:
rather, the transformation involves maintaining the'tension'
between ;he twoe extremes, culgivéting a garden in the midst of
the wilderness. Out of this ongoing process emerges the sense
of gignificance or consequentiality that "humanizes" the
landsggpé. |

Defining.scenes in térmg of significant events and then
composing landscapes out of them are essential to the process
whereby Scott creates the world of hils novels. It is alsoc a
way éf describing part of the process whereby societies and
individuals "create” their worlds, composing a myth that
cﬁarges the landscape and their habitation of it with
significance. In a sense, to interpret the iandscape in these
terms is to interpret one's history in terms of myth, ﬁhat is,
to invest time with a consequentiality that derives from one's

understanding of place. In most of his novels, Scott takes
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the hero and the reader back in timg by taking them to a
landscabe charged with significance. This constructed
landscape helps readers to reconstruct official history in
terms of personal significance. Using the analogy of
landscape, with its unchanged contours and shifting features,
he.uncovers the patterns that underly the processes of history
and the develgpment'Sf human nature, suggesting‘thereby the

mythic underpinnings of cultural and personal identity.

Ivaﬁhoe lacks a strong sense of place because Scott does
noet interpret its lanﬁscape_in ferms of the sense of
significance inherent in the tension between "the wilderness
and that which i® not wilderness." Because the memory of the
wilderness is absent from his interpretation of the landscape,
the story remains within the'genre of legend and hence without
the mythic dimension that emerges from the intersection of
personal and historicallconcerns with universal patterns.

Scott has better success in producing a historical novel of

the Middle Ages with The Talisman. In this novel he uses the
landscape to rénder the medieval past as both accessible and
mysterious, comprehensible to and vet not'assimiléted by the

present. By locating the novel in the East, Scott capitalizes,

on the distance between the medieval séttiﬁé and the

contemporary world. He composes a landscape that highlights
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the remoteness of this world and reflects the tension between
the wi%derness and that which is not wilderness. The novel
does not dramatize this struggle in the predictable simplistic
terms of East against West or heathen against Christian.
Instead the opposing forces are primarily rendered in terms of
personal struggles between and within the representatives of
Western Christianity. The landscape dramatizes the struggle
to humanize personal, individual wildernesses. and this drama
is played out in mythic terms that bring the remote world
alive with personal and universal significance. More
pointedly than any other of Scott's hovels, The Talisman
devotes several opening pages to establishing its
topographical setting. Given his dependence on a sure sense
of place, Scott needs time to conjure up'this-?emote and
foreign landscape in his own imagina?ion and that of his
readers. What emerges is a landscape both strange and
familiar, inves;ed with a significance that arises from two
cultural paradigms: the conflict between man and nature. and
the Biblical myth of a lost paradise, notably its medieval
Eritish expression'in the Crusade quest for the Holy Grail.

The Talisman opens with its ostensiblie hero. the Crusader

knight whom we later know as Sir Kenneth of Scotland. "pacing
slowly along the sandy deserts which lie in the vicinity of
the Dead Sea." This site, whose ancient significance has lent
it mythic proportions, is the real hero of the novel (1:1).

Before he introduces his human adversary. Saladin, Scott
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spends several pages situating the knight in relation to the
actual and mythic landscape, describing it in terms of infidel
wilderness and Edenic garden. He ldentifies the landscape as
the location of the infamous Sodom a;;\?omorrah. describing a
state of desolate.infertility that affords "awful testimony to
the truth of the Mosaic history” (1:2). The “"warlike pilgrim"
contemplates the landscape iIn terms of his recollections of 7
its Biblical history: in that context. he sees the Crusades as
2 holy mission whose purpose is to regain that "fair and
fertile" Paradise that is alluded to in the epigraph from

Paradise Regained. "They, too. retired/ To the wilderness."

the epigraph has it, introducing the wilderness and garden of
Eden opposition that controls the whole passage. "“Once well
watered. even as the Garden of the Lord." the traditional

Christian homeland has been "converted into an arid and dismal

wilderness... a parched and blighted waste, condemned to
. ol )
eternal sterility” (1:1). Interestingly. Sir Kenneth finds

that, prompted by the landscape., his immediate personal
history is "forgotten" as he ;pmeﬁbers the social, public
history thaf not only took place on this landscape but also
transformed i1t into a place whose sole purpose and
significance'derive from its function as "testimony": the
bearer of the memory of a displaced people and a lost
paradise. We have here the archetypal Scott landscape. not
least in terms of the Crusader's personal response. Although

Sir Kenneth's memory is, of course, of a Biblical gtory rather
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than of a story of more personal origin, he is drawn to
respond as if to a personal memory because of his faith and
histsense of personal implication. He sees himself, as well °
as the history of all humankind, implicated in the landscape.
While the description of the Dead Sea landscape is set
out in terms of the conventional Biblical metaphor of the
tension between the wilderness and the garden, the terms of
the conflict are complicated as the description pursues the
implications of the met;;hor in £he broader context of the
conflict between nature and humankind. In fighting with the
Infidel to regain the promised land., the Christian Crusader
has to fight what has‘been'transformed into a hostile and
cursed lénd. The Dead Sea is aﬁ unnatural "inland sea.”" which
"sends not, like other lakes, a tribute to the ocean”; the
land as well "might be termed dead, as producing¢nothing
‘having resemblance to vegetation"”: and "the very gir" is
_"entirély devoid of its ordinary winged inhabitants" (1:2).
In "this scene of descolation the sun shone 'with élmost
intolerable splendour. and all living nature seemed to have
nidden itself from the rays." Far from hiding or trying to
merge with this landscape. however, the Crusader rides “singly
and alone" as "the sole bréathing thing” in the Dead world
which he is charged to restore. Dréssed in a way that is
"peculiarly unfit” for this climate, 'the Northern Crusaders

seemed to set at defiance the nature of the climate and

country™ (1:2-4). But the relationship between these men and
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nature is complex. The champions of the Paradisal Garden are
out of their element in the wilderness, but their very '
displacemént there is symptomatic¢ of their redemptive mission.
While they deliberately defy nature, at the same time the
endurance of "fatigue and deprivations of every kind"

strengthens their own natures, until habit makes endurance

a
second nature” (1:4). While the Infide! is characterized by
his alignment with the wilderness which he has made his home.
then, the Crusader is defined by his resistance to the
wilderness. a resistancé that has produced a "second nature"”
by which he is aligned with nature in a different way. Rather
than retreating from the wilderness or being absorbed by it.
the Crusader sustains in himself the tension between the
wilderness and that which is not wilderness. He is defined by
his étruggle t¢ restore a landscape that has been made
unnatural by the infidelity of men, by his Crusade to regain a

8
promised land that is defined by its being lost.

Once he has constructed the landscape of The Talisman
according to its paradigmatic significaﬁce. Scott proceeds
alﬁost literally to undermine it. The actual enemy whol
confronts Sir Kenneth on this landscape cannot be made to fit
the archetypal shape: hig preeminent sense of honour during

and fecllowing theircombat suggests his superior chivalric

by

standards, somethin§ the narrative will bear out. >

Interestingly, Scott adumbrates this ambiguous and unsettling

reality by suggesting the unreliability of one's perception of
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the landscape. 1In describing ice to the Saracen: Sir Kenneth
explains: "Heat, in this climate. converts the soil into
something about a2s unstable as water: and in my land cold
often converts water itself into a substance as hard as rock"
(2:15). Although the significance of the landscape is there
to be read, it 1s determined by a personél and cultural
interpretation that can be distorted or even betrayed by one's
limited understanding of the natural elements. What one
thinks of as "natural” 1s seen to be an imposition of one's
culture. And élthough the Biblical significance of this
landscape motivates the Crusades, even as it opens the novel,
what the landscape finally reflects is the lostness of the
promised land. Scott presents the medieval world of the
Crusades in terms of its relation to the ancient Biblical
world so that both the reader and the Crusaders are seen to be
imposing the same cultural interpretation on the world. At the
same time. because they interpret what they see in “erms of
the Biblical myth that underlies Western Christianity. Scott's
readers, along with Sir Kenneth. see themselves implicated in
the landscape. ¢
3hi1e Scott's focus is almost always public history and
the necessity for the individual to translate it into personal
and universal terms, an essential part of this process of
transletion is always a reclaiming of one's personal history.
This part of the process also inveolves and is imaged by one's

habitation of the landscape. To realize the significance of
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one's personal history is to inhabit the landscape of one's

origin. Guv Mannering, one of Scott's novels of "private

life," most fully dramatizes the strugélg of an individual to
work cut his pefsonal history by inhabiting the lcndscape:. As
he acts out a myth of dispossession and return.AHarry
Bertram's private life takes on significance in a way that
dramatizes the integral relation of space and time.9 The
novel dramatizes how place gives concrete shape to the
abstract notions of time and personal identity by accumulating
the associations that are wvital to one's sense of one's
"place” in the world. When the Ellangowan family are
dispossessed of their home, the "paltry and wretched
appearance” of the furniture, no longer "properiy and decently
arranged" 1in its place, reflects the state of people without a
place that time has bound them to (13:123). For the
displaced, the landscape itself assumes an alien appearance as
when snow, which may "abstractedly... be called beautiful,"
blights a formerly familiar scene "both from the association
of cold and barrenness” it brings and from the associations of;
familiar objects it removes (33:38-39). 'These images suggest
that the loss of one's place turns the léndscape into é sSnow—
covered waste with no trace of the concrete things tha£ would
turn it into a significant pléce. Without the concrete
landmarks in space that associations represent, time becomes =z
tractless wilderness like the Waste of Cumberland that Harry

Bertram must turn into a garden (23:205). The narrative

-
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takes Harry, the archetypal hero of unknown origins and
misconstrued identity. on & ritual journey by which he
repossesses the landscape. As landscape activates memory and
gains associations, memory turns the landscape into a
significant place—wilderness into garden--and this
transforming of place in turn lends consequentiality to the
lost time. Through his relationship with the landscape. Harry
changes his relationship to time, using (as it were) the
spatial continuum of his experience to restore the temporal
continuum.

The basic movement of a character's return to the past
informs the structure of almest all of Scott's novels. While
Henry Morton never really charts the wilderness of his
experience, Harry Bertram.is able to reclaim the landscape and
thus to redeem the time in a way that restores him to his lost

place. Qld Mortalitv suggests that the kind of restoration

that Scott accomplishes in Guv Mannering by translating the
paradigmatic conflict of individual against time, man against
nature, inte mythic terms is not accomplished in any such

clear terms in actuzlity. In 0ld Mortality Scott presents not

only the blight that is the real effect of human efforts at
cultivation but alsc the enormity of the wilderness in
contrast to these paltry efforts. Early in the novel, when
Mortor is on his way to the battle.of Drumclog., he travels
over a huge "desolate region." The narrator comments on how

such a reach of waste land impresses "the mind of the

-
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spectator with a sense of the omnipotence of Nature and the
comparativg inefficacy of the boasted means of amelioration
which man is capable of opposing to the disadvantage of
climate and soil" (15:211-212). Scott always looked upon
landscape with this kind of realistic and pragmatic eye. But
while he knew and deplored the devastation humankind had
wrought and the proportionate futility of even genuine efforts
at amelioration, he placed enough hope in the possibility of
the land being restored and the relationship betweeﬁ nature
and its human cultivators being readjusted to take an active
interest in plans for reforestation and landscape gardening.
In 1827 and 1828 Scott produced two articles for the

Quarteriv Review that express his positive and practical view

that society can correct the errors it has made in its

misguided attempts to relate "the wilderness and that which is
—

not wilderness." The first of these articles, "On Planting

Wastelands," is a review of Robert Menteath's The Forester's

Guide and Profitable Planter, whose author proposes a plan of

jeint reforestation and cultivation. In recommending this
system. Scott discloses two related assumptions: that it is
possible and just to restore the landscape to the natural
state that preceded man's encroachment: and that nature and
humankind can live together upon reciprocally beneficial terms.
The resulting harmony would represent '"the scene most
delightful teo the eye——an intermixture of pastoral and silvan

scenery where Ceres, without usurping the land, finds also
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spots fit for cultivation” (MPW 21:73), a scene reminiscent of

the pastoral idyll of 0ld Mortalitx. In the other essay. "On

Landscape Gardening." Scott makes clear that the harmony
between humankind and nature'depends en human control: the aim
1s "a triumph of human art over the elements," a triumph
accomplished by applying something that is "in the highest
degree artificial” in a way that produces a "symmetry and
harmony" that make it seem "natural." This control is |
beneficent, however, because it reguires receiving "from
nature the impression of what the place ought to be'" so that
civilization's reshaping of the landscape will be a response
.to nature rather than an imposition on it (MPW 21:80);

These essays represent Scott}s éfforts to find practical
ways to reconcile nature and civilization by peopling “the
wild deserts {with] & hardy and moral population" for the
benefit of both. They argue that it is possible to restére
the losses incurred in the progress of civilization. But
while Scott is able to imagine such & restoration fully enqugh
to conceilve a practical plan for its execution, he is at the
same time—-and jus£ as fully——able to conceive the finality of
the losses. Perhaps the most powerful of his novels derive
their force from the tension that results when he imagines.
with egual intensity both gains and losses. as in 0ld
Mortality. But this tension is always at wérk in Scott !

because he is always. though usually in separate works,

imagining gains and commensurate losses. These Quarterly

PN
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essays are a case in point. By restoring the losses incurred
by progress, he concludes.in "On Plantinngastelands.” “the
melanchq&y maxim.of the pocet would be confounded, and the race
of bold 5easantry, whom want and devastation had driven from
these vast wilds, would be restored to their na&ive country"
(MPW 21:74). Ironically., however, in expregging his belief in
the possibility of such a réstoration. he is confounding not
only the poet ¢f "The Deserted Villaée"'but also the Author of
-Waverley. for whom restoration can be given credeﬂcé only 1in
metaphorical form.

Still. even metaphorical restoration is crucial. just
b;%ause it inEorporates the losses of which Scoﬁt the novelist
never lost sight. Perhaps. indeed, the most substantial claim

to credibility for him was to be "one that hath had loss." as

the displaced Scot who narrates Quentin Durward describes

himself {xxiii). The archetypal "one *that hath had loss" is
the prodigal son, and it is a‘self-styled prodigal son,

Chrystal Croftangry of Chronicles of the Canongate, who best

exemplifies Scoti's sense that individuals and societies work
out their relationship with their world not so mudh in terms
of gains/ losses or wilderness/ that which is ﬁot wilderness
as in terms of both of these polés at once.

In the same year that he produces the landscape essays
that speak so sanguinely of restoration of losses. Scott also
creates Chrystal Croftangry., a character who accompl ishes

personal restoration in the much more ambiguous sense of
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metaphor. Like Harry Bertram, Chrystal Croftangry changes his
relationship to his personal history/by changing his
relationship to the landscape. And like Harry, Chrystal learné
to render his time significant when his memory encounters the
landscape in a new way. But unlike Harry. Chrystal has
inéurred the leoss of his place of origin by his own
prodigality, which has meant not only a material but aiso a
spirituél loss of his place: jgst as he squandered-his
material property. so he 'squandered its immaterial value by
failing to realize its significance. Although he does
experience & spiritual recovery of his place, it is a
decidedly metaphorical ohe.' Once misfortune leads the
prédigal as an older and wisef man to long for a home that is
no longef his to possess, his memory is activated, as was -
Harry Bertram's, by the discovery of what he calls "a Qatural
taste"” for "the beauties of nature which had once sur;%unded
me in the home of my forefathers" (2:26). Although hé‘had
formed in his youth no "associations of a sentimental kind."
he now finds that even the "ideas" of his past pleasures
"recalled by'degrees pictures of which I had since learned to
appreciate the merit" {25).‘ Even thoﬁgh they are ‘“seen" only
through memory, these scenes now emerge with a latent

significance. 1In fact, Chrystal is able to recall the

-
4

landscape because of the significance with which thhad

unconsciously invested it in the way that Paulson describes.

’

Chrystal begins to have "recollections" of scenes where he had

R
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in Fhe past fished, hunted, trained colts. and revelled. And
he can now recognize a significance that he was unconscious of
at the time in scenes of "silent loneliness” and natural
beauty (25). Other places he remembers, he finds, because of
the associations prompted by stories., traditions, and legends
(25-26). VUnknown to his conscious mind. Chrystal had been
investing the landscapes of his youth with a conseqﬁentia?ity
that memory could later discover. He explains his latent
appfeciation of these landscapes by saying that as a young man
he had "looked upon" them "with the eyes indeed of my bodg.
but without those of my understanding." These scenes, he\
says, had been retained as the dormant “"neglected stores which
my memory had involuntarily recorded,” and these stores are
there to be "ransacked" vears later' by his rediscovered
"natural taste.” "When excited," he comments. the memory
becomes a voluntary activity that "exerted herself to collect
énd compliete" the scenes made available to it "piece by
piece.” OQut of these now significant individual scenes. the
voluntary memory constructs "finished landscapes."” whiqp only
then become "visible before tre eye; of my Emagihation” ~

10
(26). .

While he can restore these landscepes of the past by
retroactively investing them with significance, however,
actually reclaiming the landscapes of the present is another

matters Because of the very associations that enliven +the

landscape with reminders of the losses his prodigality has
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incurred, Chrystal is not able to recover and inhabit his
property. even as he cannot really recover his wasted time.
The ruins of Castle Treddles reflect a destruction that cannot
be "composed." He finally abandons his attempt to restore the
ruins ﬁhen-the family servant withholds the fofgiveness he
needs andfédvises him not to try to redeem himself with those
who remember the past but to live instead among people who
"dinna ken the evi% of his former days" (4:53). Realizing
then that he has been acting "as if it had been possible to
escape from my own recollections," Chrystal "totally abandoned
the idea of redeeming any part of m? paternal property" (55—
56). The only way Chrystal can effect some re@emption of the
past Is Lo distance himself from it. and he does-this in two
Ways. Firsg, he volunéarily moves back to the place in which“
he had lived as an imprisoned debtor: having redeemed that
debt, ne is freé ©0 redeem that place. This is a move from
the estate of his forefather§ to the city., and so it is
literally “"frae the field to the habited place," as his
landlady says (5:64). But it iémélso a2 transforming of his
personal.wilderness to & garden. His new home is inside the
city boundaries but within sight of the wilderness, so that
the memory of the past is always there to chasten his
experience of the present. Ch;ystal‘s second strategy for
distancing himself from the past is alsoc a way of inhabiting
it in a different. safer way: he uses narrative as a way of

allowing the imagination to compose the past into a palatable

-
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shape.' By becoming the Cﬁronicler of the Canongate: Crystal
displaces his sense of loss onto a cultural and national myth,
retracing his own past in the archives of a communal memory
%nd qivertihg his own grief into a response to a shared
tragedy.

This metaphorical recovery of his place is‘dramatized in
the Igtroduction to one of the Chronicles, "My Aunt Margaret's
Mirror." Chrystal descripes here his customary wdlk to visit
his aged aunt across a plece of land which once belonged to
his family and is now the object of a "threatened
devastation.” "I regret the alteration of the ground." he
says, "only becauée it destroys associations,"” and even
painful associations are valuable to him because of their
significance as traces of the past (251). This significant
place is so integral tec him that he finds that looking at it
is like looking at his old self, and compariné “éhe thing I
was and that whicli I now am... almost induces me to doubt my
own identity" (252). 1In his relationship to the landscape,
Chrystal finds himself the arena for the dialectic between the
gains and losses of time, between the wilderness and that
which is not wilderness. Unlike Wordsworth, who contemplates
the landscape in terms of his self and emerges with a sense of
what Abrams calis "a felicity that incorporates the memory of
wha£ it was to have lacked it," Chrystal contemplates himself
in terms of the landscape and  is almost overwhelmed by the

gense of irrecoverable loss (Abrams 1i6). But he is not
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overwhelmed. mainly because of what awaits him at the end of
his habitual journey——his.storytelling Aunt Margaretﬂ "one
be;ng on whom time seems to have made little impression”
(253). Unlike the landscape that reflects back the losses
incurred over time. Aunt Margaret's stories are like & mirrer
through which Chrystal can "look back to the past and forget
[(his] present falien fortunes" (254). For Chrystal. as for
Scott, the losses metaphorically written in the landscape are
metaphorically redeemed 5y narrative,

- Although most ¢f Chrystal's narrative ventures take him
's most comicrtable narrativé‘world-nthe domain of
oral tradition—-Scott aliso leads the Chronicler into the more
challenging territory of written historiczl records. and from

these emerges Sgott's most accomplished medieval novel. The

»

Fair Maid of Perth. One reason for the success of this novel

may be that its action occurs more than two hundred vears

b4

later than that of any of the other medieval novels. but the
. . .. _ s R
most obviocus and salient reason for its success is a matter.

not of time, but of place. Scot: is able to bring to life

10

this remote time-—"the last years of the fourteenth century"

{1:20)--because of the present reality and significance of the
<

-

landscape in which the story is set. The "Introductory"
chapter suggests the way that Scott will use landscape in the
:povel to éstablish the balance between association and
dissociaiion that will allow himself and his readers to engage

in what Lukacs calls & "felt relationship" with the past

It

I
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without sacrificing "historical faithfulness" (Lukacs 53.59).
To introduce tﬁis novel of a remote time, Scott begins by
establishing, as a secondary setting for the storytelling;
Holy Rood Castle, a place rife with associations from Scottish
history. Himself the agent of Scott's necessary narrative
dissociation, the "Knight of Croftangry" acts here as the
veritable champion of associations when he intervenes to save
the bloodstains from Rizzio's body from eradication at the
hands of the eager-—and English-—salesman of an "Infallible
Detergent Elixir” (7.5). Having prevented the "dreadful
deed."” Chrystal takes pains to explain to the insensitive
Londoner. who profits from cleansing the present from the
stains of the past, "that there were such things in the world
as stains which ocught to remain'ihdeliblé, on account of the
associations with which they are connected" (4,5). Later,.
Chrystal's coﬁsin. Mrs. Baliol, herseif a remnant of a lost
world, encourages him to capitalize on the powéf of such
asscciations and on the privilege that being sensitive to them
has earned him by spending time in Holy Rood Castle ”merely;to
improve the imagination."” She wonders: "Who knows what dreams
might be produced by a night spent in a mansion of so many
memories!" {(10). When Chrystal demurs, saying that‘he
cannot compete with writers like the ﬁistorian William L
Robertson, his cousin argues that he is not a historian, one
who carries "a lamp to illuminate the dark events of

antiguity." but rather "& romantic historian." one who uses "a



141

magic lantern to raise up wonders which never existéd“ (12).

Mrs. Baliol sees the job of a romantic¢ historian like
Chrystal as cﬁprting by means of narragive all the
"wildernesses" which are too remote for the “actual survey” of
2 histerian. "Imperfect‘tradition." she says, "fills up with
wonders and with legends theaberiods in which no real events
are reccgnized to have taken place.”" and this is the territory
for the romantic historian's magic lantern (13)}). Mrs.
Baliol;s final phrase ("periods in which no real events ave
récognized to have taken place”) recalls Paulson's definition
of wilderness as a landscape without significance to the
viewer. In a éense, Chrystal's fictional entry into a
wilderness is an attempt to endow it with significance. to
turn wondgrs‘and'legends into "real events."” Mrs. Baliol is
also using "wildernesses" as a metaphor, Sseeing time in terms
of place, thereby anticipating Chrystal Croftangry's own
pattern in the novel where he moves into the metaphorical
wilderness of "a remote period of history."” and turns it into
a2 Paulsonian garden of significance by imaginatively
inhabiting the actual landscape of a familiar place and
drawing-hpon the associations arising from its personal
significance for a personally unknown time,

Having established in this introductory section a sense
of the novel's geﬂeric context, ;s well as a vicarious sense

of histerical associations, Sgott can then use the first

- chapter of the novel to establish a vicarious landscape and a
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sense of personal associations. At the end of the
introductory section. Chrystal says that the setting of the
novel--Perth and its environs--is "removed from [his] natural
sphere.," but the vividness of the describtion of the setting

that occupies the first chapter of the novel makes clear that

however "removed" \the scene might be from his and Scott's

present empirical perception, it is very close and alive to

the eye of imagj ation and memory (13). t seems to iie,
indeed.."almost under the immediate eye"” of the observer.
Employing the aest;epic categofies of his day, Chrystal
Croftangry describes the scene's features as “most
intéresting," “most picturesgue," “most romantic."” The scene
exﬁibits the admired "variety" of the combination of "the
vegetation of a happier climate and s¢il” with "the
magnificent characteristics of mountain scenery" and lush
woodland. “"What the poet Gray, or someone else, has termed,
Beauty in the lap of Terror." Chrystal notes, is t¢ be found
here in abundance. Moreover. it is the scene of events of
"historical iﬁportaﬁce.“ as well as of those "recorded in-
popular tradition alone” (l:16). Even more vital to its
status as a significant place, however, are the peréonal
associations with which this scene is charged. 1In describing
& certain view of Perth and its surrounding countryside——"one
of the most beautiful points of view which Britain. or perhaps
thé world, can afford'"-—-Chrystal regrets that the approach

which afforded this view .is no longer available simply by
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means of the roadway. One must now seek it out. and this*
means that one has already been deprived of “"the exquisite
charm which surprise gives to pleasure, when so splendid_a
view arises when least expected or hoped for"—--as it did for a
voung Chrystal Croftangry (18). Of course, such a view of the
spot will never arise agéin-for Chrystal Croftangry. either,
and so the reader joins him in reconstructing a landscape
that, lﬁke the world of the novel. is available only to the
memory with the help of the imagination.

Croftangry finds that even after more than fifty vears,
“the recollection of that inimitable landscape has possessed
the strongesﬁ influence over my mind. and retained 'its place
as a memorable thing., when much that was influential on my own
fortunes has fled from my recollection."  As a testimony to
the strength of the "impression' made py the scenery of the
environs of Perth on his youthful imagination. the novel
transforms the wilderness of the remote period in which it is
set into a significant place where real events come alive.

The fact is especially remarkable when we recognize that The

"I'j

air Maid of Perth i1s very much a story of the title city and

of boufgeois city life in general, rather than a novel of
rural life and landscape. What this suggesté is that the
landscape is important less as the setting for the narrative
than as the setting for Scott's imagination, an imagination

most profoundly stirred when grounded in a remembered place.

r\-



CHAPTER FOUR

Repetitidn, Reversal, and the Gothic:

The Pirate., S5t. Ronan's Well, and Redgauntlet

As Chrystal Croftangry takes up gedgraphical residence in
a border territory——within the city and withiﬁ sight of the
"hill and crags of the XKing's Park"” (5:65)—-he also takes G%
metaphorical residence within imaginative sight of his own
wilderness. Chrystal's situation is emblematic of Scott's
need Lo imagine simultaneously the wilderness and that which
is not wilderness and tc dramatize the tension between them.
The same tension between two opposing poles animates man; of
Scott1s characters, caught ﬁp in a pattern of doubling and
repetit}on that prompfs a struggle to choose between
alternatives. but what /fascinates Scott is the possibility of
reversal: all of his novels dramatize the tension generated by
the potential inversion of an essentially good entity or
structure into its opposite. The sense of dynamically opposed
alternatives charges Scott's characteré and his narratives
with & sense of ambiguity and potentiality that finds

analogous generic expression in a tension Dbetween romance and

Gothic. The real fascination and danger for Scott ilie in the

b
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similarity between tht two and the ease with which the
rational beneficence of romance can be inverted to become the
irrational malignancy of its Gothic alternative.1 In all of
his novels‘the romance world is challenged to define itself by
resisting its Gothic adversary and assynilating and converting
its negaﬁivq energy.

» TIhis struggle is all the more interesting and complex
because tﬁe relationship between the two genres is one of
sympatﬁ? as well asvgpposition. Their affinity de their
rivalry are natural in that they originate in a common matrix,
like identical twins who pursue opposite courses. The basic
principle of both the romance apd the Gothic world, Judith
Wilt has shown, is duality. Bat duality. she argpés._is an
inherently unstable principi€, and both these genres move
towards oneness, thougﬂ/;n very @ifferent ways. Whereas the

Gothic world "seeks collapse into oneness." the romance world

"seeks . . . to marshall itself into unity" by generating "a

tFird term" 1Ghosts of the Gothic 23). The onéness of the
GSthic is thustachieved when one constituent term of'the
duélity has absorbed or ovérpowered i;; opposite., while tﬁe
oﬁehe;s of romance 1s achieved when the two terms create a
third term that unites them. The oneness of the Gothic is
that of dominance; the oneness of romance 15 that of
interrelationship. The Gothic on<ness establishes the self at
the expense ¢f the other, bu; it Jdoes £0 by negating or

"

destroyiﬁg the possibility for continuance; the oneness of
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romance, on the other hand, compromises the self, bﬁt in a way
that. establishes it as part of a continuing society.

The primary duality of the traditional socliety is between
parents and child., who work out a delicate balance, with one
generation always in decline and the other in ascendancy. The
stability of the society depends upon the c¢hild deferring to
the parents until it is time for the parents to defer to the
chiid. In the Gothic world, one of these three is aiways
contesting and subverting this process and working to
destabilize society and establish its own power. 1In the
romance world, the ongoing'process whereby the duality of man
and woman generates a child enacts the creative instability
that establishes the-tréditional hierarchical order of
inheritance.

At issue in bo%% fictional modes——and at the centre of
the Waverley Novels--is the question of the origin and basis
of authority. The mere possibility of doubleness or
repetition. whether of a}parent in a child'or of a substance
iﬁ an image. ralises the question of authority. J. Hillis
Miller suggests some cf the impliéations of douﬁleness for

social and literary structures in‘his study of Fiction and

Repetition when he invokes Gilles Deleuze's distinction
between Platonic and Nietszchean repetition. "What Deleuze
calls ~Platonic' repetit;on,” Miller states, "is grounded in a
solid archetypal model which is untouched by the effects of

repetition." It produces ‘“copies," whose "validity is
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"established by [their] truth of correspondence” to that model *°

(Miller 6). This "Platonic"” kind of doubleness is essentially
hiergrchical and mimetic: 1t affiégg.the s%bstantial and

oriéinal reality of the archetype frOmxﬁhgch coples derive

their reflectéd and contingent substance. This kind of TN

doubleness uﬁderlies Ehe authority structure of the

~traditional socigty and family. whose king or father derives

his authority by divine right and whose first-born, legitimate
son is heir to that autherity because he is seen to "repeat”
is father most closely. Romance works with‘;his Platonic,
model, which depends on an affirmation éf what Miller calls "ea
third thing. . . . @& principle of identity which precedes" the
copies (Miller 9). Nie£szchean doubling, by contrast, affirms
no such pre—established authority. Looking at the same world.
it too sees resemblances but asaévidence that the world is
"based on difference" (Miller 6). Implicit in this
-characteristically Gothic kind of doubling is the subversion
of hierarcﬁy. the negation of a single absolute authority.
and, ultimately, the denial of a referent or substance. What
results from this second vie? are not 'copies" of an original
(as in the Platonic model) but "underground dqublings which
arise from differential interrelations among elements which
are all on the same plane.” Whereas the Platonic "grounding
il
in some paradigm oOr archetype” produces a "firmly anchored"

sort of repetition, Miller notes, the lack ¢f such grounding

makes the Nietszchean kind of répetition "ghostly"” by
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comparison (6). Inda gense, in this second model resemblance
can orly resemble resemblance, and similarity represent the
lack of identity or correspondence. .

Accérding to the PlatoniC'model'structuring the romance
world, however, resemblance implies a relationship based on a
shared correspondence with an authoritative third thing that
establishes a hierarchy of relations. The duality of rdmance
-is al&ays part of a triad that establishes the relationship
between the doubles. L never giveg way. as in the Gothic, to
mere doubleness. whereby without an authoritative third thing
to define the relationship between them. doubles can only
reflect one another. Insofar as parent'and child see their
‘authority in Platonic terms as derivéd from and contingent
upcon their repetition of a preceding order. doubleness becomes
the regenerating duality of romance. As soon as parents or
children wanti to assert themselves as the archetype, they
resist regenerative doubling and activate Nietszchean
repetition whereby doubleness is merely arbitrary repetition
and always subject Lo one's double absorbing or ummaking the
other. 1In the Gothic world. authority is never given as the
"natural" congéquence 0f one's place in an established
hierarchy: it has always been usurped and is therefore always
at risk of being taken away. In this situetion, a2 "double" is
always & threat because of his resemblance to oneself: he may

easlly displace one's self and declare himself the true heir

and oneself a mere imitation.
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"In Scot?", George Levine says; almost evérything “leads '
a double life" (Levine 93). The Waverley Novels are ful} of
doubled characters. and the existence of doubles always
indicates a disorder that is symptomatic of tige existence of.a
Nietszchean threat to the traditiconal hierarchical structure
of society.2 ‘Ihg Pirate-is paradigmatic. For all its realist
detail and earthiness. it is structured archetypically. Its
temporal setting gt the turn of a century (1700) locates the
action at one of those inhe;ently significant epoché when, as
Frank Kermode argues, history discloses\apocalyptic moments.3
And its geogréphical set%ing-—the isolaQed isiand of Zetland,
which knows about the modern world of chronological,
historical time but lives its real life according to the
elementary forces of nature and it§ anclent cyclic time——helps
to locate the novel's concerns in an archetypal order. The
main characters are all implicatéd together in a pattern of
J'underground doublings” that i1s an index Lo the Nietszchean
order that underlie§ this world—-itself a disorder that
resembles order. In glassic Gothic fashion, the order of the

Lo

novel's warld is éventually disclosed to have been undermined
by a Nietszchean choice made two generations earlier when two
brothers clashed in a "discord" over property rights:.
Accorﬁing to Ulla Troil (Norna).-Aaughter of the younger
5rother, who recounts the fraternal.dispdte to Miﬁna and

Brenda Troil., granddaughters of the other brother. her father

blames their father for what he considers an unfair division

&
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of the family property (15:297). The younger brother
symbolicallf seals this challenge to the traditional order
when he engages in forbidden occult practices. and his |
daughter extends his rebellion when she first follows hér
father in occult matters and then, ironically. rebels against
him in choosing a forbidden stranger in favour of her father's
chosen suitor. Her rebellion, in turn, is symbolized by hef
supposed parricide, a murder that seems to fulfill an occult
saying predicting thaﬁishe will earn supernatural powers over
the natural order.

This is the secret past which reaches forward into the
novel's present in which tﬁe four main charactérs are caught
up in a pattern of Gothic doublings in a number of ways. The
two young men—-Cleveland, the pirate, and ﬁérdaunt. the
resident hero——are half-brothers, both sons of the origihal
stranger {the senior Mordaunt. aliashVaughan). who repeat-the
fraternal discord of the past. Their rivalry over a woman
dramatizes the classic Gothic struggle between two brothers,
each of whom feels he must make himself by unmaking his |
counterpart. C(Cleveland and M;nna (daughter of his mother's
rejezted suitor, Magnus Troil) also repeat the pattern by'
which an earlier woman, Cleveland's mother. Ulla Troil
(Norna), fell in love with a stranger.. The Nietszchean eneégy
of doubleness shows its most explicit and intense power in the

minds of Cleveland and his mother. both of whom are plagued by~

double selves. Norna manifests what Scott:calls in a note the
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:sort of double character" that is evidence of a certain kind
of insanity, while her son feels himself to be "two different
characters" (Note V,341: 22:31). Just as Cleveland and Norna
renounce the “demons” of their alternative. rebellious selves,
Scott. as it were, casts out thé demon of doubleﬁéss and
restores the principle of Platonic repetition in the world of
* the novel. )

The narrator describes the restoration of order in
spiritual terms and dramatizes it primarily in the
"conversions" of Cleveland and Norna, conversions which are
largely credited to the "angel" Minna (22:41). But the
narrator's obvious reservations about the c¢redibility of these
conversions {(and his almost besotted adulation of the -Angel)
tend to deflate their narrative force.4 The effective
narrative force fof the restoring of order comes from ye£
another doubling——a Platonic pattern of duality that overcomes
or resolves the Gothic spirit of mere doubleness. The present
generétion of The Pirate is reguired to live out the
consequences ¢of the choices ¢f their parents, but theée
children are abie to break the spell of doubleness 3just
because tﬁere are four of them: Minna and Cleveland are
prevented from repeating their parents’' unhappy fate because
of their relationship with Brenda and Mordaunt . The original
. parental patiern was a result of a twisted, Gothic viéion of

the significance of resemblance and difference. For the

Gothic younger brother. his resemblance to his brother was a
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problem that compelled him to assert his differentness. To
the rebelling child, the resemblance of the chosen suitor was

-

a problem that compelled the choosing of énother. whose
difference from the father would assert her own.dif?;rence.
The young generation of Ibg Pirate must reaffirm the positive
ba{gnce beﬁween resemblance'and difference essential to the
‘e;éablishing of the traditional socigty. and the process by’
which they do this is dramatized in highly charged symbolic
terms because it represents a ritualistic undoing of the
Gothic spell, a§$;heir converse choices reverse those of tﬁéir
- parents and establish instead the basis for So\ventzonallv
p051t1ve *elatlonshlpsv' -~
At ;he most #bvious level, Mordaunt and Brenda counteract
poten;:ally Nietszchean choice of Minna and Clevelaaa when
‘ each of them choo§§g,1n one another a kindred mate rather than
@ stranger. Scotti emphasizes the significance and power
latent in what would otherwise be takén as a conventional
romance choice when he analyzes the complex interplay of will
and desire and circumstance that underlies it. The narrator-
analyzes the crisis that occurs with the advent of Cleveland
in a way that discloses the primitive dynamics that are at
work. Until the rival male (Cleveland) appears. the resident
m;le (Mordaunt ) is satisfied-"to treat [the two females] as an
affectionate and attached brother might have treated two

s:ste}s” (3:34). The sisters are "equally dear” to him, but

this affection is defined by an essentially asexual, child's
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sense of Kinship. So tenuocus is the young male's hold on this

impartial regard for the two females, so tenuous is his
residence in what the narrator calls "“the dubious neutral
ground between love and friendship." that a “"breath" would have
wafted him to one side or the other (16:252; 3:34). \Ihis/
breath is provided by the attention bestowed on the females by
an intruding male. Choosing to recognize 'the "authority" of
love over that of friendship and the authority of woman over
» _thet of sister transforms the male from a friend into a lover,
from-a child.into a man (16:232). A similar choice by the
female-éléﬁ transforms hér from a sister/frignd into a lover,
: Iy

from a child intc a womdn.

?
-~

Cleveland's arrival equally precipitates a crisis in the

-

relationship between the two sisters, who experience their
first conflict over their responses to the two men. Until the

r
intruding stranger arrives. Minna and Brenda have been

S
complementary halves of a single whole, defined and valued in
relation to one another and according to the judgement of two
. . _ . o .
men in their lives—-their father &aNd sometime brother.
Mordaunt. The kinship between the sisters has been figured so
5
s Lo suggest an archetypal ordering—-they are Night and Day.
The change in their relationship is dramatized when Minna,
responding to her lover's voice, must break away from the
sister sleeping in her arms "in the attitude of a child... in

the arms of its nurse.," after.havihg "sobbed herself asleep,

like a c¢hild. upon her mother's bosom” (23:46,44). This scene

A

/ b
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suggesté'a ritual movement whereby the women must cease to be
mother and.child and even sistpf to one another and make their
relationship to a man--an other—-primary and definitive.

e When Mordaunt and Brenda choose one another, they choéée
’f///’ someone who ié like themselves (not a stranger) but not too
like (not of the same sex of blood). Mordaunt's choice of
Brenda is interesting in that he first chooses Minna because
his rival has chosen her and she has rejected Mordaunt in ~\\MJ
favour of him. but he then overrides this essentially negat:ve
*eactlve choice by an equally regstive but essentially j
poszthE‘ch01ce of the lover who h\§ chosen to love him. / In
- making a choice prompted by the positive 1mpuls¢ ofrlove.
rather than'the negative impd%se o% powef, and making a choice
to transform a potentiaf sibling (rather than a stranger) into
2 lover, Mordaunt and Brenda are re-establishing the Platonic
model that is central to the traditional order of inheritance.
/)Whlle both the men and the women must define themselves
l%.*.pe% from their double. Scott represents symbeolically their
éual'implication, primarily in the curious interdependence

>

of Mordaunt and Cleveland. Although they are rivals and their
feelingé towar@; one another reflect that basic antipathy, the
action which defines their relationship is Mordaunt's rescue
of his rival--a gestﬁre of selflessness and deference to the
other made “no% without a struggle for his own life" (7:112).
Cleveland later.rescues Mordaunt., an aétion which, despite hié

feeling of taking his revenge by it. confirms their basic
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relationship. Again, when Minna breaks from her sister (and

her sister-self) in response to her lover's call, she looks
out to see the two men in a rather ambiguocus posture of

rescue. She sees "a shadow... the substance of which must

+

4

have been in the act of turning a corner” (3:49). One man
carries the othef--"his fatal burdeng$—but "which of the
unhappy men nad fallen," which is the rescuer. which the
wwescued, remains an open question (3:49.55). The
indeterminacy of this image reinforces the sense of mutual
implication that characterizes the relaticnship between the

* brothers. Because they rescue one andther even as they
threaten one another. they must always éefine themselves with,
as well as against. one another in a mutually sustaining -
balance between resemblance and difference. The world of The
Pirate, where archetypal characters play out symbolic scenes,
is modelled according to mythic'patterns. rather than those of
realist narrative, and the restoration of the élatonic ordern
is achieved symbolically rather than subsﬁantially. as §cott
imposes & spiritual resolution upon the ethice! disorder and a

. ] : ) >
symbolic resolution upon the generic one.

II
—

In St. Ronan's Well, by contrast.'Scott'pursues the logic

of the Nietszchean spirit of repetition to its destructive
conclusion. Doubleness, rather than duality, is the“ordering

K

J
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- principle of the spa and of the novel that bears its name.

"Thither come the saunterer." Scott comments wryly in his

°
Introduction, "anxious te¢ get rid of that wearisome attendant

himself, and thither come both ma}es and femaies, who. upon a

different principle, desire to make themselﬁes double"”
(xviii). While these activities are the stock-in-trade of a
r .
satiric comedy of "the shifting manners of our own time"
(xvii) and provide scope for some of §Eott's sharpest wit and -
most bitter irony. they algo describe the more insidious
activities that constitute the tale of Gothic hprror that is
the underside of the comedy. Like the gambling that is its
brevéiling vice, the world of the spa is "founded entirely on
the cold-blooded calculation of the most excliusive |
. selfishness" (xxi). Its self-interest is manifested in the
form of the petty vanities, hypocrisies ang rivalrieé tvpical
of the world of satire. but a cruel and bitter edge discloses
the dark Gothic'origins of the comedy: these vices are but
farcical versions of the deadly crimes of deceit and betrayal
that have poisconed relations among the ‘main characters and
undermined the aristocratic family structure -that is the -
foundation of traditional order. 7

The novel's central family conflict over a woman and her
properiy 1is the scene for a more fundamental conflict éf
identity.' hs in The Pirate, the conflict is between two half-

\
brothers whe are part o% a symbolic pattern of doubles. and,

&s usual in the Gothic¢ world, the sins of the fathers are

-
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visited upon the children. The two brothers—Valentine Bulmer
(current Lord Etherington) and Francis Tyrrel——arrive at St.
Ronan's at the-same time and immediately resume an ongoing
conflict not only between theﬁselves but between themselves
and their dead father. Bhlmer. Scott's most brazenly self-
conscious antihero., carries on with his 5rother the conflict
that their father haa initiated, a conflict which is
essentially a struggle "to keep himself fixed and immortal”
(Ghosts 12). .

Lord Etherington (deraéged and now deceased) disrupted
the normal social and family structure in a doubly Gothic
fashion by committing bigamy. an expression of his insidious
desire to sabotage the natural continuity of the generations
by engendering in hisAtwo wives and two sons a berpetual
cenflict that would indefiniteiy establish his own authority
and precedence. His bigamy has unlfashed tpe force of
Nietszchean repetition, producing two sons who resemble one
another and egually resemble their fathen\ksﬁjth each egually
entitled to declare his own precedence over the other as the
son more like the father and consequently the heir. the two
brothers are engaged in a life and death struggle, for their
father's bigamy has undermined the social structure that
provides the standards for distinguishing between the true
heir and thq pretender. Bigamy sabotages these standards by

creating ambiguity. Because precedence is at issue, Bulmer

must make his brother's identity relative to his own. lest his
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own identity become ralative to that of his brother. Identity
has become relative and authority arbitrary because their
father. in taking two wives, has violated the hierarchical
structure and undermined the principlg by which the one (the
elder. legitimate heir) takes precedence over the other. With
his arbitrary conferring and withholding of legitimacy, the «_
father asserts his own authority against that of society. He

-

alse struggles against the natural order: by suspending power

. between his sons, he is in fact keeping it to himself.

blocking the-natural course by which one generatibn cedes its
life to the next. He struggles against his son. not by trving
to kill him, but by‘producing another son who pdses a threat
to the very beiné of his brother. Their mortal conflicﬂ
effectively stops time, suspends.generation. and pefﬁetuates
the 1ife of the father.

As & bigamist, Lord Etherington violates marriage, which
is to Scott "at once the institution of civil sociely most
favourable to religion and good order, and that which. in its

consequences. forms the most marked distinction between man
7

.and the lower animals" ("Robert Bage," Lives 287). The

decadence of the society at St. Ronan's is & consequence of
Etherington's social sin. With a kind of ironic justice, the
progeny of his double marriage meet their tragic fates in the
form of a double marriage of a different kind. repeating with
a difference the choices of the previous generation, as did

the younger generation of The Pirate. Although Bulmer is
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distinguished by the remarkable self-will and duplicity with
which he perpetuates the error of his father, he is also right
to sge himself as caught up with his brother, in spite of
themselves, "in one of the strangest and most entangled mazes
that [Fértunel ever wove" (25:90). In peculiarly Gothic
fashion, Bulmer is bound not only to act out the confusion his
father engendered in trying to be husband of two wives but
also to further it.wilfully in a way that makes the sin his
own. The confusion of the second generation resembles and
inverts that of the first in théi the tragedy of the sons is
to be two husbands to one wife.

When the senior Lord Etherington undermines the family
structure and invites the anarchic rule of arbitrary
authority, he introduces the possibility that resemblance will
be taken for identification. He asserts the identification
and virtual interchangeability of his sons when he brings
Tyrrel (son ¢f his first wife) into the household of his
second, thus Fffecting what his second son calls an "unseemly
conjunction of the legitimate and illegitimate" (25:88). Like
Cain and Abel. ihese brothers must be "always at hazard. each
to each” (Ghosts 12). 1In & letter to his friend Jekyll in
which he is rehearsing the family history, Bulmer expresses
his sense of their desperate struggle; he sees his very being
as dependent upon denying his brother's identity in order to

asserti—-or perhaps create——his own. Edmund-like. Bulmer tells

Jekyll: "I do not hate him more than the first born of Egypt
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are (in genéral hated by those whom they exclude from entailed
estates. aﬁd so forth-—-not one landed man of twenty of us that
1s not hated by his younger brqthefs. to the extent of wishing
him gquiet in his grave, as an abominabie stumbling-block to
their path of life" (26:106). Bulmer's identity depends upon
his asserting the difference between himéelf and his brother:
the fesemblahce of his "double" is a threat to his positioﬁ.
his rights; his name. To assure his own identity Bulmer-must
invert his brother's. Conseguently. he guestions their
relation ("How am I to know that this plaguy fellow is
actually related to me?"): Tyrrel's origin ("Of this union is
said to have sprung [for I am determined not to be certain on
that point]..."): and his name (”Franéis Tyrrel, as he calls
himsel£") (25:.85.87). '

But although he struggles to separate himself from his
brother, Bulmer feels an opposing force binding them together.
He feels the paradoxical attraction and repulsion of brothers,
who must simuitaneously affirm similarity and difference.
While he felt his brother's "fortunes” to be "in direct
opposition to my own,'" he writes, his father insisted that
they be "coupled up like two pointers in a dog-cart"”
‘L25:9l,90). Their very Famés symbcelize their father's power
in asserting their identification. Though their father calls

them cousins and advises his second son to go by his maternal

grandfather's name of Valentine Bulmer, he gives the two sons

the same first name of Francis in an attempt to make it

[£]
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impossible to distinguish between them and thus ever to
ideniify the heir to whom he would have to defer. -As ?he
father merges the sons together in one naﬁe. so one sibling
attempts to absorb the other by calling himself Francisl
Valentine Bulmer Tyrrel, thus absorbing his brother's name
into his own. ‘

Bulmer capitalizes on the likeness between himself and
his brother iﬁ another way by displacing Francis in the
duality that he attempts to form with Clara Mowbray.= Like his
father. who "spoke of the marriage like a land-surveyor, but
of the estate of Nettléwood like an impassioned lover." Bulmer
sees the pfospective wife as-noﬁhing but property (26:98). 1In
an insidious perversion of the romantic convention and of the
comic coavéniion of mistaken identities and exchanged brides.
the two come together in a ceremeony that establisheslindeed
the identity of the man (as the true husband surrenders his
right to his name and his wife) but undermines that of the
woman, who is compared to Ophelia in her consequent
disintegration. The tragic fates of the lovers is aséﬁred.
however, less by the duplicity of the other self than by their
own complicity in the duplicity and inversion that he imposes
upon them.‘ In not simply allowing his brother to take
precedence over him but giving him that precedence {actually
in inheritance and eifectively iﬁ marriage}, Tyrrel—-—the true
legitimate elder son—-participates in thg inversion of the

natural order that his father and brother have engineered.
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And he and.CKara ratify the duplicity of the false self by
acdepting the form and appearance of marriage as the thing
itself and identifying the acting out of the ceremony as an
actual marriage. The false ceremony mistaken as ' the true
casts what Clara éeels as a kind of "spell” over them.
preventing fthe real uhion of the true husband and wife from
ever taking ‘place (11:175). This spell blights their mindi
and spirits, so that the mature Francis anﬁféig?a of the-’
novel's present "meet as shadows in the land éf dreams’ (5:136
(Epigraph]). For both of them. mistaking that reflected other
for the true self has? turned them into shadowy reflections of
their true selves. ‘

Unlike the four young .pecopie of The Pirate. the young

generation of St. Ronan's Well does not have the will or

ability to distinguish and affirm the true heir, thg true
self, ovew the false pretender, because its parents have
undermined the social structure that would provide the
requisite standards. Unlike Cleveland, Bulmer can pursue his
villainy without the inhibition of social or spiritual
restraints. And whereas the innocence of Mordaunt, Brenda.
and Minna was safeguarded, ;ge innocence of Clara and Tyrrel,
without a social context to validate and protect it, is
entirely at the mercy of‘the evil Gothic spirit. The attempt
to form a false duality constitutes a betrayal of society and
of the individual. The spirit of betrayal and the consequent

disintegration are farcically manifest in the scciety-at the
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Well and tragically manifest in the mind.of Clara Mowbray.
When Clara rejects the available social context because of its
@alsity. her consequent mental deterioration-testifies,
ironically enough, -to her need for a social context. Social
"forms and restraints"” are needful. the narrator assert%.
"less in respect to others than to ourselves" (7:113).

Clara's desperate sense of her need for a social identity
drives her to try to re-form a lost duality, the innocent one
of sister and brother. iabouring under an unaccountable
guilt, Clara feels herself."under a potent charm_that prevents
me alike.from shedding tears and from coafessing my crimes”
(11:175). What Clara feels here is,thé charm of‘the past and
the weight of crimeg that are and are not her own. The guilt
she feels is the anguish of loss and betrayal that is in a
sense endeﬁic to passing from childhood to adulthood but
becomes the peculiar burden of a child whose maturatién has

!

somehow been thwarted by the paréht. To Clarea in her fragl’g

el

state, maturity itself is her crime. Bewildered\by her

Fh

suffering, she feels that she and Tyrrel must be to blame
simply for wanting to grow up: "You and I would. you know,
becoﬁé men and women, while we were yvet scarcely more than
children” (9:1435i‘ The only way to explate or at least guiet
this guilt and recover innocence, she feels, is to revert to -
the pre-adult, asexual duality she had wWith her brgther,
John.8 Unfeortunately, it is John who most wahts her to betray

herself into a false duality by marrying Etherington, the

-
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false dduble. Thne fact that John's besetting vice is gambling
is symptomatic of that "most exclusive selfishneés” that
overrides any responsibility or care for an other and prevents
him from providing the true soeial context that Clara needs.
And this failure to defer to the other is symptomatic of the
Nietszchean malaise that leads to Clara's death and to the
"demolition" of St. Ronan's (398:317).

In Scott's Gothic world the antiherc subverts the
principle of Platonic repetition by substityting mere
doubleness for the duality that is the foundatian not cnly of
romance but of the traditional social order. The Gothic
vision betrays the duality by fabricating false dualities
based on the doubling of the self. and Scott symbolizes this
betrayal in two opposite but similar perversions, incest and

bigamy. Fq&.Scott. these two most attiractiwve gnd most
repulsive of sins define the boundaries between\roman;e and
Gothic, the natural and the unnatural, order and chaoé.
Thréughout the Naverley Novels, the duality of roménce must
define itself An its struggle with the Gothic alternatives
symbolized ig these twe sins. In The Pirate. Mordaunt and
Minna and Brenda are involved in a relationship in which they
are protected from incest by the existence of a2 "third term."
While Mordaunt 1s not the actual brother of the women, of
coﬁrse. the fact that he treaté them as i1f he were both allows
for the innocent invelvement of the three and suspeﬁés their

Pl

ad
maturation. Their almost simultaneous movement beyond this

-9
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relatiénsﬁip is a movement towards sexuality. a sexuality
which is immediately defined, with the arrival of Cleveland.
as heterosexual and non-incestuous. In othér words, Minna has
served as a symbolic "third term" to prevent Brenda and
Mordﬁunt_from forming the kind of closed. Gothic doubling of
incest. When they are old encugh to be brother and sister no
longer. Minna steps aside (to form her/ggg_duality) and makes
way for the third term of a forthcominé generation. Mordaunt
and Brenda are then able to form a duality (based on their
continual openness to the "third term" representéd in the next
genérationi rather than an incestuous doubling. Their duality

both re—establishes the traditional social order and

establishes the novel in the genre of romance. In SL. Ronan's

Well the absence of a normalizing third term . (represented in
John's invéterate selfishn?ss and £he.breakdown of the
poessibility of duality) makes an innocent brother-sister
duality impossible. Clara and the world of St. Ronan's must
die. In this novel bigamy is the more -symbolic sin,
representative of the attempt by the Gothic antihero to
replace duality with a triad by which he can multiply himsélf

without being threatened.

-

Scott had net finished writing St. Ronan's Well when ne

began writing Redoauntlet, the antithetical “double” of its
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Gothic predecessor. The two novels are, as Joan Elbers puts
B e LI
it. "reverse images of each other” (155), with the later novel

vindicating the possibilities- for freedom in the midst of
¢oﬁstraint and stability 1in the midst of change What the
. . \ Nqat th
earlier novel had. with grim determinism. undercut. Put
. . - . . <
ahother way. thbsé novels are doubles that refleét not only :

3

same world. Where Scott uses doubles in St. Ronan's Well to

dramatize the subversion of the positive relationship between

resemblance and difference, in Redcagatlet he uses doubles to

restore the proper balance between the two_and to establish

that such balancing is the source of the sustaining duality of

\\\H//// ~romance. Stvuggilng with its GOthC alternative, the nove1

.

achleves at the generic level its é&n salutary balance beuween

Fl

resemblance and difference as it assimilates and remakesy

LS
instead of merely repeats, the pattern of its predecessor.

! kY

Both novels assﬁye the mutual implication of the self and

society, but whéreas in St. Ronan's Well tHKTs leads to their
2 3 -

mutual cdemise, in Redgauntlet it ig;the basis for the

establishing of individual and social identity. In the .
earlier, Gothic noved the.inherent instability of duality
makes it vulnereble to being reduced to a destabilizing

N t

doubleness. Redgauntlet, by contrast, dramatizes how

doubleness is turped tec account for the establishing of .
. : : &
duality. In it Scott remakes the Gothic shapes of incest and

- . - N - - - 3 Y - - -
bigamy by using the same triad of doubled heroes and a heroine o

b . ) '
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~
to restore the integrity of romance. ' !

Redqauntletboffers a whole paﬁtern of doublings. a
| o -
pattern most obvious in its heroes, Instead of a hero who is

in.conflict with an antihero. this novel features two hefoes——
Darsie Latimer and Alan Fairford-—who in ; literal and
metaphorical sense are in correspondence with one another.
Scott makes of them one composite hero. two selves wh?
complete, rather than compete'with. one Ehother._ Unlike
Francis Tyrrel., who is nothing but a threat to the resident
brother whosa\qifsehold he joins. Darsie'Létimer,becomes like
a brother to Alan Fairférd when he is taken into thezFairford
heme. Their "true sense of friendshiprfﬂé%ter 1:2) deveiops
Just because they are not brothers‘and‘zgn‘therefo}e more
readily find a happy balance between resemblance and
diffegpnce. I their letters back and forth they rehearse the
differences of personality. status. and circumstances which |
pre;lude the kind of fatal fraternal resembf%nce that
terrorizes the Gothic son. At the same time, although they
playfully define themselves againsi one another in their
letters, th&ir actions show how they aptually define
themselves in conjunctiodn with one adother. Rarsie and Alan

are alternate but complementary selves. Their obvious
. : .

‘differences serve to protect them from the necessity of making

-

their own identities by unmaking that .of their friend. But at

the same time., the narrator proceeds to complicate the
¥ . - L

difference between the cenventionally romantic and
T - {

e -
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aristocratic Darsie and the conventionally pragmatic and

5ourgeois Alan. Although Alan mocks the “"high and heroic
Fd

character” of Darsie's drsifa and his pretensions to a destiny
"lnexpressibly and inconceivably brilliant,;" he shows his
“romantic” bent when in Quixotic fashion he“ abandons his

practical course and filial duty to <ry to rescue his friend

*

(Letter 2:21). Saimilarly., Darsie (of the "teeming fancy"},
evidenceg”’ a pragmatic side when he Judges the ostensibly
- AN
romaxtic Jacobitism of his uncle as impracticable (Letter
» . .

2:23). Rather than being one or the other—-romantic or

pragmatic, heroic or pedestrian--the young heroes are alike in

"being both. In this novel, generic and social and sexual

oppositions, which are crucial to t@;/patterns of the Gothic

novel and the old world it portrays. break down. Darsie and
Alan are central to this process, doubles who defer to one

another in a2 way that is essential to the establishing of &

duality that is the foundation of a new kind of society. In a

-

sense, Darsie and Alan form a new kind of duality as each. in

q§ferring to the other, betrays the stereotlypical generic apd

“*

social model to which he is expected to conform——Darsie the

romance model of the noble hero, Alan the reazlist model of the
v X
\ s’

“bourgeois hero. Instead of folTowing these roles. Darsie and
Alan together become a hero that at once recalls ancient,
mythic models and lookQS¥orward Lo modern, existentialist

k)

i
Like the heroes of St Ronan's Well, Darsie and Alan are

1)

-

~
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engaged 1in a struggle to establish their. identit:ies. but each
establishes his own identity. not by ummaking. but by making:
that of the other. Their correspondence (in both senses)

represeﬁ%s this mutual struggle. While Alan';.immediate

~object is establishing his professional identity. this goal

gives place to his concern for Darsie: his very choice to risk

I

. his priofessional name 3in the name of friendship is self-~

defining. It also sets Alan on a quest for his own identity

that is, as Graham McMaster has detailed, parallel to Darsie's

- ¢

and of equally heroic dimension. Becaiise their gquests are s0
obviously parallel and in a conventional sense ineffectual,

the pattern itself and the mitual dependency of the two heroes

becomes the real focus. Their double questi. McMaster observes,

draws the narrative into the archetvpal order. transforming it.
. 10 '
into a mwth of a universal struggle. Darsie's quest, in

wnich Alan is implicated. is presented in terms that make #

clear that it is aﬁ ontological one; he is one of tﬁ%se
literary characters whom Edward Said Qescribes as engaged in a
struggle Ior their very being. Like the classic hero of folK
and fairy tale, Darsie is cut off from his origin and cu?
loose from his family connections: "a lone thing in the -
world." as he says. As if by a magic spell he is at once
forbiddeq by mysterious stipulations from retgrning éo his

native England and drawn with proportional enchantiment to that

“land (Letter 3:29). Like Mdses, Lo whose paradoxical fate

Darsie compares his own.xbarsie sees himself as cursed with

. o
S . N
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the abliity or compulsion to gaze upon the forbidden object of
desire. Uhlike Moses. Darsig does enter his promised land.
but only insofar .as it is represented in England itself. 1In a
deeper sense, Darsie's guest is for the inhereﬁtly unreachable
}and of a past time, % land which is always a proéise.

~

That quest is established in highly chargengyﬁBolic

terms early in the novel when he narrowly escapes beisg
drowned in the waters that form the boundary that separates
him from his homeland. gLooking ac}oss Solway Firth, he is
mysteriously drawn towards the "forbidden precincts' and must

then be rescued by spmeoné whose "sudden appearance”—is as
"wild and ominous" as the surroundings. lest he sink”oh the
"fatal sands"” into a dream from which he might'wake_énly "in
the next world" (Letter 4:37). Darsie's helpless;gnchantment
1s such that he must be "raised” by this® "magician Atlantes on .
Nis hippogrift.” As the moon throws the eerie "huge shadow of
the animal. witg its double burden, on the wild ang bare
ground,” the mystery of whe burden is doubly suggested,
especially when the sea responds to the reséue with "the roar
of some immense monster defrauded of its prey" (Letter

11
4:41).~‘ *The peculiar resonance of this vignetie is explained’
in part when we come to Know the legehd of.the Redgauntliet
family: _in rescuing his nephew-in this way, Hugh Redgauntlet

.

is, in spite of himself, enacting & redempiion of the past,‘
undoing the curse earned for the family by his ancestor who

12
accidentally killed his son with his horse. The symbolic

-
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force of the rescue is then reinforced by its double
enactment, for 'Hugh Redgauntlet rescues Darsie once more in
the narrative. Whereas the first time Herries/Redgauntlet
fescues Dafsie without knowing his identity or the
implications of ;he rescue for the fémily (and this lgnorance
;s necessary for the redempﬁion of the curse), the second
rescue occurs after he has taken hié nephew into his custody.
The second rescue is both a confirmation and a kind of
repudiation of the first in that it raises the question of
whether rescue by his uncle is life or death for Darsie.

»

The description of the second rescue reingorces the sense
that what is being dramatized here is Darsie's at%ievement of
maturity and independence. Agéin, but this time in even more
highly wrought terms——both emotionally and symbolically--
Darsie feels enchanted by the attraction of his "native land,"
which lies over 'what he sees as the "black line” of the shore.
This line separates him from another world, the forbidden
territory of the unknown homeland, the promised land of memory
and desi;e. "That furlong. which an infant would have raced
over 1in a minute, was vet a bharrier effectual to divide me for
ever from England and from life," he complains in bewilderment
and frustration. "I soon not only heard the roar of this
dreadful torrent, but saw, by the fitfuil moon!light, the
fdaming crests of the devouring waves., as they advanced with

the. speed and fury of a pack of hungry wolves" (4:268-9).

Darsie's terms here heighten the mythic overtones of his
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struggle and suggest the paradox not only of his own but also
of & more genegal situation: what a child could reach is to

the adult both out of reach and fatal to his self. With

-~

€ consciousness comes the loss of that preconscious place

-

?
of origin, and mature consciousness depends upon being able to

forget and forsake what Said calls the "anonymity of pure
negation"” which is one's "real origin" (81). As Darsie's
consciousness reaches back over the "black line." trying to
embrace the pre-conscious essence that must by-definition
remain outside the grasp of consciousness. he loses

consciousness: paradoxically, it is only in a state of .

unconsciousness that one.can know (and thus not know) that

place. I chattered and howled," he says. "to the howling and

Al

oaring sea."” In a state of delirium. his sense of self is
abolished as he feels himself merge with the anonymity of
sheer existence (4:269).

When Darsié‘s uncle seizes him here. his identity is eas
fragile as that of "2 child six months old" (4:269). This
diminution te the state of childhood is only the first step in
& whole process by which. in his "rescuer's"” custody, ﬁarsie
is systematically divested of 2ll that constitutes his sense
of self. As if under a spell. he feels himsel? ﬁelpless aqd
indeed complicit in this process: the loss of personal liberty
and phnysical health is & relatively mino} problem compared-to
his loss of will, the dulling of sensual and mental

consciousness, and his sense that sanity itself is an
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arbitrary endowment which he can be deemed to have lost
(4:273: 5:283). As Alan will be latgr, Darsie must be
divested of his faith in justice:; ¥oth herces come to doubt
whether not only the Justice but justice itself '"was anything
more than én ass" (6:288). Darsie's plight is dramatized in
the makeshift court of the unjust Justice where justice cannot
be exercised in the absence of a self t§ whom it can be
administered: "How can you render the young man justicé
unless you know who he 1is?" (6:291).

As he has done symbolically and primitively on the shores
of the Forth, Darsie moves back in this court. this time in
iegal terms, towards the origin of his being. Here the
question of his identity focusses on the‘origin of his name.
As he is challenged to remember when and wheré he first bore
his name, Darsie's memory takes him back to the age_of three,
but without his being able to ascertain his name at that time.

"In vain," he says, he "rummaged [his] memory for the means of

replying."” confessing in his utter vulnerability the
inadequacy ©f personal memory as a link to the past and one's-
self. Bereft even of his own memory to support his sense of

(1% -

identity, he yet affirms of his name: "I did not take it, sir:

. g . L1 oy - )

1t was given to me"” (6:290). Against all arguments of reason
and justice, on the basis of a deeper but unverifiable
knowledge. Darsie asserts two things here: that his identity

and his being have not been usurped but bestowed upon him

rightfully and that at the origin of his identity and his
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being thé??‘qu‘an other.

This scene dramatizes the fundamentally social nature of
. l 3 .
identity for ott. And this implication of the idea of the

other in-the very conception of the self is embodied in
Darsie’'s need for narrative and in the novel's sense of
naerrative. From the first page of the novel, Darsie‘'s own
letters procla:im his ideﬁtity as'fundamentally correspon%jné
and fundamentally narrative. Issential to his sense of
himself are both a correspondent (Aian) and the act giy
narrative by which that correspondent is engagéd. "Before %
knew thee I knew nothing," he writes to Alan (Letter 1:4). and
he finds narratioﬁ to be similarly essential to him. For
Darsie. "writing history (one's self beiné the subject) is as

d

amusing as reading that of foreign countries" (Letter 7:109).

~f

It is also as amusing to him as living the history that
provides the narrative for his writing. When he is confined
by his uncle, what has seemed an amusement becomes a
necessity. as he feels in his imprisonment what he calls a
"rage of narration" (3:258).- Darsie's imprisonment dramatizes
the struggle for freedom that his éuest enacts. And narration
becomes the assertion of freedom and control anﬁ identity that
life otherwise denies him. In his imprisonment he suffers
from a fever which "lay like a spell upon my tongue."
disrupting his sense of time and place and preventing him from
telling his story to the doctor who attends him because he

-

does not know his own role in it; he does not know where to
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begin (4:273). When he finds himself not only outside of
soclety's control but also outside of the centrol of his own
reason and senses andé even his_tongue. it is his letters that
are the one remaining vestige o? his sense of liberty and
ideﬁéity. Writing his history to Alan imposes\a sense of
order and significance on events which he does not experience
in his 1ife. His helﬁlessness is rather emphasized than
mitigated, however, when he proposes as '"the fifst step to my
deliverance"” the anti-climactic and veain resolution "to have
my letters sent to the post-house™ (5:278). But this futile
gesture serves tc emphasize the importance of the very aq; of
narrating, for even without effecting his physical liberty
(and without even being read) Darsie's narration does
represent the assertion of an indepéndent spirit'ﬁﬁap no
4

imprisonment can suppress. As he says of his journal writing.
"I never lay it down but I rise stronger in resolution. more .
ardent in hope"” (9:41). 1In narrating his life, he enécts his
refusal to accept a given narrative in which his identity and
role are pre—establﬁshed.

By becoming' an author, in short, Darsie authorizes his

A3

own 1ife. But his similarity to Richardson's imprisoned
epistolary heroines, reinforcing a2s it does the female role he
plays in his‘Qarious gulses throughout %he'novel. suggesis an
interrogation of the conventional ideas of authorship and of
authority, & guestioning implicit in the very structure of the

-

novel. Although'all of Scott's novels employ a variety of

e \\. p—
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narrative modes., Redgauntlet is unigque in being such an
elaborate comgosite. In a way that is parallel to and just as
complex as the dynamic between Alan and Darsie, realistic and
romantic modes ihform and mediate one another. The
elaborately conventional realistfc narrative frame consists of
letters and jo&rqal entries, which are joined together and
supplemented by chapters of narrative written by a narr;tor
who is overseeing but not omniscient. These realistic modes
frame and struggle to contain the contesting voices of other
narrative traditions. as represented, for example, by the
legend of the Redgauntlet family, Wandering Wil;ie's tale, and
the traditional songs through which Darsie and Willie
communicate. With such an abundance of authors,and even the
narrator unable to be authoritative. the heterogeneous form of
the novel suggests ;he potential for anarchy that compellé a
response from Darsie that will both incorporate the narrations
of oihers and use them as a context for an interpretation of
14
his own.

In the c¢course of his pursuit of his origins., he is
confronted*by various versioﬁs of his history which he must
@ssimilate in order to proceed. In refusing to accept any or
21l of them as determinative. he not only reinterprets them
but becomes involved in determining for himself the meaning
and course of his life story. When he 1ite;ally wfites his
own siory. he 1s only more explicitly enacting the salutary

- - T

s , . . : s
ability to read old stories and rewrite them in terms of his
N .
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“own life. His life consists of alternate readings--in effect a
redeeming——of each of these stories. all of which are composed
in the end in his own intertexpual narration. Wandering
Willie's tale, wish its combination of narrative and dream
logic, represents an oblifue promise of the resolﬁtion of
Darsie's story. As Francig Hart has pointed out, Steenie's
trial 1s analogous to Darsie's, and his courage and prudence
and good fortune in pursuing the é&igin of his problem and
effecting its reso&ution offer adguidq for both Darsie and
Alan (Scott's Novels 57-60). The tale is-subject to different

t
"constructions" (Letter 11:170). and Willie's reading of it as

ultimatelyAunfortunate is corrected by Darsie's interﬁretation
of its fortunate result. But, more important. the new master
¢ .
and servant amend the old reading by enacting the redemption
of the relationship between their ancestors. Later the text
is further enriched when this tale and Darsie;s glimpge of the
Redgauntlet h;}seshoe EP nis uncle's forehead mutual ly
interpret one another, quickening his memory as they force
upon Darsie a reéognition of h;s uncle and himself. "This
tale, when told, awakened a dreadrful vis{on cf infancy." he
Wwrites of it in retrospect., "which the withering and biighting

look now fixed on me again forced on my recollection, but with

muc) more vivacity." Through the narrative frame of Willie's

- -

Ly - oy .
talér Darsie is able to recall in"his uncle's look "a
frightful vision" of the past (6:295-6). This complex

superimposing of different media upon one another, reflecting

-
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as 1t does the generic-mix the reader finds in the novel.
reinforces the sense of mediation or narration as intrinsic to
the nature of experience. When later Darsie is abile though

. Y

. - - . SN )
the literal reflection of a mirror to recognize rrimpself in

resemblance to his uncle, this moment gathers almost mythic.

"force. gathering into one image the various ways in which the

narrative has suggested that one's view of oneself is mediated
both through an image of oneself and through another who
resembles oneself.

The most pointed of these media. the mirror suggests the

way that Darsie 1is able to turn doubleéness to account, as he

recognizes the potential for doubling his uncle but realizes.

- _
at the same time that the resemblance is subject to his wiil

"and interpretation. Darsie is rescued from having to repeat

the unfortunate fate of his ancestors-as it is presented in
the family legend and reproduced in his uncle's intransigent

commitment to the unfortunate Stuarts by his ability to affirm

.
¥

his identity as part of an alternate dualify. This is part of

his respgonse to yet another narrative. his sister Lilias's
5 .

account of the family historyr This narrative. in the context

——

—
01 the other narratives he has incorporatédfinally discleses

his origin. Lilias says that their uncle deplores the

p—r
th

“effeminacy“ that is theirs by virtue of their being "but ha
Redgauntliets"” and the children of an Hanoverian mother

(11:203). 1In Darsie his uncle Hopes to find & son of his own

and an heir for the house of Redgauntlet as he represents it:

¥ . .
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e : ;
"I have sought:\for thee. and mourned £for thee.” he tells
} : b

Darsie.~¥as avﬁpther for an only child" (13:239). Lilias's

C~
account of her kidnapping out of her mother's orchard

. .

reinforces the image of Hugh Redgaﬁntlek as Fhe Gothic younger
broﬁher who wan{s to_usureg~his brother's place as husband and
father and first-born. Withodt a wife and child of his own
and with his Jacobite commitment. Herries embéﬁies the kind of
regressive, sterile. antisoéial spirit of Nietszchean
doubling. the spirit which has héd Darsie and his family.under

a "spell,

W

Darsie breaks the.sgg{l by forming an:aﬁternativeuf
duality with Alan, a duality that is regenerative because-it
gives way to a "third term." Théir;correspondence (in both
senses) exemplifies their ability to distinguish between a
.thing and its‘;mage or interpretation. and to define relations
between two similar things (includihg themselves) in terms
other than identity. It c¢reates a medium between them which
represents a third term, a principle or séandard that precedes
them both and provides a context for them.

The woman in théir iives is another manifestation of.the
regenerative dynamic that is at work. The rivalry between
Darsie and Alan is defused when Lilias is found to be Darsie's
sister. 3But befofe they know that, each man defers to the

, »
other, thereby making the crucial gesture of choosing what is
good for the other over @hat seems good for the self. Again.
Darsie’'s choice against incest symbolizes the restoration of

social order and the regenerative duality of romance. But the
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¢ . .
restoring of the duality i1s enabled by the interrelation of

- = -’

the three, a dynamic that is dramatized late in the novel in a

-

-Ccurious ritual.

/‘_\_ - + . ' -
‘v///’ When Darsie and Alan and Lilias finally come together in

by

- the same room, Alan takes up the dress that Hugh Redgauntlet

-had made Darsig wear earlier in the novel in order to use it

.

as a barrief behind which he and Lilias can overcome other
_barriérs that come bé;ween a2 man and & woman. Here, what Hugh
Redgauﬁtlet intended as an obstruction becomes a medium. 1In
effect. Darsie becomes a medium for the lovers. a third term
through which ilan and Lillas are united. The relafﬁonship

-

chat was @ barrier between Darsie and Lilias becomes a medium

-ﬁo}:Alan. Alan., in becoming Lilias's husband., becomes
Darsie's. brother. and thus in his way a medium for brother and-
Sister, jusﬂ as Lilias is the medium that transforms the
friends into brotheré. Darsie. in providing the barrier that
separates the lovers frem him, is also enabling them to form é
separate duality. In this action he is becoming as a father
both to his sister and to his sometime brother and enacting in
symbelic form the necessity for the parent ¢5 see the child.
not as a barrier to, but as a m;aium for the establishment of

_the self.

In St. Ronan's Well the Gothic double uses a disguise to

cast a spell over Clara Mowbray and sabotage her marriage to

his brother.- Darsie has felt himself unmanned by a comparabie

spell ofiﬁﬁﬁbiéness. The use of Dargie's disguise (the dress)

- -
-
-
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hefe dramatizes the restoration ?f marriage by a counter;
ritual designed to undo the forbidden allianceé represented in
incest'and bigamy. He breaks the spell‘when he converts the
Gothic énergy of doubleness by embr§cing the female disguise
and using it. not to establish, but to Jeépardize his own
identityl Rlan expresses a similar willingness when he. too,
takes up the female dress. Their willingness to go so far as
to become women constitutes the crucial deference to the other
that turns the vulnerability of the duality of romance into
its screﬁgth. This deference represents the ultimate act of
selflessness, inversion of one's self for the sake of the
other. It is throﬁgh Lilias--sister and lover-—that they
finally become in lega! and social! terms the brothers they
have been in natural terms from the beginning. The unity of
the three transcends by its outreaéhing energy the sexual and
class barriers by which the Gothic world tries to protect and
enshrine the‘vulnerable purity of the self. 3By drematizing
their Interrelations symbolically in this counter-ritual,

" however, Scott charges théir-new ordering of things. with the
memory of past orders, thereby retaining the mystery ¢of the
old world while at the same time rescuing the new world from

its dark power. . -



CHAPTER FIVE

Forms of Memory: Voices and Text in

the Narrative Frames and the Chronicles of the Canongate

Darsie Latimer's use of narrative in Redgauntlet to

invest significance in and to take authority for his private,.
individual experience is analogous to Scott's own use of
narrative to realize and t\\auth0V1ze the public, social drama
of history. And like Darsie'ﬁ narration, Scott’'s narraticn is
not a declaraticn of authority but an interrogation of the
traditional model ¢f authority, an interrogation that is
drametized throughout his novelistic career in an
interrogation of narrative itself. Scotti's narration always
incorporates into itself.a guestioning of its own authority. a
~self-questioning nicely caught in Darsie’s almost—oxymoron
"rage ¢f narration'-—-rage and narration being defined by their
effort to overcome one another. While narratiqn is an
orderiﬁg power, rage 1is a disrupting force. Indeed, Scott's
novels are characterized by struggle: as the novelist in him
fights to narrate_the_story, the storyvteller in him 1is
disrupting the narrative order by giving voice to the lives

that rage against order, refusing to be narrated.
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At issue here 1is the distinctign between novelnand story.
a distinction that is not absolute but that characterizes two
tendencies in narrative: the novel tends towards form, and the
story tends away from form.. For Scoit, this distinction is
primarily a distinction betéégn writéen text and oral story.l
While the wrﬁt;en novel conf&nmsxihowever unconventionally) to
the conventions established-by a largely urban readership, an
oral story beiongs to the ancient tradition of oral cultures

Y

maintained by a largely rural, non-literate class. Scott's

novels are distinguished by his conscious attempt to employ

L ) ”‘ . . . !
the conventions of tﬁgfhovel to alive in his narrativ

the sense of oral storytelling. Scott's wareness 1s
particularly evident‘in.the narrative frames that are so
S

definitive of his novels. They are the scenes of an ongoing
discussion about the nature of his narrative endeavours and an
ongeoing struggle between Scott the novelist, who is trying to
impose form. and Scott the storyteller, who is trying to
retain the life of the material. Late in his career, this
generic struggile finalI?F;géults in his producing narrative in
the form of chronicle. & genre that keeps alive the telling of
the story in its writing.

Beginning in the framing Introductory chapter of
Waverlev, Scott is prepa;&ng his readers to accept a different
¥ind of novel, as he tries to negotiate the claims of novelist

and sto*yteller in an effort to create a novel form and a

novel:s; as vet uAknown In this Introductory chapter. he
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presents himself before the¢reade*s ofjﬁ}s fl*st and anonymous

-

noveL_Xh the image of "a maiden knight with hlS white shield"”
':1).-‘To save his novel from as mucH ° ‘unnecessary opposition
to preconceived associations as possible."” he gives his hero

an intentionally neutral name., and he spends most of this
chapter dismantling convéﬁtional generié expectations hy
cataleguing all the things his tale is not. In a further bid
for novelty, be gives his tale a sub-title, "Sixty Years
Since,” that removes it from the realm of history and places
it in the realm of memory. though of a memoré tempered by the
"once—upon-a—time' resonance of-imagination. Moreover., in
the first of 5;;;/;isclaimers of his authority. he claims as
his source "the great book 'of Nature" from which he has
"venturously essayed to read a chapter” (1:5-6}. thereby
subordinating his role as writer to his role as readér.4
Having uged this Introductory chapter to unsettle the
novelistic expectations of his readers and to displace his own
novelistic authority. the authorial voice then uses a .
concluding chapter to_disglace his authority yet further and
to point his readers to an unconventional scource for the
novel's éuthority. Towards the end of the novel proper.
Waverley writes a narrative of his experience, thus giving his
experience a conteining and orderipg‘form. But the Author then
affixes a Postscript to his own novel in which he opens up the

story that Waverley's written narrative had closed, pointing

readers beyond the form of the story to the real life whence
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it originated. Scott entitles it "The Postscript Tﬁat.Should
Have Been a Preface,” but it is, in facts propérly placed,

because it identifies the final authority for the text and in
so doing opens it uﬁ in a way that raises the question of its
authority. Here the Author reminds readers ﬁhat he had as a

child "received from Ehose who were actors in them" accounts
of the incidents in his novel. The authority for hi; tale
rests on a combination of, first. his own observation as one
who "witnessed some remnants” of the characters he describes:
second, what he "gathered from trédition”; and, third, "“the
narratﬁve of inteliigent éyejwitnesses,“ whose accounts hé has
"corrected” from historical records (363).

By disrupting the form of the novel——opéning it up in the
Postscript and distributing its guthority. while at thg same
time grounding its authority in the rather fluid substance of
¢hilcdhood memories of grandfathers' stories——5cott ﬁanifests
his dis}rust of the authorial-role and of narrative form
itselrl. fhis distrust finds more overt expression in the next
two novels that complete the original‘”series" of the Author
of Wayerley. as he now calls himselé. Ackno#ledging their
rather loose form, he writes in the Advertisement to his third

novel, The Antiguarv, that he has been "more solicitous Lo

describe manners minutely than to arrange ... an artificial
and combined narrative." And he confesses his regret at his

inability "to unite these two requisites of a good novel"

(vii-viii). In these two early novels, Guy Mannering and The
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-intiguagz. the Author is more storyteller than novelist.ffor
his chief aim is to give voice. rather than narraﬁive form. to
the-”lower orders" of Scottish society, whosé language
{echoing Wordsworth) he finds to be more direc£ and forceful.
remarkablé for an "antique force and_simplicity” {vii).
Charmed by these characters and their language, he findé
himself giving voice to multiple and individual stories.

These contesting voices prevent his %urning a2 novelizing ﬁand
to the composition of tﬂe_plot. which they ought. acéording to
the rules of narrative form. to serve. His autho;ity as
storyteller, as well as his downfall as novelist, derives from

5
these voices.

In the next series of novels, as if to confess his
inadequacy for the role of novelist, ghe Aduthor of Waverley——
who has; after all, been more of a listéner and transcriber
* than a writer——éurns his task over to an editor, who can

manifestly rest his authority on not being an author. In

donning this yet more elaborate mask, as the editor of Tales of

My Landlord.‘Scott is making another bid for the guise of
anonymous knight who meets a public free of preconcéptions
that he introduced in Waverlev: "I have changed my pubiisher.“
he writes in a letter at this time, "and come forth like a
maiden knight's white shield" (Letters, 4:288). The-knight is
still on a quest for an identity as éuthor and for a way Lo
compose real evenis in the form of a story without violating

eilther the reality or the form. When this new author takes u
P
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his shield. he gathers his material! from further back in
history. This means that instead of listening to voices that
are clamouring to be heard. he is reading texts. As a result.

the Tales of Mv Landlord--a group'consisting'of The Black

-

Dwarf, Qld Mortalitv (First Series, 1816). .The Heart of

Midiothian (Second Series, 1818), The Bride of Lammermoor and

A Legend of Montrose (Third Series, 1819) and Count Robert of -

Paris and Castle Dangerous (Fourth Sefies.-1832}——are more

formally composed than previous narratives. 1In mpst of these
novels, the narrative is given in a self-contained and self-
validating novel form. But these narratives are framed by
introductory and conciuding material that both encloses them

and opens .them up for interrogation.

The sources for the Tales of My Landlord are local
traditions and legends and historical records—-—a combination
of the oral and written narratives thait comprise unofficial
history. Whereas the Author of Waverley heard his stories
from people who had been involved in or had witnessed the
events and himself supplemented and corré;ted these stories by
historical accounts. this second teller finds his primary
source in historical records. The distance between the action
of the story and‘igs tellers renders the material more
amenable to the ordering and structuring that narrative form
reguires: the same distance militates against the realizing of
';he material. Scott tackles the problem by using the framing

device to sustein the opposition between the material and its
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form: he imposés on the story proper a relatively clear
narrative form—-both in historical and in literary terms—and
retains in the framework the sense of "unnarratable" life.
This opposition is dramatized in the authorial team he
creates, a pair of characters who act not only as foils for
one another but also, together, as a foil for their author.
While Scott himself is now gatherihg material from written
historical texts, he creates as his writer a man who is first

of

all a listener to tales and legends. rather than a reader
of texts. The writer, Peter Pattieson, himself has to contend
with an antigquarian editor and patron——Jedediah Cleishbotham--
who resists the narration both of Pattieson and of Scott. The
other essential voice here is that of tradition. which in this
first series is represented primarily by an old Covenanter
called "Qld Mortality." who performs his "tribute to the
memory of the deceased” Covenanters by “deepening” and
"renewing' the gravestone inscriptions that record their
.sufferings (1:7.9) and by telling their sﬁories in a way that
similarly deepens and renews the sufferings of the past. He
is Pattieson's primary source for the Covenanters' side of the
story, a side that he then endeavours "to correct or verify...
from the most authentic sources afforded by the
representatives of either party" (1:14).

The framing structures of the Tales comprise in

themselves a story about the emergence of narrative out of the

struggle between editor and writer. and between antiguarian



»»

189

-
and novelist. In these frameworks., many of the issues that

plagued Scott as he wrote are raised and left unresolwved, .

while the novels themselves represent. in their very
exisE;ﬁce. a kind of resolutiép. The actual stories whﬁch the
novels tell are mediated by a series of hands and voices, and
this mediation opens questions of the authenticity of the
story and the authority of tellers who are so confessedly
interested in theilr productions. And because Pattieson, the
compiler and writer of these tales, 1is dead and has entrusted
his work and his memory to Cleishbotham's-fidelity. the
editor’'s power and authority are virtually unlimited.
Egotistical and-self-interested-——Dbut ingenuously so—

Cleishbetham presents himself as the sine gua neon of the tales

should they su;deed. and as their mere recorder should they

fail. Naiveiy{'bf ironically,. he offers as his credentials a

life of "constant domestic enguiry"” {(in the "navel" of the

world. Gandercleugh). varied with "foreign travel" (a few

visits to "the famous cities of Edinburgh and G}asgow”).

Having shown that "I could have written them if I would." he

then confesses, or boasts, that he is "NOT the writer., redacter, or

compiler" of the Tales of My Landloxrd: "nor am I, in one single

iota, aﬁéwerable for their contents. more or less” {(xii,xvii,xiii).
Cleishbotham is & literalist-and deplores the libeféy

taken by a writer with poetic pretensions: "in arranging these

Tales for the press, Pattleson hath more consulted his own

fancy than the accuracy of the narrative." he complains, "na
Y
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hath sometimes blénded two or three-stories together for the
mere grace.of the plotf." But the editor is consistent, in
that he repays such “infidelity"™ (xvii) on the part of the
Wwriter with his own fidelity to the writer's words.,
undercutting them all th; while. Pattieson Rimself confirms
what his editor calls\iﬂlack of "accuracy" when. in crediting
his sources. he cbnfesses to “gmbodying into one compressed
narrative many of the anecdotes" he has received from them
(1:14). But-his composition ¢of the tales represents a
pragmatic compromise in the interest of form—--both the
literary form of narrative and the poiitical form of peace.
And although he literally writes this "one compressed
narrative.” Pattieson sees himse}lf. not first of all as a’”
writer, but as an editor or transcriber of the tales of
others. What Cleishbotham sees as "iniidelity,” Pattleson
sees as a sacrifice of literal accuracy in thé interest of
fidelity to a whole truth. Pattieson composes partial tales
inte one "unbiassed"” narrative (1:135), not by telling or
recounting separate events. but by relétlﬁg'these separate
events as part of a larger story. He is both writer and
editor, in that his systematdc narration of "gqnecdotes"”
derived from Old Mortality and corrected or verified from
other traditicnal sources of both parties at once preserves
the story and changes it. This emendation is in part the

' inevitable and conscious consequence of the w?iter/hist??ian's

distance, which, together with his desire for disinterest,
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allows a perspective not afforded to the actors themselves or

to biassed observers. But crucial to the distinct perspective
of the writer/editor is the difference between the oral
anecdote and the written text. And what we see again in the

writer of the Tales of Mv Landlord. as in the Author of

-

Wa#erléy, is the privileging of the oral source as the
authentic voice. ' ——

Scott's acute sensitivity to the difference between the

. 7
spoken and the written word cannot be overstated. The more
he relies on written historical texts, the more he needs to
found his authority as author on the oral expe}ience of a
teller who is above all a listener and only then a narrator.
As part of this. however, he alsc need to validate his
authority by engaging in active opposition to the aﬁtiquarian
scholar. who reveres the pure texti of history. 'In the earnest
antiguarian historian, whom Scott always presents in an ironic
but sympathetic light, we find yet anqthe; of Scott's alter
egos. Cleishbothém's literalism is unfavourably contrasted
with Pattieson's more imeginative rendering of the material.
but it is this very literalism which., paradoxically enoﬁgh,
preserves the non-literal narrative of the writer.
till. iﬁ is Pattiescn's imaginative reception and

rendition of the oral material that allow it to enter the
realm'of official history. Both in hearing tales that are
part of oral tradition and in reading texts of history.

Pattieson responds with a non-literal imagination that

-/



outrages the literalism of both the purveyors of tradition,
like 0ld Mortqlity, ;naqéhe purveyor of history, Jedediah
Cleishbbth;m. Just as Cleishbotham argues for the
preservation of the pure text of historical accounts. so 0ld
Mortality tries to preserve the pure text of the gravesione
insqriptions. But even Pattiescn's reading of these
inscriptions betrays his non;litéral imagination. He is a
"decipherer.” who reads a general truth without being deterred
by indecipherable particularitues. In fact. to him the
variety of ways in which an inscription may be read ("Dns.
Johan—--de Hamel.-———or Johan---de lamel---,"” for example) only
enhances the interest of the history the letters suggest. E
That these stones shadow forth, rather than denote, "the
'history of ﬁhose who sleep beneath them" 1s for Pattieson
their attraction (1:4). By contrast. 0ld Mo?tality lives only
to perpetuate the barticuiarities of the past: by "renewing...
the half-defaced inscriptions” (1:8-9), he seeks to render
these words absolute and immortal. In rétracing these
letters, 0ld Mortality is trying to turn an oral tradition
into a historical text-—-—to fix and stabiliize forever a story
which is defined by fluidity and plurality. Pattieson,
instead of reading-z_particular inscribed text. insisis on
listening to 0ld Mortality and other purveyors of tradition.
so that what he then writes is not a single, partial tfuth but
a whole, impartial one, whese general fidelity to the past

redeems its particular irnaccuracies. The non-literal

3
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narrative imagination distances itself from the particular
concrete impressions of the past, transforming them into
abstract ideas that can be "blended" (as Pattieson blends his
stories) for the sake of the continuation of the "plot" of
histor?——if not w?th "grace" at least with more peace than

.

would otherwise be possible.

-

The framing conclusion of Q01d Mortality is a jarring

reminder of the fictionality of the narrative endeavours of
Peter Pattieson. Here, as in the Postscript of his first
novel, the Author reopens his,narrative to reveal its sources.
This time, however, eﬁphasis falls, not on actual tellers, hut
on a representative novel reader, Mrs. Buskbody. who fulfills
what Wilt calls the Author's "deepest guiltiest wishes" by

requiring that "the Tale never be concluded" (Secret Leaves .

193). If he deploys fiction rather than'agtoﬁiography in this
postscript, the Author once more makes a gesture towards the
oral, presenting a reader who. in conversation with-the
writer, helps to shape the text that we read.

The strength and virtue of oral tradition are its
filuldity and dynamism, represented in its living tellers, each

of whom changes the form of 2 story to suit his or her own

1.

interests and those of the audience, but preserves the

essential centre or reality. Changeability ensures
‘continuity. Unlike written narrative. which, as Walter Ong
says., commits words to space as represented in the material of

paper, oral narrative commits words to time, subjecting them

-
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to its continuous flow and giving them a éhare in its oddly
changeable kind of permanence (Ong 7). But oral tradition can
defeat itself when it fails to discern-the essence of an event
'?nﬁfinste;d privileges & partisan view as truth. This
tendency towards immortalizing the mortal is represented in
fts effort to textualize voices. to give permanence to fhe
most evanescent thing of all--sound. The next step, of
couPse, is to embellish the preserved story in order to
authorize it as truth. .
_Between the First and Second Series of the Tales., the
Author of Waverley reappears, as if to investigate the hazards
of written narrative, as ﬁhe Editor of Rob Rov. Uﬁiike
Jedediah, he gives himself ﬁuch a free hand that this work
"may in a great measure be said to be new written." The
Author of Wavérley is clearly enjoving the ruse, but Scott
also seems to continue to need the freedom not only of an
anonymous octher self but of a divided other self——an editor
who 1s complicit in but not responsible for the writer's work.
Simply in being a memoir, Rob Rov raises more explicitly than
any other Waverley Novel the issue of private ﬁistory and the

8
bearing the act of writing has on it. In 0ld Mortalitv

Pattieson, though presented by his editor as a whimsically
romantic poet, avoided the temptation to what the narrator of
Rob Rov calls "self-importance" (1:3) by composing the stories
of others, rather than creating his own. 3Because he acts as a

kind of representative voice for a culture, his writing is a
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transcribing. rather than an inscribing. And partly just

because Bégnﬁgx is a memoir. Frank Osbaldistone fa{ls prey to
all the,vices that beset one engaged in writing as a private
act.9 Although he describes what he is writing as "a
faithful tranécript“ (1:2). Frank would like his memoir to be
an inscription}for posterity of the official version of his

own history:

-

-

Frank is self-conscious about the act of writing. He
cautions his reader-iriend not to expect written narratives to
be like spokén ones: "“you must remember," he tells him. "that
the tale told by one friend, and listened to by another, loses
half ifs.charms when committed to paper: and that the
narratives to which you have attended with interest. as heard
from the voice of him to whom they occurred, will appear less
deserving of attention when perused in the seclusion of your
study” (1:2). The privécy of the writing and reading
experience is underlined by this being a personal memoir to an
intimate friend and, even more. by the fact thait this work is
sealed in a F;nal way &5 well by the death of its writer.
Written narrati&e faces the hazard of self-deception that oral
narrative avoids by vinue of the community of participating
listeners, who help shépe the tale and share responsibility
for it, and whé also modify the impulse towards absolutism by
reguiring that their perspective be listened to and taken into
account. A written, private nafrativg liké Frank

Osbaldistone's tends to inscribe & single, partial perspective
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as definite. whole truth.

Frank is aware of "the foible of :self-importance" that
plagues a writer of memoirs, and he knows that he has his
reader "in [his] power." The power of the writer. because of
his assumption of Authorship {whence authority). is
immeasurably greater than the power of the teller, wheo must
depend on his listener. Yet the writer also knows he is. in
turn. under the power of "the seductive iove of narrative,
when we ourselves are the heroces of the events we tell” (1:3).
Frank compareslhimself to Sully. whose self-importance was
such that he had four geﬁtlemen compile his Mémqirs and recite
them to him. not in the first or third person, but in the
secénd.person. In this way. "being himself the auditor., as he
was also the here. and prébably the author™ (1:3-4), Sully
constructed the ultimate inscriptien of his own perception as
truth. Although Frank sees his own situation as "not quite so
ludicrous" as this (1:4). he also éees the paréllel, in that
he is writing net onily of himself but to himsélf. using the
illusion of communicaticon to facilitate self-expression.

Frank has always felt the attraction of written seli-—-
expression, an attraction which in his youth teok the form of-
poetry. The deangers of the attitude fostered by this
aesthetic habit ¢f mind are dramatized in the vyoung Frank's
tendency to appreciate even the most tragic incidents as a
potential literary event. Such scenes are for Scoti, too, a

literary and linguistic. as well as a tragic, event of the
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kind that the Author of ﬁaverley claims in the Advertisement

to The Antiguary it was his wish to capture in narrative. But

in that novel one such scene (the death of Steenie Mucklebait
and his family's grief) becomes more than a literary event
because of the chastising that its observer., Oldbuck,

receives from the grieving father: Scott acknowledges in this
that the tendency to aestheticize and condescend to the grief
of the poor is a deplorable and inescapable component of the
sophisticated capacity to narrate—to wriﬁe about-—it.
Apparently oblivious to the hazards of narrative. as Scott has
signalled them in the earlier novel., Frank takes the safe
narrative stance, bﬁt his ability to narrate the experience is
subvérted by his own subconscious fear of the chaos that, at a
conscious ievel. he is writing into order. His dreams, as a
yoeung man and as an old man. reveal the unnarratable
experience that his writing purports to render into language,
when the only suiltable language--a language beyond the range
c¢f narrative——~is the rage of pure passion that belongs to the
"singularly primitive" (1:1). This discrepancy between
Frank'ss conscicus and unconscious kind of narration suggests
more of its hazards. for his unconscious seems to-provide an
interpretation of his experience which his conscious mind
avolds making. When he claims to be "registering" his pest -in
a "faithful transcript of my thoughts and feelings, of my
virtues and of my failings" (1:1.2). the curious naivete of

this assertion, together with the peculiarly literal way that
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he often records his mixture of feelings without interpreting
them, suggests that he hopes the transcription will effect an
inscription of a permanent version of his past life. In a
sense, Frank's self-narration means that his self is so deeply
implicated in the story he writes that he-must write it with a
literal fidelity (which Jedediah and Old Mortality would
respect) for fear he lose himself in the abyss that opens
between the lines.

In the image ©f the solitary ¢ld man transcribing his
memoirs., the Author of Waverley presents writing as an
intensely private and inevitably falsifying act.lO The kind
of self-enclosure his writing enacts is broken through by the

Gandercleugh framework of the next Series of Tales, The Heart

of Midiothian. Here the hazards of authorship and of the
Wwritten word are the subject of Jedediah Cleishbotham's
"Prolegomenon."” Like the Editor of Rob Rov. whose material is
2 copious "bundle of papers" of whose material existence their
author ié so aware (Advertisement xxvi), Jedediah's material
and his proof of authority are the “preéiods manuscripts” of
his writer, Peter Pattieson (Prolegomeﬁan xxxivi. And while
the Editor of Rob Roy admits to having freely "new written”
these papers., Jedediah, though he scorns to tamper with their
writing, takes his full share in their success. Once
posterity has accorded the writer of the First Series the
status of & bona fide author and has accorded their editor the

prosperity of '"a new house and a new coat" (xxxiii-iv),



199

Cleishbotham is ready to favour the public with a Second
Series. Much encouraged by his writer's'rpception, he creates
here his own tradition——the legena of Peter Pattieson—--as
attested to by his now "precious manuscripts.” For much more
pragmatic and comic reasons than those of the Editor of Reb
Rov, the vicariously prosperous editor of the Talés is s0
willin§ to identify nimself with the éuccessful writer that he
virtually claims authorship:  "These cavillers have not only
doubted mine identity." he fumes, "but they have impeached my
veracity and the éuthenticity of my historical narratives!"”
(xxxv). In an odd kind of literary turn, Pattieson's
narratives themseives become touchstones of history: like 0Old
Mortality's stones ilhey no longer simply tell but are a
historical truth. |

From beoth sides. then.--from the tradition from which he
derives his narratives and from the editor and would-be mentor
who puﬁlicizes them——the writer has to contend with a tendency
Lo turn his stories into absoliute truth. Although just by
composing a written narrative Pattieson does turn the stories
he is told into a definitive narrative, he incorporates into
nis writing a resistance tc absolutism by transcribing the
varying narratives of others and refusing to inscribe and
authorize an "official story." He composes narratives that
introduce perspective and thereby relativity through the
distance that narrative order requires and the plurality of

T 11
voices that must be harmonized. Oral tradition. just
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because 1t depends on living human voices, is naturally
characterized by a similar plurality and relativity. as well
as by an adaptability to changing circumstances. Contributing
to this is the political element: because, historically. oral
tradition ﬁn mod§rn culture is the preserve of losing sides
and submerged cultures. it is by definition not making an
imperialist bid to impose an official version of history.
Ironically., 0ld Mortality himself represents the movement away-
from this traditiconal culture. The movement towards writing
is a movement towards inscribing a Truth rather than telling
stories. Pattieson is aware that writing must mean & change—-
and writing may even help to effect the change--but he shows
that writing does not have to mean ﬁnscribing. Into his
writing he tries to incorporate the changeability that ensures
the continuation of what is true and universal by resisting
the impulse to render absolute the relative and to inscribe
forever the evanescent.

Pattieson is still struggling tc write without inscribing
when we next encounter him. in the Introductory chapter of The
Bride of Lammermoor., wnich begins the Third Series of the
Tales. Scott uses the frame of this novel torgive the stery a
sense at once c¢f closure and a sense of openness. This time
the writer, Peter Pattieson, is engaged in a dialogue with a
painter, Dick Tinteo., rather than an editor. Tinte., a believer
in the power and reality of Fﬁe image., challenges the

authority of the word and its writeér. By using words to
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inscribe the circumstances of a story. the painter argues. a
writer limits and falsifies it. He challenges Pattieson to
narrate the tale of the Bride in a way that will reveal its
essence while leaving particular circumstances to the
interpretation of readers. 1In response, Pattieson tries to
write 2 kind of impressionistic narrative in which word
pictures and symbols tell the story with as little help from

- 12
connecting and interpreting narrative as possible. Where
the narrator does offer cxplanation., it is out of a need to
impress on the modern reader an otherwise incomprehensible
picture.‘and even then the narrator’'s interpretation is given
as merely one possible way of seeing. The narrative voice. in
thus representing a plurality of voices and an.openness of
interpretation, simulates the fluidity of circumstance and
interpretation and the continuity of subsfance that
Characterize oral narrative. The narrative voice in The Bride
¢f Lammermoor. by becoming that of a storyteller who
delineates the non—essentiél variations of the story and
suggests their infinite adaptabiiity, heightens the sense of
pervasive tragedy at its centre. Refusing to priviiege the
voice of narrative reason (to use Ortega y Gasset's term) .
the novel at once vindicates and defies Pattieson's contention
‘that narration is necessary.--Narration 1s seen to be
necessary, but not sufficient, for knowing ;he truth in any
final or absolute terms. Scott acknowledges these limitations

to even his own narrative “capabilities when in the 1830
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Introduction he discloses the various sources, both written
and oral, of the Bride's tale. Different accounts of the
story corroborate some facts and contradict others; and
different authors take the tale differenily, as a subject "for
buffoonery and ribaldry." for example. or for “highly
scurriious and abusive verses' or for "mournful"” elegy (xxx-
xxxiii). In adding his own to a long list of interpretations
and modes. Scott is numbering himself within a tradition that
sustains the story while modulating its narration.

In the novel proper. words take on 2 svmbolic
significance. representing the lovers' entrapment in the
inscribed fate t¢ which oaths and legends, affirmed by their
own literalism, condemn them: In the climactic scene of
Lucy's betrothal to Bucklaw and Ravenswood's confrontation of
her. the written word symbolically seals their fate. Lucy is
just barely able to sign her name to the second betrothal, an
act that signifies to her the impossible and fatal unwriting
of the first. But her own handwriting condemns her. as
Ravenswood produces her written cancellation of their vows.
The treachery of wfitten words—--only literally true-—-is
symbolized in her inebility to speak: she cannot speak the
words of betrayal, which are in fact words that others have
dictated and forced her to write. Again symbolically, the
cancellation of the betrothal is authorized by an appeal to
the Bibkle, which in its literally interpreted words is &

warrant for cruel tyranny. Lucy 1s described more than once as
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being immobilized--"stiffened to stone" (33:126). And the
virtues of her mother. who has induced this spiritual death.
are, in the final sentence of the novel. said to have been
memorialized in "a splendid marble meonument.... while her
victims remain'uﬁdiétinguished by tomb or epitaph'" (33:163).
In a very subt}e way. then, the novel affiliates the
inscription of truth with death and falsity. And it attempts
to subvert this inscription by incorpeorating into the storf a
fluidity and changeability that will ensure the permanence of
its essential truth. )

ScottICOmpletes the Third Series'of the Tales with A
Legend of Montrese, a novel that takes him for the first time
outside of the rance of the human voice. All his previous
narratives have been enlivened by the voices of living
characters who couid tell him part of the story. The Third
Series ends fittingly with a2 legend told to Pattieson by one
of Scott's archetypal figures, the storytelling old soldier,
and so it continues the tradition whereby., having invented
himself, the Author of Waverley goes on to invent almost as
many storvtellers as there are novels. Pattieson advises
readers not to credit as true "that measure of the wild and
wonderful” with which the storyteller embellishes the tale
(xli). This disclaimer of the authenticity of the tale is
accompanied by another in a later edition when a descendant of
the hero writes a letter refuting the novel's versiocn of his

ancestor's character. Although an authentic document, this
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letter is the kind of pseudo-document that the Author of
Waverley might well have invented.

For Scott, the inclusion of disparaging or discrediting
voices, far from threatening or compromising the reality of
the_Qarrative, enhances it. 1In all of these early novels., he
introduces rebellious or raging elements whose subduing is
seen to be expedient and temporary. He is always attempting
in this way to_break down any fixed categories of genre,.
levels of discourse or truth-vaiue. He aims to restore the
sense of texture to a text, the sense of differences having
been reconciled and voices harmonized in order for the
apparently stabie text to be produced. " These. background
voices have a double import in that while they speak of
discontinuities. their wvery existence bespeaks the continuity
that allows the story to be passed on and understood. The
letter that frames the Legend is emblematic of its
transiticnal narrative rclé: in that a letﬁer is a kind of
intermediary between voice and text, and this short novel

efiects a transiticn into Scott's next——"textual"—--phase.

When, with his next novel, Ivanhoe, the Author of
Waverley turns his attention to remote ages completely outside
of the range of memory. he continues to people the frames of

: 14
the novels with living voices. In these novels of Medieval
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and Renaissance times, however. he needs these voices to
compensate for the absence of voices in the texts which are
his source. For this purpose he invents a whole community of
antiquarians. The first of these is Laurence Templeton. who
dedicates Ivanhoe to his fellow scholar., Dr. Dryasdust.
anticipating as he does so antiguarian cobjections to a novel
about "0ld England"” (Dedicatory Epistle xl1iii). Templeton
argues that the problems facing a novelist who wishes to
recreate the remote period of Medieval England are quite
different from the problems of a novelist of Scotland, and his
metaphors here are suggestive, giving fuller shape tb Scott's
sense of the nature of his task of "embodying and reviviﬁg the
traditions of the past." Templeton compares the traditions
of a still-remembered Scotland to "a bodv whose limbs had
recently quivered with existence, and whose threoat had but
just uttered the last note of agony.'" This recently dead body
B

of Scottish traditions is "capable of being reanimated" by the
"resuscitation” accomﬁlished by the "potenit magic"” of ihe
"Scottish magician” (xliv). In other words. this material is
still "embodied" in a familier humean form: it is already
composed and needs only to be enlivened by the writer's breath
of life, ]

By contrast, the English author., far from being "less of
2 conjurof.“ has to be more of one. He can "only have the
liberty of selecting his subject amidst the dust of antiquity.

where nothing was to be found but dry. sapless, mouldering.
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and disjointed bones, such as those which filled the valley of
Jehosaphat” (xliv). The task of the English author is first
to recompose these articulated bones into a body and only then
to enliven it. Templeton argues that something “like a true
picture of old English manners could be drawn"” if the
separated bones——the relics of the past——are compounded by
"intermingling fiction with truth" (xlvi-xlvii). Such a "true
picture"” involves preserving those aspects of the pasiti that
are essential to the character of the age and "translating"
into an eqguivalent, "formalized" modern form those aspects of
the past which would be incomprehensible or misundefstoéd in
their literal form. Composing such & picture of the remote
past also entails assuming the existence of an "extensive
neutral ground" where lies the "large proporticn... of manners
and sentiments which are common to us and to our

ancestors" (xlviii). On tne basis of this common nature. the
writer can fill in the details of the story of the past. or——
to continue the metaphor——cover the bones with flesh and
blood.

But Templeton's most telling i1llustration comes.
appropriately enough, from language. He argues that only a
tenth of the words of the language would be foreign to a
succeeding or preceding age, the bulk constituting "that
extensive neutral ground" of common cultural unders;anding‘
Their difference, in fact. 15 largely a matter of the form ofi

expression: "by reading aloud...., or by reducing the ordinary
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words to the modern orthography."” Templeton argues. one
overcomes the sense of foreignness and asserts continuity
(xlix}.A Adhering teo the form of the written words amounts to
the kind of literalism that preserves "the dry. sapless,
mouldering bones."” By contrast., giving voice to the words,
because it ;ompels 2 translation into contemporary terms,
asserts a narrative structure that composes the fraéments into
a living body. Templeton further distinguishes between a
language as a whole and its individual words, arguing égain
for a general. rather ‘than a literal, understanding.

. In a way that is analdgous Lo Peter Pattieson's response
t¢ the individual letters on 0ld Mortality's gravestones,
Templeton uses a non-literal imagination here to discover a
general truth and to assert the continuity between past and
present. This allows the real events of the bast to be given
the form of 2 story for a contemporary audience. To their
gecidedly textual authority. antiguarians like Templeton and
Dryasdust add their personal voices. turning written and read
history . .o heard st&ries, first of 2ll by their very
garruiousness and then by their assertion of the non-literal
nature of communicable truth.

Beginning with his next novel. The Monasterv. Scott

brings the Author into the frame of subseguent novels, to
correspond or converse with an array of antiguarians.
Although these appearances are partly for the practical

purpese of exposing the impostors who have begun to produce
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"pseudo Tales of My lLandlord"” (ixxxv., Note 1), they also
represent Scott's continuing need to interrogate the
conventional notions of authorial‘authority and to defuse the
high seriocusness of novel-writing by playful self-mockery. In

the Introdﬁctory frame of The Monastery. another trio of tale-

bearers challenge and undercut each other's status. Here
Captain Clﬁtterbuck. another antiguarian, receives from a
mysterious Benedictine monk "a large bundie of papers."”
Claiming them to be "genuine memoirs of the sixteenth

century."” the monk goes oﬁ to say that they were not in fact
writtenm at that time: rather., '"they were compiled from
authentic materials of that peried. but written in the taste
and language of the present day" by the monk's uncle and the
monk himself (lxix,lxx). The monk deflates Clutterbuck's
pretensions to antiqguarian expertise when, to the Captain's
disgust, he presumes "to correct” with the "truth" of
historical records the "vague tales"” the Captain has "adopted
on locse and vulgar traditions” {1iii,liv). Clutterbuck turns
the papers over to the Author of Waverlev, asking him to act
as Editor of them and making clear ali the while hié disdain
for “fﬁctional compesition” (xii).

Like his colleague Jededizh Cleishbotham.-Captain
Clutterbuck entertains an almost religious respect for the

"precious manuscript."” At the same time, as a purveyor of
legend and romance, -his sense of truth is confessedly fluid,

and historical truth is not priviieged: "that which was
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history yesterday becomeq fable to-day."” he says. "and the
truth of to-day is hatched into a lﬁe by to-morrowf (liv).
His disdain for novels notwithélanding. in sending the. .
manuscript to the Author, he shows that it is to fictiqﬁal
plotting that he gives privileged status. After responding
somewhat ungraciously by unmasking the Captain as an addict of
the "productions... of the fairy-land of delusive fiction®
{1xxviii). the Author makes some amends several novels later
when he makes a personal though visionary éppearance to
Captain Clutterbuck. The Captain writes of this event in a

letter tc Dr. Dryasdust that serves as the Introductory

Epistie ©of The Fortunes of Nigel. Here it is clear that the

awe Clutterbuck feels in the presence of thé Word pales in
comparison to the "holy horror"” he entertains at the prospect
¢f being in the presence of the Author (xxxv). But the
Author. though the object of this horror’. seems bent upon
desecrating his own image. Rather than agreeing to
[ i

collaborate in and facilitate the production ¢cf the
-ng;atives. he plays Devil's Advocate, confessing himself the
Author's worst enemy. He still has the problem that thwaris
his efforts to become a novelist: he "cannot form a plot”
(xIv). He confesses that his fascination with his material
still outweighs his novelistic pretensions, such that in his
writing "Characters expand under my hand: incidents are
multiplied; the story lingers, while the meterials increase:

my regular mansion turns out a Gothic anomaly. and the work is
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closed long before I have attained the point I ﬁroposed”
{xliv). The Author thinks he is "bewitched" by his characters
into allowing them to live at the expense of an ordered plot
that runs from beginning to end (xiv}. As he has from the
outset of his quest. the Author once again finds himself
unable to give to real eventsjandﬁcharacters the form of a
story. J .

Framing the very next novel, Peveril of the Peak, is Dr.

Dryasdust's reply to Captain Clutterbuck's account of his
privileged téte-a-téte with the Author. In a demonstration of
antiguarian oneupmanship. Dryasdust answers his colleague's
visit from the Author with an authorial audiehce of his own.
But thé Author appears to this more purist antiguarian in
order to anséér for a weakness that is.the opposite of the
previous one. This time he stands accused of ”édulterating

the pure sources of historical knowiedge" (lxxiv). His plot

e

is too well-formed. Dr. Dryascust charges: the reality of the

historical material s violated and compromised for the sake
of mere form.
» : 3

So the debate over the authenticity of the materizl. the
authority of the author., and the status of the novel rages on
as these antiguarians dispute not only with the Author but
with one ancther. The ongoing debate reaches a clamorous
crescendo at a meeting of potential shareholders in the

Waverle¢y Novel Company. a meeting whose minutes constitute the

Introduction to the Tales of the Crusaders. 1In this meeting.
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"held in the Waterloo Tavern. Regent's Bridge. Edinburgh” and
presided over by the "image of the Author." all the "hands"
that hgve contributed in the production of the Waverley Novels
come together to consider the motion that they apply to the
Legislature for an Act of Parliament "to associate us into a
corporate body" with the right_to prosecute imposter novelists
(Xxix=XXx1). Here the struggle between form and material to
~which the multitude of antiquarians in debate with the Author
has given voice becomes a fuli—scale revolt. The "general
clamour' (xxxviii) of this meeting dramatizes Scott's acute
sense of the violent antagonism between his material and a
containing structure. But the mere fact that all of these
incorporeal bodies should clamour to be incorporated is comic
testimony to their corporeal, and corporate, life as lively and
"unnarratable” material. And, typically. the Author is hard
put to get on with the business at hand.

As the meeting begins., the shareholding antiquarians and
their President Author seem to be of like mind in their
ugderscanding that the essence of novels is in their material,
and that the novelistic form. with its siructure and
conventions, 1is merely an artificial enabling device. The
Author goes so far as to propose for consideration a
suggestion made by the swindler Dousterswivel (the villain of

The Antiguary) for a "little mechanism” that operates by steam

Lo be used to structure the narrative. It is to be

premised,"” says the Author, "that this mechanical operation
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can only apply to ﬁhose parts of the narrative which are-at
present composed out of commonplaces,. such as the love-—
speeches of the herc, the description of the heroine's person.
the moral observations of all sorts, and the distribution of
happiness at the conclusion of the piece.” .For all the
assembled gathering. the conventions of a novel are
"commonplaces"~-artificial, mechanical. and interchangeable.
And it is agreed that "by placing the words and phrases
technically employed on these subjects in a sort of
framework..._and changing them by such a mechanical process as
that by which weavers of damask alter their patterns. many new
and happy combinations éannot fail to occur. while the author,
tired of pumping his own brains, may have an agreeable
relaxation in the use of his fingérs” (xxexii) .

But the debate must inewitably become personal, of
course, since the antiguarians are themselves part of the
Author's material., try as they might to 'reverse their roles.
The Author and the antiquarian shareholders finally reach the
inevitable crisis of their respective identities as each side
struggles to assert its own contrel over the other. Although
the shareholders need the Author to compose their materials
int§ narrated form, they fear his tyranny enough tc rebel
against the fo?ming of & joint stock company. Here they
themselves (products of the Author as they are, after all)

represent the unnarratable material which the Author is trying

to compose and enliven. Enlivening them proves all too easy—--—
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‘they are lively enough to rebel against his authority—-but
composing them is another metter. The meeting dissolves "in
much—admired disorder” shortly after the Author himself rebels
against his own antiguarian tyrants, declaring: "I will lay my
foundations better. than on guicksands--I will rear my
structure of better materilals than printed cards: in a word. I

will write Historv!" (x1). This "History"——a history that was

to appear the following vear as Walter Scott's Life of

s

Nepoleon Bonaparte——will, the Author notes here. be based on

"recollections with which the ears of this generation once
tingled. and which shall ‘-be read by our children with an
admiration approaching to incredulity." So, as he "discards"
the antiguarians and turns to History. the Author is not
following a new course. Instead. as alweys. he is locating
his aﬁthority as the Author of history in the same living
voices that were the authenticating source of his first novei.
Interestingly. the same year that sees Scott publishing
a work that is history in & more conventional sense than
heretofore also sees him disclosing his identity and beginning
Lo write in his own name. Although the Authorial masks which

ne has worn from the beginning ¢f his novelistic career have

been for much of the twelve years since Waverlev (and for an

increasing number of readens) a transparent device, Scott
sustained the illusion of anonymity in order tc effect his
fictional endeavours. The unruly gathering o¢f sharehclders

that introduces the Tales of the Crusaders is an appropriate
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emblem for Scott's undertaking in the Waverley novels: while
"he 1is composing historical novels on the one hand, on the
other he is simultaneously decompésing these novels into their
constituent voices. Voices are anaapt metaphor for his
fiction. in that the oral component is crucial to it,
representing both the individual perspective that resists the
ordering power of narration and the kind of ¢&Hangeability fh;t
ensﬁres continuity, in contrast to the literalism that
engenders decay. Like Peter Pattieson. Scott sees himself as
transcribing rather than inscribing. When he fé;oves his
masks. he immediately begins the work of disclosing the real
authorities behind his presumption‘pf authorship. Walter
Scott, as editor of his own novels, typically informs readers
of his sources in his introductions and notes, which refer
readers back to the actual i§£idehts from which he derived his
narratives. But these incidents?themsélves. as he makes clear,
¢
exist only as stories. The Author takes off his mask. then., to
reveal that he is simply a steoryteller after all, one whose

authority lies in cther sterytellers.

[}
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Zgually significant. however, is the fact that, even as
this 'second edition.,” openly authored and edited by Scd?iK\j;
being preciuced., he is donning his most elaborate and most

transparent mask of all so that the storytelling may continue.
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In Chrystal Croftangry. the chronicler of the Canongate. Scott
creates another Pattieson-like writer to gather from oral
t;adition and to transcribe stories whiéh he can then. in the
manner of Jedediah Cleishbotnam. compose into a saga whose
main character is the writer. Ironically., once the "Great
Unknown“ stands revealed as but a "Small Known'" (Chronicles,
xlvii), he finds that "the audacity which a sense of incognito
bestowed” 1is. not less, but more necessary because he begins
now to disclose not only the sources of his tales but their
original generic patterns and their personal roots. Like the
Tales of My Landlord. the Chronicles form an ongoing

narrative, but they represent an even more radically

disruptive generic form. The Tirst Series consists of two

fine Highland tales and prototypical short stories ("The
Highland Widow" and "The Two Drovers") and one less successful
longer story of India ("The Surgeon's Daughter"”). Three
"detached” stories were added later after being rejected for
the Seceond Series and first seeing publicatien in an annual
called "The Keepsake" (xv]: the two conventional ghost

o —

and "The Tapestried

stories, "My Aunt Margaret's Mirror
Chamber." and the story which Andrew Lang calls "a mere
anecdote." "The Death of the Laird's Jock" (x). TFor the
actual Second Series of the Chronicles, Scott moved back into

his more comfortable and popular mode with the novei The Fair

Maid of Perth. Clearly., these chronicles are a motley

collection of stories., both in subject and in genre. But the
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evident di#ersity of this material 1is contained and ordered
wiﬁhin a frame that is itself like a novel. 1In a sense, the
Chronicles reverse the previous situation in that the
"unnarratabie"” material is now represented in the stories,
while the frame narrates a more conventicnal plot.

As in all of Scott's framed narratives, the opposition
here between the frame and the story it encloses authenticates
and enlivens the narrative; and in these chronicles this
dialectic, far from breaking down narrative., results in the
displacement of the conventional narrative of history and
novel by more traditional pattérns. All the chronicles are
transcribed from oral stories, and’all but one of these afg
also traditional stories. Unlike Pattieson. Croftangry does
not attempt to ”bleﬁd“ them into one composed narrative.
Instead. he preserves their discrete existence. stopping short
even of composing the individual stories into any form more
finished than it had in its original telling. All but one éf
the stories retain their original brokenness——-either in the
sense of unrelieved tragedy (as in the three Highland tales)
or In the sense of unresolved mysgery (as in the t%o ghost
stories). And in the other story. "The Surgeon's Daughter.,”
Scott cultivates a brokenness that is not there in the
original! story by compounding the tragedy. aé Shakespeare did
for his wversion of Lear. Unlike earlier works. then, these

cnronicles are deliberately deprived of the formal resolution

afforded by the perspective and distancing of conventicnal
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narrative, so that they remain distﬁrbingly unresolved.

Both the two finest Chronicles. "The Highland Widow" and
"The Two Drovers," take as their theme the downfall oI the
Highland culture and the tragedy of its resistance to the
inevitable triumph ¢f English culture and law. Partly because
of their juxtaposition énd partly because of explicit allusicn
in the first Chronicle, the two stories seem to reacﬁ back to
the world of myth, echoing the themes of classical tragedy and
epic. In both these stories the clash of English and Highland+
culture leads a Highlander to crimes which are understood (by
the narrator of "The Highlané Widow" and by the narrator and
the judge of "The Two Drovers") to be committed "less out of
the malevolence of the heart than the error of the
understanding” ("Drovers™ 2:235: cf. "Widow” 181). Both are
similarly seen to have "failed in [(their] ignorance. and from
mistaken noticns of honour" ("Drovers” 240) and both are
thwarted by conflicting notions of time.

Time works against Hamish.Bean, the son éf the Highland
Widow., when, in order to prevent his joining forces with the
conguering English culture, his mother induces in nhim a-sleeb._
that prevents his keeping an abpcintment with the English

4
1 clash of cultures of which Hamish

commander. The archeiypa
is here the ground and victim is worked out in the person of
nis two allegiances. On one side stands his mother. who

anticipates the future "from recollections of the past" and

her son's life in terms of his father's (3:132). Rehearsing
‘:
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ancient traditions and stories from "legendary historyfl she
sees power and honour in the old terms of the sword and
violence (4:143). On the other side stands the English
commanding officer té whom Hamish tries to ally himself ih
opposition to his mother (and the memory of his father). He
is the exponent of the dominant English culture, where power
and honour are seen in terms of the law and civil order. For
his mother; Elspat. Hamish's surrender tc the dominant
authority is a betraygl of the real and ever-present world of
the heroic Highland culture, of the "national heroic past' of
ebic as described by Bakhtin: a world of fathers and. of
fqunders of families, a world of "firsts" and "bests" (Bakhtin
135). Recalling old genres. the tragic irony of the story
bears the marks of Greek tragedy. and it is these terms that
define the Highlanders"perspective on the figure they call
“"the Woman of the Tree"” (1:113). The narrator makes the
allusion explicit when he says that jJust as the Greeks saw
Orestes and QOedipus as "less the voluntar& perpetrators of
their crimes than as the passive instruments by which the
terrible decrees of Destiny had been accomplished,” so the
Highlanders see the widow and her son as unwittingly caught up
in a tragic drama whose author is Fate (1:113). In putting her
§oﬁ to sleep, Elspat symbolically consigns him to death at the
hands of the powers she is trying to subvert. As she

misguidedly tries to keep her son in the darkness of a lost

world, she "studied to exclude the light... in order to detain
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amid its wants and wretchedness the being on whom,., if the
worid itself had'been at her disposal. she would)have joyfully
conferred it" (5:153). _Ironically. Hamish's desertion merits
ﬂis execution at the hands of English law., and Elspat becomes
the classic tragic figure of a mother who feels "she has
murdered her only child"” in her efforts to save him (5:191).
In the second Chronicle, "The Two Drovers.” a clash of
cultures similarly leads to an ironic tragedy when an
Englishman and & Scotsman get into a dispute over the use of a
piece of-land; a dispute that is a sign of the underlying
political conflict. The two friends cannot speak each other's
language-—a linguistic emblem of the cultural clash—--and their
dispute becomes & dispute over the form the fight will take.
The hand-to-hand combat Ehat i1s the Engliish way amounts to the
Highlander to being “peaﬁen like a dog" (2:224);: likewise his
choice of broadswo;d is laughaeble to the Englishman. Not only
are their cultural forms of defending their honour different.
but their interpretations of these different forms of combat
also conflict. There is a literalig deadly significénce to
These cbnflicting interpretations: in the English world, Robin
McCombich's plea as & "gentlemans" is laughed to scorn
(2:224). and what is a point of henour to the Scot is murder
To thé Znglishman and his law. ®Because the English is the
dominating culture and the culture of the future. its

interpretation of events is authoritative. To heighten the

almost archetypal proportions of this conflict., Robin
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interprets his killing of Harry Wakefield as the fulfillment
of a prophecy madelby "an auld.Highland.witch.” whe warned
that blood would come of his venture into England (1:207).
Emblematically, Robin fulfills the prophetic word of his
ancient culture. which sees tﬁe‘futu;e as written in the past.
and violates the legal text of English law. which views time
in @ different way. The English judge decrees that although
the law couﬁd have exercised mercy if the crime had been a
passionate crime of the moment. Robin is condemned by the two
hours that intervened between his incurring the insult and
implementing revenge. Time is the jurisdiction of the law and
of narrative reason and history. In both stories. it is time
that works against the Highlander and his culture.

Although not their theme, the same sense of a lost
primitive culture Is the enabling mode of the two ghost
stories.l5 For the telling and hearing of her story. Aunt
Margaret cultivates and recommends "a sense of superstition,"”
which not only. &5 she says. "separates me from this age, and
links me with that to which I am hastening” but alsoc links
teller end listener "naturelly” to the past (254.256). "To

en’oy a ghost story." an inhabitant of the present age must
"occasionally prefer the twilight cf illusion to the steady
ilght of reason" (258). Along with this fostering of a
superstitious attitude is the simulation of the oral

experience, the medium that releases what the narrator of "The

Tapestried Chamber" calls "the power of narrative in private
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conversation."” a powef of which written narrative can give
only "a much more feeble impression" (302,301).

Scott frames his Chronicles in a way that simulates and
attempts to sustain the "power" of oral narrative and
concurrently attempts to recover'and yetl Eontrol the power of
.the lest culture of which bral tradition is a remnant. Like
" Aunt Margaret's storytellﬁng. these frames dramatize the
conscious fostering of a tension between the world of the

- .
past--as lived in the "imagination"—--and the world of thes
present——tﬁe demain of “"reason and ‘conduct” ("Mirror" 256).
Scott uses Chryétal Croftangry to dramatize the meeting of
these two worlds and-the iransmission of the herifage of the
-oral cultyre to the age of written narrati;e. Croftangry is a
medium betwéen the two cultures. but in mediating cultural and
social recon;iliation he also reconciles his own past and
present lives., thereby rendering personal the cultural
recovery. Neither Chrystal's personal past nor thé Highland
past is ever actually recovered, of course, but for both
individual and culture the siorytelling experience enables a
kind of metaphiyical recovery "in sentiment and feeling only"

-

in the midst of actual loss (256). .
It is suggestive that. having disclosed his identity and
begun to disclose his sources, Scott should choose at this
Juncture to tell his stories i1n the form.of chronicles and to
—

tell, at the same time, the story of the chronicling. The

chronicle could serve as a generic emblem for Scot: as a

P
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writer of historical fiction who.is in a sense always trying
simultaneously to "unwrite” history. to disclose iFs pre-
narrative voice. The chronicle form feprésents & genre that.
both mingles history and fiction and breaks down both these
forms of narrative inteo the stories from which they
originated. Scott is, after all. a "history-teller," as
Walter Benjamin calls the chroniclier (95). And becayse of its

. ~
resemblance to and difference from both story and history the
chronicle is a suifable mddg for one who wishes to tell, but
must instead write. history. A chronicle is like a story. as
Hayden White-says. in that it "aspires to narrativity"-(Q).
But although it is by definition written, it is also open and
resistant to closure like an unfinished story——or like an oral
story. By using the chronicle form,. Scott‘continues his
effort to transcribe rather than inscribe the "unnarratable”
source material. Wwhen he describes "My Aunt Margaret's
HMirror" as "a mere transcript"” (Introduction 246), he 1is not,
as might be expected. acknowledging that it is an inferior
plece of writing but. rether, that it is an inferjor piece of
telling. In a similar way, the chronicl¥®'s being like and
unlike history serves his unconventicnal purposes., for a
chronicle is also not a history. It is like a history in
that, as White says, it takes real events as its subject and
has & "sociel centre” and interest (9}. 3But 1t is unlike a
history (and iike oral tradition) in that its social centre

-

and interest are too limited to allow it to become part of
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"official history." It presents a fragmentary and unfinlshed
record of events rather than a narrative thém places these
events in a context ang thereby in the text of orfficial
history. Whereaé "the historian is bound to explain." as
Benjamin puts it. the chronicler is bound to tell events in a
way that compels "interpretation™ (96). In terms of history.
as well as in terms of story. the chronicie's “"failure to
achieve narrative closure' is symptqmatic. in that it lacks
the authority in itself t4 impose closure (White 9). A
chronicle is a chronological record that lacks the perspective
and the authoritative inscribing of history. and Sco:it employs
the form., as he has used the frames in other novels., to
recover the voices that are otherwise silence@ by its official
Text.

Iin a sense, all of Scott's novels are about the clash
between the official written version of history¥—typically.
the Englgsh version——and the unoificial spoken version ithat is
comprised of the legends and traditions of submerged culiures.

A chroniclie 1s an appropriate genre in which to write of this

tural clash because it tells of the transition of an oral

—

cu

ct

into & written culture; it records events that have vet to
become history. words that have yet Lo become narrative. 1In
his Chronicles, Scott dramatizes how stories become texts, how
chronicies beceme @ historical novel. His chronicler learns

10 recover the past in a metaphorical way that nonetheless

enables him to live amid tQ; brokenness of his present
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experience. ' The process involves his working out a
relationship with the written and the spoken word. Croftangry
first tries to¢ recover his personal identity and history in
almosi literal terms by trying to uﬁdo his own past. As a
first step, he reads his family history. but he finds written
there-—-not only in the words and between the lines but in the
very'handwriting of his ancestor--his condemnation as
betrayer. Croftangry finds himself in this written record in
the character of prodigal son. but he takes some consolation
in peiﬁg able to read in the writer's '"neat but crow&ed and
constrained small hand” a character that betravs its own
limitaticns even as it Jjudges his. The writing stvie, Loo,
which places great stock in gquotations. argues the writer's
"ﬁédantry”: and the embellishment of the letters;and repeated
inclusion of the family name "express Ifcrcibly éhe'pride and
sense of importance with which the author undertook and
accomplished his task"” (23-24). So. although his ancestor's

writings expose Croftangry's betrayal of his heritage., they

r written form betray their own writer. And what

}-4.

also 1n the
Croftangry icerns from this reacding 1s not only a sober
underscanding of himself but also & distrust cf the writte%
word, evepn his own.

There «are two related aspects to this realization. TFor
cne tuaing, the kind of {iteral (word for word) recovery of the
past tlat his ancestor attempted is doomed tec failure and

misunderstanding: not only that., but the written record is
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betrayed by its own inscription. Chrystal responds to both
these problems when he writes his chronicles. First, rather
than a literal recovery of his own past, he attempts a
metaphorical recovery of his experience through a narrative
recovery c¢f & cultural past in which his own is imbedded.
Second.,hisrwriting goes even further than thet of Peter
Pattieson in trying to transcribe the stories of tellers
rather than to inscribe an official text. Chrystal tries to
write these chronicles in & deliberately interlocutory style:
he tesis them as oral stories by reading them aloud to his
housekeeper. Janet, a survivor of the old, oral world.

The frame chapters. which feature Chrystal and tell the
story of his becoming & storyteller and then the story of his
primary sources. are at least as important to the Chronicles
as are the stories he chronicles. This focus on the tellers
and on the process of transmission locates in the telling
itself. rather than in the event it tells. the source of
interest and reality. The Chronicles dramatize what has been
implied throughout Scoti's career: his aim is to preserve and
transmit, not historical events or persons themselves. bu: the

That 1s. his interest lies in the
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possibility of maintaining the kind of tradition of telling
and listening that is characteristic of oral cultures. .In
drawing a (rather extreme) distinction between storytelling
and the written novel, Benjamin says that storytelling "does

not zim to convey the pure essence of the thing, like
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information or a report. It sinks the thing into the life of
the storyteller. in order to bring‘it out of him again."”
Scott's aim (rather paradexical in Benjamin's tefms) is to
write a novel that bears the "traces of the storytelier®
(91-92).

Benjamin seeé novel aﬁd story as descended from epic. and
in epic he discerns two kinds of memory: "perpetuating

remembrance.’” which characterizes the novel. and "short-lilived

reminiscencés,‘ the hallmark of the story. ‘'Perpetuating
remembrance” is the kind of memory that places particular
events in their larger histori&al context and identifies their
place in an overall patiern., while reminiscence constitutes
‘the XKind of memory by which & story passes from generation to
generation and one story generates another. Mrs. Ba;iol,
Chrystal's primary source and the Quintessential storyteller
in Chronicles. supplies reminiscence rather than

16
remembrance. She is part of what Benjamin cells the '"chain
of tradition which passes a happening on from generation to
generation” (7:98), and it is her very role as link in this
¢hain that constitutes her authority. “I... cannot boast any
personal knowledge of the great personages you inguire about."
she tells Croftangry. "vet I have seen and heard those who
knew them welil, and who have given me as distinct an account
of them as I could give you myself...and...I have heard so

much of the vears which immediately succeeded the Revolution

that I scmetimes am apt to confuse the vivid descriptions



227

~

+

fixed on my memory by the frequent and animated recitation'o;
others, for things which I myself have actually witnessed"”
(7:92-83). Mrs. Baliol's inability to '"remember personally"”
(7:92) actualiy enhances her ability to remember well. She
has teld and finally transcribed ("in her own handwriting" but
without inscribing hersélf in them) tales she has heard.
mainly from one Highlander, Donald MaclLeish. Her authority
rests upon the essentially fluild ground of memo}y and oral
transmission. and the chain itself is far more authoritative
17
than any "personal knowledge." Upon her death, the "packet"”
of her "anecdotes" is "transmitted" (7:98) to the listener-
turned-chronicler., Chrystal Croftangry. a process that is a
close approximation of the chain of tradition. Her
reminiscences then find perpetuating remembrance in the
written form of his novel. 1In a sense (at least in Benjamin's
terms). Scott's Chronicles is an attempt to re-unify the

reminiscence and remembrance that comprised the original epic

Q

form. The death of Mrs. Baliol in a way signifies the death
0f the storyteller and the birth of the novelist, the death of
memory and the birth of history. But although he must write,
rather than remember and tell, Crofiangry can preserve the
memory (and the remembering and telling) of the storvteller by
producing a novel that bears the traces of the storvteller,
both the tellers he invokes and himself.

The chronicle--as the genre in which history is told

rather than written--raises not only the narrative but also
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in the form of the chronicle ihat he confronts the probiliem
thaﬁ narrative becomes when, as White puts ft._“ we wish to
give to real events the form of a story"” (8). Here 1s the
definitive problem for Scott and for historical fiction.
Narrative demands order and meaning. categories imposed on
real experience rather than deriving from it. And because
order and meaning are inevitably ideologically defined,
historical narrative always reinforces the ideciogy of a
culture and thereby establishes the prevailing authority by
providing the "official text" of histervy. Because the
ﬁrevailing authority must be upheld, the official tex:
narrates what has happened in h;story (events that have led to
the Lriumph of the prevailing authoritiy) as inevitable and
right (White 16). The meaning and authority of such an
orficial text of history are challenged by the cultures which
have been subsumed by the writers of ‘history. Their voices,
asking why things are ordered this wéy, pose a threat to the
closure that the historical text enforces. And their voices
reiuse the written "explanation” of history in favour of the

telling "interpretation" of chronicle (to reczll Benjamin's

istinction).

(o)
bt

- Like the culture they represent, Scott's Chronicles
suffer tne enforced closure of history: they are uncomfortable
with the .lien form of text. Scott of course endorses the

established text of history where his own nation and culture
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are concerned. 3But at the same time he sympathizes with and
partakes in the tendency of "many an old Jacobite"” who. like
his fictive Mrs. Baliol. is "contented to be somewhat
inconsistent on the subject. comforting herself that now
everything stood as it ought £o do., and that there was no use
in looking back narrowfy on the right or wrong cof the matter
half a century ago" (54). The Chronicles exemplify this
ambivalence or dual perspective more strikingly than any other
of Scotl’'s works: even their fefusal 10 submit to the form of
the novel gives generic shapé to the life of the Highland
culture that exceeds the bounds of Znglish order and law.

Scott's Chronicles are his effort to tell the stories that are

-

not heard in the official texﬁ of history. He attempts to
retain their oral sense as stories through his intricate tale
o the transmission from Joneld Macleish to Mrs. Baliol tg
Chrystal Croftangry as they b;come gradually textualized.
Moreover. the storiles are distinguished by & lack of closure
thet merks them as chronicles of a marginal culture, opéning'
up the closed text of history.

———

ine ©inal Chronicle, "Death of the Laird's Jock." is
emblematic both thematicelly and generically. It tells of the
death of the Laird of the Rrmsirong clan. who earned the name
of Leird’'s Jock (or son) because of the achievements with
which he distlnguiéhed the name before his father's death

(328} . This laird dies three days after the death of his own

son in valiant,K combat with an English champion. But for this
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grieving parent., "“the death of his son had no part in his
ﬁéorrow"; rather. his heart has “broken" because of the loss of
honeour, for honou; constituted his "only tie to life" (331).
The Laird's Jocﬁﬁis representative of the Highland culture:
just as his name memorializes a past glory. so his "wasted
frame" houses the "ruins” of a strength and a glory that are
mocked by present weakness. TFor him and for the trﬁﬁf?idnal
culture. honour is confined to memory because they define
honour by wvictory and life, and their experience is defined by

defeat and death. At the death of his son. the laird cries

out "in the extremity of furious despair"” with a sound that

[

"resembled the cry of a dving licon more than a human séund"
(331). This "one strong moment of agonizing passion™ is the
focus of the Author's interest'in the story. which he has
Written in response to a reguest from the EZditor of "The
Keepsake" for "a sublect for the pencil” (325). This reguest
suggests an interesting generic anaiogy. In a comment
recalling the dialogue between the writer and the painter that

-

introduces Tne Bride of Lammermoor., the Author notes that in a

prcture "the single now is all which [the artist] can present”
(5326). But the Author is apoleogizing here. not for the
limitations of painting, but for the Iimitations.of writing.

which in narrating the "single now" both captures and defeats

[

the unnarrateble life of the moment. In these Highland

Chronicles, the Author is attempting to record the "one strong

mement” 2f the traditional culture in a way that retains its

- AN
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life. Like the laird's cry. these stories signal both the
glory and the defeat of the ancient culture, and it is their

voices that make Scott's narratives speak.
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NOTES -

Notes to Intreduction

For Scott’'s childhood experiences of listening to
storytelling, see Edgar Johnson {(Part One).,
: Scott also‘;new Adam Ferguson the elder, last of the
original group associated with the eighteenth-century Scottish
Enlightenment, with whose son he went to school. Another
connection with the origirnal group was through David Hume.
nephew of the philosopher. whose lectures cn Scots Law
impressed the young Scott. For the influence of his teachers
at Zdinburgh University. see Edgar Johnson I1:72-76 and Peter
D. Garside, ”Scoft and the “Philosophical Historians.'"
Scoti's intellectual debt to the Scottish Enlightenment in his
novels has been much discussed. See in particular David

)

P - Y — . .y - . -
Brown, Avrom Fleishman (The English Historical Novel). and
' \

Graham McMaster.
3
A classic example of this tradition is Adam Ferguson's

5
by

S Y.

rt

ay on the History of Civil Socie

S
4
The opening chapter of Waveriev ends by noting
"favourabke opportunities of contrast” offered by the state of
society in eighteenth-century Scotland. TFrom Scott's
contemporaries on, readers of the Waverley Novels have
remarked on their reliance on oppositien and tension (in

various: senses). Coleridge provides a notable early example

of a reaiing that sees contrast as central to the novels. In a
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letter to Thomas Allsop (8 April 1820). Coleridge writes that
he sees at work in Scott's novels a "contest between the two
great moving principles of social humanity: religious
adherence to the past and the ancient. the desire and the
admiration ¢i permanence, on the one hand: and the passion for
increase of Knowledge. for truth, as the offspring of reason—--

in shert. the mighty instincts of progression and free agency.

on the other" (Hayden 180). Among modern students of Scott.
the analysis of David Daiches in "“Scott's Achievement as a
Novelist" has probably been the most influential in
establishing the sense of the struggle between alternatives as
& generative principle of Scott's fiction.
5

Yates's historical analysis reveals these features as
characteristic of the way memory is un;erstood from the time
of the ancient Greeks. Beth Plato and Aristotle. for example,
conceive of memory as a visual faculty. TFor Plato, the soul

contains & biock of wax whose source is memory. This sense of

ct
[

ive recording of

(0]

memory as a passive register for the ac
experience is made more explicit when Aristotle distinguishes

between memory and reminiscence or reccllection., the latter

-

denoting the deliberate exercise of the mgmory. For his part.

Cicero speaks of memory as a kind of mental space wherein one

kS a
can "store' images of things that will promote one's
remembering of things so pictured. Along with this visual and
passive guality of memory./he understands an active quality

that underlies’ his promotion of the "art" of memory. -(Yates

~
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1-71).
6 |
For an influential recent discussion of the importance

of memory to oral cultures, see Walter Ong.

Notes to Chapter One

In her 1981 edition of Waverlev. Claire lLamont draws

attention to the fact that in the manuscript Scott originally

wrote "we set out." changing it to "we have been drifted" for

the published text (417).
2

-~

For an analysis of the implied reader in Waverley. sece
Wolfgang Iser.
3
Richard Waswo shows that Scott's "literarv activity"
projects in fiction "a vision of the past the basis of whose
creation is enacted in the continual present of evervy reader”
(3261,

al
=

Harry Shaw identifies the underlying

ia)

attern whereby
readers, along with Edward Waverley. "move from spectatorship

. to an unsettiling engagement with the past., but they make a

b
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crucial re back to spectatorship ageain” (Forms 1895).
5

For a discussion of the realist disenchantment plot of

Waveriev, see in particular George Levine, Realistic

Imagination, Ch. 4.
€

Jane Millgate notes that having completed his
education, Edward is "almost totally lacking in -
historical awareness. or., for that matter, in any very adeguate

means for proceeding from the particular to a more general
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understanding of what he observes” {(Walter Scott 37).
7 ‘ '
Levine notes -that Waverley '"is hardly mistaken in

thinking the world corresponds to his dreams... the narrator,

4

. ) . : : \
seems almost to sanction the romantic dream while making us
Ty

aware of 1its absurdity" (Realistic Imagination 83). Levine's L\\‘

analysis of the novel as g whole stresses the way in which it
"transforms action into dream. drives a wedge between

arrative and desire, between language and action' (84).
8

n
o

In The Hero the Waverlev Novels, Alexander Welsh

=

notes the prevalence of dream in romance. but points out the -
ambiguous nature of the dream and Scott's use of the motif.
"Though the total action of the romance may be construed as a

wish—dream," notes Welsh. "the incidents affecting the hero

are usually fearsome or unpleasant." The experiences of the
Waverley hero. he argues, "are more like fragmen@s of a
nightmare than iogical constructions of a hopeful dream."” TFor
Welsh these nightmarish experiences are symptomatic of the

anxiety characteristic of the Scott hero. who "propitiates

authority and represses all unacceptable passions" (151.174).
g

See Welsn, Hero, for & full exploration of Scoti's

passive hero.
10
Waswo cites this incident as an example of '"the
inexorable importance of reputation, the conferring of
identity and value Dy social interpretation” in the Waveriey

Novels (316). See also Judith Wilt's provocative discussion of

Waverley's loss of identity and reputation (Secret Leaves
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32-41).
11
Welsh comments that “dress figures in Waverley as a

symbol of a romentic adventure that may ﬁ% put on or off-—thus
confirmiﬁg the excursion by which the hero can experience the
world of romantic¢ action without actually performing any"

(Hero 161).
12

In Scott and Society., Graham McMaster identifies this

as one of "two or three strongly marked scenes in which the

reader 1s clearly asked to make moral judgements™ (13).
13

In her study of realism and perspective, Elizabeth . .
Ermath notes that "the mnemonic act of recovery is crucilal fer
perceiving the patterns in events.” By the act of
remembering. Ermath argues, perceived discontinuities
eventuéliy give way to a "hidden order." and realistic fiction
promises that "given enough time. enocugh distance, one can fit
any anomaly into.its proper place in the system” (514-3).
i4 o

Commenting on this scene, Welsh notes: "The romeance,
of course, is not over. By ‘romance’ Waverley means the
romantic episode, which...is characteristicaily finite. By
"history' he signifies an equally imaginary consfruction of
infinite future time-—-a part of the reality by which the hero
conceives himsSelf tc be supportec™ (147-8). Levine agrees,
commenting that in the novel "Scott turns the romantic past
into & comprehensibie and recognizable experience and vet
- sustains romance to the end' (94).

15
- David Brown argues that these survivors have two



' things in common: "the ability to compromise with the
inevitable" and “the ability to forget" (23). I would contend
.that more crucial is their ability to remember in a new way. a
way that involves compromising and forgetting but is still a
remembering.

16
For a discussion of Waverley and Fergus as doubles.
see Kiely (145ff.)

17 .
In The Civilized Imacgination. Daniel Cottom notes:

"Perspective, memory. and writing all serve to tame sensations
and events: they are all civilizing tools that withdraw one
from the dangers of immediacy as they withdraw one from
action: they are supposed to put an end to disorder.” While
affirming such civilizing tools, however. the Waverlev Noveis,
Lottom points out.Y concentrate on exciting in the reader "the
very dangers [the tools] are designed to eliminate™ {1i43).

18 . .
‘On this peoint see Millgate. who argues that the novel
does net so much resect as transcend “"youthful romanti;;sm“

and that Scott., far .from rejecting the imagination. affirms it

as the source of knowledge and wisdom (Walter Scott 55-57).
15 )

For recent analyses of the subtitle, see Millgate

{(Walter Scott 37) and Wilt (Leaves 27).
20

This is a point frequently madée in Scott criticism.
A. 0. J. Cockshut, for exampie. argueskthat Scott is at his best
when he 1s working within the range of memory, '"within about 100

years of his own boyhood” (104). Wilt comments: “"each man's own

-~

-

now' is ropance time inevitably. as is his great—-grandfather's
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time. His father's time is "real’ time. not “my story' but
Fd

‘history'“ {Secret Leaves 28}.

&

Notes to Chapter Two

N Avrom Fleishman lays particular stress on the loss and
~gain model of history developed by the ScottishLEniightenment

in The English Historical Novel. See also Note #2 to the

Introduction for discussions of the relationship of the

Waverley Novels .and the Scottish Enlightenment. ' 5\%\
2 ' .
~ ‘The notion that historical stages in society's

~

development correspond to like stages in individual
development is suggested by William Robertson, the classic
historian of the Scotiish school. in his history of Scotland:

"Nations, as well as men. arrive at maturity by degrees"
(1997 .
3 -

Scott's understancding of the development of societies
from “primiiive” to civilized and his interest in transitional
stages and in the contrast between two stages are evident
throughout his novelis. In the Introduction to Rob Rov. for
instance, a novel in which this contrast is a central subject.
he describes certein incidents in the MacGregor clan's
involvement with the citizens of Edinburgh. The story. he
says, forms "an interesting chapter. not on Highland manners

alone, but on every stage of society in which the people of a

primitive and half-civilized tribe are brought into close



239

contact wiﬁh @ nation in which civilisation and polity hés
attained a comblete superiority" (Ixxix) .

Fléishman sums up the different mentalities of the old
world and the new: "The values of the past are those qf the
folk." he writes., "of ritualized religion and nuclear{family
ties. of the absolute ethics of relatively primitive
societies, and of personal motivation by inherited mores——for
the individual has not vet differentidted himself clearly from
the group.” In contrast. the values of modern life are
"rational freedom. liberation from the dead weight &f the past

both intellectually and politically. a new wérld abuilding for

the fulfillment of all members of society" (English Historical

Novel 38-39),
4

Scott's description of the historxﬁof thé clan Greger
in the Introduction to Rob Rov illustrates the general
character I am outlining here. Its members were "united
together for right or wrong. and menacing with the general
vengeance of their race whomsoever committed aggressions
against any individual of their number" (xxxviii).

Thomas Reid. moral philosopher of the Common-sense
schocl, states that "Memory is always accompanied with the
belief of that which we remember." He argues that taking
things imagined as things remembered is symptomatic of
immaturity or mental deficiency: "Perhaps in infancy. or in a

disorder of mind. things remembered may be confounded with

those which are merely imagined:..."” (207).



240

6.
The definition of symbol in the Princeton Encyclopedia
' “

of Poetrvy and Poetics is especially illiuminating since it

emplofs an analogy which Ravenswood and Lucy use: "The word

'Symbol' derives from the Gr. verb., symballein. meaning "to

put toggther,“ and the related noun, symbolon. meaning 'mark,’
"token.' or 'sign.' 1in the éense_of the half-coin carried away
by each o% the two parties‘of an agreement as a pledge.

Hence, 1t means basically a joining or combination., and.
consequently. something once so joined or combined as standing
for or representing 'in itself, when seen alone, thé entire
complex.J

7
Harry Shaw sees a "radical ambivalence" as central to

the novel and concentrated in Ravenswood: so intense is this

ambivalence in him, Shaw argues. that Lucy comes to embody it

(Forms 216}.
= ' )
Donald ¥ameron comments that "the love that one would

expect to f{lame through the centre of the book is replaced by
Zdgar’'s subconscious pursuit of the final tragic consummation
of his sense of himself" (202).

e
In his Essav on the Historv of Civil, Societies, Adam

—
9
-

erguson states that the problem with the "ordinary
establishments" of spciety is that, rather than promote virtue
and strengih of character. "they lead mankind to rely on their
arts, instead of their virtues, and to mistake for an
improvement of human nature. a mere accession of

accommodation, or ¢f riches.” Corruption and moral
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degeneracy. Ferguson argues. are attendant upon cultivation.
People substitute selfish. petty concerns for the real. social

ones of former ages. "In this condition. mankind generally

flatter their own imbecility under the name of politeness”
(224,259) ., |

10¢

Ravenswood is freguently described. not as doing

something. but as not avoiding doing something: for example.
"he could not but observe" Lucy's attention (14:195): "it
became impossible” not to invite them in (§:135-40): "he could
not av$id catching" chy (5:66=7).

H While congratulating ourselves on having progressed
away Irom violence, Ferguson statesy we must regret that we

"come to employ. instead of the statesman and warrior. the

mere clerk and accountant"” (Civil Society 225).
12

Although Shaw calls Frank a "disjunctive” hers. he
seems to me to fit Shaw's definit;on of a "conjunctive" herc,
one of those whose "careers comment on the shape of the

historical process" (Forms 205,178).
13

Frank's "right to properiy." remarks Alexander Welsh.

lis “thoroughly reaffirmed"--morally, legally, ang’magically

1

(

iero, 186).

.
14

Compare with Ferguson's comments on the supposed
“improvement of humen nature” as "z mere accession of

accommodation” (Civil Society. 2241}.
15

Welsh calls Dieana “"forbidden fruit," comparing her
e _
with Eve. "It is hard to say.” he comments. "which is more
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enticing. her mysterious dedicationvto the cloister or her
availability as a 'man'” (Eg;é 187,188).
+e See Daniel Cottom. Chapter 9., for a discussion of the
positive value of violence comparéd with the ambiguities of
law in Scott. . "The problem of law is that the sublimation of
violence is accompanied by a sublimation of the human spiéii
and that the process tends to subvert the former" (173).
o For the :nxieéies'and guilt characteristic of the
Waverley hero, see Welsh, Herc (Ch. 6).
18.Shaw has demonséfated Scott's preference for simile
over metaphor or symbol. noting that this preferencé was one
of the characteristics that aliowed John Leycestef'ﬁzllphps\to
unco%#r the identity of the Author of Waﬁerley in léEZ. Shaw
rema%ks: "unlike most of his Romantic contemporaries. Scott
< ©es not reach for mystical o} symbolic unities or for any
sort of consubstantiality between symbol and thing

symbolized." Reb Rov. in particular,/supports Shaw's view

that when Scott "compares things, he likes to let you know

-

L4
Jhe's deing so, and so he uses similes"” ("Scott and George

Eliot: the Lure of the Symbolic." 400}.
N

Notes to Chapter Three \\

- ]
1
John Barrell begins his book The Idea of Landscape and

the Sense cof Place by acknowledging the difficulty involved

in usirg the word "landscape": "There is no word in English

which denotes a tract of land. of whatever extent, which is _ —,

et
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apprehended visually but not. necessarily, pictorially.... The

word we So use, o0f course. is 'lahdscape': we can speak of the
'landscape’ of a county, but in doing so we introduce. whether
we want to or not. notions of value and form whiéh retrate, not
Jjust to seeing the land. but to seeing it in a certain way--
pictorially” (1). With the help of the OED, Barrell
-

traces the development of the word and sums up the stages
thus: "from first denoting only a picture of rural scenery. it
comes o denoée alse a piece of sceneryv apprehended, %? it
would be 1n a picture, in prospect. and finally, it denotes as
well land “considered with regard to its natural
configuration'" (2). These latter meanings apparently came into
use, in the mid-eighteenth century. | b

Because of Scotti's highly visual sense and his explicit
reference to scenes in terms of their potential
representation. I use "landscape' as the general term. -
including in it the range of meanings outlined by Barrell, and
"sense of place” as’'a more specific term. connoting what

’

Wordsworth called the "spirit of a place”: this latter term‘

suggests an apprehension of the particuler identity of a

o

articular place., an apprehension that highlights emotional

\
nd

n
‘o

ersonal. rather than simply intellectual or aesthetic,

— Y
1

perception. In The Prelude, Wordsworth distinguishes between

the perception of a place in terms of the current aesthetic
categories ("a strong infection of the age") and the.

pe%ception that attends "to the moods/ Of time or season, to

4
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D -
the moral power./ The affection, and’th spirit’ of the place"”

(XII:%l3.llB~20)ﬂ

) Cocgfﬁht defines the boundaries within which Scott
worked bgst as‘aoing back to ”Qithin about a hundred yéars of
his own boyhood." the date of 0ld Mortality representing

“"about the furthest reach of a process which relied largely on

oral tradition” (104). A

1 - 1

In his 1823 essay on Clara Reeve, Scott comments on the
difficultieé involved in writing of a remote age in a way that
makes it comprehensible to the modern reader and yet retains
the sense of remoteness. A writer'can avoid all the possible
"inconsistency." he writes, "by adopting the style_pf'our
“grandfather and great-grandfathers, sufficiently antiquated to
accord with thg antiguated character of the narrative., vyet
cepious enough to exXpress all that is necessary to its
interest, and to.supply that deficiency of colouring which the
more ancient times do not afford" (Lives 209). It is
suggestive that such a strategy would Keep & writer within the
range Cockshut-identifies as Scotit's most fruitful.

3 .
Ironically. of course, The Monasterv, despite its

potent landscape. disappoints most readers. largely because of
. . .
Scott's failure to translate crucial features of the novel

(the Zuphuist, the White Lady) into contemporary terms. While

it is th€ lack of a strong sense of place thait makes the world

-

cf Ivanhose insurmountably remote. it is the strong sense of

place of The Monasterv that betrays Scott into thinking its
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K} —_—
world accessible.

4 .
Dugaid Stewart. Scott's teacher. characterized the
skill of description by distinguishing between "perception”
and “cqncepti&n.“ Employing-terms also used by Scott. Stewart
Wwrites that the talent for description “"depends chiefly on the
degree in which the describer possesses the power of
conception."” Conception presents us "with an exact transcript
of what we have felt or perceived" but also combines parts of
different ones together into "new wholes.," a process involving
abstraction. judgemen;. and taste. t might be assumed. he
comments, that & "happier description” might be given through
conception than. perception. Good description is not a matter
of "minute sgecification ¢f circumstances.,'" but rather of
"ijudicious selection.” Such selection entails attending to
the "particulars that make the deepest impression on our own
minds. Wnen the object is actuzlly before us, it is extremely
difficult to compare the impressions which different
cilrcumstances produce: and the very thought of writing a
description would prevent the impression which would otherwise
take place.” Qur conception of the object then consists of an
“outline... made up of those circumstances, which really
struck us most at the moment, while others of less importance

are obliterated" (Zlements of the Philosophv of the Human Mind

74,
5
Marcia Allentuck notes that Scott "would not dissociate

visual or pictorial elements from anthropomorphic cnes in
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contemplating a scene"” because he was "less concerned with

abstract categories of form than he was with man's response”

(151) . .
6 ‘
For stimulating discussions of.this problematic novel.
< ;
see Welsh, Hero. and Shaw, Feorms.

7 A _
Shaw finds in Morton a deep desire to belong to what he

knows is a "fundamentzlly inhospitable” society. Morton's

sense of human insignificance.,” comments Shaw. "almost amounts

to a sense of existential homelessness" (Forms 203).

Morton's return is often seen as a parody of the heroic return

. L .
; of Odysseus. ©$See, for example, Cullinan.
- 8
Judith Wilt argues that this novel expresses Scott's
sense that "the profoundest experience of the citizens of .the

kingdom of belief is the experience of that kingdom's hidden

proximity after its tangibie loss™ (Secret Leaves 184} .

Graham McMaster does an insightful reading of the novel

as a myth of the "redemptive power of soclety" (161).
10
Chrystal's terms here are reminiscent of the

distincticns Coleridge draws between the fancy, which/geals
with "fixities and definites" and can only aggregate”%y the
power of association. and the imagination. which synthesizes,
orders, unifies, and enlivens. Coleridge's "mechanical
memory"” is compareble to Chrystal's "involuntary memory."
which merely provides the da;a for the ilmaginative work of the

voiuntary memory (Biographia Literaria 167,60).

Although Chrystal's experience is comparable Lo the
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romantic return and his imagination does transform his
experience, his imagination does'ﬁot have the péwer‘to redeem
the loss in the way that the imagination celebrated by the
Romantics does. Millgate makes. a similar point in relation to

Frank Osbaldistone in -Reb Rov (Walter Scott 141).

Notes to Chapter Four

=

Iin his study of the Scottish novel, Francis Hart

defines the Gothic mode in terms of this ambivalence and

potential for inversion. identifying as central o it "a

mutual rascination between fatalistic innocence and sublimely

p—r

!

Hh

wi ul evil." These two poles are. he comments.

"archetypally—--some would say incestuously--akin." and it is
this relaticnship that is the fascination of Gothic fiction.

(The Scottish Novel 20).
2

Julia Briggs comments that with progress and urban life
in the nineteenth century came the lecss of the traditional
sense of the supernaturéal element in nature and an
accompanying sense of alienation from others and from nature.
"Out Qf &n alienation. to which the decay of supernaturatl
beliefs contributed." she writes, "there emerged the figure of
the double, neither the self nor another. a powerful symbol of
unresolved innér conflict™ (19). . »

3

Kermode claims that "fundementally arbitrary

chronoiogical divisions" like the turn-of a century are .'made

!
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to bear the weight” of the anxieties and hopes that we

"project...onto history" (Sense ¢f an Ending 11).
4
Judith Wilt draws attention to the "disclaimers” that

characterize Scoti's description of Norna's conversion: his
language here abounds with "seemed" and "appeared"” (Secret
Leaves 123). Scott's idealized picture of the angelic Minna

and her apparent relief at Cleveland's death are also curious.
5

For a provocative discussion of Scoti’'s paradigm of the
dark and light heroines, see Welsh, Hero 70-82.
§ _
- The act of rescue is central to Scott's romance., as

Robert Caserio demonstrates in Plot. .Storv and the Novel.

Caserio argues that rescue represents Scott's narrative
endeavour to find ways for meaningful action in the new world:
Waverley's rescue of Talbot, for example, is "a refeﬁactment
the active heroism of the fading past” (285). This rescue
of Talbot is part of a series of rescues in‘the novel and a
fictional wversion of the true story of rescue that Scott

narrates in the Introduction to The Chronicles of the

Cancngate, Xxiv.
7

This essay wes published in 1824, the same year as 3St.

Ronan's well.
8

In the published tex%i., Clara's guilt is outl of
proportion to her real crimes, while 1n the original version
it is reasonable. given existing social mores. 3But the fact
that Scott left the disproportion intact suggests. I think,

that it in itself became part of Clara's tragedy for him. 1In

/—\/
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this novel., Scott dramatizes the psychological effects of

inherited crimes as most terrible at their unconscious levels.
9 - '
Many readers have noticed this pattern. Harry Shaw,

for examplie, sees in Redgauntlet "a wealth of metaphorical

&oublings” (Forms. 208). See also Graham McMaster and Brian
Nellist. S :
10 ) -

McMaster sees the novel as Qramati:ing characters not
only working out their relationships to society bu? also
teking part in myths tﬁat give shape to that struggle. See
especially 42-46. . .

11

This scene and its image of doubleness recalls Minna's

Glimpse in The Pirate of the shadowy double image projected by

Cleveland andé Mordaunt. one of whom is the "fata! burden” \
carried by the other (23:49). Both scenes rescnate with .
-3

. ? - . ‘ . s
Scott's sense of the complexity 2f the reciprocal gains "and
J ) i o

losses involved in the act of rescue. -

i2

Nellist comments that the "fictional voice" of the

.. " ; N . : s
narrative '"records how a romance character contributes to the
triumph of the novelisfic—commonsense .0f his nephew. and hence

to the undoing of the family blight. Yet the.detail itselsf

- ]
. ¥

ironically confiirms the narrative point of view."” This is one
instance wWhen "the romance that .dies lives to the memory. and
the nove!l that.triumphs is reminded of its partizl blindness"

(66.

b= Ch
(S I

Richard Waswo argues that Scott gives “primary

importance to the social nexus of human identity and to the

g
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acts of interpretation on which this depends"” (3035). Harry
Shaw makes a similar point., arguing persuasively that for
Scott personality "seems to reside in the network of human
relations which become embodied in political insStitutions. aﬁd
not in an individual center of self"” {Forms 140).

Scott himself often exbresses the dangers of
introspection. most directly in his essay on Byron: "He who-
shall mine long and deeply for materials in his own bosom will
encounter abvsses at the depths of which he must neEes§@rily
tremble" (MPW 27:359). He suggests a similar view in his note
on the character of Norna in The Pirate. where he describes

]

comprised of her "natural self" (the

one ''seen to exist by.other people") and the cther self. the

her "double charactey.’

t

product of a "distempered imagination” (Volume 2. 341).

Scott™s position 1s consistent with that of the Scottish

n

Exlightenment. Adam Ferguson is representative, arguing that

: T TS .
from society are derived- "not only the force. but the very

existence of {a person's] happiest emotions: not only the

hut almost the whole of his raticonal character”

—(Zssav on the Historv of Civil Societv. 1767 19).
i¢
Nellist argues that the act of interpretation is "the
»

fundamental subject' of Redgauntiet.

-—
15
-

or him. this novel

dramatizes the tyiumph of interpretation over event (66).

N
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Notes to Chapter Five
1 : :
In his seminal article "The Storyteller," Waltef
Benjamin draws a similar distinction between the story as oral
and the novel as written. basing the distinct:ion on different
kinds of memory. .
2 -

The frames have recently begun to receive more critical
attention. Judith Wilt devotes the final chapter of Secret
Leaves to a discussion of Scotit's ;r;;354 arguing that in them

he gives dramatic shape to his conflicting feelings about

. ™ - - / : - . .
writing noggls.} uane_lezgate'g;read:ng of the first eight

I3

Waverley Novels in Walter Scott as part of Scott's ongoings

dialqgue with himself and with his first readers abou“ his new
'

.Subgenre also throws the frames into prominence.

3
Nellist comments that "memory. the act of fidelity %o
the past....is the real basis of the fictionzl viewpeint in
Scott" (64)

Both the claim and the metaphor were. of course.
standard by Scott's time as a sign of realist intent.
lelding, whom Scott deliberately echoes in Chapter One. uses

r language in Joseph Andrews and Tom Jones.

in "The Prehistory of Novelistic Discourse.” Mikhail
Bakhtin describes the novel in terms that accord with Scott's
sense of his narrative form. "2ll essentially novelistic
. ' 5

images," writes Bakhtin. "are internally dizlogized images—-of

the language. styles, world views of another."” Bakhtin
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describes the novel as & discourse orchestrated by the author.
who "participates in the novel (he is omnipresent in it) with

almost no direct language of his 'own. The language of the

novel is a system of languages that mutually and ideologically

interanimate each other” (46.47). {

D . ‘l.
Miilgate comments 'that "the Gandercleugh framework

- % . 2 . .

allows Scott the privilege of a dialogue with himsel? about

authorship without requiring that he come down on any one side
<

of The argument' (110).
7

I-.,

or & recent ciscussion of trensmission in the Waveriey
Novels, see Joseph Kestner.
8 -
Millgate draws attention to the problematic nature of
Frank's narration. "Though the novel is filled with voices
and people who love to talk," she notes. "it is, in fact, the

silences that reverberate in the reader's mind... those still

places in the narration when the clear opporiunity for

[

retrospective amplificetion remains unexploited." Millgate

argues that rFrank's ”analyticél“aqf interpretative restraint”
is a clue to a delibefate (1f subconscious) avoidance. She
concludes thet "Rob Rov g%monstrates the inability of
narrative alone to release the meaning of past expg;ience or

10 provide a bridge between past and present selves"

(136, 148).
9 .
Hakhtin suggests the inherent limitations of the

By

memolr form and its kind of memory. Its sort of memory is

"memory cf one's own contemporaneity and of one's own self.”

-
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he writes. "It is a de-hercizing memory: there is an element
.of the mechanical in it, of mere transcripiion (non-—
monumental). What results is personal memory without pre-
existing chronological pattern, bounded by the termini of a

.single perscnal life" (24, note 2).
10

t1y

lizabeth Ermath points to the ambiguity of the
individual consciousness and memory: '"The reflective
consciousness %§ any single person. that awareness stiructured
by memory, at once unifies and isolates individual
consciousness'" 1In & way that ”deepens‘the privacy of an event” )
(516). /
11 | ' L

At least one important theorist of the novel stiresses

~
-~

the importance of distance in generating the peculiar power

and Ianguage of the genre. See Bakhtin., The Dialogic

i

magi

-

ation.
2
Harry Shaw argues thet the debate between Pattieson and

Tinto "enables Scott to pass off as a technical experiment

Hh

suggested by someone else his creation in The Bride of

Lammermoor of the immediate. overwhelming imaginative moments

——
-
s

ne elsewhere uses narrative Lo diffuse” (Forms 217).

13 e
"Aistory as a System” in the volume of the same name.

14 o _ :
Millgate stresses the continuity betweeﬁ\?he first

group ¢f novels and Ivanhoe and later novels hecause of the

established pattern” of the framing dialogue between Scott

b o—

and his readers. ine seguence of novels became its own

ﬁlexible but coherent category." she argues, "for which the

~
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compleX and continuing relationship between the Author and his

readers provided a contreolling context'" (Walter Scott x-xi),
15

In her study of the English ghost story. Julia Briggs
notes that “ghost stories are as old and older than
literature. and in many pre-literate societies all over the
world ghosts act as the protectors and guardians of social

LS
values and traditional wisdom" (25).
16
Frank Jordan offers an especially interesting analysis
of Mrs. Baliol's character and presentation in "Chrystal
Croftaggry. Scott's Last and Best Mask."
s

Baxhtin comments on a basic difference between
traditional and modern cultures (and between ancient forms of
iiterature and the novel) in terms of the different
understanding of membry‘and kXnowledge.” "In ancient literature
it is memory. and not knowledge. that serves as the source and

power for the creative impulse.," writes Bakhtin: “the

i

(O

st 1s sacred.” The novel. by contirast. 1

knowledge and practice” {(15).
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