SCHOOL Of East Tennessee State University
GRADUATE STUDIES Digital Commons @ East
EAST TENNESSEE STATE UNIVERSITY Tennessee State University

Electronic Theses and Dissertations Student Works

8-2001

Eliza Haywood's Feigning Femmes Fatale: Desirous
and Deceptive Women in "Fantomina," Love in

Excess,and The History of Miss Betsy Thoughtless.

Emily Kathryn Booth

East Tennessee State University

Follow this and additional works at: https://dc.etsu.edu/etd
b Part of the English Language and Literature Commons

Recommended Citation

Booth, Emily Kathryn, "Eliza Haywood's Feigning Femmes Fatale: Desirous and Deceptive Women in "Fantomina,” Love in Excess, and
The History of Miss Betsy Thoughtless." (2001). Electronic Theses and Dissertations. Paper 10S. https://dc.etsu.edu/etd/105

This Thesis - Open Access is brought to you for free and open access by the Student Works at Digital Commons @ East Tennessee State University. It
has been accepted for inclusion in Electronic Theses and Dissertations by an authorized administrator of Digital Commons @ East Tennessee State

University. For more information, please contact digilib@etsu.edu.


https://dc.etsu.edu?utm_source=dc.etsu.edu%2Fetd%2F105&utm_medium=PDF&utm_campaign=PDFCoverPages
https://dc.etsu.edu?utm_source=dc.etsu.edu%2Fetd%2F105&utm_medium=PDF&utm_campaign=PDFCoverPages
https://dc.etsu.edu/etd?utm_source=dc.etsu.edu%2Fetd%2F105&utm_medium=PDF&utm_campaign=PDFCoverPages
https://dc.etsu.edu/student-works?utm_source=dc.etsu.edu%2Fetd%2F105&utm_medium=PDF&utm_campaign=PDFCoverPages
https://dc.etsu.edu/etd?utm_source=dc.etsu.edu%2Fetd%2F105&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/455?utm_source=dc.etsu.edu%2Fetd%2F105&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:digilib@etsu.edu

El i za Haywood' s Fei gni ng Femes Fat al e:

Desirous and Deceptive Wnen in

"Fantom na," Love in Excess, and

The Hi story of M ss Betsy Thoughtl ess

A thesis
presented to
the faculty of the Department of English

East Tennessee State University

In partial fulfill ment
of the requirenents for the degree

Master of Arts in English

by
Em |y Kathryn Booth

August 2001

Dr. Judith Slagle, Chair
Dr. Bonny Stanl ey

Dr. Styron Harris

Keywords: Eliza Haywood, Masquerade, Desire



ABSTRACT

El i za Haywood’ s Fei gni ng Femres Fat al e:

Desi rous and Deceptive Wnen in

“Fant om na, Love in Excess, and

The History of Mss Betsy Thoughtl ess

by

Em |y Kathryn Booth

Wthin the pages of Eliza Haywood' s novel s, nasquerade is
often used by fenmal e characters as a neans by which to gain
control or power. More specifically, Haywood' s fenmal e
characters often m srepresent thensel ves as a neans by

whi ch to achi eve sexual power and even to obtain sexua

gratification.

Haywood al so explores the thene of wonen’ s uses of
decepti on and even di sgui se as nethods by which to skirt
the confines of a nmale dom nated society and as nodes
devoted to escaping the boundaries they inflict upon

thenselves in trying to maintain their virtue.
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CHAPTER 1

| NTRODUCTI ON

Mary Anne Schofield points out that Eliza Haywood was
“fascinated with prevarication as a neans to control power”
(65). Haywood’ s fermal e characters often enpl oy
“prevarication,” self-msrepresentation, or even el enents
of masquerade in order to gain such power. More
specifically, Haywood' s femal e characters often
m srepresent thenselves as a neans by which to achi eve
sexual control and even to obtain sexual gratification

If, as Schofield clains of Haywood' s novels, “[t]he
t hene of persecuted virtue is well established, together
wi th questions regarding traditional roles and positions
i nposed by the nmale society on the female” (31), then
Haywood' s works al so explore the thene of wonen’s uses of
deception and even disgui se as nmethods by which to skirt
the confines of “male society” and as nodes devoted to
escapi ng the boundaries they inflict upon thenselves in
trying to maintain their “persecuted virtue.”

A look into the lives of unmarried wonen during the
ei ghteenth century shows that single wonmen who did not
conformto the standards set for themsuffered treatnent as

poor exanples of their sex and even as inmmoral and



scandal ous wonen. For exanple, “The line between a

si ngl ewoman [sic] who worked and |ived on her own and a
prostitute became a [. . .] thin one. Thus, the norality
of all singlewonen was called into question” (Froide 240).
If a woman did not want to spend her whole |ife being
treated as a possession, she had to find ways to escape the
binds of tradition and patriarchy. Through the use of
masquer ade and deception, many of Eliza Haywood's
characters manage to do just that.

Haywood' s characters cannot, however, be dism ssed as
lusty trollops. Even the nost virtuous femal e characters
are not bereft of feelings of desire, an interesting tw st
on the eighteenth-century heroine. The idea of virtue is
treated as a burden to wonen, and sone characters freely
give up their virtue, while others cling to it with all of
their mght, even resisting what would actually anmount to
rape by the very nen they provoke into showering themwth
anorous attentions.

The thene of rape versus consentual sex appears nore
than once in Haywood' s work. Wnen who feel desire often
find thensel ves fending off the advances of the very nen
they so desperately crave. Such scenarios build the
tension that is to be expected within a well-told story, at

the sane tine allowng the female characters to maintain



t he appearance of virtue, albeit slightly tarnished virtue.
Haywood' s wonen commit the sin of lust, but, in nbst cases,
they try their best not to act upon their feelings. Sone
are nore successful than others, and, whatever the outcone,
it israre to find a sexual encounter wthin Haywood' s work
that does not | eave the reader with the feeling that a rape
has just been narrowy avoided or (slightly willingly)

endur ed.

It is interesting to note that the strongest and nost
willful of Haywood's fermal e characters are often puni shed
in the end. Her novels contain the nessage of wonen who
seek sexual gratification and are powerful enough to pursue
it, but they do not conpletely ignore the fact that
Haywood' s cont enporary audi ence was not |likely to have had
much synpathy for a prom scuous wonan. Eliza Haywood was
not only an i ndependent woman who characteri zed i ndependent
femal e protagoni sts, but she was al so an ei ghteenth-century
busi nesswoman. She knew better than to alienate her
audi ence.

On the other hand, it is inportant to note the
di fference between puni shnent and repentance. Haywood's
nost headstrong characters nmay suffer through illegitimte
childbirth, confinenent in nonasteries, and hastily

arranged marriages, but it is rare to find a thusly



puni shed character within the pages of Eliza Haywood' s work
who is at all repentant for her "imoral" actions.

Known even during her own tinme as "'the G eat
Arbitress of Passion'" (Saxton 1), Eliza Haywood was
certainly much nore than just a romance novelist. She was
a journalist, an actress, a bookseller and publisher, and a
dramatist, as well as a fiction witer. Looking at her
fiction in the context of what little is known about her
life ["Virginia Wolf once conpl ained that all that was
known about Haywood was that 'she married a clergyman and
ran away.' Today we know she did neither" (6).] can help
shed sone nore light on stories that m ght otherw se be
di sm ssed as escapist fiction or "amatory fiction," as sone
critics are apt to descri be Haywood's early worKk.

The nost prolific British woman witer of

the eighteenth century, Eliza Haywood was a key

player in the history of the British novel, and a

|l eading figure in a brilliant and conpetitive

London literary scene that included Jonat han

Swift, Daniel Defoe, Al exander Pope, Henry

Fi el ding, and Sanmuel Ri chardson. (Saxton 2)
Haywood "was an ardent Tory who |ocated in the nonarchy a
space for the fenal e i ndependence and freedomthat she saw

as an inpossibility in the nore norally strident Wig



party" (3). Her politics were based on her desire for

i ndependence, and her witing reflects that independent
nature. She was considered scandal ous in her own day, and
even today her work is often considered nerely sexual in
nature. Her novels are even seen by sone as predecessors
of the popular "Harl equin® romances. However, her novels
present femal e sexuality in a nore realistic light than do
t hose of any of her contenporaries, and they do so in a

hi ghly evocative and extrenely entertaining way.

Haywood certainly felt the sting of gender inequality.
Despite the fact that she was one of the best-selling
aut hors of her tine, she was undoubtedly treated as an
inferior witer and as sexually prom scuous by many of her
counterparts. She led a highly visible life, herself a
"singl ewoman, " and she suffered criticismfor it. It would
be negligent to treat her, and her work, sinply as
prom scuous today. A much nore productive approach is to
consi der Haywood's work in light of what is known about her
political and personal beliefs.

El i za Haywood was a fem ni st who believed that wonen
shoul d be given equal opportunities with nen for education.
"Ei ght eent h-century soci ety associ ated femal e aut horship
wi th inappropriate public display, sexual transgression,

and the production of inferior texts" (Saxton 8). Haywood



defended the treatnment of her texts as "inferior" with the
charge that wonen were not properly educated and,
t herefore, should not be expected to wite about subjects
beyond their general know edge. However, she was witing
about nuch nore than just |ove and desire; she was nmaking a
statenment about fenmale sexuality and gender inequality.

Haywood managed to make a good living fromthe sales
of her novels. She presented her radical ideas in very
entertaining ways, and as a result her works were wildly
popul ar. She even seens to have been aware that the harsh
criticismshe endured fromher nal e contenporaries was
largely due to their jeal ousy. Al exander Pope, Henry
Fi el di ng, and even Haywood's fornmer |over Richard Savage
all publicly scorned her and her work. It is ironic that
Haywood' s wor ks have been, for the nost part, absent from
the current literary canon, an absence that can be
interpreted as a nodern-day continuation of the sexi st
treat ment she undoubtedly endured throughout her life.

| f Haywood seens ever to have contradicted her
fem nine ideals through her actions or her witings, that
can alnost definitely be attributed to the fact that she
was, indeed, earning a living fromher pen. As is revealed
in two recently uncovered letters witten by Haywood, she

was not above representing herself in whatever way



necessary to get her work published.
In a letter to an unknown "Sir," Haywood cl ai ns t hat
"an unfortunate marri age has reduced nme to the nelancholly
necessity of depending on ny Pen for the support of nyself
and two Children, the eldest of whomis no nore than 7
years of age” (Firmager 181). Not only is it doubtful that
Haywood’ s el dest child was actually “no nore than 7 years
of age” at the tine she wote this letter, but it is also
unlikely that she felt a great degree of “nelancholly” at
being “reduced to the [. . .] necessity of depending on
[ her] Pen." Any Haywood reader can see that she enjoyed
telling a story, and she told a story well. In this letter
Haywood bent the truth in order to arouse sone synpathy in
a patron who was likely in a position to finance the
publication of another of her works. She was willing to
prevaricate, if necessary, in order to earn her |ivelihood.
In a second letter to an, again unknown, “Hon'¢Sir,"
Haywood cl ai ns:
Precarious as the condition of a person in whose
only dependance is on the pen, to the name of
Aut hor wee are indebted for the privilege of
inploring the protection of the great and good |
.] the Inclinations | ever had for witing be

now converted into a Necessity, by the Sudden

10



Deat hs of both a Father, and a Husband, at an age

when | was little prepar'd to stemthe tide of

[l fortune. (Firnmager 182)
It appears unlikely that the man Haywood narried and from
whom she qui ckly becane estranged was actually dead at the
time this letter was witten. There is also no evidence to
back up her claimthat her father died while she was stil
young. It seens that one should not be inclined to give
El i za Haywood the benefit of a doubt where truth is
concerned. |If scholars have | earned nothing nore about
Haywood, they do know that she was not squeam sh about
telling lies if they could help her sell her books and make
a living.

The nystery surrounding Eliza Haywood’s |ife conjures
up images of a story quite as interesting, perhaps even
nore so, than the stories her novels tell. The little that
is known about her is so intriguing that it adds another
dinmension to her witings. To read Haywood’'s early fiction
wth the idea that it is nerely “amatory” sinply does not
suffice. Further, to claimthat her later fiction
represents her "noral transformation” does not take Haywood
hersel f into consideration. She was a conplicated and
intelligent wonan. She was aware of her audi ence, but she

still managed to present radically femnist ideals within
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her novel s.

"Fantom na" titillates the reader with the story of a
wonman so desirous of a man, Beauplaisir, that she
masquer ades as not one or two, but as four different
characters. She first endures what anmpunts to his raping
her while she pretends to be a prostitute. She then
dresses as a servant girl in order to receive his advances.
Her third disguise is that of a wdow. Finally, she
resorts sinply to masking her face with a veil and dubbi ng
hersel f "Incognita.”™ The extent of the protagonist's bold
behavi or and the degree of Beauplaisir's stupidity is
alarmng, even to a twenty-first century reader.

In Love in Excess wonen |ie, manipul ate, and
masquerade in order to receive the attentions of a fickle,
but extrenely handsone, man. The pages reveal wonen who
are capable of desire. Sone of them succunb easily to the
advances of the unmatchable D El nont; others resist
unsuccessfully; the nost virtuous nmanage to avoid his
advances but are still wildly attracted to him

Finally, The History of Mss Betsy Thoughtl ess, often
consi dered representational of a "noral transformation” by
Haywood in her l|ater years, actually remains quite true to
t he themes apparent throughout Haywood's body of worKk.

Even the nost virtuous femal e characters are filled with

12



desire, and a nunber of wonen deceive, coerce, and even
dabble in crimnal behavior. The heroine Betsy often
m srepresents herself, and she is far froma pillar of
Vi rtue.

"Fant om na" and Love in Excess are not nerely tales of
sexual escapades; they are Haywood's attenpts at
representing wonen as beings just as capable of desire as
are nen. Likewi se, The Hi story of Mss Betsy Thoughtl ess
illustrates wonen capabl e of passion, who are nore than
willing to resort to manipul ation and deceit in order to
get what they want. |In her novels Haywood chal | enges the
notion that wonen are nerely the docile recipients of nen's
natural urges. Her stories also show the disastrous
results of desirous wonen living in a society that expects
themto act against their natures. |t would be ignorant to
assune that Haywood was trying to illustrate that |usty
worren are vile and should be punished. She was show ng
that society treats wonen unfairly. They are nen's equal s
in every way, and if they were only treated as such, things
woul d inevitably run nmuch nore snoothly. Wnen woul d not
have to deceive, and extramarital sexual encounters would
not al ways amount to rape. Wonen are just as capabl e of
consent as are nmen of maki ng advances, and acknow edgi ng

that fact could serve to inprove society as a whole. €Eliza
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Haywood knew what it was to be treated unfairly based on
her gender, and she nanaged to |anent that fact within the

pages of her fiction.
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CHAPTER 2

FEI GNI NG FANTOM NA

"[ S]he was so admirably skilled
inthe art of feigning [. . .]"
(Haywood " Fant om na" 799)

In “Fantom na: O, Love in a Maze,” first published in
1724, Eliza Haywood illustrates her interest in masquerade
as a facilitator of sexual gratification to degrees al nost
reaching the ludicrous. “A Young Lady of distinguished
Birth, Beauty, Wt, and Spirit” (786) decides to devote her
affection to a fickle, at best, gentleman naned
Beauplaisir. H's nanme, which translates fromthe French to
“beautiful pleasure,” is well suited to his deneanor, for
the “di stingui shed” protagonist finds himaquite
irresistible. Having been left in the care of her aunt by
an absent nother, she occupies herself in going to great
| engths to obtain Beauplaisir's affections.

Wtnessing the actions and deneanor of a prostitute
while at a play, the protagonist develops “a Curiosity in
her to know i n what Manner these Creatures were addressed”

(786), and she decides that she will masquerade as

Fantom na, a prostitute, in order to gain access to

15



Beaupl ai sir. Although the protagonist is a beautiful young
wonman, Beauplaisir is not lacking in other admrers. It
woul d be inappropriate for the protagonist to introduce
herself to Beauplaisir in her social station, and, noticing
that the "Creatures"” converse openly with whatever nen they
choose, she decides that the disguise of a prostitute could
be just the way to gain Beauplaisir's attention.

She goes so far as to purchase the use of sone
| odgi ngs, to which she allows Beauplaisir to acconpany her.
Her darling Beauplaisir thinks nothing of treating her
according to what he assunes to be her true role: "He was
bol d; --he was resolute: She fearful,--confused, altogether
unprepared to resist in such Encounters, and rendered nore
so, by the extreme Liking she had to him[. . .]. In fine,
she was undone" (789). So she escapes her “persecuted
virtue,” rather to her surprise, but not necessarily to her
chagrin. Any pains she has taken thus far to maintain her
virginity are no | onger of consequence.

It is not surprising that Beauplaisir would take any
liberties he likes wwth a woman he believes to be a
prostitute. However, when she reaches the point of being
al one with Beauplaisir, the protagonist realizes that she
i s undoubtedly going to be raped. "Shocked [. . .] at the

Apprenhension of really |osing her Honour, she struggled

16



all she could [. . .] she told him that she was a Virgin,
and had assuned this Manner of Behaviour only to engage
him But that he little regarded” (789). Essentially,
Beauplaisir rapes her. It is no |less a rape sinply because
the lady is, herself, enraptured. She attenpts to resist
hi s advances, and he takes her by force. "[T]he heroine

| earns she cannot sinply foll ow personal desires wthout
regard to the patriarchal social structures that |argely
define the public arena in which those desires exist"
(Croskery 82). However, she also realizes that what is
done is done, and she resolves to continue her flirtation
W t h Beaupl ai sir and, perhaps, to enjoy himnore during
future encounters.

Haywood’ s choice of a prostitute for the protagonist’s
first disguise is significant. “[l]n the eighteenth
century [. . . prostitution] was w despread--and increasing
[. . .] London alone, it is thought, had over 10,000
prostitutes.” Although quite a few “returned ‘sooner or

|ater to a nore regular course of life, prostitution was
nost certainly ranpant. Prostitutes actually had nore
freedom than single wonen of a higher social standing, and
al t hough they were wage earners, “[e]arnings were al nost

certainly higher than for nost other femal e occupations”

(HI1lI 173). So it seens that the protagonist, through

17



perform ng a masquerade as a prostitute, puts herself in a
much nore likely position to get what she wants (the
naughty attentions of Beauplaisir) than the position she
woul d be in as her true self.

When Beauplaisir’s affections toward Fant om na begin
to wane after her initial disguise, the protagonist remakes
herself as a servant girl, Celia. She adorns herself in
dress appropriate to the role, darkens her hair and brows,
adopts a country dialect, and then plots to gain enpl oynent
where Beauplaisir is staying in Bath:

Not wi t hst andi ng thi s Metanor phosis she was stil
extrenely pretty; and the M stress of the House
happening at that Tine to want a Maid, was very
gl ad of the Opportunity of taking her. She was
presently received into the Famly; and had a
Post init [. . .] that of nmaking the Gentlenen's
beds, getting themtheir Breakfasts, and waiting
on themin their Chanbers. (792)

Beauplaisir is, of course,
fired with the first Sight of her [. . .] His
wild Desires burst out in all his Wrds and
Actions: he called her little Angel, Cherubim
swore he must enjoy her [. . .] devoured her

Li ps, her Breasts with greedy Kisses, held to his
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bur ni ng Bosom her hal f-yielding, half-reluctant
Body, nor suffered her to get |oose, till he had
ravaged all. (792-3)
The protagonist is once again satisfied, and Beauplaisir is
once agai n fool ed.

The significance of the protagonist’s second di sgui se
being a servant is that the role actually offers nore
freedomthan that of a “distinguished” young |ady. Female
servants had the freedomto choose anong positions, for
service was one of the few professions available to a wonman
in the eighteenth century that offered a bit of security
and “the possibility of social advancenent.” As a matter
of fact, “A nunber of female servants seemto have narried
their masters. |Indeed, to have served in a household where
the wife died seens to have had definite advantages” (Hil
143). Although of a | ower social standing, servants did
have nore individual freedomin regard to behavior
Haywood il lustrates that fact when her protagoni st chooses
to masquerade as a servant rather than return to her
appropriate position as “A Young Lady of distinguished
Birth.”

Al t hough she is no longer a virgin, it would be
difficult for "Fantom na" to seduce Beauplaisir as a | ady.

At the point when she decides to masquerade as "Celia," she

19



has deci ded that she wants to be with Beaupl aisir again but
does not want to go through the masquerade of resistance.
Actual |y, she does not resist at all as Celia, but nerely
gives herself to himas easily as an anorous servant girl
m ght. She need not carry on the guise of an innocent. As
"Fantom na" she is a bit shocked at the outcone of her
escapade. At this point, she knows what she wants and
pursues it vehenently.
As Margaret Case Croskery points out,
The heroine of [. . .] Fantomna [. . .] indul ges
her sexual desires with remarkable freedom
creativity, and sensual enjoynent. |Instead of
insisting [. . .] that 'virtuous' wonen should
repress their sexual desires, Haywood grants the
heroine of Fantomna [. . .] urgency of sexual
desire. (69)
O course, she gives the heroine the ability to act upon
her desires by also granting her with skills "in the Art of
feigning" (795).
The second seduction scene is no
‘reenactnent’ of the first. The political
dynam cs of seduction have altered considerably.
In the first seduction, the heroine struggled |

.] I'n the next seduction however,

20



Beaupl aisir's mastery becones the fantasy created

by the fiction of her disguise [. . . The

heroine is clonpletely in control of both the

role she is playing and her own ironic assessnent

of the situation. (Croskery 83)

Upon learning that Beauplaisir will be |eaving Bath,
t he protagonist conmes up with a schenme so she can acconpany
himon his journey. She dresses as a nourning w dow, Ms.
Bl ooner: "The Dress she had ordered to be nade, was such as
Wdows wear in their first Murning, which, together with
the nost afflicted and penitential Countenance that ever
was seen, was no small Alteration to her who used to seem
all Gaiety.” She is no nore “the rude Country Grl”; she
is “the sorromful Wdow’ (793). Wen she pretends to need
a ride wiwth Beauplaisir, he, of course, takes it upon
hinmself to console the pitiful, yet beautiful, w dow *“They
passed the Time of their Journey in as much Happi ness as
the nost luxurious Gatification of wld Desires could nmake
thent (795). The protagonist’s disguise is successful yet
agai n, and she receives her nmuch-desired reward for the
effort. She once again succeeds in seducing Beauplaisir
while allowing himto believe he is actually the seducer.
The role of widow is the nost blatantly desirable, in

regard to the freedomit offers, than what the reader is
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led to believe is the protagonist’s role in reality.
“I[Widows had nore alternatives [than single wonen] from
which to choose [. . .] she becane the head of her deceased
husband’ s househol d” (Froide 238). W dowhood nost
definitely offered nore freedomthan w fehood or even being
single. As the character Peachum states in John Gay's "The
Beggar's Opera,"” from 1728, “The confortable state of

w dowhood is the only hope that keeps up a wife's spirits”
(115). “Wdows enjoyed the nost extensive economc rights
and privileges of any working wonen in the early nodern
period” (Froide 243). Haywood’'s protagonist is aware that
the role of widow brings with it a certain anount of
freedom and ease with which to carry out her plan.

The W dow Bl ooner triunphed sonme Tine | onger
over the Heart of this Inconstant, but at |length
her Sway was at an End, and she sunk in this
Character, to the sane Degree of Tastel essness,
as she had done before in that of Fantom na and
Celia.--She presently perceived it, but bore it
as she had al ways done; it being but what she
expected, she had prepared herself for it, and
had anot her Project in enbryo, which she soon
ripened into Action. (797)

The heroine has triunphed in nmaking |ove with

22



Beaupl aisir as three different characters, but once again
her bel oved's affection has begun to wane. She begins to
devi se yet another plan, for she sinply refuses to conform
to societal standards. At this point, she still has a
great deal of desire for Beauplaisir, but she al so does not
want to | ose at the gane she herself has created. "She got
over the Difficulty at |ast, however, by proceeding in a
Manner, if possible, nore extraordinary than all her formner
Behavi our” (797).

The protagonist resorts nerely to nam ng hersel f
“I'ncognita” and tenpting Beauplaisir to her, again
specially arranged, |lodgings. She titillates himwith a
letter: "To the All-conquering Beauplaisir [. . .] | am
infinite in Love [. . .] There is but one Thing in ny
Power to refuse you, which is the Know edge of ny Nane |
.] Yours, INCOGNI TA" (798). She conceals her face
conpletely, “setting forth the others [the parts in which
Beaupl aisir actually has an interest] wth the greatest
Care and Exactness. Her fine Shape, and Air, and Neck,
appeared to great Advantage” (800). She conquers once
again, and it is reasonable to suspect that this tinme her
masquer ade touches rmuch nore cl osely upon her true
character.

When Beaupl ai sir “resol ved never to make a second
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Visit,” the protagonist “conforted herself with the Design
of form ng sonme other Stratagem w th which to inpose on
hima fourth time” (801). Did she say “a fourth tinme?” O
course, that would not be right. Fantom na cane first,
then Celia, then Ms. Blooner, then Incognita. Perhaps
Haywood does not sinply nake a careless mstake in witing
“fourth” instead of “fifth.” Perhaps the reader is to
understand that “lncognita” is the protagoni st herself,
realizing that which character she chooses for her
masquerade is not nearly as inportant to Beauplaisir as is
receiving the affections he desires. Although he swears
never to return, the reader knows he is weak and |usty, and
he will be back. However, that is not to be.
After painting such a remarkable story of femal e power
and sexual desire, Eliza Haywood stri kes her character
down: “She was with Child” (801). The reader is led to
bel i eve, however, that even that obstacle m ght have been
overcone if not for the return of the protagonist’s nother:
[ T] hough she woul d easily have found Means to
have screened even this fromthe Know edge of the
Worl d, had she been at liberty to have acted with
t he sane unquestionable Authority over herself,
as she did before the com ng of her Mdther, yet

now all her Invention was at a Loss for a
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Stratagemto i npose on a Wnan of her

Penetration. (801)
She is rendered powerless to control her situation by the
return of her nother, who undoubtedly represents the
soci etal standards she has shunned since first succunbing
to the loss of her virginity to the forceful Beauplaisir.

Far from eager to end her charade, “[i]t was a great
whi | e before she could be brought to confess any Thing, and
nmuch | onger before she could be prevailed on to nanme the
Man whom she so fatally had | oved” (802). The entire story
is brought to light, and the bold protagonist is punished.
However, the reader is not led to believe that she is in
any way repentant. She lanents the fact that her nother
returned, making it inpossible for her to give birth in
secret and then get on with her life, but she does not show
renor se
Mar garet Case Croskery makes a strong point:

The heroine's flumobxed not her does decide to

send her daughter to a nonastery, but in so doing

she relinquishes the personal control that the

narrator has just inforned the reader is the only

t hi ng capabl e of containing the heroine. There

is no reason to believe she will not evade the

nmonastery's abbess (a personal friend of her
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not her) as well as she did her aunt. (91)

As the first three characters, the heroine nanages to
take on roles that in thensel ves excuse her behavi or,
behavi or whi ch woul d be i nappropriate and even i npossible
to act out were she operating under the confines of her own
name and position in society. She successfully seduces
Beaupl ai sir whil e masqueradi ng as each of the three
characters and as Incognita. She achieves the sexual
gratification she so desperately desires as an answer to
her obsessive lust for the easily distracted Beaupl aisir.

However, it is the heroine herself who nust bear the
pains resulting fromher shenani gans. Neither Fantom na,
Celia, Ms. Blooner, nor Incognita can save her fromthe
fact that she beconmes pregnant and is sent to a convent by
her nother. Wy, after representing the protagoni st as
such a bold and enpowered young wonman, does Haywood end by
puni shing her? Perhaps Haywood is sinply too aware of her
audi ence to end in favor of a prom scuous woman. Al though
it appears that "Fantom na" is punished, it is also true
that she has no feelings of renorse. Her unfortunate end
is only that, a way for Haywood to illustrate that desirous
wonen nay experience the disastrous results of their |ust,
but Haywood's attenpt to appease her perhaps indi gnant

audi ence ends at that. She does not go so far as to give
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the inpression that the protagonist believes she did
anyt hing wong. After all, Beauplaisir is not held
account abl e, so why shoul d Haywood' s heroi ne feel
repent ant ?
The heroi ne's not her,
as soon as her Daughter was in a Condition, sent
her to a Monastery in France, the Abbess of which
had been her particular Friend. And thus ended
an Intrigue, which, considering the Tine it
| asted, was as full of Variety as any, perhaps,
t hat many Ages has produced. (803)
The reader cannot disregard the fact that France was w dely
considered a place of debauchery and anoral behavior by
ei ghteenth-century British citizens. Perhaps the story
does not end with a naughty girl being sent to her
puni shnment. Perhaps Haywood alludes to the fact that "A
Young Lady of distinguished Birth, Beauty, Wt, and Spirit"
(786) could get into a lot of trouble in a place such as
France; and because she is not renorseful for her actions,

she is likely to do just that.
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CHAPTER 3

| RRESI STABLE DESI RE

"Love, is what we can neither resist,
expel, nor even alleviate [. . .]"

(Haywood Love in Excess 182)

As David Qakl eaf points out, Eliza Haywood's Love in
Excess: O, the Fatal Enquiry, first published in 1719,
"cel ebrates sexual desire"” (8). It represents wonen who
are not afraid to pursue the man they desire. |In the case
of Love in Excess, that man is always and inevitably the
irresistible protagonist Count D Elnont. Throughout the
novel a nunber of wonen enploy a variety of neans to seduce
the highly desirable count:

More than one takes sexual initiative with

D El nont, transgressing to an extent that nust
have scandalized and titillated the novel's
original readers. Haywood' s desiring wonen
schenme to encounter D Elnont in secluded pl aces,
send himunsolicited | ove letters, and, when al
el se fails, even assault himphysically. (Bowers
49)

Anong the neans enpl oyed to provoke D Elnont's attentions,
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masquer ade, deception, and prevarication rank highly.

First, Al ovisa beconmes conpletely and totally enanored
with the count, and she is the first to use the power of
deception to try to lure D Elnont into her arns. She
reveals her love for himin an anonynous letter: "This she
sent by a trusty servant, and so disguised, that it was
i npossible for himto be known" (42).

Mar garet Case Croskery points out that "in al nost al
of Haywood's narratives, seductions are begun, continued,
and di scovered in an exchange of letters between the
participants or interested spectators” (86). The deception
involved in witing an anporous note seens beni gn enough,
but Alovisa's intentions are certainly not innocent. She
feels a strong and lusty desire for the count, and, as is
obvi ous throughout the novel, Eliza Haywood takes the
stance that desire is a conpletely overwhel m ng enotion.
Once Alovisa is enanored with the count, there is nothing
she can do to stop herself from pursuing him and her
| etters becone nore and nore seducti ve.

Unfortunately for Alovisa, the count believes the
original letter to be from Amena, a charm ng but poor young
|ady. O course, Amena cannot resist being pulled towards
D El nont by the force of his charns, so Al ovisa nust once

again enploy deceit in an attenpt to draw the count's
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attentions to herself. She sends another letter, letting

hi m know that "one, of at |east an equal beauty [to Anena],
and far superior in every other consideration, would
sacrifice all to purchase the glorious trophy [D El nont's
heart]" (49). Alovisa nakes it clear to the count that she
is a wealthy woman, and she is willing to put all of her
wealth on the line in order to win him

Alovisa then tells Anena's father that Anena is
recei vi ng unannounced attentions, and as a result Anena's
father forces her to wite a letter to the count letting
hi m know t hat she nay only be courted by gentl enen her
fat her has approved. However, Anena (secretly, of course)
encl oses a nore loving and gentle note of her own. She,
too, resorts to deception in order to continue receivVving
the anorous attentions of D Elnont. The power her father
attenpts to weld over her only strengthens Anena's resol ve
to do what she believes best for herself. Anmena resists
patriarchal rule in the nanme of intense passion, so once
again, the reader is led to believe that D Elnont's charm
is simply overwhelmng. Amena is overcome wth desire, and
she, like Al ovisa, nmust have him

Wth the help of Amena's servant Anaret, D El nont and

Anena nmanage to arrange a secret rendezvous: "What now

coul d poor Anmena do, surrounded with so many powers,
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attacked by such a charm ng force w thout, betrayed by
tenderness within?" (63). Haywood paints a picture of
seduction in which the protagonist is willing to conmt
rape, and the woman resists although she actually burns
with desire herself. This sets up the sexual tension that
makes the story so intriguing, but it also makes the point
that wonen are not free to express what they truly desire.
Consentual sex appears to be al nost an inpossible act
out si de of marri age.

Much as with Beauplaisir and the protagonist in
"Fantom na," it is obvious that Amena's inpending |oss of
virtue is actually going to be what anounts to a rape.
However, also as in "Fantomna,"” it is clear that Anena is
maski ng her own rapture beneath a timd facade. She cannot
escape what she has been taught: @Gving up one's virtue
anounts to giving up oneself; the possession of a wonan's
virginity is equal to the possession of that woman. It is
a ridiculous notion, but it is a strong dictumin the
ei ghteent h-century society of which Anena is a part. She
feels conpelled to resist D Elnont's advances, although it
is she who has invited themin the first place. Haywood is
dealing with the contradictory patriarchal notion that
wonen shoul d be desirable but not hold any notions of

desire thensel ves. Haywood is showing a nore truthfu
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representation of femal e passion and desire.

Ironically, it is Alovisa who interrupts and saves
Anena's virtue. She has (again, quite deceptively) had her
servant Charlo followi ng the count, so she is able to have
himinterrupt the passionate encounter. The count nust,
qui ckly and quietly, renove hinself fromthe situation in
order to avoid a potentially unconfortable encounter with
Anmena's father. Wen the count disposes of Anena at
Al ovi sa's house, Amena realizes that the count's intentions
really are not honorable in the least. She asks D El nont
to return the letter she has nost recently sent to him but
he m stakenly gives her Alovisa s anonynous note. O
course, Anmena recogni zes Alovisa's handwiting and figures
out that Alovisa is not her friend at all but a rival for
the count's affections. She realizes that Al ovisa has been
deceiving her in their friendship all along.

Al ovi sa then decides that she nust dispose of Anmena,
and she arranges with Anena's father for Anena to be sent
to a convent. Margaret Case Croskery clainms that "in
Haywood' s wor ks, bani shnent to convent or nonastery was no
guarantee of noral transformation, nor was it an effective
stopgap to erotic pleasure" (92). Mch as in "Fantom na,"

the fact that a young | ady who has engaged in erotic

pl easures is sent to a nonastery does not in any way nean
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that she is repentant. The reader can safely assune that
the heroine in "Fantom na” will carry on with her raucous
behavi or even after being confined to a nonastery. The
reader can al so assune that Anena's being confined to a
monastery will not necessarily prevent her fromproviding a
hi ndrance to Alovisa's plans for D El nont.

Al ovi sa believes that by convincing Anena's father to
send his daughter away she has seen the |ast of Anena's
hi ndrances to her romance with D Elnont. Before Alovisa is
rid of her rival, however, Anena, in a ranting rage,
reveals to the count Alovisa's secret anmours; and, upon
learning that his brother Chevalier Brillian is actually
already in love with Alovisa's sister Ansellina, D El nont
decides to marry Al ovi sa.

Count D Elnont's decision to marry, however, is not
based at all upon a nutual desire for Al ovisa, but he
realizes that her proclamation of wealth is bona fide. He,
certainly in agreenent with the majority of his
contenporaries, considers marriage to be nore a business
transaction than an exchange of vows of |love. He also sees
t he convenience in two brothers marrying two sisters; the
wealth will be less divided. So, it would appear that
Al ovisa wins the count. However, as predicted by

Croskery's comentary, Alovisa's troubles have only begun
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when she rids herself of Anena and wins the hand of
D Enont. "Part the First" draws to a satisfactory cl ose:
the prom se of two weddings for two well-nmatched coupl es.
However, Haywood's story of devious and mani pul ati ve wonen
has just begun.
"Part the Second" begins as Count D El nont | earns that
hi s guardi an, Monsieur Frankville, is quite ill.
Frankvill e asks D Elnont to | ook after his daughter
Mel liora after she is orphaned. She turns out to be "the
mat chl ess Melliora” (92), a vision of sheer and utter
perfection:
[T]he first sight of Melliora gave him|[D El nont]
a di sconmposure he had never felt before [. . .]
when her eyes net his, the god of |ove seened
there to have united all his |ightnings for one
effectual blaze; their admration of each others
perfections was nutual. (93)
Havi ng di scovered the perfection enbodied by Melliora, the
count begins to find Al ovisa absol utely abhorrent.
D Elnmont's growi ng disgust for Alovisa is only heightened
when he di scovers that his correspondence with the bani shed
Anena, for whose situation he feels sonme guilt, has been
intercepted by his jealous wife. Al ovisa has once again

enpl oyed deceit in an attenpt to ascertain her ownership of
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DEnnt's love. She tanpers with his answer to a letter
from Anena, and as a direct result Amena decides to join
t he convent in which she has been confined. D Elnont has
witten to Anena: "Can | enjoy the pleasures of a court,
whil e you are shut within a cloyster?--Shall | suffer the
world to be deprived of such a treasure as Amena?" (102).
It is safe to assunme that, had she received D Elnont's
letter, Amena would not have decided to spend the rest of
her days in a convent. Alovisa intercepts D El nont's
| etter and prevents its ever being delivered, thus
successfully managing to rid herself of the threat of
rivalry from Amena; however, she is conpletely unaware that
her new husband's affections have already found their way
to anot her.
Desperate for refuge fromhis marital hone, the count

begins to spend nore tinme with his nei ghbor, the Baron
D espernay. The baron, in encouraging Count D El nont to
act upon his desire for Melliora, vocalizes what appears to
be a recurrent idea in Haywood's fiction:

Wnen are taught by customto deny what nost they

covet, and to seem angry when they are best

pl eased; believe me, D elnont that the nost rigid

virtue of "emall, never yet hated a man for

t hose faults which | ove occasions. (124)
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Agai n Haywood presents the idea that wonen do i ndeed
experience desire, but those sanme wonen feel conpelled to
protect their virtue fromeven the nmen they nbst want to
| ove.

The baron's sister Melantha is, of course, quite taken
with Count D Elnont, and she is willing to do just about
anything to get her hands on him On the other hand, it
becones nore and nore apparent that the baron's
encour agenment of the bl ossom ng | ove between the count and
Melliorais aresult of his owm desire for Alovisa. He
woul d i ke nothing nore than to distract the count fromhis
newwfe. In letting the reader know that two nore
characters have their own reasons to interfere in the
affairs of Melliora, Al ovisa, and D El nont, Haywood sets
the stage for even nore conplicated and intriguing scenes.
She foreshadows the dramatic end of "Part the Second."

Al t hough the count pursues Ml liora, she resists and
refuses. She is not immune to D Elnont's charns; however
she represents the perfect woman, one who is able to feel
desire and still maintain her virtue and dignity. Haywood
appears to be rejecting the notion of a desirable and yet
undesiring woman. At the same tine, however, she naintains
the ideal of a wonan who will stop at nothing to protect

her virginity, even in the face of such sexual tension and
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desire. It is clear that Melliora wants desperately to be
with D El nont, but she will not allow herself to admt that
fact to her bel oved or even, consciously, to herself.

In an ironic twist simlar to that of Al ovisa saving
Amena fromruin, Melantha interrupts D Elnont as he is
about to rape Melliora. Again, the reader understands that
a consunmmation of the relationship between the count and
Melliora would be, in effect, a rape. However, "her
desires were little different fromhis" (134). She burns
with desire for D Elnont, but she refuses to act upon that
desire. She even resorts to manipulation to prevent him
fromtaking too many liberties, the sane |iberties for

whi ch others have schened and |i ed:

"O Delnmont [. . .] cruel Delnmont! WII you
then take advantage of ny weakness? | confess |
feel for you, a passion far beyond all, that vyet,

ever bore the nanme of love, that | no |onger can
w thstand the too powerful magick of your eyes,
nor deny any thing that charm ng tongue can ask,
but now s the tine to prove your self the heroe,
subdue your self, as you have conquered ne, be
satisfied with vanqui shing ny soul, fix there
your throne, but |eave ny honour free!" (135-6)

The baron sets the stage for nore deception and
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intrigue when he plans to host a party. He hopes that by
revealing to Alovisa the rival for her husband s | ove he
will win Al ovisa s appreciation and perhaps her affection
as well. The baron inforns the count, “I shall take care
to have Melliora placed where no inpedi nent may bar your
entrance,” very sexually provocative wording, to say the
| east, all the while knowing that he is going to | ead
Alovisa to the roomand allow her to uncover the secret she
so desperately wants to know.
Mel ant ha takes the el enent of masquerade to the
extrene when she exchanges roons with Melliora and pretends
to be the woman D El nont nost desires in order to have him
sexual | y:
Tho’ the Count had been but a very little time in
the arnms of his supposed Melliora, yet he had
made so good use of it, and had taken so nuch
advant age of her conplying humour, that [. . .]
he now t hought hinself the nost fortunate of al
mankind; [. . .] H's behaviour to her [Mel antha]
was all rapture, all killing extacy. (157)

Mel ant ha' s deception is a shocking twist. She pretends to

be Melliora, and she quite willingly allows the count to

ravi sh her. Perhaps she stands alone as the single femal e

character in the novel truly able to enjoy the affection
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she pursues. She is as nuch the antithesis of Melliora as
any woman could be. Once the count believes he finally
possesses Melliora’ s virtue, however, he is extrenely
surprised when Al ovisa bursts in, followed by an awakened
Melliora. He realizes he is actually lying in bed with
Mel ant ha.

Unable to get a glinpse of who her husband is in bed
with, Alovisa tries to provoke the baron into telling her
who her rival is. She titillates D espernay when she tells
him “No price [. . .] can be too dear to buy ny peace, nor
reconpence too great for such a service” (163). She
deceives the baron into believing that he may have her if
he reveals the nanme of D Elnont's sexual partner to her.
Her efforts are, however, in vain.

“Part the Second” draws to an exciting close as the
count accidentally, yet fatally, stabs Al ovisa; Chevalier
Brillian duels with, and kills, the Baron D espernay, then
finally marries Ansellina; and Melliora retires to a
nonastery.

Mel ant ha who was not of a hunour to take any
thing to heart, was married in a short tine, and
had t he good fortune not to be suspected by her
husband, though she brought hima [far from

premature, no doubt] child in seven nonths after
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her weddi ng. (177)
It would be negligent to dism ss the fact that Melantha's
story is revealed as the final words of "Part the Second”
as nothing nore than the wapping up of an interesting side
story on Haywood's part. Haywood nanages to slip in the
fact that a desirous wonman, a trollop even, gets exactly
what she wants (D Elnont), and she is not punished for it
inthe least. |In fact, the reader is left to believe that
she flourishes.

As for D Elnont, his anorous disposition has resulted
in yet another woman’s confinenent in a convent. O
course, the reader can still safely assune that "the
mat chl ess Melliora” is far fromout of the picture.

The begi nning of "The Third and Last Part" finds the
count in Italy, nourning the loss of his beloved Melliora.
"He wote to her fromevery post-town, and waited till he
recei ved her answer; by this neans his journey was
extreamy tedious" (182). D Elnont is not long in Rone
when he receives a letter froma secret admrer: "To The
Never Enough Admred Count DEnont [. . .] [Have [you]
yet a corner of your heart unprepossessed, and an
inclination willing to receive the inpression of [. . .]
Your Unknown Adorer" (183-4). It seens he has not lost his

charns, although his love for Melliora has rendered him
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unable to enjoy them as he once did. He replies "nethinks
my nourning habit, to which ny countenance and behavi our
are no way unconformable, mght informyou, I amlittle

di sposed for raillery” (185). O course, it is safe to
assune that D Elnont's reference to nourning is in regard
to the loss of Melliora to a convent, not to the |oss of
Alovisa's |ife at his, albeit unwitting, hands. Haywood
treats the fact that D Elnont accidentally kills Al ovisa as
a lesser crine, in the eyes of society, than the fact that
Melliora feels desire for D Elnont. Perhaps she is trying
to convince the reader to exam ne the val ues behind such

| ogi c.

At any rate, yet another lady, in an entirely
different country, resorts to deception to try to win the
attention of Count D Elnont. Upon neeting his beautiful
adm rer and shunning her affection, the count reflects upon
his life:

These refl ections gave no small addition to his
mel ancholy; Anena's retirenent fromthe world;

Al ovysa's jeal ousy and death; Melliora's peace of
m nd and reputation, and the despair of several,
whom he was sensible, the |ove of him had
rendered mi serable, cane fresh into his nenory,

and he | ooked on hinself as nobst unhappy, in
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bei ng the occasi on of making others so. (190)

These reflections | ead the reader to believe that D El nont
is repentant for his actions in the past. He feels guilt
over having been so overly anpbrous at tines. The
insinuation is that |oving such a virtuous wonman, Melli ora,
has changed hi m

Wi | e wandering through the streets of Rone, D El nont
becones involved in a brawi. Wen a man i s nurdered,
D El nont quickly hides hinself in a nearby garden
Luckily, the garden is that of his admrer, so she eagerly
hi des him from questioning officers. 1In return for her
ki ndness, he feels conpelled to agree to neet her again the
next night. On the way back to his |odgings, however, he
is challenged to a duel, and the offending party turns out
to be Melliora's brother Frankville, set on avenging his
sister's honor. D E nont is forced to do sone quick
talking: "That | do |ove your sister is as true, as that
you have w onged ne--basely wonged ne. But that her
virtue suffers by that love, is false!"™ (200). Wen
Frankvill e discovers that it was D El nont who saved himin
the street fight the night before, the two becone fast
friends. The fact that Frankville is willing to kill in
the nane of his sister's honor is a testanment to the fact

t hat Haywood understands the nentality of her eighteenth-
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century audi ence. She al so makes the point that whether or
not a worman still owns her own virtue is largely a
subj ective matter.

D Elnont learns that a letter froma man naned
Sanseverin is the reason Frankville believes himto have
behaved i nappropriately toward Melliora; D Elnmont is |ivid.
He also learns that Melliora is no |longer in the nonastery.
As for Frankville, "[He] stood for a good while silently
observing him[D Elnont]; and if before, he were not
perfectly assured of his innocence, the agonies he now saw
in him which were too natural to be suspected for
counterfeit, entirely convinced himhe was so" (204). O
course, the reader knows that D Elnont is far from
i nnocent. He pursued Melliora vehenmently, and it is
reasonabl e to suspect that his continued admration for her
has to do with the fact that he has yet to enjoy her
conpl etely.

Frankvill e and D El nont exchange stories, and
Frankville is revealed to be a passionate and tornented nman
hinmself. A friend of his, Gttolini, wants himto marry
his daughter Violetta. Cttolini's sister C amara has
prom sed the hand of her stepdaughter Canilla, whose father
is dead, to her brother Cttolini. Frankville is, however,

in love with Camlla, and Canmlla is in love with him |t
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is also revealed that the brawl, during which D El nont
unknowi ngly saved Frankville's life, was with Cttolini and
sone of his nen. D Elnont agrees to speak to Camilla on
Frankville's behal f, but he has an ulterior notive:

[He] resolved to nmake use of all his wit and

address to perswade Camlla to hazard every thing

for love, and was not a little pleased with the

i magi nation, that he should | ay so consi derabl e

an obligation on Melliora, as this service to her

brot her woul d be. (227)
Al t hough "transforned,” D El nont still has the desire to
own Melliora. He wants very nuch to render her beholden to
hi m

Upon visiting with Camlla, the count is surprised

when she virtually begs himto make |l ove to her. Not only
that, but D Elnont realizes she is the wonman who has
previously tried to seduce him the woman who hid himin
her garden. \Wen he relays the story to Frankville, both
are quite upset until they realize it was actually G amara
wi th whom D El nont nmet. However, Frankville has already
sent a letter to Camlla: "If vows are any constraint to an
inclination so addicted to |liberty as yours, | shall nake
no difficulty to release you, of all you ever nmade to ne!"

(239).



D El nont and Frankville realize that they nust try to
use the influence of G amara, capitalizing on her
adm ration for D Elnont, to make things right with Cam || a.
D Elnmont is rather unprepared for the fact that Camara, a
rich widow who is, therefore, unconcerned about the nores
regarding virtue, is willing to do just about anything to
have D El nont:
[ S] he had seen the charm ng Count, was taken with
his beauty, and wi shed no farther than to possess
his lovely person, his mnd was the | east of her
thoughts [. . .] Lost to all sense of honour
pride or shanme, and wild to gratify her furious
wi shes, she spoke, w thout reserve, all they
suggested to her, and lying on his breast,
behel d, wi thout concern, her robes fly open, and
all the beauties of her own exposed, and naked to
his view (250-1)
Much as in "Fantom na," Haywood illustrates that w dows are
anong the very few wonen in eighteenth-century society who
have any anmount of freedomto do as they please. O
course, Camara i s an exaggeration of how far a woman m ght
take such liberties, but it is inportant to point out that
she does not pursue D El nont any nore vehenently than he

pursued Melliora (and others). She is relentless, but

45



D El nont does not succunb to her wild and aggressive
advances.

Frankvill e nmanages to neet with Camlla while D El nont
distracts C amara, and then later D El nont neets with
Violetta in order to devise a plan to help Frankville and
Cam |l a. Sonmewhat predictably, Violetta is enraptured with
D El nont. However, shortly after learning of Violetta's
admration, D El nont receives a letter fromhis brother
Brillian informng himthat Melliora has actually been
ki dnapped fromthe convent. Camlla and Frankville resolve
to run away together, and D El nont nakes plans to | eave and
find Melliora. Violetta is kind enough to send al ong her
page, Fidelio, to acconpany D Elnont on his adventure.

Fidelio is not, however, Fidelio; heis Violetta
masquer adi ng as a young boy in order to be close to her
bel oved D El nont. Yet again, Haywood takes the el enent of
masquer ade to the extrene in having a woman dress in a
manner that offers her a great deal nore freedomthan she
could ever have in her true state. Wat could be nore
liberating to a wonan than becom ng, at |east externally, a
man?

Upon learning that Frankville and Cam |l a have run off
together, C amara kills herself and Cittolini dies of a

fever, and D Elnont and "Fidelio" set off to find Melliora.
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They happen upon the hone of the Marquess De Saguillier,
who offers themrefuge. Luckily, it is he who has
ki dnapped Melliora, so she is rescued, and the woman who
has | oved De Saguillier all along, Charlotta, is happily
engaged to him Unfortunately, just as D El nont realizes
that Fidelio is actually Violetta herself, posing as a
page, Violetta dies, and the story conmes to an end.
Frankville is with Camlla; De Saguillier is with
Charlotta; and D Elnmont is, finally, with Melliora. Yet
anot her deceptive woman has been puni shed, but the reader
does not believe that Violetta dies wwth any feelings of
regret. Once again, repentance does not figure into the

story.
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CHAPTER 4

SENS| BLE LOVE

"[1]t is inpossible for a man of sense to have any
real love for a woman whom he cannot esteem|[. . .]"

(Haywood Bet sy Thoughtl ess 313)

One of Haywood's | ater novels, The History of Mss
Bet sy Thoughtless, first published in 1751, can al so be
used to illustrate her nessage concerning sexually
aggressive wonen. Al though this novel is often represented
as a departure for Haywood from her earlier, perhaps a bit
bawdi er, work, Betsy Thoughtl ess remains true to many of
Haywood' s strongest thenmes. Wnen nasquerade in order to
get what they want, and although virtue is rewarded in the
end, it is safe to assune that the ending of the novel is
not necessarily the noral of the story.

As the novel begins, Betsy's nother has died, and her
fat her has sent her away to boarding school. Shortly after
that her father dies, and she travels to London to |live
wi th her appointed guardi an M. Goodman (appropriately
nanmed), his wife Lady Mellasin, and her daughter Flora.
Betsy is alnbost imediately the toast of the town, and she

attracts many suitors. However, she is only interested in
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teasi ng and provoking nmen rather than in finding herself a
sui tabl e mate.

Bet sy has quite a few close encounters with | osing her
virtue, but she manages to keep her virginity. She does
not feel real desire for any of her beaus, which could
expl ain why she manages to keep her virginity. Her brother
Francis sees that, in his opinion, she is floundering. He
fears that she is not using her tinme and energy to find
hersel f an appropriate husband and suggests that she
consider the attentions of M. Trueworth, who is rather
obvi ously naned:

My dear sister, [. . .] I [. . .] have reason to
believe, this I now send will neet a double
portion of welcone fromyou. It brings a
confirmati on of your beauty's power; the
intelligence of a new conquest; the offer of a
heart, which, if you will trust a brother's
recommendation, is well deserving your
acceptance: [. . .] you may renenber, that the
first time | had the pleasure of entertaining you
at ny roonms, a gentlenman called Trueworth was
with us [. . .] It would require a volune
instead of a letter, to repeat half the tender

and passi onate expressions he uttered in your
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favour. (88-9)
Her new "sister"” Flora is conpletely enanored with
Trueworth, while Betsy is her usual nonconmttal self.

In the neantine, Betsy realizes that a good friend of
hers from boardi ng school, Mss Forward, again
appropriately nanmed, is actually a prostitute; and she
| earns that a rather boring friend, Mabel, is a true
friend. These realizations force Betsy to mature and to
realize that people are not always who they first appear to
be. Mss Forward presents herself to Betsy in a nuch
different light than that which actually suits her. She
hopes to prosper fromthe perks associated with having a
virtuous friend, but her true self is eventually reveal ed.

As she matures, Betsy realizes that she has deep
feelings for M. Trueworth, but she also discovers that she
has treated himtoo poorly for too |l ong and that he has
noved on. Actually, he is having a clandestine affair with
the lusty Flora. The relationship between Flora and
Trueworth is short-lived, however, for he quickly |eaves
her in order to marry a nore suitable (virtuous) bride.

Trueworth wites to Flora:

It is with great difficulty | enploy ny pen to
tell you, it is wholly inconvenient for us ever

to meet again, in the manner we have | ately done;
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but | flatter nyself you have too nmuch good

sense, and too nuch honour, not to forgive what

all laws, both human and divine, oblige nme too |
.] infine, I amgoing to be married [. . .]
(397)
It appears that Trueworth is, underneath it all, nearly as

nmuch the scoundrel as “Fantomi na”’s Beauplaisir and Love in
Excess’s D Elnont. O course, he is a man, so wthin the
patriarchal eighteenth-century society in which this nove
is set, he can get away with that sort of behavior.

Mary Anne Schofield states that "In Betsy Thoughtl ess
di sgui ses are enpl oyed openly and are put on by the
characters as protective devices" (97). It is also true
that these "disguises" are used to achieve control and, in
sone cases, sexual power. For exanple, Flora represents
herself as "Incognita” (305) in order to seduce M.
Trueworth, masking herself in order to achi eve sexual
gratification fromthe man she nost desires. She is
successful in his seduction, yet, as the end of the story
anply illustrates, her endeavors do not result in a lasting
relationship with the man she desires.

As all of this transpires, Haywood reveal s that Lady
Mel | asi n has been using M. Goodman's wealth to pay off

past debts of her own, and she has only married himfor his
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money in the first place. He is devastated and quickly
dies of a fever. oviously, the elenent of masquerade is
not limted to the character of Flora within the pages of
Bet sy Thoughtless. Synbolically speaking, Lady Ml asin
masks herself as a virtuous and caring woman in order to
achi eve the power derived from having a weal t hy husband.
She is, of course, punished when her secrets are

di scovered. When M. Goodman dies he | eaves her with no
wealth at all.

At the urging of her brother, Betsy marries George
Munden, a nane surely neant to make the reader think
"mundane,"” for he is just that, nowhere near the worldly
and remarkable man M. Trueworth is. Betsy is
di sillusioned concerning her trust in her brother as well
as in the state of marriage in general when she realizes
that her brother has been keeping a mstress, but she tries
to make the best of her own nmarriage. However, Minden is
extrenely cruel, and Betsy is m serable.

Wiile Betsy is in the depths of msery, Trueworth
reveals to her that he has very deep feelings for her. He
actually urges her to commt adultery with himwhen he
finds her gazing upon his picture: "permt ne [. . .]
vouchsafe ne the sane favours you bestow on ny insensible

resenbl ance"” (609). O course, she refuses. Predictably,
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much as with D Elnont and Melliora, Trueworth is only nore
enanored with Betsy when faced with her virtuousness.
Shortly after Trueworth's wi fe conveniently passes
away from snmall pox, Miunden falls victimto a fever that is
only exacerbated by his extrene guilt over having treated
Bet sy so cruelly throughout their short marriage. Finally,
followi ng the appropriate year of nourning, Betsy marries
Trueworth, and her virtue is rewarded:
He ki ssed her hand with the nost tender
transports [. . .];--after which, they all seated
t hensel ves, and never was there a joy nore
perfect and sincere than what each of this worthy
conpany gave denonstrations of in their
respective characters. The next norning
conpl eated the wi shes of the enanoured pair, and
the satisfaction of their friends. (634)
The endi ng of Betsy Thoughtl ess shoul d not be taken as
a proclamation, on Haywood s part, that virtue is the nost
i nportant aspect of a woman’s personality and wll al ways
and inevitably be rewarded. Deborah Nestor recognizes that
Haywood' s endi ngs do not necessarily represent the
strongest nessage w thin her novels:
By concl uding The History of M ss Betsy

Thoughtl ess (1751) with a marriage that rewards
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its heroine's noral reform Eliza Haywood appears
to have witten a novel that gives its reader a
conforting sense of narrative closure, one that
places it firmy in the newy popul ar didactic
tradition. But this closure, |like the noral it
affirms, involves only the surface narrative of
this highly conplex, multiplot novel. (579)
In reading Haywood, it is inportant to recognize that the
themes within her novels are just as inportant, if not nore
so, than the themes that can be derived fromthe endi ngs.
Her novels are full of nessages regarding fenmal e power and
desire.

On the other hand, Christine Blouch clains that Betsy
Thought | ess "provide[s] a survival guide on marriage, sex,
and on the commerce of sexual exchange, which [. . .] was a
different kind of arena for wonen than for nen" (15). This
is quite true in nore of Haywood's works than just Betsy
Thoughtl ess. She often depicts sexually aggressi ve wonen
and concedes that such creatures are an absol ute
possibility and are capabl e of sexual dom nation. However,
she al so seens to concede that in the world of her
ei ghteent h-century audi ence, such a wonan is unlikely to
cone to a desirable end.

In many ways, as well, Betsy m srepresents herself.
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s she a flippant and "t houghtl ess" young girl, or is she a
t hought ful and virtuous young wonan? Throughout the novel,
she presents herself in the light which is of the nost
value to her at the tinme. 1In the end, of course, Haywood
can give Betsy her happy ending, for even though she grows
into a woman very nuch aware of sexual desire and of what
she wants from M. Trueworth, Betsy nmanages to naintain her
virtue to the very end.

Finally, as Jane Spencer points out, "The bawly
references and the erotic prose comon in earlier work [of
the eighteenth century] are shunned by | ater wonen
novel i sts" (215). Because Haywood's career as a noveli st
spans al nost four decades, it is clear that her style
changes with the tinmes. However, she never abandons her
nmessage that wonen can be strong and have control. She
sinply conceal s that nessage w thin whatever type of nove
happens to be popular at the tine. She understands that in
order to survive, she nmust sell novels, whatever the

popul ar style of the tinme may be.
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CHAPTER 5

CONCLUSI ON

Wil e Eli za Haywood does present thenes invol ving
sexual |y desirous wonen, she does so covertly. Proper
young | adi es nust first nasquerade as prostitutes or, at
the very least, as "lncognitas" before they can pursue the
men they desire. The fact that powerful wonen seemto be
puni shed in the end is sonewhat m sleading, for it would be
a fallacy to read Haywood's works only as providing a noral
nmessage rather than being filled with many nessages.
Haywood’ s endings, in many cases, are likely nore
representative of her eighteenth-century audi ence than of
her own norality.

In “Fantom na” a young wonman nasquer ades as three
different characters to aid in her quest to nake | ove with
Beaupl aisir, the man she finds sinply irresistible. She
finally resorts to masking herself and witing as
“I'ncognita.” It seens that she is filled wth desire so
strong that she would resort to any neans necessary to
fulfill those desires. 1In the end, she gives birth to a
child and is sent to a convent by her disgraced nother.
However, her fate is presented al nost as an afterthought,

and it would be ridiculous to assune that Haywood presents
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such a powerful femal e protagonist only to strike her down
in the end and show that she shoul d have behaved herself
al | al ong.

In Love in Excess the desire for DE nont is the road
to disaster for many wonen. However, the ends D El nont’s
| overs suffer are not in thenselves the overwhel m ng
messages within the novel. Instead, the novel shows that
wonen can be filled with sexual desire, for even virtuous
worren |ike Melliora are drawmn to D Elnont. Virtue does not
necessarily equal a chaste mnd; that is the overwhel m ng
theme in Love in Excess.

Even Haywood’ s | ater novel Betsy Thoughtless, which is
often considered didactic, is not all about the value of
virtue and the punishnment received for a lack thereof. In
Bet sy Thought| ess Haywood once again shows that even
virtuous young ladies are apt to feel desire. Betsy craves
Trueworth’s | ove, physically and enotionally, quite
vehenently. |In the end, she is not punished for those
passionate feelings; she is rewarded with Trueworth
hi nsel f.

Looki ng at Haywood’s work in light of the little that
is known about her life helps to provide a better
under standi ng of the themes within her novels. Haywood

hersel f nost certainly felt desire. At |east two of her
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own children were born out of wedl ock, and she was
considered quite lascivious in her own day, both in her
personal life and in her professional |ife. Haywod was an
i ndependent busi nesswonman and nmay not have been above
masquer ade and mani pul ation to insure the sale of her work.
She even seens to have been willing to adapt her witing
style to accommbdat e the nobst popul ar style of the tine.
She never really strays fromfem nist ideas and the notion
that wonen are just as entitled to feelings of passion and
desire as nmen are. Unlike nen, for the nost part, however
they may have to practice nmasquerade and deception in order
to fulfill those desires. Even the nost virtuous of wonen

are capabl e of such feelings.
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