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The strange case of Mr. B and Confessor Schedoni: how the characters of the 18th century novel developed under the readership’s gaze then withdrew, post French Revolution, reduced and divided into the Gothic.
Much that powered the 18th century Enlightenment was conversation: the patrons of coffee houses participated in contemporary debate and looked to extend that conversation to the textual.[footnoteRef:1] This created an ever-expanding readership of a new educated class who demanded texts that reflected the time, their interests and their insecurities. The key tenet of the Enlightenment, that the rational man determined his own place in the world, offered the potential for the middle class to expand into the upper classes.[footnoteRef:2] Thus, texts were sought that dealt with social mobility and instruction on social etiquette. The novel then, seems both an extraordinary and yet inevitable response to the Enlightenment and the requirements of this new readership. With it came the ordinary human as protagonist, perhaps the novel’s most revolutionary and democratising element, accessible to those without the benefit of a classical education.[footnoteRef:3] The arrival of Pamela and Mr. B in Samuel Richardson’s Pamela (1740) so heightened reader response to character that they were often received as real humans. [footnoteRef:4] Thus, Pamela is the text chosen to explore the interplay between 18th century protagonist and reader, and the effects that various forms of surveillance had on them both. This will include the intensity of the readers’ reception of Pamela as a kind of surveillance, which could be considered to have helped shape the blueprint for protagonists who had the capacity for growth and change.  [1:  Largely this appeared in sermons, pamphlets, conduct books, and publications like The Spectator (a favourite of the coffee shops). In some ways, their direct conversational tone primed the reading public for the immediacy of the novel, but equally Pamela’s superficial similarity to conduct books, allowed a new form of text to be smuggled in, without a set of rules by which to read it. It was an immediacy of thought between minds, between author, character and reader, a direct route into a reader’s mind that they were not in control of. See: David H. Solkin, Painting for Money: The Visual Arts and the Public Sphere in Eighteenth Century England, (New Haven; Yale University Press, 1993), pp. 2-6, for discussion on coffee houses and The Spectator.]  [2:  This was an enormous shift from the previous dogma of religion or social class determining and fixing one’s place in society. Potentially all humans could now gravitate towards what they wished in life, natural skill and education, growth and development allowing that movement. ]  [3:  Prior to early novels, plotted narrative was the domain of Romances, generally chivalric inhabited by knights and kings, or the epics of antiquity, equally removed from immediate reader identification and requiring the classical education of the aristocracy rather than the new education available to the middle classes that did not have access, nor leisure, to pursue the classics. Interesting insight on how Romance and the novel crossed and diverged in Jerry C. Beasley, ‘Romance and the “New” Novels of Richardson, Fielding and Smollett’, Studies in English Literature, 1500-1900, Vol. 16, No. 3, Restoration and Eighteenth Century (Summer, 1976). ]  [4:  James Grantham Turner, ‘Novel Panic: Picture and Performance in the Reception of Richard’s Pamela’, Representations, No. 48, (Autumn, 1994), pp. 76-77] 

However, by the end of the century, the extreme violence of the French Revolution dealt a terrible blow to the Enlightenment, and the novel and its splintered characters mutated and sheltered in the peculiar safety offered by the Gothic form. [footnoteRef:5] This form saw evil contained separately, as ‘other’ and not as an aspect of the hero, and placed characters in a world often removed from the contemporary by time and space. The Gothic novel, and the consequences to characterisation of its world being one step removed from the gaze of the readership, will be considered through Ann Radcliffe’s The Italian.      [5:  For the relationship of the Gothic and the French Revolution see: Botting ‘The decade of the French Revolution was also the period when the Gothic novel was at its most popular.’ P.3 and Ronald Paulson, ‘Gothic Fiction and the French Revolution’, ELH, Vol. 48, No.3 (Autumn, 1981)
] 

Perhaps the most extraordinary aspect of Samuel Richardson’s Pamela was the response it elicited: that some 18th century readers were reputed to have rung their church bells on reading the marriage of Pamela and Mr. B best demonstrates the investment they had in these characters. The new heroine was what attracted the readers, the way low-born Pamela developed rational argument alongside her moral sensibility and rose to the top of her society; the development of Mr. B from predator to moral exemplum was equally fascinating. The epistolary form of Pamela meant that readers became lost in its astonishing immediacy, their interest and empathy engaged through sensation and sentiment that was rooted in Pamela’s interior world. This immediacy was increased by the domestic setting, and provoked delight and horrified outcry in equal measure which amplified the impact of a text belonging to a genre that was otherwise statistically insignificant.[footnoteRef:6] The effect on the sensations of the reader magnified the novel beyond its bounds whilst, simultaneously, fear of its consequences caused microscopic attention to be paid to the novel and its characters. Pamela broadened out into plays, operas, mimicking books, and Pamela paraphernalia, and was scrutinised in mocking books, and critical and popular debate.[footnoteRef:7] Either way, it seemed, all eyes were on Pamela (and to a lesser extent, Mr. B), so that her character seems shaped by the gaze of both her closed society in the book, and the society of the contemporary novel-reading public, an effect reminiscent of a rudimentary Panopticon. [footnoteRef:8]  [6:  See: Christopher Flint, Chapter Fifteen, ‘The Eighteenth-Century Novel and Print Culture: A Proposed Modesty’, in Paula R. Backsheider and Catherine Ingrassia (eds), A Companion to the Eighteenth-Century English Novel and Culture, (Portland: Blackwell Publishing, 2006) pp.343-344 Flint describes its presence in the history of publishing as modest, with a production of only 1.1 percent in the 1720s, rising to just 4 percent by 1770.]  [7:  Grantham Turner, p.71 and article in general detailing response and effect of that response.]  [8:  Rudimentary in as much as, as Rosen and Santesso note, Bentham heavily qualified his original work on the Panopticon, and questioned its effectiveness, but this is largely ignored later by Foucault when he adapts the concept in his notion of a disciplinary society: being visible and aware of socially acceptable behaviour until it is absorbed internally. But this still seems a legitimate way of considering at least some aspects of socialisation.  See David Rosen and Aaron Santesso, ‘The Panopticon Reviewed: Sentimentalism and Eighteenth-Century Interiority, ELH, Vol. 77, No. 4 (Winter 2010). ] 

We meet Pamela as a low-born child, who has lived away from her parents’ home long enough to be established as a maidservant to a wealthy elderly lady. Clever and becoming, she was clearly a favourite but was also able, in this closed company, to absorb her micro-society’s mores.  Although, at this point, Pamela is clearly not technically imprisoned, this removal and transplantation could never have been under her control. Already then, Pamela was locked into an arrangement, as benevolent as it may seem, where she must absorb from a central point of power how she should be - or risk jeopardising her precarious social position. In a space with little privacy, this would be achieved most quickly by recognising what was acceptable and storing it internally. Therefore, in addition to learning to ‘write and cast Accompts, and [be] made…a little expert at [the] needle’, Pamela also adopted a self-consciously sentimental tone, revealed in the opening letter to her parents concerning the death of her mistress, ‘O how my Eyes run! – Don’t wonder to see the Paper so blotted!’.[footnoteRef:9] Consequently, as the story begins, Pamela is in an arrangement already in sympathy with Bentham’s Panopticon.  [9:  Samuel Richardson, Pamela; or, Virtue Rewarded, (Oxford: Oxford University Press, 2001), p.11] 

The book opens as Pamela’s world is disrupted by the mistress’s death and her replacement by her son (Mr. B) as Pamela’s new master. Pamela must now adjust to a new society with a predator at its head, in which she is the prey. Pamela’s small world is reduced by the continual need to pay anxious notice to where she is in relation to Mr. B: early on, she is already ‘watche’d…very narrowly’ and Mr. B trapped her in the summer-house and ‘put his arm about [her], and kissed [her]’.[footnoteRef:10] She must try and present a behaviour that will not provoke either his carnal attentions or his verbal abuse. Her fear and vulnerability are compounded by her need for his approval as her master, and it is her consistent petition that he may rise to his moral position as a gentleman.[footnoteRef:11]  [10:  Ibid., pp. 22-23]  [11:  This is on countless occasions throughout the book prior to their marriage, and not just to Mr. B, but to all those she writes or speaks to. What begins a naive appeal, becomes honed as part of her rational argument and self-defence, and eventually becomes the standard he does fulfil.] 

However, Pamela will defend herself. Most physical assault can only be headed off with excessive sensation in a series of dead faints, ‘I found his Hand in my Bosom…was ready to die; and sighed, and scream’d, and fainted away’, repeated almost word for word at a more serious rape attempt so bad that she notes ‘I did not come to myself soon’.[footnoteRef:12] However, verbally, even early on in the summerhouse, shocked and innocent under attack, Pamela may not win the argument with Mr. B, but still speaks for herself with intelligence ‘Hussy, said he! Do you know who you speak to!...Yes, I do, Sir… Well may I forget that I am your Servant, when you forget what belongs to a master.’[footnoteRef:13] Pamela becomes increasingly adept at holding her own, until Mr. B declares ‘you chop logick very prettily. What the Duce do we men go to School for?’ and admits his constant attack to ‘have certainly sharpen’d your Invention’.[footnoteRef:14]   [12:  Richardson, p.63 and p.204]  [13:  Ibid., p.23]  [14:  Ibid., p.232] 

Despite suffering imprisonment and increasing observation, Pamela’s moral integrity ensures she her highly scrutinised interior world remains impeccable. Panoptic power fails since she does not absorb the ethos of Mr. B. In fact, imprisonment, intrusive observation and abuse strengthen her moral certainty, supporting the development of her ability to use reason against his attacks. The result is that the gaze of Panopticon shifts to Mr. B.
Being rich and powerful, Mr. B is unaffected by the gaze of society in the novel. This is commensurate with the expected range of the Panopticon, which was not designed to affect his class of humanity, ‘one could hardly expect internalization from the…” superior ranks of life”’.[footnoteRef:15] The intense society-of-one that Mr. B inadvertently constructs in his obsession with Pamela does affect him though. Particularly since when he reads her letters, he looks upon her, as the readership does, with growing empathy and this replaces his lust with love and respect. Perhaps more powerfully though, reading Pamela’s letters turns his gaze on himself as he is being looked on by her, his master’s gaze filtering and legitimising all that comes from her morality. Once Pamela and Mr. B are married and out in his society, the gaze of that society turns on Pamela. This only affects Pamela as far as her feelings of unworthiness recede as she gets the measure of what she joins, and gains her poise. In fact, it is their society that adapts to accommodate the higher moral standards she brings to them: Mr. B’s society responds in much the same way as Mr. B did to her moral sensibility, so that Pamela subverts the power of the Panopticon again. It seems entirely right that the change exerted is not one-directional: society as Panopticon moves backwards and forwards between people, and between people and social ‘institutions’. Such movement is wholly appropriate for the fluidity of 18th century Enlightenment thought. [15:  Rosen and Santesso, quoting Bentham, p. 1053] 

The reader is privy to this unfolding tale through the letters and journals that Pamela wrote for her parents, but is not alone in this somewhat illicit voyeurism and is made complicit in the act of corrupt power, since the letters and journals are also read by the predatory Mr. B. Therefore, though the reader’s empathy and point of view is Pamela’s, they are moved into alignment with the perpetrator of the sins against her.  The novel’s contemporary reader, not only grappling with a new identification with character from the interior, was also confronted with an ambiguous play with gaze. The idea that a reader’s gaze could affect a fictitious character seems unlikely but for the intense involvement of the reader in this unfamiliar relationship, and the fact that Pamela was revised many times, often in response to readers, other novelists and critics. In fact, Rosen and Santesso, and also Turner, suggest Richardson’s later novel Clarissa (1748) was a revision of Pamela.[footnoteRef:16] Bender writes that the revisions of Pamela itself, which occurred in each new edition published, amounted to extensive character adaptation, since there were fourteen editions.[footnoteRef:17]  The effect of the readership’s gaze redresses Pamela’s previous textual subversion of the Panopticon, since the revisions focused entirely on her. Richardson actively engaged with the response to ensure the low-born but moral Pamela was received by the audience with Richardson’s vision of her, adapted where he felt his representation fell short. The main aspect he addressed was the aristocracy’s rejection of the low-born Pamela marrying into their ranks.[footnoteRef:18] Therefore Pamela’s character became increasingly gentrified throughout the editions (colloquialisms and interjections were removed, for example), enabling the marriage to become a more acceptable step up. The consequence of this was Pamela became more measured in her speech and wrote as one who is reflecting past events, rather than reacting to the present; as a result, she and the reader were no longer immersed in the sensations of the moment, and the immediacy was gone.[footnoteRef:19]  [16:  Rosen, p.82 and Turner, p.1046]  [17:  Bender, A. B., Samuel Richardson’s Revisions to Pamela (1740, 1801), (Texas: University of North Texas, 2004). https://digital.library.unt.edu/ark:/67531/metadc4638/m1/12/ Accessed 27th January 2019.]  [18:  And that Richardson’s class rendered him unfamiliar with the ways and manners of the aristocracy and thus, his portrayal of them as a whole was inaccurate. Bender, p.18]  [19:  Ibid.] 

Richardson’s numerous revisions led Bender to the interesting conclusion that Pamela, a novel that once ‘threaten[ed] the fabric of classical hierarchies’, ends after all its revisions as one that ‘stabilizes and strengthens social norms’.[footnoteRef:20] This qualifying and reining-in of Pamela and her social mobility paralleled the changes taking place during the Enlightenment. Near the end of the century, the French Revolution occurred (1789). Although it had many complex causes, its aims were certainly couched in Enlightenment ideals, those of man as a self-determining agent, free from the dogma of Church, class and absolute monarchism. The rising of the French poor against tyranny was in keeping with the Enlightenment, but the terrible violence and needless cruelty exacted shook confidence in, and tolerance of, the Enlightenment ideals. [footnoteRef:21] Understandably, fear reigned, and the optimistic potential that had generally characterised the century so far was bound in suspicion; gone was the confidence of the expanding world that had encouraged development, experimentation and the expression of self-assured opinion.[footnoteRef:22]  Pamela, in its last revision, hinted at the direction the Novel would take in the Gothic form, particularly Ann Radcliffe’s: a fearful reordering of society into the perceived safety of a fixed hierarchical order.[footnoteRef:23] More, with danger on the doorstep, there was a need to draw a line between ‘us’ and ‘other’, between English and foreign; a new nationalism was in evidence in Radcliffe’s The Italian (1797). [20:  Ibid., p.2]  [21:  Paulson quotes Godwin using Burke, ‘“to dragoon men into the adoption of what we think right is an intolerable tyranny”: the French have shown that to overthrow tyranny is to have to become greater tyrants themselves.’ P.538]  [22:  As above, Paulson on Godwin, ‘the orderly process of growing philosophical awareness – a passive process – was dangerously interrupted by the Revolution’. Paulson. p.538]  [23:  Radcliffe dominated the form, and its tone, for the decade or so that followed the Revolution and ended the century. Matthew Lewis and his Gothic novel The Monk was a notable exception: extreme violence and rape explicitly portrayed where, as Hume says, ‘Mrs. Radcliffe merely threatens these things’. Botting notes The Monk was rumoured to be part a response to excesses of Radcliffe’s work, and in turn, Radcliffe’s The Italian to have been written back both to the scandal of The Monk and to those excesses in her earlier work. Therefore, it is in some ways her last word on the Gothic, and the century’s last word on it too, before the Gothic shifted to its 19th century form.  Robert D. Hume, ‘Gothic versus Romantic: A Revaluation of the Gothic Novel’, PMLA, Vol. 84, No. 2, (March, 1969), p.285, and Botting, p.49] 

The Italian, unlike other Gothic novels, does not use the remote past to distance the novel from the reader and their world, but instead relies on its Italian setting, manipulating aspects of cultural and architectural difference to create a Gothic world.[footnoteRef:24]  The reader must follow a shadowy, cloaked figure through a cathedral portico, away from the familiar to a world veiled in difference. Their gaze was now one step removed, as though it had become unbearable, post-revolution, to look directly on even textual anarchy and violence. Better to receive sensation passively, and be led by an author through disorder back to order, than to actively associate with character and text. Separation was also apparent in character, no longer could a villain/hero such as Mr. B stride the world of the novel, no cross-contamination could be risked and Bad must be divided and secured away from Good.[footnoteRef:25] A consequence was that there was no development of the characters, and they became simplified, particularly the Good, and so fixed and static.[footnoteRef:26]   [24:  Of course, it was in a recent past, and so was enough distant that it was pre-French Revolution: quite a different world from the one of this post-revolution novel. ]  [25:  Durant also makes this point. David Durant, ‘Ann Radcliffe and the Conservative Gothic’, Studies in English Literature, 1500-1900, Vol. 22, No. 3, Restoration and Eighteenth Century (Summer, 1982), P.525]  [26:  Sedgwick discusses fixity in the Gothic in the third part of her essay: Eve Kosofsky Sedgwick, ‘The Character in the Veil: Imagery of the Surface in the Gothic Novel, PMLA, Vol. 96, No. 2 (Mar., 1981)] 

The Bad characters could be more psychologically complicated than the Good, as illustrated by Confessor Schedoni in The Italian. Schedoni, claiming himself ‘the slave of my passions’ was a character of excessive sensation who presented a false persona to the world employing a similar excess of reason to do so.[footnoteRef:27]  He assumed the life of a monk, and his fierce devotion masked passions that in his past he failed to control: passions of lust, jealousy, hubris and rage.  Evidence given against Schedoni in an Inquisitional trial revealed details of sins from an old confessional: Schedoni, the younger son of the noble di Bruno family, killed his brother to take his wife. When she refused Schedoni’s hand in marriage, he raped her so that ‘she was…willing to retrieve her honour by the wedding vow’, but he did not gain her love.[footnoteRef:28] Eventually jealously provoked Schedoni to stab her and leave her for dead.[footnoteRef:29] Overall, despite one moment of proper sentiment, when Schedoni wrongly believes that the girl he is about to murder (the heroine Eleanor) is his daughter, the Schedoni we meet at the outset of the novel, is essentially the Schedoni that leaves the novel at his death.  [27:  Ann Radcliffe, The Italian or The Confessional of the Black Penitents, (Oxford: Oxford University Press: 2017), p.322 ]  [28:  Ibid., p.322]  [29:  See Ibid., p.323 ] 

In contrast, hero Vivaldi and Eleanor are essentially blank sheets. Eleanor was beautiful, genteel, moral and poor, and Vivaldi, handsome, aristocratic, moral and rich. His love for Eleanor did not lead to an attempt to seduce her, as Mr. B might, but to a desire to marry her, regardless of the social impropriety. It was Schedoni who, like Mr. B, arranged for Eleanor’s abduction and imprisonment, and who enacted the only erotic moment concerning her as he approached her with his poniard and ‘[drew] aside the lawn from her bosom’.[footnoteRef:30]  [30:  Ibid., p.223] 

Vivaldi suffered trial after trial, thanks to the machinations of Schedoni: losing, finding and rescuing Eleanor, and surviving the inquisition. He weathered other challenges too. His sentiment for Eleanor, that threatened to ‘disrupt’ the social order with their marriage, was resolved by the revelation of her noble birth so that Vivaldi had never really been improper. Episodes of supernatural terror temporarily disturbed Vivaldi’s equilibrium that he countered by reasserting his certainty in reason, that was proved justified by the end of the novel. Yet, after all his ordeals, there is no sense he has done anything more than remain right: the character is the same reasonable, moral human that began the tale. Similarly, Eleanor is unchanged by her trials of abduction, imprisonment and an attempt on her life. Like Pamela, she retains her moral sensibility and gains a marriage, yet she gains none of Pamela’s resourcefulness, power of debate or insight into people and the world. 
In a reversal of Pamela and the movement of the 18th century novel, plot in the Gothic became more complex and important than character. Characters, forced by Pamela to the heart of the reader’s focus, were divided by the Gothic novel, and the unfamiliar setting veiled them from the reader’s gaze. All the potential felt, debated and shaped by Pamela’s readership, unfamiliar with the form but used to conversation and debate, was silenced by a fear that crept into the novel. This fear made the reader’s gaze passive, and uncertain: without characters that develop for them to engage with they were watching exciting scenery and action, but not really looking.  This fear began the dividing that would become doubling of the developing Gothic, but the two aspects and possibilities of Mr. B, that split into a dark Schedoni and bland Vivaldi, would not inhabit a single body again until the arrival of Doctor Jekyll.[footnoteRef:31]   [31:  A slight poetic license, perhaps the arrival of Heathcliff would be more accurate.
] 
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