
I 
i 
! 

THE ALLEGORY OF THE IMAGINATION IN TOM JONES 



THE ALLEGORY OF THE IlvIAGINATION 

IN 

HENRY FIELDING'S TOM JONES 

By 

RONALD JOHN ANDREW VJILLIM;J:S, B.1\. 

A Thesis 

Submitted to'the School of G~aduate Studies 

in Part:ial Fulfilment of the Requirements 

for the Degree 

Master of Arts 

McMaster University 

November 1972 



I'f;ASTER OF ARTS (1972) 
(English) 

McMASTER-UNIVERSITY 
Hamilton, Ontario. 

The Allegory of the Imagination in Henry 
Fielding's Tom Jones 

AUTHOR: Honald John Andrew Vlilliams, B.A" (York University) 

SUPERVISOR: Professor B. N. Rosenblood 

NUl'~BER OF P!IGES: iv, 115 .. 

SCOPR AND CONTENTS: This thesis examines the allegorical 
aspects of FieldingTs novels, and 

particularly of Tom Jones. According to the view pre
sented here, Tom Jones is a psychomachy a fonn of allegory 
in i-Vhich personified psychological .~ntities: ~mgage in a 
mental struggle~ Squire Allworthy is an allegorical figure 
of reason, Sophia \'lestern a figure of. imagination, Tom 
Jones a figure of emotion, and Squire Vestern a figure 
of instinct-& The action of the novel, culminating in 
the marriage of Sophia and Tom, symbolizes the reunification 
of the disunit.ed elements of mind in an allegorical 
marriage of imagination with emotion. In connection with 
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I 

INTROruCTION 

Perhaps the most common charge that critics have 

hrought against the novels of Henry Fielding has been I.aLd 

against his characterization. They have argued that what

ever his other contribu.tions to the developing art 0f the. 

novel~ his flat and two-dimensional characters were inadequate 

to the task of' supporting the action of a long. :fiction ... 

To compensate :for this deficiency) he shifted the interest 

away from. character and towards narration and plQt:~ and 

thuB upset the necessary balance of the novel... Ian Watt 

~s expressed tiLts common view& 

!.,O!!! . .;JEpes" then~ would seem to exempl:Lfy a: principle of 
consl.derable si.gnif'icance for the D.mr-el f'orm in general: 
nal1lely~ that the importance o:r~ot~_.!s ._.!!L~Jl!f~,r§!.~,-_~p;rQ,PQ'rt:ii.on 
.:!&=,ts:U~jLJ:,l'f'<,ch.a:Dact.a~~,.~. __ ~h.is principle has an interesting 
corb:r.lar:y~ the organization of' the narrative j~nto an 
extende.d and complex formal structure will tend to turn the 
protagonists il1!£Li,~~LJ2assive a~n:ts~ but :l.t will offer . 
compensatingly greater "opp"ortY}£iiities :for the introductio%J\tt 
o!-~~2~~itj[,,",9c1:.:"mt:'~?,';:,,~<:-:,£~~§~9..~~E~? wh.~Tea4;m@,f,l,~w!-:l·l~~~-' .\i,-~ } .<:~c (,1 II \ 

no,.t be hampered l.l1. the same way by the roles 'which they ''-~ f" ••..• "'[ 

are al1o;tted by the comp]icat.ions of' naOC'rative design ... 1 k!(h,;~<" 

In the pref'ace to' "';rho Prinq,ess Ca:samassiUl,§ Henry 

James presented a view which~ despite superficial dif:E'erences,. 

is basically similar to Watt's .. 'He wrote that the 

1 
This quotation" originally from Watt's Rise of' the 

jlJove]!,. is taken :from Ian Watt~ IfTOU!=Jones and .Q1.aris~~ 
in Ronald Paulson~ ed$~ ~ A Collection of' Crlt~cal 
]5sSa(l8: (Englewood'CliffslI- If", J .. : Prenffce HaJJ.;~lf' 
p .. 71"4 ... 
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novelist should try to represent the bevvilderment of a 

complex consciousness in the mind of his principal character, 

and that Tom Jones is "almost" possessed of such a conscious-

ness and such a mind: 

It is very true that Fielding's hero in 10m Jones is but 
as ttfinelY,ft that is to say as intimately bewildered as 
a young man of great health and spirits may be when he 
hasil r't a grain of imagination: the point to be made is 9 

at all events that his s;ense of bev1Tilderment obtains altogeth~ 
er on the comic, never on the tragic plane'. He has so 
much Itlife,"that it amounts, for the effect of comedy and 
application of satire, almost to hi.s having a mind, that 
is to his having reactions and a full consciousness: 
besides which his author---he handsomely possessed of a 
mind---has suchan amplitude of reflexion for him and 
round him that we see him through the mellow air of Fieldingfs 
fine old mOraliSIn

i 
fine old humour, and fine old style, 

which.somehow rea ly enlarge, make everyone and every 
thing important. 2 

Although this criticism tiJ'"flr~'I\s. Jhe vJor"fJ,.. o·r: 1Q~vt ..1~'l.e..s) t-l h~ -Jk,eVl\vt~~I'$ 

on those elements of the novel which surround Tom, whic~ 

by enclosing him, make him seem to be a centre of conscious

ness without really being one. The ambience of comedy, 

satire, and authorial comment almost amounts to his having 

a mind, but does not in itself constitute a mindo 3 Like Ian 

Watt, ~James regarded the hero as a I!passive agent" in a larger 

2 
Henry James" "Preface tt , The Princess Casamassima 

(London: Macmillan, 1921), I, xvii. 
3 
Watt," .~l) Paulson, p .. 121 .. 



Critics have often argued that the root cause 

of the problem lies in the neoclassical assumptions of 

Fieki.f f\9~!7 .. art 0 J?hn S.. Coolidge has :CI·f.~J one of 

Ho~aceVs injunctions in the ~Poetic~:4 "If you bring 

on to the stage a subject unattempted yet, and are bold 

enough to create a fresh character, let him remain to the 

end such as he was when he first appeared---consistent 

throughout"n5 Characters created according to this rule 

, have a passive 9W.,,,j\J·.1 
V " 

because they cannot change their 

/. 
/'£ 3 ""'l 
! ! 

..... ~",,/' 

esseritj.~i ~'~t'U:r"e's~ '--'rIley never exhibit the movement and 

~g':e' whic'h is inhere~~ "i-~' i~Lf~lik~' g;:;;rth and (t,;..A>,q;iopl'A(2'.»'I+ , 

but remain inert cyphers within the author's larger design. 

Coolidge has suggested that Horace's principle, the princiDle 

of conservation of character, is part of the.he:n-itage of 

the English comedy of humours, which Fielding transferred 

from the theatre to the novel: 

It underlies the method of the English comedy of humours, 
in which each character is defined by a Hcharacterl! of him, 
frequently delivered explicitly at some point in the conversation 
of the other drama tis personae" Vlri ting a novel, Fielding 

4 
John So Coolidge, "Fielding and -Conservation 

of Character t ", in Fielding: A Collection of Critical 
Essays, po 160. 

5 
Horace, The Art of LC?.etry, 11 .. 125-127, trans. 

E. H. Blakeney, inA'"Ilan-~Gilbert, ed., .~it.er~ry-. Criticism~ 
Plato to Dryden (Detroit; Wayne State University Press, 196Z), 
p. 132 e 



can supply the ffcharacter lf of each person from his omni
scient point of view, and he almost invariably does so at 
the person f s first appearB.nce" 6 

While this technique is admirably adapted to the stage] 

where limitations of time impose limitations on the develop~ 

ment of character, it is not so well suited to long works 

of fiction, where unlimited time allows for unlimited 

developmente 7 Ian Watt has emphasized the restrictions of 

this approach to character: 

Fielding "s primary objectives in the portrayal of character 
are clear but limited: to assign them to their proper 
.category by giving as fevl diagnostic features 8.8' are ·necessary 
for the task 6 • .. This meant in practice that once the 
individual was appropriately labeled the author's only 
remaining duty was to see that he continued to speak and 
act consistently~ As Aristotle put it in the Poetic~, 
"chara·cter ll is ITthat which reveals the mOl"3.l purpose, I! and 
consequently 1!speeches II • $ which do not make this manifest (I " ~ 
are not expressive of character.1! Parson Supple must 
never cease to be supple. g 

The objections to Fielding~s techniques of character-

ization may be briefly swmnarized o Because his characters 

are merely paradigmatic collections of unchanging character-

istics:, they· do not possess the "full consciousness" that 

constitutes a mind. Because the principle of conservation 

of character dicta.t.es that they must remain cons:btent)..y the 
psy:=-/1 t~ IC<J .. C~) 

same throughout the novel, they are incapable ofAgro\tvth or· 

In Ian Watt's words: liThe fact that Field-, 

D 
Coolidge, ~n. Pa~lson~PG 1609 

7 
Coolidge, ~in PauJ.son~' p. 161. 

g 
Watt, ~in Pau]son~. pp .. I();7-108 



If\ot 
ing's characters doAhave a convincing inner life 

means that their possibilities of psychological develop-

··--m·e-nt·~r~ ';~~~;"-li~i ~~d" if 9 

Of course, there is 9. certain aura of propaganda 

about these charges~ Both James and Watt have set Fielding 

up as a stray, man according to 'principles that do not 

apply to comic literature, found him '\I\Tanting in terms of 

these irrelevant principles, :and knocked him down. James 

admi tted as much when he wrote that Tom f s bev111derment 

"obtains altogether on the cornie, never on the tragic 

pl~ne.nlO Watt, in comparing Sophiats unhappy situation 

to Cl~rissafs, has discussed at length the different approaches 

required by comedy and tragedy: 

It is probably an essential condition for the realization 
of Fieldingfs comic aim that the scene should not be render
ed in all its physical and, psychological detail; Fielding 
mus;t temper our alarm for Sophia Y s fate by assuring us 
that we are witnessing, not real anguish, but the convention
al kind of comic perplexity which serves to heighten our event~ 
ual pleasure at the happy ending, without in the mean-
time involving any unnecessary expenditure of tears on 
our part. Fielding's external and some'Vfhat peremptory 
approach to his characters, in fact, would seem to be a 
necessapycondition of the· success of his main comic 
purpose~ attention to the immediate counterpoint of 
misunderstanding and contradiction must not be dissipated 
by focussing interest on So~hia's feelings or any other 
tangential issue. II 



B-oth James and Watt would have reluctantly conceded 

that Fielding did not have to give each character a mind 

such as Isabel Archer or Clarissa Harlowe possesses9--he 

did not have to see things through the character's eyes 

and from the character's point of viewo But although 

comedy requires an external approach to character, it 

does not require so peremptory an approach that the characters 

are reduced to mere cyphers in the author's design. The 

charges considered above . ha..ve wte.Jl'i j • J insofar as 

they are directed against a static quality in Fielding's 

characterse If we feel that his characters are mere pieces 

in a game of plot construction without any movement of 

their own, we may take these criticisms seriously. If 

on the other hand we feel that his characters undergo 

some degree of psychological development, we may reject 

such vievls () 

In this thesis I shall argue that Fieldingfs novels 

embody a paradoxical solution to the pnoblem inherent in 

the principle of conservation of character. As I shall 

attempt to prove, all the characters are both at rest 

and in motion, so to speak, because in all the novels, 

but particularly in Tom Jon~, they function on two levels 

simultaneously. On the realt§t:i.9 leyel they are perfectly 
~~~_,,-,>_"~."'''d~'-''''''''~"'~·-'''''_~'''---·~'-'''''·'''''· ,. . --' -_ ...... -..,." ,",- -,- -.-, - ""' •.. -.",.~-,-.,.-_~.,_, •. ,_ •. ,. ". "~'_'_.~_, ._ .. ".,' 0" 

J 

capable of psychological growth and develqp • .,.LE!.i'\t.. Here 
'-. ·"_·_T __ ~., ... _ ......... _.,~_._ ...... < ___ ~-. __ •• ~:--_~_ , •••• -. 



the principle of conservat.iQP9,f character is abandoned • 
.. " ._-"." , .. . - . . -. ". '.' . -.,~ .. ' , .. - -...• --~.~ ~.", 

On the allegorica~ 1~ve~J,~b:9,~~\T,~r l. each character represents 
__ ~."_~""<","u=c~.,,.,·'.~',", .• ,·.· ... ".""C"·~- ..... ~,",. '. ..' ...• . '", ' ...• , · .... ··f'. ___ '.~ ..... _ . 

just one abstract idea. Here the principle of conservation 
, -." ,~ ..... ~.,.- ...... ,---.......,." ..... -, •• ~ ;"".-~---....... -'~ •• " ,,'. "-<" •• "." ,- ~ ., -~.. - ".-

of character is preserved. The character cannot change 

because the idea he represents is always the same. In 

Tom Jones' I shall argue at length later on, Allworthy 

.. i~~~~~~.~~~~1"~g2r,;1.9.&1.,J'i .. g1J,rf?,,, o.f .. xe:3,~,:2n).._! ?;~" ,,~.,E ~,~~~.~. ~: erno t ion, 

Sophia a figure of imagination,and Western a figure of instinct& 
"-. ~"" .-._- .. -.---~'., .... ~". . ,",-

._"."~~_~",: •. --,_ t--C_·.·:·';'~··"·";'" .~:.,; ... - .. ,-,~ 

The psychological development occurs not only within the 

mind of anyone of these characters, but also as a public 

drama among all of the characters, each of whom represents 

ai' sing'le psychic element e Each event in the drama has 

psychological as well as public significancec This is 

a feature which Tom Jones shares with more overtly allegor

ical works e In fil&!::bE.!..' s Progress, for example, Christian 

does not merely despair; h~ is trapped by the giant bespair 

in Doubting Castle,120r he falls into the slough of Despond. I ) 

Private psychology has become public drama. Allworthy 

sends Tom forth to wander in the world not so much because 

he mistakenly disapproves of his actions, but because 

12 
John Bunyan, The Pj].grim f s P..£2.gress §lnd G'race ' 

A~un1ing" ed. Jc Thorpe (Boston: Houghton Mifflin, 1969), 
p. 165 (I 

I)) 
Bunyan, p.. 97 0 



reason discountenances emotion and leaves it ~lone and -
m ~-;. b}~,'~~~_~~~,~~~i--':~--g~i d~'"~-'"~"T~;n-'po'urs>ue'so-'~Soo'pfiia' riot 0 illy 

. - .. "--,-.. ':' ..•.... ,.- " •. "_ b •. ~_~..-~.~" .... >._., •.. _ ........... _.·,~_.,.,.-.-h __ " .... ,_ 

because she is the girl whow he loves, but because she is 
•• , __ ••• '3',,"" .-.' • 

imagination and can reubite his emotional nature with 

alleg~r:~?,Cl~ _ and the realistic, an9. r~guires on .each of these 
--..-....-.-.... """'~.'-'.~. 

two levels a different approach to characterizatione 
,. ~ -

On the allegorical level the characters are types representing 
~ .. "'~.~~._~"'_h_..F"'_'k"~""'",'~ .,n- .~. -'. ~ -",-" .' .-,.., ... -.",", <- '''''·'''''';i''''''r·-,-~." .. ,· ~J'_' -" :-, ",_ !:'~:''''~IL; ~_ ~ . ~ _,~~, , .. ~, .".,,:,: - ..... Af,'..: .. ~~:v. ~~ ~~" ,_~,_,:, , .. , 

abstract psychological concepts that are et,ernal and unchang-
.-- .~- ~-~,.'>::' " ~ .... ~ .... ~ " .• -'-- ". 

,..--~--- ..... ,~-.. ~.-.. ~ ,,,.~ ." .. "'';;'' .. 
ing~ An allegorical figure of reason, for example, can 

be nothing but reasonable, and an allegorical figure of 

chastity can be nothing but chasteD On the realistic 

level, however, . the Ch~raGters"are individuals who, because -_ .. ---_.---_. _. 

they represent only themselves, can change and mature /\ ~ (.1. ,) , ,i t,' 
. _. __ •. ,~'.·i."···'··'-·-"'·~ ,. 'I~- ,- • v" ....... ~. 

during the course of the novel. I shall attempt to demonstrate 

that, as Tom~ov:es'from'~adolescence to adulthood, his 

personality undergoes a psychological develocment which 

parallels the development in the allegorical public drama. 

14 
Martin Co Battestin, "Fielding's Definition of 

Wisdom: Some F'unctions of Ambiguity and Emblem in Tom 
Jones", Engl~ite~ Histor",t, XXXV (1968), p. 2"Cf5': 
One sbould note at t~is point that my interpretation differs 
somewhat from the one put forward by Battestin, who, 
while holding that Tonl.- JO!.les is quasi~allegorical, maintains 
that Sophia is identified with the prudence or prudenti~ 
of the humanist tradition, rather than with the imagination. 



It is evident tha:t Fielding was interested: in the 

art. of' docu~entarY,rea~is:m:1' which became fashionable in the 
'--..---",'-.~- "., ... "., . . -....••... , .-" . . 

eighteenth century,.. illie novels; are in what Northrop Frye 

(?:~ 
",SL.J 

calls the low mimetic mode .. ,15 Ff.el.ding ins.iated on low mimetic 

decorum. to such. an ext.ent that he even. .a:~.tack~q.Jiomer and the 

oth.er ancients on the grounds that their :imaginations were 

ov~rripe:-
--- ••• .0. 

"I should have honoured and love.d Homer more had 
:': -.':-~ .. "'-."'". 

he written a true history Q"f' his own times in humhle prose than 

those noble poems that have so justly collec.ted the praise of' 

all ages; fort' though I read these with more admiration and 

astoni.sbment r T. stillI. read Herodortu8* Thucydides tt and Xenoph.Qn~. 

wi th more amusement and satisfaction., ,,16 In practice, however~ 

:E'ieIc1ing appears to have Burro.t.tnded the reau:.istic with allegory 

,_and satire. so th.at. he appro8:ched it" in a manner of' speakingl' 

:fronrtwo directions at.. Orlce... Ji'ormal. allegory is: perhaps not 

very; appropriat.e to· the mode of" realistic f"iction. since it. 

is_.~.§la.entially q:nt;lp.t~-:r'~~I.jlstic form: of' literature; yet 
~.. . .. _,. ",. ~ 

there is' no conclusive reason why it should not. he associated 

wi th the conventions of the low mimetic mode.; Satire and a.:111egory ~ 

"":"~I5 ~ . -~.-~~. --=~~ 

. See Northrop Fryer- ~n..?~om~ of' C!j!.ticism (P:t'incet.on: 
Princeton University Press~ 1957)~ p. 34,. for an explanation 
of' the term "low rrrimeticuo" In general,. it is synon;ymous with 

tfrealis·tic tt when we. us-a this word to discribe the literature: 
of' ordinary men and ordinary ev:ents~ as opposed tQ· tb,a,t of 
heroes and extraordinary eventsfl' 

16 ' 
~EFks of Henr~ FieldiB&~sq.~ ed$ Leslis Stephen t 

Vol .... VII: The Jonrnal of' a Vo a e to Lisbon (London: Smithr. 
Elder, & Co .. t 1882' t' po 8. lUI the quotations' and page numbers. 
referred to in this theSiS,; with the exception of' those fl"'oJl1) 
Joseph. An§rew~ are taken from thjls edition of Fi.eldingts workso 



then, as well as documentary realism; are elements in the 

make-up of :r.om Jones 0 According to Ellen D" Leyburn in 

her book Satiric Allegory: Mirror of~, we v~ry often 

find ',${\,-Hre ~l/\d -aJ/eBoi',Y ," ··,,·-together in the same 

10 

work: "The union has, in fact, been more than occasional. 

Satire seems always to have had a propensity towards allegor

ical form. ,he number of satirists from Lucian to George 

Orwell, not to name those now writing, who have turned to 

allegory as a mode of expression demonstrates the strength 

of the affinity.,n17 Leyburn argues that this traditional 

affinity is natural because: "Both allegorist and satirist, 

are coric~rned to teach. nla 

Furthermore, both allegorist and satirist must 

approach their subject through "indirection"---that is, 

they both must appear to say less about it than they 

really mean: 

It is the necessity of indirection, the mask that at once 
hides and reveals, which more than any other artistic 
consideration brings satire and allegory together. The 
importance of indirection for imaginative communication 
springs from the very nature of arte If we acceDt the 
idea of art as expression, we see at once the necessity 
of indirection" "This is why, as literary critics well 
know, the use of epithets in poetry, or even in prose 
where, expressiveness is aimed at, is a danger. If you 
want to express the t,error which something causes, you 
must not give it an epithet like 'dreadful.? For that 
describes the emotion instead of expressing it, and your 
language becomes frigid, that is inexpressive, at once. 
A g:nuine poet, in his moments of genuine poetry never 

17 
Ellen D. Leyburn, SRtiric Allegory~ Mirror of 

Man (Archon B'ooks, 1969), p"--g,, 
la 

Leyburn, p .. ' a. 



ment.ions· by name the emotions he is expressing .',,19 

The narrator' in Tom Jones '''larns' the readers' about this 

quality of indirection; he warns t-hem that they should 

not expect him to explain all the hidden meanings: 

For though we will alw'ays lend thee pr.oper assistance 
in difficult places, as we do not, like some others, ex
pect thee to use the arts of divination to discover our 
meaning; yet we shall not indulge thy laziness where no
thing but thy own attention is required; for thou'al~ 
highly mistaken if thou dost imagine that we intended, 
when we began this great work, to leave thy sagacity 
nothing to do; so that, with out sometimes exercising 
this talent, thou wilt be able to travel through our pages 
with any pleasure or profit to thyself~ (XI, ix, 140) 

One cannot, of course, angue that in this paragraph Field~ 

ing intended to warn the reader to watch out for allegory, 

but one may say at> least that his narrator has given him 

notice to be on the lookout for hidden meanings,. which 

might possibly be allegorical~ 

11 

Leyburm d·iscus:s.es: some other reasons for the tradi tion-

al affinity between satire and allegory which seem roughly 

applicable to Tom Jones~ Both forms of litenature seek 

to achieve "artistic economy," which Leyburn defines as 

that effect of quickened imaginative response experienced 

by the reader when he breaks through the surfaces of the 

satire and the allegory to the hidden meanings U~~r[~~~.tt,; 20 

Cert;ain scenes in T~ Jon~, as this thesis will'''demonstrate, 

19 
te,y' bupn ,p::> 8 e 

/'}/\ ' 
~v 

·teyburn " p.. 10. 
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require just such a double perception of satire and al1egcr~ 
on the part of the reader .. 

Bo·th satire and allegory a:voicr an explicit or 
overt judgement~ l.ea,'-iilg the reader free tQ; drew. his own 
eoncl.nsions" lIe mnst see through the surface meaning 

wi tlllout b.eing openly prompted by the a.uthaT~ who?, if he 

were publicly to announce his satirical or al1.egorical
intentions., would vioTat;e the decorutTl' of" these twa, f'0:rn1S,,,21 

Yet paradQ~ic8!ll;y they hoth guide the reader towards an 
2" acceptance Q:f' the author' B paint. Q·f view.. &I Fiel.ding seems 

to have beert partictlilarly, concerned! that hie readers' ShOllJ.d 

ulJl'derstand the impJl1ci t. judgement and unexpressed point 
o:F view of' his wr:iLtings... He often violatea t.he decorUTIil 

of' satire by. sending hls narrator out on stage: to· explain 
the meaning and to., define the judgement... Consider ~ fo-r 
exa.~ple,.. the :folla-wing passagef.' in which he takes 0;1'£ the 

satil'ic mask and discusses Square 9 s virtue and ThViaekurrt f s 

religion: 

Before I proceed farther I shall beg leave to 
oD!\1'iate some misconstructions into wh:tch the zeal. «I£ some 
:few readers may lead them.; for I would nott willing2y give 
offence to any~ espeCially to men who are warm in the cause 
of virtue or religion~ 

I hope,! there:foTe~ no man will, by the grossest
mdsunder8tanding~ or perversion o'f my meaning jmisrepresent 
map as endeavouring to cast any rid1eliLe on the greatest 
perfecl.tions: of human natureo (lIlt- iv~ 97) -

Stltire comes- CI.OS9: to'· being: a nihi]'isitic art" 
While its: very negations imply positive standards r it 
maintains its mask of' detaC!bment. 23 f.lO that the reader 
o11'item has difficulty in concei~vil1g, what those s;tandards 

21 

22 
Leyburn" p .. 7 .. 

Leyburn~ po 13 .. 
23 

J.Jeyburn?, p" 13 .. 
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might be. He may feel that all values are negated) like 

the student in freshman English \"lho objected to A Modest 
.. - '.- "~"". " ... ,. - .-.. " ,-. . .. ~ . 

Pr0E.<2.sa.1 because he thought that Swift wanted to eat 

babies9 Authorial intrusions are one means of correcting 

such misunderstandings, but they are not of themselves 

sufficient. The author needs a means to present a positive 

thesis to counteract the n~gative antithesis of satire. 

In Tom JQP~ the allegory expresses the positive thesis, 

and the satire expresses the negative antithesis. 

Jonathan Swift, in Gulliver's Tra'y~ls, has provided 

us with an interesting example of the \"lay in which allegory 

can express the positive thesis in a work of satires GUl-

liver wakes up in Lilliput pinned down in an uncomfortable 

position by beings who are by far his inferiors in power. 

They torture him with ,t;jIIO\.vev;; of arrows and attempt 

to stick him in the side with spearso They drug him, 

load him on a wagon, and chain him in an abandoned temple, 

wh'ere he revives .. 24· 'rhe whole action parallels Christ f s 

crucifi Kion, His. death, His descent from the cross, 

His entombment, and His resurrection in the sepulchre. 

24 
Jonathan Swift, Gul]iver f

q
§ Travel~., ed. Philip 

Pinkus'· ('roronto:- 1-1acmillan, 19b8l, Bk. I, Ch. i, pp ... 1l,,-22o 

'----,.~, ...... -~. 



One of the Lilliputians thrusts his pike up Gulliver's 

nose, which tickles him like a straw and causes him to 

sneezes This action may be meant to remind the reader 

of the man who gave Christ vinegar to drink from a sponge 

on a reed. Although Christianity is conspicuously absent 

from the pages of Gu+liY~F·';.§..lFavelg ~ the allegory on 

this and many other occasions manages to smuggle it in 

by the backdoor~ providing the reader with a positive 

standard by '\vhich he may judge Gulli vert·s amusing actions. 

14 

The allegory in Tom Jones is, of course, very 

different from that in GUlliver's Travelso Here the allegor ... 

ical thesis, which constrasts with the satiric antithesis, 

is concerned with the right ordering of abstract psychological 

entities ,qithin the human mind. If he was to succeed, 

Fielding had to manage to interest us in the concrete 

human representations of these high-level abstractions. 

Ellen Leyburn has observed: 

A further problem common to satire and allegory is the 
degre~ of similarity between the truth. and its r.epresentationo 
If they converge, we lose the sense of metaphor altogether; 
if they are so remote that we are more conscious of antag
onism than of likeness, vIe feel irri ta tion rather than 
pleasure. The first difficulty is peculiarly that of the 
creator of satiric characters. If he is not skillful 
in adjusting represen~ation to reality, he gives simply 
another version of the medieval pictures of the Seven 
Deadly Sinse Some of the 17th-century characters are 
lifeless for this reason; and there are' few readeFs foll" 
Edward Young f'S Love of Fame., in spite of the occasionally 
well-pointed couplets, because his Crassus, his Philander, 
his NarCissus, are distinguished hardly even in name from 



the abstractions they represent. That this difficulty 
in presenting figures who stand for qualities can be sur
mounted is bri11iantly proved by Erasmus's delineation 
of Folly. 25 

Judging by the standard of interest, Fielding succeeded 

admirably in the concrete personification of abstract 

concepts; for AlhlOrthy, Sophia, Tom, and vvestern 

are extremely lifelike characters, but they also represent 

abstract psychological entitiese 

---------~ 

2; 
Leyburn, J? ~ 12 Q 
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ALLEGORY IN FIELDING'S NOVELS 

Before proceeding to a consideration of the alle-

gorical interpr'eta tion of Tom_{ones , it is necessary to 

include a chapter on his other novels! for in them we 

find illustrations of various points which bear on the 

central question. 

Joseph AQ..dre1fls, we are told on the title page, 

is "Wi:'i tten in Imitation of the Manner of Cervantes, 

Author of ,QQn Quixo~ ttl Since Don Miguel de Cervantes f 

prototype novel is both a satir e on the more absurd acci-

dents of allegorical romance and a vindication of its 

,e~sence, one' would expect to find these themes borrowed 

by any thoroughgoing imitator. Fielding has adopted his 

master's hero, in Par-son ,Aciams, viho, 1.i1~g,.:th~, ine;.,~~l];.~g1:l.§,_, 

gentle?!~n, views,the 'World thr-ough tinte~,g~~s~es of the 

imagination. Adams believes that he can apply only one 

viei'ipoint of imaginative literature---that of Aeschylus--= 

to all men and to all situationso Thus he is ridiculous 

t b h · . h ~ .~. I 2 b t b h no ecause e ~s va~n or y~ocr2v~ca, u ecause e sees 

1 
Henry Fielding, Joseph Andre'tls eeL Martin C. 

Battestin (Boston: Hoghton Mif"Ilin, "T9'61) , p. l~ References 
to page numbers in the main body of my text are all from this 
edition of Joseph Andrewso 

2 
See the HAuthor's Preface ll of JoseDh Andrevis for 

Fieldingts theory of the ridiculous, pp7~ro~12. 
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th~ comic events of his life from the perspective of 

high tragedye Quixote, for his part, is as ruthlessly 

logical as Adams in applying a literary viewpoint to the 

·events. of his life. He has pushed the Christian and 

17 

Platonic 9..ssumptions of allegory.to a.bsurd conclusionso 
'-.-.,r" ", ".~"~ .. -., .... ". '.. .~ ...... " . .... .. ... " .. ' . 

If the things of this world are mere shadows of the ultimat.e 

reality, then one might be perfectly justified in mis

taking' windmills for giants; and w'enches· for court,ly ladies, 

because in terms of the ultimate reality things are not 

what they seem. For although a Christian Platonist need 

not give his assent to the first of these propositions~=

need not believe that windmills are giants, he must agree 

to the second---in the eyes of Gbd, each and every country 

wench is a Dulcinea o 

Don Quixote is possessed of double vision. by 

means of which he sees the absurdity of this mundane wo~ld 

and at the same time looks beyond it to the beauty of the 

spiritual world. Fielding sometimes lets his reader 

share in Quixote's kind of double vision in his novels. 

J!'rom the mundane point of view, Joseph and Fanny are sensual 

young people, who might quickly succumb if their chastity 

Wl?Jff not guarded by the watchful Parson Adams.. When Joseph 

asks that Fanny be allowed to ride behind him, the nall'l7'ator 

! 
v'" , 



tells us that "Adams would not agree to it, and declared 

he would not trust her behind him; for that he was weaker 
~ '"" L -, ",. - •• -~' •• '- ", •• ""-

tharihe·i.nla·gined himself to bel~ (II, xvi, 148) & On another 

occasion, Joseph and Fanny take advantage of the darkness 

which hides them from Adams t ·eyes: ttFanny, not suspicious 

of being overseen by Adams, gave a loose to her passion 

which she had never done before, and reclining her head 

on his bos:om t threw her arm carelessly round him, and 

suffered him to lay his cheek close to hers H (III, ii, 

l61-162)e From the viewpoint of spiritual allegory, 

however, Joseph and Fanny are not mere sensual youths, 

but rather are representatives of true male and female 

chastity. In the words of Robert Alter, ItFather Abraham, 

the type of Christian charity, takes on the task of guiding 

Joseph, the type of Christian continence, on a kind of 

pilgrimage through a land of Christian specious [§ir:?J.l!3 

This quotation ,wi th its ?ilgrim f .~P.r;<?e;ress imagery, .seems 

to suggest that Alter regards Joseph and Fanny as quasi-al

legorical figures as vvel1 as comic characters" When 

Joseph res~::>ts)jCl<:i¥!?(JOl?Y "s charms,. he is both less than 

serious and more than comic; for he is both the satirical 

butt of a joke and an allegorical figure of chastity. 

18 
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J 
Rob~rt Alter, Eiel~~~ an~ th~ N~ture of th~ 

Novel (Cambr~dge: Mar-vard Unlverslty Press, 1908), po 813 



Other characters in other Fielding novels must 

be perceived with this satiric and allegonical "double 

vision .. " Amelia seems- almost to be allegorical. She 

seems to be more than just a woman in that she seems 

to r.epresent more-~-tG stand for something' else: 

uThou heavenly angel, thou comfort of my soul," cried 
Erooth, tendex'ly embracing her--~Then startj_ng a little 
from her arms, and looking ",lith eager fondness in her eyes, 
he said, ftlet me survey thee; art thou really human, ali" 
art thou not rather an angel in human form?---O, noI" 
cried he, flying again into her arms, "thou art my dearest 
wo~an, my best, my beloved wifer" (X, vi, 506) 

Amelia is so often called an angel in the course of the 
} 
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ndvel and is so often associated with various heavenly 

virtues!, that the narrator must more than once remind the 

rreader that she is merely human~ tiNay, why should we 

conceal the secret satisfaction which the lady felt from 

the compliments paid to her person? since such of my readers 

as like her best will not be sorry to find out that she 

was a woman ff (IV, vii, 195) .. While she exists on an ideal 

plane and seems to be something more than a woman, we 

are also aVTare of her more mundane qualities" We know 

that she has a broken nose, that she suffers from hysterics 

(III, vii, 120), and ~hat she is given to taking a nip 

when she is ups'et (IV, vii, 194). She seems, at times, 



almost to be the perfect example of a neurotic and clinging 

"f 4 Wl. ee For example, she enlists Booth's sympathy in her 

quarrel '\.vi th rJ:rs.. Atkinson by bursting into tears at his' ',' .' 

entrance like a petulant child before her mother: tiThe 

moment Ameli~ saw him, the tears, which had been gathering 

fOl'" some time burst: in a torrent from her eyes, whi ch, 

however, she endeavoured to conceal with her handerchief" 

(X, viii, 521). 

In both !l,9seph Andre\'ls and Amelia, then, the 

reader observes a dialectic between the ideal and the 

anti~ideal. The positive thests of Ci 11.f3 go 1")' , according 

to "'Thich Joseph and Fanny are figures of chastity, struggles 

voTith the negative antithesis of sat.ire,?~cording to i'lhich 

they are sensual adolescents6 The ideal view of Amelia, 

in which she is a symbol of all the heavenly virtues, 

conflicts with the ironic view of her, in which she is 

a "vapourish wife,r (III, vii, 120)0 In the end we adopt 

neither the ideal thesis nor the ironic antithesis, but 

move beyond them to a synthesis in which vve evaluate the 

true worth of the character. In this way Fielding has 

---------------------._--_._. ~-----------------------------------
4 

Coolidge has argued in If}'ielding and T Conserva tion 
of Character Ttt that Amelia is something of a prude, and 
that Fielding almost denied l!thetValid~tY of Amelia's 
hermetic kind of goodness. IT (t?IJ),J>Ollil f' 171-) 

20 



made use of the Quixotic double vision h,eb.orrowed from 

Cervantes e. In Tom Jones we must exercise this double 

vision on such a character as Allworthy, so that, while 

from one point of view he is the best of men and the 
•• - -,,..."~' .' .-" - '. - ," <" -. '-.- • 

perfect rational father of Tom, from another point of view 
._ ". ~ ,".' '"' ....• _._"'''-' .... N.-_·_;...._·~,.>~.,~# .. _q •.•• ~_.;. •• ,. 

he is the butt of a satire on excessive rationality. 

---' .. ~"""'.'~'C"···'··While![6·se£~drews and Amelia both inciine towards 

the allegorical mode, ~either of them is an allegory in 

the full sense of the word 9 It would be difficult to 

find in either of them more than a very simple meaning 

which could be described as allegorical. In fact, Fielding 

could not have resorted to full-fledged allegory in either 

novel; for in ,Jos~ll Andre1"ls. he borrowed the satirist Its 

amused attitude towards allegory from Cervantes, and in 

Amelia he.aimed at documentary realism to the exclusion 

of everything else g ~vhile they both share allegory f s 

double vision of the world, most of the meaning is carried 

on the satirical and realistic levels of these two books o 

Although ~o§eEh ,..AEdre~§. and Amelia are not in 

fact allegories, they nevertheless remind us, along with 

Tom Jq~, of the tra?itional vehicles of allegory--

the romances of courtly knights and ladies written by 

Spenser and all the countless others. 5 The bailiff who 

5 
li';Alrlinp- ;nclnrlpn ::J cnnv nf Sn(.m~ArtrR workR in 
..... -...-- ...... ----0 -- .. ----~-- -- --rJ -- -L-~----- - -.----- ---

his library. See Ethel M. Thornbury, Henry Fielding'S 
Theorx of the Comic Prose Epi£ (Madison: UnivArsity of 
Wisconsin, 1931), ,pc -9',,; HeJ:-irint,ed by .University Microfilms, 
Inc., Ann Arbor, Mich., 1961. 
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imprisons Mr8 Booth and Miss Matthews is nthe governor 

of the enchanted castle" (IV, i, 158)& The Irish peer 

22 

in Tom Jones who rescues Mrso Fitzpatrick from her boorish 

husband is: 

indeed as bitter an enemy to the savage authority too 
often exercised by husbands and fathers, over the young 
and lovely of the other sex, as ever knight~errant was 
to the barbarous power of enchanters: naY,to say truth, 
I have often suspected that those very enchanters with 
'which romance everywhere abounds, were in reality no other 
than the husbands of those days; and matrimony itself 
was, perhaps~ the enchanted castle in which the nymphs 
were said to be confined. (XI, viii, 134) 

The influence of romance is not confined to the 

occasional passage in which Fielding has made an explicit 

reference, howevero Enchanters and enchantresses, wicked 

knights, and ogres are as common in Joseph Andrev:@., Tom 

Jones, and Amelia as they ever were in The Fa~rie Queene. 6 

In the class of enchanters are Hlif-i.l and Colone'l James; 

in the class of enchantresses, Lady Booby, Lady Bellaston, 

and Miss Matthews; in that of wicked knights, Northerton 

and Fitzpatrick; in that of ogres, Squire Western and 

Colonel Bathr The knight and squire pairs~ represented by 

such combinations as Parson Adams and Joseph, Tom and 

Partridge, and Sophi~ and Mrs. Honour, are, according 

to Robert Alter, borrov,Ted from Don Quixot§.; 7but they 

------------=----------------.------------------------------
6 
Morris Golden, Fielding's 

TTY'\~ 'Y"''''Vlt''"'f'; +,,(T r\.of' TvTa C!e-.!:l f"'h,,~oi-t- 0 P""'O<::!Q 
V~~..!..VC;.l.u..1..Vj V..L .1"!U.vUU-V.L.l,\A,.\..,.Jvvvu ,J,. ... '-"~~, 

7 
Alter, p'$ 96<1' _ 

Moral P~"l..chology' (The 
1956) pp. 139 ... 1400; 



are also found in The Faerie Queene. Fielding could have 

as' easily obtained them from Spenser. Mrs. Heartfree in 

.tJonathan Wild. and Fanny Goodwill in Joseph AndrevlS are 

constantly called upon to defend their chastity against 

various assailants, 80 that they remind us of the invincible 

Hritomart, who jousts' with lustful knights all across the 

strange landscape of Spenser's romance. Thus Fielding 

may have appealed to his reader's knowledge of romance. 

Wandering knights, ~quires, and ladies encounter various 

prodigies of good and evil in all his novels. Sometimes 

an enchantress such as Lady Booby, Lady Bellaston, or 

Miss MatthmAls imprisons a wandering knight. such as 

Joseph, T~m, or Booth, in her enchanted castle, her evil 

power keeping him for a time from the damsel he really 

loves. Since romance was the traditional vehicle of 

allegory, Fielding has prepared the way for allegory in Tom 
~, __ .,;" -; '0'';'' 

"J'~'~~s b;';~~inding the re~der of romance conventions. 8 

But romance, as we shall see in what immediately follows, 

was not the only form of literature aVbilable to an author 

who wished to write allegory in the eighteenth century • 

.. Fieldii1g thought 6f his novels as Itcomic prose 

epicsH , and. as Ethel,M. Thornbury has shown in her study, 

£1elding "s Theo~of the Comic Prose E,Eic, he carefully 

c'onstructed his novels according to the rules of the epic 

8" 
Fielding wrote an amusing .parody of the elaborate 

conventions of allegorical romance. See The Works of 
Henry Fielding Esc;. Vol. V: Articles in the Chamt")ion 
lDecember 27, 1739, and December 29, 1739), p. 251~2~ 
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as they were understood in his time. 9 Thornbury tells ,us 

that the authors and critics of the seventeenth and eighteenth 

centuries generally regarded the epic as a species of 

allegorical 'V'lriting. For example, the "Telemachus of the 

Archbishop of Cambraylf, cited approvingly by Fielding 

as a specimen of the prose epic in the author's preface 

to ;[Qseph Andr.:ew§.,lO is a "fOrk in which ItGreek deities 

are allegorical symbols of abstract qualities. nIl 

Foremost among those who argued for an allegorical inter

pretation of the epic was the French priest Ren' Le Bossu, 

the critic who, according to Thornbury, influenced Fieldingfs 

conception of the epic more than anyone else: nIt is, 

indeed, evident that Fielding hed studied Le Bossu with 

especial care. n12 He achieved an honoured place among 

the few critics, ancient and modern, whom Fielding told 

us in Tom JO,nes that he respected: 

9 
Thornbury, p. 7 .. 

10 
Jose...-eh AndreitlS, p. 7. 

11 - -
Thornbury, po IJ+3 .. 

12 
Thornbury, pe 113 .. , 



I can never be understood & • 0 to insinuate, that there 
are no proper judges of writing, or to endeavour to ex
clude from the commonwealth of literature any of those 
noble critics, to I-"hose labours the learned world are 
so greatly indebted. Such were Aristotle, Horace, and 
Longinus, among the ancients, Dacier and B'ossu among the 
French, and some perhaps among us; who have certainly 

25 

been duly authorized to execute at least a judicial authority 
in foro literario&- (XI, i,94) 

Here is' part of what Thornbury has to say about Fieldingt's 

honoured critic: 

The key to the whole of the epic p according to 
Le Boss:u .. f} .. is the fableo The fable 1S an abstract 
summary of the moral, and may be compared, says Le Eossu, 
to the fables of Aesopo Thus, the fable of the Iliad 
is that division among leaders brings disaster to an enter-

- prisee Having found his fable, Homer found a story which 
would illustrate it-~-the story of the wrath of Achilles. 
The epic begins with the beginning of-that wrath and 
concludes with the final triumph which reconciliation 
among the leaders effectso Thus Achilles exists not for 
hims:elf~--that is, as a national hero "\-'lhose deeds are 
absorbing---but as the means of fulfilling a didactic 
purpose 0 Hence in reading Homer, the reader must bear 
in mins- the follo\l.J1ng ideas: uLeJ diff~rence la plus 
considerable que mon sujet me presente, entre 1 "eloquence 
des Anciens & celles des derniers Siecles, est que netre 
maniere de parler est simple, propre, & sans detour: & 
que celles des Anciens ~toi t pleine de mysteres & d "allegories. 
La v6rite etoit ordinairement-d~guis~e sous ces inventions 
ingenj~uses, qui pour leur excellence portent le nom de Fables, 
ctest a dire de paroles." 

Since the ancients thus spoke in parables rather 
than directly, it follo\l-[s, for Le Bossu, that the "machines" 

(of the G-od~ are allegorical.. Thus: 
"e 0 ~ nous avons va que toutes ces Personnes 

Divines sont all§goriquese lt 13 

r3 
The most im~ortant difference that my subject 

presents to me, between the eloquence of the ancients 
and that of the last centuries, is that our manner of speaking 



It would 'not be surpri5ing if an author who admired and 

studied this critic should be influenced by him to resort 

to allegory in his comic prose epics. Fielding lists 

"fable"as one of the constituent parts of the epic in the 

preface to JosQRh Andrewgo 14 Perhaps we may reasonably 

suppose that Fielding understood the "lOrd !lfable It to mean 

what it meant for Le Bossu~-=the underlying moral expressed 

by means of allegoryo 

Thornburytfs observation that according to Le Eossu, 

the hero of the epic exists not for himself, but for a 

didactic purpose) is important,. Le Bossu argued that 

Homer'hegan vvi th a fable, such as that disorder among 

princes is dangerous in war, and proceeded from there to 

pick a hero ;,;;i1.c,," would illustrate the fable: 

26 
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is simple, literal, and straightfoThTard: and that of the ancients 
was full of mysteries and allegorieso The truth was 
ordinarily disquised under these ingenious fictions, which 
on account of their excellence were called fables, that 
is to say parables. 

e .. ., we have seen that all these dJv:j.ne,'Dersons 
are alle.l;orical"V,~ee Thor.~q~ry,. ];:>660.' \ ,',', ,-.,,, ,1 _ ,!,. 

. 1" -' - Cr:--ty.l'"V't.'l.VISLa:l-ioV\j 
'+ J oseEll. Andreli§A p.. 7 Ii 



The Odyssesis was not designTd as the Iliad, to 
instruct all the States of Greece joinfd and confederated 
in one Body, but for each State in particular. A State 
is compos fd of tvm parts; The Head 'V!hich coramands is the 
first Bend the Members which obey make up the other. 
There are Instructions requisite for the Govenour, and 
some likevlise necessary for the Sub,jects:~ fOX"'him'~to i rul.e 
well, and for them to be rulfd by him. 

There are two Vertues necessary to one in Authority; 
Prmtence to order, and Care to put in execution the orders 
tliat ne has given ••• 

These tvlO Points might be easily united in one and 
the same man .. 

'. e. 0 ~ • • • • • • • 6 0 • ~ • • • • • • • • • • • • 0 e • ~ 

As ttis necessary that Princes in the Iliad should 
be Choleric and Quarrelsome; So ftis necessary in the 
Eabl~ of the QQys§..e.}l3 that the chief Personage should 
be Sage, and Pi~l.dent. 15 

As;one can see from this discussion of the Odyssey, the 
I 

herots character is a necessaF.Y consequence of the fable 
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that the poet chooses. The fable dicta.tes the characterization& 

Horeover, the hero represents the idea of only one important 

passion or virtue, that passion or virtue which is connected 

with the theme--=the wrath of Achilles, the prudence of 

Ulysses, the piety of Aeneas: "'Tis requisite that there 

should be one commanding Quality to rule the rest, and 

be the Soul of them, and that this appear throughout • • • 

This commanding Quality in Achilles is his Anger, in 

Ulysses the Art .of Dissimulation, and in Aeneas f\leekness 0

4
'16 

I shall argue later on that. in a similar manner the 

characters in Tom t.Tones each illustrate only one commanding 

15 
Rene Le Bossu, Treatise of the EDi~ __ Poem 

(10ndon
l 

1695) in 1e Bossu and Voltaire on the EpiC, 
intra. otuart Curran ( Galnesville, Florida: ScI"iOIars 
FaSCimile~6and Reprints, 1970), pp. 23-24. 

1e Bossu, p. 1970 
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quality that is connected with the theme. Thus Allworthy 

is reason, Tom emotion, Sophia imagination, and Western 

instinct. 

It is not difficult to understand why the numerous 

critics and authors listed by Thornbury tended to regard 

the epic as- a form of allegory, for when a goddess like 

Athene transforms herself into a man like Mentor in order 

to counsel Telemachus,17we have trouble deciding whether 

the action is literal or allegorical. Does Homer mean 

that the goddess actually has undergone a metamophosis, or 

does he mean, to put it vulgarly and prosaically, that 

Mentor inspired by v.,risdom has hC!-d a brainstorm? C. s. 
Lewis has shown in rrhe Allegory of Love that in the late 

classical ages learned men-understood this kind of action 

in the latter, allegorical sense. 180nce the gods had become 

allegorical figures of various emotions, it was an easy 

step to drop the pagan names> and to call these powers and 

virtues by their common,- ordinary names. Thus Minerva became 

wisdom, Venus love, and Mercury eloquence,19 and these 

psychological entities battled one another throughout late 

.~7 
: ~. \1 Hom.~r; ~Q£ysr9tJ. trans 8 . E .. V,; Ri"em ('Harmonds-

worth ,'~1\<{<J.8.$-{~ : Penguln, ) }, pp. 27-28 (I 
. 18 

C. S .. Lel'lis, The All~~ Love (Ne\'l York: 
Oxford University Press,-r958J, ppo 57-62. 

19 
Lewis, pp_ 50-55,"79G' 
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classical and medieval literature. These entities were 

still personified) that is, they still performed actions 

normally attributable only to complete hwnan beings, but 

they gave up the private motives they had possessed as gods 

in order to take up their places as symbols in the public 

allegorical scheme. 20 Lewis has named this struggle of the 

allegoric~l powers after a late Latin poem, the Psychomachi~J 

in which the virtues and the vices join in batt~e. He has 

remarked that: 

While it is true that the bellum intestinum is the root 
of all allegory, it is no less true that only the crudest 
allegory will represent it by a pitched battle. The ab
stractions OI'le their life to the inner conflict; but when 
once they have come to life, the poet must fetch a compass 
and dispose his fiction more artfully if he is to succeed. 
Seneca, ·"lith his· imagery of. life 8l~ ~ journ.ey~ was ·nearer 
to the mark than Prudentius; for Seneca outlined the theme 
of the Pilgrin!! s fro-Eress, and the Pilg!~!!lt s Progress 
is a better book than the Holy W~·" It is not hard to see 
why this should be so. The journey has its ups and dOl-'ms, 
its pleasant resting-places enjoyed for a night and then 
abandoned, its unexpected meetings, its rumours of dangers 
ahead, and above all, the sense of its goal, at first far 
distant and dimly heard of, but growing nearer at every 
turn of the road. Now this represents far more truly 
than any combat ·in a champ clos the perennial strangeness, 
the adventurousness, and the sinuous forward movement 
of the inner life. 21 

It is, of course, the contention of this thesis that 

Tom Jones is just such an allegorical journey& I shall 

return to the issues raised by Lewis in a moment. 

20 
Lewis.', pp. 51-52. 

21 
Lewis., PP$ 68-69& 



One of the problems that troubled seventeenth 

and eighteenth-century authors and critics was what to 

do in the modern epic vii th the tlmachines, If the heavenly 

apparatuses of gods and goddesses, which played so large 

" L ' 22 F' ld' a part in the action of the anclewlJ epJ.c. fJ.e :Lng 

stated the problem that the machines posed for a modern 

in the introductory chapter of Book VIII in Ton1...10ne§.~ 

But I have rested too long on a doctrine l:that of the 
ancient relir:don of the godS] '\Irhich can be of no use to 
a Christian ~riter: fbr as he cannot introduce into his 
'I,'lorks any of the heavenly host which make a part of 
his creed1 so it is horrid puerility to search the heathen 
theology lor any of those deities who have been long since 
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- dethroned from their imnlOrtali ty. Lord Shaftesbury observes, 
that nothing is more cold the..n the invocation of a muse 
by a modern; he might have added, that nothing can be more 
absurd~ (VIII, i, 380) 

A modern writer, especially a modern comic wri ter-, cannot 

introduce the Christian supernatural beings into his \'lorks 

i'l"ithout risking impi.ety, but he likewise cannot employ 

the heathen deities without risking the frigidy of clich~.23 
Fielding seems to have solved the problem in the way 

outlined by Lewis in The Allegory of Loveo Just as it 

was easy for late classical writers w'ho no longer believed 

in the deities except as personifications of various 

psychological powers to drop the names of the d~ities 

22 
Thornbury, pp. 27-28. 

23 
Thornbury, pp. 144e 



and to let the passions themselves fight it out} so it was 

easy for Fielding, vTho knew that the critics of his time 

regarded the gods as allegorical figures, to drop the names 

of the deities, while retaining the machinery in the form 

of personified passions. In the following passage 

the author has described just such a full scale psychomachy 

of personified passions within the mind of the Lady Booby, 

as she lusts after Joseph: 

The removal of the object soon cooled her rage, 
but it had a different effect on her love: that departed 
with his person, but this remained lurking in her mind 
with his image 0 Restless, interrupted slumbers and con
fused horrible dreams were her portion the first night. 
In the morning, fancy painted her a more delicious scene; 
but to delude, not delight her: for, before she could 
reach the promised happiness, it vanished, and left her 
to curse~ not bless the vision& 

She started from her sleep, her imagination being 
all on fire with the phantom, when, her eyes accidentally 
glancing towards the spot vThere yesterday the real Joseph 
had stood, that little circumstance rais"ed his idea in 
the liveliest colours in her memory.. Each look, each 
word, each gesture rushed back on her mind with charms 
which all his coldness could not abate 0 .. 0 

Reflection then hurried her farther, and told 
her she must see this beautiful youth no more; 
nay, suggested to her that she herself had dismissed him 
for no other fault than probably that of too violent an 
awe and respect for herself, and 'l:lhich she ought rather 
to have esteemed a merit, the effects of which were besides 
so easily and surely to have been removed; she then blamed, 
she cursed the hasty rashness of her temper; her fury vias 
vented all on herself, and Joseph appeared innocent in 
her eyes. Her passion at length grew so Violent, that 
it forced her on seekIng relief, and now she thought of 
recalling him; but Pride forbade that: Pride, which 
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soon drove all softer passions from her soul and represented 
to her the meaness of him she was fond of. That thought' 



soon began to obscure his beauties; Contempt succeeded next, 
and then Disdain , ""hich presently introduced her hatred of 
the creature ""ho had give~'i her so much uneasiness. 'rheae 
enemies of Joseph had no sooner taken possession of her 
mind than they insinuated to her a thousand things in his 
disfavour; everything but dislike of her person; a thought 
which, as it VIould have been intolerable to bear, she 
checked the moment "it endeavoured to arise. Revenge 
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came now to her assistance; and she considered her dismission 
of him, stript, without a character, with the utmost pleasure. 
She rioted in the several kinds of misery "'Thich her imagination 
suggested to her might be his fate; and I'd th a smile com-
posed of anger, mirth, and scorn, vie¥-led him in the rags 
in vfhich her fancy had drest him .. (IV, i, 237~23e) 

In the foregoing Lady Booby is ~utone of the 

characterE3 in~fr"C~:n:rt " composed of "personified passi-ons" 
..... _~" J'_' __ ~ 

who nhurry h~"!.:,.~'_a._la.rg.~"~Y passive obj"~~~." »a.ck and forth 
. -- .-~~-'-- - .-.- - - .- ' ... ". - '.- - ".' "' - .. -

on an.-aimless voyageo Thus, as a comic anti-pilgrim, 

she makes no progress towards the Promised Land: nBefore 

she could reach the promised happiness, it vanished, and 

left her to curse, not bless, the vj.sione tI Her Pride 

fights against her passion" like a comic Achilles against. 

a comic lfector and drives all the lesser passions before it: 

!tHer passion at length grew so Violent, that it forced 

her on s"eeking relief, and now she thought of recalling him, 

but Pride forbade that: Pride soon drove all softer 

passions from her soul~tt The passions take counsel in 

her head like comic gods in a miniature Parnassus deciding 

the fate of some hero beneath them: [Pl7idil "represented 

to her the meaness of him she was fond ofe That thought 

soon began to obscure his beauties; Contempt succeeded next, 

and then Disdain, ""hich presently introduced her hatred 
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of the creature who had given her so much une-asiness .. 

Thes'e enemies of Joseph had no sooner taken possession 

of her mind than they insinuated a thousand things in 

his: dis.favou]"o It As a result of this counsel of comic 

gods'. and of this bel-lwn intesti~, Lady B'ooby'Y's imagina

tion burns like a miniature Ilium: ftShe started from 

her sleep, her imagination all on fire vlith the phantom [of 

Joseph] en 

This kind of internal battle is also found in 

Tom Jones.. fflack G'eorge f'S passions conduct a little trial 

over Ita knotty point in the court of conscience lt (VI, xiii, 

29h): .. ' 

Black George having received the purse, set forward to~· 
wards the alehouse; but in the way a thought occurlJ'ed to 
him, whether he should not. detain the money likewise" 
His: conscience however immediatel.y started at this sug
gestion, and began to upbraid him with ingratitude to 
his benefactor.. To this: his avarice answered, That his 
consicience should have c.ons:idered the matter before, when 
he deprived poor Jones of his 500£. That. having quietly 
ac-quiesced in what was of greater importance, it was absurd, 
if not dow"nright hypocrisy, to effect any qualms at this 
trifle" In return to which ,(jonscience, like a good lawye~"" 
attempted to distinguish between 'an'absoltfte'brE§-aCli' o'f'" .. 
trust, as here where the goods v,rere delivered, and a bare 
concealment of what 1;,r as found, as in· the fonmer 
case e Avari ce pres-ent,ly treated this with ridicule, called 
it a distinction without a differe~e, and absolutely 
insisted, that when once all pretensions of honour and 
virtue were given up in anyone instance, there was 
no precedent for resorting to them on a second occasion. 
In short~ poor Conscience had certainly been defeated in 
the argument, had not Fear stept in to her assistance, 
and very strenuously urge~ that the real distinction 
between the two actions did not lie in the differing de
grees of honour, but of safety; for the secreting the 
500£ was a matter of very little hazard; whereas the 
detaining the sixteen guineas was liable to the utmost 
danger of discovery. (VI, xiii, 297-298) 



Rooert Alter has'i~ommentecT: on this- passage.: 
/-

"Black Georgets inner- struggle is deliberately schematized 

into an allegorical debate between Conscience and Avarice 

which is resolved by the persuasive intervention of Fear. 

The aim.of the amusing allegory, like that of the quasi

allegorical abstractions in English neoclassical poetry, 

is to elucidate and generalize the palrticular characterY's 

mOI?al condition&u 24 

Thus: the bellum in.testin1::!!!!. is. common J in the 

passages: sighted and elsewhere 1 in both JoseEh Andrews 

arid Tom Jones" As Martin Battestin has remarked: !tEach of 
-"----,,;...;;,.~;;;;. 

us, Fielding imagined, is perpetually engaged in a kind 

of psychomachy, a pitched batt:le in the mind between reason 

and a mutinous army of passions~n25 Fielding may have 

been experimenting with the possibility of alleg.orical 

ttmachineryu to replace the old pagan machinery of the 

gods, in which personifications of the passions would 

take the place of the old classical deities. Thus we 

may conclude that both satire and the e-ric share.' a common 
0.. MW,\ 

feature: both see the individual asl\dri ven by po't'lers 

not entirely under h~s control, but in satire, at least 

_______ ~ ____ --__ ------____________ a----------------------------
24 

Alter, p •. 70 0 

25-
Martin C .. Battes;tin, 'TI.ntroductiol1t~, in Joseph 

And~e~s, po xxvii. 
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as practiced by Henry Fielding, these compelling powers 

are base and mean, while in the epic they are elevated 

and magical--~what we call gods. Bbth satire and the 

epic view different sides of the same coin.. For 

the- fOrTIler the subconscious forces of hUman psychology 

are ste~ile compulsions, while for the latter they are 

magically fertile povlers: of the mind. Fielding wrote: 

Whoever carefully surveys his own mind, will find sufficient 
enemies t()) combat within; an army of obstinate passions 
that will hold him in tight play, will often force his 
reason to retreat. and if they are at length subdued, it 

-will not be without much labour and resolution" 26 

If one can consider the passions within the mind 

as- the characters of a drama, one may also, by reversing 

onets viewpoint, consider the characters of a drama as 

personifications of the passions within the mind: 
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Those persons, indeed, who have passed any time 
behind the scenes of this great theatre, and are thoroughly 
acquainted not only with the several disguises which are 
there put on, but also with the fantastic and capricious 
behaviour' of the Passions, who are the managers and directors 
of this theatre (for as to Reason, the patentee,he is 
known to be a very idle fellow, and seldom to exert himself), 
may most probably have learned to understand the famous 
nil admill'ari of Horace, or in the English phrase, to stare 
at nothing" 

A single bad act no more constitutes a villian 
ix: life, than a single bad part on the stage. .!]:_~"."E~_~?,~ .. ?~S, 

~~,,:L_~~".~.h<~.J1').§ln?-g~r.p Q'['~h~pl.qYh~us~,~ ,<>oft,en"J,Q.rqJ~" __ mgn",,ypon, ," _-c __ 

"parts!V'::t.~lf9'Ut qgp~:i,l~lt-lng thelr Judgement and sometlmes 
, wi thoutany regard , tc)·th~icr-,·talen't-s,,~,,-·""Irhus'the 'mari- as 
well-" a~:rthe'-pIayer;' may condemn wha t he himself abts; 
nay it is as common to see vice: sit as awkwardly on some 
men, as the character of rago would on the honest face 
of Mr& William Mills~ (VII, i, 306) 

26 
IE,e Works of Henry Fl.~ing. E§..9.", Vol. V ~ 

Articl~' ~n th~~?~ion {February 2, l739-40}, p. 305. 



This passage1taken from the introductory chapter of Book 

VIr of Tom Jones ent_itled UA Comparison bet't'leen the 

World and the Stage~, seems to indicate, to this student 

alt, least, that the work is intended to be read as an 

all-egory., Each character is an actor who acts a passion$ 
-"" .. - .-
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He bee-omes for a time a symbol of that passion, a personifica-

tion of it, so that, he combines with the other characters 

in the drama, representing the other passions, in the 

larger psychomachy of the book as a wholeo What could 

be more natural for an author who regarded the passions 

as characters in little mental dramas than to regard the 

chara6ters themselves as personified passions in a larger 

mental drama? Thus we may understand "the fantastic and 

capricious behaviou~l of the characters in Tom_~ones, for 

they are each of them under the management and direction 

of a passion, vIh11e "Reason, the patentee II seldom exerts 

himself. 

Martin Battest,in, in his introduction to Joseph 

Andre~_, has observed that this tendency tm'lard.s allegory 

vms inherent in the practice of the English comedy of humours. 

In their characterizations, they (Jonson, Hogarth, and 
Fielding] "'lere less interested in a close and scrupulously 
detailed verisimilitude than in the typical or universal 
aspects, in an Aristotelian sense, of their subjectso 
In Dr'. Johnson f's ],gsselas, Imlac, speaking from similar 
principles, insists that the poet's business is to "remark 
general properties and large appearances,!! not to "number 
the streaks of the tulip.1t Thus Ben Jonson in his "humors!! 
comedies will make a Voipone the very incarnataion of 
avarice, and Hogarth's rake will sum Ul' his own kind. 
With the exception of the supreme achievement of Parson 
Adams, who is too much himself to stand for anyone else, 
all the characters in Joseph Andrews illustrate FieldingTs 



cleclal"ation: "1 describe. not Dlen~ but manners; not an 
individual~ but a apecieso> U The luS'tfu~ Lady Boob;¥ ~ ti1e 
miserly Peter Pounce r the CO\l'ltll"dly man of courage~ the 

impotent, i'op. Beau Didapper" the lJovh19 Mrs... SlipsJ:.opS,t
the swinish. Parson Trulliherr all are typieaT poritraj;:ta 
taken from the rogue ts gallery of' human nature; Fanny 
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and Joaeph1? on the other hand t are the very image odi' a' 
healtby illi1.0CenCe and virtue .. $> .. Looking at these characters" 
we may. take solace in the fact that. tl'ley. bear no resemblance . 
to us.. But; in so doing we. only deceive oUTselves,; :for 
what we f'ace in them is a kind of' essential, s;ymbolic truth., 

str:i!ppecT of' the distracting camouflage that normally 
conceals' it com:f:"ortably :from our eyes,.. S,; t.ruth more reaT" 
basieal]¥~ than what da1.l.Jr passes by. the name o:li' reality~ 2.7 

Battestin is· obvio:usly describing an allegorical. methodE> 

One mdght even say that Joseph Andrews is an allegory of 

tile seven deadly sins.. Among the sins; that may be identified 

are covetousness, represented by, Peter POmlC6$ glut.tony~ 

.'represented 1b;y parson Trull:Uler~ pride?< represented~ by. Beau 

Didapper~ and angert represented by the cowardly man of 

c:ourelgeo Lady. Boohy seems to be both lust and envyio :for 

she lusts' after Joseph and envies Fannyrs: possession of 

him.. We: may conclude?; then" that when Fielding switched 

f'rorm the drama to the novel~ he carried over a quasi.-allegor

:teal hahit of' mind f'rom t.he older tradi"tion t.o the new gemre .. 

27 

xx-xxi .. 
Battest:tnr t·Intro~ductionlt tl in @se,E,h AndreW-Sf> ppe 



III 

THE LUGINATION 

Since the word "imagination" will crop up again 

and again in what. follows f ane should~ a.t this point~J 

define this' key term .. , In this chapter I have: attemptea 

to define it as :far as possible according to the me~~milf1g 

which Fielding seems to: hawe attached to it .. 

Perhaps the most surprising thing about Fieldil~'S 

use of' the term,. and of tts synonyms invention and :fancy.~ 

is that he did not. mean a creative fa·.cu]ty by it", lIe 

v/rate in. :Korn' Jones that riby inventio:l1l~ I be.lieve~ is general

ly understood 8' creative faculty!!> which would indeed prove 

most romance writers have the highest pretensions to it.;; 

whereas b~ invention is reaUs meant no more (and so the 

word signi:f:"ies) than discovery 11 or :finding out;, or t.o: 

explain it at larget'l a quick and sagacious penetration 

into the true essen.ce of' all the obj'ects of' our cont.empla--

1.tion" (IX, i~ 6) G As this quotation would indiicate r 

the creativs8 aspects of the imagination were in bad repute 

in Fielding's day among those intellectuals who: respected 

John Locke.. Locke had i.mposed; grave limi-ta'tions on the 

human mindb ability t:o 
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createe1 

B~t it is not in the power of the most exalted wit or 
enlarged understanding, by any quickn~ss or variety of 
thought, to inv.ent or frame one new simole idea in the 
mind, not taken~~by the \-\fays before mentioned [that is, 
not taken in by one of the five senses] 0 • 0 I would have 
anyone try to fancy any taste which had never affected 
his palate, or frame the idea of a scent he had never 
smelt: and when he can do this, I will also conclude, 
that a blind man hath ideas of colours, and a deaf man 
true distinct notions of sounds o 2 

Thus, according to Locke, we cannot create simple ideas. 

There are, hOi'lever, complex ideas, which are combinations 

of simple ideas, and which may be created by combining 

the simple ideas in an order not found in nature: 

Our complex ideas of substances, being made all of them 
in ieference to things existing without us, and intended 
to be representations of substances as they really are, 
are no farther real than as they are such combinations 
of simple ideas as are really united, and coexist in things 
without us& On the contrary, those are fantastical which 
are made up of such collections of simple ideas as were 
really never united, never were found together in any 
substance; "!oDe g~, a rational creature, consisting of a 
hors:e r shead, joined to a body of human shape, or such 
as centaurs are describedo 3 

1 
For the general influence of Locke on eighteenth

literature, see Kenneth MacLean, ~ Locke and 
Literature of the Ei hteenth Century (New York: 

Russell ,Russe I, 9 ~ and for Locke t s influence on 
Fielding, see: !J;lorris Golden, Fielding "13 Moral J::Rx.chology 
(The University of Massachusetts Press, 19D6)0 

2 
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John Locke, '/.:E Es.s,ay cC?,.ncerping Human Und~rs~~ndi!}.g" 
ed. A. So Pringle-Pattison (Oxford: C~arenaon Press, 1924), 
II, ii, 2, p .. 54. 

3 
Locke, II, xxx, 5, p.209. 



In this view Bottom and Chiron are only the products of 

a kind of false logic within the poet's mind. It might 
i I I , 
11115 Vi't.w 

perhaps be because of A ' that Fielding, as a faithful 

follower of Locke,4 objected in Tom Jones to those artists 

who did not limit themselves to the existing creation: liAs 

for elves and fairies, and other such m1.1W1f'l')et'y, I purposely 

omit the mention of them, as I should be very umvilling to 

confine within any bounds those surprising imaginations 

for whose vast capacity the limits of human nature are too 

narroVf; whose works are to be considered as a new creation; 

ana. "fho have consequently just right to do vlhat they will 

w~th their oltm tt (VIII, i, 381). These authors who do not 

confine themselves to the real creation merely compose 

false and useless complex ideas of chimeras, centaurs, and 

other monsters out of the disordered simple ideas in their 
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brains: "Truth distinguishes our writings from those idle 

romances 1tfhich are filled with monsters, the productions, not 

of nature, but of distempered brains" (IV, i, 123). 

Furthermore, the, imagination is subject to that 

disease of false association of ideas that Locke thought 

was at the bottom of many psychological problems: 

Some of our ideas have a natural correspondence and con= 
nection with one another; it is the office and excellency 
of our reason to trace these, and hold them together in 
that union and correspondence which is founded in 

~. 
Golden demonstrates in Field~T s M~_Lsychology 

that Fielding used a system of psychology derived from 
Locke's Essay in the novels. 



their peculiar beings. Besides this, there is another 
connexion of ideas wholly owing to chance or custom: 
ideas that in themselves are not at all of kin, come to 
be so suited in some men"s minds that it is very hard 
to separate them; they always keep in company, and one 
no sooner at any time comes into the understanding, but 
its associate appears, with it; and if they are more than 
two which are thus united, the whole gang, always inseperable, 
show themselves togethero 5 

Fielding has given us a couple of explicit examples of 

such false associations of ideas. When Tom meets the king 

of the Gypsies, he associates the idea of power with 

that of dignity, although there is no necessary connection 

between these ideas: 

He "vas very little distinguished in dress from his subjects, 
nor had he any regalia of majesty to support his dignity; 
and yet there seemed (as Mro Jones said)to be somewhat in 
his air which denoted authority, and inspired the beholders 
with an idea of awe and respect; though all this was perhaps 
imaginary in Jones; and the truth may be, that such ideas 
are incident to povler, and almost inseparable from it. 
(XII, xii, 199) 

Just before the introduction of Sophia into the-novel 

in the sublime style (IV, ii), there is a passage expressing' 

a similar idea, in which the pomp of the sublime style 

is compared to the pomp- that surround a stage monarch 

or lord mayor. The pomp of the style is connected to 

the idea of grandeur no more necessarily than the pomp 

surrounding the stage monarch or the lord mayor is connected 

with the idea of authoritYe The associations between 

the ideas of pomp and of authority and between the ideas 

5 
Locke, II., xxxiii, 2, P e, 217. 



of the sublime style and of grandeur are merely conven= 

tional and customary. They existv not in reality, but 

in the imaginations of men: 

Thus the hero is always introduced with a flourish 
of d r. Ul'ittl-and~'"t'r1'1nrrr'EYt·s'··'-~"i:n'··'err'dert"'O'''"Totl·se'-·"·a:·'-'rrra"f'-t·:taJ.:"~"s·p'±<rit' 

. _;;>~~~~~":<J"~T;,~<:M",\~..,..o·- , 

~audience, and to accomodate their ears to bombast 
and fustian, ,,{hich Mr. Locke f s blind man ""ould not have 
grossly erred in likening to the sound of a trumpet /) " .. 

e & • for, besides the aforesaid kettle=drums, &c., 
which denote the hero f s approach, he is generally usrered _ 
on the stage by a large troop of half a dozen scene-shifters 

Tb be plain, I must question whether the politician, 
who hath generally a good nose, hath not scented out 
somewhat of the utility of this practice.. I am convinced 
that awful magistrate my lord mayor contracts a good 
deal of that reverence, which attends him through, the 
year, by the several pageants which proceed. his pomp. 
Nay, I must confess, that even I mysElf, who am not 
remarkably liable to be captivated with show, have yielded 
not alittla to the impressions of much preceding state • 
. \\Then I have seen a man strutting in a procession, after 
others whose business hath been only to walk before him, 
I have conceived a higher notion of his dignity than 
I have felt on seeing him in a common situation. (IV, i, 
124-125) 

Although one idea such as pomp is often+i;n'le.s 

associated with another idea such as authority merely 

out of chance or custom, the association between them 

is so :s-i-ro>1'J that we may sometimes mistake one for the 

other. We may, for example ,mistake the sound of words 

for their meaning. Hence Tom in his "wanton fancy" 

and ttlively imaginati,on" (V, x, 229) mistakes the style 

of his Qirunken apostrophe to Sophia for the sentiment. 

He thinks, because of his high-sounding words, that he 

really feels the emotion of undying devotion they cus-

tomarily express: 

" . . 
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No,. my Sophia1'l if cruel fortune separates us for aV'sr" 
my soul shall doat on thee alone.. The chastest cOTI.'3tancy 
will I e\l!'er preserve to tbJ!; image.,. Though I should never 
have possession: of thy charming pers.on~ s.till shal.t thou 
h:3.V8 possession of my thoug];l.ts r my love», my soul.. Oh! my 
fond heart is so; wrapt in tha·t tender hosom~ that the bright

est. beaut.ies would for me have no charnrs~ nor would a hermit' 
u-e colder in their embraces. (V,.. x?> 230) "''''\ 

i 

But Molly SeagriJll SOQ11; wanders into the seene to pr<>ve ) 

that Tomt'g words are only. empty. sounds ins'ofar as· they ./ 
j/' 

al"e inspired by drunkeness·~. rather than bN the ideas ~4e'f' 

fai tb.:fulnesB that should attach to .thelll" 

Perhaps we may ~ genera]1y s.peaking~ attrubute some 

of the oddities of some of' the charac.t.ers to, the effects of 

these improper associations of ideas... it clear example is 

Nig}n;tingale' s :fa.ther~ of whom we are told: Ii'/£s money then 

was, always' uppermost in this g~ntlemants thoughts; s.o the 

moment he saw a stranger within his doors~; it immediately 

occurred to his imag;i.nat~iol1t that such stranger was; either 

eome to bring himl money, or t.o fetch it from. !limft (XIV ~ 

viii,. 309)" Squire Western seems t.o be another case in 

as much as- he has associated the idea- of' fox hunting. with 

all. his other fd·eas.. Squire lUlworthy seems to by yet another) 

for when lecturing, Jenny Jones OIl. sexual. mora:li ty" he tells 

her that;: "Love I> however barbarously we corrupt and per .... 

vert its meaning~ aS,it is a laudable" is a rational passion" 

(I" vii t- 22)" He seems 31 in his complex idea of love,. to 

have associated the ideas of reason and passiont- whicl:t 

far from having a necessary connection" are indeed almo::F~ 

contradictory,~ 
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But rational men like Allworthy al'rt.rays associate reason 

with every other idea with perhaps unfortunate consequences 0 

Thus far we have considered the disabilities of 

the imagination as they may have been conceived by Fielding: 

it ~ould not creat~ any new or original ideas---at least 

not in any sane and healthy way, and it was dangerously 

subject to the disease of f~lse association of ideaS e Now, 

however, we shall try to determine what positive attributes 

Fielding may have ascribed to it. He seems to have felt 

that the imagination is a capacity which helps us to paint 

the joys and sufferings of other human beings. so that 

we may" sympathize with then;to Here is a passage in which 

T'om instructs Nightingale on the proper employment of the 

imagination: 

Set the alternative fairly before your eyes. On 
the one side, see the poor, unhappy, tender, believing 
girl, in the arms of her wll"etched mother , breathing he r 
last. Hear her breaking heart in agonies sighing out 
your name; and lamenting, rather than accusing, the cruelty 
which '1/>H3ighs her dOi'm to distruction. Paint to your 
imagination the circumstances of her fond despairing parent, 
driven to madness, or, perhaps death, by the loss of her 
lovely daughter. View the poor, helpless, orphan infant; 
and when your mind hath dwelt a moment only on such ideas, 
consider yourself as the cause of all: the ruin of this 
poor, little, worthy, defenceless family~ On the other 
side, consider yourself as relieving them from their temporary 
sufferings .. Think vii th what joy, with what transports, 
the lovely creature will fly to your arms. See her blood 
returning to her pale cheeks, her fire to her languid 
eyes, and raptures to her tortured breasto Consider the 
exultations of her mother, the happiness of allo (XIV, 
vii, 305-306) 



Nightingale gives: way before the vi v:id images that Tom 

has told him to flpaint to your imaginationH , and decides 

to marry Nancy.. Thus for F.ielding the imagination, if 

not the pmver of sympathy itself, is at least the capacity 

which makes sympathy possible* Tom himself experiences 

a crisis of loyalty similar to Nightingalefs early in 

the novel, and here again the imagination comes to the 

aid of the injured party: 

The idea of the lovely ~.101Iy now intruded itself 
before himD He had sworn eternal constancy in her arms, 
and she had as often vowed never to outlive his deserting 
her.. He now saw her in all the most shocking postures 
of death; nay, he considered all the miseries of prostitu
tion to which she would be liable, and of which he would 
be doubly the occasion; first, by seducing, and then by 
deserting her .. " .. The ruin of the poor gL.:-l must, he 
foresaw·, unavoidably att.end his deserting her, and this 
thought stung him to the soul • e 0 His own good heart 
pleaded her cause; not as a cold venal advocate, but as 
one interested in the event, and which must j.tself deeply 
share in all the agonies its owner brought on another. 

When this pmverful advocate had sufficiently raised 
the pity of Jones, by painting poor Molly in all the cir
cumstances of vlretchedness; it artfully called in the 
assistance of another passion, and represented the girl 
in all the amiable colours of yotith, health, and beauty: 
as one greatly the object of desire, and much more so, 
at least to a good mind, from being, at the same time, 
the object of compassion. (V, iii, 194-195) 

If one compares the two passages cH,ed above, 

one will notice three striking similarities. First, 

there is in both a heavy emphasis on those aspects of the 

imagination connected with the sense of sight. Words 

such as "seet! and "view" are common.. This use of vision 

words is in keeping with the eighteenth-century conception 
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of the imagination, at least as expounded by Addison in 

number 411 of J'11e Spectat.2.£.: 

By the Pleasures; of the Imagination or Fancy 0 • • I. 
here mean such as arise from visible Objects, either when we 
have them actually in our View, or when we call up their 
Ideas into our Minds by Paintings, Statues, Descriptions, 
or any like Occasione We cannot indeed have a single 
Image in the Fancy that did not make its first Entrance 
through the ·Sight 0 6 

Fielding certainly thought that we can imagine other things 

besides ideas arising from sight. He often asks us to 

imagine the emotions of others. Yet he too seems to have 

of the imagination in terms of vision. 

The second common feature of these two passages 

is that they both use metaphors drawn from the art of 

painting to express the idea of imagining somethlng. In 

the one Tom tells Nightingale to !tpaint to your imagination 

the circumstances of her fond despairing parent". In the 
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other Tom's good heart nraised the pity of Jones by painting 

poor Molly in all the circumstances of wretchedness!!, and 

"represented the girl in all the amiable colours of youth, 

health, and beautylle Such painting metaphors for the imagina

tion are not uncommon in the novels. Here are two random 

--------------,----------------~-------------------------------

6 
Joseph Addis;n, The Spectator, No. 411 (June 21,1712). 

Kenneth MacLean has observe~ this passage: 
"In his papers on the 'Pleasures of tne Imagination' . 
gives the true Lockian emphasis to sensation by making 
imagination the reception of ideas through sight.n See 
John Locke ~d Engl:Lsh Literature of ~ Eighteen'Ul..Q.er.:!:.ur~, 
p .. 55. 



examples: from ~e ... ;o1) Andrews: [Lady Booby'~ lTfaney 

painted her a more delicious scene~ but to delude, not 

delight her: for before she could reach the promised 
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happiness, it vanished, and left her to curse, not bless, 

the vision" (IV, i, 237); and from Tom Jones: "In the 

imagination of the half-drunk clovm, as he staggers through 

the churchyard, or rather charnelyardJ .~~ his home, fear 

paints the bloody hobgoblin" (X, ii, 45). The metaphorical 

association of the imagination with the art of painting 

was a traditional one, deri vtVl .. , in the opinion of M. He 

Abrams from Plato and Horace, 7 and was one '\I/hich Fielding 

often~xploitedQ From this we may conclude that Fielding 

associated the imagination with the art of painting---

a fairly minor, but important point; for it will help 

later on to identify Sophia, \"ho is compared with many 
:._", •• ..0:,, __ .... ,~,,,'~-'-.,,-'" ~,,,,_,,,.,,~.-:,,_,,,,' •• ·r.'-~.-c;::-·,·,,;·~, .' 

beautiful ~~~J'l~~nes JlV, jj,., .12"6.~;i2·7')·., .. §l$ ,.~Il .. Cl,J:1(3gs>rical 
. ~., .. -... -

fIgure of .th~~mg,gination •. 
,"'.-'0' .-' •. -' 

Returning to. "the i two paspages that have been 
Awe.- ~t1c>~{ol t.o{e- {{'lcJ-- . 

compared above; the thlrd common feature belonglng to 

--- ~----. --------------------.--._-------------------------------
7 

M. H .. Abrams, The Mirror and the LamE (New York: 
Oxford University Pres,s, I953l, p. 33. 



them both is that in both the imagina~~_?n serves to paint 
." .. -,.~-,.-, . "~. '.,. '~'-'-"".' .. ,--->=-.----- '.'-'-" '-~~.-.. -. 

a scene which has not yet occur~~d~ Thus the imagination, 
,-' -.- -,", ... '- . ,,~,-.'. 

creating pictures of the future, is useful for that fore-

sight or prudentia, which, according to Professor Battestin, 

is one of the most important themes of Tom Jones. 9 This 

tob is a minor point, but one which will become significant 

later. 

As we have seen, Fielding regarded the imagination 

as that power or entity in the human mind 1I1hich makes 

sympathy'possible.. He often calls upon the reader's imagina-
I 

--'£3,"on'· t·o'·· exerc:Ls'e' its power and make sympathy possible for 

his characters: "If the reader's imagination doth not 

assist met I shall never be able to describe the situation 

of, these tvlO persons when Western came into the room. 

Sophia tottered into her chair, where she sat disordered, 

pale, breathless, bursting "'lith indignation at Lord Fellamar, 

affrighted, and yet more rejoiced at the arrival of her 

father lT (XV, v, 338) .. In order to exercise the power of 

the sympathetic 'imagination-, 10 to which Fielding has 

appealed in the foregoi~quotation---in order to imagine 

the emotion that another human being is feeling~~ ... one must 

, have experienced that feeling before oneself .11 !fFor 

9 
ItFielding t s Definition of Wisdom!!, ppe 189-204c 

10 
I am indebted to Morris Golden for the phrase 

Itsympathetic imagination lt • See Fieldingf s r-Coral ..E..sych.ology, 
p. 3. 

11 
- Golden, pp. 44-1+5, 74 .. 



friendship makes; us warmly espouse the interest of others; 

but it is' very cold to the gratification of their passionss 

Indeed, to feel the happiness v{hich may result from this, 

it is necessary we should possess the passion ourselves" 

(V,' iii, 193). ~et some people, either through inexperience 
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or through incapacity, haye never felt some emotions, so that 

they are incapable of imagining what these emotions are 

like, or of sympathizing with those who suffer themo In 

the inexperienced class we may include the many prudes 

and old maids in the novels. who have never experienced love~ 

and in the incapacitated class, we may include the vicious

ly ill-natured, who are as incapable of experiencing it 

as Mr. Lockets blind man: 

It would be wiser to persue your business, or your pleesures 
(such as they are), than to thrmv av,ray any more of your 
time in reading what you can neither taste nor comprehend. 
To treat of the effects of love to you must be as absurd 
as to discourse on colours to a man born blind; since 
possibly your idea of love may be as absurd as that we 
are told a blind man once entertained of the colour scarlet; 
that colour seemed to him to be very much like the sound 
of a trumpet: and love probably may, in your opinion, 
very greatly ressemble a dish of soup, or a sirloin of 
roast beef. (VI, i l 248) 

Fielding, as this quotation would indicate, had a goo~ 

Lockean empiricist T'S view of the sympathetic imagination. 
r 

The imagination cannot create simple ideas that are not 

brought into the mind from outside; it cannot invent new 

emotions, nor conceive of those which it has not already 



experienced tb.rough the stimulus o:f the £,i ve senses., 

Some people.~ howevert' never get the ideas in.to their 

imag;i:nationa,t ei mer througlJl inexperience, like the prudes~ 

or through incapacity like -the ill-natured~ sa that they 

never can imagine what. another person is feeling and never 

ean sJ!llTPathlze wi.th him.. The imagililation is as· dependent 
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<!In empirical data as any other capaci-~y o:f the mind .. 

Sometimestl' incTeedfi the author des'pairs of making even his 

good-natured read'ers experience any emotion. which is a li~tle 

bit unCOmL'l]on: UTe see a' woman you love in distress; to' 

he unable to relieve herland at the same time to' ref'lect 

that yon have brought. her into this' s1 tuation~ is perhaps 

a curse of" which. no imagination can represent the horrors 

to those who' have not f"elt it It' (VIlIi" xi~ 436) .. 

Frow the passages we have examined s.o far in this 

chall';ter~ we' may conclu{ie that the imag,ination~, although. not 

a ereatl ve powert- was nev.ertheless a very, important psycho

logical anti ty :for Fielding,.., Iii was. that faculty off the 

mind which allowed a human being to :feel sympathy for another .. 

\Vi thourt. it sympathy wotilLd be iimposs1lJ:lLe, and without: sympathy?, 

charity and :forgiveness worud be impossible" Yet whil.e the 

imagination was the ,fonn:dation O'f ali these Chris:tian . .'Virmest

it-was' restricted to recreating only those emotional. states 

which had been experienced before.. To magine whait another 

person was feeling, 



one had to have experienced his emotion onese1fo To sym-

pathize with a lover, one had to have been in love, and 

to sympathize with a thief one had-=-not to have stolen 

something---but at least to have been tempted. Since 
/,/".-

( Allworthy has never felt temptation in any .... -vay, he cannot 

;
1 imagine its nature, cannot sympathize, cannot forgive, 

{II'

! and cannot really be a good Christian; but since Tom has 
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t often felt temptation and indeed succumbed to it, 

I 
! he can easily imagine what it is to be tempted. By the 

l·,---errd-of the novel he is the perfect forgiving Christian. 

I !shall return to this point later. 

Having examined the po""ers and a bili ties of the 

imagination, I want .. to r:eturn to the subject of' its 'disabili ties 

in order that we may understand ho".] it may fail in some 

circumstances to exercise these powers and abilitieso 

As 1 /ri!tiJ€ -remarked, some people are incapable of imagining 

another's emotional and psychological state because 

they have never experienced it themselves. A perfect 

specimen is Aunt Western, who, like her brother, has 

never experienced compassionate lover and therefore can

not sympathize with Sophia's experience of it: 

She was moreover excellently well skilled in the doctrine 
of amour, and kne ...... " better than any body who and who V.Jere 
together; a knowledge which she the more easily attained, 
as her pursuit of it was never diverted by any affairs 
of her own; for either she had no inclinaticns, or they 
had never been solicited; which last is indeed very pro
bable; for her masculine person, which was near six feet 



hig~added to her manner and learning, possibly prevented 
the other sex from regarding her, notwithstanding her 
petticoats, in the light of a woman. However, as she had 
considered the matter sCientifically, she perfectly well 
knew, though she had never practiced them, all the arts 
which fine ladies use vrhen they desire to give encourage
ment, or to conceal liking, with all the long appendage 
of smiles, ogles, glances, & Co as they are at present 
practiced in the beau monde" To sum the whole, no species 
of disguise or affectation had escaped her notice; but 
as to the plain simple workings of honest nature, as she 
had-never seen any such, she could know but little of them~ 
(VI, ii, 249-250) 

Mrs. Western, never having experienced love, studies its 

external expressions like a scientist examining the habits \ 

of a strange animal, but since she cannot imagine anything 

of its internal nature, she can neV8r sympathize "lith it. 

___ Some of' the other characters in the novels are 
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disqualified from sympathy not because they are inexperienc

ed like Mrs. Western, but because some passion is so pre

dominant in their minds that it excludes every other feel-
. 1Z l.ng. - Lust is so predominant in Lady Booby's mind that 

it excludes its object, Joseph, from sympathy {IV, i). 

Fear so dominates Partridge's mind that it fills his 

imagination with ghosts and hobgoblins. He responds with 

full sympathy to a great imaginative work of literature 

like Hamlet only insofar as it tickles his predominant 

pass-ion~ 

12 
Golden, p" 39" 



When the scene i.vas over Jones said, tlWhy, Partridge you 
exceed my expectations. You enjoy the play more than I 
conceived possibleo" T~ay, sir, answered Partridge, "if 
you are not afraid of the devil, I can'.t help it; but 
to be sure, i~ is natural to be surprized at such things, 
though I know there is nothing in them; not that it vras 
the ghost that surprized me, neither; for I should have 
kl)own that to have been only a man in a strange dress; 
but. when ~ __ ~~w_'> . .!h~.,l:~.!tle man so fmghtened himself, it 
vras that wl1ich took hold"'of"m'Er;"' (XVI V 402) " -

<. ________ ,,", .••• ".,., ___ ."".' 0-- .... 00 • • __ 0 " 

Because Garrick's portrayal of fear strikes a sympathetic 

chord of passion in Partridgefs being; he feels total: 

~ empathy with him; but on other occasions. when 

such a sympathetic chord is not vibrating, he is much less 

likely to be compassionate. The following quotatiOn 

i~lustrates the difficulty that Tom and Partridge have in 

sharing their imaginative perceptions. As they wander 

at the foot of Mazard Hill, Tom says to Partridge: 

ttl wish I was at the top of' this hill; it must certainly 
afford a most charming prospect, especially by this light; 
for the solemn gloom which the moon casts on all. objects 
is beyond expression beautiful, especially to an imagination 
which is desirous of cultivating melancholy ideas"--- IlVery 
probably answered Partridge; but if the top of the hill is 
properest to produce melancholy thoughts, I suppose the 
bottom is likeliest to produce merry ones, and these I 
take to be much the bett.er of the two" (VIII, x, 422) 

If the imagination is that faculty which allows 

us to sYmpathize with others by creating a picture of 

their feelings, then ~maginative literature must be the 

art which encourages universal sympathy by painting pictures 

in the imagination. The literary artist must be, above 

all things, a s~npathetic man. Fielding invoked the aid 

of hUtllanity in the introductory chapter of Book XIII of 

Tom Jones: 
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And thou, almost the constant attendant of true genius, 
humanity, bring all thy tender sensations. If thou hast 
already disposed of them all between thy Allen and thy 
Lyttleton, steal them a little while from their bosoms. 
Not without these the tender scene is painted. From these 
alone proceed the noble disinterested ~riertdshiplthe melting 
love, the generous sentiment, the ardent gratitude, the 
soft compassion, the candid opinion; and all those strong 
energies of a good mind which fill the moistened eye with 
tears, the glowing cheeks with blood, and swell the heart 
with tides of grief, joy, and benevolence. (XIII, i, 219) 
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, This, th'en~ may have'been Fielding's view of the ideal 

function of literature: that it should make us feel for the 

sufferings of men~ Yet oftentimes it fails to fulfill 

this ideal function, and far from inspiring the auditor 

with compassion, actually stands between him and universal 

sy~pathy for his fellow creatures. In Joseph Andrews 

Fielding has juxtaposed two scenes (Book III, Chapters 

10 and 11) which illustrate this point. In the first of 

these scenes a poet and a player discuss literature 

and quote beautiful love lyrics to one another, but 

they are so puffed up with the pride, vanity, and envy of 

their respective callings that they forget that they 

have just delivered Fanny Gbodwill into the hands of 

the lecherous roasting squire: 

"Very well, n says the player t "and pray ,."ha t do you think 
of such fellows as Quin and velane, or that face-making 
puppy young Cibber, that ill-looking dog Macklin, or that 
saucy slut Mrs. Clive? What work would they make with 
your Shakespears, Otways, and Lees? How wbuld those 
harmonious lines of the last come from their tongues7 



---No more; for I disdain 
All pomp when thou art by---far be the noise 
Of kings and crowns from us, whose gentle souls 
Our kinder fates have steerfd another way_ 
Free as the forest birds we'll pair together' 
vJithout remembtring who our fathers '\tolere: 
Fly to the arbors, grots and flowtry meads, 
There in soft mUTIfiUrS interchange our souls, 
Together drink the crystal of the stream, 
Or taste the yellov.f fruit vlhich autumn yields 0 

'And \lI]'hen the golden evening calls us home, 
Wing to our drowsy nests, and sleep till morn. 

• • 0 Hold l Hold % Hold I ' said the poet: 
tender speech in the third act of my play 
such a figure in.IT==-llr would willini?ly,1t 
Itbut r have forgot it." (III, x, 222) 

"Do repeat that 
which you made 
said the player, 

The poet and the player are able to compose and recite 
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verses~ which, like all literature, should serve to refine the 

imaginations of men and to teach them to feel for one 

another; but theyhave so given over their literary imag

inations to their passions of pride and vanity that they 

have lost the im[~ginative po1t.Jer of sympathy and have quite 

cheerfully delivered Fanny to her fate. l ) 

The scene between the poet and player is juxtaposed 

wi th a scene between Parson Adams and Joseph, in \"'hich 

a similar' feilure of the sympathetic. imagination oc curs. 

Adams lectures Joseph, who is mourning for Fanny, on the 

vanity of immoderate grief, but his sermon is without 

any sympathy or compassion for Joseph's anguish. He 

has clogged his imagination with the rational prose of the 

eighteenth-century sermon, which he parrots to Joseph, 

and cannot see beyond his rationality of discourse to 

1'< -'-" Maurj.ce Johnson, tfThe Poet and the 
his' Fielding t s_~ of Fictio_12 (Philadelnhia: 
Philadelphia Press, 1969), p. 670 

Player", in 
University of 



the human misery that is before him. Joseph tries to 

explain why he must grieve by appealing to a w~:r4( ,_ of 

imaginative literature: 

At length Joseph burst into the following soliloquy: 

Yes, I will be'ar my sorrows like a man, 
But I must also feel them as a man. 
I cannot but remember such things were, 
And were most dear to meo---

Adams asked him what stuff that was he repeated?~-
To which he answered, they were some lines he had gotten 
by heart out of a plaYe---"Ay, there is nothing but heathen
ism to be learnt from plays," replied he---tlI never heard 
of any plays fit for a Christian to read, but Cato and 
the Conscious Lovers; and I must own, in the latter there 
are some things almost solemn enough for a sermono lt (III, 
xi, 226) 

By failing to cultivate his literary imagination, 

Adams has divided his nature into two irreconcilable halves. 

The rational half of his nature is at war with the emotional 

half, so that while he professBs total rationality, 

he' gives' way: to' his' ~m~tio:bs '-:;' \,{henever he is directly 

confronted with human suffering. If he cultivated his 

imagination by studying the full range of literature, 
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he might unite his divided psyche, but he does not appreciate 

imaginative literature except for some writings of a 

rather elevated) 5e(·iou.s1ctJ,1d- tragic kind.. Aeschylus and 

Seneca are his favourites. While the works of these 

poets are certainly "solemn enough for a sennon," they 
. 

do not present the range of experience that is appropriate 

for a character in a comic novel to study. Thus Adams' 

imagination can only respond to certain chords of emotion 



and is deaf to others. The impression of him that we 

carry away from the novel is one of schizophrenia. Head 

and heart, mind and body are hopelessly divided. 

In summary of the conclusions of this chapter, one 

~hould remember the following points. The imagination 

is a po\'rer of the mind which can create an entirely new 

image only by the improper combination of simple ideas, 

as in the case of Locke T'S centaur. Hence, if it 

creates something new, it is likely to be a useless 

m~nster, the production of a distempered brain. However, 
i 

it can recreate pictures of what it has already experienc

~d; it can recreate the emotions we have experienced in 

the past and apply the picture it paints of them to the 

emotional and psychological states of others. Thus the 

imagination is the essential link of sympathy between 

human beings, and imaginative literature is the art 

which cultivates that link. This eighteenth-century 

definition of "imagination tl is the one which I think 

is most relevant to the discussion in the chapters that 

follow. 
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IV 

ALLWORTI:J:Y AND Ta~1:: REASON AND Jil..1:0TION 

In ~h Andrev~ as VIe have~ seans> Fielding, 

diagnosed the symptoms oJ? disu.n.].t;y. in Parson AdaDJ!' S 

·mind. and :E'bU1'ld that he was: su:ff'ering from a split 

persona1.ity.. HS' is ridiculous becaus'a he canno·1t. c;oIDtne,c·lt 

reaBon~ entation., :im.ag:tnatiolil~ and instinct, within a-. 

single unified eONscious1'lessco' In TOIDl Jo~~ the dis~ 

as'sociatfon of' ·ti;he mind's elements is more severe. 

Reason, imaginatioI]i' emot:tontJ and instinct, are no, JLolnlg:-

ar even part of" one disunited mind;; rather they have 

be,come dist.inct personifications independent of an¥ 

controlling consciousness except. the author's.., Allworthyt' 

Sophia~ Tom,. and \~es;tern are sa, divided from each other 

that they fall'. asunder and must, pursue each ot.her across 

England in an alle.gorical.. quest for psychic uni tyg 

Squire JU1.wortb,y~ as was m'en1iioned in the intro

du~tion,is an allegorical figure of reason. He seldom 

appears in the novel in a s,itueI·tion which does not. re

quire h~~ to exhibi~ his reasolxEng powers. Usual1y~ 

as' b-:e:fi ts' his- posi "tion as, jm.stice of' the pea;ce ft he~ com. .... 

ducts a1 real or mock tria~ o:f! one o,f the: other characters. 

The scene at, the begUming c,f the novel. where A,llw:orthy 

finds the ini'ant Tom in his bed is one such mock trialtJ 

with Mrs. 
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Wilkins in the role of prosecutor: 

There were some strokes in this [Mrs Wilkins rJ speech 
which perhaps Vlould have offendea Mr~ Allworthy, had he 
strictly attended to it; but he had now got one of his 
fingers into the infant's hands, which, by its gentle 
pressure, seeming to implore his assistance, had certainly 
outpleaded the eloquence of Mrse Deborah, had it been 

ten. times greater than it was." (I, iii, 11) 

F].'his scene, . +he first of many in it/hieh Tom inspires 

Allworthy to temper justice with mercy, is a little allegory 

on the right ordering of emotion and reason' in the hwnan 

mIi1d':"""'"~j~-;ti'~~·-Ai-i~~;~'h; mu~<t render judg;ement on the C2<se 

before him, and the sympa~eticimagination comes to the aid 

bt his reason e He .is neager,in_.cohtemplating the beauty 

of innocence, appearing in those lively colours with which 

infancy and sleep always display it" (I, iii, 9)8 With 

the p~rase ':J-.-ive-:Ly--cQ;:Lours ll
. Fielding has begun to develop 

"-- ,/ ---.. j-

the metaphors drawn from the art of painting vvi th which 

he has associated the imagination throughout Tom Jonese 

The imagination, as has been demonstrated, is a faculty 

by means of which we can "paint" the moral and emotional 

states of others. If we do not employ it sympathetically, 

we may, like Mrs. Wilkins, turn it into a reflector of 

our own vanity. When Allworthy calls her to attend to 

the newly discovered infant, the narrator tells us that: 
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nOut of respect to him, and regard to decency, she had 

spent many minutes in adjusting her hair at the looking

glass, notl'vi thstanding all the hurry in vlhich she had 

been summoned by the servant, and though her master, for 

ought she knei."l, lay expiring in an apoplexy or in some 

other fit~ (I, iii, 9). Mrso Wilkins has so distorted 

her imagination by her (apparently sexual) fantasizing 

about Mr" Allworthy that she holds the r:1irror of the 

imagination not up to nature, but to her own egotistical 

vanity. 

Allworthy, as justice and judge, is associated 

with ,judgement and reason. As Ao Eo Dyson has observed, 

his speeches move with the "rhythms of thought,1f while 

l'om vs move with the tfrhythms of feelinge" 1 He is the 

great advocate and exemplar of the rational virtue of 

prudence,2 the character 1"ho tells 'l'om that: !tIam con

vinced, my child, that you have much goodness, generosity, 

and honour in your' temper: if you will add prudence and 

religion to these, you must be happy; for the three former 

qualities, I admit, make you worthy of happiness, but 

they are the latter only which can put you in possession 

of it n (V, vii, 217)g 'Martin Battestin, in his consideration 

1 
A" Eo Dyson, "Satire and Comic Irony in Tom Jones", 

in Henry FieldiDK: Tom tJones: A Cas~b<?.ok ed. Neil 
Compton (London: Macmillan, 1970), p. 1900 

2 
Golden, p" 61 .. 



of the allegorical aspects of Tom Jones, has discussed this 

virtue of prudence at length: 

Prudentia in the Christian hwnanist tradition is practical 
v!isdoni'=--the chief of the four cardinal virtues: prudence, 
justice, temperance, and fortitude. According to Cicero, 
wh~ was principally responsible for its meaning during 
the period in question, prudence is essentially the ability 
to distinguish between good and evil. It is a rational 
fhculty, therefore, which depends on the proper functioning 
of memory, intelligence, and foresight: memory enabling 
us to recall what has happened, so that we may learn from 
experience; intelligence enabling us to discern the truth 
of circumstances as they really are; and foresight enabling 
us, on the basis of past knowledge and with the aid of 
penetrating judgement, to estimate the future consequences 
of present actions and events. Prudence is, in other 
"lOrds 1 the perspicacity of moral,' .'!:,l13...ion v~hlch alOYlB 'permits 
us to perceive the truth behind appearances and to proceed 
from the knovm to the obscure; it implies, furthermore, the 
paiver to choose bet'l;'I[een good and evil and to determine 
the proper and effective means of achieving one and avoiding 
the other" 3 

Allworthy, in his conduct of the trial of Jenny 

Jones, provides the reader with a textbook example of this 

complex virtue at work~ He uses his "perspicacity of 

moral vision" to discoverlTthe truth behind the appearancesT! 

of Jenny's actions: 

For as no orivate resentment should ever influence a magis
trate, I will be so far from considering your having 
deposited the infant in my house as an Dggravation of 
your offence, that I will suppose, in your favour, this 
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to have proceeded from a natural affection to your child; since 
you might have some hopes to see it thus better provided for, 
than was in the power of yourself or its wicked father, to 
provide for it. I should indeed have been highly offended 
with you, had you exposed the little wretch in the manner 
of some inhwnan mothers, who seem no less to have abandoned 
their humanity~ than to have parted with their chastity. 
(I, vii, 20-21) 

J'. 
Battestin, "Fieldingfs Definition of Wisdom ll , p. 191. 



'rhus Allworthy, his "intelligence enabling him to discern 

the truth of circu,'1lstances as they really are tt , distinguishes 

between the apparent immorality of abandoning the baby and 

the,real humanity that led Jenny to place it in his bed. 

He goes on to consider the probable consequences of , her 

actions, his I?foresight enabling him, on the basis of 

past knowledge and with the aid of penetrating judgemeht, 

to estimate the consequences of present actions and events": 

"For by it you are rendered infamous, and driven, 
like lepers of old, out of society; at least from the 
society of all but wicked and reprobate persons; for 
no others will associate with you. 
f.,' "If you have fortunes, you are hereby rendered 

incapable of enjoying them; if you have none, you are 
disabled from acquiring any, nay almost of procuring 
your sustenance; for no persons of character will receive 
you into their houses. Thus you are often driven by neces
sity itself into a state of shame and misery, which un
avoidably ends in the destruction of both body and soul. 
(I, vi i, 21) , 

The only two ':pronounced f"eatures of Allworthy' s 

character, then, are justice and prudence, and he seldom 

exemplifies any other q~ality but these two virtueso He 

i$, of course, also a good and benevolent man, but these 

elements in his chara cter:' do not detract from his 

two other essential qualities. Fielding has restricted 

and limited his character in the manner of allegory 

until he has become a symbol for an abstraction---until 

he has become what Sheldon Sacks calls a tlwalking concepti'. 1.,. 

------_.---------------------------------------,------
4· 
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Thusl in this respect he is both more and less than the 

fully developed character usually found in low mimetic 

fiction~ He is less than such a fully developed character 

in that he almost never appears before our eyes in any 

other capacity than as an exemplar of justice and prudence9 
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He is never passionate, never eccentric, and never despairingc 

Yet he is more than such ~ fully developed character in 

that he represents more. Lacking human peculiarities, 

he is a symhol of an abstraction that is universal rather 

than particular~ His outstanding qualit~ both as magistrate 

and as prudent man, may be sununed up by the single v.J'Ord 

ttjudgementQ fT As Robert Alter has observed, "Fielding 

is generally concerned with judgement, a fact attested 

to by the recurrent allusions and structural analogies 

in his two comic novels to actual trial procedure. n5 

Critics have often objected to Allworthy, calling 

him a lifeless paragon. Perhaps they have sensed that 

Fielding has severely delimited his character and allowed 

him to represent no more than one or two abstract ideas. 

Thus the critic may feel that Allv.J'Orthy does not present 

life in the round. He is flat and lifeless because he 

does not exhibit the range of expression that the critic 

5 
Alter, p. 64. 



has learned to expect from a character in a novel. However, 

if a critic argues this, he merely displays his prejudices; 

for he must decide not whether Allworthy is like the 

characters in other novels, but whether he successfulJy 

perfo~ls the task that Fielding has assigned to him. 

Allworthy t s task in the novel is to be the butt of a 

satire against reason. If he were not an allegorical 

figure of, reason, he would not present a precise enough 

target for this satire. The reader might feel that the 

satire was directed not against the target of his rational

i tly, but against the whole personality of the man. He 

might-'feel that the author aimed to attack not just the 

abuses of reason, but goodness in general. Hence the 

allegory prevents the satire from becoming indiscriminately 

abusivee Since each character is an allegorical representa~ 

tion of one quality, ,the satire can only be directed against 

that particular quality. One must be simultaneously 

aware of both the allegory and the satire to understand 

the novel .. 

While Allworthy represents the admirable qualities 

of justice and prudence, he seems singularly incapable 

of applying these virtues in his judicial proceedings. 

Robert Alter has pointed out in Fielding and the Nature 

of' the Novel that Allworthy is often quite incompetent 
;061'1 \:..1' rcJ 

as a magistrate: "One of the squire's~responsibilities, 

after all, and one of the main causal elements in the 
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plot, is the role he plays as justice of the peace, but 

twice we are explicitly informed that he has been acting 

in contradiction of the law, in excess of his authority o n 6 

Allworthy condemns Partridge on the evidence of his wife, 

contrary to the common lal'l, and commits Molly to Bridewell 

without having a proper charge against here 7 He represents 

justice, but in such excess that his justice becomes a 

dangerous passion instead of a rational virtue: 

1}'et vTaS this affection of Mrs & Bliful to Tom, 
and the preference which she too visibly gave him to 
her own son, of the utmost disadvantage to that youth. 

. For such was the compassion that inhabited Mr. 
Allworthy's mind, that nothing but the steel of justice 
could ever subdue ito To be unfortunate in any respect 
was sufficient, if there was no demerit to counterpoise 
it, to turn the scale of the good man's pity, and to engage 
his friendship, and his benefaction. 

When therefore he plainly saw I,:aster Bliful VJaS 

absolutely ·tfetested (for that he was) by his own mother, 
he began, on that account only, to look with an eye of 
compassion upon him; and what the effects of compassion 
are, in good and benevolent minds, 1 need not explain to 
most of my readers. ·(111, vii, 109-110) 
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In this ironic passage we have the first of many indications 

that Allworthy puts unreasonable practical limits on 

compassion. 8 His compassion is so conditional, so sub

ordinate to lithe steel of justice", that it only operates 

6 
Alter, p. 850 

7 

8 
Alter, p. 86. 

Dyson, p. 189. 



Itif there 't'laS no demerit to counterpoise it It. Allworthy, 

as we shall see, refuses to forgive demerits---refuses 

to practice the ultimate Christian virtue of forgivenesso 

Allworthy's reason is certainly to some degree 

defective, but it is not clear to what cause we may attrib

ute the flaw. Perhaps Robert Alter has provided us with 

a clue when he observes: "It is a revealing fact that 

Allworthyfs mistaken judgements are connected with sexual 

acti vi t,ies deemed criminal, for there is nothing in the 

world of Tom Jones that he is more cruCially out of touch 

with than its abundant and exuberant sexualitYo,,9 Allworthy 

apparently has no idea of what constitutes human passion. 

He reads Jenny Jones a lecture on the subject of love 

v,rhich clearly shows how ignorant he is on this matter: 

"How base and mean must that woman be, how void of that 
dignity of mind, and decent pride, without which. we are 
not worthy of the name of human creatures, who can bear 
to level herself with the lowest animal, and to sacrifice 
all that is great and noble in her, all her heavenly 
part, to an appetite which she hath in common with the 
vilest branch of creation I For no woman, sure, will plead 
the passion of love for ,an excuse. This would be to own 
herself the mere tool and bubble of the man D Love, however 
barbarously we may corrupt and pervert its meaning, as 
it is a laudable, is a rational passion.1!(I vii, 22) 

A brief comp~rison of this passage with-the famous chapter 

"Of Love" (VI, i) will show how wrong-headed Allworthy's 

preaching is. There the narrator tells us "that this 

---------------------------------------------------------------
9 
Alter, p. 86& 



-~-

love for which I am an advocate, though it satisfies it

self in a much more delicate manner, doth nevertheless 

seek its o~~ satisfaction as much as the grossest of all 

our appetites f! (VI, i, 246)" Thus the author defines love 

as .an appetite, rather than as a rational desire, and 

connects it more closely with the instincts, ttthe grossest 

of all our appetites", rather than with reason. HO"Vlever 

laudable love may be, one does not feel that the author 

defined it with Allworthy as a ltrational passion .. " All~ 
. ~ ,- ~ .. ,....,-""",.".,,~.,,-~,,~-~ ~ 

~.orthy had misdefined love. Perhaps we may discover the 

root cause of his misdefinition in the Lockean psychology 

which-; Morris Golden has shovvn in Fielding's Moral PSLch~ 

ology, Fielding employed throughout his novels. In LockeTs 

vim."l all ideas wi thin the mind come ultimately from ex

perience. Since AlhlOrthy has never, even apparently 

in his marriage, been passionate without being reason

able, he has no idea of what such an irrational state is 

like, cannot imagine it, and cannot sympathize with it. 

When Allworthy, for example, condemns 'rom for his affair 

with Molly, the narrator tells us that: "Allworthy was 

sufficiently offended by this transgression of Jones; 

for notwithstanding the assertion of Mr. vJestern, it 

is certain this worthy man never indulged himself in any 
~.------' 

loose pleasures with women, and greatly condemned the 
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vice of incontinence in others" (IV, xi, 164)0 Allworthy's 

lack of:experi~nce is syntactically prior to his unforgiving 

temper in this sentence, a fact which may suggest to the 

reader that experience is prior to sympathy and forgiveness 

in the human mind •. 

Allworthy may be compared to that noble but un

fallen Houyhnhnm who finds it difficult to understand 

what Gulliver may mean by the "lOrd tTlyinge 11 He event

ually obtains an intellectual understanding of it and 

defines it as Itsaying the Thing which was not u lO but I' , I l 
m"l('uJh~tn ve 

Gulliverts4~ understanding unfortunately he never achieves 

of thEl- word... The Houyhnhnm can only infer ""hat it means; 

Gulliver can conceive of its meaning in his imagination. 

Similarly, AllvlOrthy can only define love as what it has 

been in his own experience, a rational pa~~ion, but cannot 

imagine it or sympathize with it from TQmt~s irrational 

point of view6Robert Alter has written of Allworthy:. 

When Allworthy dismisses the act of love as f1a short, 
trivial, contemptible pleasure,!! Fielding would obviously 
subscribe to the first and probably even the second epithet, 
at least in an attempt to place sex in perspective within 
his large system of values, but the author of Tom Jones, 
however Christian we may make him, would surely not assent 
very readily to the contemptibility of a pleasure in 
which he could imagine such shared delight, such healthy 

10 
Gulliver's Trayels, pe 230 
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naturalness, even when taken promiscuously. Or to put 
it anot"'ler t,'my, though Fielding might actually ~gree that 
a true Christian, thinking of the spiritual pleasures 
which are his greatest fulfullment, would hold the merely 
carnal ones in contempt, the moralizing attitude of "con
temptibl~f in context, the deficiency of the sympathetic 
imagination reflected in Allworthy's use of the'word ' 
are the stale distillations of preacher's ink devoid 
of ,the juices of human experience. 11 ' 

Perhaps, generally speaking, it is because of 

this "deficiency of the sympathetic imagination" that 

Alh'lorthy is somewhat blind to the vices of Square fS virtue 

and Thwackum's religion$ Since his imagination is not 

stocked with the j.deas that would make his reason really 

effective, he cannot imagine the ultimate consequences 

that would follm'l if these men v.Tere allowed to apply their 

systems to the worlde As Ae E. Dyson has remarked, Mr. 

All"1tlOrthy "has all the warmth ali.d benevolence Vfe could de

sire,- but he is still very much on their [Thwackumfs and 

Square'sJ side. ,,12 Reason, unaided by imagination, runs 

out of control and inevitably adopts such mutually con

tradIctory positions as Allworthy supports by his pat~ 

~ronage of the philosopher and the Calvinist. Reaso~, 

the allegory of Tom Jones seems to suggest, is impotent 

11 
Alter, p .. 87& 

12 
Dyson, po 187 .. 
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without imagination. 13 

Mr. A IlvlOrthy , then, is the rational element in 

the divided psyche of the eighteenth-century mind. Tom 

is the corresponding emotional element. He represents 

all those spontaneously good, but irrational passions 

which for Fielding constituted human nature. His bravery, 

his generosity, and his love are not rational, for they 

all leap forth into the battle of his life without a 

moment's thought on his mind's part for the consequences. 

"T'om's 'mind ftt , Dorothy Van Ghent has remarked, "indeed, 

does not seem to operate very frequently at all.,,14 While 

13 
'rhe conclusion of Dyson f s argument is similar 

to mine: If Mr. AlhiOrthy t s failure of judgement is clearly 
one of the main strands in the moral texture of the whole, 
and what it indicates is Fielding's profound mistrust of 
Reason in ethics lf (p. 188). I cannot agree with him, 
however, that Fielding wanted us, like Do H. Lawrence, 
to abandon reason in favour of intuition: flWhat he does 
suggest, and the whole comic purpose reinforces this, is 
that true virtue can never be discovered by rule of thumb. 
To discern it we need a certain added sense, an intuition 
almost, of the kind which Do H. Lawrence no doubt had in 
mind when he said he could 'smell people's souls'!! (p. 186) 

14 
Dorothy Van Ghent, nOn Tom Jones tt , in Henry 

Fielding: Tom Jones: A Ca,sebook, p. 75. 
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Tom has a rational element in his make-up and very occasion-
... 

ally reasons about his obligations) his emotions so easily 

overpower his reason that it is lost in a sea of tender 

compulsions. For example, when Tom reasons about his 

obligations to Molly, the narrator tells us that "when 

the genius of poor Molly seemed triumphant, the love of 

Sophia tov.rards him, \'>1hich now appeared no longer dubious, 

rushed upon his mind, and bore away every obstacle before it" 

(V, v, 199)& Thus Tom's reasonings, far from detracting 

from his function as a symbol of emotion, by their very 

impotency contribute to the impression we have of him 

as a t.otally emotional, irrational creatureo The 

spontaneous readiness of his emotional responses is good 

since it inspires Tom to rush instantly to the rescue of 

damsels in distress, bu~_it is also bad because it can 

lead him as quickly into serious trouble. 

Allworthy needs Tom in order to release his 

rational nature through emotion, but Tom needs Allworthy 

in order to restra :l.n his emotional nature with reason e 

.-
There are a couple of little allegorical scenes in the 

first part of the novel which illustrate these points. 

Tbm takes Allworthy to see Black George's family in order 

; to sho"., him the consequences of a rational justice \:lhich 
\ 
\ 

i.s not tempered by emotional sympathy: 
\ 
\ 
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[Tom] slyly drew him GIr" Allwortb:i,] to the habita
tion of Black George; where 'tne family of the poor wretchf< 
namely his wife and chlldren,. were found in all the misery 
wi th which cold~ hunger,. and nakedness,.. can e:f"£'ect· human 
creatures; for as to the money they had received :f'J. ... orrn 
Jones~ former debts had consumed the whole eo 

, Such. a scene as' this coUild not f'ail of' ai'f'ecting 
the heart of Mr .. Allworthy.. He immediately gave the mother 
a couple of guineas~ with which- he bid her clothe her 
children " .. e . -

On their return home Tom made use of' all his 
eloquence to display the wretchedness of these people~ 
and the penitence of Black George himself; and in this 
he succeeded so well" that Mr .. Allworthy said" he thOUgl.lt. 
the man had Buffered' enough for what, was' past,; that he 
would forgive him,~ and think of' some means of' pro,v.:ii.ding 
for him and his faml1.y. (III ~ ix t< 116) 

It is important to notice. that this Bcene is an allegorys 

More precisely" it is a psychom.achy,. the form. of allegory

which presents private psychology as a public deb'ate 

betv{een personifications of the elements of' the min~o 

In though Mr <II AIlwortlny undergoes a' change. of' heart wi thin 

his own mind?' the Vioice of' cOl'lscience that he l.istens -1;0 

there i80 external---it is' Tom!s v.oicef}' The interacti.(\}]1 

between reason andemot.i'OI-l- is: ,a ma:fi:t::er.o,f' public. di"'ama 

ra:ther. !hart of' priva:ta psychology", 

We also Ie.arn that. if' Tom is naturally given. to 

eompas'8ion for the su:fii.'erings of oiiliers~ he does not extend 

his compassion 8-0 :fl'ar as otto :forgive his enemiese He teI1s 

AIIworthy that he intends to exact du.e: revenge on Thwackum 

for all. the beatings he has S1:lfiered at tJ;1e tutor's hands: 

. 1I.s 1'01" that tyrannical rascalf'. he. wouJld never 
make him. any other answer than wi th a' cudgel~. with. whi ch 
he hoped soon to oe able to pay him for all his barbarities e' 



Mr. Alh;orthy very severely reprimanded the lad 
for his indecent and disrespectful expressions concerning 
~ ,. '" . .' his master 1 but much more for his 
avowing an intention of revenge. He threatened him with 
an entire loss of his favour, if ever he heard such another 
word from his mouth; for he said he would never support or 

befriend a reprobate. By these and the like declarations, 
he extorted some compunction from Tom, in which that youth 
wa~ not over-sincere; for he really meditated some return 
for all the smarting favours he had received at the hands 
of the pedagogue. (III, vii, 112) 

This scene shows both Tbm and Allworthy in unfavourable 

lights.. Tom's emotional nature is not sufficiently Christian 

of itself to turn the other cheeko Allworthyfs rational 

nature cannot sympathize with any natural passion such 

as the desire for revenge which is inconsistent with 

its own high standards~ Thus Al1worthy's reason drives 

Tom's emotion into hypocrisy~-Dnce again the scene. 

depilcting th.e- prtva.te diai.ogue .ootween reason arid emot"ion 

asa public dehate~ is allegorical. The reader feels, 

throughout the first third of the novel, that Tom and All

worthy are divided against themselves. Allworthy does not 

arrive on the scene until T om has got. himself into some 

scrape, and even then he only appears to pronounce a 

heavy, rationalistic judgement. He is not a very good 

father to Tom) for he does not sympathize with him except 

when he behaves as he' himself would .. 

Since Tom is the lover in the novel, one should 

consider what effects being raised in an environment vlhere 

love is defined as a rational passion has had on his nature. 

The author has provided a standard by which we may judge 
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his actions in this area in the chapter entitled "Of 

Love" (VI, i). He qegins by remarking that Itwhat is commonly 

called love, namely, the desire of satisfying a voracious 

appetite with a certain quantity of delicate white human 

fle.sh, is by no means that passion for vlhich I here contend ff 

(VI, i, 246). He distinguishes this voracious apoetite 

from another, higher appetite, which "though it satisfies 

itself in a much more delicate manner, doth nevertheless 

seek its own satisfaction as much as the grossest of our 

appeti tes·" (VI, i, 2~.6) e This more delicate passion, 
I 

he tells us, is identical with benevolence: tlThere is 

in some (I believe in many) human breasts a kind of 

benevolent disposition, which is gratified by contributing 

to the happiness of others~ That in this gratification 

alone, as in friendship, in parental and in filial affection, 

as indeed in general philanthropy, there is great and 

exquisite delight" (VI, i, 247)0 Furthermore, this bene~ 

volent passion sometimes calls in the aid of the carnal 

appetite: "This lo.ve, when it operates tovlards one of 

a different sex, is very apt, towards its complete grati

fication, to call in the aid of that hunger v"hich I have 

mentioned above; and which it is so far from abating, 

that it heightens all its delights to a degree scarce 

imaginable by those who have never been susceptible of 



any other emotions than what have proceeded from appetite 

alone" (VI, i, 246). 

At first sight there would appear to be a con

tradiction in Fieldingts argument here. vlliile both the 

lower and the higher passions seek their own gratification, 

they may be distinguished as selfish and unselfish passions) 

for the first finds its gratification in the happiness of 

the self, "'rhile the second finds its gratification in the 

happiness of another e How, one may ask, can a selfish 

. passion heighten the delight of an unselfish passion, 

since in .logic it should, being contradictory, diminish 

it? Yet Fielding does not represent the heightening of 

delight merely as a matter of the addition of the two 

passions; rather the metaphor is one of multirlication 

in that the delight of the benevolent passion is heightened 

"to a degree' scarce imaginable by those who have never 

been susceptible of any other emotions than what have 

proceeded from appetite alone. n 'Fielding's argument 

only makes sense if we take it in this way: one cannot 

gratify the unselfish benevolent disposition by gratifying 

one's ov.rn selfish carnal appetite, but one can certainly 

gratify it by gratifying the carnal appetite in another 

human being. The lover feels happy because he knovls he 

has made the beloved happy by fulfilling the beloved's 

75 



sexual desireso Thus the delights of the benevolent dis

position are multiplied because the benevolent disposition has 

an opportunity of making another human being completely happy. 

Presumably this rule also applies to the beloved, who delights 

on her part in satisfying her lover's carnal desiresD Thus, 

by . being concBrned \I.J'i th the other, rather than vii th the self, 

both the lover and th~ beloved mutually multiply the happiness 

of love, carnally as vlell as spiritually, for each other e 

If this interpretation of the argument is right, 

and in ~ogic it seems to be the only sensible one, then Field

ing has presented in this chapter a view of love which de-

mands complete imaginative s~fipathy for the beloved on the 

part. of the lover. He must be totally sympathetic to all his 

beloved f S des:ires, including her carnal appetite, and must 

seek to gratify those desires. But it is precisely this 

kind of imaginative sympathy v/hich Tom lacks in the first 

third of the novel. Raised by a foster father Viho defines 

love in rationalistic terms, he cannot conceive that it 

might be something other than a rational passion for a i'lOman. 

Thus he idealizes Molly absurdly, but does not really 

sympathize with her~ 

In the conduct of this matter, I say, Molly so w'ell played 
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her part, that Jones ~ttributed the conquest entirely to himself, 
and considered the young woman as one who had yielded to the 
violent attacks of his passion. He likewise imputed her 
yielding to the ungovernable force of her love t01.1ards him; 
and this the reader will allow to have been a very natural 
and probable supposition, 2S we have more than once mentioned 
the uncommon comeliness of his person: and indeed he was 
one of the handsomest young fellows in the world~ (IV, vi, 145) 

Tom's' view of the situation is totally distorted. He 



ascribes all the love to Molly, and all the passion to 

himself. He thinks that she succumbed to him not out 

of sexual ardour, but out of altruistic love. Such 

idealization may seem harmless, but it is neither real 

sympathy nor real compassion} for it implies that any 

"'lOman \'.[ho does not measure up to its ridiculous standards 

is a prostitute. ~lhen Tom discovers that Molly is not 

what he thought her to be/he abandons her immediately: 

"And, Molly, do you be faithful to your new friend, and 
I will not only forgive your infidelity to me, but will 
do you all the service I can." So saying, he took a hasty 
leave, and slipping down the ladder, retired with 
much expedition$ (V, v, 206) 

This speech contains some very fine sentiments, but it 

strikes the re~der as a little Pecksniffian, considering 

the speed with "'Thich Jones changes his attitude tovmrds 

Molly and the speed with which he makes his escape. 

Idealization of a passion is wrong, Fielding seems to 

have tried to tell us, because it excludes the unideal 

aspects of that passion from our sympathy. 

Tom also idealizes Sophia, and here he is closer 

to the truth than he was with Molly; yet he still sometimes 

excludes himself from full imaginative participation in 

her nat~re by elevating her to the level of an impossible 

ideal. In the following <Xf'o;,.~·ofr:>f~e;., to her he is obviously 

more in love with the ideal image of the girl than with 
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the girl. herself .. 

rtWas I but possessed of thee" one. only suit of rags thy, 
whole 9sta:te t< is there a man -on earth whom I would en~ f 
How eontemptfble would the brightest Circassian beall1:ty 1> 

areat in all the Sewels O'!' the Indies~ appear to m;y eyes? 
But why do I mention another woman? Cmlld I think my 
eyes capab-Ie of laoking at any other with tenderness, 
these hands should tear them from my head", N 01' my Sophia~ 
if cruel fortune separates us for ever my soul shall. 
doat on thee alone .. , The chastest. constancy will I ever 
preserve to thy image.. Though I should never have pos
sess-ion of' thy charming personl'> still shalt thou a]Lone 
have possession of my thougb:ta~ my ]ove~ my saul... Ohi 
my fond heart· is sa wrapt in that tender bosom~ that. the 
hTightest bea:ut.ies, wOULld for me have no cha'rms~ nor VloUild a 
hermit be colder in their embraces. Sapma tll Sophia,) alone 
shall be mine.. Wb.a"it.- raptures' are in that. name t (V ~. x~ 2,30) 

1'00 vows fidelity to' the impossible image of an ideal., 

not ~() the true imag~ o:f' the gir~ hers elf I!> However~ one 

may s:ay in his'. defemce that Tom is. somewhat drunk g.a, that 

n]ais wan t.on :ranc~ I'oved unhounded over all. her beauties t, 
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eV ~ x,. 229) e The sobel" Tom$' hy, way, of C!ontrast~ is tenderly 

tongue-tied whenever he' vis.its his Sophia .. 
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WESTERN AND SOPHIA:. INSTINCT AND IMAGINATION 

During the first third of Tom Jones, the part 

of ~he novel located in and around two country houses, 

the reader learns that. each of these houses is divided 

against itself. Allworthy and Tom, Western and Sophia 

live on their respective estates in apparent harmony, 

but they are really separated from one another by mental 

barriers, and their interactions are empty and unfruitful. 

We: saw in the last chapter that the division between the 

residents of one of these houses might represent the 

quarrel between reason and emotion. In this chapter we 

shall consider the division between the residents of the 

other of these houses as an allegorical quarrel between 

instinct and imagination. 

Squire Western represents the base, animal instincts 

that are one part of the composition of human nature. As 

befits his role, he is not entirely a man at all, but 

seems to have achieved total emotional and imaginative 

identifi c.o..+lo~1 with two common varieties of canine creature) 

so that he sometimes imagines himself to be a dog and 

sometimes a fox, depending on whether he is in a belligerent 

or~ paranoid mood: 
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Mro Western having finished his holloa g and taken a little 
breath, began to lament, in very pathetic terms, the 
extreme, the unfortunate condition of men, who are, says 
he, alv,rays whipt in by the humours of some d--n f d bitch 
or other. I think I was hard run enou8h by your mother 
for one man; but after giving her a dodge, her's another 
b---- follows me upon the foil; but curse my jacket if 
I will be run down in this manner by any o'um. (VII, 
iv, 315) 

Squire Western is an extreme example of the type of charac

ter who, like Don Quixote or Toby Shandy, has been so 

long mounted on his hobby-horse that he has achieved total 

imaginative identification with his role. He even seems 

to suffer from the appropriate canine occup~tional disease: 

ftthe froth bursting forth from his lips the momei1t they 

were ~ncorkedll (XVII, iii, 437). He has so distorted 

his imagination that he has lost ordinary human sympathy. 

and almost loves his dogs and horses more than his own 

daughter. Yet he sometimes shows more insight into human 

affairs from his animal perspective than more rational 

men. For example, he understands clearly that. under

neath all their social pretensions his city cousins 

are a "kennel of hoop-petticoat b----s lf (XVII, iii, 433).1 

While J'vIr .. Western often symbolizes the more comic 

aspects of the animal instincts of human beings, he has 

his darker side too. ,Perhaps it is not too anachronistic 

to suggest that the narrator hints at a dubious subconscious 

motive in the following passage: 
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Western beheld the depJorable condition of his daughter 
with no more contrition or remorse, than the turnkey of 
Newgate feels at viewing the agonies of a tender wife, 
when taking her last farewell of her condemned husband 6 

• & Or, to hit the case still more nearly, he felt the 
same compunction vii th a bawd, when some poor innocent, 
whom she hath ensnared into her hands, falls into fits 
at·the first proposal of what is called seeing company 0 

Indeed this resemblance would be exact, was it not that 
the bawd hath an interest in what she doth, and the father, 
though perhaps he may blindly think otherv-lise, can, in 
reality, have none in urging his daughter to almost an 

. equal prostitution. (XVI, ii, 388) 

Human instinct, unmollified by reason, imagination, and 

emotion is at best stubborn and at worst merciless e 

Even if one does not wish to regard the foregoing 

passage as darkly psychological, hinting at a vicarious 

incestuous motive for Western's actions, one may safely 

conclude that it has an allegorical meaning. Instinct, 
. 

represented by Western, is driven by base passions like 

a bawd and attempts to force the imagination, represented 

by Sophia, into a sterile marriage with lust. Indeed,. her 

would-be fianc~, Blifrl, is little more than a personifi

cation of all the dark, sadistic passions that hide beneath 

the fair exterior of human nature. But imagination can 

sometimes rescue instinct from these miserable compulsions 

and lead it away fro~ its animal self-enclosure into 

en 

full humanity.2 Sophia, as a practitioner of the imaginative 

art of music~ tries to help Western to escape from himself 

2 
See the chapter, itSelf-Enclosure in the Novels tf , 

in G'olden, Fielding f s Moral PSLchology, pp & 42-750 



and in the process influences him towards humane, charitable 

actions: 

It vTa s :Mr. vrestern' s custom every afternoon, as 
soon as he was drunk, to hear his daughter play on the 
harpsicord; for he was a great lover of music, and perhaps, 
had he lived in town, might have passed for a connoisseur; 
for he always excepted against the finest compositions 
of ,Mrc Handel. He never relished any music but what v.fas 
light and airy; and indeed his most favourite tunes were 
Old Sir Simon the King, St. George he vms for England, 
Bobbing Joan, and some others. 

His daughter, though she was a perfect mistress 
of music, and would never willingly have played any but 
Handel's, was so devoted to her father's pleasure, that 
she learnt all those tunes to oblige him. However, she 
would now and then endeavour to lead him into her own 
taste; and when he required the repetition of his ballads, 

, would answer vvi th a Itnay, dear Sir; It c,nd would often beg 
him to suffer her to play something else. 

This evening, however, when the gentleman was 
retired from his bottle, she played all his favourites 
threeo'times over without any solicitation. This so pleased 
the good squire, that he started from his couch, gave 
his daughter a kiss, and swore her hand was greatly improv
ed. She took this opportunity to execute her promise 
to T'om; in which she succeeded so well, that the squire 
declared, if she would give him t'other bout of Old Sir 
Simon, he would give the gamekeeper his deputation the 
next morp.;ing. Sir Simon vlaS played again and again, 
till the charms of the music soothed Mr. Western to sleep. 
(IV, v, 140) 

Music hath charms to sooth the savage beast to sleep, 

but first it inspires him with an uncommon degree of 

compassion for Black George and his family. Thus the 

imaginative arts cultivate sympathy and compassion, 

the humane qualities Gf humanity, and lead men out of 

barbarism into civilization. 

Sophia, in he~ capacity as a musician, is something of 

an artist, and as such she manages to relieve the sterility 



of the family situations in the first third of the book~. 

Her skill on the harpsid)D"J stimulates the imaginations 

of all those around here Mrs. Honour tells Sophia that: 

!tOne day, as your ladyship \'las playing on the harpsicord 
to ·my master, Mr. Jones was sitting in the next room, 
and methought he looked melancholy. Lal says I, Mr. 
Jones, what's the matter? a penny for your thoughts, 
says 1& Why, hussy, says he, starting up from a dream, 
what can I be thinking of, when that angel your mistress 
is playing? And then squeeZ'ing me by the hand, Ohl Mrs. 
Honour, says he, how harpy will that man beI---and then 
he sighed. (IV, xiv, 178) 

One may conclude from all this that Sophia, as 

a performer of an imaginative art, is associated with 

the imagination~ But one must have better evidence than 

that which has been presented so far if one wishes to 

move from association to identification---if one wishes 

to claim not merely that Sophia is associated with the 

imagination, but that she is identified with it. Professor 

Battestin, who also has argued that 10m Jones is an allegory, 

has proposed an entirely different identification for 

Sophia from the one offered here~ HB has argued that, 

as her name suggests, she is identified with sQEhi-..§;., 

that higher wisdom vfhich one can a.chieve only by first 

acquiring prudentia or practical wisdom.) Battestin 

has defined this .'e!'udenti,a, w?ich is the first step to 

soPhi.§:., as f~the perspicacity of moral vision which alone 

) 
Battestin, "Fieldingfs Definition of Wisdom", pp. 

204-205 .. 



permits us to perceive the truth behind appearances and 

'to proceed from the known to the obscure ff e4 He has wri t-

ten that lithe primary function of prudence is to distinguish 
r.: 

the essential characters of things.It .) It is interesting 

t9 compare Bat testin f s definition of :e..rudentia _ to Fielding T'S 

definition of invention: HBy invention is really meant no 

more Jand so the word signifies) than discovery, or finding 

out; or to explain it at large, a quick and sagacious 

penetration into the true essence of all the objects of 

our contemplation Tt (IX, i, 6). Battestin's definition 

of:Erudentia is remarkably similar to Fieldingts definition 
; 

of invention in that both .of f·he..se.· faculties see beyond 

appearances to the essences of things. While one should 

not push this point very far, it is possible that Fielding 

identified the idea of Rrudentia with the idea of invention 

or imagination. Both allow us to see behind appearances 

vIi th a tlquick and sagacious penetration lT to true essences. 

According to Battestin, prudentia T!depends on the 

proper functioning of memory, intelligence, and foresight: 

memory enabling us to recall what has happened, so that 

we may learn from experience; intelligence enabling us to 

discern the truth of sircumstances as they really are; and fore

sight enabling us, on the basis of past knowledge and with 

the aid of a penetrating judgement, to estimate the future 

consequences of present actions and events. n6 

--~--------------4 
Battestin, "Fielding's 

5 
Ibid. 

Definition of Wisdom", p. 1910 
6 
Ibid. 



Now these three elements of the mind: memory, intelligence, 

and foresight., were intimately related to the imagination 

as Fielding seems to have conceived it. As was demon

strated in Chapter III, the imagination depends upon 

memory, for without the memory of certain emotional 

experiences, we have no ideas of them and cannot imagine 

what they are like. The imagination also depends upon 

intelligence, or more properly is itself a form of in

telligence. It helps us "to discern the truth of cir~ 

cumstances as they really are lt , because its intelligent 

penetration allows us to create a sympathetic picture 

of another person's mind and to discover the moral essence 

of that mind. It gives us foresight, for as we saw with 

regard to a couple of examples in Chapter III, it allows 

us to conceive of events that have not yet occurred. Tom 

paints the future consequences of abandoning Nancy in 

Nightingalefs imagination and imagines the consequences 

of abandoning Molly in his own. Since the imagination, 

as Fielding seems to have understood it, was so closely 

related to memory, intelligence, and foresight, ·he may 

have seen it as the great sourhe of practical wisdom and 

prudence in the human mind and may have in effect identified 

it with prudence. This explanation may account for the 

similarity noted between his definition of invention and 

Battestinfs 



aefinition of prudentia. I shall try to prove in Chapter 

VI that only when Tom achieves an imaginative insight 
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into evil does he become moral in the sense implied by prudentia. 

If Sophia is the higher wisdom that is the object 

which prudence or practical wisdom seeks to achieve, she 

is also the lIimageffthat is the object of Tom's imagination. 

Tndeed,he sometimes uses this term with reference to her: 

tiThe chastest constancy will I ever preserve to thy imagen 

(V, x, 230)& Tom swears that' it is her image that will 

keep him faithful to her: 

HDontt believe me upon my word; I have a better security, 
a; pledge for my constancy, which it is impossible to see 
cmd to dbubt,,11 11~'lhat is, that?!! said Sophia, a little 
surprised. !tI will show you, my charming angel, I! cries 
Jones t seizing her hand t and carrying her to the glass. 
There, behold it there in that lovely figure, in that 
face, that shape, those eyes, that mind which shines through 
these eyes; can the man who shall be in possession of 

these be inconstant? Impossiblel my Sophia; they would 
fix a Dorimant, a Lord Rochester. You could not doubt it, if 
you could see yourself with any eyes but your own. Sophia 
blushed, and half smiled; but forcing again her brow into 
a frown--~nIf I am to judge,t1 said she, "of the future 
by the past, my image will no more remain in your heart 
when I am out of your sight, than it will in this glass 
"fhen I am out of the room. n HBy heaven, by all that is 
sacred1" said Jones, "it never was out of my heart. I! 
(XVIII, xii, 534) 

Sophia, as image and object of the imagination, 

often stands before a mirror in the course of the novel. 

Her image is, as it were, reflected to the reader by 

the mirror of the imagination. Professor Battestin has 

commented on the frequent use of a mirror' as an allegorical 

emblem: 



Twice during the novel Fielding symbolically dramatizes 
the distinction he wishes his readers to make between 
the girl Sophy Western and her nIdea"--~that is, in a 
Platonic sense, the mental image or form of that essential 
spiritual Beauty of ""hie:h his heroine's lovely face is 
but an imperfect manifestation. As Socrates had regretted 
that mortal eyes were able to behold only the shadow of 
sophia, reflected 'as in a glass darkly, so Fielding uses 
th~ conventional emblem of the mirror to dramatize 
the nature of his allegory, to demonstrate. that what is 
ultimately important about Sophia is not her physical 
charms, but her 'spiritual reality. The use of the mirror 
as an emblem of the mind's powers to conceptualize and 
abstract was common among iconographersv "The Glass,1t 
writes a commentator upon Ripa's emblems, IIwherein we see 
no real Images, is a Resemblance of our Intellect, wherein 
we phancymany Ideas of Things that are not seen;!! or 
it tfdenotes Abstraction, that is to say, by Accidents 
which the Sense comprehends; the Understanding comes to 
know their Nature, as we, by seeing the accidental Forms 
of Things in a Glass, consider their Essence.1t 7 

Professor Battestin may have in mind here that old saw 

about art which tells us that it holds the mirror up to 

natures M. He Abrams, in The Mirror and the LaDlE, has 

discussed the Platonic origins of this saying, whi~h 

was a commonnlace of criticism in the seventeenth and 

eighteenth centuries. He has written that: 

In elucidating his conception of poetry in the 
ReRublic, Plato himself first referred to images in a 
mirror, then to the work of a painter, and finally applied 
the distinctions drawn from both these illustrations 
to define the mimetic character of poetry. The pro
gression is significant. The mirror as an analogue for 
poetry suffers from the conspicuous defect that its images 
are fleeting. Before the invention of photography the 
product of a painter was the best available instance 

7 
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Battestin ItFieldingts Definition of Wisdom", p. 208 
Professor Battestin' s footnote: "See ISfw.c Fuller and 
Peirce Tempest, Iconolo12:ia: or t'l\1oralEmblAm~q j by Caesar 

Ripa (1709), Figures 229 and 269, folios 57 and 670" 



of something: which captures and retains 8' likeness.. k 
picture,. thereforei while itself' E[i way·It of art was a. us.eful 
adjuncto" to the mirror for clarifying the less obvious 
mimetic quality. of' an art like poeit:ry ~ which reflects the 
visib1.e world indirectlY:i< by the signi.ficance of its 
words ... 8 
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Aceording to Abrams the parallel between painting and 
poetry was popularized by Pl.utarch and Horace, and thus 

nacame a commonplace of literary criticism hetween the 
middle o:r the s:i:xteenth and the. middlle of' the eighteenth 
centuries e Hi?J1UZ,)?, by associating Sophia with a mirror. imagG 

and~ 8S we &h8:1.1. see,. with many 1);eautif'u~ pafntings~ 
F:Lelding associates her with tradi t:toID.al metaphors for 
imaginative art--~metaphors that moat of' his cultivated 
rea:ders would l"ecognizeo 9 

Sophia dOraws TOlll v 8 attention to the neeting 

nature of' the mir-!'or images of art$& mentioned in the 
Ab:r'a~s qu:otoatton~ when slle tellS'o hiun: fa'Iff I am to; judge 

Q .. .. of' the future by the past;, my image wi..U no more 

remain in your heart when I am out a.f your Sight, than 
it. will in this glass when I ~ OU~ of the rO~TIa (XVIII, 
xii ~ 534) $' Tom reassures her thSlt her image will not· 
dis'appear like that in a mirror because it is permanently 

b~foTe him: '*Sy heavenr, by all. that is sacred! C' .. .. it 
never was out of my b.eart.o no Sophia'S image is in facit a,s 
permanent as the imag~s off the painter", 

When Fielding introduces her into, the novel~ 

8 
Abramst< po 33., 

9 
~o 



he associates her with the music of Handel and compares 

her to beautiful works of visual art: IO 

Y-bu feathered choristers of nature, whose sweetest 
notes not even Handel can excel, tune your melodious throats 
to celebrate her appearance. From love proceeds your 
mbsie, and to love it returnse Awaken therefore that 
gentle passion in every swain: for lo! adorned with all 
the charms in which nature can array her; bedecked 'wi th 
beauty, youth, sprightliness, innocence, modesty, and 
tenderness, breathing sweetness from her rosy lips, and 
darting brightness from her sparkling eyes, the lovely 
Sophia comes .. 

Reader, perhaps thou hast seen the statue of 
of the Venus. de Medici.§.. Perhaps, too, thou hast seen 
the gallery of beauties at Hampton-Court. 
~ ~ • e 0 0 • e e • • • • eo. e e • • • • • • eo. • 

! Y'et it is possible, my friend, that thou mayest 
have seen all these without being able to form an exact 
idea of Sophia: for 'she did not exactly resemble any 
of theme She was most like the picture of Lady Ranelagh: 
and I have heard, more still to the famous Duchess of 
Mazarine: but most of all, she resembled one whose image 
never can depart from my breast, and whom if thou dost 
remember, thou hast then~ my friend, an adequate idea of 
Sophiae {IV, ii, 126-127J. 

Sophia is a permanent image like a beautiful 

statue or a beautiful painting, or like the image of the 

wife that was, as it wer~ painted on the author's heart. 

Thus, by associating Sophia with the metaphors of the 

mirror and of the art of painting that were the Platonic 

and Horatian similes for the imaginative arts, Fielding 

may perhaps have meant to emphasize her allegorical role 
, 

as a figure of the imagination. The reader will remember 

that the eighteenth century laid heavy emphasis on the 

10 
Battestin, "Fieldingfs Definition of Wisdom!', pp. 

206~207. 



visual aspects of the imagination, and since Sophia is 

most often compared to some object of sight, whether a 

statue or an image in a mirror, the idea we have of her 

corresponds to the eighteenth-century idea of the imagina

tion, which held that it was dependent on objects of visiono 

She, like Handel's music or that of the birds, 

Ttawaken[s) the gentle passion in every swain',' ' and le8,ds 

'him into full humanity. The imagination serves to allow 

one to escape from one f s own passions into h1ll11an sympathy .. 

We have seen this with regard to Western, and we see it 

again in the following passage with regard to Tom. As 

with Western, it is Sophia who through the imagination 

serves to bring Tom out of his base passion of pride and 

into the real world: 

(Toni] res'ol ved rather to quit Sophia, than to pursue 
her to her ruin • 

. :.It is'difficult for any who have not felt it, to 
concei ve the glowing warmth 1,,'Ihich filled his breast on 
the first contemplation of this victory over his passion~ 
Pride flattered him so agreeably, that his mind perhaps 
enjoyed perfect happiness; but this was only momentary: 
Sophia soon returned to his imagination, and allayed the 
joy of his triumph with no less bitter pangs than a good
natured general must feel, when he surveys the bleeding 
heaps, at the price of whose blood he hath purchased his 
laurels; for thousands of tender ideas lay murdered before 
our conqueror. (VI, xii, 290) 

If Sophia is the image that is the object of 

Tom's imagination, Tom is the image that is the object of 

her own: 
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As· tady Bellaston had acquainted her that she should 
not be at home till late, Sophia, expecting to find no 
one in the room, came hastily in, and went directly to a 
glass which almost fronted her, without once looking to
wards the upper." end of the room, where the statue of 
Jones now stood motionless.---In this glass it was, after 
contemplating her own lovely face, that she first discovered 
the said statue; when instantly turning about, she per
ceived the reality of the vision: upon which she gave a 
violent scream, and scarce preserved herself from fainting, 
till Jones was able to. move to her, and support her in. 
his arn:s. ·r· '.' . 

. 'Yo paint the looks or thoughts of either of these 
lovers :i.s beyond my power~ As their sensations, from 
their mutual silence, may be judged to have been too big for 
their own utterance, it cannot be supposed that I should 
be able to express them: and the misfortune is, that 
few of my readers have been enough in love, to feel by 
their own hearts what past at this time in theirs. (XIII, 
xi, 263) 

Sophi~, regarding Tom in the mirror of the imagination, 

sees him an analogous to a work of art, a statue& He 

is like a statue in that he is a permanent rather than 

a fleeting image for her. Because the visual artist 

cannot portray the inward emotion that he wishes to ex

presst but can represent only the outward fonns and appear

ances of his statue, he must rely on the imaginations 

of the observers to conceive of the inward emotion that 

lies behind the outward form. Similarly, because Tom 

can express his inward emotion only by his outward actions 

and appearances, he my.st hope that Sophia will use her 

imagination to conceive of the inward emotion that underlies 

these external actions and appearances. The narrator's 

situation is also like that of the visual artist. To paint 
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the looks or thoughts of his lovers is beyond his power 

so that like the sculptor or painter he must rely on the 

portrayal of the outward form of the action in' order'to 

express the im'fard emotion. He can only hope that his 

reader"s imaginations are experienced enough to conoeive 

of these emotions. 

The mirror of the imagination, then, is a reflector 

of emotion. In the following quotation, the moon becomes 

an imaginative mirror, reflecting thoughts back and forth 

betl'leen lovers ~ itA t length Jones made a full stop, and 

turning about, cries, rWho knows, Partridge, but the loveli-
. -

est creature in the universe may have her eyes now fixed 

on that very moon, which I behold this instantl ttt (VIII, ix, 

418)0 The moon is one of those tokens which, like Sophia's 

pet bird, or her muff, or her pocketbook, serves as a 

reflector of emotion.between separated lovers. 

From all the evidence presented SO far in this 

chapter, it seems reasonable to identify Sophia as an 

allegorical figure of tne sympathetic imagination. She is 

certainly possessed of more of this quality than any 

other character in the book. Even Tom, the representative 

of emotion, distorts the images of others somewhat in his 

imagination. He idealizes Molly and later Sophia so that 

he does not imagine their minds as they truly are and 

cannot fu11y sympathize with them. But SODhia for her 

part never idealizes Tom. She is not particularly shocked 

by his various sexual escapades: 
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In reality, Sophia was much more offended at the freedoms 
which she thoue;ht (and not without good reason) he had 
taken with her name and character, than at any freedoms, 
in i'lhich, under his present circumstances, he had indulged 
himself with the person of another woman; and to say truth, 
I believe Honour could never have prevailed on her to 
leave Upton without her seeing Jones, had it not been for 
those two strong instances of a levity in his behaviour, so 
void of respect, and indeed so highly inconsistent with 
any degree of love and tenderness in great and delicate 
minds 0 (XII, viii, 182) -

Sophia is indeed so far from being angry with Jones for 

his various affairs that she sympathizes with his confusion 

when Mollyfs pregnancy is discovered (IV, x, 160)0 While 

she can sympathize with his human frailties, she cannot 

accept any want of compassion on his part which would 

lead him to besmirch her name) for that would indicate 

that his own sympathetic imagination was deficient. 

In the following dialogue, Sophia tr1es- to make 

Tom understand that in idealizing her he had distorted her 

image. He tells her_that her image: 

"never was out of my heart. The delicacy of your sex 
cannot conceive the grossness of ours, nor how little 
one sort of amour has to do ltd th the heart. II III will 
never marry a man," replied Sophia, very gravely, "who 
shall not learn refinement enough to be as incapable as 
I am myself of making such a distinction.It(XVIII,xii, 534) 

Tom's protestations in this passage are rather hypocritical. 

He tells her in effect that \\1hile his heart remained true 

to her, other parts of him did not .1.1 At the root of 

11 
lowe the idea that Tom'~ words are hypocritical 

here to Dr. Bo N. Rosenblood. 
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this hypocrisy is the pernicious distinction between the 

carnal and idealized loves, which causes Tom to regard one 

sort of "'loman as beneath ordinary humanity and another sort 

94 

as above it. Since he does not regard either sort as the 

normal human mixture of flesh and snirit, he cannot sympathize 

with either because he always emphasizes but one aspect of 

their dual natures, either the carnal aspect or the spiritual, 

and thus distorts their true images e Therefore Sophia 

insists that she too is an ordinary woman composed of 

bOfh flesh and spirit who does not make distinctions 

b~tween the spiritual and carnal loves) and that unless 

T6m learns to regard her as such an ordinary "wman, she 

will not marry him. 

Earlier in this thesis I argued that Fielding 

believed in total imaginative sympathy for the beloved 

on the part of the lover. The lover must sympathize 

not only with the beloved's more noble passions, but even 

with his selfish carnal desires. By these standards, Sophia, 

who is absolutely sympathetic to both the aspects of TomTs 

nature, is the perfect lover. 



VI 

THE' DEVELOPMEKT OF TOrvI' SCHARA CTER 

Implied by the allegorical method of Tom Jones 

is the requirement that the characters should remain 

consistent to the end. Allworthy, representing reason, 

must remain reasonabl~, and Tom, representing emotion, 

must remain emotional. The principle of conservation of 

character, therefore, is a methodological necessity of 

allegory. Allworthy, the figure of reason, and Tom, the 

figure of emotion, are divided from one another because 

they both lack imagination, but they cannot acquire it 

through any internal development within their characters 

\I·lhich ",wuld violate their eternal allegorical essences. 

These must remain unchanging Q One way that they gain 

the imagination is through an act in the public drama. They 

~ar!X it (at least Tom does), and this public act, the 

wedding of Sophia and Tom, symbolizes the new unity of 

mind which they have achieved. However, while the principle 

of conservation of character is a necessity on the allegorical 

level, it is not a necessity on the realistic level. 

While the characters ,must maintain a certain consistency 

in keeping with their roles in th~ allegory, they are 

free within these limits to change and develop. Thus 

Tom always remains emotional, but at the same time he 

matures quite a lot and in a specific direction. In this 
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cbapter I will keep the promise I made in the introduction 

and outline this private character development. which parallels 

the development of the public allegorical drama. 

While Fielding made charity the common test of his 

Christian heroes, there is a degree of charity which even the 

most good-natured of them sometimes fail to equal. This 

most difficult test of' faith is the obligation to forgive 

one t s enemies:' 

'l'hat as good-nature, v.rhich is the chief if not only quality 
in the mind of man in the least tending that way, doth 
not forbid the avenging an injury, Christianity hath 
taught us something beyond ""hat the religion of nature 
and philosophy could arrive at; and consequently, that it is 
not as old as the creation, nor is revelation useless with 
regard to morality, if it had taught us no more than this 
excellent doctrine, which, if generally followed, would 
make mankind much happier, as well as better than they aree l 

Even so good~na tured .. a man as Alll,.·lOrthy protests 

when 'l'om forgives Black George, telling him that: 

"You carry this forgiving temper too fare Such mistaken 
mercy is not only weakness, but borders on injustice, 
and is very pernicious to society, as it encourages vicee 
The dishonesty of this fellow, I might perhaps, have 
pardoned, but never his ingratitude. And give me leave to 
say, ""hen vve suffer any temptation to atone for dishonesty 
itself, we are as candid and merciful as we ought to be; 
and so far I confess I have gone; for I have often pitied 
the fate of a highwayman, when I have been on the grand 
jury, and have more than once applied to the judge on the 
behalf of such as have had any mitigating circumstances 
in their cas'e; but when dishonesty is attended v;ri th any 
blacker crime, such as cruelty, murder, ingratitude or 
the like, compassion and forgiveness then become faults. 
I am convinced the fellow is a villain, and he shall be 
punished; at least as far as I can punish him 0 "(XVIII, xi, 
530) 

1 
The Works of Henry ~Tdi~t Ji~. 1, Vol. 

in The Champjj)i1.11j['arch 21, 174 ,pp. 387-j88. 
V:' Articles 



By confusing his secular duty to punish criminals with 

his Christian duty to forgive them, Allworthy quibbles 

about what is an absolute religious obligation. At least 

one critic, Morris Golden, has taken Allworthy's statement 

to.be Fieldingfs and has argued that Fielding did not 

believe in Christian forgiveness of sin. He has written: 
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Though the basic disposition of the good man is benevolent--
a corollary of his necessary religious feelings---nontheless 
the right use of reason teaches him to protect himself 
and society against evil where he sees it. Thus Allworthy 
insists that Bliful does not deserve the kindness which the 
equally well-disposed though less reasonable Tom urges: 
"yet do not flatter him with any hopes of my forgivenes~; 
for I shall never forgive villainy farther than my religion 
obliges me, and that extends not either to our bounty 
O.T our cbnversa tion If (XVIII, xi) e He also condemns Tom f s 
readiness to forgive Black Georgefs dishonesty and ingratitude. 
~ ~ e As all his social pamphl~ts show, both from his 
analytical observation of life and by training as lawyer 
and magistrate, Fielding refused to fall into the trap 
of easy and universal benevolism; he insisted that evil 
was a reality and not an illusion, and that it had to be 
dealt with severely. Only the exercise of reason---' 
which involves the assessment of how life develops in 
society--~can guide the responsible judge. 2 

Yet to read Fielding in this way would be almost to 

identify his beliefs with those satirized by Dr. Harrison 

in Amelia& In response to a young clergyman who believes 

that the commandment of universal love "is only to ~ 

coals of fire upon their heads ll (IX, viii, 453), Har

rison observes that: 

2 
Golden, p. 92" 
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The commentator you mention, I think, tells us that love 
is not here to be taken in the strict sense, so as to 
signify the complacency of the heart; you may hate your 
enemies as God's enemies; and seek due revenge of them for 
His honour; and for your mm sakes too, you may seek moderate 
satisfaction of them; but then you are to love them with 
a love consistent with these things---that is to say, 
in plainer "lOrds, you are to love them and hate them, 
and bless and curs,e, and do them good and mischief" 
(IX, viii, 454) 

In contrast t<? A1I't'lOrthy, who does not believe that 

charit~ to criminals extends to our bounty, Harrison insists, 

on the absolute meaning of the biblical text without 

regard for worldly considerations: 

No man who understands vlha tit is to love, and to bless, 
and to do good can mistake the meaning. But if they 
required comment, the Scripture i tseJ.f affords enovv. If 
th~n: ene~.¥_~ungn.-S.~:.!!1..i_ if ~~ ~pirst, gi:re. h~m drj~nk; 
~.!:..£!.l~n.iSev~ for eVl_: ~ or rdllJ_ng for r::.allJ.n~u __ buL 
~:Ily.Jise, l2lessin,go They do not, indeed, '\.'J'ant the 
corrmlents of men, VIho, v.lhen they cannot bend their minds 
to the obedience of Scripture, are desirous to wrest 
Scripture to a compliance with their own inclinations. 
(IX, vii, 454) 

While he makes :an alloitJance' for those ~ho are obliged 
-, .. 

by duty to punish cri:minals, Harrison leaves no doubt that 

this secular duty is distinct from religious duty, and 

he warns against those like All"lorthy, who would confuse 

them: 

Indeed as an enemy merely, and from a spirit of revenge, 
he cannot, and he ought not to prosecute him; but as an 
offender against the +av,1s of his country, he may, and it 
is his duty to do so; is there any spirit of revenge in 
the magistra_t,es or officers of justis;e, when they p:unish 
criminals? ~Jhy do such, ordinarily I mean, conce'rn them~ 
selv~s in inflicting punishments, but because it is their 
duty? and why may not a private man deliver an offender 
into the hands of justice, from the same laudable motive? 
(IX, viii, 455) 
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If we cannot regard Alhwrthy as one of those \'lho would 

punish crimihals out of a spirit of revenge, we .can see 

that his forgiveness is much more conditional than Harrisonfs. 

Standing in the way of compassion for criminals, 

on which Harrison insists as a religious duty, is the good 

man's innocent incomprehension of evil. As has been argued 

above, Fielding seems to have believed that benevolence and 

compassion depend on imaginative sympathy for the suffererc 

Therefore compassion of the righteous for the unrighteous 

is impossible because imaginative sympathy of good for 

evil is impossible. The good cannot use their imaginations 

to feel what the evil feelG Allworthy cannot sympathize 
• with Blif·/l because he cannot use his imagination to get 

inside Blif1lts mind. Being good, he cannot see things 
o 

from Blif·t 1 f S evil point of vievf. He is as ignorant as 

Blif11 of the ultimate moral facts and as blinded by his 

0\'111 nature to a universal sympathy with mankind. Golden 

discusses this ITself-enclosure ll in his excellent study, 

FieldingTs Moral Psycl}ology: 

In Tom Jones, Fielding is more concerned to show· the variety 
of "trays in which people may be oriented by thei ~ idiosyn
crasies to understand the world around them. Exhibiting 
the diversi.ty of humap character, he frequently argues 
that many people do not have certain passions or motivations, 
and therefore cannot recognize them in others. Some, 
like Bliful or Thwackum, cannot understc:nd charity as 
a motive to action, because they lack any trace of it. For 
the same reason, some, like Tom, cannot at first recognize 
evil; and some

l 
like the f(an of the Hill, are so overwhelmed 

to discover rna ice that they are twisted far past a reason-
.!:l.hlp m, •• An+v.!:).l 'h.!:ll!'..1'Y'1r'1n COD.;lirr' rln"'r"\Y''--.l"tT';+"'tT F"\.'tTr'\"Y""tThr."Y1I" 'Zo~_i.... _____ - ~ 
_ ...... __ _ ............... ULA...L..t..A.J..L...., ........ , wvv..J.,.L1E> \.AV}".J.UV...LV) V:VV.L"YJ.J.C,J..V vvlleJ.-~ 



they had earlier not seen it at all. 3 

Golden argues that Fielding employs a Lockean 

psychology throughout his novels. The word Hcharity" 
~ 

is meaningless to Bliffl because he lacks an'idea to attach 

to -the i'lOrd t and the word neviln is meaningless to Tom 

because he also lacks its corresponding idea. 4 Until 

Tom achieves a full understanding of the word nevil," 

his imagination is impotent because, 2S Locke would say, 

it lacks an idea to correspond to the word. Thus he cannot 
, . 

imaginatively combine the idea of evil with other ideas 

i~ order.to create a picture of Blifi~'s mind. He cannot 

understand Blif-i 1/ and he cannot sympathize with him. 

At best, unfallen characters like Allworthy or 

like Tom in the first half of the novel achieve only an 

intellectual understanding of evil, but because they lack 

an imaginative understanding, are still apt to fall victim to 

the machinations of the unrighteous. An intellectual 

understanding of evil i~ fairly easy to achieve. Both 
, 

Sophia and Tom become intellectually aware of Blif~l's 

ill-nature while they are still children, Sophia understands 

it from the day _ he-: =-- maliciously releases her pet bird: 

And certain it is, that from this day Sophia began to 
have some little kindness for Tom Jones, and no little 

3 
Golden, pp. 73-74. 

4 
Gblden, pp. 11-12. 
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aversion for his companion. 0 • To say the truth, Sophia, 
when very young, discerned that Tom, though an idle, thought
less rattling ra~cal, it-TaS nobodyts enemy but his ovm; and 
that Master Bliffl, though a prudent, discreet, sober young 
gentleman, w~s at the same time strongly attached to 
the interest only of one single person, and who that 
single person w.::s, the reader vli11 be able to divine without 
any assistance of ours~ (IV, v, 136) 

Tom, ""ho is not as bright as Sophia, takes longer to dis

cover Blif11Ts villainy, but he still discovers his self

ishness quite earlyo In the following passage he recounts 

the history of his feeling tovvards '/tiim . . . 
1THe hath the cunning of the devil himself, &nd you might 
live "lith him many years without discovering him. I ViaS 

. bred up with him from my infancy, and ~e were hardly ever 
asunder; but it is very lately only, that I discovered 
half the villainy l;J'hich is in him. I Oi-'m I never greatly 
liked.hifiD I thought he wanted that generosity of spirit, 
v/hi ch is the sure foundation of all that is grent and 
noble in human naturee I saw a selfishness in him long 
ago Nhich I despised; but it is lately, very lately, 
that I have found him capable of the basest and blackest 
designs. tt (XII, x, 188) 

Fielding distinguished between two degrees of 

ins'ight into evil. The first of these is tlthat quick

sighted penetration, whose havnc's eyes no symptom of evil 

can escape!! (XI, x, 142)6 This insight is the unholy 

sympathy between malevolent men, which lias it proceeds 

from the heart of the observer, so it dives into the heart of·tke 

observed .. 1t There is hovlfever a second degree of insight, 

which is "indeed, no other than the faculty of seeing 

what is before your eyes, and of drawing conclusions from 

what you sees The former of these is unavoidable by those 



i1/ho have any eyes, and the later is perhaps no less certain 

and necessary a consequence of our having any brains. This 

is altogether as bitter an enemy to guilt as the former is 

to innocence" (XI, x, 142). The second degree of insight 

is in the possession of all the good characters throughout 

most of the novel, but it does not seem to be a very secure 

guard of their innoeenceo To be such a guard it would 
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have to be combined with imagina ti ve insight into evil, \I,hieh, 

unfortunately, can only be obtained at the expense of the 

very innocence it should protect. Tom is corrupted so 

that he may obtain such an imaginative insight---so that 

through his fall, he may obtain an understanding of evil 

from the inside and emerge from his experience as the 

perfect forgiving Christian. 

Critics have in general been fairly easy on TomTs 

sins, but if one considers his affair with Lady B~lla§ton in 

a certain light, it seems pretty black. He originally 

grants her favours in the hopes of obtaining an interview 

vvi th Sophia: 

It would be tedious to give the particular conversation, 
which consist,ed of very common and ordinary occurrences, 
and ltlhich lasted from tt'/O till six 0 'clock in the morning~ 
It is sufficient to mention all of it that is any-v.Jise 
material to this hist6ry 0 And this 'ViaS a promise that 
the lady '\tlOuld endeavour to find out Sophia, and in a 
feN days bring him to an interview with her, on condition 
that he would take his leave of her. vVhen this vlas thorough~ 
1y settled, and a second meeting in the evening appointed 
at the same place, they separated" (XIII, vii, 250) 



The contractual nature of the affair, "'1hich is exploi tati ve 

on both sides, is emphasized by the use of the legalistic 

words flconditionl! and ltsettled. tI The gentleman has more 

than one ulterior motive and does not act out of pure good 

nature as he did before. He needs the money that Lady 

Bellaston gives himo While Tom sees Lady Bellaston's 

aged unattractiveness as: 

discouragements on the one side, he felt his obligations 
full as strongly on the other; nor did he less plainly 
discern the ardent passion 'ltlhence these obligations pro
ceeded, the extreme violence of which if he failed to 
equal, he well knew the lady would think him ungrateful; and, 
what is 1twrse, he would have thought himself so. He kne ... " 
the tacit consideration upon which all her favours were 
conferred; and as his necessity obliged him to accept them, 
so his honour, he concluded, forced him to pay the price. 
This therefore he resolved to do, whatever misery it cost 
him, and to devote himself to her, from the great principle 
of justice by which the Im'ls of some countries oblige 
a 'debtor, who is no othervvise capable of discharging hi'S 
debt, to become the slave of his creditor. (XIII, ix, 257) 

This passage is an excellent example of Fielding's ironic 

technique of presenting the motives and rationalizations 

of his characters 0 Although t. h~ passage is ostensibly 
ted·\CtV1S . . 

from Tom's point of vieW, it.manages to suggest that 

Lady Bellaston's sexual ardour compensates 

Thm for her unattractiveness. In one sentence Fielding 

placed Tom's financiaa necessity before his honour in the 

syntax, thus implying that it is prior to his honour in 

his mind. Golden has pointed out that Fielding hated 

the perversion of love "by which a badly disposed or 
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indifferent person may turn others into machines for his own 

pleasures"u 5 If Tom, remaining grateful to Lady Bellaston, 

does not turn her into a machine for his OV'l11 pleasures, he 

certainly turns her into a machine that advances his own 

interests~ Tom, in his affair with her, is self-deluded 

and hypocr~tical, because he justifies s~lf-interest in 

terms of honour. Furthermore, as I pointed out earlier, he 

is guilty of some hypocrisy towards Sophia. When he'tells 

her that in all his affairs her image was never out of 

his heart (XVIII, xii, 534), he engages in hypocritical 

'quibblingJ for his words imply that the rest of him vvas 

unfaithful. 
~ 

Because Tom shares in Blif'l,l f s sin of hypocrisy, 

although in a lesser degree and in a different context, 
,. 

he can for this very reason forgive him. Participating to 

" some degree in ,Blif"1 1 fS ill-nature and understanding to 

some extent his motives, he feels imaginative sympathy 

for his brother. Unlike Allworthy he possesses the 
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Lockean ideas which are necessary to imagination, under

standing, and sympathy. Similarly, because he has been tempt~ 

ed by poverty to receive money from Lady Bellaston, he 

can understand Black George and plead for him~ "ConSider, 

sir, what a temptation to a man who has tasted such bitter 

distress it must be to have a sum in his possession, 

which must put him and his family beyond any future 

5 
Golden, pe 58~ 
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possibility of suffering the like" (XVIII, xi, 530). The 

Tom we see at the end of the novel has indeed changed, for we 

remember that the beginning of it he ViaS unable to forgive 

Thwackumfs brutalities (III, viii). Indeed/Tom is not mere

ly a better Christian but a more effective one& His success 

in the Nightingale-Miller negotiations is due to the fact that, 

being some't1ha t of a rake hims elf, he can sympa thi z e \,Ii th 

Nightingale f s position-. 

The History of a Foupdling follows Tom's progress 

from innocence through experience to higher innocence. 

Knowledge of evil from the inside is apparently a necessary 

precondition to the development of the forgiving temper of the 

Christian. However, while T6m could sin and suffer only a 

fortunate fall"Soph;l.a and Amelia, in the age of the double 
, "c+sexiA.D.J l-'1w,oG.1g7 

standard; could not. John S~ Coolidge, in his article Field-

irig and f Conservation of Character' t~ discusses the problem: 

The tempt8.tion o,f Amelia presen~-1 the same kind of difficulty 
as that of Eve [in Paradise Los)J. Precisely because she is 
innocent, she should not perceive lithe least inward hint.tt of 
any evil. The theme is one v-rhich keeps turning up in Fielding. 
Heartfree, Parson Adams, AlhlOrthy, Sophia, and Amelia 
play the changes of the idea that innocence and suspicion are 
incompatible. It is a companion theme to that of the incompat
ibility of good nature and prudence o If both themes seem 
psychologically unconvincing---curiously arbitrary problems 
to form the main focus of a major writer f s i'lork-~-i t is 
because it is not in strictly psychological terms that their 
real significance is to be understood. ~hey are redactions in 
Augustan terms of the great, recurrent question of the relation 
of evil to good. For'Tom Jones to acquire prudence, or for 
Amelia to see through the designs of a tempter who diabolic
ally couches his appeal in terms of all that is good~--

'b 
B~ N. Rosenblood, unpublished article, "Fielding's 

Allegory: The Nature of Narrative Faithft. 



generosity and justice, affection for children, and so 
forth---would imply knowledge of evil in themselves. 
Can such knowledge by part of essential goodness? Can 
good admit the participation of evil without ceasing to be 
essent~ially itself? But in a world v"here evil exists, 
can good preserve itself vvi thout that participation of 
evil? 7 

Tb CoolidgeYs questions may be added a more radical 

one: Can good be called good until it has forgiven evil? 

If my interpretation of Tom Jones is correct, this question 

must be answered in the negative. Sophia and Amelia, 

as s~nbols of feminine virtue, must learn the meaning of 

evil and forgive it, but they cannot do anything really 

iminoralo By listening to the confessions of their fallen 

s~sters, -by participating vicariously and passively in 

evil, they gain the necessary understanding of its nature~8 

Sophia listens to Mrs" Fitzpatrick t s· story, which parallels 

he'r own in many respects, and tells her tlIndeed, Harriet, 

I pity you from my soul 1" (XI, vi, 128). Amelia., realizing 

that her own innocence is in danger, takes Mrs. B~nnet's 

confession so much to heart that she nearly faints away 

(VII, ii, 307). Each heroire learns that since virtue 

is easily corrupted, her own innocence is not saintly 

but providential. 

The stories t?ld by these ladies illustrate the 

purpose of all story telling, which serves to give the 

7 
Coolidge, pp. 168-169. 

8 
Pvosenblood e 
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listener Ha quick and sagacious penetration into the 

true essence of all the objects of our contemplation!! 

(IX, i, 6)" Offering herself as a "moral sacrifice Tl , 

the stDry teller helps her innocent listener to understand 

evi-l 'vithout participating in it actively. The novelist 

is another story teller who offers ftmoral sacrifices" to 

his readers in order tha-t they may achieve lIa quick and 

sagacious penetration" into the nature ofevil. 9 

9 
Rosenblood. 
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VII 

CONCLUSION 

r: hov;e... . the preceding six chapters have pre

sented the evidence necessary to prove the following 

conclusion: 10m Jones. is an allegory---more specifically, 

a 'psychomachy, in which personified psychological entities 

engarre in a struggle which represents the struggle within 

the human soule For those who find such a conclusion 

dil\'\iti'i~h€~s; 4l'te!:~,eJfe.of Torn Jones, here is C ~ S. Lewis t s 

defense of the psychomachy from The All~ry of Love: 

To beo·thus conscious of the divided will is necessarily 
to turn the mind in upon itself. Whether it is the intro
spection "'rhich reveals the division, or whether the division, 
having first revealed itself in the experience of actual 
moral failure, provokes the introspection, need not here 
be decided., Whatever the causal order may be it is 
plain that to fight against 'Temptation' is also to explore 
the inner world; and it is scarcely less plain that to do 
so is to be already on the verge of allegory. We cannot 
speak, perhaps we can hardly think, of an finner conflict' 
without a metaphor; and every. metaphor is an allegory 
in little. And as the conflict becomes more and more 
important, it is inevitable that these metaphors should 
expand and coalesce, and finally turn into the fully
fledged allegorical poem. It would be a misunderstanding 
to suggest that there is another and better way of re
presenting that inner world, and that we have found it 
in the novel and drama. The gaze turned inward with a moral 
purpose does not discover character. No man is a 'character! 
to himself, and least, of all ""hile he thinks of good 
and evil. Chara cter is viha t he has to produce ; within 
he finds only the raw material, the passions and emotions 
which conteild' for':mast-ery., The 'unitarytsoul' or 'personality' 
which interests the novelist is for him merely the arena 
in which the combatants meet: it is the combatants ---
those raccidents occurring in a substance'---that he must 
attend. 1 

1 
Lewis, pp. 60-61. 
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'Thus it was natural for Fielding, who habitually regarded the 

minds of his characters as the arenas in which the passions 

fought , to expand these metaphors of the bellum intestinum 

into a fully-fledged allegorical novel. 

B~sides those affinities between allegory and satire 

m.entioned by Ellen Do Leyburn, 2 there are practica.l rea

sons ""hy they both should be found in the same work. 

Allegory limits the destructiveness of satire. By limiting 

the function of each of his characters to that of an allegorical 

symbol of a quality, the author can direct his satire 

against the one particular quality, rather than against 

the person. Thus the satire is directed against Allworthy 

as a f~gure of impotent reason, rather than against All-

worthy as a good mane Furthermore, allegory provides a means 

--·-perhaps the only means---of presenting a positive thesis 

ii a work of satire, which by its very nature is anti-

thetical, negative, and even nihilistic. Finally, allegory 

allovV's the complicated turnings of an elaborate plot to 

take on symbolic meaninge In general, the plot of 'rom 

~ones symbolizes first the falling-apart of the dis-

united elements of the human mind and then their reunifica-

tion through the imagination. ;" 

While allegory requires "conservation of character" 

as part of its methodology in order to preserve the allegorical 

meanings of the various characters u~changed, it does not 

require this consistency to be so rigid as to preclude any 

character development& Thus fTl,...v...'_ 
~ V!lI . 0 character changes within limits. 

--------~2----------------------------------------------------
See the introduction of this thesis for some of 

Leyburn "s remarks e 



Fielding seems to have regarded the imaginat.ion 

as- one of' the most 5.Jllportant elements in the human psyche ... 

He: cone-ai ved of" it in slr.cprisingly prosaic eighteenth
century terms.. For him. it wae little more than the power 

of' putting t.og~ther ideas already received by the 'senses 
into pictures wh.ich were true only insofar as they 
accurately; resembled the things. that. been observ.:ed.a 
Hence it' was a mimetic power" in as much as he thought 

it should D;e used 'to imitaw real.iB.tically what eXisted 
in naturei but i~. lVf,as not ~t crea±ive power~ for it could 

t.''\:c,. h .... 
not .. leginratelyll,anything that did not exist in nature. 
Yet: nevertheless it was an essential power of" the h'U1D:an 

no 

mlnd. because it supplied reason with the ide·as on which 

reason worked.. Wi thout imaginat:ton. reason wowd be usel.ess 0 

rvroreover~ the imagination allowed eaC'A man to create a 
picture of another mants mind in order to discover its 
emotional and moraT states.. Thus it was essential to 
sympathy~ for it a.-Jllowea one. to' conceive of: the emo·ti.ona 

another person was. feel~; and it was essential to Pl~
dence~ for :t t allow'ad one to concei va of' the moral cas·t 
of' ano1t'her person t s mind. To do these t\vo. things one 

had to have experienced the entoti onal and moral atates, 

oneself? because without. experience one could not imagine 

them. 
The philosophical mor-al. of' Tom Jones may be summed 

up aa followsc> Reason~ without the ideas of the imaginat.ion 
to work wi"ch1i is worthless.,. AllwQrthy,is e:xperi,ence is 

a 
Kenneth Ma-cLeanr< in John Lock~ ~d ~$Jh Literatu:re... 

~.5!_~~~liLnth Cep;~ ~ _ has written that the men 0·1' 
that period defined the imaginat.ion as ueanse at second hanW'" 
p. 56 .. 



limited. so that it has not taught him certain ideas. 

His imagination is empty, lacking the ideas of irrational 

passion and of sin. Therefore he cannot sympathize "lith 

certain people because he never felt v·That they feel, and 

he cannot prudently guard himself against them. because 

he .cannot conceive of the evil cast of their minds. But 

Tom, \'lho has experienced irrational passion and sin, can 

sympathize "lith these people and forgive them; yet at the 

same time he can protect himself against them. Therefore 

III 

Fielding presents us with the paradox that only the fallen 

man can be truly religious because only he has the imag

inative capacity to forgive sinnerS e If this interpretation 

seems.-rather dry and philosophical, the reader \,lill re-

member that 1e Bossu argued for just such a dry and philo

sophical moral as the Ttfable H of the epic. 4 

Fielding resembled his romantic heirs in the stress 

he laid on the importance of the imagination. But he would 

probably have disapproved of their more luxuriant 1,vritings 

on the grounds that these, being creative rather than 

mimetic, \'\Tere the "productions of distempere.d brains". 5 

He seems to have laid especial emphasis on the 

forgiveness of sins as the distinguishing mark of the 

true Christian. This'is a point which I think critics 

4· 
See chapter II of this thesis& 

5 
T6m Jones, IV, i, 123. Fielding is like Blake 

in his habit of personifying psychological ei",HJ.ie..~. See 
Northrop Frye, Fearfu~mletry (Princeton University Press 
1969) e -- - , 
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have not sufficiently noted. Even good-nature lTdoth not 

forbid the avenging an injury". 6 Yet both Tom Jones and 

Amelia end with the heroes pensioning off the villains. These 

acts of charity, being among the last acts mentioned in the 

two novels, have very prominent postions and therefore must 

have considerable significance. 

In the interpretation presented in this theSis, then, 

Tom.~on~ is an allegorical novel, in which the main characters, 

Alhrorthy, Sophia, Tom l and Western, stand for reason, imag

ination, emotion, and instinct. As befits her symbolic role, 

Sophia is the only character ".,ho possesses the quality of sym~ 

p~~hetic imagination at the beginning of the novel, but by the 
, -

end spe has managed to share it through her subtle influence 

,'ri th the other characters and to reunite them in a nevi harmony. 

Perhaps Fielding was thinking of her 7 and of the powers of the 

imagination that she symbolized when he wrote !lan example is a 

kind of picture, in which Virtue becomes as it were an object 

of Sight, and strikes us with an idea of that loveliness 

""hich Plato asserts there is in her naked charms 6 11
8 The 

author of this thesis hopes that this interpretation of 

the characters of the novel will thro"" some iight on If the 

great, useful, and uncomrnon doctrine, which it is the pur

pose of • -. 6 [Tom Joneil to inculcate" (XII, ix, 182-183) 8 

in the 

-205. 

6 ~--

The- lr{orks of Henr' Fielding, ES7., Vol. V: Articles 
Champlon Marc 1, 2 , 1740), p. 38 • 
7 
Battestin, "Fieldingfs Definition of vJisdom ll , pp. 204 

8 
~rDedica tion 1I, Tom Jones, p. cxii ... 
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