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Historical Fiction and the 
Fractured Adan tic 

Fiona Robertson 

What time the thirteen Governors that England sent convene 
In Bernard's house, the Aames covered the land. They rouse, they cry, 
Shaking their mental chains they rush in fury to the sea 
To quench their anguish; at che feet of Washington down fallen, 
They grovel on the sand and writhing lie, while all 
The British soldiers through the thirteen states sent up a howl 
Of anguish, threw their swords and muskets to the earth and ran 
From their encampmencs and dark cascles, seeking where to hide 
From the grim Aamcs and from the visions of Ore; ... 

(William Blake, America: A Prophecy}' 

One of the strangest details in Blake's America (1793) is the architectural 
archaism of che 'dark castles' occupied by the British army. In resetting 
the American War of Independence in an older landscape of aristocratic 
and military struggle, Blake skews his poem's historical specificity and his 
own role as visionary or 'prophetic' historian-though this detail is easy 
to overlook in a narrative of America's formal and conceptual concentra
tion, and diffuseness. The imagined 'dark casrles' anticipate the discon
cercing elision of 'America' from America at the end of the poem, when 
the narrative of revolution recrosses the Atlantic to France, and older 
architectural forms take on their traditional, highly politicized, implica
tions in European revolutionary discourse.2 A unique form of historical 
narrative-cyclical but also, paradoxkally, millenarian-Blake's America 
represents an elaborate ongoing struggle berween linear and particularized 
history (the war, Washington, Warren, Paine) and cyclical and universal
ized history (the incarnation and its repetitions, especially in the liberation 
of Ore, which heralds a new age of revolution across the globe). These rwo 
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historical forms meet, or collide, in the American War but are also frac
tured (in Blake's language, 'rent apart'} by that war.3 

To use a detail from Blake to introduce an argument about Romantic 
historiography may seem, in itself, to distort the terms of debate; and cer
tainly Blake's style of historical narrative could never be taken co typify che 
intellectual movements of his time. However, the contradictions of Blake's 
America bring into focus the oddity of the historiographical analysis this 
chapter seeks to identify. America's oblique, antithetical historical narrative is 
as it is noc only because it is by Blake, I propose, but also because it engages 
with the great rupture in Britain's body politic in the lace eighteenth cen
tury-the revolutionary war in America. This chapter argues that the frac
ture in Britain's colonial history realized in the American War had serious, so 
far largely unmapped, consequences for British historical writing; and traces 
these consequences in the historical fiction of the period. The American 
War oflndependence, and the radical break it represented for British writers 
and thinkers, challenged not only established modes of British political and 
social thought, and literary expression, but also the formal qualities of his
torical narrative--thac is, the structure of story, historiographical perspec
tive and voice, linearity and progression. Defined by many at the time in 
terms of ics supposed lack of history, the United Scares constituted a new 
and dangerous form of the fictive--self-fashioned, projected, formless. In 
contrast, Britain was increasingly conceptualized in terms of the historical, 
rather than the modern. In early American histories of the United States 
this constituted the conceptual underpinning of what Karen O ' Brien has 
called the 'delayed Americanisation' of historical narrative;4 while in British 
histories, both traditional and fictional, the form of history becomes as if 
naturally conservative or traditionalist- not by any means a characteristic 
of history-writingper se. 

The central texts considered in this chapter are prose fictions: Charlotte 
Smith's The Old Manor House (1 793), Walter Scott's Waverl.ey (1814), and 
Scott's less well-known lace shore story 'The Tapestried Chamber' (1828). 
The argument bringing them together crosses several different traditional 
divisions: berween types of fiction seen to take historicity more or less 'ser
iously' ; berween English and Scottish fiction; berween fiction by women 
and by men in which, as Ina Ferris has suggested, Scott came to compensate 
for the perceived shortcomings of a female literary genre;5 and berween rwo 
civil wars, the American War of Independence and the Jacobite uprising of 
1745-6. The wider context of this argument is the persistent intransigence 
in British writing of the post-1776 period in dealing with the subject mat
ter of American history-both the history of the British colonies in North 
America and the emerging history of the new United States, in itself a pri
ority subject in the early decades of the United States, a matter of urgent 
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self-definition.6 How can history be written-and what are the pressures on 
historiography in theory and in practice-in a time of fracture? How does 
fracture itself, formally and imaginatively, become the precondition of his
toriography, not implicitly (as it arguably always has been), but instead at 
the heart of Romantic historiography, in loss and disconnection? 

1. FRACTURED HISTORIES 

When Britain's thirteen American colonies declared independence, they 
challenged not only a political system of governance but also an intel
lectual system ruled by precedent and received authority. Implicitly but 
inescapably, to hold truths to be self-evident is to declare them imper
vious to refutations based on comparative analysis, including historical 
analysis. Among the many changes which American independence pro
duced-changes in the shape of the emerging nation, its politics, peoples, 
territories; and in the shape of the rest of the world, as established nations 
redefined themselves in a new world order-was a subtle but potent chal
lenge to historiography. The conundrum of how, in these circumstances, 
to write history registered immediately in Britain in William Robertson's 
History of America (1777; parts9 and 10 published posthumously, 1796), a 
work 'left in a state of permanently suspended animation', as I have argued 
elsewhere.7 It continued in the marked paucity of British treatments of 
North American history in novels, plays, poems, and more formal histori
cal narratives of the period 1776-1826; and, also, in subsequent cultural 
and literary histories, to the lack of attention paid to those few works 
which lingered over the American past. Robert Southey's unfinished long 
narrative poem Oliver Newman: A New-England Tale was a rare venture 
into seventeenth-century American colonial history, and unread outside 
his immediate circle until its posthumous publication in 1845-a stark 
contrast to the prominence, in his own time and in modern critical analy
sis, of his treatments of South America. Thomas Campbell's Gertrude of 
W)ioming: A Pennsylvanian Tale (1809)-set against the backdrop of the 
'Wyoming Massacre' of 1778-was the most important and influential 
historical imagining of the American colonies in the period, though it is 
now marginal to most histories of Romantic poetics.8 British writers seem 
simply to have been reluctant to lay claim, in narrative form, to the history 
of the American colonies, because this history was so strongly felt-on 
both sides of the Atlantic-to be the property of the new United States. 

In our own received versions of literary and historical tradition--0n 
both sides of the Atlantic-it has become natural to set aside American 
history as something properly part of a new intellecrual tradition, and no 
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longer important in European historical practice. Georg Lukacs's seminal 
account of the rise of historical fiction, most influentially, placed histor
ical fiction firmly in a European context of French revolutionary unrest 
and national self-definition.9 As in so many Romantic-era narratives, 
and indeed in most modern historical narratives of the period, the shap
ing intellectual force has come to be regarded as distinctively European. 
However, for British writers, a more fundamental challenge to national 
identity and national story had taken place over a decade before revolu
tionary unrest in France. The United States was (and is) routinely posited 
as a political precursor to events in France, although there was little ideo
logical continuity between the two struggles. In consequence, Atlantic 
fracture separated not only Britain from the former colonies, but also the 
story of American independence from later European stories. The United 
States may have been theorized as independent of history, but it incorpo
rated historical precedent to its identity from the start, at first in architec
tural and rhetorical allusions to classical republicanism, and increasingly in 
literary and historical works devoted co the realization and dissemination 
of an 'American' past. As the United States concentrated on establishing 
its own history, European writers tactfully withdrew their gaze-this, at 
least, is what we have come to expect, and to regard as fitting. In fact, what 
happened was more complicated, and far more interesting, aesthetically 
and historiographically. If we are prepared to set aside the assumptions 
of traditional, national histories of history-telling, and to look instead at 
particular pieces of British historical fiction, we can begin to see the con
sequences of Atlantic fracture in the ways in which history involving the 
United States could be imagined, and written, in the decades following 
independence. 

The fracture between the historical traditions of Britain and the United 
States is very clearly marked in the traditions established within literary 
history. Scholarly analyses of the Romantic period have long associated 
the politicized metaphors of the 'dawn' of which Wordsworch writes in 
7he Prelude with the French Revolution-an essential association, in Fact, 
if an identifiable literary 'period' is to 'begin' somewhere, preferably in 
France in 1789. In keeping with Wordsworth's emphasis on the forma
tive impressions of childhood, however, it is notable that for the writ
ers of Wordsworth's immediate generation-chose born in and around 
1770-che actual war caking place during their childhoods was the War 
oflndependence. The most important historical writer of the nineteenth 
century, Walter Scott, later enshrined in tradition the Scoccishness of his 
formative years, but the 'Memoirs' he began at Ashestiel in April 1808 
(when he was 36-a few years older than the Wordsworth of the 1805 
Prelude) reveal the significance of evenrs in the American colonies in 
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helping to shape a child's historical imagination. Among Scott's recollec
tions of his time at his grandparents' farm in the Borders are hints of his 
developing political ideas: 

This was during the heat of the American war, and I remember being as anx
ious on my uncle's weekly visits (for we heard news at no other time) to hear 
of the defeat of Washington as if I had had some deep and personal cause 
of antipathy co him. I know not how this was combined with a very scrong 
prejudice in favour of the Stuart family which I had originally imbibed from 
the songs and cales of the Jacobites.10 

Here, what Scott would later acknowledge to be his emotional Jacobitism 
is entangled with events in the War oflndependence-and, just as reveal
ingly. kept separate from them ('I know not how this was combined with'). 
He presents rhe conjunction as entirely personal and mildly puzzling
oddly so, since his two conservative inclinations are in fact very easy to 
reconcile. A later anecdote, however, clarifies Scott's instinctive resistance 
to aligning events in colonial America with those of the '45. When Scott 
was 6, and visiting Preston-Pans (site of the definitive Jacobite victory), he 
befriended a military veteran, Captain Delgatty, who told him tales of old 
campaigns, and with whom he discussed current action in the American 
colonies. One passage from the Ashestiel 'Memoirs' recalls hostilities in 
the autumn of 1777: 

Sometimes our conversation turned on the American war which was then 
raging. It was about the time of Burgoyne's unfortunate expedition, to which 
my Captain and I augured different conclusions. Somebody had shewed me 
a map of North America and struck with the rugged appearance of the coun
try and the quantity of lakes, I expressed some doubts on the subject of the 
General's arriving safely at the end of his journey, which were very indig
nancly refuted by the Captain. The news of the Saratoga disaster, whiJe it gave 
me a little triumph. rather shook my intimacy with the veteran.11 

For all his earlier antipathy to Washington, and in defiance of his own 
declared political affiliations, the young Scott is, here, intellectually at 
least, on the side of the Americans and the new, defining himself in opposi
tion to 'the veteran'. Furthermore, the trouncing of an army of occupation 
by an indigenous force, working as if in collaboration with the 'rugged' 
country-the story of Saratoga as it seemed to Scott, and the story of the 
1745 Jacobite campaign as far as Carlisle-is politically and emotionally 
contradictory when mapped onto Scott's two great boyhood antipathies to 
George Washington and the Duke of Cumberland. 'I know not how this 
was combined with' quietly acknowledges the emotional schism of Scott's 
politics: the loyalty which, as William Hazlitt asserted in his essay on Scott 
in 1he Spirit of the Age (1825). was founded on 'would-be treason'.' 2 
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There are complex narratives at work here, bur also one simple and 
striking connection. Despite his claim not to know how these things 
came to be combined, Scott's early Jacobite loyalties were bound up with 
his desire to see the British army hold the American colonies. The con
nection feels odd, and improbable, which is why it deserves more careful 
attention. That no account of the formation of Britain's most important 
historical novelist should have lingered over the impact of news from 
the American campaigns is a clear signal of the felt separation between 
British and a new J\rnerican' history. Scott himself registers the fracture, 
in 1808; that is, during his 'public' years as a poet, six years before the 
publication, anonymously. of Waverley. At this stage in his life, Scott had 
not engaged, in writing, with the topic which first marked his career as a 
novelist-Jacobite history. He had no reason co pay particular attention 
in the 'Memoirs' to the formation of his views on the '45. Instead, he 
interweaves his early Stuart sympathies with his reactions to the imme
diate military struggle of his childhood, the war in the American colo
nies; and he recalls poring over one campaign in particular, the campaign 
of Saratoga. No account of the formation of Scott's ideas, however, has 
noticed him do this, or reflected on the wider implications of the forma
tion of a historical consciousness in this specific historical context. As in 
the case of Blake's 'dark castles', the apparent incongruity leads to a differ
ent kind of narrative; in Scott's case, to a reconsideration of a particular 
battle and its resonances many years later. 

Before turning to the Saratoga campaign as refracted in British Romantic 
histories, it is necessary briefly to clarify the force of'fracture' in the present 
argument. In recent transatlantic intellectual history, the preferred term 
has been 'fragmentation', exemplified in Susan Manning's incisive account 
of fragmentation and union as an '"American" structure of thinking 
[which] is also characteristic of the writing of the Scottish Enlightenment' 
and its 'revolutionary rethinking of hisroriography'.13 'Fragmentation', 
however-as Manning's argument shows--implies something potentially 
unified, bur disassembled. 'Fracture' is altogether more jarring. Alexander 
Regier differentiates the two terms as follows: 'Fracture describes a break 
that is located on a structural level. It is not a process, and does not encom
pass a temporal element in that sense. It might be historically or genealogi
cally located, but that is not its deciding feature.' 1• So defined, fracture is 
a far more serious problem for historical narrative. Fracture is nor ongo
ing, not 'temporal', though it may be historically locatable. The term 
is strikingly apposite to Blake's America, and to the difference between 
being turned around or returned {'revolution') and being 'rent apart'. The 
British fictions this chapter now addresses-historical narratives, and lit
erary histories placing those narratives-treat the formation of the United 
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States not as a fragmented part of British history, but instead as something 
fractured from it. 

2. CHARLOTTE SMITH'S 

BURGOYNED ROMANCE 

According to Northrop Frye, modern romance is 'kidnapped' romance. 15 

In Charlotte Smith's four-volume historical novel 7he Old Manor House, 
romance can more accurately be described as 'burgoyned', a word (mean
ing to be captured, to be taken prisoner) which entered the language as a 
result of the most ignominious British defeat of the War oflndependence. 
In its local detail, its narrative structure, and its own subsequent liter
ary fortunes as a work of historical fiction, 7he Old Mano1' House comes, 
strangely, to replicate a story which it apparently relegates to its margins. 

The story of the Saratoga campaign takes up the third volume of Smith's 
novel, which is set in the years 1776- 8 and tells of the social and roman
tic frustrations of a hero with the romantically over-determined name of 
Orlando, his military service in North America, and his successful restor
ation to family and property on his return to Britain. As his name suggests, 
and as volume one's epigraph from the opening stanza of canto 21 of 
Orlando Furioso (1516) underlines, Orlando is a representative of trad
itional romance. The chief of Charlemagne's paladins, the perfect knight 
of Ariosto and Boiardo, and the hero of As You Like It (1623) all shape 
readers' expectations of him. Even before he joins his regiment in Britain, 
Orlando has begun to realize the injustice of the British cause in the 
American colonies, and he feels this increasingly strongly as he travels to 
join Burgoyne's army. He soon becomes convinced that the cause in which 
he is contracted to fight proves that the will of the people is not the central 
principle of British politics, for, as Orlando reflects, it is 'carried 011 against 
a part of their own body, and in direct contradiction of the rights univer
sally claimed, was not only pursued at a ruinous expence, but in absolute 
contradiction to the wishes of the people who were taxed to support it'. 16 

The economic contexts of the American War, and the pressures within 
British society it creates, are dealt with more briefly, but they make it clear 
that Smith sets the struggle for the American colonies in the context of 
speculation, colonial greed, and the erosion of older hierarchies of wealth. 
The War of Independence, that is, is part of a wider socio-economic and 
politically charged argument. Smith's narrative is full of details which, for 
contemporary readers, would have created inescapable political echoes: 
the example which Loraine Fletcher gives, of the housekeeper's speech 
recalling the warping wainscot of Burke's Reflections on the Revolution in 
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France (1790), is especialJy 'mischievous', as she states, in being so tightly 
woven into domestic particularity. 17 Rewriting and challenging Burkean 
conservatism is as much a matter of pace and style as of character or plot. 
As Fletcher notes, 'Apart from the American section, this is a static book'; 
while Barbara Tarling, also emphasizing Smith's dialogue with Burke, 
notes the 'abruptness' and 'distinctly transitional quality' of the American 
section.18 The novel is relevant to the political situation of tl1e early 1790s, 
caught in the uncertainty of that time; but it is set a decade and a half ear
lier, opening in 1776. The significance of the American. section is greater, 
and also more difficult, than critics have allowed. Fletcher rightly places it 
not '?s a digression but as part of the political focus';19 but the suggestion 
is, here and in other analyses, that the American material allows for a his
torical perspective of, and contemplative distance from, events unfolding 
in France during Smith's composition (summer and autumn 1792), with 
the clear implication that Smith is not thinking about the United States, 
but about France. Superficially, this is easily supported by casual inaccura
cies in Smith's treatment of the flora and fauna of her North American 
terrain in the novel; and by the assumption that, as a woman, she could 
have had little understanding of, or interest in, the military manoeuvres in 
which she involves Orlando. 20 

Critical consensus suggests that volume three was designed merely to 
appeal to readers' curiosity about American subjects. Certainly it gave 
Smith the opportunity to include extensive descriptions of natural his
tory and native peoples, especially the Iroquois, among whom Orlando 
spends several months in a miniatw-e captivity-narrative. However, 7he 
Old Manoi· House follows the course of the Saratoga campaign closely, 
credibly intertwining Orlando's story with the military movements of the 
later months of 1777. Smith's stated main source of information about the 
campaign and about the war was David Ramsay's History of the American 
Revolution (1789), from which she quotes in explanatory and polemical 
notes, and which she recommends to her British public as salutary read
ing. She was, however, 28 at the time of Saratoga, and unlikely to have 
relied entirely on Ramsay's views, published twelve years later: rather, she 
uses them to articulate a corrective American perspective. After being con
fined to his sickroom with fever in New York, Orlando marches with a 
group of 250 men to join the northern army of Burgoyne as it moves 
from Canada to Albany. Smith's details are fictitious, but convincing as 
part of this particular military sequence. The movements of the various 
smaller parties of troops in which Odando travels, for example, are appro
priate to the preamble to Saratoga. Burgoyne repeatedly requested extra 
troops and supplies from Clinton in New York, hence the disappoint
ment when Orlando's small party eventually joins the army. This was also 
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the campaign in which the special conditions of fighting in the North 
American terrain became clear, which gives extra point to Smith's inclin
ation to linger over the effects of war on the land and its peoples. In terms 
of the political argument of 7he Old Manor House, the Saratoga campaign 
was a conscious and resonant choice in 1793. For British observers, the 
mismanagement which led to Saratoga produced the most embarrassing 
defeat of the war. Smith chose precisely the campaign which would have 
made the justice of the American cause inescapable for the novel's first 
readers. In 1778, partly encouraged by events at Saratoga, France entered 
the war in support of the Americans, which would have complicated the 
sympathies Smith wanted to arouse, especially in 1793 at the outbreak of a 
new war between Britain and France. Saratoga stands for the British failure 
to coordinate the movements of armies, arrogance in underestimating the 
enemy, and for the fatal continuation of 'Euro-centric military thinking', 
as Jeremy Black has described it, in which 'New World geography, recruit
ment and logistics' had resulted in 'a war without fronts'. 21 Saratoga was an 
iconic surrender and a pointed choice of topic. 

It is appropriate to Smith's understated but assured grasp of this particu
lar campaign, also, that Orlando Somerive should become a burgoyned 
hero, and a burgoyned representative of old European romance. His party 
is intercepted on its way to join Burgoyne's army by 'red warriors' whose 
involvement in the British cause Orlando, conventionally, regards as the 
greatest stain on its honour.22 In a long footnote, Smith quotes from 
Ramsay's History, endorsing Ramsay's condemnation of Britain's alliance 
with American Indian peoples, and refers her readers to the stories of the 
forts of Kingston and Wilkesborough in the settlement ofWyoming on the 
Susquehanna (later to be the subject of Campbell's Gertrude ofWyomint). 
She concludes that however appalled her readers might be by reports of 
violence in revolutionary France, far more terrible crimes had character
ized Britain's allies in the struggle to retain the American colonies; that 
readers 'should own, that there are savages of all countries--even of our 
own!'23 One of the younger 'red warriors', known as the Wolf-hunter, is 
distinguished by ' his more open countenance-his more gentle manners' 
and his sympathy for the plight of captured women. 24 He becomes what 
Smith calls Orlando's 'generous protector', but their friendship is evoked 
for Smith's readers in terms which preserve Orlando's 'natural' superiority. 
Tim Fulford argues that the bond between them is part of Smith's uncon
vincing solution to the taint of violence and guilt marring the British rul
ing classes, 'a sentimental re-education'; while Angela Keane describes the 
Wolf-hunter as a stereotype that 'mediates British culpability'.25 

It was not unusual for eighteenth-century British fictions to include 
miniature captivity-narratives set in North America, or for these to 
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involve, however unconvincingly, forms of re-education. Tobias Smollett's 
last novel, 7he Expedition of Humphry Clinker (1771 )-probably now the 
most frequently cited concentration of stereotypes of American Indian 
culture--describes Lieutenant Obadiah Lismahago's capture and marriage 
among the Miarnis, and also presents its North American materials in 
notably excursive form and emphatically in the past tense. Lismahago, 
proceeding rather than progressing from the barbarisms and desires of 'the 
squaw Squinkinacoosta' to those of Tabitha Bramble, is firmly reattached 
to the family circles of Britain, never returning to North America or to the 
people of whom his son is now chief.26 Some details in Lismahago's story 
parallel Orlando's experiences in the Saratago campaign; though Smith 
carefully excises from her account of the Wolf-hunter and his tribe any 
reference to the women of this tribe, and any hint of sexual adventure. (In 
turn, some details in the Edinburgh sections of 7he Expedition of Humphry 
Clinker are echoed in Scott's Waverley-notably the lodgings of Mrs 
Lockhart and the name of the young laird of Ballymawhawple, echoed in 
Waverley's Mrs Flockhart and the laird of Balmawhapple.27) Furthermore, 
as Christopher Flynn has analysed, novels set in the War oflndependence 
had a market among the late eighteenth-century reading public, and it 
is possible to chart through these novels changing British perspectives 
on America and Americans.28 The importance of 7he Old Manor House 
in particular in this tradition is twofold. First, Smith's tale of Orlando's 
months in North America is a markedly self-contained and largely, after
wards, forgotten part of his story. Second, the combination oflost colonies 
and military humiliation with the story of an old house and those who are 
to inherit it proved subtly influential and adaptable. 

After eventually joining Burgoyne's army, Orlando leads a group of 
six men on a perilous journey to New York. Most of his party are killed 
and scalped during an ambush by Indians disgruntled with their treat
ment by the British, but Orlando is spared through the intervention of 
the Wolf-hunter. Even so, he fears himself doomed 'to drag on a wretched 
existence among the savage tribes of the American wilderness, and cut off 
from all communication with his country'. 29 Dressed as a warrior, and with 
his hair shorn Iroquois-style, Orlando looks on as his captors murder and 
seize women and children left defenceless in the wake of the war. News of 
the batde of Saratoga encourages the band to plunder further, and then, 
with O rlando still in his ambivalent position as captive and accomplice, 
they pass the winter in an Iroquois encampment. Throughout these scenes, 
the Iroquois (all, in Smith's narrative, men) are unequivocably described 
as 'barbarians', and Orlando calls these months 'a living death'. 30 His only 
form of consolation is to write letters and a journal, without a hope of 
their being read, until the arrival of two French Canadians brings him the 
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comfort of hearing 'a European language'.31 In spring, Orlando accom
panies them to Quebec to sell furs, pausing to admire the scenery of the 
St Lawrence and its 'savannahs'. The third volume closes with Orlando's 
sonnet to the night hawk known as the Whip poor Will (included in lacer 
collections of Smith's Elegiac Sonnets, J 749-1806). Orlando responds to 
his captors' beliefs about the bird's cry, but only through the conventions 
of European poetic form. 

With the opening of volume four, Orlando's North American adven
tures are briskly curtailed. In Quebec he is 'restored to the appearance of 
an Englishman' and takes leave of his 'Iroquois prote_ccor, with a thousand 
protestations of gratitude for all the services he had rendered him, and 
promised to remit him a present of such articles as were most acceptable, to 
Quebec, as soon as he returned to England'. 32 In terms of the narrative of 
The OU Manor House as a whole, this fracture is absolute. Orlando retains 
no marks of sympathy or identification with chose among whom he has 
lived for so many months; while the Wolf-hunter, initially marked by a 
degree of delicacy towards the women of his enemy, evinces no other sign 
of emotional range and is left in effect awaiting the promised shipment 
of his material reward. The narrative simply never mentions him again. 
Orlando's 'sentimental re-education' seems mainly to have caught him 
what he is not. So, when his ship is captured by the French, Orlando reflects 
that ' in every Frenchman he saw, not a natural enemy, but a brother'.33 

Smith suggests no connection between the failures of British society and 
the alternative relationships Orlando discovers in the American wilds. 
Instead, the narrative escapes chem in Orlando's own preferred style-by 
emphasizing the salvations offered by writing. Volume four of The OU 
Manor House is increasingly dominated by questions of proof, legality, and 
with documents of various kinds, in self-conscious excess of the require
ments of the resolution of the love-plot (since Orlando and Monimia are 
married long before the ending of the novel). The diversionary tactics of 
Smith's narrative return to the ancient house itself. Usurped, deserted, 
plundered during Orlando's absence from it, the house contains for those 
interested in such a narrative the hidden authority which will restore the 
fortunes of the central characters; but it has also been contextualized and 
miniaturized by the American narrative of volume three. In imaginative 
effect, the narrative of volume three is simply overlaid by the narrative of 
volume four. The two are never integrated. Indeed, the imaginative logic 
seems to be to drive them further apart, defining North America as the 
land of aggression, capture, and alienation; and Britain as a self-parody of 
fraudulent legalities and undeclared class war. 

What is striking, hiscoriographically, is the Barness of Smith's disin
clination to connect. As I have shown, the military components of her 
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engagement with the Saratoga campaign are not, as has sometimes been 
thought, casual or thin. Instead, Saratoga is the irony at the centre of the 
novel, driving its reflections on the state of Britain and Britain's new war 
in 1793, while remaining structurally detachable, contained in a third vol
ume apparently drafted in from an entirely differenc, and disconnected, 
narrative domain. The narrative of this chapter moves next co a differ
ent kind of disconnected fiction, a work which seems to have nothing 
whatsover co do with Smith's burgoyned hero, Orlando, or with any war 
in America. Scott's Ashestiel 'Memoirs' have revealed the significance of 
the War of Independence in shaping his early political ideas, even his 
ideas about the Jacobite cause. Bringing these different national conflicts 
together seems now as counterintuitive as bringing together the histor
ical styles of Charlotte Smith and Walter Scott. These are both, however, 
fractures created by subsequent historical and literary-historical analysis. 
If, as J have suggested, fracture, formally and imaginatively, is key to new 
developments in historiography during the Romantic period in Britain, 
how might this affect our understanding of the novelist regarded through
out the nineteenth century as the inventor of historical fiction, and incon
trovertibly the most important influence on its subsequent development? 

3. WALTER SCOTT ' S RESTORATION PROJECTS 

Volume three of The OU Manor House is interesting in terms of what it 
describes, but even more interesting in its careful segregations, ethnic and 
structural. Cut off even from the subsequent development of Smith's plot, 
the American episode would appear to have no connection whatsoever with 
Scott's first novel, Waverley, sec during the Jacobite rebellion of 17 45-6 and 
characterized by a range and detail of historical command fur in excess of 
Smith's treatment of Saratoga. That does not mean, however, that Scott 
did not learn from Smith; or that the rescue and inheritance of the estate 
at the end of The OU Manor House do not resonate in Scott's own fictions 
of restoration. The name of Scott's young hero, said in chapter 1 co be an 
'unmarked' name, echoes that of Waverly, a man of 'uncommon indeci
sion of mind' in Smith's earlier novel Desmond (1792);34 and Scott was a 
careful reader of Smith's fiction. In his essay on Smith, lacer grouped with 
other biographical sketches in his Miscellaneous Prose \%rks (1834-6), he 
refers co her works as 'deeply impressed on our memory', and describes The 
Old Manor House as the most important of chem, praising 'especially the 
first pare of the story, where the scene lies about the ancient mansion and 
its vicinicy' .35 Ostensibly, however, The Old Manor House played no part 
in the composition or genealogy of his first novel, at the end of which 'A 
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Postscript, which should have been a Preface' highlights his debt to Maria 
Edgeworth's national tale, Castle Rackrent (1800), and dedicates the novel 
to a Scottish novelise of the generation before his own, Henry Mackenzie. 
These choices, in different ways, align Waverley with national fictions 
of tradition and consolidation. In the light of this chapter's attention to 
fractured narratives, historical and literary-historical, however, it is worth 
thinking again about the literary debts of Waverley, as well as about modern 
critical assumptions about where they should be found. 

Several of the elements critics have emphasized in 1he Old Manor 
House are reprised in Waverley. These include the emblematic significance 
of the old house and of chose who eventually inherit it, che echoes of 
romance-characters, situations, and plots, and the self-consciously fic
tional ending. There are structural links, and some similarities of detail, 
between the two aunts called 'Mrs' by courtesy, Grace Rayland and Rachel 
Waverley. Waverley's Aunt Rachel, like Orlando's Mrs Rayland, for exam
ple, sublimates any fears for his safety in the sentimental recollection 
of glorious ancestral bardes.36 Altogether stranger, Orlando's American 
adventures can be recognized as a template for the experiences of Scott's 
young English officer, dispatched to fight a civil war on what he quickly 
feels to be the wrong side. When Scott came to fictionalize the '45, he 
may also have been remembering the contentious campaign he disputed 
with Captain Delgatty-Burgoyne's Saratoga. Orlando and Waverley 
are both men of sensibility caught up in battle-scenes, and are reported 
(rather than seen) to perform feats of bravery which are applauded by 
those in high command. Like Orlando, Waverley is captured, transported 
helpless across unknown terrain, and dressed in an alien garb. Also like 
Orlando, Waverley is engaged in a civil war in which one side has made 
use of what it perceives to be the savage energies of an indigenous people. 
Unlike Orlando, however, Waverley permanently retains the marks of his 
Highland career as part of his identity. Orlando maintains a secure sense 
of self during the months of his captivity, even when he adopts Iroquois 
styles. He learns linguistic and hunting skills which his unshaken belief in 
che savagery of his captors renders irrelevant on his return to white society; 
and his bond with the Wolf-hunter is circumscribed by ethnic difference. 
Waverley's friendship with Fergus Macivor is developed in more detail 
(ethnicity not being an issue), and Scott sets up a more integrated fiction 
of restoration in having Waverley cake on, after Fergus's execution, the role 
of 'Friend of the Sons of Ivor': 'remember,' as Fergus enjoins him, 'you 
have worn their tartan, and are an adopted son of their race'. 37 

The most significant divergence between the resolutions of 1he Old 
Manor House and Waverley is the degree to which political and national 
conflict are found co be resolvable within a characteristic British-American 
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plot of this period: the story of family conflict and reconciliation.38 Scott 
represents the end of civil war by the marriage of Edward Waverley and 
Rose Bradwardine, and by the restoration of the Bradwardine estate, but 
there is no pretence that this is a resolution commensurate with the loss 
and destruction of the '45. Edward and Rose settle on his ancestral estate, 
but the fantasy of the restored house, the house which is remade as legible, 
is permanently displaced onto the Bradwardine family seat, Tullyveolan, 
complete with its restored bear-fountains and the 'large and animated 
painting' of Edward Waverley's and Fergus Maclvor's Highland exploits.39 

What seems co linger in Scott's mind from 1he Old Manor House, and what 
distinguishes Smith's novel from other works which make their Nonh 
American sections essentially excursionary as opposed to emigrant-such 
as Humphry Clinker, or book 3 ofWordsworth's Excursion (publ. 1814)
is 1he Old Manor House's elaborately textual and legalistic rebuff to the 
excursionary venture; che limits of its sympathy; the ways in which it 
explores notions of connective memory in a highly self-consciously textual 
fashion. As a result, the ending of Waverley emphasizes fracture-in mem
ory, sensibility, social change, even in its 'Postscript, which should have 
been a Preface'-in the midst of a highly self-conscious fantasy of restor
ation (the restored estate and mended house ofTullyveolan; the magically 
restored young heir ofWaverley-Honour). 

Scott's fictions, in different genres, often allude to stories from across 
che Atlantic; and Waverley is positioned, in his writing career, between his 
poetical romance Rokeby (1813), which features South American treas
ure and tales of American Indian adventures, and his second novel, Guy 
Mannering(l 815), which is set during the time of the War oflndependence 
and makes several brief references to the War as pan of the economic and 
social context of its western-Scottish tale. American Indian traditions are 
alluded co throughout his writings.~ As far as Waverley is concerned, noth
ing could seem less relevant co a story of the '45 than the history of the 
creation of the United States. Such a suggestion disrupts, too, the sup
posedly natural history of the development of historical fiction. The new 
history of the United States of America can have, it is assumed, no natural 
part co play in the seismic reordering, in a new Europe of restoration and 
national difference, of British narratives of its past. It might, however, have 
an unnatural part to play. Just as Scott's memories of his early Jacobite 
sympathies, as recorded in the Ashestiel 'Memoirs', have been sifted from 
their American context, so have the restored estate and the legal plot of 
Waverley become separated, in literary history, from altogether less satisfy
ing historical accounts of the aftermath of civil war. In the same way, coo, 
the imprint of 1he Old Manor House has been lose from one of Scott's 
oddest, and most marginal, short stories, 'The Tapestried Chamber, or The 
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Lady in the Sacque', in which another solider returns from a disastrous 
British military campaign in the War oflndependence to a house of dark 
secrets in England. 

Everything about the publication and reception history of 'The 
Tapestried Chamber' seems to mark out this tale as ephemeral and inci
dental. Scott first intended to publish it in Chronicles of the Canongate (an 
interlinked series of tales and, even for Scott, a complicated mix of nar
rative levels and voices, published in two series in 1827-8), but his pub
lishers thought it unsuitable. In January 1828 Scott rejected the proposal 
that he should become the editor of the new literary annual 1he Keepsake, 
but promised instead to supply the occasional 'trifle'. 'The Tapestried 
Chamber', with two other tales, duly appeared in 1he Keepsake far 1829.41 

In his introduction to the story, Scott simuJtaneously locates it in personal 
memory and distances himself from its origins, describing it as entirely 
faithful to a story he had heard Anna Seward tell over twenty years earlier. 
The author, Scott states, 'has studiously avoided any attempt at ornament 
which might interfere with the simplicity of the tale'.42 He deflects nar
ratorial responsibility onto Seward, describing the tale's protagonist, for 
example, as 'a general officer, to whom Miss Seward gave the name of 
Browne, but merely, as I understood, to save the inconvenience of intro
ducing a nameless agent in the narrative'.43 A name given 'merely' co avoid 
'inconvenience' in the celling hardly suggests that the historical detail of 
the work is pressingly relevant to its purpose or meaning. 

'Browne', as he thus may or may not have been called, is in this story 
a general in Lord Cornwallis's army, which surrendered after the siege 
of Yorktown by Washington's troops in October 1781, four years after 
Burgoyne's surrender at Saratoga. After Yorktown, Browne returns to 
England and embarks on a tour through 'the western counties'. Here he 
comes across a town 'peculiarly English' where he is intrigued by the pros
pect of a castle which dates from the Wars of the Roses but which has 
been embellished at different periods of its history, particularly during the 
Elizabethan and Jacobean years. {Its description, like that of several other 
castles in the French Revolution debate, recalls Blackstone's characteriza
tion of the British consitution in his Commentaries of 1768: 'We inhabit 
an old gothic castle, erected in the days of chivalry, but fitted up for a 
modern inhabitant.'44) Enquiries reveal that this picturesque composite of 
English history has recently been inherited by Browne's 'fag at Eton', Lord 
Woodville, who invites Browne to join the party of guests he has invited to 
celebrate this inheritance. Browne cells stories of the American campaign, 
describes his experience of sleeping in an old tobacco-cask ('like Diogenes') 
'when I was in the Bush, as the Virginians call ic';45 while Lord Woodville 
hopes that his shooting skills have improved during his time 'amongst the 
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Indians of the back settlements'. 46 These stories, and the social context of 
'The Tapestried Chamber', are exclusively masculine, with an emphasis on 
the 'manly pursuits' of field sports. The repressed female presences of the 
castle return, however. Soon after retiring to bed, Browne sees before him 
'the figure of a little woman' dressed in a silk sacque (a loose, ambiguously 
informal gown) after the fashion of her grandmother's day. She turns to 
him a face 'which wore the fixed features of a corpse' and 'the traces of the 
vilest and most hideous passions'; then joins him on the bed, 'and squatted 
herself down upon it' in a posture which mimics his. At this point, Browne 
loses consciousness: 'I sank back in a swoon, as very a victim to panic ter
ror as ever was a village girl, or a child of ten years old. '47 

Underlining the General's ordeal is a disrupted architectural and dec
orative pattern; for it is usually Gothic heroines who are threatened in 
unsafe bedchambers, and the female body which is figured by the enclosed 
but insecurely private space. The episode also breaks a general convention 
in Scott's writing, that threatening and sexually ambivalent women are 
tall, with commanding features.48 This 'little woman' is grotesquely play
ful, at once antiqued and infantile. The next day, Browne recognizes her 
face among the family portraits in Lord Woodville's gallery, and is told chat 
she committe<l crimes of 'incest, and unnatural murder' in the tapestried 
chamber, which Lord Woodville subsequently orders to be 'unmantled, 
and the door built up'.49 The fears suggested by this story are predomin
antly sexual. There are echoes of legends of Spectre Brides, Loathly Ladies, 
the Bleeding Nun from Scott's friend Matthew Lewis's novel 1he Monk 
(1796), and (reversing the gender roles) Fuseli's painting 'The Nightmare' 
of 1781. The detail that General Browne has recently returned fi:om 
Yorktown and can contrast the luxuries of his apartment with the priva
tions of the campaign in Virginia seems entirely incidental, except in so 
far as it attests to his courage-a component of the story, as Scott insists, 
as told by Seward (who had many friends and acquaintances who were 
involved in the War oflndependence, including the subject of her Monody 
on the Death of Major Andre, 1781). 

Although they may well have been part of Seward's oral story, how
ever, the details of Yorktown and the wilds of Virginia were deliber
ately included in 'The Tapestried Chamber', and the American context 
of Scott's version must be recognized as an important component of the 
story in the political climate of the years preceding the first Reform Act of 
1832. We can ascertain this because there is at least one other closely simi
lar story, published in a context Scott knew well, the anonymous 'Story 
of an Apparition', which appeared in Blackwood's Edinburgh Magazine in 
1818. 'Story of an Apparition' is said to be based on the tale of a 'friend', 
perhaps Seward, though she is not named; but the differences between it 
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and 'The Tapestried Chamber' are significant. 'Story of an Apparition' is 
set in 173 7, half a century earlier than 'cowards the end of the American 
war', and the ghost appears not in the dress of the late seventeenth cen
tury but in one of 'three centuries ago'.50 In 'The Tapestried Chamber', 
General Browne describes the apparition in his own words; 'Story of an 
Apparition' is a third-person narrative. 'Story of an Apparition' includes 
literary references, particularly to Ann Radcliffe; and the company has 
spent the evening telling ghost stories, not hearing tales of the American 
War. It is a mixed company, with women, who speak. The chamber is 
isolated from the rest of the house, and it has a door which does not close 
properly. The ghost is not an old lady: her age is not mentioned, even 
when her portrait is viewed. 'Colonel D.' is simply visiting a friend in the 
north (rather than the west) of England. No detailed account of the house 
is given, and the Colonel's friend has not recently inherited it. The horror 
is implicitly sexual and its duration, and nature, remain curiously indeter
minate: 'The approach of such a face near his own, was more than Colonel 
D-could support; and when he rose next morning from a feverish and 
troubled sleep, he could not recollect how or when the accursed spectre 
had departed.'51 The spectre is not a mimic, however; and the tale is con
textualized not in terms of architectural style or decoration, but in terms of 
sociable conversation and literary discussion. As a whole, 'The Tapestried 
Chamber' is more immediately threatening than the 18 l 8 'Story of an 
Apparition' : the action is drawn temporally closer; the setting is made 
stereotypically English; the climactic narrative of horror becomes first
instead of third-person. The concentration on architectural accretion and 
renewal suggests that, in the years of intensive debate on electoral reform, 
Lord Woodville's castle has taken on some Burkean allegories of architec
ture; while the spectre suggests both female mimicry and the threat to the 
present from the crimes of the past, which cannot be obliterated by mod
ern refurbishment. 

The similarities between the experiences described in 'The Tapestried 
Chamber' and 'Story of an Apparition' led Coleman Parsons to ascribe the 
l 818 story to Scott. Graham Tulloch and Judy King, however, have con
vincingly countered Parsons's case and have established the alternative pos
sibility that Scott may have been the oral source, perhaps the intermediary 
between Anna Seward and the author of'Story of an Apparition'.52 They 
suggest Washington Irving as a possible author of 'Story of an Apparition', 
though they acknowledge difficulties in establishing such an attribu
tion, including the absence of any reference to a story for Blackwood's in 
lrving's correspondence for July-September 1817. In Tales of a Travelkr
of which Scott owned a first edition-Irving lacer published a version of 
the same story, 'The Adventure of My Uncle', written in Paris and set in 
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France, and in which the ghost ' returns as the victim rather than as the 
perpetrator of a sexual crime'.53 Tulloch and King thus argue that 'The 
Tapestried Chamber' is 'an amplified and more literary version' of 'Story 
of an Apparition', and that Scott may, in writing it, have drawn on 'The 
Adventure of My Uncle'. As they point out, anachronisms in intellectual 
history show that Scott embellished Seward's tale; as they also emphasize, 
ghost stories are by their nature prone to embellishment. What scholar
ship on 'The Tapestried Chamber' and its associate tales has not so far 
considered is the specific context of the War oflndependence. Sir Walter 
Farquhar's experiences at the castle of Berry Pomeroy in Devon might 
well, as Tulloch and King suggest, have informed Seward's narrative; and 
this would fit in with the setting in a castle in 'the west'. Farquhar, how
ever, was not returning from Yorktown. The American context of the tale 
in Scott's version remains unexplained; unless, that is, it was either a detail 
in Seward's account or a detail suggested by Seward's published work on 
Major Andre and the War oflndependence. 

By specifying Yorktown, Scott reintroduces to British political debate 
'the impolitic and ill-fated controversy' of the American campaign.5~ 
Browne himself appears prematurely marked by the misadventure of 
Yorktown. IfLord Woodville has been his fag at Eton and friend at Oxford, 
there can be no more than a few years' difference in their ages; but Browne 
seems like a much older figure, returning to an archetypal English scene 
haunted by a family crime. During Browne's military service, a younger 
man has come into a fine inheritance, only to find that his attempts to 
improve his ancestral home have failed to excise the spectral repetitions of 
'incest, and unnacural murder'-that is, incest and either parricide or (as 
is suggested by the echo of the ghost of Hamlet's father) fratricide. This 
conflict has been kept within the family, and cannot be resolved, only 
crudely blocked off from the domestic present day. One detail in the dif
ference between 'Story of an Apparition' and 'The Tapestried Chamber' 
is especially intriguing in this context. Scott's unsettlingly childlike crone 
is a mimic. By 1828, the supposed mimic-status of the 'infant' United 
States was tired fare in a protracted cultural war;55 but Scott combines it 
with a parody of his own tale's provenance, in the story-telling of Anna 
Seward in particular and female oral narrative more generally. In terms 
of the historical record, Browne's testimony reverses Woodville's attempts 
at reintegration: the portrait is removed from the family gallery, and the 
chamber accepted as irreclaimable. The defeated ending of'The Tapestried 
Chamber', and the tale's aggressive, earned inconsequentiality, suggest 
narratives to come in the literary histories of both sides of the Atlantic. 

This chapter has considered disintegrated historical fictions, and the 
imaginative relationships between them, in a time of anxious segregation, 
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which has become, in our own intellectual time, a period of reasserted con
nections. In the decades immediately following American independence, I 
have argued, British ways of writing historically changed, not only because 
Britain had been fundamentally, and lastingly, reconfigured as historical, 
but also because the creation of separate national histories altered what 
writers felt they could say about a newly 'American' past. In earlier eight
eenth-century European accounts of the science, and the history, of 'man', 
examples from the Americas had been part of an integrated narrative, a nar
rative which reasserted an authoritative centre from which a future would 
develop. For decades following the end of the War of Independence, in 
contrast, historical writing ostensibly swerved from the subject of North 
America, most markedly in Britain and in the new forms of historical fic
tion represented by the poems and novels of Scott. In fact, as the examples 
drawn from Blake, Robertson, Smith, and Scott in this chapter demon
strate, a wider shift in historical consciousness may be traced through 
changes in historical method and narrative emphasis. 

Robertson suspended plans for an integrated (what we would now call 
a 'hemispheric') history of America, recognizing it as unwritable in the 
historical moment of l 776-7. The History of America rendered a political 
break as also a break in a narrative line, positioning history itself as a topic 
over which Britain had lost jurisdiction. In 1793, Blake's America extended 
a historical subject' rent apart' into a formally and mythographically dispar
ate art-work of layered rather than linear history. Also in 1793, Charlotte 
Smith included a lengthy sequence of American adventures in Yhe Old 
Manor House, but at the same time separated this sequence from the rest of 
her tale. In this novel, separation is partly structural, and partly imagina
tive, in that Orlando's adventures in North America form no part of his 
subsequent development or of his social role (a role which is markedly inte
grative, reuniting house, family, and lines of inheritance). In the case of 
Waverley, published twenty years later, British history is written over the 
template provided by Smith's narrative of the Saratoga campaign, reuniting 
Scott's childhood memories of the American War and the Jacobite cause. 
So Scottish and so historically specific does Waverley seem to most readers 
that it appears inconceivable to read it in the context of an altogether differ
ent, American, past; but Saratoga, as Scott's 'Memoirs' show, was strangely 
linked for him to the Stuart cause. In 'The Tapestried Chamber', fourteen 
years after Waverley, the return from British defeat at Yorktown is poten
tially part of the context of a manifestation of a guilty and again 'unnatural' 
secret at the heart of another ancestral house, but instead of making this 
derail directly relevant to the implications of the story, Scott chooses to 
account for it as part of an 'original' story, something separate from his own 
artistic choice. In recalling an old story told by 'Miss Seward', however, 
Scott is also revising a different story by 'Mrs Smith'. 

Fiction and the FracturedAtlantic 265 

The chapter has also addressed fracrures in a different historiography, 
that of received literary tradition. Smith's descendants and inheritors in lit
erary history are usually taken to be domestic tales, Gothic fictions, wom
en's fiction, and country-house allegories of nation and inheritance from 
Mansfield Park (1814) to Howards End (1910) and beyond.56 The inter
textuality of Yhe Old Manor House and Waverley suggests an entirely dif
ferent plot-line in literary history, in which British defeats during the War 
of Independence, recorded in Scott's Ashestiel 'Memoirs' as foundational 
childhood experiences, come back to haunt a seminal British historical 
novel. Waverley is at the start of a sweeping and world-changing movement 
in the story of prose fiction-the wide popularity of the historical novel 
and the rise of a new type of historical consciousness-but it is also a par
tial recollection and an imaginative swerve from the absorbing far-off bat
tles of Scott's childhood, read aloud from newspapers and dispatches and 
circulated at second- and third-hand, not read about in books. 'Starting' 
the Romantic period with the French Revolution, as many histories of 
literature and ideas have done, overlooks the ways in which, as in Blake's 
America, that revolution was already, for British observers, secondary both 
to Britain's 'Glorious' Revolution a century earlier and to the less than 
glorious modern story of the loss of the American colonies. 
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