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ABSTRACT

This dissertation gives a close analysis of the let-
ters of Clarissa and Lovelace written after five crucial ineci-
dents in the novel. Based on sitructuralist assumption that
language constructs and shapes our world, this thesis examines
the writing style of the two main characters of Clarissa.

The manner of linguistic expression of these characters is
coneidered: 1i.e., diction; choice of words, tone, sentence
structure and syntax, the types of figurative language; ima-
gery, and thetorical devices. In the process, we discover that
Richsrdeon uses style to revesl character and the unconscious,
How a writer says whatever he says is as important as what he
eays,

In the last few years, much critical attention has been
paid to Lovelace. His attractiveness as a dashing young rake
cannot be denied. However, some of Richardson's main aim= in
writing Clarissa are to "warn the inconsiderate and thoughtless
of the one =ex against the base arts and designs of s=pecilous
contrivers of the other," and to warn young people against the
notion that "a reformed rake makes the best husband." Lovelace
claims %o be reformed, but his =tyle, unaltered from beginning
to end, shows that he is not. Thie paper shifte the attention
away from Lovelace to the true heroine of the novel, Clarisea,

She ie in fact Richardson'se idea of "christianity...thrown into
iii



action." His portrayal of her makes him truly worthy of the

title "master in the delineation of the female heart."™
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INTRODUCTION

You and I always admired the noble simplicity
and natural ease and dignity of style, which are
the distinguishing characteristics of these books,
whenever any passages from them, by way of quota-
tion in the works of other authors, popped upon us,
And once I remember you, even you, observed that
those passages always appeared to you like a rich
vein of golden ore, which runs through baser metals;
embellishing the work they were brought to authenticate.

-- Mr. Belford to Robert Lovelace, Esq.1

In Samuel Richardson's Clarissa, or, The Historv of 3

Young Lady, almost every character who writes, from the most

important to the most insignificant, is acutely conscious of
style. In the passage just quoted, Belford is praising the
simple, natural and dignified style of the books of the Bible,
epecifically that of the Book of Job, the book most frequently
usged by Clarissa, Belford's description of "these books" ie not
unlike Samuel Johnson's somewhat facetious descrivtion of the
requirements for the epistolary style: "Ease and simplicity,
an even flow of unlaboured diction, and an artless arrangement
of obvious centimente,"” =aid Johnson. Anthony Kearney points
out that in the novel it is Clarissa who comes closest to
writing in this way.2 The other characters, including the
articulate and charming Lovelace, fall somewhat short of this
gtandard.

Lovelace, the dashing young hero modelled after the

3

rake figure in Restoration drama, is the correspondent who
writes with the most artificial =style., His letters are full

of flouriches and unnatural expres<ions, utterly unlike the

1



eimplicity of Clarissa’'s. Richardson himself i= very aware of
the importance of style. In a letter to Sophia Westcomb he
writes, "styles differ....as much as faces, and are indicative,
generally beyond the power of disguise, of the mind of the
writer!® N In Clarissa, he uses style not only to reveal the
personalities of the characters to us, but to the characters
themselves., Becau<e they are all "writing to the moment,”

the characters, as well as the readers, are in a continual
process of di=covery.

Despite the unusual length of the novel, there are
scenes which readers of Clarissa never forget. 5 These scenes,
marking turning-points in the relationship of Clarissa and
Lovelace, are recorded vividly by these two "=cribblers”
themselves. Their letters written during or shortly after
these incidents are particularly important and revealing.

What they say and how they say things show who and what they
really are, and how Richardson wants his readers to view themn,

In Clarissa Richardson for the first time takes full
advantage of the epietolary form of the novel., Through the use
of multiple pointes of view, he is able to create interesting,
engaging charactere, Lovelace and Clarissa, each aware of the
other'=s ¢kill and talent with words, are the focue of our
attention because Richardson has endowed them with hie own
creative imagination and writing <kill. The more they write
and develop their own styles and voices, the more attractive

and fascinating they become.



As one reads, one discovers that what Belford said_
about "those passages" ig applicable to Richardson's own work.
Richardson's special use of words is "like a rich vein of golden
ore, which runs through baser metales; embellishing the work
they were brought to authenticate." Analyzing the prose style
of hies two principal characters becomes a "key" by which the
reader can unlock some of the rooms in Richardson'’es complex

maneion,



NOTES

lsamuel Richardson, Clarissa, or, The History of a
Young Lady (London: J.M. Dent & Sons Ltd., Everyman's

Library, 1932), IV, p. 6. All further references will be
to this four volume edition and will appear in parentheses
in the text.

2 | . .
Anthony Kearney, "Clarissa and the Epistolary Form",
Egssays in Criticism, XVI'(19335, Lh-56,

3Various critics have written on the similarities
between Lovelace and Restoration rakes. See Samuel Johnson's
Life of Rowe, Alan Dugald McKillop's Samuel Richardson, Prin-
ter and Novelist (Chapel Hill: University of North Carolina
Press, 1936), ira Konigsberg's Samuel Richardson and the Dra-
matic Novel (Lexington: University of Kentucky Press, 1968),

Margaret Ann Doody's A Natural Passion: A Study of the Novels

of Samuel Richardson (London: Oxford University Press, 197L) .
nJohn Carrol, ed., Selected Letters of Samuel Richardson

(Oxford:s Oxford University Press, 1964), p. OG. .

5Percy Iubbock, The Craft of Fiction (Northampton:

John Dickens & Co. Ltd., 1926), pp. 4-5. Percy Lubbock places
Richardson with Tolstoy and Flaubert, praising them for their
"command of life, their grasp of character, their knowledge

of human affections and manners." He says of the heroines . .-
vafter living for a time with people like Clarissa Harlowe or
Anna Karenina or Emma Bovary we have had a lasting experience
«.. These women, with some of the scenes and episodes of their

history, remain with us as vividly as though we had known them
in life.



Chapter I

THE PIRST LETTERS
Despite Richardson's insistence upon his "No-Plan"
for Clariessa to Aaron Hill and to Johannes Stinstra, it iec an

extremely well-designed novel, 1

Frederick Hilles has shown
how Richardson "mapped" the plot according to the calendar
and according to the division by volumes. 2 Richardson's
careful planning can be seen from the start. At the begin-
ning of the novel through Anna Howe's letter, he introduces
the main characters Clarisea and Lovelace, and the relation-
ship of their families to each other. This opening letter is
in the guice of an inquiry, but it is more like an expository
letter, as Richardson has Anna touch on all the main concerns
of the novel,

In "Letter I"™ we find out that Clariesa is Anna's
"dearest friend," we learn about the "disturbances" in the
Harlowe family and about Clarieea's "distinguished merite."
The duel, James' "fierce and uncontrollable temper," and
"generous" Mr. Lovelace are mentioned (I, 1-2). The reactions
of Anna's "mother," Clarissa's "uncles," and her "younger
sister” are described (I, 2). And in the postscripts, Anna
aske for the "preamble to the clauses” in Clarisea's grand-

father'= will which was the cause of the whole problem.3
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After such an introduction comes Clarissa's first
letter. We have been prepared by Anna for one who i=s “so
eteady, =o uniform in conduct" and one who excels zll her
sex (I, 2). Clarise=a's opening paragraph is a good example
of her personality ae shown by her writing style. She writes:

How you ovppress me, my dearest friend; with your polite-
ness! I cannot doubt your sincerity; but you =hould take
care that you give me not reason from your kind partiality
to call in question your judgement. You do not distinguirh
that I take many admirable hinte from you, and have the
art to pass them upon you for my own. For in all you do,
in all you say, nay, in your very looks (g0 animated!)
you give lessons, to one who loves you and observes you
as I love and ob=erve you, without knowing that you do --
20 pray, my dear, be more sparing of your praise for the
future, lest after this confession we should suspect
that you secretly intend to praise yourself, while you
would be thought only to commend another. (I, 3)
There are three sentences in this noticeably long paragraph.
Clarissa, like Richardson, is very conscious of what che
writes. She wants to make sure that her readers understand
her correctly. Thus, che often makes a statement, qualifies
the meaning and then adds to it. For example, c=he writes,
"For in all you do, in all you say, nay, in your very looks,..
you give lesgsones (I, 3).

Clariessa i= scrupulous in her use of language. Her
centences are u=ually long and convoluted because she ies con-
cerned with exactness. If one word or phrase is inadequate
to express what she really feels, she uses many to make sure
that her whole idea is there. For example, she says Anna
gives her lessons not only in what she does, but in what

she says, and in what she lodks like. Clariesa not only loves



Anna, but obeerves her actions, It is inadequate to =ay that
she loves Anna only, becauce it would imply a blind kind of
adoration, To =ay that she "loves and observes" her gives
the full import of studying her with good or kind intentions.
As Mark Kinkead-Weekes says:

Hers is primarily an analytic mode in which words are

taken seriously, weighed against one another, assayed

by repeated examination. The structure of her sentences

has a constant tendency to balance and antithesis, moving

words into meaningful collocation og’@istinction:.:theﬁe

1s a large conceptual vocabulary, aiming at precision.
Hence the need for these long sentences.

Although Clarissa is supposed to be writing about her
own affairs--Anna has asked, "write... the whole of youf
etory," =- thies first paragraph has more second person than
firet person pronouns, Clarissa begins her s=tory not with
herself, as most autobiographers do, but with concerns about
her "deare=t friend." She says, "How you oppres= me,... with
your politeness," "You do not distinguish," and "For in all
you do..." (I, 3). Richardson shows Clarissa's generous and
unselfish nature. In the author's preface, che is "propo=ed
as an examplar to her s=ex"™ (I, xiv). From the start, we are
to =zee Clarissa as "this truly admirable creature," as Lovelace
later says (I, 143).

In contrast to Lovelace's, Clarie=a'c writing is full
of worde relating to virtue and goodnes=. She does not

doubt Anna'e "e=incerity," but chides her for her "politeness,"

"kind partiality” and " judgement." Clari=<a takes many



"admirable hints" from Anna (I, 3). At once we are made
aware of Clarissa's inherent goodness, her gentle manners and
her fine moral character, Her first paragraph reveals her
partiality to falrness and honesty. Unlike Lovelace'g, her
vocabulary, like her character, is full of goodness and
cincerity.

Another example of Clariesa's long sentence comes
shorfly after:

For whether it be owing to a faulty impatience
having been too indulgently treated to be inured +to
blame, or to the regret I have to hear those censured
on my account whom it i= my duty to vindicate; I have
sometimes wished that it had pleased God to have taken
me in my last fever, when I had everybody's love and good
opinion; but oftener that I had never been distinguiched
by my grandfather as I was: since that distinction has
estranged from me my brother's and sister's affections;

~at least, has raised a jealousy with regard to the

apprehended favour of my two uncles, that now and then

overshadows their love. (I, &)
Thig sentence is =0 long it takes up a whole paragraph.
Richard=on shows how thoroughly and carefully Clariseca thinkse
romething out before =aying it. She =ays, "For whether it be
owing to a faulty impatience or to the regret I have to hear
thoge censured on my account...” and makes sure she has not
neglected any po=eibilities, Unlike Lovelace who feels that
he has a right to be vain about "self-taught, =elf-acquired"
attributes such as "the gracefulness of dress,...debonair,
and ... assurance” (I, 146), Clarissa regrets that she is

pralsed and distinguished as her merits have only caused

jealousy and unhappiness.
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At this early stage Richardson foreshadows the conclusion
of the novel. He gives ug a hint of Clariesa's extraordinarily.
calm attitude <towards death. She wishes sometimes "that
it had pleased God" to have taken her in her last illness.

Her =ense of God's mercy and benevolence is so strong that
cshe has absolutely no fear of death. She has no close friend
other than Anna. The ties of affection binding her to this
world are few. Clarissa is aware that this world is not
really her home, so when she writes later of "my father's
houge" (IV, 157), che literally means it, The death wich at
the end of the novel becomes probable and believable when we

cee how Richardson has prepared us for it from the start.

In telling the "little history," Clarissa is aware
that her version of the story may be biased (I, 4). She
promises to "recite facts only,"™ leaving her readers to
"judge the truth of the report raised that the younger sister
has robbed the elder" (I, 4). Her sense of reporting the
truth can be contrasted with Mr, Elias Brand, the extremist
of biased opiniones and of the perversion of truth. Brand
has no qualms about bringing preconceived notions and pre-
judices into his narration. He relies on other's accounts,
never botﬁering to verify the story.

On the other hand, Clarissa promice=s to "be as
particular as you desire," to "give,..minute descriptione,"
and not to "pass by the air and manner in which thinges are

spoken" (I, 4,5).5 She telles Bella's story not from other
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people's accounts, dbut from what Bella her=elf has t0ld her,
emphasizing the fact that she was abecent at her "Dairy-houce"
(I, 4) when it all happened. She reports the Lovelace-
Bella courtship verbatim, as Bella has told her.

Deepite her care, there ie a certain amount of =pirit
in Clariesa's tranecription of her =iester's story. Her
use of italics in Bella's speech aids in creating a self-
gatiefied, and later comical, picture of Bella. Clarissa
reports what Bella says, with commente of her own: "So handsome
a man! == 0 her beloved Clary! (for then she was ready to love
me dearly from the overflowings of her good humour on his
account!) He was but too handsome a man for her!™ (I, 5).
Clariesa'e changing of Bella's address to her in the third
percon makes the phrase of endearment sound false, as it must
have =ounded to her. She sees through her sister's fits of
affection: unlike Anna, Bella loves Claricea only when her
own prospects are assured.

In general she is a careful reporter. What =he does
not know, =he doeg not claim to know. She is hesgitant about
her narrative, using phrases like "it =eems," or che tellre
us: "How they managed it in their next conversation I know
not" (I, 7). Her own opiniong are set off either by brackets
or an apologetic comment., She quotes Bella: "It was bash-
fulness in Mr, Lovelace, my dear)!" (I, 6). Or she =ayse,

"Then my voor sister is not naturally good-humoured. Thisg is
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too well knoﬁn a truth for me to endeavor to conceal it,
especially from you" (I, 7). Clarissa does colour her narra-
tive with her own opinions, but with Jjustifiable reasons,.
Unlike Lovelace who deliberately perverts or twists perspec-
tives until one does not know whether he is lying to himself
or not, Clarisesa's narrative remains throughout the novel as
the most reliable source of truth for the reader, despite
Samuel Johnson's obeservation that."there ie always something
which =he preferes to truth."

Clarigsa's reliability as a narrator is chovn by
Richarde=on's arrangement of the letters., Her narrative domi-
nates the first section of the novel. 6 Her accounts of what
happens at Harlowe Place are not contradicted by anyone elrse,
unlike the highly dubious versions to0ld by Lovelace of what
later happens which have to be qualified by Clarissa'e account.
Richardson lets Clarissa be the sole teller of the tale at this
stage. Her version of the story is the version he wants us
to have,

Unlike Lovelace or Lord M., who have to resort to
cliché&d sayinges and provefbs for a means of exvpression,
Clari=ea does not use quotations to back up her arguments very
much. Instead, her strength lies in her original, clear and
well-thought-out way of =stating her ideas, One of the few
places where che does cite a quotation occurs at the end of
Letter II. Clarissa i having a bit of fun with Bella's

"encouraging denial" at this point (I, 8). She quotes
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Miss Biddulph's "answer to a copy of verses from a gentleman,
reproaching our sex as acting in disguise" (I, 8). Although
written and used in jest, the verse emphasizes the need to
"put off disguise, and be sincere" (I, 8). It denounces
"false hearts" and "dissembling parts" (I, 8). It is
interesting to note that later Lovelace's first quotation
expresses the very opposite sentimente. Lovelace praises one
who "does but act a part" and says that he "must practise for
this art" in order to =succeed with Clarieea (I, 145), Clearly,
Richardson wants ue to see from the etart how his two main
characters are poles apart and unsuitable for each other.
We can see why the author adamantly refused Lady Bradshaigh's
pleas to "be merciful™ and to give the novel a happy ending. 7
Letter II closes with "Here I'am obliged to lay down
ny pen. I will soon resume it"™ (I, 8). This phrase, of not
much consequence at this point, becomes increasingly more
important as the story progresses. Clarissa here is "obliged"
to lay down her pen probably for a trifling reason: perhavs
she is called dowvm to tea or to supper. But as the problem
of her marrisge and =suitor become more serious, Clarissa is
"obliged" to lay down her pen, forced to give up one of her
greatest delighte, not only by authorities like her parents,
her "friende" and relatives, but even by Lovelace and the
eervante, She will no longer be able to "resume" writing or
use scribbling az the "innocent" employment between friende

(I, 8, 50). As Lovelace's shadow invades Clarissa's happy
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world, the act of writing becomes a dark and desperéte attempt
to preserve order. A letter from Anna becomes Clarissa'’s
only hope, her only means of communication with the =ane

and moral world which she has known all her life,

Clarissa's way of telling how Lovelace transfers his
attention from Bella to her is in keeping with her character.
She starte: "It was immediately observed that hig attention
was fixed on me" (I, 9). Although she herself is the focus
of this story, =he does not start with the first pefson point
of view, but rather with an impersonal observation. She goes
on to give the reactions of her "haughty" cister, her "pleazed"
Aunt Hervey, her hesitant mother, her delighted uncles and her
dubious father before she writes about her own reactiong
(I, 9-10). 1In contrast to Anna Howe who is spontaneous and
outepoken, and who, placed in Clariesa's circumstances,
would have <tarted the narrative with her own exaggerated
reactione, Clarissa leaves her opinion for the la=t. She
answers prudently that =he "did not like him at all; he seemed
to have too good an opinion both of his person and parts to
have any great regard to his wife™ (I, 10),.

Another example of her prudence and sagacity can be
cseen in her exceptionally perceptive comments., Clarisea ic
only a young gifl of eighteen, but she seems to understand
life and human nature very well, Talking about Lovelace'sz
indulgent parente and lax upbringing, <he says: "A case too

common in considerable familieg where there ig an only =on,
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and his mother never had any child" (I, 11). Checking her-
self lest her attitude is_too disrespectful, che says later:
"It is not for a child to seek to clear her own character,
or to justify her actions, at the expense of the most revered
ones" (I, 20). Realizing the unreliability of people's praices,
she says: "Our flatterers will tell us anything =ooner than
our faults, or what they know we do not like to hear: (I, 23).
About giving in to men =he =ays, "Our gex perhaps must expect
to bear a little--uncourtlinese chall I call it? -- from the
husband whom as the lover they let know the preference their
hearts gave him to all other men" (I, 23). These statements
are just a few examples of her prudence and wisdom. Her
letters can be read, as Richardson intended, "not... only
to divert and amuse," but as a guide for young ladies (I, xv).
In this first letter Clarissa explains why she writes,
She derives a real pleasure from writing, using it as an
instruétive and healthy pastime. She says: "Still the less
perhaps as I love writing; and those who do, are fond, you
know, of occasions to use the pen" (I, 12). While Lovelace
writes to show off his ability, Clariesa writeg for herself,
to create order within and somehdw to find consolation and
comfort, She says: "So that when I could not change the
subject, I used to retire either to my music or to my cloget”
(I, 15). Clarissa's attitude to solitude, her turning inward

for help are signs of her maturity and self-reliance.
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The form of writing which is the epitome of =olitude
ie the journal. Two of the best diary-keepere of all times
sre Samuel Pepys and James Boswell, of the seventeenth and
the eighteenth century. As well as manifesting a need %o
record and to keep track of a busy life, Journal writ;ng.s§OWS
a desire to explore and examine the conscience. One can tell
a diary what one could not tell others. Laurence Stone says
of writing in the eighteenth century:

Literacy is probably a necessary pre-condition for the
growth of introspection...writing and reading, unlike
the telling of tales by the fireside, are inherently
lonely occupations. Unless he is reading aloud, which
often happened in the seventeenth and eighteenth centuries,
the individual is carrying on an interview between him-
celf and the writing on the page, and this inanimate
object, this page of paper covered with lines in ink,
provided the escential means of communication for the
new sensibility. The growth of literacy...created a
literature of gelf-exploration, from the novel to the
love letter.

The narrators of many of the literature of thies century are
thuz often solitary, detached obeservers. The fact that they
read and write cets them apart from others. In poetry, there
are such pleces as Edward Young's "Night Thoughts=" and

Thomae Gray's "Elegy Written in a Country Churchyard."” In
prose fiction, there are such books as John Bunyan's Pilgrim's

Progrese, Daniel Defoe's Robinson Crusoce, Moll Flanders,

A Journal of the Plague Year and Roxana, and Laurence Sterne's=

Trietram Shandv., The protagoniste of these worke are 311l

outeide society, either through exile or by choice. They

etand zpart from the norm and from conventional gociety, and
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are all concerned with recording, writing about themgelves

and their "history." Richardson's Pamela and Clarissa,
although =et in a very social world like the rest of these
bookes, show the peculiarly eighteenth century tendency towards
celf-analysis and intro=pection.

Clarisea's love of writing linkes her to the man who,
according to Bella, "had a tolerable knack of writing =znd
describing" (I, 12). Although Richardson introduces
Lovelace at the very beginning of the novel, hig firgt letter
does not appear until thirty letters (Richardson's count)
have passed between Clarissa and Anna. Richardson builds
up hie reader's curiosity about Lovelace before he allows
Lovelace himself to enter the novel with his own narrative.
Various people have warned us earlier of Lovelace's "spirit"
(I, 2), hie great "birth, his fortune in po=session" (I, 5),
hie "bad character” (I, 6), his "vivacity and courage" (I, 14)
and hie "libertine" tendencies (I, 63). His firet letter,
full of hiz trademarks, lives up to all the expectations
we have of him,

Lovelace starts his letter by writing: "In vzin dost
thou and thy compeers press me %o go to town, while I am in
euch an uncertazinty a= I am at precent with this proud beauty"
(I, 14b), R?chardson accounts for Lovelacé's use of "thee"
and "thou" in a footnote saying: "These gentlemen affected
what they called the Roman style" (I, 144)., This =econd-

person familiar pronoun is used by the Quakers to chow
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familiarity and simplicity. 1In the case of Lovelace and hie
"compeers”, simplicity is not the object; rather, their use

of "thee" and "thou" is deliberately affected, reminding usg

of poetry, of Shakespeare and of Restoration theatre. ILovelace
and his friends not only behave like Restoration rakes, they
epeak like them.

In this first sentence he calls Clarissa his "proud
beauty." Lovelace has a way of projecting himself into others,.
He often accuges others of faults of which he himeelf is guilty.
Up until thie point Clariss=a'e treatment of Lovelace has not
really been "proud." She has conrcented to write %o him despite
the objections of her family. It iz Lovelace whose pride is
hurt because for once he hacs met =omeone who is not an easy
conquecst., Hie calling her "proud beauty" <hows hie tendency
to =ee his own faultz in others.

At the same time, "proud beauty" is a conventional
phrase used by poets and rejected suitors, In this long first
letter, Lovelace never refers to Clarissa by her simple name.
He never perceives her for what she really is, even at her
deathbed., Rather, his conception of her is hie own creation
from the start, an imaginative and fanciful one. She i= "the
lady," "my charmer," "an adored beauty," "this truly admirable
creature,” "thie angel of a woman," "the divinity," "a goddess,"
"the divine Clari«ga Harlowe," "this charming frost-piece,"”

"an angel", "the beloved of my =oul," "fair one", "moest exalted

of female minde," and "loveliest of persons" (I, 144-149),
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These appellations show not only his creative and fertile mind,
but his familiarity with the conventions of Renaissance courtly
poetry and Restoration drama.

For Lovelace, Clarissa ie= the ideal woman, the perfect
subject for hies poetic energy. He i= the romantic courtier
who honours women in gonnets. Inspired by "those confounded
poets, with their serenely-celesgtial descriptions" as much as
by the lady, he telles Belford about his "desire to become a god-
dess-maker" (I, 145). He eays:

I must needs try my new-fledged pinions in =onnet, elegy,
and madrigal. I must have a Cynthia, a Stella, a Sachari-
ssa... darts, and flames, and the devil knows what, must
I give to my Cupid. I must create beauty, and place it
where nobody else would find it: and many times have I
been at a loss for a subject, when my new-created goddess
has been kinder than it was proper for my plaintive son-
net that she should be. (I, 145-146)
As long acs Clarissa remaine exalted and out of reach, <he pro-
vides him with all the inspiration he need= to write. To him,
che ie the ultimately verfect, aes well as the ultimately unreal
woman,

In the same passage, one can <ee Lovelace's obsession
with porsession. He must not only "create beauty" but muet
"place it where nobody elsze Ecaﬁ] find it." The tendency to
porsess ghown here anticipates his abduction of Clariesa to
the London brothel where "nobody else would find" her. Not
contented with having a subject for his poems, he wantes an at-
tentive subject who will worship him and watch his every move.

Like an actor, he needs an audience to which he can play hie

best parts.
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If Lovelace were on stage, he would be full of exagge-
rated gestures and dramatic poses. On paper, thic extravagance
come= out in his frequent use of the csuperlative., Lovelace
gays that Clarissa's suitor Mr. Solmes ie the "most unpromising
in hig person and qualities, the most formidable in his offers”
(I, 144). Clarisea's father is "z father the most gloomy and
poeitive." Her brother is "the most arrogant and celfi~h" (I,
144) ., TLovelace sees Clarissa as the ultimate goal or conquest;
her family then becomes the ultimate enemy or obstacle to the
prize., His verbal pictures of them are exaggerated, fantastic
and unreal. In his mind;, he recreates their characters, con-
ceptualizing them in highly distorted, theatrical terms.

Unlike Clarissa's serious and sober style, Lovelace's
is jocular, spontaneous and lively. He writes as fast as he
thinke, or <o it seeme, as hies rentences overflow with hies own
que=tions and commentes: "Vhy, I'11 tell thee what, 2¢ near ag
I can remember; for it was a great while ago: it was --egad,
Jack, i can herdly tell what it was -- but a vehement aspira-
tion after 2 novelty, I think" (I, 145). While Claricsa's s=en-
tences are long because she ig concerned with exactness, Lovelace's
are long because he digresses and indulges in "dashes, rhetori-
cal questions and dramatic asideg" 9 used to attract and sustain
audience's attention. His art of conversation -- the direct
address to the listener, the comic exaggeration, the seem-
ingly confiding tone -- ie 211 part of his charm and =sovhieti-
cation, His ability to make fun of himrelf and hies past follie-

adde to hie attractivenees,
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Lovelace compares himself to a "hero in romance" (I,
149). His writing is full of imaginative metaphors and fan-
tastic comparisons. Often, his images are derived from the
animal kingdom. In this first letter, he writes, "to be proud
of what a man is answerable for the abuse of, and has no merit
in the right use of, is to strut, like the jay, in a borrowed
plumage®” (I, 146). Another example of bird imagery is found
when he talks about his first "fair jilt." He says, "And when
the bird was flown, I set more value upon it, than when I had
it eafe in my cage, and could visit it when I pleased" (I,
146). He compares men and women not to higher beings such as
angels, but to beast or fowl, or even to inanimate objects.

This tendency to look down from his level of creation for exam

ples and metaphors reminds us of Milton's Satan who also looks
down. Satan takes the shape of a cormoraht or a toad, and his
final downfall gives us a hint of what will happen to Lovelace.

Using metaphors is a way of distancing, objectifying,
and even recreating an experience. Lovelace uces metaphors as
a way of control, diminishing other people's importance and
exaggerating his own power in his images. He makes Joseph
Leman a "double~faced agent" which enables him to "dance his
employer upon [hié}own wiree®™ (I, 147). He tells Belford that
"By this engine, whoee springs I am continually oiling, I play
them all off" (I, 147). Kinkead-Weekes points out that Lovelace
is "Imperial...His Imperialism expresses itself in tone of

address (Thee and Thou), in metaphors of power, warfare and
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conquest, and in his attitudes to language itself.” 10 Lovelace
sees himself as a powerful, Tamburlaine-like king: "Then sghall
I have 21.1 the rascals and rascalesses of the family come creep-
ing to me: I prescribing to them; and bringing that sordidly-
imperious brother to kneel at the footstool of my throne" (I,
148). Thie fantasy, like many of the fantasies he later has
of Clarissa and of Anna, is really on the brink of madness,

One of Lovelace's greatest talents may be his imaginative abi-
lity, but it is this same ability which leads to his and to
Claries=a's destruction. His belief that he can create and con-
trol his own world makes him unable to face up to reality un-
$i1 it is too late. |
Like a guilty percon caught at his own game, Lovelace
denies charges laid against him too vehemently and rather sus-
piciously. He says that he is proud but denies being a hypocrite:
I have no notion of playing the hypocrite so egre-
giously, as to pretend to be blind to qualifications which
every one sees and acknowledges. Such praise-begging
hypocrisy! Such affectedly disclaimed attributes! Such

contemptible praise-traps! But yet, shall my vanity ex-
tend only to personals. (I, 146)

One notices the great number of words relating to precicely

the fault that he denies having. He urces words like "playing,"
"hypocrite," "hypocriecy," "affectedly" and "contemptible praice-
traps." For a person who does not practise the art of hypocri-
cy, he certainly knows a lot about it. Richardson i= aware of
the fact that what one writes or what one says is often what

one is preoccupied with at that moment. Although Lovelace
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thinks he is no hypocrite, his frequent references to hypocrisy
suggest how deeply it is imbedded in him.

Whereas Clarissa's language is full of meditation and
moderation, Lovelace's igs full of passion and extremes. He
finds "the workings of the passion of [hié] stormy =soul" best
expressed by Dryden:

But raging flames tempestuous soules invade!

A fire, which ev'ry windy passion blows;

With Pride it mounte, and with Revenge it glows.

(I, 147)

Fire is an apt image for what Lovelace feels. His love, like
fire, burns at a high temperature and destroys the things around
it. It flares up quickly and consumes itself. As Kinkead-Weekes
says, "The main tradition behind [Lovelacé] is that of Restora-
tion tragedy, and he himself is aware of this discrimination
between the stormy rageful lover (which he prefers) and the

softer kind, beitween Dryden and Otway." 11

Ironically enough,

"raging flames" do "invade" "tempestuous soulg®” literally la-

ter on in the story. As Lovelace gains control of Clarissa and

her world, his poetic metaphors become literal. Part of Lovelace's

fantasy becomes reality in the fire scene when he succeeds in

rousing the half-clothed Clarissa from her =leep into his arms.
Lovelace emphasizes the phrase, "with Revenge it chall

glow!™ (I, 147), The word "glow" is used earlier on in the no-

vel by Anna Howe when she aske Clarirsa if she "glows" as she

reads about Lovelace, She alarme Clarissa by insinuating that

Clarissa's breast goes "throb, throb, throb" with regard to

Lovelace (I, 46). The use of the same word by Arna and Lovelace
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suggests a link between the two characters. They are both
more worldly and more sophisticated than Clarissa., As Anna
says to Clarissa, "I am fitter for this world than you; you
for the next than me" (I, 43). Like Lovelace, Anna is a woman
of the world. In both their writing, they use words like
"love," "throb,"” and "glow." Their daring and passionate spi-
rite enable them to express sentiments which Clarissa does not
even know or dare acknowledge that she possesses,.

Lovelace's power and mainpulative skill chow not only
through hie= use of metaphors, but in his sentence structure,

He is the puppeteer who controls the wires, in actions as well
ags in language. In his first letter, he exhibits his ¢kill as
a rhetorician. He boasts: "This, therefore, if I take my mea-
sures right, and my familiar fail me not, will secure her mine
in spite of them all, in spite of her own inflexible heart:
mine, without reformation promises, without the necessity of

a siege of years" (I, 148). Lovelace uses the anaphoric repe-
tition of the phrases "in spite of" and “"without..." to imprees
and give a semblance of might and power. EHe, as well as his
readers, becomes convinced of hig ability to "secure" Clarissa
"in spite of them all."

He uses anaphora agsin when he writes: "Else could I
bear the perpetual revilings of her implacable family? Else
could I basely creep about -- not her proud father's house --
but his paddock and garden walls? Elge should I think myself

repaid, amply repaid, if the fourth, fifth, or eixth midnight
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stroll, through unfrequented paths, and over briery enclosures,
affords one a few cold lines" (I, 149). 1In this case, the sen-
tences beginning with "else® create’ the rhythm and cadence
which Lovelace wants. He would like Belford to believe that
he i=s doing "all for love." The deliberate u=e of such a rhe-
torical device ies characteristic of Lovelace: he i= full of
art while Clarissa writes with naturalness, with "“ease and
simplicity."®

When Lovelace describes Clarissa to Belford, he becomes
the plaintive sonnetgder. He resorts to art as a means of expre-
ssion, copying the poets and playwrights. He writes of his "char-
ming frost-piece": "such a constant glow upon her lovely fea-
tures: eyes so sparkling: 1limbs so divinely turned: health
go florid: youth so blooming: air so animated-- to have an
heart =0 impenetrable” (I, 148). His description of her is
like a literary blazon, and sounds more like a Renaissance pic-
ture of an ideal woman rather than a healthy young girl of nine-
teen., It is vague enough to fit any beautiful woman as it has
no =pecificatione as to such things as colour of hair or eyes.
Lovelace does not desire to have Clarissa so much for her indi-
viduality or for her personality zs for her appropriateness as
a subject for his poetic fancy. She represents the "most exal-
ted of female minds, and loveliest of persons™ (I, 149).

As well as a sonneteer, Lovelace imagines himself the
hero of a romance or a tragedy. He does not detach himself

from what he sees in the theatres; rather, he feels that he iec
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the hero himself. In this letter, he quotes Shakespeare say-
ing: "Perdition catch my soul, but I do love her"” and "Full
many a lady / I've eye'd with best regard;...But She! 0 She!/
So perfect and so peerless is created, / Of ev'ry creature's

best® (I, 149, 150). Othello and The Tempest are both plays

which are full of the exotic and the romantic. Lovelace sees
himself embarking on a simdlar wildly romantic venture. Like
Othello, he tries +to win the affections of a daughter against
the wiches of her father. Both Othello and Lovelace woo their
women initially with words, with stories. But unlike Othello,
Lovelace does what Brabantio fears: he enchants Clarissa "with
foul charms, / Abus'd her delicate youth with drugs or minerals /
That weakens motion." 12

Like Ferdinand, Lovelace has to work before he can have
his lady. He does not have to "remove/ Some thousands of these
logs," 13 but he does have to use his ingenuity to thwart
Clarigsa's family. Both Desdemona and Miranda, like Clarissa,
are precious jewels, protected maidens "never bold; / Of spi-
rit so etill and quiet that her motion / Blush'd at herself." 1k
Lovelace sees Clariesa as such a protected innocent "fair one,”
saying that she has "mere cradle prejudices" against him (I,
1k9, 148)., Unfortunately, like Othello, Lovelace eventually
kills the "beloved of [his] soul" (I, 149).

At this point, the whole courtship ig but a game of

skill to Lovelace. He says, "Thou art curious to know, if T

have not started a new game®" (I, 150). He uses military terms,
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telling Belford that the affair holds "such a field for stra-
tagem and corFivance” and "the rewarding end of all...what a
triumph" (I, 150). He wants to "contrive a method," and has
to be careful of the "confederacy" against him (I, 151). He
plays a game of sexual politics and his triumph over Clarissa
is a "triumph over the whole sex!" He says: "And then =uch
a revenge to gratify; which is only at present politically
reined-in" (I, 150). These words show how flippant, irrespon-
sible, and vengeful he is. Ruining a girl ie just a sport, a
way of entertainment, a piece of "glorious miechief" (I, 151).
Lovelace'es irresponsible and flippant attitude towards

life lets him take great libertiees with language. He tells
Belford that "the uncles and the nephew are now to be double-
servanted (gingle-servanted they were before); and those ser-
vante are to be double-armed when they attend their masters
abroad” (I, 151). He later invents phrases, using such terms
as "out-Norrissed"™ and "all Belforded over™ (IV, 134). Anthony
Kearney cays of him:

Hie verbal energy and misdirected originality far out-

- #shine anyone else's in the novel and gtem from hies deep-

&8st impulse to create his own world.
Lovelace does succeed in creating his own world to a certain
extent. He snatches Clariecsa from her real home and places her
in the fake world of the Sinclairs, complete with'fake fires,
fake aunte, fake letters, fake mediators and fake servante.

The only other characters who invent words in a similar

manner are people who resemble Lovelace in spirit. Anna says
that she thinks her good mama is "Antony'd" inito chiding her

for writing to Clarissa (II, 3). Clarissa's brother says that
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she has "out-grandfathered"™ Bella and him, and will "out-uncle"
them (I, 58). Richardson links these thrée seemingly different
- characters together by their inventive handling of language

and their misuse of words. Like Lovelace, Anna and James have
strong, independent wills and this spirit is shown in their not
conforming to +the rules of the language. All three are tempe-
ramental, impetuous, outspoken and rash in their speech and
writing.

Lovelace closes his letter with an imperial order: "I
commané thee to be pleased: if not for the writer's, or wri-
tten's sake, for thy word's gake" (I, 152). He claims "in the-
royal style" to be Belford's "king" and "emperor" in the "great
affair," an appropriately kingly exit from his first appearance
(I, 152). He later uses this same metaphor frequently in his
other letters, maintaining his status.

Lovelace's first letter, as we have seen, is full of
wit, ingenuity and humour, qualities found in almost all his
letters. While Clarissa's letter writing subsequently goes
through important stages, Loveace's remains jocular and spark-
lingly amuring throughout. Clariesa's style and her thinking
change and develop in the course of the novel, whereas all of
Lovelace's stylistic trademarks, his attitudes and habite have
already been dexterously captured in this brilliant first let-

ter.
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Chapter II
FORTH FROM THE GARDEN

The Abduction of Clarissa
People who read Clarissa hastily or people who try

to give a synopsis of the novel often misread and misunderstand
the garden scene, Take, for example, Laurence Stone's brief
plot summary:

The heroine of the novel, who comes from an aspiring

gentry family, after much moral heart-searching

finally refuses a purely mercenary match with the

disagreezble Mr. Solmes, which had been arranged

for her by her parents. She elopes instead with a

dissolute squire, who rapes her when under the influence

of drugs. She then dies, consumed with guilt, bdbut as

morally pure as when the story began.
Stone, of course, is interested mainly in the sociological-
historical aspects of the novel. But his use of the word
"elope"” shows his misunderstanding of what actually happens
to Clarissa during her first meeting alone with Lovelace.
Although she is reluctant to admit it, Clarissa, like Pamels,
has been "vilely tricked"™ and "carried off" by Lovelace, 2
She later repents of disobeying her parents, of corresponding
with Lovelacs, and of "meeting him" (II, 28), but she does not
"elope" with him.

Interestingly enough, the meeting with Lovelace which

results in Clarissa‘'s "fall" is set in the garden, The garden

ie the only place where such an incident could have taken place.

30
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Although the garden is outdoors and natural, it is land-
scaped and controlled, containing a "poultry-yard,* the
"ivy summer-house," a "high yew hedge...which divides the
yard from the garden," paths and walls (I, 266, 474), It
is very much part of the Harlowe estate, yet the only place
in which Clarissa is free to move apart from in her own room.
Richardson uses the Setting of the garden, conscious
of ail the ideas associated with i'l:.’b Maynard Mack says:
"The memory of the first garden was never far away from the
minds of those who worked in gardens, or wrote about then,
in the seventeenth and eighteenth cenfuries." b Writers
such as Marvell and Milton have used the garden as metaphors
in their work. 5
The Harlowe's garden is full of "man-made® things:
fences, summer houses, paths, etc. Margaret Anne Doody
points out how Clarissa likes "improvements™: with her
work, "The Grove" becomes the "Dairy House," a move in

6

“anti-romantic, anti-pastoral direction." Richardson

realizes the full possibilities of human action. God-

given nature can be used wisely and productively, as well

as foolishly. The garden can be a place of comfort and delight,
or a place of unease and unhappiness. Clarissa has so far
managed to make good use of her gifts, her natural talents,

but when Lovelace enters, she falters and makes a wrong decision.

Although very much part of the supervised Harlowe estate,

for Clarissa, as for Eve,the garden is a place of freedom and
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choice. Clarissa chooses to disobey her parentes and to
correspond with Lovelace through the loose bricks in the
garden wall, Her one mistake leads her into deeper entangle-
ments, just as Eve's mistake in listening to Satan's sweet
words leads her into the "rash" action of plucking the
fruit and eating it. 7

Clarissa's account of the garden scene is written
at St. Alban's, after she has been tricked into leaving by
Lovelace. Her narrative is factual and detailed. She records
what happens from her point of wview. In contrast to Lovelace's
account of the same incident which is full of triumph and glee,
Clarissa's is full of self-reproaches and regrets. She is,
however, =till very much in control of herself. Her writing
ie objective and thoughtful, and shows her good sense and her
excellent reasoning power.

She tells Anna that she "argued™ with herself thus
that day:

Wednesday cannot possibly be the day they intend,
although to intimidate me they may wish me to think it is:
for the settlements are unsigned: nor have they been
offered me to sign. I can choose whether I will or will
not put my hand to them; hard as it will be to refuse if
my father tender them to me -~ besides, did not my father
and mother propose, if I made compulsion necessary, to
go to my uncle's themselves, in order to be out of the
way of my appeals? Whereas they intend to be present
on Wednesday. (I, 474)

This extract shows several important things about Clariesa's
character. It reveals her logical and objective way of reason-

ing. She does not jump to conclusionsnor think only of one

aspect of the question, but zhe examines and analyzes things.
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Like the opening paragraph of her first letter, this paragraph
shows her careful and serious personality. She weighs all
matters and takes everything into consideration. Her argument
with herself shows that she did not have any intention of
going away of "eloping" with Lovelace that day. It takes

all of Lovelace's cunning and ingenious planning to frighten
her into his coach.

Clarissa shows her intelligence and her ability to
handle situations, She realizes that she can choose not to
"put” her "hand" to the settlements (I, 474). Her parents
cannot physically force her to marry Solmes. Like Lovelace,
she anticipates things, knowing that it will be "hard...to
refuse” if her father tenders the papers to her (I, L47L4),

Up to now, she is able to decide and judge what is best for
her and to act accordingly. But when she becomes involved
with Lovelace, who is also a master in anticipating and
planning, she meets her match. Unfortunately for her, he has
already decided what she will do at this point.

Although Clarissa is telling Anna the exciting news
of going "off with a man®, she does not exaggerate to create
a sensation in her letter as Anna would have (I, 471). She
telles events as they happen, wondering if she has fallen into
"a wicked esnare" laid by her brother and sister (I, 473).

She is full of worldly wisdom, saying such things as, "In
what a point of timemay one's worldly happiness depend!"

and "0 my dear! an obliging temper is a very dangerous temper.
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By endeavouring to gratify others it is evermore di=obliging
itselfy" (I, 475, 476). She realizes her mistake in wanting

to "personally acquaint”™ Lovelace with the reason for her

change of mind (I, b75). It has led her to her troubles.

Clarissa's immediate reaction to Lovelace's person
shows her attraction to him, and, at the same time, her fear
of him. She says, "A panic next to fainting seized me when
I saw him. My heart seemed convulsed; and I trembled so,
that I should hardly have kept my feet had he not supported
me® (I, 476). Her reactions are genuine and hardly surprising
for a girl of eighteen. Most of her contacts with men have
so far been in the safety of the drawing room. The garden is
isolated and lonely in comparison.

On the other hand, Lovelace's lines and gestures are
rehearsed and artificial. He s=ays, "Fear nothing, dearest
creature...Let us hasten away -- the chariot is at hand...”
(I, 476). Throughout the garden scene, he acts the part of
the seducer, fully in control of the situation and of Clarissa's
feelings.

As in his first letter, Lovelace makes use of appel-
lations. He calls Clarissa "my dearest creature,” "my dear
life,” "my charmer,” "my angel,” "my dearest life," always
acting the part of the persistent lover (I, 476-478). He is
too insistent about his honour and intentions, swearing often.
He says: "by all that'= good you must go. Surely you cannot

doubt my honour, nor give me cause to question your own" and
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later, "By all that's sacred I will not leave you" (I, 477).
His oaths and insistence verge on melodrama and have the ring
of insincerity, as Clarissa's detailed transcription of their
conversation shows. Her natural, genuine, reactions and feelings
during this meeting ére in contrast with his stagey artificial
speeches and gestures.

Lovelace uses his guile and ingenuity to keep Clarissa
at the garden gate until he can carry out his plan. When
warnings and threats do not work, he resorts to being gentle
and penitent. Clarissa describes him having a "dejected but
passionate air" at one point (I, 477). He argues with her,
enumerates the "harsh treatment” she has met with, tells
her how powerless she is, and urges her to "trust [he:] per-
secuted adorer" (I, 478). Lovelace and his offers must have
seemed an attractive temptation to Clarissa. One has to
remember that she has been locked up and isolated from her
family and friends for about two months by now. The only
one she is allowed to see and to talk to is Betty Barnes,
Arabella'’s saucy servant., At this meeting comes Lovelace,
offering her love, adoration, protection and freedom from
perzecution. One can see how Clarissa is not to be blamed
for listening and "marvelling®™ at the Satanic Lovelace's
"fraudulent temptation." 8

Among the many similes that Milton uses in Book Four

of Paradise Lost to describe Satan in the garden is the com-

parison of him to a thief! Satan "overleaped all bound /
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0f hill or high<est wall..." as a "prowling wolf...Or as a
thief, bent to unhoard the cash / Of some rich burgher."’
Similarly, Lovelace says to Clarissa: "I have long enough
skulked like a thief about these lonely walls" (I, 481).
Richardson®s use of this same comparison shows that he must
have had the story of the first garden in mind. Lovelace is
a Satanic figure in Richardson’s eyes and the author was
surprised when young ladies shed tears for him. In a letter
to Lady Bradshaigh, he says: "for fear such a Wretch should
induce Pity, I threw into his character some deeper Shades,
And ag he now stands, I verily think that had I made him a

worse Man, he must have been a Deveil."™ 10

As it turns out,
Lovelace does become a "thief.®" He steals a precious daughter
away from the Harlowes.

Another analogy to the story of the garden iz in the
character of Clarissa. Lovelace persists in seeing Clarisea
as a paragon of her sex. As well as "divine” and "excellent®
creature, he repeatedly calls Clarissa the "paragon of virtueQ
(II, 40, 36). He telle Belford: "I have concluded against
the whole sex upon it... I= not then the whole sex concerned
that this trial should be made?"™ (II, 40). Like Eve's,
Clarissa's actions are taken to represent her whole sex by
Lovelace., She iz not just any woman, but the woman. When
she falls, it is not only she who suffers and is injured, but

all women.
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In this scene, Clarissa is s5till in her own home, her
garden and peeudo-paradise., She is not yet in Lovelace's
power, Lovelace, the "vile encroacher,” is the one who has
to esupplicate and kneel o her (I, 486). He does kneel,
several times and very theatrically. Clarissa complains that
he is the "ready kneeler® (I, 483). Lovelace's ckill as a
performer is shown in thia scene and later in the fire inci-
dent. Clarissa tells us:
He threw himself upon his knees at my feet. Who
can bear, said he (with an ardour that could not be feigned,
his own eyes glistening), who can bear to behold such sweet
emotion? O charmer of my heart (and, respectfully still
kneeling, he took my hand with both his, pressing it to
his 1lipe), command me with you, command me from you; in
every way I am all implicit obedience. (I, 481)
Lovelace's pleading reminds one of an actor or lover pleading
on stage. He uses one of the techniques of the dramatist, i.e.
repetition: "Who can bear...who can bear..." and "command me...
command me..." (I, 481). His "glistening" eyes convince Clarissa
that his "ardour... could not be feigned" (I, 481). We later
see how well Lovelace can act. In the fire incident, this scene
is re-enacted, with tragic role reversals. Once Clarissa leaves
her garden, the paradise and security of her father's house,
the world seems to be turmed upside down.
Clarissa's account of what it was that made her take
flight and run into Lovelace's waiting coach is placed before
Lovelace's letter to Joseph Leman explaining to the readers

what he contrived to have happen at the garden gate. The

sequence of these letters is an example of what Fred Kaplan
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calles Richardson's use of "chronological discontinuity” and
"delayed details." 11 By giving us Clarissa's point of view
of the incident first, Richardson makes us share in her fear
and terror, her anxiety and uncertainty of what actually
happened.

Clarissa hears a mysterious voice behind the door
crying: "Are you there? Come up this moment! -~ this moment!™
(I, 484) She panics as Lovelace tells her to “Fly, fly, my
charmer; this moment is all you have for it" (I, 484). She
writes:

Now behind me, now before me, now on this side,
now on that, turned I my affrighted face in the same moment;
expecting a furious brother here, armed servants there, an
enraged sieter screaming, and a father armed with terror
in his countenance more dreadful than even the drawn
sword which I saw, or those I apprehended, I ran as
fast as he; yet knew not that I ran! my fears adding wings
to my feet, at the same time that they took all power of
thinking from me. (I, u484)

Clarissa is tricked into running. She does not deliberately
pack up and run away from home, as the word "elope™ implies.
Later, she becomes ashamed to narrate this incident as it
happened because she feels that she is partly at fault: she
chooses to meet Lovelace. Her family and friends do not know
until a long time later that she did not "run away" from them
on purpose,

About her "interview" with Lovelace, she says: "my

indiscretion stares me in the face; and my shame and my grief

give me a compunction that is more poignant methinks than



39

if I had a dagger in my heart" (I, 485). Richardson uses the
image of the "dagger"” in the heart several times in the novel
in different ways. Here the “dagger" is just a metaphor that
Clarissa uses, Earlier, she dreams of Lovelace who "stabbed"
her "to the heart" and then "tumbled [hexr] into a deep grave
ready dug”’ (I, 433). Much later, Lovelace dreams of himself
"with a sword in [hié[ hand, offering either to put it up in
the scabbard, or to thrust it into [his] heart, as she should
command the one or the other™ (IV, 136). He often says that
he has to "steel" his "heart," that he may "cut through a
rock of ice to hers" (II, 316). These daggers or swords

are all imaginary, but they link together various scenes, The
uce of the same image is one way of unifying the long novel,
a8 a leitmotif does in opera,

Daggers and sword also foreshadow events: Clarissa
threatens Lovelace with a dimunitive form of a dagger in the
penknife scene (III, 288-289), while Lovelace finally dies
under Col. Morden's sword. Clarissa's use of the "dagger"
image here is a clue to the importance of this scene. Along
with the other memorable scenes, this fatal "interview"” which
gives her the painful "compunction" is a turning point in her
1life., Once the incideﬁt has passed, there is no going back.
The garden gate is closed., Clarissa realizes her "rashnese”
afterward=, She says: "now that it is too late I plainly
csee how I ought to have conducted myself." (I, 486),

Lovelacet's account of the =ame incident does not come
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until much later and is vastly different in tone from Clarissa's.
While her account ends with mortification: "oh, that I were
again in my father's house® (I, 487), his ends with jubilation:
"I shall be in 2ll I write, of connection, accuracy, or of
anything but of my own imperial will and pleasure" (I, 516).
His letter is plainly triumphant, as he now has her where he
wants her,

Lovelace still =ees Clarissa as an unreal embodiment
of perfection. He writes of his "goddess": "Indeed, I never
had a more illustrious subject to exercise my pen upon "
(I, 510). The first thing he delights in is not her company,
but her appropriateness as a subject for his poetry. His
letter to Belford about the garden scene dwells not on events
but on the appearance of his “charmer" (I, 511).

It is true that Richardson has deliberately planned
the novel so that not too much repetition occurs. Lovelace's
and Clarissa's accounts of the same incident are never exactly
the =zame., What is important is Richardson's choice of charac-
ter to tell the story. The characters often colour the
narrative with their own biases, In this case, Clarissa's
account telles us what went on in the garden as far as she knows,
while Lovelace' letter reveals more of his extraordinary
personality than of what actually happened.

In this scene, Lovelace thinks of Clarissa as an angel.
He tells Belford that "with the presence of my charmer, flash-

ing upon me all at once in a flood of brightness, asweetly
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dressed, though all unprépared for a journey, I trod air, and
hardly thought myself a mortal"™ (I, 511). He does not just
see Clarissa as the "flashing" angel, but he includes his own
person in the fantasy. He "trod air," he says, and hardly
feels like a mortal. One reason why Lovelace is such a

"fascinating®™ character 12

is because of his capacity to invent
and to aet as if he himself believes in his fantasy. He does
not distance himself from his daydreams, but writes of them

as if they were real. In this way, intentionally or uninten-
tionally, he confuses his readers, and perhaps, even himself,
One never knows if Lovelace actually fe@ls or believes what

he says he goes through.

Lovelace gives Belford what he says is a "faint sketch
of her admirable person with her dress" (I, 511). The sketch
of Clarissa is not "faint" at all, but a very elaborate,
detailed one. For example, he says of her:

Her wax-like flesh (for, after all, flesh and blood

I think she is), by ites delicacy and firmness, answers
for the soundness of her health. Thou hast often heard
me launch out in praise of her complexion., I never in my
life beheld a skin so illustriously fair. The lily and
the driven snow it is nonsense to talk of: her lawn and
her laces one might indeed compare to those: but what
a whited wall would a woman appear to be who had a complex-
ion which would justify such unnatural comparisons? But
this lady is all glowing, all charming flesh and blood,
yet so clear that every meandering vein is to be seen in
all the lovely parts of her which custom permits to be
visible. (I, 511)

This description of Clarissa is at once fanciful and humourous.

Lovelace tries to describe her in terms of traditional meta-



u2

phore: "wax-like flesh,”" the "1lily and the driven snow,"

but finds that the comparisons are either inadequate or
inappropriate (I, 511). His parenthetical comments, "flesh

and blood I think she is,” show his awareness of words, of

the language he is using (I, 511). He is conscious of the
literal meaning of the phrase, "wax-like flesh."” His tone is
ironic, as he mocks the poets who compare women to the "1lily"

or o "egnow."™ Clarissa is no "whited wall" but a real "glowing,"”
"charming flesh and blood" (I, 511).

Lovelace praises Clarissa for her "delicacy and firm-
nese” and for her sound health (I, 511). He later says, "by
a temperance truly exemplary, she is allowed to have given
high health and vigour to an originally tender constitution®
(I, 511-512)., Clarissa is not only mentally capable, but sche
is physically strong and hardy for a young girl. It is all
the more tragic then that, by the end of the novel, we see
her withering away into precisely what Lovelace says she is
not, a "white 1lily snapped short off and just falling from the
stalk" (IV, 257).

Lovelace's description of Clarissa's clothes show his
powers of observation and his eye for detail:

Her head-dress was a Brussels lace mob, peculiarly
adapted to the charming air and turn of her features. A
gky-blue ribbon illustrated that. But although the weather
wags somewhat sharp, ghe had not on either hat or hood...

Her morning gown was a pale primrose-coloured
paduasoy: the cuffe and robings curiously embroidered by
the fingers of this ever-charming Arachne, in a running
pattern of violets and their leaves; the light in the

flowers silver; gold in the leaves. A pair of diamond
snaps in her ears.
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Her ruffles were the same as her mob. Her apron
a flowered lawn, Her coat white satin, quilted: blue
satin her shoes, braided with the same colour, without
lace, for what need has the prettiest foot in the world
or ornament? Neat buckles in them: and on her charming
arms a pair of black velvet glove-like muffs of her own
invention; for she makes and gives fashions as she pleases,
(I, 511-512)
If one believes Lovelace's word, he manages to take note of
all these details in just a matter of a few minutes, as Clarisss
unbolts the door and comes out to meet him, He seizes her up
from head to toe not missing anything. His knowledge of lace,
ribbones and materials shows that he is a man of the world,
familiar with women and their dressing habits.
He notices that Clarissa's "cuffs and robings" are
"curiously embroidered by the fingers of this ever-charming

Arachne” (I, 512)., One remembers that in Ovid's Metamorphosges,

Arachne, like Clarigsa, is extremely talented. She ig a
maker, a doer and has no equal as a weaver. Unfortunately,
her skill and pride bring her early tragedy: Pallas, out

of jealousy, turns her into a spider. 13 Arachne's sad story,
although not exactly the same as Clarissa'’s, foreshadows the
present-day needle-worker's tragic end.

Lovelace says of Clarissa's feet: "blue satin shoes,
braided with the same colour, without lace, for what need has
the prettiest foot in the world of ornament" (I, 512).
Lovelace's praise of Clarissa reveals something about himself.
In contrast to her simplicity, he is the epitome of frivolity
as his name, Love-lace, suggests. Margaret Anne Doody says

that Lovelace "likes frills, the accessory decorations, that



Ll

furnish out the plain garb, that give subtle status, identity

and difference to simple condition."® 14

He recognizes the
beaﬁty of gimplicity in Clarissa, but does not practise it
himself,

Another quality that Lovelace admires in Clarissa is
her invention and independence. He tells Belford, "she makes
and gives fashions as she pleases"” (I, 512). Clarissa does
not have to follow the latest style to look good. Her creativity
in dressing and her natural beauty make.- her more than attractive.
Her dressing habit, like her writing style, chows her indivi-
duality and simplicity. By contrast, Lovelace is always
conscious of the latest fashions and trends in London. His
writing reflects his style of living.

Lovelace's letter reveals his base intentions towards
Clarissa. He talks of her sexuality more than once. He eays:
"A white handkerchief,..concealed -- 0 Belford! what still
more inimitable beauties did it not conceal! And I saw, all
the way we rode, the bounding heart (by its throbbing motions
I saw it!) dancing beneath the charming umbrage® and "How
near, how sweetly near, the throbbing partners!" (I, 512).
Typical of his style, Lovelace uses many poetic and romantic
phrases to describe Clarissa's heaving bosom. His transporte
and delights at holding her in his érms ave reminiscent of the
kind of feelings poete and dramatists c¢laim to have. Later,
in the fire scene, the same kind of feelings are experienced

by Lovelace when he contrives to have a more frightened and
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less fully clothed Clarissa in his arms.

Lovelace calls Clarissa names that are more appropriate
for himself than for her., He says, "O Jack! that such a
sweet girl should be a rogue" (I, 512), calls her "false
little rogue" and "faithless charmer" (I, 514), and complains
of "her perverseness" (I, 513). In contrast to Clarissa, who
describes other people fairly, sometimes over-generously,
Lovelace is quick to =ee faults in others. When one does not
do exactly what he wants, one is perverse. Perverse is a
word that is also used by the Harlowe family when they do not
get their way. Clarissa's mother calls her "perverse"™ (I, 98),
her father addresses her as "perverse girl" in a letter
(I, 120), and Uncle Antony talks about her "perverseness"
(I, 160). The use of the same word by Lovelace and his enemies
suggests that they are really similar in character. They are
all selfish and want only to get their own way.

As in his first letter, Lovelace uses imperial lznguage.
He boasts: "I drew her after me so swiftly that my feet,
winged by love, could hardly keep pace with her feet, agita-
ted by fear. And so I became her emperor" (I, 513). He
warne, "Tdke care that thou provokest not new ones that may
be still more worthy of thee. If once thy emperor decrees
thy fall, thou shalt greatly fall" (I, 513). He =ays that
he writes only of his "imperial will and pleasure" (I, 516).
Lovelace is spoilt, used %o héving his own way at home, where

he is the youngest child, and with his circle of rakes, where



hé

he i= the leader. Now that he has Clarissa in his power, he
thinke that he can command her and use her as he pleases,
His belief that he ies now her "emperor" is another manifesta-
tion of his imaginative mind. Like a child or an actor on
stage, he lives in a make-=believe world of kings and emperors.
Another metaphor Lovelace uses to describe his relation-
ship with Clarissa is that of warfare. He writes to Belford:
"Thou knowest the whole progress of ow warfare: for a war-
fare it has truly been; and far, very far, from an amorous
warfare too. Doubts, mistrusts, upbraidings on her part:
humiliations the most abject on mine" (I, 514). He says
that Clarissats "garrison" consiste of "General Prudence at

the head, and Governor Wptchfulness bringing up the rear®

(I, 513). He talkes frequently of “power" (I, 514, 515)
and says: "I will give the combatants fair play" (I, 515).
Lovelace's conception of the affair as a battle of power is
a way of detachment. In a war, one side has to lose for the
other to win. Through language and metaphor, he is able to
distance his feelings. He changes a serious, emotional,
personal situation into a game of wits, a light-hearted kind
of battle.
As in his first letter, Lovelace is more concerned with
pride and revenge than with love for Clarissa. He says:
How it swells my pride to have been able to
outwit such a vigilant charmer! I am taller by half a

yard in my imagination than I was. I look down upon
everybody now. Last night I was still more extravagant.
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I took off my hat as I walked, to see if the lace were
not scorched, supposing it had brushed down a star; and
before I put it on again, in mere wantonness, and heart's
cease, I wags for buffeting the moon.
In short, my whole soul is joy. When I go to bed
I laugh myself asleep: and I awake either laughing or
singing.
(I, 515)
Lovelace seems to live metaphors literally. Instead of merely
saying that he swells with pride, he feels himself grow
taller. He is able to "look down upon everybody now" (I,
515). Having Clarissa in his possession is like having s new
toy or a dream come true. He is in a kind of heaven where
his "whole soul is joy" (I, 515). He feels that he can take
on the moon, Again, one sees that Lovelace lives in a kind
of unreal world of imagined extravagance. He either rises
to an ecstatic height of happiness or plunges into deep
despondency.
Lovelace i1s not one to forget the wrongs that he has
suffered., He is concerned with revenge and says that the

Harlowe family's "sins are upon [blarissa'é)headfs(I, 515).

He telles Belford that he "kept an account of both... “her

family'e faults" and the "infinite trouble" Clariesa has
given him (I, 515). His insincere feelings can be seen
when he tells Belford how easily he can change them. He says
that when his heart is "=oft, and 3ll her own," he can but
“turn to [his] memoranda and harden [(himself] at once® (I, 515).

In the hands of such a devil, Clarissa is certain to

suffer wrong, if not "fall." Unlike Eve's garden, hers was
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never a perfect paradise. But when Lovelace snatches her
away, she does lose the'innocent and carefree state which
was so much part of hef childhood. As the garden door shuts,
Clarissa unknowingly takes a final leave of her Eden. She
does not encounter any other garden in the novel, Instead,
che is forced into a city, a different kind of world where

people, places and even words can be dé€ceiving.
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Chapter III
FIREY -

Lovelace's Version of Restoration Drama

One of the most stagey scenes in Clarissa is the
famous or infamous fire incident. This scene is noisy and wild,
full of action and excitement, performed in candlelight and
gsemi-darkness, and is one of the most passionate and emotional
encounters between the lovers. Lovelace is its principal
actor, director, writer and producer. His company, consisting
of Dorcas and "the women," set the stage for the only unwilling
performer, Clarissa (II, 498). Clarissa is forced to become
an actress in this scene, forced to go on her knees and resort
to a typically Lovelacean device of saying something she does
not mean in order to save herself from further shame,

Unlike the structure of the garden scene, Lovelace's
account of the fire episode comes before Clarissa's. Although
it is he who sets up the stage and directs the action, he does
not tell Belford or his readers outright that he is responsible
for everything that happens. It is only because we are slowly
getting to know Lovelace and his strategies that we suspect
him. Richardson has arranged it so that Clarissa and the
readers are left in doubt at this point, wondering if, as

Lovelace says, "the fire was real" (II, 505).

50
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Lovelace prepares us for the contrivance. He writes
to Belford at eleven o'clock +that night: "So near to execut-
ion my plot; so near springing my mine; all agreed upon between
the women and me" (II, 498), yet he does nqt tell us what his
"little plot" is (II, 498), We only know that he is nervous.
He says he speaks to his heart: "What -- what -- what now! --
bounding villain! wouldst thou choke me" (II, 498). He wonders
why he has "these convulsions:" "Limbs, why thus convulsed!
Kneeg, till now so firmly knit, why thus relaxed? Why beat
ye thus together! Will not these trembling fingers, which
twice have refused to direct the pen, fail me in the arduous
moment?" (II, 499). As his audience, we are béing prepared
for something exciting, something that makes even Lovelace
apprehensive. He says, "But the consequences must be greater
than I had thought of +ill this moment. My beleved's destiny
or my own may depend upon the issue of the two next hours"

(II, 499), and shows his tendency +to see things exaggeratedly
and dramatically.

Like Romeo approaching Juliet's window at night, Lovelace
says, "Soft, O virgin saint, and safe as soft, be thy slumbers!"
(II, 499). Hie use of the word "soft" reminds us of the young
Montague who =says, "But, =oft! What light through yonder win-

1

dow breaka?" Both Romeo and Lovelace usge the words "e=zint"

and "angel" to describe their beloved. Romeo calls Juliet,

2

"bright angel®” and "dear saint" while Lovelace calls Clarissa

"virgin saint" and "an angel®™ (II, 499). Richardson may not
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necesearily have this Shakespearean ﬁiay in mind, but the
similarities in the words used show that he was very much
aware of the dramatic tradition and its language. ILovelace
is a character who models himself after the tragic heroes of
these plays.

Lovelace's way of narrating the events leading up to
the fire is highly suspicious and makes one wonder if anything-:
he ever says is true. He says:

At a little after two,...I was alarmed by a tramp-
ling noise overhead, and a confused buzz of mixed voices,
some louder than others, like scolding, and little short
of =creaming. While I was wondering what could be the
matter, downstaires ran Dorcas and at my door...che cried
out: Fire! Fire! And this the more alarmed me, as she
seemed to endeavour to cry out louder, but could not,

(II, 500)
What Lovelace describes here did happen, but the strange thing
is that he does not tell Beélford or the readers his part in
the incident. He never openly admits that the fire was
contrived. To his supposedly best friend he lies and says,
"I was wondering what could be the matter..." and "this the
more alarmed me®™ (II, 510). Knowing what he did, there is
no way that he could have been "alarmed." He knew that the
fire would be under control. One can only guess at Lovelace's
intentions behind this half-truthful narration. He either
wanted no written evidence of his guilt-~Clarissa does manage
to persuade Belford to let her see his letters afterwards

(IV, 74~75) == or, he wanted to believe that the fire was

real so much that he half-convinced himeself that it was.
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To Lovelace words can have double meanings, When
he tells Clarissa here that "the fire was real" (II, 505),
he means it: "(And so it was, Jack!)", he tells Belford
(II, 505). He is not unwilling to take advantage of the
discrepancies of words and language to serve his purposes.
The fire was "real" because it happened, but it was not a
"real® fire because it did not start accidentally. Unlike
Clarigsa who does not believe in these kinds of compromises
or half-truths, Lovelace makes the best use of them, even
swearing by them.

When he says that Dorcas "out of tender regard for

her lady fl shall for ever love the wench for it), ran to

her door, and rapping lowdly at it, in a recovered voice
cried out, with a shrillness equal to her love: Fire" (II, 500),
he is being ironic. He shall "for ever love the wench" for
rousing Clarissa, so that he could see her "disrobed body"
(II, 501), but one could mis-read his sentence and believe
that he was genuinely concerned for her. Similarly, when he
says, "Thou mayest believe that I was greatly affected”

(II, 501), he wants his readers to think he was greatly
concerned, but he could also be "affected" because he did

not know if his enterprise would succeed. This way of writ-
ing prevents anyone from accusing him of outright lying.

He telles perverted versions of truths and succeeds in convin-

cing even himself,
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Lovelace likes seeing Clarissa as a helpless creature.

His description of her sounds like Lothario's description of
the helpless and fond Czlista in Rowe's The Féir Penitent.
Lovelace says:

there I beheld the most charming creature in the world,

supporting herself on the arm of the gasping Dorecas,

cighing, trembling, and ready to faint, with nothing

on but an under-petticoat, her lovely bosom half open,

and her feet just slipped into her shoes., As soon as

she saw me she panted, and struggled to spesak; but

could only say, O Mr. Lovelace! and down was ready

to sink. (II, 501)
Lothario =says of Calista: "I found the fond, believing love-
sick maid / Loose, unattired, warm, tender, full of wishes; /
Fierceness and pride, the guardians of her honor, / Were
charmed to rest, and love alone was waking.../ I snatched
the glorious, golden opportunity,/ And with prevailing, youth-
ful ardor pressed her,/ Till with short sighs and murmuring
reluctance / The yielding fair one gave me perfect happiness."3
Lovelace, like Lothario, thinks that sighing and trembling are
encouraging signs of love or, at least, submission. Like
Lothario, he would like to snatch the "glorious, golden oppor-
tunity" of finding his maiden "unattired." He thinke that
he can make Clarissa yield and give him "perfeect happiness®
just as easily as Lothario 4id with Calista.

This scene also reveals Lovelace's concern with power.

Margaret Anne Doody, in discussing the relation between Lovelace

and Restoration heroic tragedy, says that the central characters

are "wrapped in a dream of power" and that "sexual lust is known



55

in terms of power." 4 Lovelace is like the heroes who attempt
to threaten a woman against her will. ILike the tragic
tyrant-heroes, he welcomes "resistance on the part of the
woman, " 5 Clarissa's "passionate exclamations" from the "terrors
that arose from finding herself in [iovelace'é] arms® (II, 501)
make her even more attractive to him. He is delighted with
"her sweet bosom®™ which "heaved and panted" and "her dear heart"”
which"fluttered against his" (II, 501).
Lovelace's account of the incident is told solely
from his point of view and concentrates on his sufferings.
He is not generous enough to put himself in the place of other
people, He tells Belford to "reflect upon [his] love, and
upon fhis] sufferings for her," and talks of Clarissa's
"frozen virtue and overaniceness" (II, 501). According to
him, che is "ungrateful," while he acted always with the
"utmost tenderness"™ (II, 501). He says: "in my own account,
I was both decent and generous" (II, 502). Lovelace forgets
that had it not been for him, his vanity, and his contrivance,
there would have been none of these problems. His judgements
of himself and of situations are always biased in his favour.
The language Lovelace uses to describe their passionate

6 Mark Kinkead-

encounter tends towards the "operatic mode."
Weekes says that "Clarissa resists Lovelace in the pathetic
language of contemporary 'she-tragedy.'" 7 Yet one is not
bothered by her theatricality because of the plight that

she is in. Kinkead-Weekes goes on to say of Clarissa:
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Whether she uses words with analytic precision or rhe-

torical amplification, she does not play with words or

feelings, she does not 'act.' There can be excess and

indulgence, failures to be wholly accurate or honest,

but these exist within and are controlled by a linguis- 8

tic medium that strives always for truth of word and emotion.
Lovelace says that Clarissa "appealed to Heaven" against his
"treachery" and "conjured” him in the "most solemn and affect-
ing manner, by turns threatening and soothing, to quit her
apartment and permit her to hide herself from light, and from
every human eye" (II, 501). Now that she is in Lovelace's
power, she has to resort to exaggerated and grandiose appeals.
Reasoning and ordinary persuasion do not work with Lovelace.
She has to use "exclamationes the most vehement™ in order to
survive "a treatment so disgraceful and villainous" (II, 502).

In the midst of all this commotion and excitement,

Lovelace remains cool and unaffected. He is able to describe
Clarissa's "sweet discomposure” in detail (II, 502). He tells
us:

Her bared shoulders and arms, so inimitably fair and

lovely: her spread hands crossed over her charming

neck; yet not half concealing its glossy beauties: the

scanty coat, as she rose from me, giving the whole of

her admirable shape,.and fine-turned limbs: her eyes

running over, yet seeming to threater future vengeance:

and at last her lips uttering what every indignant look
and glowing feature pretended. (II, 502)

This description of Clarissa is similar in tone and style o
the one given by Lovelace in his first letter and to the one
written after the garden scene. Lovelace, though poetic and

inventive in his use of words, is not very original in hie
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descriptions of Clarissa. To him, she is just another one

of those fair beauties. The words he uses are standard,
conventional. ones used by Renaissance and Restoration poets.
William J. Farrel calls it "courtly rhetoric.” 9 Lovelace

is 2ll praises, but his adjectives are imprecise and vague.

They do not give us real details of the woman, He uses such
conventional words and phrases as "inimitably fair and lovely,"
"charming,™ "admirable," "fine-turned" and "glowing" (II, 502)--
words that one could use for any fair lady. One wonders if
Lovelace looks at Clarissa ags much as he claims he does.

Because Lovelace continues to kiss Clarissa's "inimitable
neck, her lips, her cheeks, her forehead, and her streaming
eyeg...with a passion indeed,"™ Clarissa falls "upon her knees...
in the anguish of her soul"™ (II, 503). Kinkead-Weekes says
that Clarissa is the "weeping viectim" and the fire scene

10 Their conversa-

becomes the "sardonic parody of courtship.”
tion is full of melodrama. Clarissa pleads for Lovelace's
"compassion" and "honour," her "lovely bosom...heaving with
eighs and sobs" (II, 503). Lovelace's half-jocular account
cshows that he is enjoying every moment of the incident.

Thi= highly emotional scene where as the hero he is in control
of the victim ig what he is used to seeing on stage. 11
Lovelace, who was the one who pleaded in the garden scene,

now becomes "emperor-like," as Clarissa begs for mercy on

her knees.
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In turn, Clarissa uses words which show the change that -
has already taken place in her. In contrast to her first
letters which show her as a pert, sprightly young girl, this
scene shows that she thinks of herself as a poor, abandoned
child. She says to Lovelace: "On my knees I beg you to
conesider me, as a poor creature who has no protector but you;
who has no defence but your honour" (II, 503), and "See at
your feet a poor creature, imploring your pity, who for your
sake, is abandoned of all the world" (II, 504). Farrel points
out that Richardson's use of words like "poor," "pity," and
"abandoned...creates sad little vignettes of the victim, either

as she is or as she imagines herself." 12

In Lovelace's world,
she becomes the tragic heroine, forced to utter passionate
speeches and use dramatic and exaggerated gestures and stances,

In this scene the dagger motif is repeated, Clarissa,
out of desperation, "espied a pair of sharp-pointed scissors
on a chalr by the bedside, and endeavoured to catch them up®
(II, 502). Like a heroine in a tragedy, she says, "Kill me!
kill me! if I am odious enough in your eyes to deserve this
treatment...Too long, much too long, has my life been a burden
to me!"™ (II, 504)., This kind of melodrama and exaggeration
is not typical of Clarissa. It is only because she is "s=o
much in his power" and because she is so desperate that she
has to resort to his methods and tactics (II, 503).

At the end of the scene Clarissa is forced to com-

promise, She promises to forgive Lovelace "heartily" and



59

look upon him the next day "as if nothing had passed" (II, 505).
She knows that she can not fulfill this pardon, extorted out

of her in her desperation, but she does promisa, At this

point ghe is helpless and is unable to be all that she

was before. In the hands of the "worst of villains" (II, 503),
she is obliged to recite only the lines written for her by
Lovelace. He becomes the playwright and director, while she

is merely an actor.

Clarissa's short account of the fire incident is written
during her temporary escape from Lovelace., She is at Mrs. Moore's
at Hampstead. Because she has recovered from the incident
and has regained her composure, her letter sounds very different
from the Clarissa in Lovelace's narrative. She is her thought-
ful and controlled self once again.

Clarissa beginsg her letter with her reactions to the
fire incident: "0 my dearest Ffriend, the man has at last
proved himself to be a villain"™ (III, 16). Philip Mahone Griffith
points out that one of the "implications that remain from a
close reading of this scene” is the fact that Clarissa"for
the first time recognizes the plot against her.” 13 She is
still not sure, but she has "too much reason to believe"
that Lovelace "formed a plot to fire the house, to frighten
{her] almost naked, into his arme"™ (III, 16). At this point;
she thinks that what happened during the fire incident i= the
worst that could ever happen to her in connection with

Lovelace. She believes that the "temporary part" of her
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"father's malediction” is "already in a manner fulfilled"
(111, 16).

In contrast to Lovelace who considers the incident
only as a trial and who writes about it as he would after
seeing an amusing play, Clarissa treats the fire incident as
a climax of her relationship with Lovelace. She thinks that
she should now"go beyond sea...in some one of our American
colonies -- never to be heard of more by [her] relations”
(III, 16). She shows that she is level-headed and mature as
she telle Anna not to "impute...this scheme -- either to
dejection on one hand, or to that romantic turn on the other®
(III, 16). She has considered other alternatives, but knows
that Lovelace will "hunt [her] from place to place and search
after [ﬁexﬂ as.a '*stray" (III, 17). She realizes that her
"egtate, the envied estate...has been the original cause of
all [her] misfortunes" and that "it shall never be [hers] upon
litigated terms" (III, 17). We see how realistic and practical
cshe now is, She is no longer the youthful, lively girl che
was at the beginning, nor is she the heroine of Restora%ion
drama which Lovelace believes her to be.

In the midst of her troubles -- she has just escaped
from the "vilest dishonour" (III, 16), =- she thinks of
doing good to others. She plans to propose to her father to
"pay two annuities" out of her estate, one to her "dear Mrs. Norton"
and the other for the "use of Ybeﬁ] poor" (III, 17). We see

that she is not a romantic or tragic heroine as Lovelace
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thinks, but a truly Christian one. Her unselfish and charit-
able nature does not depend on her mood or circumstances as it
does with someone like Lovelace or Arabella Harlowe.

Clarissa compares Lovelace to the devil. She says:
"0h, why was the great fiend of all unchained, and permitted
to assume &0 specious a form, and yet allowed to conceal his
feet and talons, till with the one he was ready to trample
upon my honour, and to strike the other into my hearti”

(II1I, 18). This comparison shows us that Clarissa sees
Lovelace as the villain he is, even though she was attracted

to him. The phrase "strike...into my heart" repeats the "dagger
in the heart" motif, Richardson foreshadows Clarissa's death
through these repeated metaphors. By the end of the novel,
Lovelace does "estrike" into Clarissa's "heart" in a way that

cshe doegs not expect.

Richardeson preparee us for the holy death by chowing
us Clariesa's unconcern with her "worldly prospect=," and her
faith and belief in the divine ruler. She writes to Anna:
"nothing but my worldly prospects, and my pride, my ambition,
and my vanity have suffered in this wreck of my hopefuller
fortunes. And is it not in my own power still, by the divine
favour, to secure the great stake of all?"(III, 18). The
experience with Lovelace has made her aware of her “pride,"
"ambition" and "vanity." Instead of becoming angry or revenge-
ful she wonders if "this very:path...strewed as it is with

briers and thorns which tear in pieces [ﬁe:ﬂ gaudier trappingse,
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may not be the right path to lead [heﬁl into the great road
to [heﬁ] future happiness" (III, 18). She shows her optimism
and acceptance of the situation as she says: "I will then
endeavour to make the best of my present lot" (III, 18).

Her actual account of the fire consists only of one
paragraph and adds Very little information to what we already
know from Lovelace's letter. Unlike the garden scene where
Clarissa is given the narrative voice, in the fire scene, we
"hear" Lovelace's version of the story. It is appropriate
as it is he who engineers the whole thing. Clarissa can only
téll ug her suspicions: "the vile Dorcas went away as soon
as che saw the wretch throw his arms about me." She hears
"women's voices in the next room" and concludes: "An evident
contrivance of them all"™ (III, 19). To avoid repetition,
Richardson does not have Clarissa tell Anna about the fire
scene in detail. But Clarissa's brief summary of such a
frightening and dramatic situation also shows her realistic
and sensible nature. Unlike Lovelace, she does not capitalize
on the sxciting events by turning them into passionate or
romantic scenes., She is more concerned with her immediate
problems and thankful fér her escape.

Clarissa ends her letter with regrets: "How hard,
how next to impossible, my dear, to avoid many lesser devia-
tiones, when we are betrayed into a capital one*"(III, 20),.
The "capital" deviation is leaving her father's house, an

event that Clarissa feels is significant that she later
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selects that date for the 1id of her coffin (IV, 257). The
"lesser" deviations that Clarissa cannot avoid include some
deception on her part. She has to break her promise to
Lovelace, pretend to the women that she believes the fire was
"reali™ and sneak out of the house to escape. Clarissa never
puts on a staged performance as Lovelace does, but she has

to do a little bit of acting to survive.

The dialogue, the action, and the staging of the fire
scene show Richardson's familiarity with theatrical conventione.
He could have written a novel of sentimental drama, full of
exaggerated passion and high tragedy. But his refu=al to
follow these conventions showshis disapproval of the contem-
porary stage. John A. Dussinger says that Richardson "attacked
these dramatists' conception of love, their characterizations
of the female passions, and their impious use of suicides in
tragedy and of fifth-act reformations in comedy as solutions

14

to the complications of their plots.™ Instead, he gives

the stereotypical heroine an "enlarged dimension" and finds

15

a Christian solution to her tragic dilemna,
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Chapter IV
FATE WORSE THAN DEATH

The Rape

The shortest and the most dramatic letter in all
Clarissa is the brief letter in which Lovelace announces the

long-awaited rape: "Tuesday Morn, June 13. And now, Belford,

I can go no farther. The affair is over. Clarissa lives,
And I am Your humble servant, R. Lovelace™ (III, 196).
T.C. Duncan Eaves and Ben D. Kimpel cite the letter as an
example of “conscious artistry" on Richardson's part. 1 They
say that the letter is "rather theatrical, perhaps, but effec-
tively theatrical,“ and that it shows that throughout Clarissa
"Richardson kﬁew exactly what he was doing." 2

This brief letter is the culmination of a series of
over twenty-five letters written by Lovelace telling Belford
about the particulare of his further "arts, inventions and
intrepidity™ (III, 527). These letters are lengthy and
detailed, csometimes tedious, as they seem to go over the gzame
issues, Lovelace's relationship with Clarissa is at ite
breaking point: both parties refuse to compromise and
Lovelace's plots, impersonations, and deceptions could be
discovered at any moment. The hero-villain seems to have

tried and repeated all the parleying and strategies he can

65
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think of, He, and his readers, are ready for the c¢limax or
an explosion.

The great event does occur, at an appropriate moment,
too. The only drawback for the avid reader is that Richardson
withholds the details that one wants, and creates a suspense
akin to agony for the reader. Lovelace's letter seems to
conceal the very information it gives. Its brevity is like a
bombshell, firéd in front of its audience. Lovelace, who loves
his own voice and his own words, is for once uncommunicative
and uncharacteristically brief. Clarissa, on the other hand,
does not tell her version of the story until almost four weeks
and over one hundred and fifty pages later.

Lovelace's letter, short as it is, does reveal a lot
to the careful reader about the writer. The tone of the
letter seems almost apologetic--Lovelace calls himself a
"humble servant" for the first time -- but with a closer exam-
ination, one can see that it is still typical of Lovelace.

The brevity is indeed unusual for Lovelace, but far from
being genuinely affected at this point, he is being theatri-
cal, creating a frightening and terrifying sensation with hie
mosf censational piece of news. Hie withholding of the infor-
mation about his "1little innocent trick" (III, 202) makes him
look better in Belford's eyes., It makes his readers believe
that he has finally managed to conquer Clarissa's resistance

and spirit.
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Like the master of ceremonies in a show, he begins his
letter by saying: "And now..." He claims that he can go no
farther and, for the first time in his life, seems to be out
of words, But he does go further. Two days later, he is
able to be his 0ld =elf, to write a long, triumphant and
almost jocular letter to Belford rationalizing and making
light of his guilty deed. The very fact that he is able to
write, sign and send off a letter, no matter how short, the
morning after such an atrocious crime shows his heartlessness.
Clarissa is so affected by the experience that she is unable
to write anything coherent for weeks after the rape.

When Lovelace writes that "the affair is over" (III,
196), he does not know how true his words are. The affair is
indeed over, as Clarissa feels that she has lost her "best
celf" and will never be the same again. To Lovelace, the affair
is over only as far as the first part of the trial goes. He
gays in his next letter: "But now are we come to the test,
whether she cannot be brought to make the best of an irre-
parable evil" (IV, 200). He thinks that after the "affair"
of conquering is over, he can do what he wants with Clarissa.
After all, one of the libertine maxims is: "If once subdued,
be always subdued" (II, 41).

Lovelace assures us that Clarissa "lives™ (III, 196).
As Belford says, "these words" chow that Lovelace himeelf

hardly expected that "she would have survived the outrage"
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(I1I, 197). Physically Clarissa lives, but her spirit and
her will to survive are dead.. Lovelace's use of such a
neutral, non-descriptive word for Clarissa at this time shows
the state that she is in. Lovelace has put her in such a
miserable condition that she is unable to do anything; she
barely lives.
Lovelace's letter following this short one shows
how villainous he really is. Living up to his name, he is
indeed a "love-less"person, incapable of loving or of being
moved by anyone. He chides Belford for his scolding: "And
$o what purposes, when the mischief is done? When, of conse-
quence, the affair is irretrievable?" (III, 199). The objec-
tive use of "the mischief" and "the affair" distances him from
the whole thing, as if he were not responsible for the rape.
The passive construction of the phrases "is done" and "is
irretrievable" shifts the focus away from the doer of the action
to the object. Through this clever jiggling of words, Lovelace
lessens his part in the "affair,"” making the rape sound like
something that would have happened even.if he were not there.
Another way he lessens his guilt is by comparing Claricsa
to other girls., He says: "When all's done, Miss Clarisss
Harlowe has but run the fate of a thousand others of her sex"
(ITII, 199). His tone is detached. He says "all is done* as
28 if he had nothing to do with it. He realizes that he has

"done wrong, great wrong, to this admirable creature" (III, 199),
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but rationalizes his crime by comparing her with “twenty ‘
and twenty of the gex" (III, 199). The littlehremorse that
he feels is overcome by his reasoning: "Can if be helped?
And must I not now try to make the best of it?" (III, 202).

His detachment from the affair is shown by the fact
that the style of his letters has not altered at all, After
the rape, he is still witty and articulate, quoting jokingly
from "Matt Prior" (III, 200). He says that he "will do her
grateful justice by marriage," but as Prior says "--Let that
be done, which Matt doth say./ Yea, quoth the Earl--But NOT
TO-DAY" (III, 200).

He worries and wonders why Clarissa is so stupefied:
"For, after all, what is there in her case that should stupefy
such a glowing, such a blooming charmer," but quickly says,
"But I will leave this subject, lest it should make me too
grave" (III, 200, 201). He should be grave, but he cannot.
His tone is flippant: "Well, but, after all (how many after
all'e have I?)" (III, 201). His maintenance of his usual
rakish style reveals his attitude towards Clarissa. All the
while calling her "admirable creature,”™ he treats her as he
would "any of them" (III, 199).

His metaphors are as imaginative a=s ever. As in his
previous letters, he compares men and women to lower beings,
to beasts and insects:

For, if I stir, the venomous spider of this habitation
will want to set upon the charming fly, whose silken

wings are already so entangled in my enormous web, that
she cannot move hand or foot. (III, 201)
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His comparison of Mrs. Sinclair to a “"venomous spider” ie
appropriate, but he unconsciously links himself to her by
talking about his own "enormous web® (III, 201)., Like

Mrs. S;nclair, he, too, is venomous. This comparison reveals
Lovelace's obsession with power, prey and helpless creatures.
Clarissa, with her silken wings, is the struggling helpless
vietim, while he is the dextrous spider, spinning his plots
and webs to trap her.

This letter, written shortly after the rape, can be
considered a typically Lovelacian letter. Its completeness
and perfection show how unscathed the experience has left its
writer. One cannot be too affected with anything if one can
function normally and write with one's usual wit and eloquence,.

In contrast to this detachment is Clarissa's affecting
response. While Lovelace makes a quick recovery, it takes
Clarissa weeks to regain her health and her composure. She
is profoundly affected by the experience and her first written
reaction to the rape shows her anguish and agony. Unlike
Lovelace, she is unable to put together a quick, short letter
summing up what has happened. Instead, she starts to write,
is forced to break off, and attempts to resume writing again.
Her fragmented letters are torn or scratched which are illus-
trations of how discomposed she is.

Alan Dugald Mckillop says that Clarisea's tale after
her rape is "a masterly piece of narrative, =surcharged with

almoest intolerable apprehension of agony." 3 Instead of letters,
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Clarissa writes incomplete papers. Paper I, which is "torn
in two pieces" (III, 205), is like Clarissa's self, torn in
two. She is no longer the "self"™ +that she was, but she cannot
put in words what she is. She writes:: "Yes, but I am; for
I am still, and I ever will be, Your true=--" (III, 205) and
is unable to finish or sign her name,
Her style is completely changed., The Clarissa who
wrote from Harlowe Place to Anna Howe was articulate and self-
assured. Now she writes: "0 what dreadful, dreadful things
have I to tell you! But yet I cannot tell you neither. But
say, are you really ill, as a vile, vile creature informs me
you are?" (III, 205). Mark Kinkead-Weekes says: "She cannot
focus on what has happened...partly because she cannot bear
to think of them, and partly because she doesn't yet fully
understand.” 4 He points out that because of Clarissa's
"intellectual stature” and her "analytic mind," we tend to
forget her age. 5 She has not had the emotional experience
needed to cope with such a crisis. Kinkead-Weekes says:
The educated, highly developed mind, the self-=ufficiency,
the analytic intelligence, =uddenly drop away. What we
see is a lost and bewildered teenage girl, confused and
grief-stricken, all assurance and sophistication gone;
ceeking desperately for reassurance and love in the only
direction she can, and failing to find any.6

Instead of her usual clear and concise style, we find many

repetitions: e.g., "dreadful, dreadful things" and "vile, vile.

creature" (III, 205). Her confused thoughts are revealed by

her tncomplete sentences and many dashes: "I sat down to say
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a great deal--my heart was full--I did not know what to cay
first--and thought, and grief, and canfusion, and (0 my poor
head!),,(III, 205). This discursive style is used frequently
by Lovelace for dramatic effect, but is not normally parf of
Clarisea's style. Lovelace has destroyed her so much that she
is reduced to an incoherent and inarticulate utterance.

Again we see her generosity and concern for others,

In her first few sentenceé, instead of dwelling on her troubles,
she asks Anna about her health. She is never too ill herself

to think of others. At a moment when she needs comfort and
assurance, she is generous enough to say: "You may well be
tired of me! And if you are, I can forgive you" (III, 205).
Though her ability to write clearly is impaired, her deep-seated
feeling= for her friend are not.

Her second Paper is "=cratched through, and thrown
under the table" (III, 205), which chows the hopelessness of
its plea. In this paper Clarisea writes to her "dear honoured
papa" and is on the verge of asking him to 1ift his "heavy
curse™ (III, 205, 206), but does not quite manage to make
a sentehce out of her wish. The whole paper is characterized
by a hesitant tone. Clarissa leaves off and stops writing .
when she comes to something she has not yet come to terms with
or understood. She writes: "And can you, my dear honoured
papa, ‘'resolve for ever to reprobate your poor child? But I
am sure you would not, if you knew what she has suffered since

her unhappy--* (III, 205). Similarly, che writes: "My name
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ig == I don't know what my name is!" and "for you are my own

dear papa, whether you will or not == and though I am an

unworthy child -- yet I am your child --" (III, 206). The

blanks and gaps stand for events or things for which she has

no name. Kinkead-Weekes says: "The rape has damaged her sense

of her own identity, her sense of herself as a continuous
personality, and with that, the relationships nearest her heart."7

Paper III is the first coherent piece Clarissa writes
after the rape. It is written in the form of a fable and
compares Lovelace to "a young lion, or a bear" (IIi, 206) .
Lovelace's act of violence to her is =go brutal and degrading
that she is forced to use comparisons from the animal kingdom
to tell her story. Using bestial metaphors is a Lovelacean
device; he has been comparing men and women to animale through-
out the novel. Clarissa's use of the same device shows Lovelace's
influence on her. He has managed so to penetrate her being,
both physically and mentally, that even the way she expresses
herself is changed.

Paper IV is again written in a style not usually
Clarisea's, It is full of "thee" and "thou." But unlike the
"thee" and "thou" used by Lovelace and hies compeers for
dramatic and theatrical effect, Clarissa’'s are used as g
way of scelf-correction. She writes: "How art thou now humbled
in the dust, thou proud Clarissa Harlowe! Thou that never

steppedat out of thy father's house but to be admired¥" (III, 206).
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Kinkead-Weekes says that the paper "is couched in the language

8

of puritan introspection.” The rape has made Clarissa look

inside herself objectively, perhaps a bit too strictly. She
finds, upon inspection and introspection, that her "penetrating
eister,"” though jealous, was right: she is full of pride and
vanity (III, 206). Cynthia Griffin-Wolff points out that
"Richardson's most important literary antecedent...in the

manner of depicting character 1is Puritan devotional literature."?
After the rape, Clarissa's letters slowly change in tone and
etyle. She becomes increasingly more solemn and religious

as she prepares for her holy death. 10

These papers, written
shortly after the rape, are the first examples of the rigorous
self-examination which Clarissa later subjects herself to.

Paper V is written in verse, in the rhythm and style
of the bible. Clarissa writes:

Rejoice not now, my Bella, my sister, my friend;
but pity the humbled creature, whose foolish heart you
used to =say you beheld through the thin veil of humility
which covered it.

I must have been so! My fall had not els=e been
permitted.

You penetrated my proud heart with the jealousy
of an elder sister's searching eye.

You knew me better than I knew myself. (III, 206-207).
Although Clarissa's verses never quite reach the cadence or
the beauty of the Books of Job or the Psalms, her imitation
of these books is close enough to remind us of them, Eaves

and Kimpel say that Clarissa "learns to see herself as a
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result of her suffering." 11

Using the style of Job to talk
about Clarissa's sufferings, Richardson elevates his heroine.
Clarissa wonders: "And what now is the end of all”(III, 207),
juet as Job wondered why the good has to suffer, In the end,
like Job's, Clarissa's suffering strengthens her character and
enriches her personality.

Paper VI is a good example of how Richardson uses
writing letters as a way of revealing the .unconseious: . The
moment of truth happens for Clarissa as she sets her rambling
thoughts down on paper. Because of the rape, Clarissa believes
that marriage and the "prospects of a happy 1life” are now beyond
her (III, 207). She thinks:

Who now shall assist in the solemn preparations? Who

now shall provide the nuptial ornaments, which soften

and divert the apprehensions of the fearful virgin? No

court now to be paid to my smiles! No encouraging compli-

ments...No elevation now for conscious merites, and applaud-

ed purity, to look down from on a prostrate adorer, and

an admiring world, and up to pleased and rejoicing parents

and relations! (III, 207)
Thi=s paper is one of the first examples of what we now call
"interior monologue." As Clarissa bids farewell to marriage,
she unconsciously reveals her pride and the worldly expecta-
tions she had for that occasion. More effective than a self-
confession 1is this technique Richardson uses to reveal charac-
ter. Clarissa has hopes and dreams typical of girls her age.
The experience of the rape strips her of her veneer and makes

her reveal to herszelf and to us her secret and innermost wishes

and desires. Richardson, like Shakespeare in Lear, uses
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temporary derangement to reveal the unconscious,

Like Paper III, Paper VII is full of animal imagery.
Clarissa chooses the most odious insects and vermins she can
think of to describe Lovelace. The paper is the only one in
which she actually addresses Lovelace. Clarissa calls him:
"Thou pernicious caterpillar," "Thouh fretting moth," "Thou
eating canker-worm" and "Thou fell blight" (III, 207). The |
uge of the "thou" here is similar to Lovelace's use of "thee"
and "thou" in his correspondence. It is an unnatural and
artificiasl address and reminds one of poetry or drama.

Clarisea uges it to distance the whole experience of the rape
from herself, Her emotions and reactions to it are so strong
that she cannot yet cope with the enormity of what has happened,

Mark Kinkead-Weekes emphasizes the fact that the images
in this paper are all on the “"destruction of potential ferti-
1lity, growth, warmth and colour": +the caterpillar spoils
the leaf, the fell Blight is the wind that destroys "the early
promises of the shining year," the moth corrupts the "fairest
garment,” and the worm eats the rose bud (III, 207). 12
Lovelace turns what should be "growth, fertility, harvest,
warmth, richness” into comething "poisonous, corrupt and di=-
seare," 13 These images are variations of the theme of the
"white 1ily snapped chort off, and just falling from the stalk"
(IV, 257) which Clarigsa later uses on hér coffin 1id. Lovelace's

crime ies not just robbing Clarissa of what she already has,
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but destroying everything that she could ever become.

In Paper VIII, Clarissa is finally able to articulate
the experience in her usual coherent style. She acknowledges
her mistake in believing that she was capable of reforming
Lovelace. She admits that she has been deceived: "You seemed
frank as well as generous: frankness and generosity ever
attracted me: whoever kept up those appearances, I judged of
their hearts by my own; and whatever qualities I wished to
find in them, I was ready to find; and, when found, I believed
them to be natiﬁes of the soil" (III, 208). She tells Lovelace:
"You have barbar*ously and basely conspired against that honour,
which you ought to have protected," and calls him "vice itself™
(III, 208). The recovery of Clarissa's health is matched by
a recovery of her writing skill. The degeneration of style
af a time of personal trouble in Papers I through VII emphasizes
the way Richardson links writing style to moral character.
Clarisea's 2bility to regain her style shows her ability to
cope with the tragedy that has occumed. The path goes uphill
from then on, |

Paper IX is a reiteration of the paper before it.
Claris=sa forms a supposition to emphasize the difference between
Lovelace's and her character: "Had the happiness of any of
the poorest outecast in the world...lain as much in ny power
as my happiness did in yours, my benevolent heart would have
made me fly to the succour of such a poor distressed -- with

what pleasure would I have raised the dejected head, and
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comforted the desponding heart:"(III, 208). While Lovelace
merely professes to be a Christian, Clarissa'practises Christian
charity. She would do unto others what she would have them
do to her.

The last of the papers is full of what Lovelace calls
"poetical flights" (III, 210). Kinkead-Weekes says that it
is "scrawled over with quotations from the poets; from Otway,
Cowley, Garth, Dryden, Lee and Shakespeare. He comments:
"Having searched herself for the meéning of what has happened,
she finally uses the poetry of others as an emotional catalyst

and relief." 14

After coming to terms with the experience in
her own words, she uses the language and the experience of
others to put her cufferings into perspective. Like her, others
have had tales that "would harrow up your soul" (III,. 209).
She ie= not the first person to say "farewell" to "Youth" or
to consider death as a "friend"™ (III, 209). Like the imitation
to the style of Job, Richardson uses these quotations to
elevate the stature of his heroine. Clarissa's experience is
no less tragic than the most moving and distressing poem or
story we know.

The difference between Lovelace's short announcement
of the rape and the series of papers in which Clarissa struggles
to grope for the words to describe her ordeal shows the great
difference between his and her character. From this point

on, there is no possibility of a reconciliation between these

two diseimilar natures. As Clarisea tells him: "I never will
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be Lovelace =~ let my uncle take it as he pleases" (III, 211).
The rape has left Lovelace basically unchanged while the event
has shattered Clarissa. She has been plunged into a nightmarish
hell where she is forced to look at and suffer and learn from
her most vulnerable spots. Lovelace's heart remains as cold

and unmovable as steel while Clarissa's tender soul is opened
and revealed to us through her ten papers. Richardson's skill
in the portrayal of the human heart and the exploration of

the inner consciousness has never before been o obvious as

here in these pages written by his two principal characters

after the rape.
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Chapter V
THE LAST LETTERS

Clarissa's and Lovelace's last letters are interesting
when read in comparison with each other. One sounds serene
and happy while the other seems perturbed and uneasy. Both
characters write without realizing how close to death they
are. Their thoughts and feelings at this time are important,
as Richardson is anxious to show the difference between one
whose 1life has prepared him to meet God and one who has led
a sinful and wicked life, 1

Not surprisingly, Lovelace's last letter is written
to hiz best friend Belford. Clarissa's letter, however,
is not directed to Anna Howe, as one might expect, but to
Mrs. Norton. By the time Anna's letter gets to Clarissa, sche
is too weak to write, and has Mrs. Lovick write a short note
for her in reply. Amna Howe's importance as a correspondent
and friend has declined in the course of the novel. Her rally-
ing and wit were a constant source of amusement and diversion
for Claris=za in the beéginning. But, by the end, the experience
with Lovelace has so changed Clarissa that she needs more than
what the impetuous Anna can give. She has to learn to cope
with the tragedy in her own ways. As Anna had said to Clarissa:
"I am fitter for this world than you, you for the next than

me -- that's the difference™ (I, 43). Clarissa must now fit
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herself for the "next" world and does so not through corres-
pondence with a high-spirited young woman but through medita-
tions and prayers.

Clarissa's letter to Mrs, Norton shows that her medita-
tions and prayers have succeeded. She is no longer interested
in the affairs or the ties of this world. In response to the
affecting letter of Mrs. Norton which describes in detail
her visit to the hard-hearted Harlowe family, Clarissa only
gays: "I cannot help being afflicted for them" (IV, 300).
Fully recovered now from the temporary confusion of her
senses resulting from the rape, she is her usual thoughtful
self., She thinks of a3ll the options that Mrs. Norton has
csuggested for her future, but believes that she is "entering
upon a better tour than to France or Italy either! or even
than to settle at [her] once beloved Dairy-house!"™ (IV, 301).
She says: "All these prospects and pleasures, which used to
be so0 agreeable to me in health, héw poor seem they to me
now" (IV, 301). she is very unlike the young girl concerned
with suitors and futuré prospects who began the novel.

The experience with Lovelace has humbled Clarissa so
her writing style is changed., She no longer writes in her
witty, playful or slightly condescending way. She has become
solemn, serious and unassuming. She writes to Mrs. Norton:
"The granting of one request only now remains as a desirable

one from them...,It is that they will be pleased to permit my
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remaing to be laid with those of my ancestors...This however
as they please. For, after all, this vile body ought not so
much to engage my cares. It is a weakness" (IV, 301). Her
concerns with this world are now minimal, as she looks forward
to the next world: "I shall be happy! I know I shall! I
have charming forebodings of happiness already!” (IV, 301).
She wantes Mrs. Norton to reassure her friends: "Who would
not bear the punishments I have borne, to have the prospecte
and assurances I rejoice in!"™ (IV, 301). Clarissa's happiness
results from her contemplation of the after life and not from
any worldly "wishes,..granted" (IV, 301).

Margaret Anne Doody points out that "Clarissa's
repentance is complete; she takes responsibility for her own
actions, and accepts the consequences., She has to a super-
lative degree the virtue of patience." 2 Clarisea does not
accuse or blame anyone for what has happened., She refers to
her fall as "my rashness" and regrets that it has made her
family and friends suffer (IV, 300)., She is no longer impa-
tiently longing for a reconciliation. She telle Mrs. Norton
that she has had "great struggles to get above" her wiches
(Iv, 301).

Not willing to bother anyone further; she tells
Mrs, Norton: "I have not left undone anything that ought %o

be done, either respecting mind or person; no, not to the

minutest preparation: =o that nothing ie left for you to do

for me. Every one has her direction as to the last offices...
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All is ready! And all will be as decent as it should be"
(IV, 301-302). Her elaborate preparations show the serenity
in which she accepts her fate, Unlike Lovelace who refuses
to think about his death, she orders her own coffin and has
the "solemn repository...under her window not far from her
bedeide” (IV, 256).

The last image we have of Clarissa is with her last
"house.," She uses the coffin as a desk and writes to Mrs. Norton
on it. This extraordinarily striking picture of Clarissa
symbolizes both her tragedy and her triumph. In less than
a year, Clarissa changes from being the daughter, niece, and
granddaughter of an aspiring gentry family to a homeless
refugee, from a girl with hér own estate to one who owns
only her final enclosure, her coffin. All the while promising
her freedom, Lovelace succeeds in limiting her space until
she 1= reduced to a corner of a room in a stranger's houce.
Writing, which used to give her delight and pleasure, has
now become her only means of communication, the only way
che can assert herself and her rights as a human being.

On the other hand, this same image shows Clarissa's
triumph over the world. Using the coffin as her desk is a
sign of Clarissa's fortitude and acceptance of her fate. She
is strong enough to welcome death, rejecting the world because
che believes that God "will have no rivals in the hearts of

those He sanctifies™ (IV, 302). The change then becomes one
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of epiritual growth and maturity. From an average teenage
girl, Clarissa changes and becomes the supreme example of
Christian piety.

Similar to the papers written after the rape, in this
letter, Clarissa is "forced to leave off"™ and use a great
many dashes. Unlike the pure and eloquent style of her first
letters, her writing is now often choppy and unclear. Because
of her weak condition she cannot complete some of her sentences:
"Mamma, I would have wrote -- is the word distinet? My eyes
are go misty! If, when I apply to you, I break off in half-
words, do you supply them =-- the kindest are your due. Be
sure take the kindest to fill up the chasms with, if any chasms
there be == " (IV, 302), The experience with Lovelazce has
made her unable to be the =elf that she was before. But instead
of despairing at her physical deterioration, at her inability
to write, she praises God and says: "I bless God, I have not
of late wanted" (IV, 302). To Clarissa, there is always some-
thing to be thankful for no matter what happens. Her trust
in God's "various methods" enable her to conquer her most arduous
trials (IV, 302).

In the letter where she believes she is writing with
her "last pen," che does not fill the pages merely with her
own concerns and troubles, She is still generous and coneside-
rate, caring about the future of Anna Howe: "Let my dearecst
Miss Howe purchase her wedding garments -- and may all temporal

blessings attend the charming preparation!"™ (IV, 302). She
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does not let her own prospects cloud other people's happi-
ness but does her best to encourage Mr. Hickman by praising
Miss Howe for her "great sense, fine judgement, and exalted
generosity" (IV, 303).

Although Clarissa's gtyle and her attitude to 1life
have changed, she is not a completely new person. She has
changed in so far as she now recognizes her pride, che rejects
the world and her worldly prospects, and she is now more pious
and devout. But the qualities which made her the outstanding
person that che was still remain., Her goodness, her optimiem,
her fairness and her sensible nature, revealed to us so clearly
in her first letter, are still very much part of her character.
In this last letter, she writes of Miss Howe:

the little cloudinesses that Mr. Hickman encounters with
now and then...are but prognostics of a future golden day
to him: for her heart is good, and her head not wrong.
But great merit is coy, and that coyness has not always
its foundation in pride: Dbut, if it should seem to be
pride, take off the skin-deep covering, and, in her, it
is noble diffidence, and a love that wants but to be
assured! (Iv, 302)
Thie paragraph doeg not at all sound like it is written by
someone about to die. It has no traces of despair or fear,
but is full of hope and good wishes for a closce friend. There
are a number of words which relate to goodness: "good," "not’
wrong," "great merit,” "noble diffidence" and "love" (IV, 302),.
Clarissa's vocabulary shows her optimisiic and positive state

of mind, Though Lovelace has destroyed a great part of Clarisea,

he has not managed to touch her innermost being. Her inherent
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goodnesgs remains uncorrupt even after the rape,.
As we have geen, Clarissa, unlike Lovelace, rarely
uses metaphors. When she does use them, they are significant
and appropriate. She writes: "As for me, never bride was so
ready as I am, My wedding garments are brought...the happiest
guit, that ever bridal maiden wore, for they are such as carry
with them a security against all those anxieties, pains and
perturbations which sometimes succeed to the most promising
outsettings” (IV, 303). Ever since the beginning of the novel,
Clariesa'es family and friends have been pressing her to marry.
Clarisesa finally becomes a "bride," not to any mortal man,
but to the heavenly bridegroom, Margaret Anne Doody says:
The =soul must be fitly dressed for its union with the
heavenly Bridgegroom (to whom Lovelace, pursuing Clarissa
dresced in his gay 'wedding-s=suit,' is a kind of Satanic
anti-type) and for the marriage supper of heaven. The
word 'preparatiop' in its theological =ense. 3

Clarissa's "marriage" takes place shortly after this letter.
Appropriately, her last letter ends with a prayer:

Oh, hasten, good God, if it be Thy blessed will,
the happy moment that I am to be decked out in this all-
quieting garb! And sustain, comfort, bless, and protect
with the all-shadowing wing of Thy mercy, my dear parents,
my ever dear and ever kind Miss Howe, my good Mrs, Norton,
and every deserving person to whom they wish well! 1is the
ardent prayer, first and last, of every beginning hour,
as the clock tells it me (hours now are days, nay years)
of Your now not sorrowing or afflicted, but happy Clarissa
Harlowe. (Iv, 303)

Clariesa'e prayer is a plea from her heart. ILike the papers
written after the rape, it shows Clarissa devoid of her usual

intellectual and analytical mind. Near the moment of her death,
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Clarissa utters her deepest wishes: s=imply her longing to

die, and-blessings for her family and elosest friend. Like

a child praying, she names all her friends, forgetting about
their faults and their unforgiving natures. Significantly,

she does not mention Belford, Mrs. Lovick or Mrs, Smith who

now surround her and take care of her, nor does she mention
Lovelace., They are not really important people to her at this
moment. They do not occupy her innermost thoughts as her family
and friends do. Théy represent only a short period of her
nineteen years of life,

Her closing sentence shows that her last moments were
"not sorrowing or afflicted, but happy* (IV, 303). John A,
Dussinger says that Richardson expresses the "theme of Chrie-
tian perfection” where human suffering is "transcended by the
joy of divine grace." B Unlike Lovelace's, Clarissa's last
moments are serene, She dies pronouncing the words: "0
come -- blessed Lord-Jesus!" (IV, 347) and, as Belford says,
with "a smile, such a charming serenity overspreading her
sweet face at the instant, as seemed to manifest her eternal
happiness already begun" (IV, 347).

In contrast to this peaceful scene is Lovelace's
horrible death, His end is abrupt, unlike Clarissa'e death
which ceems to epan the last hundred pages of the novel.
Lovelace's last letters are written just before the duel which
takes his life. Although he writes to Belford: "To-morrow

is to be the day that will, in all probability, =end either
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one or two ghosts to attend the manes of my Clarissa" (IV, 526),
his letter shows no signs of any somber thoughts on death.

He is confident that he will win: "I am as sure of victory

ag I am that I now live, let him be ever so skilful a swords-
man; =ince, besides that I am no unfleshed novice, this ie

a sport that, when provoked to it, I love as well as my food"
(IV, 525). The confident tone shown here is like the self-
assurance and &anity he showed in hig first letter. Unlike
Claris=sea, Lovelace does not change at all in the course of

the novel, The qualities he showed at the beginning are still
there,

Although Lovelace pretends to regret his "cursed
devices" (IV, 523) and claims that he is now "the most miser-
able of beings" (IV, 522), we never know how serious his repen-
tance iz, He is aware of his "vile ingratitude to =0 superior
an excellence”" (IV, 522) and cails himeelf a "villain -- and
a wanton, a conceited, a proud fool, as well as a villain"

(Iv, 524), but then =ays in the next paragraph: "These
reflectione,..accompany me in whatever I do, and wherever I

go; andé mingle with 2ll my diversions and amusements, And

yet I go into gay and eplendid company. I have made new
acquaintance in the different courts I have visited...(IV, 524).
The fact that he is now able to divert and amuse himself

shows how quickly he can forget. Unlike Clarissa who is

physically and emotionally unable to do many things she did
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before, Lovelace continues to lead his gay, rakish way of
life.

His style is similarly unchanged. He still ewears
often, exaggerates and uses witty, colloquial expressions,

For example, he says: "If I find myself thus miserable abroad,
I will =zoon return to England, and follow your example, I
think -- turn hermit, or some plaguy thing or other" and
"There is no living at this rate -- d-n me if there be!"

(IV, 525). He describes Colonel Morden as "plaguy gloomy" and
says, "my devil must deceive me if he take not his life or his
death at my hands" (IV, 526, 527).

As he did in his first letter, Lovelace still uses
conventional courtly expressions to describe his feelinge for
Clarissa. He sgays: "By all that's good, I am bewitched to
her memory. Her very name, with mine joined to it, ravishes
my soul, and is more delightful to me than the sweetest music! He

cshows his regard for Clarissa, A

m

he said in his first letter,
he must have a "Cynthiz, a Stella, a Sacharissa" in order %o
write poetry (I, 145). Clarissa, whether alive or dead, =erves
only a2s his muse, an ideal woman to dream about.

Whereas Clarissa makes elaborate and active preparations
for her death because she so desires and welcomes it, Lovelace
does not want to let the idea of death enter into his thoughts.
He says that he "cheerfully" goes to "meet the colonel" and
doubts not "to be able to write again" (IV, 525, 528). He

refuses to think of the consequences of either his own death
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or the colonel’s. When confronted with the idea that he
might kill the Colonel, he only says: "I'll think of that
hereafter" (IV, 525). Like Belton and Mrs. Sinclair, Lovelace
maintains an irresponsible attitude towards God, towards his
sins, and towards death until it is too late. His end, when
it does occur, becomes a painful and frightful experience.
Both Clarissa's and Lovelace's last words are not in
their last letters, After her death, Belton finds the will
and the "posthumous" letters written by Clarissa to her family.
Before Lovelace dies, he utters his famous and mysterious last
words "Let this expiate!" (IV, 530) which is recorded in De
La Tour's letter. But their last pieces of writing are impor-
tant, as they show their states of mind and theiz preoccupa-
tions before their deaths. Richardson believed in the impor-
tance of letter-writing and has Lovelace say at one point:
"I loved familiar letter-writing...above all the species of
writing: it was writing from the heart (without the fetters

prescribed by method or study), as the very word correspondence

implied. ©Not the heart only; the soul wae in it" (II, 431).5
Richardson has Clarissa and Lovelace reveal to us their "hearts"
and their "souls"™ in these letters, It is up to us %o make
the best use of their experience and to enrich our own souls

with the les<ons they provide.
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NOTES

1 Margaret Anne Doody, A Natural Passion: A Study
of the Novels of Samuel Richardson (Oxford: Clareridon Press,
1974). In the chapter "Holy and Unholy Dying: The Deathbed
Theme in Clarissa," Doody points out that "Clarissa's death
is set between those of Belton and Mrs. Sinclair, just as in
traditional religious literature the end of the wicked and
that of the righteous are set side by side."™ Lovelace's
impatience at his death reminds us of Belton and Mrs. Sinclair,
2ll of whom die with no time to repent.

2

Ibid., p. 170.
3 1bid., p. 174,

b John A, Dussinger, "Richardson's Christian Vocation",
Papers on Language and Literature, III (1967), 3-19.

5 This belief of Richardson has often been countered
by Dr. Johnson's statement in his Life of Pope that "There
is indeed no transaction which offers stronger temptation to
fallacy and sophistication than epistolary intercourse.”
However, Richardson's own correspondence showed that he firmly
believed in the sincerity and emotional intimacy afforded
by letter-writing.




CONCLUSION

The few 1letters chosen from Clarissa's and Lovelace's
volumes of correspondence take us from their initial meeting,
through her abduction, his fiery contrivance, the rape, and
finally to their deaths. Aes we have seen, therce incidents
mark important stages in the development of the novel. The
difference between the "hero's" and the heroine's reactions
to them show the essential differences in their otherwise
similarly fascinating characters. Richardson uses style as
a means of heightening and emphasizing what he shows through
words and action. When language is used not +6 mean what it
is supposed to mean, the subtleties of tone and style are
waye by which we can delve into the real intentions and feel-
ings of the characters.

From the beginning to his last moment, Lovelace is a
steaming, loquacious, witty and voluble rake figure., Clarisesg,
on the other hand, begines as a sprightly, much-admired, preco-
cious young girl, is humbled and confused to the point that
che is not sure of who she is and, finally, rises to become
the figure of Christian piety and perfection. The story of
thelr tempestuous relationship remains powerful and moving,
not only because of its unusual epistolary form, but because of
ite penetrating exploration of man's consciousness, his inner-
most being. Richardson's creation of an extraordinarily

intelligent, =ensitive and beautiful character such as Clarissa
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makes Clarissa what it is. Among her less noble and less
scrupulous companions, Clarissa stands out as the heroine
mainly because of her unique use of her writing ability, What
che says of women in general can be best applied to her:

Who sees not...that those women who take delight in
writing, excel the men in all the graces of the familiar
etyle? The gentleness of their minds, the delicacy of
their sentiments (improved by the manner of their educa-
tion), and the liveliness of their imaginations, qualify
them to a high degree of preference for this émployment:
while men of learning, as they are called (that is to say,
of mere learning), aiming to get above that natural ease
and freedom which distinguish this (and indeed every
other) kind of writing, when they think they have best
succeeded, are got above, or rather beneath, all natural
beauty. (IV, 495)

Among all the other scribblers in the novel, Clarissa's writing
is the only one which possesses this "natural beauty." Her
style has the "noble simplicity and natural ease and dignity"

which Belford so admired of the Bible (IV, 6).
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