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ABSTRACT

Recreational fiction is a mejor component in the
collections of public libraries. In the past, there was
considerable debate about whether such fiction should be
included irn public libraries at all. Its inclusion is riow
taken for granted but there is little discussion amongst
librarians of such fiction in theoretical or philoscphical
terms. Thise work ies an attempt to provide an outline of

possible bzses for such discussion.

In the first section verious approaches to fiction are
oputlined. FParticular emphasis is given to the archetype/myth
theories represented by Frye and Campbell, the formula theory
of Cawelti a2nd the pevchological theories of fiction such as
those of Holland and Lesser. Some comparisons are made with
Bettelheim’s theories ot the importance of fairy stories. The
sociological approach to fiction, such as the work by dMann,
can be helpful in correcting misinformed sterectypes of
readers of light Sfiction which librarians may oOtherwise

zccept without guestion.

Historical romanhce is taken as an example ot
recreational fiction and is discussed in the two subseqguent
sections. The First section deals with the particular
problems of dealing with light historiceal fiction. The

development of the historical novel is outlined and some of



the problems of dealing with history in & fictiocnal form are

discussed.

The final section deels with historical romarnce as a
form of romantic fiction. The particular features of this
area of light +fiction are compared with the general
statements on fiction dezalt with in the first section and
with other forms of recreational fiction. ‘From this
discussion, it seems that the theories of fiction are
applicable to  historical romantic fiction although no  Ohe

theory is sufficient.

It is argued that librarians should be aware of a range
of thecories of fiction in order to be able to provide a
philosophy of fiction provision in public libraries.
Although librarians no longer appear to be openly hostile to
the inclusion of non-serious fiction, it is fe2lt that until
there is &a more general awareness of the various ways in
vhich fiction can be analvyvsed and the possibility that
popular fiction in factOappugi!sOto the psychological needs of
its resders, fiction budgete will be endangered in timés ot

economic recescsion.
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SECTION ONE.

Light fictiocn.



Chapter 1.
Introductiocn.

BEecause thic thesis is the result of about seven year’'s
part time work, this introduction =&adopts an  historical
approach to the way in which the topic develqped to this
stage. It is considered that this approach will explain the
tevt which follows - what I have included and what I have
=xcluded, the way irn which research was conducted anid &

gereral  oputline cof the text which follows in the re

n
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worlbo,

During the time in which I worked in & public library,
it becams evident that there was an ares of fiction with
which I was gensrally unfamiliar, even  though it was
extremely popular with library users in general. Ihdeed,
zuthors of whom I khad never heard were "household names’ to a
large proportion  of our readers. (33 I had previously
qualified as an English teacher, my unfamiliarity with an
area of fiction in such high demand rather surprised me.
Gradually I began to wonder at poscsible deficiencies in an

approach to literature entirely based on ‘approved texts’.

Thus I became interested in this ‘different’ kind of
fiction which seemed to live a life of its own in & culture

of which I had been largely unaware. My pwn reasding had been

ot
m
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=1y determined By studies. Other than . ccocasional
detective story, I hzd read mainly non-fiction (history and

biography) and some fiction by wsll-known authors of the more



literary lind. I had spent much time in academic librariec
but had little experience of general public library
collections. Since, however, the wusers of the library in
which I worked were avid readers of this fiction, I felt I

should pursue the subject in greater depth.

During this time, I discovered from talking with fellow
public librarians that there waes a considerable body of
knowledgse about this fiction at one level - what one might
call the ‘who writes what® kind of knowledge which is so

valuaeble to the librarian in daily contact with general

readoers There was, however, little evidence that there
sxizted any theoretical foundation to this Lnowledge.
Indeesd, although librarians often read this fiction to help

them deal with the gueries from thsirv readers, the tone in

which it wze discussed often seemed rather dismissive oOr
patronising - even from  librarians who appeared most
concernsd viith the needs of their users. Bruwer has also

noted this reluctance on the part of librarians to seriously
discuss the provision of light fiction in public libraries.
I hie thesis he cites Totterdell as indicating that
recresaticnal fiction is consistently igrnored by theoreticians
of public library practice (Totterdell, B. cited in Bruwer,

M. (1ee

h)
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2) and Campbell as talking in terms oOf an
"unofficial conspiracy of silence"” about fiction and as the
promotion o©of fiction being seen in terms of professional
dislocyalty (Campbell, A. cited in Bruwer, M. (1982) page 10).
On & more personal note, atter the paper given at the
Brisbane conference of the Library Association of Australia

(Carmichasel, L. (1984) ), Bruwer approached wme to express hils

N



pleacure in finding somebne else who was prepared to defend
light #fiction and said that while researching his thesis he
had ercountered some hostility to the inclusion ot light

fiction in public libreries.

It seems, however, that librarians are prepared to
provide light fiction because it is what their readers want
but there is little consideration given to why theilr readers
want it. There is little attempt to justify its inclusion on

any but pragmatic grounds.

This unthesoretical ocr  pragmatic approach to the
inclusion of light fiction in libraries is in contrast to =&
trzdition  of arguments against its inclusion which at least
exhibit an internal consistency. Such arguments suggest that
light fiction is harmful, or at least inferior and therefore
cshould be excluded from collections paid for from public
monies. To argue that we should include light fiction-in our
collections even though they are harmful or inferior simply
becaucs & considerable proportion cf pur users desire them
znd they male our loan figures locok respectable seems to be
pragmatism cf a very cynical nature. I wished to investigate
the neture and appeal of light fiction in this light to
zctzblicsh whether or not there were mbre appropriate ways in

which to justify the inclusion of light fictiocn.

Conssgquently I began the investigations which have led
to thise study. The fundamental guestion was why readers
should choocese light firtion - and particularly why they
cshould wich to read it in considerable guantities. This, of

Course, raised the guestion of how light fiction diftfered

2]



from other kinds oOf fiction, especially literary novels.

In seeking answers to these guestions, it scon became
clear that, in order to focus the study, I would have to
rectrict the topic to a particular type of light fiction. My
personal tazste mwmay have 1ed to the choice of detective
stories but I realised that there had already been some work
done in that area. In addition I wanted to approcach the

subject with as few preconceptions as possible and to ensure

that therse was some SCORE for originality. Certain types of
story I did not feel able to tackle. War stories, westerns
and thrillers seemed inappropriate to Ty interests.

Historical fiction seemed most appropriate because of Ty
long-standing interest in history. Despite this interest, 1
hed read very little historical fiction. It seemed & popular

C

m

tegory and I could zppreach it with few preconceptions. My
impressions Were later confirmed by Spiller’s study which
indicates that historical +fiction is indeed & #Dpular
rategory. Irn the libraries he studiesd, historical romance
accounted for ten per cent of the loans. This was relatively
less popular than mystery stories (twenty seven per cent) and
romance {twelve per cent), but still a relatively important
category in terms of its appeal (Spiller, D. (19380) page

243) .

Nevertheless, the choice of historical fiction did pose
certain problems. Firstly, this category of fiction raises a
guestion of particular importance - namely, why do readers
choose to read hictorical fictien rather than historical
fact? Secondly, historical tiction EenCOoOMpasses a

particularly wide tradition. Historical fiction enjoys &



relatively high status with librarians (Bruwer, M. (1982
page 20), at least in some of its forms. This may be because
historical fiction, perhaps more than any of the categories,
seems to  encompass the entire spectrum of fiction from its
litersry origine with Scott to the work of Barbara Cartland -
2 nams which seems to be associated with all that is bad ih
terms of light fiction. Her name is freguently cited in
conversations about light fiction, even by people who hasten

to &add that they have never read any of her works.

In part, comments about writers such as Cartland which
I h=ard in the course of my work confirmed my decision to

concentrate on historical romance rather thean more sSerlous

hictorical novels as far as possible. There seemed toc me to
be a particular prejudice against romantic fiction. The
publishers Mills  and PBoon seemsd patrticularly to be

gssociated with the guestions of light fiction in libraries
arnd to evole reasctions from librarians about limiting their
light +fiction collections. I began to wonder whether this
might have something to do with the fact that the form
appealed particularly to women. Evernn though most librarians
are\women (Rochester, M. (1922b) page 251), I was aware that
WomeE N =2lzo subscribe - often without realising it - to the
basically male definitions of ‘culture’ and ‘acceptability’.
This peocint will be discussed in greater detail in dealing

with romantic fiction. Readers of a Form which is =]
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rigrated obvicusly do not read it for any "kudos’
which may accruse from being krnown to read i1t. Indeed, many
readers of romantic fiction are apologstic about their choice

of reading matter. I+ vromantic fiction is read in great

o



guantities, it must be from some inherent satisfaction to be
derived from the form itseldf. As my study progressed, I
became more convinced that romantic fiction appealed to women
because it fulfilled = need much deeper than was generally
believed and I was much relieved to find that other writers

shared this view.

Having decided upon the type of fiction I wished to
study, I besgan & course of reading which involved both non-

firtion csources on fiction in general and con cother specific

L

genres of fiction, csuch a5 the detective story, as well as
what could be found dealing with  historical novels oOr
romantic fiction in general. In addition, historical romances
wer e read as 'primary sources’ to complement =nd add to the
insights which could be provided by the studies of cther
writers in the field. I attempted to read as many types of
historical fictiorn as possible and included the - mwore
‘masculine’ versione of the caetegory such as the hautical
hictoricael fiction of Alexander Kent and so on as well as the
very popular ‘women’s  writers’® such as Jean Flaidy and

Ezrbara Cartland.

The guantity of historical fiction available is Vvery
large, but there did seem to be some differences between
Britisk and Amsrican historical fiction. Consegquently, I
limited my reading to British authors although I did not
attempt to follow up the guestion of author’s origin further

than the details as gleaned from the book itself.

fAs far as possible, I sttempted to choose my fiction in



the way that general public library users do - I did rnot make
a detailed list and a2 random selectiocn Ffrom it but
deliberately ‘browsed’ and made my selection from the books
themselves. The signiticaent difference between my choice and
that o©of the general resder was that I particularly tried to
choose a5 wide & range of suthors 2 possible rather than
preferring worke by the authors that I came to enjoy (such as
Morah Lofts). I deliberately chose works that were not to my
personal taste, as far s I could tell from the dust jacket.
This allowsd me to gain an imprescion of a wider variety of

historical! romances.

All the fiction books chosen were in the Drdinary stock
of either the Elizabeth Public Library or the Prospect Fublic
Librarwy an& were indicated as being ‘historical’. The first
of these was the library in which I was working when I began
this study. Nhenb I took a job in a different area of
librarianship, I made use of the public library in my area of
residence. The FProspect Public library opened only during
the course of my investigetions. I did not resort to inter-
librarwy lpan or reservations because I wanted to retain as
far zs possible the characteristics of =2 general, browsing
borrower. I feesl, therefore, that mwy impressions of
hicstoriceal romance are founded on tﬁe experience that a
rnormal user of public libraries might well share. The list
of ficticn cited at the end of this work is selective in that
I did not rnecessarily include all the works of a given author
that I had sctually read. I have alsec included some works by
American rnovelists which were read at the beginning of my

investigations while the bounds of the topic were being



esteblished. The bibliography of fiction 1s, therefore, a
representative sample of the materials which I have used in
judging the usefulness of comments of writers who have
written ébout recreational fiction in general or romantic

fiction in particular.

In addition to reading historiczsl fiction of as  many
ltinds as possible, I conducted a minor survey of readers of
ﬂhistorical fiction &at the Elizabeth Public Library. The
resulte of that survey are not included here becsuse the
findings could add rnothing to the work which has already been

dons in this field by people much more competent in such

.,‘
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roh. Indeed, the wmain purposs of the survey was to let
users know that I was interested in the subject of historical
fiction of 211 kinds. In terms of these limited aims, it was
very successful. A number of users took the opportunity this
represented to talk to me about historical ticticn of all
kinds ~ not only at the time of the survey itself, but for
z11 the rest of the time that I worked at the Elizabeth
Fublic Library. Nevertheless, the findings of §h15 informal

survey provided ussful background to the rssding of this type

of fiction. As with the reading program described above,
this survey provided a framswork of sxperience within which
to judges the non-fiction sources which I read. For the same

resson, I conducted a survey of the biographical entries in
"Cunmulated fiction index". As the results of this survey may
te of some interest in themselves, the survey is - described

arnd the findings summarised in Appendix One.

In dealing with the topic, I have divided this work

into three main sections. The first section deals with

m



general concepts and theories with respect to light fiction.
It is not possible to deal with all the ways in which fiction
can be discussed and I have therefore concentrated upon ways
which have seemed sppropriate to the discussion of the

parficular Lind of fiction in which I am interested and for

which my conventional Ernglish literary education had so
little prepared me. The first section also centains a very

brief summary of the arguments for and against the inclusion
of light fiction in public libreries. Although this is seen
zs a3 minor questicn since the inclusion of light fiction in
libraries is now largely taken for granted, it was not
poesible to entirely igrnore this guestion. As I. have
menticned, zlthough the inclusion is now accepted, it seems
to me that librarians must now come to a fuller understanding
of the role of light fiction, rather than & simple
acceptance. In order to suggest this, it seemed necessary to
establish how the present situation may be seen in & wider

context.

The subsequent sections are an attempt to apply the
general concepts discussed in the first section in relatgon
to historical romance. Because of the problems of trying to
deal with this ‘hybrid’ of the historical and the romantic
forms, it was found necessary to divide this analysis into
two sections rather than one. The second ssction deals with
the historicel novel in general. It is not possible to
examineg these historical romance without placing it in  the
rontext of the historical novel in general because many of
the issues raised apply to both the literary genre as a whole

as well as to its more popular manifestation. Furthermore,



there are a number of aspects which are particularly
applicable to the historical novel which are not addressed
to the same extent in general discussions of fiction. An

obvious exemple 1s the qguestion of the relationship between
historical fact and historical fiction. The third section
deals with the topic of romantic fiction and ealthough it
cometimes refers to romantic fiction with a contemporary
setting, it ie basically concerned with historical romantic

fiction.

To have attempted to deal in one section with
hicstorical romance in terms of the gerneral overview of the
thepries applied to fiction would have been unwieldy, but
splitting the topic into three sections has necessitated

some degaree  of repetition and retesrral betwesen the three

Wl

sections. This approach was felt to be preferable since it
tae permitted a wmore sustained analysis of the specific genre
of Fistorical romance in greater depth than would otherwise
be possible. If we as librarians are to attain the degree of
understanding of light fiction that I have advocaﬁed, vie nust
'begin with such descriptive analysis of specific genres.
Clearly, there remains a great deal toc be done in the
development of theories applicable to the treatment of light
fiction in libraries. This thesics is an attempt to assist in
this process by a close analysis of cne particular form of

recreational fiction.

10



Chapter 2.
General comments upon fiction in public libraries.

Fiction i & major component of every public library’s
boolketock and loan figures - Spiller puts the proportion of
_1pans as high as &0 per cent (Spiller, D. (198C) page 238),a
figure alsc given by Atkinson (Atkinson, F. (1981) page 16).
Bereleson gives a figure for the proportion of adult reading
which mavy be regarded as light fiction as betuween &0 and 20
pevr cent (Stevensoh, G. (1977) page 179).AL the same time,
there sesms to be little understanding of %iction of the
rltighter’® kind by librarians, acs opposed to familiarity with
it. This, at least, is the conclusion that ons may draw from
the relative la;k of articles on the subject in the
professional literature of librarianship {Spiller, D. (1980}
page 23T8). As & high proporticon of librarians have an arts

1
baclkground (Rochester, M. (1927a) pages 146-147) it is

probable that mwany have studied English literature to a

m

relatively high level and vet, as will be showr below, much
of the Ffiction contained in public libraries is not

sppropriately discussed in ways which are use%ul +or  the

Rochester indicates that of 184 students completing
graduate diplomas in librarianship in 1981, 120 held
bachelor degrees in Arts and 15 held bachelor degrees
in Sciences.



discussion of sericus literature. Spiller indicates that &9
per cent of the library users that were gquestioned had chosen
Books by category (Spiller, D. (1980) page 250) and that
recreational fiction accounted for more than 75 per cent of
the fiction that was being returned (Spiller, D. (1280) page
242 . This suggests that serious fiction accounts for a
relatively small proportion of fiction borrowed from public
libraries and so it seems reasonable to ask what similarities
and differences there are between the kinds of fiction read
and studied as "literature’ and the bulk of lecans from public

libraries.

gpiller wuses Mann’s definition of the two types of
fiction that is:

serious fiction: wiriting which challenges the reader’s

attitudes and beliefs

recreational fiction: writing which reinforces the

reader's attitudes and beliefs. (Spiller, D. (1580)

page Z241). '

They are not alone in seeing the difference in these
terms. Gerard, more scathingly, talks of light fiction as
‘ripud-cliche-cuckooland’ while talking of serious fiction as
asking the reader to examine attitudes that he takes for
granted (Gerard, D, (1%9&4) page 38). As will be seen below,
this method of distinguishing between serious and light
fiction has spme merits in a linguistic sense. It seems to
me, however, that it is impossible to attempt a distinction
on the basis of the reader’s attitudes to the content in

thess terms.

Irn the first place, readers read for many reasons. What



ie read as entertainment by one reader may be read for a
serious purpose by another reader. I have, in the course of
the years in which I have been engaged upon this thesis, read
many romantic and historical novels as ‘primary source’
materizal and certainly not for the same reasons as the
v

genuine’ public library user who has come in to lcok +for

reading matter without such a need.

In addition, it ssems most likely that what is shocking
to the assumptions of one reader will be utter
conventionality toc ancther. £t a simple level, this fact is
well krnown to any librarian who has tried to ssttle the
ruffled feathers of a reader indignant at finding that what
wzs borrowed as a2 detective story was utterly shocking
becaucse it "contained four letter words all the way through".
When it is obvicus from the condition of the book that 1t has
been borrowed many times without apparent offence, one must
zssume that many of the readers have not found the content at
all shocking. Tt also seems unlikely that readers can always
read what ie shocking to their fundamental assumptions about
life. I1f they were able tc do so, it‘would ornily be if such
shocks made little lasting impression and hence had little
genuinely educative value. There are, furthermore, many

worltes which are of generally accepted literary merit which

are in no way shocking to my fundamental beliefs - such as
the works of Jane Austen - while I have had great difficulty

in accepting the fundamental assumptions inherent in some of
the historical romances I have read. The ‘bodice-rippers’,
for example, have acssumed that a woman can learn to love a

man who has rapesed her. To judge literary merit solely by its

13



capacity to question values, then, would make such judgements

extremely subjective and probably oper to social class bias.

In addition to the problems cutlined, there is alsoc a
danger thet the kind of distinction made by Spiller and
Gerard will degenerate into a conclusien very close to
pessimistic = sericus literature, optimistic = light fiction.
Kister seems toc be in danger of doing this when he says

. while the classics are read by a literary minded

few, the wvast majority of adult readers in England

prefer current light fiction to the standard classics
or the serious modern novel which, with its jerring,
freguently distasteful themes and mood of ugly

alienation, is almost completely ignored. (Kister, K.

{(19567) pagsS1io)

It seemz to me that attempts to definse light and
sericus fiction based upon the intention of the writer are an
much  surer ground - if only for the simple reason that while
fictional works are occasionally the result of joint
authorship (ag in the case cof Sergeanne Golon and so on) they
usually have only one, krnown, author in comparison with
innumeréble, unknowin, readers. Thus an author’'s proclaimed
intentions, unless bearing manifestly no relation to the

work itself, should form the basis for classifying

literature.

John Miles began a review with a statement which neatly
summarises the distinction between novels using the ‘author’s
intention’ approach;

Two totally different forms of writing exist, both

loosely known as novels. There is the kind that

explores and offers insights intoc human experience
produced from deep within the writer with creative

14



originality. There is the other kind, written to a
formula to meet proved demand for entertainment with
smooth craftsmanship. (Miles, J. (1930) page 25).

The difficulty w;th any tyﬁe of distinction is that it
suggests that the different types of fiction are clear-cut
and mutually exclusive. In fact, it seems much more useful
to envisage the different typss of writing as a continuum
along which individua; works can be metaphorically placed
closer to one extreme or the other. Cawelti, whose ideas
will be discussed more fully later, stresses the idea of a
continuum in discussing what he describes as ‘mimetic’ and
‘formula’ ficion by indiceting that eéch, to be successful,
must include elemsents from the other type of fiction

(Cawelti, J. (197&) page 39).

Indeed, it is not even possible tD‘place the same book
in the same category of ‘light’ or 'serious’ over a period of
time. There have been innumerable cases of one gerneration’s
classic being the next generation’s entertainment - if not
completely ignored. The case of Scott is an obvious example,
given the main emphasis cf this work. The reverse situation
ie alsoc common. Slavitt guotes & British don as saying that
in his vyouth Spenser was read for work and Hemingway for
pleasure whereas undergraduates at that time (about 1273)
read Hemingway for work and Tolkien for pleasure. Slavitt
notese that it would not have been difficult at the time when
he was writing to find cases in the United States of America
where Tolkien and Vonnegut were assigned texts (Slavitt, D.

(197Z%) page &08).

Radway's attempt to distinguish between light and



seripus fiction on the grounds of the language used seems, in
some wWays, to be a compromise between the views expressed
above. She discusses the distinction between the Creative
and Empirical uses of language (Radway, J. (1978) page 90).
Talkking in a linguistic, rether than a literary context, she
claims
It is my belief that the texts we traditionally label
‘popular literature’ or: tend to dismiss as ‘mass
entertainment”’ are those which choose npot to violate
conventions, upset expectations or create new forms...

These texts are fundamentally referential in that their
conservative use of literary and linguistic Fforms

enables the reader to discern automatically the

traditionally accepted significance or meaning

associsated with these forms. (Radway, J. (12783) page

).

Radway stresses the dual nature of language and
literature - each with their conventions and "strategies for
reading”. Indesd, because creative expression is always

initially dependent on empirical expression, which is itsel+
the result of some previously completed creative act, it
seems clear that eqgual status must be accorded to both.

(Radway, J. (1273) pag=s 7).

This seesms a2 most useful contribution to the analysis
of light fiction == opposed to serious fiction, although the
level of analysis of individual works suggests that such a

theory is at present more suited to academic analysis rather
than to the needs of the practising librarian for a method of
assessing light fiction. It seems unlikely that a practising
librarian would have the time to engage in the detailed

linguistic analvysis of individual works. Nevertheless, if

more empirical methods for the distinction between light and
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serious fiction a&are to be found, this seems to be & most
uvseful conjunction of the reader-defined and writer-defined

methods of distinction.

It is certainly not possible, as 1t is opccasionally
suggested, to distinguish between seriocus and light fiction
on the basi; that the former deals with reality and the
latter with fantasy. Kaupp, for example, clearly indicates
that, to be successful, light +fiction needs to include
elements of confrontation with reality as well as escape from
it (Kaupp., F. (197%) pages 240-241).Slavitt alsc acknowledges
the need  for &  tvpe of reality in light +fiction. He
implicitly guestions the normal librarian’s division of books
into fiction and non-fiction and discusses a third category -
ficticnalised fact. Mpst best-sellers are of this last kind
(Slavitt, D. (19?3)‘page &10) . Books such as those by ﬁrthur
Hailey’s "Hotel” and "Airport" are thoroughly researched for
accuracy of setting, although his characters have been
. described as "...cyphers vainly struggling to be stereotypes”
(NOVELS AND NOVELISTZ (1980) page 152). Realism in setting
is not accompanied by realism of motivation and

characterisation.

Such *fictionalised fact® is a particularly relevant
category in the discussion of historical fiction since it
would include fictionalised bicgraphies of the type written
by Jean Plzidy and many cthers. The questiocn of fact in
fiction ic more fully discussed in the section dealing with

historical fiction. Nevertheless, it might be noted here that
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the seeming unreality and predictability of light fiction
are in fact not only deliberate but alsoc functional Cawelti
has wused the term 'melodrama’ in a2 modern sense to discuss
worlks such as the "Godfather", Mander has used this sencse of
the word to discuses the peopular television series "Dallas"
but what she has to say is equally relevant to light fiction.
Melodrama involves the heightening and exaggeration of
gesture and hyperbolic dialogue as well as conventions of

plot and charzacter. Mander argues that

The heightened emotion and exaggerated mannerisms
render = viorld in which representation or
verissimilitude is lacking. Yet it is this very

guality which allows us to enter not so nmuch the domain
of reality as the domain of truth. (Mander, M. (1983)
page 48).

The ceries deals wiith issues such as the nature of
power and

.. the central darkness, the inexpressible abyss at
the centre of what it means to be human. It is because

the moral realm it bespealls is not visible that the
exaggerated and hyperbolic are essential to
melodrama. (Mander, M, (19283) page 48).

Degpite the difficulties involved in making a
distinction betwuween light and serious fiction, those
librarians who have written on the subject of fiction in
public libraries have usually advocated some kind of
distinction,. Indeed some have evinced hostility to the
inclusion of light fiction in libraries despite - and even
because of - its popularity. In "Fiction librarianship"
gtkinson provides & summary of the discussion which has taken

place in the literature of librarianship for well over a
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hundred vyears. The debate seems to have been particularly
prominent in the 1950°'s and to have assumed less
significance as attitudes towards the nature and function of
public libraries have changed (Atkinson, F. (1931) page
27).The arguments which have changed little throughout the
debate, are summarised by F.G. New. in his article written in
1955 (New, P. (19535) pages 149-153). It seems appropriate to

review the major arguments here.

Arguments listed by New against the inclusion of light
fiction in public libraries include, firstly, the cost. It
i felt that the money spent on light fiction could be put to
better vee elsswhere. It is argued that public money should
not be used to provide entertasinment and that commercial
provision of light fiction is adegueaete (New, P. (195%) page
14%) . Here it should be pointed ocut that the situation with
respect to commercial provisiocn of light fiction is not the
came as it was when New argued this - commercial libraries
are now almost non-existent (Atkinson, F. (1981) page 16).
Book exchenges may be cited as a ccntemporary,’ non-library
method +§r the provicesion of fiction, although Bell suggests
that if books such as those published by Mills and Boon
were rnot supplied by libraries, they would be bought (Bell,

F. (1927477%) page 210).

This seems to be the librarian’s eqguivalent o+f "let
them e=2t cake® - it certainly assumes that readers of light
ficticn are not alsoc buyers of fiction. This is assumption
ies questionable in the light of the studies of Mann intoc the

readership of romantic fiction, which are discussed more
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fully in the section dealing with that particular form. It
is also in contradiction to Spiller’'s findings that in fact
readers who borrow fiction also bought rovels. Indeed, some
bought books that they knew they would wish to re-read having

first read the library copy (Spiller, D. (1980) page 255).

Nonetheless, and especially in times of _economic
stringency; the financial considerations of the provision of
light fiction are important and are exacerbated by the fact
that irncreased expenditure on this form of material leads to
increased demand and the establishment of a vicious circle in

terms of cost (Mew, P. (1935) page 149).

Ir addition to the problems involved with the cost of
the proviceion of light fiction, there are problems of user
attitudes. fAgain, the circumstances in which New wrote are
not entirely the same as those which exist now. He felt that
the inclusion of light fiction would cause confusion in the
mind of library users between the commercial and the public
libraries and a lack of appreciation of the differences
between them which could lead to a devaluation of the
importance of public library provision. He also felt that
the public library system of shelving and so on was
inappropriate to the reader of light fiction ( New, P. (1955)

page 149).

Spiller, whose +indings on this matter are discussed
below, found a preference +for indicaticon of category in the

case of light +iction (Spiller, D. (1980) page 2Z2Z51). New, oOn
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the other hand, assumes that library shelving practices will
be determined by philosophical considerations of the
library’'s function rather than in accordance with  users’
needs. An attempt on the part of the Elizabeth FPublic
Library to overcome this problem indicated that the views
expressed by NMNew wviere certzinly not dead in the late 1970’'s
The library’s <ehelving of fiction was converted from
elphabstical, author arrangement to errangement by
categories, where appropriate. Despite the fact that all
cataloguse &and shelf list entries indicated the category of
the book so that a uwuser interested in locating a Sbe:ific
item could still find the title with a minimum of difficulty,
ve still received a certain amount of criticism (from
librarians - not from users ) for adeopting methods suitable
to & commercial library. The implication of this criticism
wizs that the methods of a commercial library were 1In some way
unsuitable Ffor a public library whereas it sesems to me that
public 1librarians should be willing te adopt any methods
whick seem suited to the basic objective of providing users
with the materials which they regquire. In opening Library
Weelk on 14 Ssptember, 1984, M. Young, the Special Minister of
State, indicated that public librarians should seize
contemporary wWays of dealing with contemporary problems
(Young, M. (1984) ) and this attitude is not compatible with
dismissing suitable means on the grounds of their commercial

origins.

Mew continues the argument asgsinst the provision of
light +Fiction in libraries by indicating that i+ less were

spent on light fiction more could be spent in supporting the
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publigehing of less commercially viable publications and
concludes with a2 survey of the possibly harmful effects of
light fiction, which will be discussed more fully below (New,

P. (195%) page 1S0).

In pursuing the positive side of the argument for the
provision on light fiction, it is clear that New's sympathies
are with the negative argument. As noted above, he dismisses
the argument which suggests that public money provides public
libraries and should therefore include all kinds of books,
including entertainment. New, as one might expect at the time
vihen he wrote, does not mention the use which can be made of
light fictiecn as an aid to the newly literate, wihich 1 have
discusssd more fully in a peper written for the LAA Brisbane
conference (Carmichael, L. (1924) ). Treuherz zlso suggests
that Mills and Boon fiction has a place in the retention of
literacy skills (Treuherz, T. (1224) page ES4). New does
suggecst that light fiction could be used for other special
groups such as the aged (New, P. (1955) page 152). A {fuller
treatment of the special needs of aged readers aﬁd the use of
light ficticn is offered by Buswell (Buswell, C. k1971) pagés
467-476) . New does not seem to consider whether this
approach is an unsatisfactory response to the special needs
cf the aged because such treatment expresses an inherent
attitude which can be seen as condescending, if not

patronising.

New cites the argument that public libraries cannot
exclude light fiction without losing completely some

readers who do not belong to the special groups allowed light



fiction. Again, his assumption that these readers can be
satisfied by subscription libraries is no longer justified
(New, P. (1955) page 150). As Treuherz comments, though,
that

Ohe sencses that the demise of these libraries would not

have altered his viewpoint. (Trevherz, T. (1984) page
S3).

New perceives the major argument in favour of the
provision of light fiction being that it may serve to lead on
to something better, although he guestions whether it does
not, in fact, merely make the choice of the ‘better’ more
difficult. Similarly, he dismisses the argument that the
reader of light fiction may be experiencing many of the same
bene%its 2= a reader of more serious fiction on the grounds
that there are Sooks which are easy to read without being

*brutsl or sentimental’ {New, P. (1955) page 1350).

It may be seen from the above summary that arguments
used both Afor and against the provision of light fiction
tend to be based upon the assumptiorn that light fiction is an
inferior form of serious fiction. It is assumed that serious
fiction is properly included in public library collections
but that, because light fiction does not fulfil the same
functions, it may be excluded with no evaluation of its own
merits. Thics is often because it is assumed that serious
fiction may be beneficial but that light fictiocn is  harmful.
Gans identified four major criticisms of popular culture 1n
general which are alsp a relevant summary of the ways in

which light fiction has been seen as harmfulj
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1. The negative character of popular culture creation..
Popular culture is undesirable because, unlike high
culture, it is mass-produced by profit-minded
entrepreneurs solely for the gratification of a paying
audience.

2. The negative effects pn high culture. Popular
culture borrows from high culture, thus debasing 1it,
and also lures away many potential creators of high
culture, thus depleting its reservoir of talent.

3. The negative effectse of the popular culture
audience. The consumption of popular culture content
at best produces spurious gratifications, and at worst
ie emotionally harmful to the audience.

4.The negative effects on spciety. The wide
distribution o©of popular culture not only reduces the
level of cultural quality - or civilization - of the
society, but alsp encourages totalitarianism by

creating a passive audience peculiarly responsive to
techniques ©f mass persuasion used by demagogues bent
on dictatorship. (Stevenson, G. (1977) page 198).

At timss sven the terminology used betrays this basic,
regative attitude towards light fiction. Indeed, the
nrovisior of light fiction has often been discussed in terms
of = "problem"” as Whiteman does 1in talking about pay-
collections as a solgtion (Whiteman, FP. (195&) page 543). In
some cases the negative connotation of the terminology is
even more explicit, such as the use of the term
"Trivialroman" by the German writers, Slavitt’'s (Slavitt, D.
(19723) page 608) and Bold’'s (Bold, R (1920) page 1133)
"Trash" and Kister’s "pap fiction" (Kister, K. (1967) page
S1). "sub-literature®" has alsoc been used more than once
(Atkinson, F. (1981) page 10), (Anderson, R. (1974) ). In a
more general context, Cawelti notes the tendency for formula
fiction to be described in terms of "pejorative opposition”
such as "lowbrow culture” as opposed to "highbrow culture”

(Cawelti, J. (1976) page 13).

At times the attitude to the form of fiction is even
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transferred to the reader in such a way that a reader of
ceripus fiction may be described as & "guality reader "
(Steinberg, H. (1972) page 752). Sometimes this negative
attitude to readers (and writers) becomes apparent in the
discussion of the appeal of light fiction. Slavitt may again

be guoted:

Baldly shorn of the brand names and the hypertonic
prose, the ideas of the hacks (and of their audiences)
ampunt to an egalitarian snarl, not from or even on

behalf of the truly deprived, but on the part of the
middle class. (Slavitt, D. (1273) page 610).

It should be pointed out that Slavitt is discussing the
‘best-seller’ ace opposed to the more general work of light
fiction. Nvye (Nve, R. (1970) page 54) discusses the
distinction between ‘best sellers’ and 'popular fiction’ more
fully, but essentially light fiction achieves its popularity
with little <fanfare and almost none of the publicity which
‘accompanies the best-seller. A similar sentiment, however,
is expressed by Leavis who talks about popular writers who

.. work upon and solidify herd prejudice and .«

debacse the emotional currency by touching grossly on
fine issues. (Leavis, 8. (1965) page 6%5) Z

1t rcan be seen from these comments that light fiction
is seen as particularly harmful on aesthetic grounds. As Hatt

commentess

...the aesthetic doctrine... rests on the assumption

N

Wherever the name Leavis appears in the text, it should
be read as ©@.D. Leavis unless otherwise stated.

N
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that the reader takes socmething away from the reading
act: that his sensibilities are refined and sharpened,
his response to life conditioned in some measure by his

reading experience. The assumption of a direct
connection between literature and life is all
pervasive. Crudely, good reading is supposed to be

good for You...

If most literary criticism rests on the assumption that
good reading is good for you, then the corollary of
that assumpticn is that bad reading must be bad for
you. (Hatt, F. (1976) pages 85-86).

Hatt questiohs_ the initial assumption on the grounds
that many of the war criminals prosecuted after World War 2
were in fact ‘cultured’ men in terms of their reading and

lifestyle (Hatt, F. (1976) page 235).

The views of @.D. Leavis, supported by F.R. Leavis and
Denys Thompsoh, have become the ‘received wisdom’ in this
area and it has been widely held that Péading popular fiction
blunts the resaders sensibility and discourages discrimination
(Hatt, F. (1276) bage a86). The social consequences of the
Leavis emphasis upon 'sensibility’ are seen when her views
are cerried to their logical conclusion. Society, as
dicstinct from "the herd” is defined as

e cselect, cultured element of the community that set

the standards of behaviour and judgement, in direct

opposition to the common people. {Leavis, a. (1%65)

page 163)
Thus;

If one accepts the argument [guoted from F.R. Leavis]

that *In any period it is upon a very small minority

that the discerning appreciation of art and literature

depends: it is only a few who are capable of unprompted
first-hand judgement... The accepted valuations are a

kind of paper currency based upon a very small
proportion of gold. To the state of such & currency
the possibilities of fine living at any time bear &

close relation’, then it becomes evident that the
individual has a better chance of obtaining access to
the fullest (because Ffinest) life in & community
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dominated by 'society’ tharn in o©one protesting the
superiority of the herd. (Leavis, 8. (1%265) page 162).

In my opinion, this kind of attitude is not a strong
argument for the assumption that sencsibility in the area of
literary criticiesm leads to sensitivity in lifte as a whole
and indeed I would 9o so far as to seavy that I +ind the
attitude, and especially tﬁe language in  which it is
expressed, deeply offensive,. It certainly does not suggest
that Leavis® own reading had taught her ‘sensibility’ in any

csense other than academic literary criticism.

Consequsntly, I believe it i1s unfortunate that & number
of librarians who have written on ficticn in libraries seem
to have followsd the Leavis model with respect to light
fiction. Bell, for instance, claims that it is evidence of
£he laclkk of knowledge of fiction by librarians that som; have
not read "Fiction and the reading public” (Bell, F. (1974/73)
page 210) and Kister believed that her views were still valid
when he wrote in 1967 (Kister, K. (1967) pages S10). Worsley
(a ¢sociclogist, not a librarian) does nrnot specifically
mention Leavie by name, but it could well be the attitude
guoted above from Leavis to which he is referring when he
claims

The public library service has been able to resist .

standardizing commercial influences. It has, perhaps,

resisted paternalist cultural assumptions less well .
(Worsley, F. (19&67) page 267).

Leavis’ work, however, 1s not without its critics from
other writers. Dalziel indicates that Leavis’ statements on

the nineteenth century are based on an unrepresentative

]
~d



sample of materials from that period (Dalziel, M. (1957)
pages 175-176). In addition Mannh notes that her views are not

really appropriate for a study of light fiction because her

book begins by claiming to be objective but rapidly
becomes a polemic against *popular’ literature in which
zuthors such as Rudyard Kipling, Arnocld Bennett and
Gilbert Frankenau all come under her lash. (Mann, F.
(1971) page 161)

A furdamental reason for this inappropriateness is her
confucion of the value of reading with the amount of effort

inmvolved (Lesser, S. (1960) page I).

On the whole, then, it is likely that librarians, with
their predominantly Arts backgﬁound training, have tended to
cee fiction in terms of literature. Because of the freguency
with which writers’in librarianship sources have guoted her,
the views of Leavis and her followers have predominated in
the literary aprcach. No views could be more inappropriate
for the consideration of light fiction in public libraries.
ctudies based on - such literary criteria are as inappropriate
for judging 1light fiction as criticisms o©of Gilbert and
Ssullivan for lack of social realism or, for that matter,
criticisms of avant garde, experimental theatre for lack of

charm and story line (Mann, F. (1971) page 161).

As noted above, Atkinson feels that the debate about
light fiction in libraries has lost much of its heat since
the 1250 s. As evidence of this one might cite the recent

paper by C.W. Robinson;



There are two things wrong with librarians. They don't
think where their money is coming from, o they don’t
spend enough on books, and then they buy the wrong
books. Librarians can’t bear to pass up that English
poetry of the 19th century because they’re building a
collection in that area or they liked poetry at school.
And who gets cheatd? The hundreds of taxpayers

waiting to read ‘Chesapeake’ or ‘Thornbirds’.
(Robinson, C. (1982) page 229).

It is interesting to <=see this attitude in the
professional literature as it indicates the passing of the—
distastefully elitist Leavis views. It is worth noting,
thpugh, that little of the study of fiction <from other
points of view 1is quoted in the literature written by
librarians. Treuherz emphasises that Ver:y little has

besn written about popular fiction in the library.

(Trevherz, T. (1984) page S53. Emphasis in the criginal).

This cen also be seen in the article by Wagers (Wagers,
R. (1981) pages 342-352) who has written on the influence of
popular culture studies on library selection procedures. He
cites only one source from the literature of librarianship
and that source also relies mainly on non-iibrarianship

sources.,

It seems likely that this lack of evidernce of non-
literary sources in the literature of librarianship results

from ignorance of other views rather than lack of interest in

them. The rest of this secticon will attempt to provide an
cverview of methods which have been used in looking at
tiction (light as well 25 serious) and which have more to

offer librarians in their evaluatiocn of fiction than the

views which seem to have been abandoned. At the moment there



cseeme to be no explicit theoretical basis to the discussion
of light #fiction by librarians - a lack which may Seem
unimportaﬁt in a practical cituation but which is very
important for & discussion of light fiction in more general
terms. cuch a theoretical basis for discussion SEEmMS
particularly important as a means of acsessing and justifying
.priorities in times of economic stringency. In this context,
the comments of Mr Chapman on the paper given at the 1284 LAA
conference may be of come interest. He =said that after
Fobinson’s paper in the previous biennial conference, £ rom
which I have guoted above, there were some comments that
pehinson  had "scld out to the pulp fiction publishers” and
that mwy Faper; which discussed the ideas whick are outlined
in the following ssctions, was useful in presenting sSoOme
philosophical background to  the attitude expressed by
Fobinson. The usefulness of a philosophical ba:kgrgund to
the practising librarian’s position with respect to popular
fiction was appreciated by one librarian who came Uup atter
the paper to exXpress rher gratitude in having something to use

in discussions with her council.

Cconseguently, some of the various wWays which mwmay be
used to examine l1ight fiction will be discussed at some
length in the following sections. There are certainly other
ways in which light fiction in libraries can be discussed and
justified. Because the basic interest of this thesis is in
the subject of the inclusion of light fiction in public
1ibrary collections in terms of their use by general readers

as recreational reading, the subject of the inclusion of

= fal



light +fiction as 'primary’ source material for historians,
sociologists and other students of mass culture in its
various forms will not be discussed. Although this is & very
important wuse of light fiction, the justification of its
inclusion on these terms has little relevance to its
inclusion in the sense which is of interest in this work. It
is alsoc beyond the scope of this work to examine all the
different - varieties of Englich literarg criticiém with
respect to their usefulness in the diécussimn cf light
ficticn. The varieties of literary criticism are humerous and
to engazgs in an extended discussion of them all would require
more time and space than is available in this work. They are
briefly ocutlined by Holman (Holman, C. (1972) pages 130-142).
I have discussed the Leavis tradition because that seems to
be the approach most freguently used in the discussion of
recreations fiction in the literature of librarianship.
There may well be other ways of looking at light fiction
which have been inadvertently excluded, but the <following
sections deal with those methodologies wh?ch. in the course
of my reading, appeared to be the most apprupgiate in the
discussion of historical romantic fiction. These theories
seemed to explain the appeal of such fiction in terms which
were consistent with my own experience with both readers of
romantic fiction and the formula itself. They provide a
nmeans of understanding recreational fiction upon its ouwn
terms rather than in terms appropriate to other forms of

fiction.
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Chapter 3.
Archetype theorvy.

Having been very critical of the literary tradition of
the Leavises with respect to i1ts use in discussing light
fiction, it seems appropriate to examine in scus detail otheﬁ
litersry traditions which are still concerned with an
analysis of the work based upon the content of the book
itsel+ but which are not sc heavily concerned with ;udging
the boolt agzinst an external standard such as ‘sensibility’.
Indeed Frvye, whose theories will be examined in this section,
explicitly questions the idse of the ‘public critic’ who
exemplifies

. u s how & man of taste uses and evaluates literature

and thus [shows]l how literature is to be absorbed into

society. (Frye, N, (1957) page &).
on the grounds that such a critic can only reflect his oOwn
perscnal views and the prejudices of his own age. Frye, for
example, is more concerned with the assessging of the

universal elements within =zach work.

Frye ternds to discuss the universal element in terms
very reminiscent of Jung’s theories of "myth" and "archetype"
and he emphasises both the relevance of his theory to
literature of all kinds and the fact that looking at the

universal aspects of materials does not preclude evaluation

when he savs

We have associated archetypes and myths particularly
with primitive and popular literature. In +fact we
could almost define peopular literature, admittedly in a



rether circular wavy, es literature which affords an

unobstructed view o©of archetypes. We can Ffind this
guality on every level of literature: in fairy tales
and folk tales, in Shakespeare (in most of the

comedies), in the Bible ...in Bunyan, in Richardson, in
Dickens, in Poe, and of course in a vast amount of
ephemeral rubbish as well. (Frye, N. (1957) page 116).

It is beceuse archetypes are most evident in highly
conventionzsl forms that Frye gives many examples from popular
fiction - in the same way as a musi:ian might explain
counterpeoint by referring to "Three tlind mice" rather than a
Bach fugue (Frye, N. (1957) page 104). In the same way, a
simple example of the archetyps may be the dark and the AFair
heroirnes o©f nineteenth century novels. If both are involved
with the same hero, the dark heroine must be removed or be
discoversd tc be the hero’s sister if the story is to end
happily because the dark heroine represents something whicﬁ

is forbidden (Frye, N. (1937) page 101).

Frve proposes that literature may be classified in
terms of the power of the heroc. In myths, the hero’'s power is
superior in kind to that of other men and their environment -
the hero is a divine being. In romances, the hero is a human
baing, but with power superior in degree to that of other
Men. The hero in such a form may recteive divine assistance
or possess magic weapons as symbols of this superior power.
In the high mimetic mode of the epic and tragedy, the hero is
superior to other men but not to his environment. He is a
leader of men, but not fundamentally different from them. In
the low mwmimetic mode of most comedy and realistic +fiction,
the hero is neither superior toc other men nor to his

environment and in the ironic mode, he is inferior in power



or intelligence (Frye, M. (1957) pages 33-34).

This classification by hero is intermixed with a
classification based on the four "'mythoi’: comedy, tragedy,
romance and irony/satire,. These are viewed by Frye as two

opposed pairs;

Tragedy and comedy contrast rather than bleﬁd, as do
romance and irony, the champions respectively of the
idezl and the asctusal. Cn the other hand, comedy blends
insensibly into satire at one extreme and into romance
at the other; romance mey be comic or  tragics tragic
extends from high romance to bitter and ironic realism.
(Frye, N. (1957) page 162).

These four plots which, talken as a whole, tell the one story
of man’s gquest for his human identity, are showh
diagramatically by Slcan (see Diagram One) (Sloan, G. (197%5)
page I0) who also illustrates the various types of story
using examples from children’s fiction. Her outline prdvides
e useful summery ©of Frye’'s theory in this area and may

usefully be paraphrased below.

As  will be shown in the later section dealing with
romantic fiction, there is some confusion in the present use
of the word 'romance’. Frye and Sloan, however, tend to be
using it in the classical sense of the word. The story of
romance is one in which wishes come true and good triumphs
over evil. Variations are possible, but, in general, the
romance follows a ‘gquest’ pattern which is cyclical and
involves three stages’ a dangerous or marvellous journey, a
test or cordeal, and a return to where the story began. Such

stories are clearly exemplified by Odysseus and Beowuldf
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(Sloan, G. (197%) page 30). Campbell has also analysed the
pattern of the guest in a more elaborate way .This is also
represented diegramatically (see Diagram Two) (Campbell, J.

(19623) page 245).

The guest is more than adventure for its own salke. It
iz asscriated with goodness and ideals and thus has & deeper
significance - as in the case of Becwulf’s intention to kill
the monster ravaging the kingdom. Although the quester may
briﬁg back from his adventure a tangible reward, such as &
bride, the more important outcome is the hero’s discovery of

his own identity, having confronted the darker side of his

owrn  nature, perhaps in the form of & monster (Sloan, G.
(1973) peage 31). Acs noted azbove, the hero of romance may be
super ior in kind to other men - often having supernatura

assistance. The characters of romance do not tend to be very
realistic - thevy are either gbcd or bad, the rescued maiden

or the wiclked witch (Zloan, G. (1975) pegese 31). Romance 1is a

popular form for children’s literature - both in its classic
form 25 described ebove and irn mwmore realistic modern
VErsSions., These modern vercsions include stories of children

fazcing their personal ‘rite of passage’ and works for younger
children such as "Feter Rabbit" and "Where the wild things
are" (Sloan, G. (19275) pages 33-35) which at one level also
deal with the emptiocnal growth of the young protagonist

through the experience of an ‘ordeal’.

If romance deals in hops and "tells of dreams and how
they are made to come true" (Sloan, G. (1275) page 358},

tragedy explores the limits of man’s power 1in this respect.
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The central character is again a hero, but in tragedy he
suffers defeat and death. Another kind of tragedy, of
particular relevance to children’s fiction, is the story of
the loss of innocence, such as & child’s coming toc terms with
the c=significance of death (Sloan, G. (1973) page 35). In
other versions of the tragic story, the hevrc willingly takes
the role of the scapesgoat, tc purge his society of evil by
his willing sacrifice on their behalf. Such stories may,
indeed, take the form of bicgraphies of men such as Martin
Luther Hing. As this would ;uggest, tragic heroes may be
relatively lifelike, especially in stories in  which the
tragedy consists in the struggle of the hero against forces
which are beyvond his powsr. Unlike irony, tragedy does not
leave the reader with a sencse of hopelessness  for, despite
the deasth or suffering of the hero, he displays the highest
of human qualitiesvﬂhich we can admire in defzat as mu;h as

in victory (Zloan, G. (1973) pages 36-3

~

).

Satire and irony are firmly based in the real world and
reflect the discrepancy between what is and what ideally
ought to be. Satire is an attempt to change the situaticon -
ofter, using bitter ridicule. Irony, on the other hand,
detzils human limitations. Both then‘appear as a parody of
the themes and archetypes of romance although the hero is not
larger than life but subject to the limitations of his human
condition. Quests are often unfulfilled or without goals -
such as in the case of "The Gingerbread man" whose guest is

cut short when he is saten (Sloan, G. (1975) pages 37-40).
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Satire is e form which is difficult for children to

grasp - although they are aware of the satirical element of
"The Emperor’s new clothes", they miss the satire of
"Gulliver’se travele" and "flice in Wonderland”. Ironic

stories are sometimes understood in terms  of parodies of
romance. Sloan, in discussing children’s literature makes a
point which is alsec relevant to the debate about ‘serious’
and *light’ fiction when these are taken as meaning
‘pessimistic’ and ‘optimistic’y
Ironic stories reveal a very bitter picture of human
existence: the contrast between ideals and reality.

Today mwmany peocple believe that children’s literature
nmust reflect life as it is and not see it through the

rose-coloured glasses of romance and comedy. There is
some merit in this view, of course, but irony and
szatire do not present the whole story of man’'s

experience any more than romance and comedy do. Irony,
in fact, proves to be romance turned upside down, the
nightmare instead of the dream. That they are the two
sides o©of the one coin is proof that we need them both.
Implicit in the ironic story is the dream of how things
‘ought to be’. (Sloan, G. (19735) pagese 40).

Turning to the last sectiocn of the wheel, comedy should
not necessarily be thought of as only stories whigh are funny
or humorous. The central theme of comedy is rebirth or
renewal. The hero must overcome obstzcles before attaining
the object of his desires. The obstacle may be in human form.

Theres is a movement in comsedy from an old order to a new

society - and evervyone must be included in that new order in
the end, even the Scrooges are renewed and redeemed. Any
means wmay be used to achieve this end in comedy - its

improbability is accepted because the audience recognizes
that the only possible ending to comedy is =2 happy one.

Cinderella’s story is typical of the comic pattern and indeed
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the comnic form is favoured by writers for children. More
modern examples include "Charlotte’s web” and "The 500 hats
ocf Bartholomew Cubbins” (Sloan, G. (1275) page 40-42).
Should it be felt that the original, violent ending to the
Cinderella story is not suited to a comic form, Ecsttelheim
indicates that it is unwise to ‘bowdlerize’ fziry stories as
evenn the frightening and violent elements are necessary. A
recent article on Bettelheim's theories specifically mentions
this element in connection with the Cinderella tale. The
mutilation that the step-sisters inflict upon themselves is
cseen as an indication of how ruthlessly they pursue their
selficeh aims. This is not only unsuccessful, but seen as

fitting retribution since

Unlike adults, children are not interested in the gray
areas of justice ... ‘The punishment for the bad guy
must egual the crime,’ even if it offends adult
sensibilities. ¢ F. Schmadel-Heard cited in Meer, J.
(1934) page 21). i

Returning to Frvye’s theory, then, 1t is again"is a way
of logking a2t literature in a way which is not bDQnd by the
conventions o©f & given age (Jameson, F. (1972) page 142).
Forster achieves a similar end by imagining all novelists at
work together in a circular room to avoid classification by
chronology - the first crime of the pseuvdo-scholar (Forster,

E. (1962) pages 18-21).

In the context of this study, however, a more important
advantage is that such theories can be used ocutside of the
normal range of literature. Before the publication of Frye’'s

book, archetypal theory had been used by Fiedler in an
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attempt to uvnderstand the significance of comic boock heroes;

... the comic books with their legends of the eternally
threatened metropolis eternally protected by immaculate
and modest heroes...are seen as inheritors, for all
their superficial differences, of the irnsr impulses of
traditional +fo0lk art. Their gross drawing, their
poverty of language cannot disguise their heritage of
aboriginal violence, their exploitation of an ancient
conflict of black magic and white. Beneath their
journalistic commentary on A-bomb and Communism, they
touch archetypal material: those shared figures of our
lower minds more like the patterns of dream than fact.
. In a society which thinks of itself as
‘scientific’ - and of the Marvellous as childish - such
a literature must seem primarily children’s literature
though, of course, it is read by people of &11 ages.
(Fisdler, L. (1972) pages 45%9).

More recently, similar theories have been used in
analyeis o©of popular materials such as "Star warg” (Collins,

R. (1977) pages 1-10) and "The Wizard of Gz" (Schuman, S.

(1273) pages 302-304). It is possible to apply even
Campbell’s more elaborate version of the ‘“"wmonomyth" to
Barbare Cartland’s novels. The gquestion of formulas in

romantic fiction is discussed in greater detail in a later
chapter. It is sufficient at this point to say that, in
general terms, Cartland’s books deal with the adventures of
a very young hercine meeting an older hero whom she marries.
Before comparing this <formula with that of Campbell’s
monomnyth it is necessary to guote his elaboration of the

diagram mentioned above at some length;

The mythological hero, setting forth from his commonday
hut or castle, is lured, carried away, or else
voluntarily proceeds, to the threshold of adventure.
There he encounters & shadow presence that guards the
passage. The herc may defeat or conciliate this power
and 9o alive into the kingdom of the dark (brother -
battle, dragon-battle, offering charm), or be slain by
the opponent and descend in death fdismemberment,



crucifixion). Beyond the threshold, thern, the hero
journeys through a world of unfamiliar and yet
strangely intimate forces, some of which threaten him
(tests), some of which give magical aid (helpers).
When he arrives at the nadir of the mythological round,
he undergoes a supreme ordeal and gains his reward.
The triumph may be represented as the hero’'s sexual
union with the goddess-mother of the world (sacred
marriage), his recognition by the father creator
(father atonement), his own divination (apotheosis), or
again - if the powers have remained unfriendly - his
theft of the boon he came to gain (bride-theft, fire-
theft); intrinsically it is an expansion of the
consciousness and therewith of being (illumination,
transfiguration, freedomn) . The final work is that of
the return. I¥ the powers have blessed the hero, he
now sets forth under their protection (emissary); if
not, he flees and is pursued (transformation +flight,
obstacle flight). At  the return threshold the
transcendental powers must remain behindj the hero re-
emer ges from the kingdom of the dead (return,
resurrection). The boon that he brings restores the
world (elixir). (Campbell, J. (19&68) pages 245-246).

In order to loock at the Barbara Cartland Fformula in
terms of this myth, it is, of course, necessary to follow the
story from the point of view of the heroine. The hero seems
to be mwore appropriastely seen in terms o0f the adventure
although cynics may prefer to ses him as the boon to be won.
At the beginning of the storv, the heroine will be removed
from her normal environment by a journey or ;a disguise.
Fairly shortly, she will meet the hero but there will be some
impediment which may be seen as Campbell’s "shadow presence
that guards the passage". Such arn obstacle may be the
existence of another woman, the hero’'s unacceptable
personality or life-style or, in the case of the heroine in
disguise, the fact that the hero does not know tﬁe ‘real’

hercine.

Obviously, in the Cartland forwmula, the heroine at this

point does not die as Campbell’s hero may. She may, however,
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especially in the ‘disguise’ version, marry the hero at this
point. This will remain & platonic marriags of convenience
arnd in this way the heroine may be regarded as ‘'slain’ to her

former self.

Evern if the heroine is not married to the hero at this
ppint, they will be thrown together by circumstances and the
adventure will begin in earnest. In the Cartltand +formula,
the heroine is likely to receive what may well be called
‘magical’® help from her innocence and femininity. She will,
with the aid of these seemingly meagre tools, overcome the
pbstacle of other, more worldly women or achieve the
transformation of the hero +From an unacceptable to an
acceptable suitoﬁ. This may simply bes a matter of
dicscovering that he was, in fact, an acceptable suitor whose
gualities had been hidden. The heroine will also pass
"teste’ such as being wrongly accused of some misdeed or in
being able to see the gualities in the hero which have

remained hidden from everyone else.

The triumph, in a Cartland novel, is never sexual union
in any explicit sense. At a simple level, it is the first
kiss between the hero and the heroine or the first ‘mutual’
kiss. pt = symbolic level, this is, in fact, a declaration
in which the heroc accepts the heroine’s validity in her own
right and acknowledges that she, with her innocence and
feminine skills, ie indispensable toc his happiness and well-
being. This point will be dezlt with in greater detail in the

certion dealing specifically with romantic fiction, but in
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this context it is sufficient to point out theat this
declaration is not much different from Campbell’s
*illumination’ or 'transfiguration’. Indeed, we might see
this point of the story, in Jungian terms, a&s an animus/anima
reconciliation. The marriage of the hero and heroine 15 not,
I belisve, as important to the climex of this type of story
as the popular cstereotype would have us believe. Its
relative unimportance is surely suggested by the fact that it

can cccur guite early in the story.

From this high point, the story begins the "return”
which, as in the Campbell model, may be easily attained
{"emissary”) or as a2 result of further adventures ("flight").
It is at this point that the hero and heroine will marry 1if
this did not take place at the beggnning of the story. If a
marriage of convenience has existed throughout, it will be
transformed into a true marriage. As the reader is not
allowed past the Ffirst glow of the relationship, it is
possible toc see an analogy with Campbell’s comment that
‘transcendental powers must remain behind’. Thefccuple will
now leave the special realm of lovers rather than "the
ltingdom of the dead". The ‘boon’ which is brought back is a

special, fulfilled relationship - marriage.

The ending may be a cliche, but it is used in &all
sincerity. It is not insignificant that marriage is the
archetypal symbol of the establishment of a new, reborn
society. Indeed, it is used in the Book of Revelation to
symbolise the eventual happy ending for mankind (Sloan, G.

(19275) page 43). Although it may seem to have only personal



cignificance for the Cartland hero and obert Hale heroine,
there is undoubtedly behind it a feeling of more ‘spiritual’
importance. This relationship between romantic fiction and
spirituality will be dealt with in grezater detail in the

cection dealing with romantic fiction.

This analysis, although written with Barbara Cartland’s

work in mind, would also be applicable to many other works of

historical romantic fiction - especially the Mills and Boon
historical series and  historical romance of the type
published by Robert Hale. It is not to suggest, however,

that because these works have features comparable with the
grezt classic romances that they are on a par with them by
any literary criteria. We shall return to this analysis in
the section deasling with romantic fiction but it is included
Eere as a particuiar illustration of Campbell’s theory in

discussion of a form of light fiction.

To return to the wheel of Frye’'s four mythoi which was
described above, it is obviocus that romantic fiction of this
type tends towards romantic comedy. Inde=d, the comparison
of some types of historical romances with a comedy of manners
has been noted (Dicks cited by Dahlin, R. (19381) page
38).This +formula, howesver, represents only one of the
different types of historical romance. These different types
will be discussed more fully in the section dealing with
romantic Ffiction. Tragic romantic ficticon is certainly a
possible formula. Fictionalised biographies of women such as

Anne Bolevyn and so on could hardly be anvthing else.

I
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Chapter 4.
Formula theory. 1

The 'myth/archetype’ model for the analysis of fiction
of 211 types which was discuceed in the previous chapter has
obvious advantages, but it iz not without its critics.
Kuklick, for example, claims that this model of analysis is
tzsed orn the assumption of & "collective mind’ in which the
myths and symbols reside but which is separated from &an
external reality. kuklick feels that myths and symbols
represent generalized concepts which describe certain
patterns which re-CoCoOUr in writings

Insofar 2as it explains anything, the myth—svmbdl

approach simply indicates that a group of persons has a

tendency tO eXpress itself in patterns. (Kuklick, E.

rited in Cawslti, J. (1974) pags 3) .

For Cawelti, the resolution of this problem lies 1in
replacing the concept of myth with the concept of ‘poetic
cstructures’. This ic seen as a more easily dé+ined concept,
avoiding the necessarily vague;implicatimh of 'a realm of
‘superpersonal ideas’® (Cawelti, J. (1974) pages 3-4). In

addition, Cawelti feels that

Throughout this work, the plural of formula is given as
formulas rather than formulae since that is the versiaon
of the plural used by Cawelti. Since his version of
the theory is the most widely known, I have adopted his



s to connect & mythical pattern with the rest ot
human behavior requires tenuous and debatable
assumptions, while the relation between formulas and
other aspects of life can be explored more directly and
empirically as a guestion of why certain groups of
pecple enjoy certain stories. While the psychology of
literary recEponsE is certainly not without its
mysteries, it seems safe toc assume that people choose
toc read certain ctoriss because they énjoy them. This
is at least a2 strzight forward i+ rnot simple
psychological connection betweern literature arnd the
rest of life. (Cawelti, J. (1974) page 4).

In this respect, the more concrete approach advocated
by Cawelti probably has more direct interest +for the
practising librarian. It is not insignificant that Wagers in
his article dealing with the rélationship between populsr
culture studies and public library selection procedures
basically discuss=ss variations of the formulaic theory
(Wagere, R. (1281) pagss 195-1%7 +204). The particular
cignificance of the theory is that it provides the framework
for an  analysis of particular works within their formula
whichk may help in the prediction of the popularity of a given
book. This hes an obvious practical benefit for the fiction

celector.,

In order to do this, of course, the theory must move
beyond the simple concept that stories fz11 into certain
categories. Cawelti’s work does, indeed, go beyond this in an
attempt tc examine what makes s particular work §uccess+u1
within its Fformuls and how particular formulas make their
appeal to the reader. Because o©f the importance to
librarianship of Cawelti’s theories, it is of some value to

provide an overview of them in some detail.



Literary +formulas are of two types. The +first type
includes conventional images or cultural stereotypes such as
the nineteenth century convention of the ‘pure’ blonde
heroine and the sexy brunette. The fact that such sterceotypes
ere dependant upon the culture in which they exist is
indicated by the reversal of the image of the blonde in
twentieth century writing (Cawslti, J. (197&) page o). The
second type of formula refers to the plot type. Flot
patterns are less dependant upon their cultural context -
certain types of plot seem to appeal to different cultures
and different ages. This i=s, of coufse, an assumption which
ic central to the archetypal/mythic theories as well as to

Cawelti.

In fact, popular story types (the ‘category fiction’

which public librarians deal with in such guantities) embody

both tvpe=s of literary formula.
To create a western involves not only some

understanding of how to construct an exciting adventure
story, but also how to use certain nineteenth- and
twentieth-century ime2ges and symbols such as cowboys,
pioneers, cutlaws, frontier towns, and saloons alohng

with appropriate cultural themes of myths - such as
nature vs. civilization, the code of the West, or law
and order Vvs. outlawry - to support and give
csignificance toc the action. Thus formulas are ways in

which specific cultural themes and stereotypes become
embodied in more universal story archetypes. (Cawelti,
J. (1976) page 6).

Thus it is important to realise that even i+ &a story
embodies a formulae which is of archetvpal appeal, it must be

‘fleshed out’ in ways that are appropriate to the culture of
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ite time and place if it is to be successful. An adventure
story must have a central character who carn be conceived in a
heroic way . Thus, in our society, there are not many
adventure stories about caretakers, plumbers and o0 on

(Cawelti, J. (197&) page 7).

This point becomes particularly important in
understanding the role of cultural values expressed in
popular fiction. In this context, Cawelti discusses the
pervasive racism of espionage stories written in the inter-
war years, such as that of Johr Buchan and others. They
reflsect in an evtreme form a racism that was common at that

tims. As Cawsltil indicates;

It is tempting to interpret thess stories as
reflections of a virulent racism on thes part of the
British &and American public. There is no doubt some

truth in this hypothesis, especially since we can find
all kinds of  other evidence revealing the power of
racist assumptions in the political attitudes and
actions of this public. Yet few readers who enjoyed the
worlts of Buchan and Rohmer were actually motivated to
embarl on racist crusades, for it was in Germany rather
than England and America that racism became the
dominant political dogma. (Cawelti, J. (1776) page 31).
It iz further evidence of the distinction betveen
attitudes to ficticn and attitudes to real life that Buchan’'s
own non-fiction and autobiographical writings provide much
less evidence of racism than his fiction (Cawslti, J. (1976)
page 31). Cawelti argues that much of the racism is included
for dramatic rather than propagandist reasons. Audiences can
enjoy spy films with ideological implications ranging from

reactionary toc libesral, indicating that they are capablé of

tolerating, at least on a temporary basis, ideclogies which
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are not their normal ones “for the sake of enjoying a good
yarn’® (Cawelti, J. (1976) page 32). On the other hand, there
must bs a fundamental agreement between the audience and the

writer - they must share & ‘network of assumptions’;

This ‘network of assumptions’ iz . probably an
sxpression, first, of the basic values of a culture,
and on another level, of the dominant moods and
concerns of a particular era, or of a particular
subculture. That Buchar is still enjoyed with pleasure
by some cohtemporary readers indicates that there are
enough continuities between British culture at the time
of World War I and the present day to make it possible

for some persons  to accept Buchan’'s  system of
poesibilities and values at least temporarily for the
sale of the story. That Buchan is no longer ~ widely

popular, howesver, is presumably an indication that much
aof the network of assumptions on which his stories rest
iz no lorger shared. (Cawelti, J. (1976) pages IZ2-33).
This is a particularly important concept for librarians
+p understand in evaluating popular fiction. Firstly, it has

important implications for the svaluation of the likely

popularity of a given worl. Secondly, it is Somethiﬁg of a
rounter to the argument that popular fiction is harmful
because of the values which it embodies. It seems unlikely

that the effects are quite as simply causative as proponents

of this view would suggsst.

If the satisfaction of reading formula fiction is not

derived entirely from shared values, we must look elsewhere

for the nature of the appeal of formulas. Cawelti looks to
the work itesslf. He takees the two aspects of formulaic
structures which have been generally condemned (their

stzndardization and their “primary relationship to the needs
of escape and relaxation’) and explores the implications of

these aspects in aesthetic terms in order to be able to
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consider formulaic writing in its own terms (Cawelti, J.

(1976) page 8).

Standardization is not now highly regarded as an
artistic guality and yet conventions are not limited to
popular Ffiction. Artistic communication would be impossible
without some conventions. In & linguistic context, Radway
emphasises that this is true even for a creative use of
larnguage (Radwavy, J. (1978) pags 97). Conventiocns (both
linguistic and stylistic) are, however, more important in
formula fiction. The conventions, indeed, help the audience
to echieve satisfaction through the work by providing a
‘basic =moticnal security in & familiar form’ (Cawelti, J.

(1278) page ?).

In digcusgin§ the relationship between originality and
adherence to the formula, Cawelti employs & most useful image
- that of ocur consideration of & performance in the role of
Hamlsts

... we are most impressed by it i+ it is a new but

acceptable interpretation of the part. An actor who

overturns all our previous conceptions of his role is
usually less enjoyable than one who builds on the

interpretations we have become accustomed to. But i+
he adds no special touches of his own to the part we
will experience his performance as flat and

uninteresting. (Cawelti, J. (1974) page 10).

A similar treatment is required for the treatment of
the cterectyped characters of formula Ffiction. There are
certain types of character that we expect to find in a
detective story or in a western. The art of formula Ffiction

writers lies in attributing new elements or unexpected facets



to the characters with whom he/she is dealing. There is a
danger, however, that if a character is allowed to bercome too
complex, the other elements of the formula story may not be
able to cope and the work will "fall between two stools’.
It will be neither satisfactory as formnula fiction nor will
it heve sufficient complexity to be treated as ‘mimetic’

fiction (Caweslti, J. (1976&6) pages 11-12).

This complicated interplay of originality and

stereotype or formula is summarised in the idea that

. the real difference between mystery or adventure
stories and "sericus" literature [isl that the latter
fworksl toward the representation of universal
characters and situatione while the former [reaches]
its highest success by creating something urnigue. At
+irst glance, this observation seems contrary to the
formulaic emphasis on conventional structures.

Nevertheless, we do valus a certain kind of unigueness
in formulaic literature precisely because the type is
€0 highly standardized. (Cawelti, J. (197&) page 12).

Again, this approach seems particularly useful for the
anzalysis of formula fiction from the point of view of the
public librarian. Cawelti’s approach goes some way towards
providing & more relevant mode of assthetic analysis than the
more traditional approaches of literary criticism while ot
failing to provide a method of distinguishing between serious
and light fiction. This can be the case if one adopts the
archetypal/mythic wmodel which places greater emphasis on the
similarities between all works. Although it is rnot helpful
to judgs a2ll +fictiocn against an external ideal, as Leavis
would do, it is not entirely helpful to suggest that all

works are escsentially the same story or one of a limited
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number of mythe as Frye and Camwmpbell do. Some method of
evaluation in gqualitative terms is helpful in selecting from
a group of works those which should be included in a library

collection.

In making distinctions, however, Cawelti is  very
careful to avoid terminology which makes implicit judgements
about the relative values of the two types of Ffiction and
optse for the terms 'mimetic’ and *formulaic’. Cawelti

indicates the difference between them by saving

The mimetic element 1n literature confronts us with the
world as we know 1t, while the formulaic element
reflects the construction of an idezl world without the
disorder, the ambiguity, the uncertainty, and the
limitations of the world of cur experience. 0f course,
ths mimetic and the formulaic represent two poles that
most literary worke lie somewhere between. (Cawelti, J.
(127&) page 13).

In order to achieve their a2ims, formulaic works tend to

stress 'intense and immediate lkinds of excitement’ (Cawelti,

J. (1976) page 14) - typically actione involving danger
znd/or sex. Thus the reader is presented with vicarious
danger and excitement within & structure which offers

furndamental security that things will end as we want them to.
This paradox is, for Cawelti, the essénce of the experience
of ecscape (Cawelti, J. (19746) page 16). This experience,
however, is found in various types of stories - Frye’'s four
mythoi, and the various categories described by Spiller

(Spiller, D. (1980) pages 238-26&) and Bruwer (Bruwer, M.

]

(1982)) in their analyses of recreational fiction in public

libraries.



In an attempt to explain the specific appeal of the
various maenifestations of formulaic fiction, Cawelti talks in
terms of ‘moral fantasy’;

We might loosely distinguish between formula stories

and their "serious" counterparts on the ground that the

latter tend toward some kind of ercounter with our
sense of the limitations of reality, while formulas
embody moral fantasies of a world more exciting, more

fulfilling, or more benevolent than the one we inhabit.
(Cawelti, J. (1976) page 38).

Agzin, there is no clear delineation between 'mimetic’
and "formulsic’., Formulaic works may not entirely leave the
realm of the credible or they will not be a satisfactory
vehicle <for escape oh the part of the reader. Mimetic works
often contain an element of moral fantasy (Cawelti, J. (197&)

pages I28-39).

In addition, & distinction is made between mordl and
material fantasy. "Alice’s adventures in Wonderland” is an
example of a material fantasy. The world of Alice is not
subject tc the same physical laws of time and space as the
world  we knsw, and yet the characters behave in wavs which
are still agoverned by "the general truths of human
experience” and the fantastic characters can still be used to
make satiric comment upon human nature. A James Bond
adventure, on the other hand, exists in a world materially
nmuck similar to our own. The main protagonist, however, is
not realistic in terms of human capacities as we know them in
real life and in fact is the embodiment of a moral fantasy
(Cawelti, J. (192748) pages 38-39). The moral fantasy in this

case, of course, has little to do with what would normally be



associated with ‘morasl’ behaviour.

Caweslti examines the moral fantasies inherent in &
number of types of formulaic fiction. Useful as these may
be, in this context I will limit discussion to his analysis
of romantic fiction. As the discussion of romantic fiction
is treated in much more detail elsewhere, I will limit the

discussion here to very general terms.
According to Caweselti,

The moral fantasy of the romance is that ot love
triumphant and permanent, overcoming all obstacles and
difficulties. (Cawslti, J. (197&) pages 41-42).

In mimetic fictien dealing with a love relaticnship, such as
"Romeo and Julief", their love is doowmed because of the
intensity of their passion. Because it cannot continue to
exist in the Fictiocnal situation described, it is
drematically necessary to bring about the death of one  or
both of the lovers. In "Love Story", however, it is not the

intensity of the relationship or its inability to overcome

obstacles that results in the death of one of the
protagonists. The death is therefore not tragic but
sentimental - we do not see the basic conflict between love

and other needs but simply feel sad that something perfect

cannot continue (Cawelti, J. (1978) page 42).

As we will see in the section dealing with romantic

fiction, it is not possible to see current romantic +iction
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in terms of one formula. Cawelti himself suggests that there
i more than one formula in which romantic fiction may be
manifest (Cawelti, J. (1976) page 42). On the other hand,.
the moral fantasy that "All you need is love" is an ancient
and honourable one - not to say, in a broader sense than
romantic love, the basic philosophy of the Christian life;
A .new commandment I give to you, that you . love oOne
another, even as I have loved you. (John 13:34).
There je e=ome validity in Cawelti’s claim in that &lmost
uriversally, formulaic romantic fiction ends with some

resolution in terms of & love relaticnehip. In the Cartland

m

h
m
m
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formula sbove, the +formualaic ending wWith a
fulfilled marrisage iz certainly an essential part of the
plot, whatever obstacles are streuwn in the path of the
lovers. This is not always the case with romantic formulas,

however - fictionalised bicgraphies, for example, often end

with the death of the heroine.

Cawelti’'s theories, then, are not easily applied in the
case of the type of fiction of most interest to this work.
Cokn discusses the difficulty of applying Cawelti’s theory to
romantic fiction, in particular to the worlk of Mary Roberts
Rinehart. Romantic fiction writers work within a much less
conventionalized form of writing than, for instance, writers
of detective stories. Even unhappy endings are permissible.
Mevertheless, a ‘contract’ of sorts exists between the
writers and readers of romantic fiction - as it does for all
formulaic fiction. In the cCcase 0f Rineshart, Cohn describes

. = rontrzct promising esCape but simultaneously
s2ffirming the moral status guo. (Cohn, J. (1977) pagse

e o
ot O



Useful as Cawelti’s concept of moral fantasy is as a
starting point for an analysis of romantic fiction, there
are, nevertheless, themes which seem equally important in
romantic fiction which &are discussed in more detail
elsewhere. To suggest that the appeal of romantic fiction can
be seen soclely in terms of the moral fantasy described by
Cawelti might be to ignore somefof the more fundamertal needs
to which this genre appeals in terms of the identity of its

readercs.

I have claimed at the beginning of this overview of
Cawslti’s theory that it is perticularly appropriate for use
by public librarians in the practica! area of book selection
because it deals with the differences between seriocus and
light fiction in & wey that does not offer implied judgements
of inferiority on +Dtmulaic fiction. In concluding, I should
poinrt ocut that while this may be useful for librarians in
their present state of dealing with the issue of light
fiction in libraries, this aspect of Cawelti’s . theory was
questioned by Feldman, who feels that the differences between
elite art and popular art are unimportant (Feldman, D. (1%275)

page 385/733).

Even =o, Feldman does not entirely reject Cawelti’s
theory but suggests its refinement by adaptation of some of
the methods of Russian formalisn. The Formalists claim that
we read prose, for the most part, with minimal attention.
The purpocse of art is to make the reader notice. This Seems
to be related to Radway’'s theory of the creative and

b
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empirical use of language in serious and light fiction which
has been mentioned above. Using a theory based on that of the
Russian formalists to notice what is "different’ about the
formula of 2 Perry Mascn novel, it is possible to spot the
solution to the mystery for it is in the deviations that the
formula &achieves its originality (Feldman, D. (127%5) page
392740 and pages 295/43-392/46). It may be relevant to note,
in this context, that my husband has observed that my
predictions of the ending of television dramas have become
more accurate over the time that I have been working on this

thesis.

It ig intersesting toc note that Feldman’s article was
written before the publication of Cawelti’s book "Adventure,
mystery and romance” and (from thes evidence of the footnotes
to Feldman’s article) the two authors were in communication.
The criticisms tha{’Feldman made of Cawelti’s earlier _works
seem less applicable toc the later book. Mevertheless,
Feldman's specific points about the application of Russian
formalism to popular literature are very interesting from the
point o©of view of the reader of popular fiction. While of
interest in that context to librarians, they are. of less
direct importance to the practising librarian’s need for a
theory of popular literature. As with Radway’'s theories,
with which Feldman has much in common, the level of analysis
of individual texts 1is more suited to the needs of

scholarship than to the neeseds of practising librarians.
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Chapter 5.
Sociological approach.

Whereas the literary approach to light ficticn involves
looking at an individual work to analyse it in the context of
other works of a similar or different kind, the sociological
approach examines light fiction in the context of soccial
factors. Sporiologists are interested in guestions such as
who reads light fiction, how it is obteined and so on. This
approach is therefore of considerable interest tec the public
librarian in providing information about the readers of
recreational fiction. Such research is usually out of the
auestion for the practising librarian because of constraints
of time and resources in which to conduct statistically valid
research and it is therefore valuable for librérians to be
aware of the contributions of sociologists in this area. As
vie shall see in the section dealing with romantic fiction,
sociological research can go some way to correcting
the impressionistic stereofypes which would otherwise form
the basis of our actions. Such modifications to stereotypes
are likely to stem from the smciologicél approach because of
its particular ability to study the interactions between a
work of fiction and the characteristics and needs of its

readers.

The work of Professor Mann in England is of particular
relevance to this thesis since the combination of his  work

with the publishers Mills and Boon reflects his special
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attention to romantic fiction and his i1nterest in libraries
coincides with the particular interests of this work. This

research is, however, discussed in considerable detail in the

s

o

ction dealing specifically with romantic fiction.
imilerly the investigations of Thurston in the United States
zre Cficescussed in that section and will not be elaborated here
except to  comment  that her research is not so directly
concerned with the provision of romantic +fictiocn through

libraries.

The sociclogical approach seems to be particularly
fzvoured by the German writers. {aupp reviews & ctonsiderable
body of German research into light fiction. Much of this may
be described =25 broadly sociclogical in perspective, although
other approaches are used to describe its appeal and 50 on

(Kaupp, F. (1972) ).

Nusser's title, which mey be translated as "Novels for
the lower classes” implies csomething of a ‘scciological
zpproach by referring to the social class of readers rather
than the type of fiction studied (Musser, F. (19723) ) and
indesed he doss begin his work with an analysis of the readers
of this type of fiction by age, education, occupation and so
on (Nusser, P. (1973) pages 7-2). Indesd, Nusser’'s thesis is
that the particular characteristics of the plots,
characterisstion and treatment ot subject matter are of
particular importance to the working class readers to  whon
they appeal. He seecs romantic fiction, for example, as

having an emphasis on security in terms of money and position



which is particularly explicable in the light of the
insecurity of working class readers in both areas (Nusser, P.

(1973) page 4%).

In =addition to studying the readers of light fiction,
Musser zttemptes an analvysis of the charecteristics of the
differesnt types of light fic?ian. In this he adopts a
version of the formulaic approach discussed above, although
without the same level of theoretical backround as Cawelti.

Nutz also adopte this simplified formulaic approach to the

m

nalveis of light fiction. The latter writer is explicitly
sociological in his appreach, referring to it as ‘literary
scciology’ (Mutz, W, (17866) ). His emphasis is on the
content of warks of light fiction in terms of language,
characterisatiorn and so on. In addition he reports interviews
with fourteen authors of this kind of ficticn - four women

and ten men (Nutz, W. (1966) page 86).

af special interest from a sociological point of view
iz the work by Spiller. Although he is a librarian, the
approach that he has taken te the study of light fiction in
libraries has been basically a sociological oche. Although I
have questioned the definition of light fiction as opposed to
serious fiction at the beginning of this section, I feel that
his separation of the two general types and categorisation
within the two types is & useful device for the study of user
Behaviour in selecting fiction reading within librarieé‘ it
ie far mwore difficult to define the terms *light” and

s

‘serious fiction than it is to recognise them. This is
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partly because .publishers ocften give genres distinctive
eppearances and indeed, a5 with Mills and Boon, the publisher
itsel¥ indicates the category. There are, of course,
‘borderline’ cases and these are where problems of definition
arise, but on the whole there are few problems in recogising
what the publisher (and presumably the writer) intend to be
talten as "formula’® fiction. Spiller indicates that where
there was any doubt, the book was taken to be ‘serious?
rather than 'recreational’ and stresses that 'seriocus’ is not
taken as being equated with meritoripus (Spiller, D. (1980)

page 241).

It is interesting toc note that in some ways the users
cf public libraries, consciously or subconsciocusly, also
make distinctions between the different types of fiction.
spillew indicates that respondents preferred to buy “"fiction
of a lasting nature" rather than borrow it (Spiller, D.
(1920) page 243). In addition, that "sizeable minority" of
pubtlic wusers who borrow books for other people are often
aware of caetegorisation (whether formally applied in the
library or not) and can use that as a basis for assessing

vhether it will be of interest for the user for whom it was

intended (Spiller, D. (1980) page 244).

Incidentally, it was the plight of such users at
Elizabeth which was one of the factors causing us to decide
upcn shelving by category. We found that the libréry lists
advocated by Spiller (Spiller, D. (1980) page 244%) were only
useful toc a2 limited extent because the recommended authors

seemsed alwavs to be "on loan” whenever someone attempted to



use the lists while other books of the same kind were not
borrovied cso often. The lists, in fact, only added to the
frustrations of users attempting to +ind & given category of
fictiocn by an author whose work was not already krnown to

themn.

In discussing the guestion of categorisation on the
shelves, Spiller provides a useful review of the attitudes
expressed by readers in his survey. Only those who read
‘category’ fiction were asked, but of those a majority
preferred the idea of fiction being categorized.
Approximately S9 per cent were in favour and 25 per cent
ageinst with 16 per cent expressing no preference (Spiller,

D. (1980) pags 251).

Thise is the kind of research which is often beyond the
resources of the practising public librarian, especially in
terme of the time required to set up & study and compile the
results. It is therefore particularly useful that research
such =z this should be published in an area of such need for
pra:tizing librarians. We are often forced to make decisions
besed upon impressionistic evidence which may or may not be
confirmed by a sociological approach. I+ some of Spiller’s
findings sesem to be only telling public librarians what they
could already have guessed, it should be remembered that Mann
and Thurston have both questioned the popular stereotype of
the reader of romantic fiction. The sociological approach to
fiction is, then, a particularly valid one +or providing
evidence upon which theories of fiction librarianship can be

more soundly based.
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At a more serious level, the attitudes of librarians to
light fiction will influence public library policies. It is
ecssential, therefore, that our &attitudes be analysed for
implicit assumptions which cannot be supported by more
objective evidence. Stevenson cites the research of Gans into

the more general area of popular culture in this context;

Gans’s consideration of the evidence of the effects of
mass media popular culture led him to the conclusion
tha "a <cizeable difference exists between the media
effecte postulated by the critics of mass culture and
those discovered by empirical research. As a result,
it would appear that the critics are making unwarranted
inferences about the extent, intensity, and harmfulness
of medis effects". (Gans, H. cited in Stevenson, G.
(1977) page 205).

I¥ popular culture cannot be shown to have harmful
effects, the groun&s for its exclusion from public libraries
are seen to be based more upon a philosophical assumption
that libraries should promote high culture to the exclusion
of others. This view, however, is incompatible with the view

that

P the public library is  based oOn democratic
principles which leave to the individual the right to
respond  to, and interact with, the world through
whichever symbol systems are appropriate to personal
and soccial needs, as determined by the individual. And
this is & dimension to life which may be clearly beyond
the realm of legitimate government intervention.
(Stevenson, G. (1977) page 223).

]

ince public libraries deal with public wmoney, the unbalarnced
provision of ocne type of culture may even be seen as "a

misuse of public Funds and a betrayal of public trust”



(Stevensocn, G. (1977) page Z23).

Clearly, the guestions raised by Gans are of
"fundamental importance in the development of public library
policies. They are guestions atout the very roles and
functions that the public library plays in the society in
which it i bacsed. Although I have referred to this very

lopsely as & ‘epcinlogical’ approach, in fact research from &

wide variety of areas is zpplicable to these questions. In
addition to the areas with which this section deals,
Stevensch indicates that research into popular culture has

bzern from the fields of mass communication, jcurnalism,
cultural anthropology and history (Stevenson, G. (1977) page
202) . Tt is, Fhowever, probably significant that in his
biblicgiaphy of mwore than one hundred and sixty items the
ratioc of spurces from the literature of librarianship to
those from other éreas was 2:435. Everr this ratio includes
works of a <fairly general nature. It is clear tha£ this
aspect of "Advances in Librarianship" still owes much to the

pther disciplines.



Chapter 6.
Psychological approcach.

As mentioned at the end of the last section, there are
many contexts in which popular culture in general and light
fiction in particular can bes studied. It does not seem
desirable, however, to leave this general discussion of
theories of fiction without some discussion of the role of
the psvychologicel approach to fiction. I+ for no other
resson, it seems important because almost everybody who
discusses light +fiction seems to resort fD some sort of
pevchological theory in discussing the appeal of light
fiction. This may be simply a reference to the need far
escape in & stressful world (Kaupp, P. (197%9) page 239),o0r it
may be a2 more sabhisticated analysis of the need for’ myths

and symbols such as Campbell’s statement that

Therse can be no gquestion: the psychological dangers
through which earlier generations were guided by the
symbols and spiritual exercises of their mythological
and religious inheritance, we today (in so far as we
are unbelievers, or, if believers, in so far as our
irnherited beliefs f2il toc represent the real problems
of contemporary life) must face alone, or, at best,
with o©only tentative, impromptu, and not often very
effective guidance. This is our problem as modern
‘enlightened’ individuals, for whom all gods and devils
have been rationalized out of existence. (Campbell, IJ.
(17&62) pags 104).

In addition to these general concepts of the appeal of
fiction, psvchological theories are applied to the analysis
of individusl works of +iction. This is the case 1in

Sulivan’s article "Fairy tale elements in "Jane Eyre'" in

&



which the author discusses the likely psychological appeal of
the inherent fantasy of Jane Eyre to both its readers and to

Charlotte Bronte (Sulivan, FP. (1978) page 72).

In addition to these isolated comments in works which
fundamentally apply other theories to the analysis of light
fiction, there are a riumber of works which seeg to place the
study o©f light fiction into a psychological context. These

will be discussed more fully below.

As wWill be seen in more detail in the section dealing
withk romantic fiction, light fiction is often discussed in
terms of dreams and fasiry-tales. Indeed these are often used
ez terms of disparagement. Consequently it is not surprising
theat the psychological theories which seem to have been of
most use to the disgussion of this type of fiction have been
those of Freud and Jung since these are the psychologists
who have placed most emphasis upon the interpretations of
dreams and fantasies. Indeed Campbell’s point, quoted above,

may be compared with Jung’s statement that

. in this scientific age, the psychiatrist is apt to
be asked the questions that once belonged in the domain
of the theclocgian. Feople feel that it makes, or would
make, a great difference if only they had a positive
belief in a meaningful way of life or in God and
immortality. . From time immemorial, men have had
ideas about a Supreme Being (one or several) and about
the Land of the Hereafter. Only today do they think
they can do without such ideas. (Jung, C. (1964) page

277 .

Both early psychologists are now given little coverage in

undergraduate courses in psychology in fdelaide, according to

Fa



the experience of a recent graduate majoring in psychology
who studied the subject at both of the universities in this
state. The present philosophy of psychology demands a more
empirical approach. And vet their work has had a very great
impact on  the way twentieth century understands itseldf.
Concepts such as 'repression’, '2go’ and ‘complex’ are part
of the wveocabulary of the educsted public with no special
studies in psychology. Tﬁis may be indicated by their
inclusion in their psychoanalytical meanings in a general

dictionary published by Paul Hamlyn (Encyclopedic world

dictionary. (1971) ). It seems impossible, then, to ignore

their contribution to our understanding of fiction, nowWeEVer
they are regarded by specialist psychologists. Indeed, a
letter in respohnse to an article which was critical of

Freud’s ideas indicated that

Despite E.M. 4Thornton’s dim view of Sigmnund Freud’'s
ideas ... psychotherapists are indebted to him bevond
measure. (Gunderson, E. (1934) page 5).

The comparisorn between romantic fiction and fairy
stories is discussed elsswhere in more detail, but in this
context, the work of Bettelheim is of particular interest to
the student of light +Fiction bscause he deals with the
particular relevance of fairy stories for children. Some of
his #indings may also be relevant to the readers of light

fiction.

Bettelhsim argues that children need to be able to make

some meaning of life (Bettelheim, B. (1976) page 3), as we

&é



have seen ies alsoc the case for adults. He claims that much of

this meaning is derived from fairy tales which

Through the centuries (if not millenia) during which,

in their retelling, fairy tales became ever more
refined, they came to convey at the same time ocvert and
cecvert meanings - came to speak simultaneously to all

levels of human personality, communicating in & manner

which reaches the uneducated mind of the child as well

as that of the sophisticated adult. fpplying the
psychoanalytic mwodel of the human personality, fairy
tales carry important messages to the conscious, the
preconscious and the unconscious mind, ocn whatever
level each is functioning at the time. (Bettelheim, E.
(1976) pages S-6&).

It mey not be too far-fetched to postulate that this can be
related to Cawelti’e formulse theory which was discussed in a
previous section in a way which suggests that formulas may
alseo evolve into & form which offers readers similar
csatisfactions, albegit the formula is a somewhat blunter tool
tharn the single étory refined and honed to its purpose
throughk the centuries. Nevertheless while children find it
acceptable, if not desirable, to hear the same story over and
over again, adults reqguire a modicum of novelty in the
retelling. BEsttelheim’s theory of the multiple layers of
latent content inherent in fairy stories would, however,
partially explain why readers o©of &a Fformula will read
essentially the same <cstory again and again in different

guises.

Furthermore, in relating Bettelheim’s theory to wmodels
that have been discussed before, he makes use of concepts
reminiscent of the views expresssd in the section dealing

with archetype / mythic theories of light fiction. He is



particulaerly close to Campbell’s view of the "monomyth’ when

he save

What happens to the heroes and heroines in fairy tales
can be likened ... to the initiation rites which the
rnovice enters rnaive and unformed, and which dismiss him
at their end orn & higher level of existence undreamed
of at the start cf this sacred voyage through which he
gains his reward or salvation. Having truly become
kimself, the hero or heroine has become worthy of being
loved. (Bettelheim, B. (1976) page 2Z278).

Agairn, this can be related to the analysis of the Cartland

formuela, which was outlined in that section.

(1]

Besttelhein, howsver, does point out the incompleteness

f

of this kind of story (from a psychological point of view) in
dealing with a mature love relationship. Such stories as
Snow White and Cinderella deal with the beginning of &
relationship but do rot provide any assistance with the
concept of the growth necessary to sustain it. Bettelheim
cees the function of stories such as Beauty and the Beast as
providing guidance to the child in this area. ‘The message
implied by such a story ié that women must overcome a feeling
that sex is ‘beastly’ if the relationship is to provide
satisfaction and fulfilment for both partners (Bettelheim, B.
(1§76) page 29%). I+ one is to suggest a formula from
romantic fiction which would fulfil this aim, using the
formulas which are discussed in the section dealing wWith
romantic fiction, ohne might suggest the 'séhsual /
historical® as here, to, the reader 1is encouraged to review
sexual attitudes. The "bodice ripper’® might alsoc be seen as

an attempt to ful+fil similar functions, although 1t may be =a

&8



less successful one. This question is also dealt with more

fully in the later section.

A similar role - that is, the explanation to the
unconscious of the importance of personal development in a
mature lcve relationship - is expressed in stories such as

BRluebeard. In this kind of story,

Despite all warnings about the dire conseguences if she
tries to +find out, woman is not satisfied with
remaining ignorant about sex and life. Comfortable as
an existence in relative naivete may be, it is an empty
life which must not be accepted. Notwithstanding all
the hardehipe woman haes to suffer to be reborn to  full
cocnscicusness and humanity, the stories leave little
doubt that this is what she must do. Otherwise there
would be no story! rno fairy story worth telling, ho
worthwhile story to her life. (Bettelheim, B. (197&)
page 293).

For adult wWomen, ‘suEh a function may be inherent iﬁ the
clascsic gothic formula. It may be significant that Sulivan
has used both Beauty and the Beast and Bluebeard as models in
hier ehalysis of "Jane Eyre" in terms of a Ffairy tale
(Zulivan, F. (1278) pages &Z2-62). The message to the
subronscious of the reader is fundamentally the same and
indesed the Beauty &and the Beast thems may be seen as a

specific form of the Bluebeard theme.

It ie interesting that Holland, who adopts &
psychological approach to the study of adult literature, has
neverthslscss compared the appeal of fiction to that of play

for children. He claims that

P



Both play and literature can be understood as ... first

letting a disturbing influence happen to us, then,

second, mastering that disturbance. (Holland, N. (1968)

page 202).

Helland’s approach is explicitly Freudian. He has
provided us with a diagrammatic representation of the way e
zpproach fiction in psychological terms (Hclland, N. (197%5)
page 299 - see Diagram 3) and alsoc indicates the importance
of anticipation in our relation to reading by presenting an
extract as historical fact and then indicating that it is
actually a2 guotation from a historical novel. The guestions
which occur to  the reader when the passage is taken as
fictiorn no  longer matter when its fictional nature is
accepted before reading. We do not apply 'reality tests’® to
fiction in the sams way as we do to what is presented as fact
(Holland, N. (1968) page 68) . There is an obvious similarity
between this and Coleridge’s famous "willing suspension of
disbelief", but ths mechanism of reading is as yet little
understood and work such as Holland’s is valuable in  this

context.

Holland'é point can be seen as relating to Cawelti’s
theory of formula fiction and especially to his comments
about shared networks of belief, which are discussed above.
Furthermore, Holland =also confirms Cawelti’s concept of

‘moral fantasy’ vihen he says that

In effect, the literary work dreams & dream for us. It
embodies and evokes in us a central fantasy; then it
manages and controls the fantasy by devices that, were
they in a mind, we would call defenses, but, being on a
pace, we call ‘form’. (Holland, N. (1%2&88) page 795).
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It ehould be pointed out that in a later work Holland
charnged the emphasis of this a little to place more stress

on the role of the interaction between the book and the

FProcesses like the transformation of fantasy materials
through defenses and adaptations tale place in pecple,
not in texts. They require a mind, either the writer’s
or the reader's. (Holland, N. (1975) page 19).

Holland, as indicated by the diagram referred to above,

strecses the role of the reader’'s mind rather than that of

the writer.

Holland is of particular intersest to this study because

he i criticel of the beasic technigues of literary enalysis.

Iﬂ "The Dvnamice of literary response” he indicates that
his early critical career Was influenced by the , "New
Criticiem” (Holland, N. (1968) page xi) - a later development
in the course of English literary criticism than the

traditiorn followed by the Leavises (Holman, C. . (1272) page

249). New criticism conhcentrates on

...close examination of particular texts for plot
parallels, repeated images, figures of speech,
structure, myths, points of view, and SO O «as« And
yet, if my own experience holds true for other critics,
we all discovered in our different ways that literary
worlks, even of a very crude kind, had an almost
unbelievable fineness of form and structure. ({Holland,
N. (1948) pages xi-xii).

In a later worlk, Holland more specifically challenges the

zessumptions of such literary analysis;

To analyze the text in formal isplation as to ‘words-



on-a-page’, (in the old formula of the New Criticism)
is & highly artificial procedure. A literary text,
after all, in an cbjective sense consists only of a
certain configuration of specks of carbon black an
dried wood pulp. When these marks become words, when
those words become images or metaphors or characters br
events, they do so because the reader plays the part of
a prince to the sleeping beauty. He gives them life out
of his obwn desires. When he does so, he brings his
lifestyle to bear o©on the work. He mingles his
unconscious loves and fears and adaptations with the
words and images he synthesizes at a conscious level.
tHolland, N. (19735) page 12).

For these reasons, Helland’s views are particularly
interesting in the context of thics study which is an attempt
to provide a method of looking at light fiction which is more
relevant than the literary characteristics of the work ik

itself.

Lesser hase also related the psychological approach to
the literary zpproach. He claims that despite the objections
which are raised to the inclusion of any empirical knowledge
in the study of literature (Lesser, S. (1940) page 294), the
use of psychological insights seems inevitable. I+ this is
not done by referring to psychological theo&iésfof behaviour
it will be done tacitly - depending o©on "homespun, "COnNmOnN
sense’ pevychology, however i1nadegquate or even erroheous it
may be" (Lesser, S. (19460) pages 296-2%7). I have commented
above on the seeming inevitability of some kind of
psychological approach being used whenever an analysis of the
appezs! of light fiction is attempted, and this wou}d seem to
bear put Lesser’s statement. Again, Lesser places special
emphasis o©on Freudian psychoanalysis and wvariations on it

(Lesser, . (19&0) page 297).



Lesser is usually speeaking about serious fiction, but
again he has some correlation with Cawelti’s theory of ‘moral
fantasy’ as well as touching on Holland’s idea of fiction
assuming the same function in adults that play has in

childrens

There is a2 sense in which we must accept responsibility
for the fiction we enjoy, just as we accept
responsibility for our fantasies and dreams. No less
than our own psychic productions the reading of fiction
permits us to deal with the past events of our lives
and our hopes and fears for the future - and to deal
with them actively, re-enacting troublesome experiences
until the pain or other emotion they arocused has been
sssimilated! acting out, with such intensity that
affects are discharged and tensions relieved,
experiences which give shape to ocur wishes and dreams.
It mekes surprisingly little difference that the
fantasies embedded in fictiocn have been conceived by

cthers. The explanation,of course, is that - in most
reses guite blindly but rnone the less purpesively and
efficiently - we search out stories whose fantacsies

have relevance for us. (Lesser, S. (1960) page 23%9).

Lesser feels ‘that we respond to fiction at " three
levels., These are, firstly, the subject matter orr the
manifest content of the story. Boolks chosen solely for the
subject matter may not be totally satisfactory tovthe reader
but the reader must be interested in the content at some
level in order to allow the other, subconscious, parts of the
mind to relate to the other aspects of the work. The
manifest content of the work is, on the whole, understood by
the conscious mind, which feels no need to deny the needs
that are satisfied at this level. The reaction is a
somewhat complex one, however (Lesser, S. (1960) pages 204-

208).

The second factor affecting our response to fiction is



its form. Form, among other things, communicates the
manifest content to us. Lesser feels that we become aware of
certain external features of the form, although on the whole
formal features are 'self-effacing’® (Lesser, S. (1960) pages
20&-207). This may seem to contradict the views of Radway
and the Russian formaliste, cited above, that form aims to
make itself noticed. It is likely thqt those writers are
more concerned with the external factors of style which
Lesser fesles are consciously cbserved. This seems especially
likely =25 Radway is particularly concerned with linguistic

factors.,

The third Ffactor which Lesser feels affects our
response  to fiction is in some ways a combination of the
factors of content and form which he refers to as "texture”.
Less=r feels tha£ the importance of this aspect of our
response to literature is particularly easy to observe when
we read a2 book which is above or below our level of
‘sensibility’ - or, to be more accurate, our range of levels
since we are capable of enjoying & wide range .of materials.
Lesser suggests that this may account for the intemperateness
of language which has been uéed in the discussion of fiction

which is not to our taste;

‘e we may be willing to read a subtler or simpler
story than we normally enjoy if we feel it has
comething especially significant to say to us. But
vhile the boundaries of our band of sensibility are
fluid, e  know very well when we have gone cutside
them. We are incapable of enjoying books above or
below the band, and very often have strong negative
feslings about them. (Lesser, S. (1960) page 208).
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A story presenting issues in tco clear cut a manner may
offend our sence of the complexity of the worla we know and
we may disassociate ourselves from it. We are less likely to
be willing to claim a book is above our level of
‘eensibility’ and may refer to such books as "precious, or
oversubtle, or pveranalytical" (Lesser, 5. (1260) page Z209).
Examples o©f this were given above in looking at the way 1in
which librarians have talked about Ffiction in public

libraries.

Lesser provides & further suggestibn for the degree of
hostility which has been observed in the statements about
types of fiction not to the taste of the commentator when he
males tﬁe analeogy that choosing one’s reading matter is
similar to the procecss of choosing one’s friends. He claims
that this is a matter of choosing people whose minds seem to
trave the same ‘texture’ in the sense that he has been  using

the term (Lesser, S. (1%560) page 20%).

The importance of texture to the appreciétion of a
work of fiction is related to the importance of the

relaxation of the g0 in the reading of fictions

& story we $ind oversimple is likely to yield its
secrete too easily to the conscious mind, or eVven
permit unconscious processes of response to come to
light. A story we +ind difficult and rarefied is
unlikely to stimulate much pleasurable perception,
conscious ©OF UJUhCOnRSCicus. It would be an error to
suppose that the unconsciocus mind would come to the &aid
of the intellect in achieving an understanding of a
story besyond its particular range. The unconscious may
perceive things hidden from the consciousness for
emotional reasons, but in no other respects are its
powers of comprehension superiocr to those of the mind
cf which it is & part. (Lesser, S. (19&60) pagess 209-
2107 .
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Lesser continues that it is consistent with a normal tendency
in psychic life to secure satisfactions with as little

effort as possible thet, in selecting fiction, we tend to

choose from the lower end of our personal range ot
sensibility. Lesser feels that we can encourage readers to

read more complex fiction and that, if this is not "carried
to self-defeating lengths”, & taste for more mature and more
rewarding fiction can be encouraged (Lesser, S. (19&0) page

211).

This has obvious parallels with the theory of athletic
performance  and the importance of training. Lesser is
talking specifically about the needs of literary students and
I am not convinced that his views on this matter are entirely
relevant to the needs of public library users. The reading
of sericus fiction ié in many ways a specific interest, like
sport and knitting. While public libraries can regard it as
being in the public interest to display "Life be in it”
posters to encourage library users to make full use of the
phyeical and intellectual resources available to them, I
wpould be werried i¥ & public library chose to exclude books
cn knitting because sport is "better for vyou". This is,
however, what librarians have seemed willing to do in the
case of the debate about the exclusion of light fiction, or

light fiction of certain types, from public libraries.
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Chapter 7.
Summary of ways in which light fiction may be discussed.

VFrDm the sections above we have seen that there are a
number of ways in which light fiction can be discussed.
There are other ways which might be included but the ones
outlined seem to have special relevance in terms of the

discussion about light fiction in public libraries.

There is considerable inter-relation between the
varipous thecries soc that thsy often complement one another or
provide further perspectives on the topic - == for example
Campbell’s more  elaborate structure of the ‘monomyth’
complements Frye’'s analysis of the four mythoi or the way in
which the psycholbgical theories discussed can be seen as
providing a more détailed explanaticon of the appeal, in
psycholobgical terms, of the formula theories described by
Cawelti. It seems unlikely that such a ccmpleg subject as
fiction will ever be entirely encompassed by one coherent
theory since there are so many different aspects of the
general subject which can absocrb our interest. Nornetheless,
I +feel that it is extremely important that these general
theories of fiction be taken into account by those librarians
respgnsible for decisions about the inclusion of fiction in

libraries.

Because the subject of fiction is such a broad ohne, I

have endeavoured to follow this general putline with & more



specific study of one particular type of fiction - raomantic
historical fiction in fact. A more detailed analysis of this
type of fiction will allow the use of the theories outlined

above to be shown in their specific application. There we

il

will seo that although the general theories of fictiaon
discussed in this section can be usefully applied to romantic
fiction, it is necessary to adapt or extend these theories in

dealing with specific gernres of light fiction.



SECTION TWO.

Historical fiction.



Chapter 8.
Definition of historical fiction.

The purpose of this section is to provide some
definitions of what is meant by the term "historical novel"”
and to outline the background and development of the genre,
ite appeal and the particular problems involved in its
execution in order to provide a background against which
statements elsewhere on historical romance in public
libraries may be understood. It is an attempt to outline the
perticular difficulties which arise in discussing historical

fiction in general.

In addition, there will be sowme analysis of the
particular appeals . of historical fiction which may be
compared and contrasted with the general appeal of fiction
and with the particular appeal of romantic fiction which are

dealt with in other sections.

Although it is important to attempt some definition of
what is meant by nistorical fiction, this cannoct be dealt
with in a2 great deal of depth here for, as Sheppard notes,

the definition of historical fiction presents a number of
problems that may not be immediately cbvious (Sheppard, AL
(1930) page 12) He then outlines the problems and attempts at
soclutions (Sheppard, AL (1930) pages 12-16) and 1t is not

necessary to reproduce them all here.



Definitions wused have varied from the very broad ohne
employed by Baker in his selection of titles to be included

in hics books

The word ‘historical’ has been given 3. wide
interpretation, so as to embrace stories that in  any
way whatsoever portray the life of the past, even
although actual persons and actual public events have
no place in them. (Balker, E. (1914) page vii)

to the extremely narrow one attributed to Balzac by Lukacs;

The only possible novel about the past was exhausted by
Walter Scott. This is the struggle of the serf or
citizen against the nobility, of the nobility against
the Chukch, of the nobility and the Church against the
Monarchy., (Lukacs, G. (196Z2) page 83).

of thess extremes, the former is of more use for the

geheral purposss of this discussion than the latter. But
even 2 wumber of the broader definitions cited by authors
whose works are the basis of this chapter have made

statements to indicate that the *lighter’ type of fiction in
whickh this work is basically interested is specifically
excluded Ffrom their consideration. EBaker himself, whose
broad definition I have guoted above, goes on to say that
"...melodrama masqguerading a2s historical can bz left out of
account. .. " (Baker, E. (1914) page wviii) Sanders, in

discussing the works of Lukacs, points ocut that the latter’s

. bias towards 'social realism’... properly excludes

the escapism of a novelist like Harrison
Aginsworth...Imy omissionsl. (Sanders, A. (1978) page
10).

These implicitly qualitstive definitions of what

constitutes historical fiction are a warning that in the

following remarks upon the subject the authors cited would



not necessarily see their comments as spplicable to light
fiction. Nevertheless, there views are useful for an
understandihg cf historical fiction in general and so these

writers have not been excluded from the following

discussion.

Ads well s the implicitly gualitative definitions that
are often wused with respect toc historical fiction, some
spurcsse  specifically exclude fictionalised biography of
significant historical personages from  their discussions.
Saintsbury, for example, lists this as one of the mistakes
that historical novelist may make, although warned against it
by Srett and by "...2l1ll the better critics..." thereaftter

(Saintsbury, G. (1923) page 18).

Lukacs providgs some convincing theoretical arguments
against fictionalised biography as & literary form. Great
men  arise in history as & fesult of conditions that are
bevond the control of individuals. The fact that a
particular person happens to i1l the need is largelyf a
matter of chance. The French Republic had need of & military
dictator in the late 18th and early 12th centuries and
Napoleon took the part. Had he not another would have arisen
because the circumstances demanded it. Chance determined

that in this particular case it should be this one man;

Bzlletrist biography,the biographical form of the
historical novel sets itself - whether it likes or rnot
- the insocluble task of reducing this irreducible
element of chance. It is the personality of the man
portrayed which is to be the guide to  his special
calling, his biography will provide the inner,



psycholeogicel proof of his celling. As a result the

character is inevitably exaggerated, made to stand on

tiptoe, his historical calling unduly emphasized while
the real objective causes and factors of the historical
mission are inevitably omitted. (Lukacs,G. (1%&2) page

314).

While this may certainly be the case for +fictionalised
bicgraphies of men such as Napocleon, Caesar, Augustus and
Cromwell, whom Lukacs alst cites as examples of this problem
(Lukacs, G. (1962) page 314) I am not convinced that it is
zlways the case. In the case of the absolute wonarch, for
example, the element of chance is in the birth of the prince
butv hie percsonality maey assume great importance in its ouwn
right. One may question, for example, what the +fate of
Russia may have been had the last Tsar and Tsarina of ‘that
country not been the particular individuals that they were.
In cases such as this, and where other important factors are
not ignored, the fictionalised biography may have
considerable intevés; in providing a ‘rounded’ picturemo{ the
people involved in a way that would be beyond the scope of
the traditicnal biographer. From the minocr study of "Fiction
Index" which will be discucssed elsewhere it seems that people
who could be describsd as of royal or noble birth accounted
for thirty =six percent of the +fictionalised biographies
listed., Ppolitical and military biographies accounted for cnly
sixteen percent, This would suggest that fictionalised

biographies tend to be about subjects who are the most

suitable type of subject in terms of the discussion above.

Mzvertheless, whichever point of view is maintained
with respect to the validity of the inclusion of real people

of some historical importance as central characters in

m
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historical fiction, the point remains that this is & common
form of modern historical fiction. This form is ever used by
such @& respected writer as Robert Graves in his *literary”
historical writings such as "I, Claudius". Lukacs himseldf
ackrnowledges that important modern historical rnovels show a
tendency towards the biographical approach (Lukacs, G. (19&2)

pags 300).

Decspite the embargoc that is sometimes placed upon the

!

inclusion of important historical personages as main
characters in the narrative, some definitions insist that in
crder to be regarded as "historicasl’ the novel should include
some mention of real events or real pecple. Matthews, for

example, writes that

A tale of the past is not necessarily a true historical
novel: it is & true historical novel only when the
historical events are woven into the texture of the
story. (Matthews, B. (1901) page 21).

This would exclude from the category of historical novels
those books st in the past but which do not sctually relate
to real peosple. Matthews cites as examples of works thus
excluded from his definition of historical novels works such
as the "Scarlet letter" and the "Bride ot Lammermoor”. He
justifies their exclusion on the grounds that they do not
rely For their attraction wupon the historical scene or

character (Matthews, E. (1701) page 21).

Nield =agrees with Matthews on the exclusion of works

which merely "... give the general atmosphere of ihe



peripcd..." (Nield, J. (1229) page =xviii) [emphasis in the
origirall and agsin he cites the "Scarlet letter” as one of
the works which must therefore be excluded. Nield, however,
provides a category of "semi-historical’ fiction to include
these works (Nield, J. (192%9) page xviii). As will be seen
in dealing with the sub-genres of romantic fiction, this type
of historical fiction accounts for a significant proportion

of historical romance.

Escause of the type of fiction that is the interest of
this study, & much simpler definition is required rather than
those discussed above. For my purposes, Holman's definition
of historical fiction is probably sufficient. He defines it

simply as

Fiction whose time setting is in some period other
thar that in which it is written. (Holman, C. (1972)
page 254).

The only restriction that this places on the inclusion of a
novel into this category is that the stor? should be
deliberately set in the past (Butterfield, H. (1224) pags
S).

This may at first sight appear to be an unnecessary
statement, but books such as "Tom Jones” may be very
profitably used by contemporary readers as primary’
hicstorical documents providing an indication of the thought,
manners and costume Df ite time. Althpough this 18 a valid
and *historical”® use of the novel, it does not make it an

historical novel. In the public library in which I worked
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fiction wes categorised and hictorical fiction was one of the
categories employed. We used the criterion of "intenticn"
proposed above but sometimes had to justify that position
against the claims of readers that rovels such as "Tom Johes"”
should be included in that category. In that case it used to
be argued that i+ we employed such & definition, we Qould,
after a certain amcunt of time, have to re—classify almost
all the other categories of fiction as ‘'historical’ as the
manners and customs that they described ceased to be those of

contemporary society.



Chapter 9.
Historical and literary background to the historical novel.

Sir Walter Scott (1771-1832) is, with some justification,
regarded as the originator of the histcrical novel, but there
wEre 2 nhumber of necessary preconditions that had to be
fulfilled before his innovation became possible. Before
establishing the validity of claims for Scott’s status as the
originator of the genre, these preconditions will be

cutlined.

Ecth general and literary considerations are important
in this context. Firstly, for example, it was impossible for
the  historical novel to develop before the concept of
‘history® as  we Enow it had been established. It is not
necessary in this context to investigate fully the guestion
of "What is history?" - E.H. Carr has writtern a small boock on
thkat topic (Carr, E. (1270) ). It will suftfice here to point
cut that in earlier writers of 'historicael’ works there was
little emphasis on the critical appraisal of evidence that is
expected today. Indesd, in the eighteenth century, little
history was read (Saintsbury, G.f(i?zé) page 13) and many of
the early writers wrote what would today be regarded as
fiction (Saintsbury, G. (1923) page 7). This lack of concern
for accuracy is guite clearly shown in Shakespeare’s
historical plavs. "Julius Caesar " would have originally been
performed in Elizabethan dress (Finkel, G. (1978) page 23}

not for any of the reascns for which a modern director might
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decide to produce it in modern dress (or the style of any
other periocd) but simply because it would not have mattered

to the audience what the characters wore.

This ¢situation began to change in the eighteenth
century whern & modern vision of history as a more scientific
endeavour began to be formulated. Scott cccasionally
indicated in his writings that he was influenced by ideas
developed in the eighteenth century with regard to the study
and the very naturz of history (Fleishman, A. (1971) page 24)
and indesd Rance claims that Scott’s views on history belong

to the sighteenth century (Rance, N. (1275) page 22).

So  successful was the movement that by the nineteenth
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The nineteenth century was an acutely historical age;
it believed in the efficacy cof the study of the past;
it avidly collected relics and art of the past; and 1t
rejoiced, just as Carlyle did, in the idea o+ being
enveloped by Time, past, present and future. (Sanders,
A. (1973) page 1),

FPart of the reason for this change was the widespread
spirit of scientific enquiry generaily described as the
Enlightenment. Interest in all areas of life led toc a
renewed interest in old things. Relics of the past that had
previously beern valued only at their practical and intrinsic
worth came to be valued ir themselves for their antiguity.
Ruins had previously been regarded as convenient guarries of

ready-cut stone for new buildings, but by the latter part of



the seventeenth century they were prized to the extent that
wealthy men might have ‘ruins’ built to enhance their

groundes (Finkel, G. (1973) page 24).

The antiguarian interest in relices is reflected in the
literary tradition of the Gothic novel, with whichk it shared
some  similarities. In essence, although the Gothic novel
dealt with the past, it was & past of no definite period -
'medieval’ in the vaguest of senses. Their location is as
little defined as their temporasl setting and so they lack the
sense of time and place which is essential to the true
historical novelj even those which do not deal with real
people and events must achieve a sense of & real time and
place. In this way it reflected the collection of relics

viithout rnecessarily placing them in an historical context.

The relationship betwesern the attachment to physical
relics and the taste for Gothic fiction is brought out by
Fleishman. William Harrison Ainsworth (1805-1882), in fact
a successor to Scott, wrote in the Gothic tradition (Sanders,
A. (1278) page 17) and Fleishﬁan regards the affection of

Ainsworth and his readers for noble heroines as

... the emotional equivalent of their nostalgia for the
noble relics of the past. (Fleishmarn, A. (1971) page

-
Z3) .

At the beginning of the nineteenth century, however,
certain events gave the study of history 2 new direction.
For a variety of reasons the concept of a national identity

began to take & firmer shape. Lukacs sees the resistance to

M
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the evpsnsions of Mzpoleon’'s regime s one of the causes of
this growing nationalism and points to the peak of conscious
historicism after the fall o+ Napoleon (Lukacs, G. (1962)
pages 29-235). Fleishman alsoc relates the rise of nationalism

to the growth of Empire, although he declines to speculate

upon  which was the cause and which the effect. Fleishman
also points to the speed of changs to which society was
being subjected at that time. He sees the disturbances

caused by the Industrial Reveolution as being a factor in
explaining the growth of reverence for a lost past

(Fleishmarn, A. (1971) pages 28-29).

For a variety of reasons, then, man became aware of the

-

pacst in & different way than had previocusly been the case.

Instead o0f perceiving the past as a static collection of

ot

relice and ruins - of interest but of ro relevance tq the
present day - the éast came to be seen as a source of
inspiration for the present and for the future. Analysis and
evaluation becams the historian’'s tools, supplementing the
earlier practice of recording events. Furthermore, both
historical activity and antiguarianism were widespread in
nineteenth century England. During this time many Learned
Societies were <founded and the Publiﬁ Fecord OCffice was
ecstablished to conserve documents whichk in earlier times had
cften been left in neglect (Fleishman, A. {(1971) page 2%9).
This interest in history, then, became sufficiently
widespread to fulfil the sscond of the criteria suggested by
Saintsbury as necessary precedents for the development of the

historical rnovel. He writes that
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The attraction of historical subjects in +fiction, for
the writer to some extent and still more +for the
reader, depends entirely upon the existence of a
considerable body of written history and on the public
acquaintance with it., (Saintsbury, G. (1923) page 3).

The particular period which interested historians and
readers above all others in the nineteenth century was the
Middle Ages. To Lukacs, this trend reflects the reactionary
Legitimism which followed the downfall of Napoleon - a desire
to return to the ideological immobility represented by that
period (Lulacs, G. (1942) page 2&). In England there was a
revival of interest in the Medieval Romances and, as noted
zbove, the Gothic novel which enjoyed a voguese both before and
after the development of the true historical novel. These
trends also reflectsd the nineteenth century’s interest in
the Middle Ages (Fleishman, A (1971) page 29) although the

tendency was not merely a literary one;

The mental climate represented by the Gothic Revival in
architecture, the FPre-Rapha=slite Brotherhood in art,
Disraeli’s Young England movement in politics, and the
Oxford Movement . in religion taken together makes
Victorian England the age of medievalism. (Fleishman,

A. (1971) page 29).

In &ddition to the general historical circumstances
described above, certain literary precedents should also be
described. Among these, the Gothic novel, which has already
been mentioned, is the most obvious. It shares with the
historical novel a particular interest in the past, although
historical elements have been used in English fiction from

the time of the picaresque novels (Fleishman, A. (1271) page

200 .

Q0



Another important literary precedent to the historical
rnovel appeared in the eighteenth century in the form of the
realistic social novel. This type of rnovel was intended to
portray events with some attempt at a "true to life’ approach
but it accepted the situation as it was and did not attempt
to explain or question how things had come to bte as they were
(Lukacs, G. (1962) page 19). The ‘social novel’ was,
therefore, an importan£ forerunner to the historical novel
because it drew atterntion to a concrete time and place. It
creatad a 'spatio-temporal’ sencse that was essential to the
development of & mwore specifically historical awareness

(Lukacs, G. (192&2) page 21).

Any discussion of nineteenth century literature must be
incomplete without some mention of the Romantic movement. Ta
some  extent, this was brought about by the same general

conditions which brought about the interest in history

itselt;
The Romantic Period came 1intoc being during the
Mapoleonic Wars, and Fflourished during the painful
economic dislocations which were their aftermath.

(Holman, C. (19272) page 464).

Scott grew up in the time when the Romantics were at their
most influential (Raleigh, W. (1919) page 277) and it seems
likely that the growth in the study of history in itself
would not necessarily have resulted in the development of the
historical rnovel without the special impetus provided by the
Romantic movement. Butterfield says that "Romanticism is at

bottom & sigh for the things that perish” (Butterfield, H.
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(1924) page 10). History is, by its very neture, about the
things that have gone before and the combination of
Romanticism and realism is easily accomplished by the setting

of & story in the past. Thus

Historical novels are born of a romanticism of & kindj
but they are a romancing around objects and places;
they have a basis in reality and their roots in  the
spoil. (Butterfield, H. (1924) page 41).

The importance of the historical novel to the Fomantic
movement may be indicated by the fact that the date of the
death o©of Sir Walter Scott (1832) is sometimes used as the
boundary for the "fAge of the Romantic Triumph" in England

(Holwarn, C. (1972) page 11},

The attraction of the historical novel for the Romantic
imagihation lies hartly in an intense response to the world
of the past, but also in the Romantic tendency to wish to
withdraw to a2 world of its own creation. The relation of the
historical novel to the Romantic movement therefore, does

not cease with the emergence of "Waverley" for

A study of the historical novel could become a survey

of the mpodulations of Romantic art throughout the

nineteenth century and down to the present. (Fleishman,

A. (1971) page 16).

In distussing the literary precedents o©of historical
fiction, perhaps some mention should be made of the
relationship bstween the historical novel and historical

drama since historical drama has a long history and

historical novels are not yet two hundred years old.
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Historical drama deals with history in a <fundamentally
different way and so did not rely for its development upon
the existence of those preconditicons discussed above which

were essential to the development of the historical rnovel.

Lukacse discusses this guesticn in great detail and &
brief cutline of his argument should suffice to indicate the
fundamental difference between the two literary +Drﬁs,
despite the similarity of their interest in events of the
past. In drama, the great conflicts of history must be
reduced to their essentials and portrayed in broad terms by
the vee of the sc-called "world historical individuals®. The
epic, on the cother hand, which may be regarded as having some
similarities with the historical novel, must portray events
in greater depth and with meore zbundant detail to make a more
complete picture of the world in which the conflict is taking
place o that the reader may perceive the impact of of the
svents portrayed upon the individual who should not be one of
the main protagonists of the events that are described but a
"maintaining individual" (Lukacs, G. (1262} paées 132-150).

That is to say,

«sn the novel is wmore historical than drama. This
means that the historical penetration of all the
manifestations cf life must go deeper in the novel than
in drama. The novel counters the general historicism
of the essence o©f a collision with the concrete
historicism of all the details. (Lukacs, G. (19582) page

151) .
Conseguently, although historical drama is a literary
precedent of the historical novel in some WaYS, the

differences are such that it cannot be seen as an important



forerunner. The historical drama of Shakespeare, for
example, flourished at a time when the concept of history as

such was not understood in its present meaning.

Having asserted that Scott was, in fact, the inventor
of the historical novel in its modern form, the reasons for
this assertion should be putlined. Scott was not the first

to st his stories in the past, even in non-dramatic

literature. Indeed, a great number of authors from the time
of Cervantes had done so and Sheppard in fact refers to "Don
Ruixote" as & 'semi-historical’ novel (Sheppard, A. (1930)

page 23) end calls Cervantes an "historical novelist or very
nearly  one" Sheppard, A. (1230) page 14). Within the
Engliceh literary tradition, Defoe also came close to writing
an  historical nDVel (Saintsbury, G. (1723) page 11) and
later, with the Gothic writers, the approach became a

literary movement ra{her than the acticn of a single writer.

"The Castle of Otranto” by Horace Walpole (1717-1797)
is gensrally taken to be the first truly Géthic novel
(Holman, C. (1922) page 244) and Saintsbury describes this
wWork as "... in essence a Historical Novel with the history
omitted"” (Seintsbury, G. (1923) page 13). Sheppard is even

more critical of this title as a 'historical’® work -

"The Castle of Otranto" professes to describe Italy in
the twelfth and thirteenth centuries, but is even less

then a guess at the truth. (Sheppard, AL (1730) page
32).

This criticism pof the first of the Gothic novel writers
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is alsc wmade of subseguent writers in the field. Sir Walter
Raleigh &asserts that the work of both Walpole and Mrs Ann
Ward Radcliffe (1764-1823) lack any actual historical
allusions or personages despite their illusion of antigquity
(Fal=eigh, A. (121%) page 278) and in a8 general comment upon

the predecessors of Sir Walter Scott claims that they

Chose a century as they might have chosen a partner for
a dance, gaily and confidently, without gualification
or eguipment beyond a few overworn verbal archaisms.
(Raleigh, A. (1919} page 27%).

Important ss the Gothic writers were, then, in setting
the scene Ffor the historical novel by creating a reading
public with & taste for novels about the past, they Fell
short of actuaslly writing about a 'real’ peaest and so cannot

b

m

cs=en 25 historicsl writers in the modern sense.

Maria Edgeworth (1767-1849) teock the development of the
historical rnovel one step further with the publication of her
"Cestle Raclkrent” in 1800. This was written as if by an old
steward about the ruin of an eighteenth century family of
landlords. Rance claims that this was the first novel to go
beyend the costume of the past in an attempt to relate to
character (Rance, N. (12235) page Z0) and Scott himself
ackrowledged his literary debt to Edgeworth in the postscript
to "Waverlev" (Rance, N. (1975) page 2Z0). Scott himseldf,
howsver, took the development of the historical novel the
vital stage further and wrote from the point of view of the
past as the essential precursor of the present. Edgeworth,

although writing of the characters of the past, had regarded
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them as curiosities (Rance, N. (1975) page 21) . In this, an
analogy way be drawn betweer the writers of fiction of the
past and the emerging study of history as we know it. If
Scott represents the modern historian, Edgeworth represents

the antiguarian tradition which was its immediate forerunner.

In supporting the &assertion that Sir Walter Scott
‘invernted’ the historical novel, it may be of interest to
point oput that although he did ackrnowledge his debt to the
precedent of "Castlse Rackrent” he was convinced of the
novelty of his ocwn writing. He saw his approach iD history
az different from that of the Gothic and the ‘silver-fork’
schools of writers and, fearing that this different approach
might noct be well received, he at +Ffirst concesled his
identityb as the writer of "Waverley" (Fleishman, A (1971

pages 23-24).

The novelty o©of Scoctt’s approach to history in his
fiction was not simply in his conscious reference to actual
people and svents in his novels. Scott was also the +first
writer of fiction to describe hi§<charact9Ps as moulded by
the forces o©of the history that he portrayed (Raleigh, A.
(1921%9) page 4). In the seventeenth and eighteenth centuries,
novels with historical themes may have portrayed the external
costumes and o on appropriate to the period of the setting,
but the psychology and manners of the characters were
contemporary with those of the writer’s own time (Lukacs, G.

(19&£2) page 19).

Ae well as portraying the period from its owWh



perspective, Scott was also the first writer of fiction to
write @ebout his own national history from a popular point of
view. Prior to Scott’s work, the only point of view that had
been expressed in novels was that of the ruling class

(Lukacs, G. (1962 page 19).

[6))]

cott’s reputation as a writer is not now as high as it
onCce wWas. At orne stage he was very highly regarded and even
compared with Shakespeare (Sanders, A. (1973} page ix).
Neverthsless, he had considerable influence upon the authors
who ceme after him although, as Rance points out, there was
no ‘school’ of Scott and indesd those writers who did attempt
to imitate him often imitated his worse works rather than the
better ones (Rance, N. (1973) page 38). The historical
romance enjoyed a vogue for some time, but by the end of the
nineteenth century.the fashion had, to some extent, changed.
This is clearly indicatsd by the amount of historical
fiction included in the outline of popular fiction listed by
Leavis and included as an Appendix to this chapter (See

Appendix 2).

This listing also indicates that the early esteem in
which historical fiction was held diminished somewhat.
"Waverley", although started in 1805, was not published until
1314. By the 1860’s, Scott was denigrated and the historical
novel condemned as being “untrue’ (Rance, N. (1975) page 6&2).
In fact, more historical romances were published between 1870
and the Great War than in the previous +ifty years (Rance, N.

(12735) page &2) and historical novels have continued to be



written and read, but critical interest in the genre has
declined. Fleishman feels that
It is the proliferation of popular sensatiornalism in
historical guise that leads ... to the exclusion of the

form from sustained critical examihation. (Fleishman,
A. (1971) pages xiv-xv).

A detailed discussion of the successors toc Sir Walter
Scott and the decline of critical notice of the genre is
bevond the scops of this work. It is dealt with in some
detzail by Rance, Fleishman and Saﬂders.‘ It is sufficient
te péint cut here that ths role that Scott had performed in
providing ‘sugar-coated’ history had to some extent been
taken over by the popular historians such as Macaulay (Rance,
N. (1975) page &2) znd that the genre suffered From a
surfeit of wunskilled practitionsrs. Fleishman says of the
blater Victerian pefipd that

This was... the period in which almost every mwajor

Victorian novelist felt called upon to attempt the

historical novel; perhaps becauss the standard of their

contemporaries was so poor, these attempts were for the

most part unsatisfactory, and were not
repezted. (Fleisktman, A. (1971) page 38&).
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Chapter 10.
Appeal of historical fiction.

Historicel fiction cen appeal to the reader in two
fundamentally different ways; as & form of fiction or as a
form of history. Its appeal as a form of fiction will be
touched on only in passing as the general guestion cf the
appeal of Ffiction is dealt with in more detail elsewhere.
This section is mainly concerned with the unique aspects of a

form which is a combination of fiction and historvy.

In looking at the appeal of historical novels as a form
of fiction ,it may bse of some interest to quote from Sheppard
Guy de Maupacssant’s comment;

‘The public,’ he says, * is composed of ssveral groups

whose cry to us writers is ‘

"Comfort me’

"Amuse me’

‘Touch me’

‘Make me dream’

‘Make me laugh’

‘Make me shudder’

‘Malce me weep’ .
"Make me think’. Sheppard, A. (1930) page 199).

All of these can be done by the historical novel as well as
by any other form of ficticn. Indeed, the first was a
particularly strong attraction at the time when the
historical novel first came into being, a need thgt was ih
part Ffulfilled by the romances of William Harrison Ainsworth
(1805-1882) aﬁd G.F.R. James (1799-1860) who flourished in

the 1830°’s and 1840°s and of whom Rance writes
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‘e there was & demaend for the kind of escapism which
they provided. A dreamy, romanticised past was an
antidote for the Chartist-ridden present; while the
notion that, through wmanifold changes of costume,
chaeracters remarkably like middle-class Victorians had
dominated events, must have instilled confidence to
farce modern convulsions. (Rance N. (19735) pages 38-39).

As we hzve seern in the beckground to the development of
the historical novel, the very impulse to the study of
history was, in itseldf, a searching +for the security
represented by the relative immobility of the Middle Ages.

Lukacs sayese of Scott that

He 4$inds in Ernglish history the consolation that the
most viclent vicissitudes of class struggle have always
finally calmed down to & glorious 'middle way’. (Lukacs,
G. (1962) page 32).

and it this is comforting to the author himselsf, it seems
likely that the author’'s popularity was a reflection of the

extent his works fulfilled a similar need in his audience.

Mield (Nield, J. (192%) page xix), ESheppard (Sheppard,
A. (1930) pagese 231) and Butterfield (Butterfield, H. (1%23)
page S1) have 211 commented on the appeal of familiarity in
the rcase of the novel which deals with the past and this
related to the desire to escape from the modern world. The
function of ‘escape’ in the appeal of fiction in general is
discussed elsewhere but escape in a historical novel takes a
particular form. This is perhaps best indicated in Cam’s
gupotation +from Ravymond, who feels that the appeal of the

historical novel may rest upon
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... a8 supprecssed desire to escape from the complexities
and responsibilities of the contemporary world into one
that is something 'morally sealed off and set apart
from the struggle of our lives' - something that deals
with 'a finished thing, & completed process’. (Raymond,
J. cited in Cam, H. (1961) page 3).

In terms oOf Cawelti’s corncept of a ‘moral fantasy’, the
appeal of the historical novel may have something to do with
the ubiguitous belief in "the gocd old days® - that things
were somehow better and society more ordered in  the past.
This view is not linited to the readers of fiction. Leavis,
for example, bases her assumptions on the better taste

exhibited bv popular readers before her own generation.

Seemingly centradictory claims for the appeal of
historical fiction are made on the grounds of its
relationship to actual events. Sanders claims that the long-
lived appeal of some of William Harrison Ainsworth’s novels
rested upon his intellectual slightness and through the
similarity of the images that he presented to those of
Hollywood films of the 1930°c (Sanders, AL (19?8) page 435).
Matthews, on the other hand,v saw the appeal of historical
fiction in its aureole of ‘pseudo-sanctity’ and its
purporting to be more instructive than’Dther forms of fiction
(Matthews, B. (1201) page 26&). Some resolution of this
seeming dichotomy may be found in Cohn’s article on the way
in which television portrays history in a popular way. Cohn
stresses that there is a formulaic approach to the
precentation of American history in documentary programmnes
such as those presented by Alistair Cooke. The programmnes

are presented along similar patterns and present the
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‘official version® of the American past;

Americans are comfortable with Cooke's interpretation,
partly because they believe it to be true, but mostly
bercause it is familiar. What they applaud then, is
their own familiarity with what they see and hear. The
positive reaction to Cooke’s 'America’ is not unlike
that of the symphony audience who should [sic -i.e.
shout 2?1, chesr and stamp their feet after their
favourite conductor has led the local orchestra through
yet another performance of Stravinsky’'s ‘Firebird
Suite’, parts of which everyone in the audience knows
by heart. The movements and the nusican mwmotifs and
themes are familiar. So are Cooke's. (Cohn, W. (197&8)
pags 2282
Cobn’s analysis brings out not only the strong
relationship betweeen what is comforting and wvihat is
familiar, whick has been seen as a general characteristic of
pocpular literature, but it also indicates the close
relationship between historical fact and historical fiction.
In early writings of & historical nature there was very
little distinction made betweern what we would now call fact
and Ffiction. Early writers who have long been regarded as
reporting legends have occasionally been shown to have &t
least a2 basis in fact. The example of the Turin shroud 1s a
case where a number of legends have been subjected to modern
scrutiny  to establish whether there 1s any basis for
accepting them in & more literal sense than has been the case
in the past. In addition, Cam and others have ocbserved that
the borderline between ‘historical romance’ and ‘romantic
histeory® is by nb means a rigid one. Reading 'non-fiction’
by EBarbara Cartland is very like reading historical fiction
by writers such as Jean Flaidy and indeed, one of Earbarsa

Cartland’s non-fiction works ("Diane de Poitiers”) was

included irn "Cumulative fiction index”. In the 1830°s and



1240 e, at the same time as the historical novels wvere
creating & merket <for historical materials, Carlyle and
Macaulay began to produce popular historical works and the
fiction of Edward Bulwer-Lytton (1803-1873) was reviewed as
history rather than as fiction because his many appendices
and &allusions gave the impressiocn (albeit falsely) of
scholarship (Rance, M. (1278) pages 43-449). Later, William
Malkepeace Thackeray (1811-1863) was influenced in his writing
by Macaulay’s essay "History", which urged historians to
follow Scott’s lead in making history a living force (Rance,

N. (1975) page 55).

This, then, leads wus to & consideration of the
relationship between history as a scholarly study and
historicel fiction, which should at the same time indicate
the appeal of histérical fiction as a form of 'histoﬁical

study’.

In essence, the major difference between the serious
historien and the historical novelist would seem to be in the
arez of imaginative fresdom. The historical novelist is free
to use a greater amount of imaginaticn in his approach to
people and events of the past than the repectable historian
would consider appropriate. Sheppard discussed this

difference through the imagery of trespassing;

Historical Fictiocn deals imaginatively with the Fast
and caen follow paths where Trespass Boards confront the
pedestrian historian. The novelist has a wider range;
e may set foot in the preserves of history, but on one
condition: he may not make his habitation there, or may
only build if part of his house stands within the
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demesne of the imagination. (Sheppard, A. (1930) page
15,

This <freedom allows the historical novelist to deal
with people who have never existed, or about whom the
hictorian has too little information to draw any conclusions.
Because the records of the past have tended to deal with only
certain kinds of people, the monarchs and their courts,
statesmen and politicians and great leaders cf armies for
example, the historian is often not free to deal with the
cshoplkespers, tzilors and farmers of the past as octher than
"movemsnts of peopular feeling”, "mobs" and other groupings
that have made their impression upon the historical scene

(Sheppard, A. (1930) page Z328).

Becausse the historical novelist is free to deal with
fictional characters - perhaps invented to portray’ or
represent the large groups o©of men with whom the historian
must deal - the novel can com=s closer to the emotional
response of its readers (Sheppard, A, (1?30)’ page 15).
Butterfield illustrates this point by the example af the
politician who, in trying to explain & particular action to
his electorate, may use an individual family as an example to
illustrate the effects of the propocsal in order to bring the

idea home to his audience (Butterfield, H. (1924) page 31).

The historical novelist is not only freer to choose
different kinds of people about whom to write, he is also
free to write about them in guite a different way from that

in which &a historian would normally write. Even where a
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character in a novel may be intended to represent an
historical movement, he must be, first and foremost, of

interest as a person. As Butterfield points out,

The rnovelist seesz the whole of life, and he goes one
further, and one better than the scientific historian
in that men are to him (as they are to themselves) ends
in themselves, not merely meance to an end and links in
the chain of historwvy. A men may lose himsel+f in
politics or mathematics but to the novelist it is still
the man that matters. (Butterfield, H. (1924) page 71).
The historical novelist, then, acts as a reminder that
history is about people (Cam, H. (1%61) page 7), (Sanders, A.
(19728) page 4) but, more than this, in the historical novel
moments  are captursed in their total complexity rather than
eimply from the point of view of their historical
significance (Butterfield, H. (1924) page 72). This freedom
to penetrate deeper into the "here and rncow’ of the past gives
the historical novelist greater scope to give detailed
attention to the costums and manners and way of life of the
people about whom he is writing in a way that the ordinary
historian cannot do (Sheppard, A. (19230) page 234) unless he

specifically chooses to devote his attention to the history

cf costume or furniture and so on of a specific age.

The historical novelist may, furthermore, express his
freedem from the constraints of ordinary history by taking
a partisan approach to the problems of the period about which
he is writing (Camn, H. (19&61) pages ?-10). The historical
novelist can write from the point of view of & protagecnist on
one side of, for example, the Cromwellian Civil War, without

attempting to give the point of view of the other side. It
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is, of course, impossible to write about anything completely
without bias and this is especially true of a subject such as
history which so often deals with ceuses which arpouse
profound emotions in the human spirit. Nevertheless, the
serious historian must make an honest attempt to present the
evidence for and against all points of view before coming to
his own conclusions. This constraint is not placed upon the

wrriter of historical fiction.

All of the freedowms described above give the historical
novelist & greater opportunity than the serious historian to
create = much deeper impression of the events and people that
have lived in the period that he has chosen for the setting
cf his storv. From this deesper impression, the  historical
novelist may creste in his readers a love of history that may
extend to the serious historian’s treatment by stimulating in
the reader a desire td know more about the people and events
pcrtrayed (Canm, H. (19&61) page 7), (Nield, J. (192%9) page
XEvi). Whether this is the case or not, it is certainly true
that hicstorical fiction may appeal to the general reader who
isg inferested in history but does not fesel like adopting a

sholarly approach to the subject.

In discussing the greater freedom of imagination that
is available to the historical novelist, it should not be

assumed that the historian is unable to make any use of

imegination in the writing of sericus history. Indeed the
distinction between history and historical fiction, as
mentioned above, is qguite blurred. To a large extent the
novelist’s greater freedom is a matter ot degree. This may
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lead us on to the question of the relationship in historical
fiction between "truth’, 'facts’ and ‘fiction’. The
relationcship is often discussed in connection with the
distinction between serious and light fiction, but it is of
particular importance in the case of the historical novel

because in this genre it is often the case that

"The events and situations are assumed to be accurate

because being "historical” they must of necessity be
"true". fnd as the "facts" of history are true, so, in
a different sence, are the insights (read "symbolic

truth") cf the novel’. (M. Thelwell cited in Fleishman,
A. (1971) page xi).

I+ the guesticn of "What is History?" could occupy a small
book, the guestion of "What is Truth?" could occupy us for a
lifetime. It nmust be sufficient here to say that the concept
of truth here is used in = legal sense rather than in a

philosophical sense - i.e. truth is taken as meaning that

which is likely toc have been the case, taking intoc account
the balance of probabilities. Obviously, this particular

question cnly arises in the case of those novels which deal

with historical esvents and people.

The historical novelist encounters a particular problem
in relation to the reporting of events as they really
happened - even if we allow, for the sake of simplicity, that
we can  know what ‘really’ happened. The way that  things
actually happened is not always, perheps not often, the way
that they should happen from a literary perspective. They do
not have the inner consistency and pattern that makes for an

interesting story and the historical novelist, as any other
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lkind of novelist, i concerned with the artistic wunity of
presentation. The problem is encountered not just in the
work of the historical novelist. All of those who wish to
present the pest in any artistic from may {face the same
problem. The makers of the film "Chariocts of fire”, for
example, were forced to invent dissension and to wmake some
mincr changes to add dramatic tension to the life of Eric

Lidell (Magnusson, S. (19281) page 11).

Novelists, historical and other, also face the problem
that whet happens to be true may not actually te credible in
the setting of a novel. Edmund Blishen in a talk that he gave
on children’s bocks gave an exzample of this problem which
pccured when he visited a relative in Canada. At the
relative’s office, .the secretary wasireading an article in
the newspaper about the visiting author and turned to- the
Caeanadian Mr Blishen to ask i¥ the subject of the article,
having the same rather unusual surname, wWas a relative. Upon
the query, the Canadian Mr Blishen waes able to introduce the
English one. As the author cocmmented, this was all perfectly
"true", but he would never dare to put that incident into a
book - it is simply too heavy a reliance upon coincidence to

be acceptable in a literary context,

Even in history,
Truth is stranger than ficticn and some of the most
incredible episcdes that have been found in novels have

been those which an author has too foolishly taken
straight from life. (Butterfield, H. (1924) page Z1).

and the above comments would seem to indicate that Cam shows
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a lack of vhderstanding of this fundamental difference
between history and historical fiction and their relation to
historical data when she writes that one of the earliest
thrills of historical fiction is being that of ‘catching the
eauthor out’, "the first taste of blood in the savage game of

criticiem” (Cam, H. (19&81) page &).

The dangers inherent in the too literal inclusion of
materials simply because they happen to be true does not
exempt the historical novelist from exhibiting a respect for

the truth. To guote Fleishman;

Whether his preference is for realism or romance,
Kitsch or high art, the reader of historical rnovels is

also likely to demand some scrt of truth from them, if
only to praise or blame on the grounds cf 'accuracy’,or
fzaithful recording of presumably established facts.
(Fleishman, A. (1971) page 4).

Thers have besn soms= revealing images used in
describing the relationship of historical novels to the
historical facts that they describe. Sheppard describes a

worlk as having

- a thread of historical truth running through it
like a string through barley sugar. (Sheppard, A. (1930)
page 32).

George Finkel describes his own historical fiction as

.. a superstructure of fiction on a skeleton of fact.
(Finkel, G. (17735) page 235).

A particularly useful image to describe the difference

between the historian’s and the historical novelist’s use of
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imagination as opposed to proven fact is found in Fleishmans

We might compare the historical novelist to the
restorer of a damaged tapestry, who weaves in whole
scenes and figures to fill in the empty places which a
more sustere museum curator might leave bare. But if
the insertion is made o©on the basis of sympathy,
experience, and esthetic propriety, it can lend revived
expressiveness and cocherence to the tapestry.
(Fleishman, A. (1971) pages &é-7).
The result of these different uses of imagination is
that the historian uses his imagination to fill in the gaps
in his information for his own understanding whereas the

hietorical novelist fills in the same gaps for his readers’

understanding (Butterfield, H. (1924) page 23).

A particular kind of departure from the "truth® which
is bp¥f special concern to the writer of historical fiction is
the problem of anachronism. In this context, anachronism can
refer to the types of blunders that may happen from a lack of
knowledge of the past, but it may valso refer to the
deliberate use of anachronism by the author in order to make

the work comprehensible, or for some other reason.

A particular area in which this deliberate anachronism
may be necessary is in the area of dialogue. A work that is
st in the distant past could not be both comprehensible to
modern, non-specialist readers and authentic to the way in
which the protagonists of the story would actually have
spoken. In this case the historical writer must Dpt for a
forwm of dialocgue that is modern encugh to be familiar to his
audiernce and which at the same time manages to convey

adequately the atmosphere of the time in which the story is
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set (Sheppard, A. (1930) pages 211-212). Sir Walter Scott’s

solution to the problem was to adopt

'...the style of our grandfathers and
greatgrandfathers, sufficiently antiguated to accord
with the antiquated character of the narrative, vyet
copious enough to express all that is necessary to its
interest and to supply that deficiency of cclouring
which the more ancient times do not afford’. (Raleigh,
W. (1919) page 282).

In addition to the ‘atmospheric’ aspect of anachronism
in the language of historical novels, the historical writer
must avoid specific anachronisms of language such as
Stheppard’s example of the first Queen Elizabeth "...puffing

like & railway engine" (Sheppard, A. (1930) page 214).

In the past, much has been made of the ‘untruth’ in
historical novels. Cam guotes G.H. Lewes who wrote 1in 18463

'To judge from the number vearly published, one may
presume that @ there is a great demand for historical
Fomances; and to judge from the quality of those
published, one may suppose the reader very good
rnatured, or very ignorant, or both. We believe the are
both’. (G. Lewes cited in Cam, H. (1%&1) page 3).

As  we have seen above, this attitude to ‘mistakes’ may be
rather & harsh analysis of the historical novel. Even
allcwing, however, for the problems of dealing too exactly
with the truth in fiction, Ward’s comments on the present
standards o©of accuracy in historical fiction are reassuring.

He claims that

The use of history in historical novels has now reached
such & level of profecssional competence that I have
devoted no space at 211 to complaints of inaccuracies,
misrepresentations, anschronisms and distortions. The
increase in the historica! profession and the rise of a
vell-educated reading public have largely done away
with the novelist’s licence to treat the past as  he



plessed, disdaining the historian’s rigorous standards
end disciplined conclusions. (Ward, J. (1973) page 41).

Before passing from this discussion of the nature of
truth in historical fiction it may be worth considering the
problems of whether complete accuracy is possible, even i1if it
were not sometimes to "adept’ the facte in the interests of
the presentation of a tfictional account., Matthews in
particular guesticns whether it is possible for any writer to
step outside of his own country or time (Matthews, E. (1901)

pages 12-16) and claims that

The historical novel cannot help being what the French
c=2ll wvpuly - a word that denotes both effort  and
artificiality. The story-teller who deals honestly
with his own time achieves, without talking thought, a
fidelity simply impossible to the story-teller who
deals with the past, no matter how laboriously the
latter may toil after it. (Matthsws, B. (1201) page
20) . :

The point at which Matthew’s criticism would seem to be most
apt is in the area of anachronism most easily perpetrated and
most  easily unnoticed by the reader - the endowing of
characters o©f the past with the psychology o©of contemporary
times (Cam, H. (12&1) page 2). The difficulty of avoiding
this is perhapé illustrated by the guotation from Percy J.

Brebrer which Balker citess

My aim has been, not so much to write a story wrapping
up history - the powder in the jam - but to depict and
live in the period; to know in fact nothing of vibhiat
happened after the period of the story. As an example,
i¥ I have a2 story of the times of Austerlitz, I should
be ignorant of the fact that Napoleon was presently to
meet defeat at Waterloo® (P. Brebner cited in Baker, E.
(1914) page xi).
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The problems described above wundoubtedly make the
creation of historical fiction an extremely difficult task
and so in looking at the relationship between historical fact
and historical fiction it may be fair to ask whether there
are any area in which fiction may be superior to Ser10us
history in its ability to portray the past.

Macaulayﬂ and Kipling may be expressing the extreme of
the view that this is the case when they say that

‘Facts are the mere dross of history’. (Macaulay cited

in Rance, N. (1973) page 37)
and

"Fiction is truth’s elder sister... No-one in the world

knew what truth was till scmeone had told a

story’.(Kipling cited in Sheppard, A. (1930) page 2%).
but the important role of fiction as a way of understanding
should not be ignored. The advantages of fiction as & way of
understanding history may be summarised by saying that if the
study of history is the study of Ccauses, then historical
fiction is the study of effects (Sanders, A. (1978) page x)
or that the historian uses his imagination to +ii1 in gaps
for himself whereas ghe novelist’s imagination may help the
reader to fill in the gaps left by the data (Butterfield, H.
(1924) page 23). In discussing this gquestion, Ward presents
and interesting example of the way in which the historical
novelist and the serious historian may work together.
Historians have been unwilling toc attempt a conyentional

history dealing with the way in which the loss of the Empire

has affected the British people because of the breadth and
complexity of the problem. A novel about a family with some
in the 2rmy, some in the colonial service, some in



administration or the law and so on could perhaps present the
problems that the historian would like to deal with. Ward

concludess

A brilliant riovel could be written, that would tell us
how pecple and institutions in Britain reacted te the
loss of the empire. fAs a2 protfessional historian I
would use it as a source and praise its achievement in
illuminating &a great guestion, but also distrust it
because there would be no systematic relationship
between the evidence and the conclusions and there
would be no clear account of sources that I could
consult Ffor myvself. The novel would have all the
deficiencies of the historian’s inevitable subjective
attewmpt to use evidence and would lack the wvirtues.
(Ward, J. (1973) page 3I3).

In conclusion, historical fictiocn developed in the
nineteenth century as a result of the growth of historicism,

nationalism and Romanticism which led to the achiesvement of

Sir Walter Scott in the creation of the distinct genre known

as the ‘historical novel’. The qguestion of what the
historical novel is is actually a surprisingly complex one
since many different interpretations have been made - partly

because of the many different kinds of literature that have
beern called ‘historical’ and partly because of thé complexity
of the relaticonship between historical fact and Ffiction.
Histeorical fiction was initially perceived as a high literary
achievement but subseqguently +fell into some degree of
disrepute. Nevertheless, a5 a genre, the historical novel
has survived and is constantly making contributions to both
literature and to the study of history. Because. of the
serious literary origins of historical fiction and its
relationship with factual history and biography, it is
perhaps not as surprising as Bruwer suggests that readers of

historical +iction (which is distinguished +from romantic
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fiction in his thesis) are generally speaking readers wiilith
quite broad reading tastes, He compares borrowers of
science-fiction, westerns, mysteries, romances and historical
fiction and found that readers of the last category borrowed
wWorks in more categories of fiction and also more works of
non-+fiction than readers opf any other of the categories
investigated (Bruwer, M. (1982) pages 108-109). The form in
itgelf draws  upon numerous elements for its appeal and its
cbviocus connections with other types of both fiction and non-
fiction works would suggest that readers would find works of
interecst te them in other areas of the public library’'s

collection.

The popularity of historical fiction in public
libraries has been discussed in the previous section and some
of the reasons for its appeal as a form of history have been
discussed in more detail above. The appeal of histcrical
fiction as & form of fiction has been implicitly described in
& generzal way in the first éection of this work. The
following section will attempt an analysis of the reasons for
the appe=zl éf historical romance in terms of its appeal as a

form of romarce.
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