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In the South you are
ashamed of being a
virgin. Boys. Men. They
kie atiout it. Because it
“means-less to women,
Father said. He said it
~ was sen invented virginity not women.
Father said it’s like
death: only a state in
whith the others are left
¢+ and 1'said, But to
-.believe it doesn’t matter
and he said, That’s
what’s so sad about
anything: not only
virginity, and I said, Khy
couldn’t it have been me and not
her who is unvirgin and he said, That’s
‘ why that’s sad tooj nothing is even worth the
changing of it...
Faulkner, The Sound and the Fury
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ntroduction to tﬁg'Problem of The Romance of Real Life

Sentimental novels, or what I prefer to call romance-
novels, are very easily recognized because, on the one hand,
the narrative contract which characterizes the subgenre is
very widely known and, on the other hand, our daily lives
are plagued by a great variety of forms of sentimentality.
If a subgenre is recognized by the repetitive and similar
use of literary devices, we may characterize romance-novels
by their use of stereotypes. This aspect of the novels is
that which concerns me most because this literarure “for, by
and about® women handles stereotypes that were initially
created, imposed and propagated by a patriarchal society
(1), What I shall try to do, in relation to contemporary
romance-naovels, is to demonstrate how this supposedly
feminine literatuwre is really a very sexist literature
because 1t reaffirms a traditional sexist culture.

One of the basic mechanisms of romance-novels, as a
means of characterization and hence of creating an entire
literary world topsupport those characters (since the basic
trait of romance-novels is that they focus on a single,
developing relationship between hero and heroine), is the
use of opposites, a trait inherited from the medieval
romance. The hero and heroine are the central antagonists
(male/female) and from this basic sexist opposition spring
all the others such as rich/poor, strong/weal,
stupid/intelligent, feminine/masculine, good/evil, and so

on. It is not difficult to imagine which sex is the

Fage — 1



malevolent, pitiable and reprehensible one. In medieval
romances the hero has an enemy that interrupts his quest. In
romance~noveis the foe is the lady and all that women
represent, although she is the prize in the end because the
hero manages to quell her negative influence. Hence, the
romance-novel is still about a hero’s quest and it is the
heroine who impedes heéer own happiness by obstructing the
man’s conquest. Women seem to be responsible for either
their happiness or their doom. But this is not really true
because passivity is at the heart of the romance-novel
euperience in the sense that the final goal of each
narrative is the creation of that perfect union in which fhe
ideal male, who is masculine and strong yet nurturant too,
finally recognizes the intrinsic worth of the heroine.
Thereafter, she is required to do nothing more than exist as
the center of this extraordinary hero’s attention. The
heroine apparently manages to find her identity through the
care of an over-protective, paternalistic and sexually over-—
powering partner, but in reality she does nothing active to
conguer him. It is he who sets all events into action; he is
the only character with the initiative to be active for the
sole reason that he is male and is therefore naturally
responsible for the heroine’s life.

Dualities may be found in an infinite variety of genres;
comparisons and antithesis are a frequently used device in
both poetry and prose. However, the fact that women are set

against men makes the dualities in romance—novels
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significant. It is no longer merely a poetic device. The
ideological implications become very obvious when we
consider that the heroine is the defeated party in a
literature intended for women who need to identify with her
as a means of fnrgettihgﬁtheir'daily responsibilities for a
few hours.

These oppositions are a situation which has no close
relation to what is usually (vet precariously) called
*reality”. Literature has tempered these extremes by
becoming increasingly concerned with verisimilitude. As a
result we have anti-heroes and heroines that are rather
attractive characters, as is the case of Mr. Wickham (Pride

and Prejudice) or of the Crawfords (Mansfield Fark). As Frye

states, the transition from the romance to the high mimetic
mode may be seen in the treatment of character. The more
madern mode chronicles the life of a unigue individual whose
very particularity resembles that of all the other
individuals thought to comprise the social universe. This
character is intended to appear as a complex, human figure
whose often contradictory traits and motives are a function
of the need to deal with an entirely contingent and
particular reality that is itself not only incomplete but
unpredictable as well. Romance-novels are completely
predictable (some ardent consumers read the end before they
purchase the books to make suwre of the “happy ending’),. as
well as containing character types and stereotyped events.
There is an intention of creating the "illusion of reality’

-r
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as RBarthes puts it, but the attempt is not successful
because of the oppositional nature of characterization.
Forster differentiates literary characters by their degree
of ‘roundness®. The more “realistic® and complex they
become, the rounder they are. Types and their interaction
are therefore very flat. Romance-novels repetitively use
clichés, character types and stereotyped situations,
descriptions and dia;qgues, which are all very worn devices
because they have been used by over—-enthusiastic readers,
who have been drrawn into the literary scene by a desire to
wrrite the kind of material they love to read.

Since these novels are highly conventional (and
amateur), they make for very easy reading, and are a
perfect example of what mass communication theorists call a
literature of evasion. I have borrowed Marcuse®s basic
duality (reality principle vs. pleasure principle) as a
means of explaining the male/female opposition (and
consequently all the others), and also as a means of
explaining the growing need for evasion among'wumen today
{even 1+ it means evading through and by an ideal world
created by men for women). These readers long to indulge in
romantic fantasy anq, for the most part, cannot fulfil that
longing with their own imaginative activity. Romance-novels
have not developed as.other gentres have; so their
characterizations are still based on the contrast of
extremes. This makes them highly implausible yet easy to

read. An apparent contradiction may arise from this.
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The romance-novel hgs a contradictory double intention.
On the one hand, romance-novels present an utopic world with
ideal characters whose perfect interaction solves all
problems that the two central characters may have to contend
with. On the other hand, this. stereotyped situation is
successful for the readers and writers (it seems useless to
make a distinction since we are dealing with the same
people) because they manage to become heroines themselves
for as long as they read. The narrative contract between the
readers and the literary reality makes the characters seem
possible and plausible {(since evasion does not necessarily
imply impossibility or idealization). The readers are self-
deluded because of their faith in the realism or the mimesis
of the contemporary romance-novel. This so-called “realism’
stems from the fact that the readers truly believe in the
ominous contingency of the heroine’s situation. Therefore,
while women consciously admit that these novels are
idealistic (not all readers agree, however), they want to
participate in the ritualistic reaffirmation of a now mythic
uwtopia by identifying with the heroine and hence admitting
that she is feasible. Thus while the disparity between
events in the fantasy realm and those in the “real’® world
seems to guarantee a réading experience that is “escapist?,
emotional and psychological identification with the central
character also insuwes an affectively significant experience
for the reader. The readers firmly believe that their

reading dramatically changes their everyday lives. Hence,
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the romance-novel is a widely read subgenre not for its
intrinsic value but for the readers® actual experience in
reviving the characters by living through them.

While the readers love mass—produced literature (what
Jane Austen called *trash®), the critics tend to ignore it
for two basic reasons. The first, of cowse, is the
following: "...it is only a means to an end; illusion
building. The reading of such literatwe (...) could
legitimately be called an act of non-reading insofar as it
is separated from higher forms of conscious reception” (2).
This critic does not seem to be familiar with the fact that
all mass media deliberately go much deeper into the
unconscious than other art forms because their effect is
intentional, it af%ects conscious life. Therefore the
reception is active in that it influences conscious life.
Reading the romance-novel is an event that is dominated by
the typical reader’s unconscious, yet nonetheless active,
recall of learned cultural conventions. However, since the
reader herself does not recognize those conventions she
continues to view reading as a simple matter of receiving
that which is already there in the text. Hence reading is
not a self-conscious, productive process in which the reader
collaborates with the author, but an act of discovery during
which the reader relies on the author’s information about
people, places and events not in the book. The women assume
that the information about thése elements was placed in the

hook by the author when she selected certain words to



describe them, without ever questioning the accuracy or
plausibility of these events. The implications of
characterization or of plot are never critically dwelt upon:
they are taken at face value because the readers rely on
standard cultural codes that they accept as definitive.
Thus, it would not occur to them that those codes might be
limited and arbitrary. The literary representation of
Acapulco, for example, is only a re-elaboration of the
postcard image of the port, which readers accept as
plausible. One reader goes so far as to say:
"*One of the things I enjoy about Harlequins is
that they are so geographically correct — in their
facts. I had a friend who travelled to Ireland
every yvear. She's the one who got me to read them.
She had hers classified — her collection (of
Harlequins) - shed rip the front cover off and
classify them by place. She'd travel to some of
these places and she’d say, "I was there this
time. It was just like so and so wrote. You turn
that one corner and there’s that well and that
tree, and there’s that...""{3).
The readers believe that romances are a good substitute for
the travelling they would like to do but cannot afford, and
they actually believe that research is such an integral part
of romance-novel writing that those who write their own
novels take pains to do research. But I shall give an
example from one of these Harlequins in order to show that
not even the writer had to do any research because the
heroine compares the scehe before her with a brochure:
It really was a paradise. Far below, in the
daz=zling sunlight, the scene was like the pictures
from all the travelling brochures rolled into one.

Elue sky, blue sea, white sand, lush greenery
trailing over the rocks, little straw-roofed huts
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under the‘paim trees, bronzed bodies in shorts or
vivid-coloured bikinis, according to sex. The
hotel swimming pool was a splash of turguoise
against 'its marble surrounds. The faraway sounds
of splashes and laughter came up to her as she
stood at the window (4).

It is almost ironical that the author mentions the
tourist brochure because she is referring to something that
is itself a reference. These descriptions are significant
because the readers justify their reading by stating that
they actually do learn about faraway places, exotic lands
and customs. According to them, the value of reading
romance-—novels lies in the information that the books are
thought to contain. The women deal with this information as
if 1t were encountered in a normal conversation. Therefore,
the act of reading implies a blind assumption of the so-
called "information® found in the novels as well as the
recall and reproduction of cultural codes which are known
beforehand and that are such widespread beliefs that they
are taken as being definitive and immutable. The women
automatically relate what they read with the meaning with
which they are already familiar.

Language is treated only in its referential capacity.
Words have pra—established, immutable meanings that refer to
actions, places and events independent from the words that
merely describe them in simple unambiguous terms, detached
frrom the literary use of the words. Somehow, the readers

assume that the fictional events have little to do with the

words and verbal statements that are used to designate them.
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The belief is thalt words are themselves already meaningful
before they are read out of & specific context.

The impact of this act of reading is alarming. It forges
the readers® outlook, their perception of themselves and
their world. These women view objective reality as being
distinct and different from language, which is itself
nothing but a way of naming that which truly exists. Hence,
when encountering the written word these romance-novel
readers somehow treat it as i1f it simply designates a world
entirely continuous and congruent with their own because it
is an extension of what they are already familiar with. The
result of this is that these women readers assume that all
imaginary (fictional) worlds “naturally” resemble the world
with which they are so familiar. They do not appear to be
aware of the role that language plays in constructing the
world itself, not as a mere means of designating but as the
raw material in the construction and conception of "their’
reality.

The peculiar use of language is part of the narrative
contract particular to the subgenre. The act of reading is
straightforward because it does not call for any
interpretation of the language itself. The syntax is simple,
and the authors, who obviously share the same attitude as
their public, do not use the properties of “poetic”
language, as Jakobson understands it. Romance-novel language
is therefore striétly referential. This also explains the

large. quantities of redundancy and descriptive detail, which
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are all a means of inviting the reader to absorb the
literary world effortlessly, instead of challenging her by
extracting her from the extralinguistic world and enveloping
her in a possibly alien and hostile literary one.

The second argument held against romance-novels is, as
Dale Spender points out, that it is a literatuwe for and
about women, explicitly excluding men; therefore it is
superficial, trivial and hence worthless. The subgenre has a
long tradition to which writers of both sexes have
contributed. However, it has become exclusive as other forms
of the novel (and of entertainment) have sprung up. No
matter how easy a text is, the reader necessarily plays a
role, and in the case of romance-novels the process becomes
more complex, because women are reading about themselves
indirectly, through a patriarchal gléss that deforms and
forms the rose-tinted reality, which intends to be strictly
*for, by and about® wOomen. Reading is an acquired habit, as
one critic points out, so reading/writing as a woman is not
necessarily what happens when a woman reads/writes. Romance-
novels are a perféct example of how women write and read as
men, not as women. The interaction between the text, the
author and the reader is adulterated by the presence of a
sexist, biased patriarchal peint of view. This literature
continues to maintain that a woman may acknowledge and
realize her feelings only within a traditional, monogamous,
patriarchal marriage. The reader indulges in identifying

with a "liberated’® heroine while living in an unchanged
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social arrangement. The heroine ends up conforming with (not
that she ever rebelled against) the traditional man/woman
relationship. 0On the one hand, the reader perceives an
Timaginary® world while, on the other, the insistently
referential language allows her to assimilate and relate the
fictional with the extralinguistic, “"real” world in a
coherent, articulate way.

The two essential functions of romance-novels may
therefore bhe perceived at a basic level. There is an escape
into an utopic world which superficially merges with the
world of daily experience, and allows the reader to indulge
in reading about *redl’® exotic lands and people without
feeling dislodged, uncomfortable and dissatisfied with her
own rather drab, routinary daily life. But, unfortunately,
this double intention may have the effect that a double
standard or double message has on women or men: they will
not be satisfied with either world because they are trying
to solve their daily problems by evading them through a
completely unreal one. The readers themselves see their
reading as a ‘healthy® addiction, similar to alcohol, drugs
or pills. From the one pleasure of romance-reading stems the
serious emotional and psychological ritual of reading so
that women may imagine a:perfect state in which the intense
needs that they feei and accept as intrinsic to the sex are
adequately satisfied. To feel deeply gratified by their
reading the women must read more than one romance-novel

since the effect of a single book is short-lived. The
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readers of romance-novels remember the experience of having
read a bulk of these paperbacks, not singlelones. What is
remembered with pleasure is the narrative contract of the
subgenre, not individual manifestations qf it.

The history of the genre is a continuum which goes
farther back than the medieval romance. However, I begin my
description of the subgenre at the moment when the romance
gives way to the narraiive mode, to an epistolary novel such
as Famela. I proceed to illustrate the stereotypes by
gquoting from modern romance-novels, which speak for
themselves: the sexism is found immediately, and there is no
need to delve into the texts. I am conscious of the fact
that sentimental ("romantic”) literature has had a smooth,
uninterrupted growth and by jumping from Pamela to
contemporary romance-novels I am omitting the two centuries
in which the novel form was consolidated and in which women
wrote continuously. Also, it may seem ridiculous to choose a
novel written by a man when so much was written by women.
But Richardson®s novels, especially the one that I mention
briefly, had great influence and acceptance at the time of
their publication. Although the reasons for this success may
stem only from the fact that Richardson was a man and had no
problem having his work published whereas women writers
faced very great problems (since they had to exchange their
social life for their literary work), my choice of novel was
deliberate because a man successfully created the literary

types that women today so fervently exploit and expect in
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the romance-novel. Tracing the subgenre in detail would
prove to be a monstruous task for which I am not prepared.
S0 by isolating the three moments in the history of amorous
literature, I am able to explain, up to a limited extent,
the repetitive use of the stereotypes that consolidate the
subgenre and plague and hinder the development of these very
popular texts.

The task of deciphering the codes found in these novels
may be psychologically and emotionally taxing for women and
1 believe that the effect may be harmful because the readers
are very susceptible due to their eager, uncritical, blind
immersion in the texts. The automatism with which these
waomen read these short novels is startling because it shows
how unaware they are of the sexist culture that underlies
their favourite literature. One feminist rather
dramatically describes a patriarchal society as follows:

- El Sistema del Macho es lo dhnico gue existe. A
causa de ello, las creencias y percepciones de
otras estructuras como las del Sistema Femenino
son consideradas como raras, malas, locas,
estidpidas, repugnantes e incompetentes. Este mito
es nefasto en dos sentidos: limita a las mujeres
para explorar sus proplas percepciones y
capacidades, y obstaculizan a los hombres gque
deseen comprenderlas (...).

- El seqgundo mito implica que el Sistema del Macho
@s, por principio, superior. Nétese que el primero
y el segundo mito no siguen una secuencia logica.
81 el Sistema del Macho es lo Qnico que existe,
entonces 4dcbmo puede ser superior, y superior a
qué? (...).

~ El tercer mito es que el Sistema del Macho lo
conoce vy lo comprende todo (...). Ambos sexos
creen sinceramente que los varones deben saber vy
saben todo (...). Este mito estd directamente
relacionado con los estereotipos sexuales. Un
estereotipo no es mas que la definicidn que un
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grupo de personas da a otro grupo para
controlarlo. Los estereotipos sexuales en su
conjunto sustentan los mitos del Sistema del Macho
(ul.).

- El cuarto vy @ltimo mito es gque: es posible ser
totalmente ldgico, racional, y objetivo. El
problema con este mito es que uno debe luchar
constantemente en contra de todo modo de ser en
que uno no corresponda. Uno debe negar cualquier
tendencia hacia lo irracional, lo ildgico, lo
subjetivo, o pensamientos y conductas

intuitivas (3).

Curiously enough, this woman has much in common with
Marcuse in that she characterizes the patriarchal society in
much the same way as Marcuse defines the reality principle.
It is not surprising to hear the hero exclaim "you drive me
crazy" (or something to that effect), an exclamation that
becomes very significant when one is aware of the specific
traits of each sex. Romance-novels therefore reaffirm the
above, the vantage point that is also found in Famela: all
the heroines are persecuted virgins who desperately and
childishly fight their foe ( a *rake’ ) in order to preserve
their virtue until it is appreciated. The hero overcomes her
natuwral fears with a marriage proposal. Incredible as it may
seem, this very implausible state of affairs is applauded
and aspired to by readers, which only shows how limited the
feminist movements have been in changing the hearts and
minds of the “modern”® woman. Romance reading can be seen as
an activity that could potentially lead to a significant
change in the status quo. But this literature unfortunately
satisfies the needs that the quotidian creates in the

readers; so they are never faced with the necessity of

satisfying their shortcomings, requirements and demands in
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the ‘real’” world. If a woman®s dream is to be treated
tenderly and attentively she must find a man who can make
her dream come true, because it is impossible for her to
change him. All that she can do is cultivate and encourage
the growth of these traits in the man; never can she provoke
a drastic change in him. The romance-novel manages to
sidestep the crucial issue of whether the traditional social
construction of masculinity does not obliterate the
possibility of finding a nurturant, emotional hero.
Romance-novels fall into Eco’s category of the closed
text. This means that the authors have a perfectly defined
audience in mind which is familiar with whatever is found in
the novels. Nothing should be either puzzling, unexpected or
challenging. I have opened these closed texts by reading
them from a sociological perspective because they have such
intense idenlogical content. Though it is in no way either
rigorously scientific or exhaustive, my aim is to give a
brief description of these novels in an attempt to alert
women to the still very sexist base of our culture. Only
then can there be a true literature “for, by and about?
wamen which critics will no longer dismiss under the
pejorative and vague heading of “romance fiction®:

But‘lef a woman writer concern herself with
*relationships®, particularly relationships
bhetween the sexes, and she brands herself as the
writer of that inferior class of novels - romantic
fiction. Immediately her work is classified as
outside the bounds of literary consideration.

The term "romantic fiction®™ is used in much the

same way to designate the printed word of women as
"gossip® is used to designate the spoken word of
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women. It is an all-encompassing {(and derogatory)
term which places women®s words beyond serious
consideration. Neither “romantic fiction® nor
*gossip® warrant analysis (...). And by lumping
together the diverse writing of so many women
{from Aphra Behn to Barbara Cartland) and
labelling it romantic fiction, the contributions
of many, many magnificent women are automatically
placed outside the literary mainstream (&).

Dale Spender is correct in stating the above, so I have
opted for the term romance-novel to designate the mass-—
piroduced sentimental novels of today. The problem arises
from the manner in which man/woman relationships are dealt
with in the literature of women. If a woman writer proposes
a love relationship that substitutes the traditional
patriarchal one, male critics and readers will mark it as
being sentimental, poor, superficial and largely false. In a
chapter entitled "Male Romance® Dale Spender tries to rescue
the word “romance” because she says that it has taken on a
derogative meaning, and it is a term that is always tagged
on to women. Unfortunately, the romance is & male form
because it is a male creation:

The tetm *women®s novels® and ‘romance’ are
often used interchangeably and to signify
cdeprecation. Whether this is the result of
the low status of women being transferred
to *romance®, or to the low status of “romance’
being transferred to women, is not possible to

¢ determine (7).

I believe Spender does not have a case because it is
possible to determine where the confusion arose. The romance
is & very old literary form, created within the feudal

context of a patriarchal society (mainly the twelfth century

with great influence of Ovid). Therefore, when women adopted
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the form they were using a male form. There is no point in
talking about "male’ and °“female’ romance because the
romance has always been "male’. Now, one of the.ways in
which women can appropriate a form is by adapting and
moulding it for their'own purposes {(as Emily Bronté& did with
the romance). If the form does not undergo any consciously
worked change when used by the sex that did not create it
(because the characters follow patriarchally established
behavioural patterns), it undergoes a process of
sentimentalization since the writer is not being sincere. To
some extent it was the fault of incompetent women that the
romance came to mean a superficial, pompous and frivolous
form; what was left of it was a *feminized® version of the
romance. While Richardson, Fielding, Defoe, Swift and Sterne
were concerned with the development of a new literary form,

women were writing romances with titles like Flirtation, The

Lady aof Fashion, The Lover’s Treat, or Unnatural Hatred, The

Wife and the Mistress, Love at First Sight, and so on. The

titles say more than enough as to the content. Spender
upbraids male critics for only mentioning a few women
writers of the time like Fanny Burney, Aphra Behn, Elizabeth
Inchbald, Mary Wollstonecraft and Charlotte Lennox, but I am
afraid that these are the only writers who tried to subvert
the patriarchal order with their writing. As Virginia Woolf
clearly and pertinently writes:

.=.before a woman can write exactly as she wishes

to write, she has many difficulties to face. To
begin with, there is a technical difficulty - so
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simple, apparently; in reality, so baffling — that
the very form of the sentence does not fit her. It
is a sentence made by men; it is too loose, too
heavy, too pompous for a woman®s use (...). And
this a woman must make for herself, altering and
adapting the current sentence until she writes one
that takes the natural shape of her thought
without crushing or distorting it (8).

Anne Wilson Schaef agrees: " La igualdad no puede
ser externamente asignada mientras no se haya percibido
internamente" (?). Women writers must therefore undergo a
conscious, internal change in order for them to externally
prromote a change through their writing. It is definitely the
work of the feminist critic to rescue the women writers that
did make a significant contribution to feminist thought or
to the literary tradition as a whole. Dale Spender makes the
mistake of rescuing women who wrote, no matter how poor
their work was, for the sole reason that they were members
of the *weaker® sex. The biographies of these wamen are of
great interest, but this is not reason enough to justify and
assess thelr literary achievement. Male critics have
dedicated much less time to women writers, and this may be a
consequence of their patriarchal point of view. But I
believe that women critics should not dedicate their lives
to the vindication of women writers who prabably only
contributed to the sentimentalization and eventual
degeneration of & literary genre. (It took Foe and Sir
Walter Scott to save the gothit novel, a subgenre that was

greatly abused by women. Jane Austen disliked the mode and

was provoked into writing Northanger Abbey as a parody of

the work of women like Ann Radcliffe.).
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It is important to note that women’ s writing has been
largely autobiographical mainly on account of the fact that
they had very little freedom and education. Therefore, the
link between history and the rise or devélopment of a
literary genre or subgenre is undeniable. It may seem
ludicrous, therefore, to emphasize the already well-
discussed influence that the Industrial Revolution had on
the rise of the English novel.

Critics such as Ian Watt and Walter Allen have done
this successfully (although they do ignore women’s writing
as Spender points out emphatically in her chapter “Power and
Fropaganda®). The problem of dealing with a genre or
subgenre is that one must break the continuum of literary
history in order to isolate the genre in question. In doing
this one naively cuts through the historical and social
process also, never really realizing that these moments
which are artificially isolated by the critic are not and
cannot be dealt with outside the whole historical context.
But one has little choice but to break the continuity and
choose moments of the genre, in my case the subgenre of the
sentimental novel which has its roots in the medieval
romance, giving way to the sentimental novel of the
eighteenth century and finally continues to our day with
mass—-produced romance-novels. The subgenre is important,
because, on the one hand, it has been a literature
exclusively for women and written by women, and, on the

other hand, it has had a determinant influence on both women
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readers/writers in a masculine—-dominated society. The
sentimental novel has indelibly marked the female literary
tradition at both ends of the act of communication.

I have isolated thfee phases of this tradition: the late
medieval romance (for the sole reason of explaining certain
@lements still present in romance-novels, not for the sake
of the romance itself as a form of amorous literature),
epistolary, sentimental novels of the eighteenth century and
contemporary romance-novels. The comparison of these three
stages in literary history may seem far—fetched when one
considers the drastic social changes that have taken place
during these last four centuries, and the dramatic effect
these changes have had on the path of literary creation;
furthermore, this choice may seem swprising since the
former was the product of an aristocratic, feuwdal ideology
and the latter two form part of the literature of a
bourgeois ideology (10). However, I chose to mention the
medieval romance because I wish to shed light on the form of
the romance—novel. FPamela obviously did not spring only from
the romance, but also from drama and the epic of both the
English and the Continental tradition. But I do believe that
the form basically derives from the romance and so I shall
only deal with the romance which marked the transition
between the medieval romance and Famela, a novel.

It is interesting to note that late medieval romances
and romance-novels are similar in many respects: they both

suffer from a lack of motivation. Romance began as a means
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of divulging the idenlogy of the ruling atristocracy, and
Famela expressed the need to adapt old values and to teach
and assert the ideology of the bourgeoisie, to create a new
language, literature and voice. In twn, the later romance
and romance—-novels suffer from a lack of intensity; they are
the vacuous result of the separation between daily

“perience and ideology:

La relaciédn entre la idea y realidad se resuelve
en la configuracidn puramente sensible, sin que
quede entre ellas ninguna distancia espacial que
haya de ser rellenada por la sabiduria consciente
y explicita del poeta (or of the reader) (11).

The novel could only emerge from the decrepit state of the
romance, caused in part by the exhaustion of a highly
caonventional mode and in part by this disparity between
ideonlogy and the qgquotidian; the aristocracy was already
crumbling. So the romances lost their continuity and
organicityy they could not feed on the quotidian simply
because it was different from the ideology that supposedly
reproduced it. If the vacuum that separates the ides from
reality were not filled once again, the genre would die
(12). This is what has happened to romance-novels.

Fortunately, Richardson replenished the genre — on his
terms, however. He used the basic structure of the romance
with the innovative intention of vaicing and communicating
the bourgeois ideal love/marriage relationship for didactic
purposes (13). Pamela was & synthesis of the process of
rationalization and abstraction of Richardson®s socio-

historical context, which for Lukacs constitutes the process
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of creation. The English writer was nourishing and was
nourished by his social context. The bourgeoisie had already
gradually confirmed their power, but the Industrial
Fevolution marked the phase in which capitalism extended
itself into all spheres of society, conditioning. the
economic structure of public and private relationships.
Richardson was "“writing to the moment™" (14), as he himself
put it, and this is what marks the difference between the
novel and romance-novels of today despite the fact that the
subgenre itself has changed very little. The difference
between Famela and the other two forms to which I refer is
that these are the empty repetition of a formula, the
repetition of types which were created by others for a
specific reason but which have lost their intensity because
of the changes in the readers and writers who live an
intense daily life that differs from the original daily
experience that gave birth to the formulas. The types used
by the two empty forms are more the product of a nostalgic,
mythic need to cling to an ideology of the past rather than
one of the present:
Lo gue es propiamente el mecanismo del mito, y la
Novela — vy en la NMovela el pretérito indefinido -
son objetos mitoldgicos que superponen a su
intencidn inmediata, una apelacidn segunda a una
dogmitica o, mejor ain, & una pedagogia, va gque se
trata de ofrecer una esencia bajo la forma de un
artificio (15).
Myth and novel share the same basic intention of forming
and propagating amn ideology, which tries to assume a sense
of being eternal and natural, as Barthes explains in

~e
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Mitologlas. But this relationship is rather complex. Eco
explains that mythification is an unconscious symbolization,
the synthesis of aspirations, fears, and so on of a
particular community, of a particular historical period or
of an individual. In romance-novels we deal with the
masculine community of a very long historical period. The
bourgeois middle—-class handles myths (an entire system of
values, & morality) that has been affirming itself for a
very long period of time. There is a fundamental difference
between the traditional mythic characters and the bourgeois
figures, but this difference does not exist between the
characters that populate the romance—-novel and those of
traditional mythology. Both are the narrations of events
that have already happened and which are already known to
the readers. The audience does not expect to hear/read
anything new because they look forward to the pleasant
experience of hearing/ieading events with which they are
already familiar. Whereas most novels rely on their
unpredictability, romance-novels, like traditional
mythology, rely on their predictability; &all the events have
taken place before the narration begins. The characters in a
romance-novel are the embodiments of a certain idea, value
or whatever, so they must necessarily be predictable. They
are archetypes. Therefore, they must be immutable; otherwise
they would be the characters of novels: unpredictable, prone
to and at the mercy of any unexpected:vicissitudes with

which he/she may be faced. One of the most recurrent
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archetypes in the literature that deals with single
man/woman relationships is the Cinderella archetype {(14).
Jung differentiates myth from archetype as follows:

Otra expresidn muy conocida de los arquetipos es
el mito vy la leyenda. Fero también en este caso
tratase de formas especilificamente configuradas que
se han transmitido a través de largos lapsos. For
lo tanto, el concepto de "arquetipo’ solo
indirectamente puede aplicarse a las
representaciones colectivas, ya gue en verdad
designa contenidos psiquicos no sometidos adn a
elaboracidn consciente alguna, y representa
entonces un dato psigquico todavia inmediato (...).
Su manifestacidn inmediata, en cambio, tal como se
produce en los suefios y visiones, es mucho mis
individual, incomprensible o ingenua que, por
ejemplo, en el mito. El arquetipo represeanta
esencialmente un contenido inconsciente, que al
conciencializarse y ser percibido cambia de
acuerdo con cada conciencia individual en gue
surge (17).

Jung does not rule out the possibility of turning an
archetype into a myth. Romance—-novels satisfy women’s
unconscious yearning for a pre—determined man/woman
relationship. But this desired relationship is not a truly
feminine oney it is, on the contrary, a dream created for
them by men. It is only today, when women have greater
freedom to question the status quo, that we find interesting
studies about this now almost “"true® representation of
women's attitude towards the relationships between the

sexes. Such is Colette Dowling™s El complejo de Cenicienta,

published in 1981. Fortunately, women have become more aware
of their nature because they have begun to question it; the
change is slowly becoming an internalized one also. However,

it is unfortunate that many women are yearning for the
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Cinderella archetype, and these are the women who read
romance-novels as a means of recreating their unconscious
ideal.

The archetype, of course, is always used in different
contexts according to the ideology that is manipulating it.
Richardson declared his moral intentionms in his *Preface’ to
Famela, but by now these have been completely (and almost
indelibly) printed on the modern mentality, so there is no
longer any need to be outrightly moralistc. The ideology and
the reality principle (Marcuse) that it represents is taken
for granted:

La desercidn del nombre burgués no es, por lo
tanto, un fendmeno ilusorio, accidental,
accesorio, natural o insignificante: es la
ideologia burguesa misma, el movimiento por el
cual la burguesia transforma la realidad del mundo
en imagen del mundo, la historia en
naturaleza (18).

l.ate medieval romances and romance-novels, therefore, have

become mere simulations of a simulation, mere simulations of
&n ideoclogy that had once been related to the quotidian but
then became completely alien to it:

La finalidad del andlisis ideoldgico siempre es
restituir el proceso objetivo, y siempre serd un
falso problema el querer restituir la verdad bajo
el simulacro (19).

Ideology is, after all, the reflection of what Baudrillard
calls a profound reality whereas simulation no longer has
anything to do with any reality, it is its own referent.

Whether the archetype is used in aristocratic or

bourgeoilis literatuwe, women are always subordinated to men.



The conception of women has never changed, whether portrayed
as the pure, ideal lady of the romance or thought of as the
"born mothet? that‘plgys such an important role in the
economic microcosm of marriage. The heroine of romance is a
beautiful virgin walled off from the imperfect world in
which the hero fights daily to preserve her perfection and
be worthy of her pure love. She is a creature of the hero’s
fantasy, an aesthetic, erotic, semi-religious ideal, the
embodiment of spiritual perfection. A heroine like Pamela is
apparently a woman who struggles by herself to attain her
perfection. This is not true, however, because the hero
gives her her true nature the moment he asks for her hand,
the moment Famela is placed in the situation of a wife. She
is chaste, dutiful, obedient, religious, useful, charitable,
kind, thrifty, and so on, all the essential characteristics
expected of the ideal bourgeois woman whose life-long dream
is that of becoming the worthy wife of a perfect bougeois
man. So the female stereotypes have changed, but women's
situation has not. Therefore, it is not swprising that
women of all ages and nationalities must indulge in the
literary recreation of the male-created Cinderella
archetype. Before the ideal man was a knight, now he is a
successful, ruthless businessman. Thus, what have changed
are the portrayals of the men and of their fantasy woman.
The act of re~telling the same myth functions as the
ritualistic reaffirmation of fundamental cultural beliefs

and rollective aspirations. The archetype is disguised under
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the so-called *realistic® novel. The experience of romance-
reading appears to provide the psychological, comforting
benefits of a myth and those associated with reading a novel
~identification and entertainment- because there are
superficial variations in the way of narrating the
archetype. The same pattern of events is repeated as a means
of reassuwring the reader that woman is in reality defined by
the rigid social stereotypes, institutional habits,
sanctions, and all the imposed social roles that are
expected of her, convincing her that they are inherent to
her sex and are campatibie with the everlasting happiness of
a patriarchal marriage. Women are anxious to be convinced
that a man may be fatherly, loving, protective and so on,
within the traditional male/female relationships. These
books re-tell a myth because they repeat bourgeois
aspirations which no longer function, as well as recounting
the Cinderella archetype that supposedly contains and
realizes women®s life—long wish. As one reader says:
""...and they usuwally turn out the way you wish life really
was® " (20).,

The narration of this archetype has become increasingly
complex as the literary forms have developed. I believe it
is interesting and important to trace the similarities
between the romance and the novel because both modes merge
in the romance-novel, making it into an interesting
combination of a mythic tale and a “realistic’® novel °for,

by and about® women.
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The Romance

The few romances that have an identifiable author were
written by men; most were anonymous however. Among the most
representative of medieval romances we have the works of

Malory, William Caxton, Chaucer, Chrétien de Troyes and

works such as 8ir Gawain and the Green Knight, Fonthus and

Sidone, Le Roman de Thébes, and many others, usually found

in edited, modern versions. The following account of the
romance deals qaihly with the works belonging to the years
before the fiftéeﬁth ceritury, the period when the form began
to decay. The transition period between the exemplary
romance and the novel is plagued with the work of women who
usually wrote for a liVing, enthusiasts who dedicated
themselves to writing romances, fictional biographies and
histories, which all expressed the discrepancy between the
disintegrating aristocratic ideals and the up-and-coming
bourgeois values. I shall mention a few of the titles of
romances, both contemporary and sixteenth century to
illustrate the fact that the subgenre has not even changed

in the titles used: The Life and Amorous Adventures of

Lucinda, The Fashionable Friend, The Wanderer, The Rake and

P A A o

the Misanthrope, The Reformed Coguet, The Delicate Distress,

The Baron®s Daughter, and Love Led Astray, or The Mutual
Constancy. On the other hand we encounter titles like The

Fortunes of Love, Destiny’s Duchess, The Lord and the Gypsy.

The Ruthless Rake, The Castle of Fear, Love is Innocent, and

R B e e il

The Taming of Lady Lucinda. It would be very difficult to
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distinguish thgm by the titles, and the subject—-matter is
exactly the same. There is a "line’ of contemporary romance-
novels which is ihappﬁapriétely classified as "gothic?®,
because it has nathing tq do with the nineteenth century
tradition, and they are all placed in an obscure,
unidentified aristocratic period in history. Barbara
Cartland has a series called “Library of Love® in which she
publishes condensed versions of old, obscure romances. The

only one I have read is one called The kKnave of Diamonds,

aoriginally writteén by a woman called Ethel M. Dell and
published last century.

Northrop Frye analyses romance in a rather complex and
illuminating way because he situates the romance within the
development of Western literature. It constitutes a stage
found between the mythic and the high mimetic mode. In the

first essay of Anétnmv:of Criticism Frye states that fiction

"may be classified, not morally, but by the hero’s power of
action, which may be greater than ours, less, or roughly the
same" (21). Romancg belongs to:the sﬁaga atter myth (we
should recall Jung’s differentiation between myth, legend
and archetype). The hero of this mode is superior to men and
to his environment. Tﬁis mode gives way to the high mimetic
mode in which the herd is superior to other men but is still
subject to his social and natural environment. From this
mode literature develdbed into the low mimetic one and then,
lastly, to the ironic mode. The phases which concern me here
are the first three: the mythic, the romance and the;ﬁigh

¥
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mimetic. Romance-novels are still a product of these modes
since they havé not developed as other genres and subgenres.
Frye" s division of iiterary tradition allows. for the
analysislof three apparently isolated moments in English
literary history (the romance, an epistolary novel and
romance-novels) because he very clearly describes the
differences and similarities of the modes as well as their
transformations.

These five modes can be classified into either the
trragic or the fictional mode. The latter is characterized by
"the integration of society. which usually takes the form of
incorporating a central character into it"(22). A romance

like Tristan et lIsolde could belong to the former mode

hecause the love/passion leads to death, the absolute
negation of society. Once passion is dissolved into marriage
the mode becomes comic. Pamela is classified as domestic
comedy becausg it is based on the Cinderella archetype. Frye
actually mentions Famela because the novel deals with "the
incorporation of an individual very like the reader into the
society aspired to by both, a society ushered in with a
happy rustle of bridal’ gowns and banknotes" (23). I would
like to mention, out of interest, that Cinderella is a
folktale of worldwide reknown. Over five hundred versions of
the folktale are known in Europe alone. The familiar English
version is the translation of Ferrault’s "Cendrillon”,
translated in 1497 in a collection of fairy tales.

Contemporary. romance—novels are the result of the
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sentimentalization of comic modes because they are "a later
recreation of an earlier mode" (24). ( Fairy tales, for
example, are the sentimentalization of folktales. Archetypes
are found in naive, popular or superficial 1itérature, which
is the case of the fairy tale because they are very
conventional, mere versions of a basic narrative of events).
One approach to these five modes is called archetypal
criticism. Romance is a stage in literary tradition between
myth and naturalism and its function is to "displace myth in
& human direction and yet, in contrast to "realism’, to
conventionalize content in an ildealized direction"(23).
Therefore, popular fiction, tends to be "plausible in its
incidents vet romantic enough to be a “good story®, which
means a clearly designed one" (26). The massification of
literatwe such as Famela is a good example of this. The
archetype that Richardson uses, as well as all the character
types, are much more related to everyday experience than
those of myth. Mythical and archetypal symbolism may be
organized in these modes. Romance has a tendency to "suggest
implicit mythical patterns, in & world more closely
associated with Humanﬂexperience"(27). ( It may be
interesting to note that Richardson was at pains to make
Famela plausible by including domestic detail in an
epistolary form that permitted psychological and emotional
iqsight into the heroine. Romance-—-novels have the same

devices to create the *illusion of reality?®).



The romance mode presents a very idealized world. It is
generally characterized by the dualities which are found
within it as an iptrinsic part of the form. These antitheses
are the organizing ideas of all that happens within the
literary world:s "The two dialectical structures are,
radically, the desirable and the undesirable"(28). In the
case of the amorous mgtter, adultery and passion were
desirable in the texts themselves, and marriage was
undesirable ( in reality the situation is quite the
opposite). Richardson tries to make the love/passion of
adultery desirable through marriage, reconciling social
reality with fictional reality.

The romance mode is therefore characterized by dualities
that are the organizing elements of all that happens. If the
happy reunion of the lovers is the central issue, all the
secondary characters are classified as either being for or
against this love. Archetypal symbolism is an unalterable
pattern that persists from text to text. Frve gives five of
these patterns, among them that of romance. It is here where
Frye describes the romance as & literary form dealing with
wish—fulfilment direams, and it is here where he coincides
with Lukacs in that there is an undeniable link between
ideas and the social group to which they belong. Frye
pirroceeds to characterize the romance in simple terms. (I
shall add a few traits that he omits):

a) An emphasis on adventure in which the main character does

not develop. Minor incidents lead up to a main adventure -
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all the incidents are linked because the main character must
complete a quest. The action and the characters may take on
symbolic or ideological meaning, and as ideals they are
immutable by definition.

b)Y This guest involves the conflict between two opposing
characters: the hero and the enemy; The movement of the
narration revolves entirely around the conflict between
these two antagonical characters (the antagonical characters
in Famela and romance-novels are the hero and the heroine,
the reality vs. the pleasure principles. Unlike the
characters in realist novels, who may contain both
principles in constant conflict, in romance-novels each
gender embodies one principle. Thus, the Other in romance-
novels is the opposite sex, not the unconscious self.

(Infra. Chapter IV.). (I consider them as antagonists
because the secondary characters are incidental,
contributing little to the central conflict which is the
hero/heroine relationship).

) The guest has three stages: the journey, the struggle and
the final victory and rewarding of the hero. (This pattern
can be clearly seen in romance-novels. The minor incidents
involve the anti-~hero. and the anti-heroine. The hero
disrupts the herdine’s world, he seeks to re—-establish order
and finally he successfully conquers and, after declaring
his love when they reunite after the conflict, patriarchal

order is re-instated in marriage).
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d) Frye makes an analqu between quest-romances and Jung’s
theory in that they are both "the search of the libido or
desiring self for a fulfilment that will deliver it from the
anxieties of reality but will still contain that

reality" (29).

@) Characterization is neither complex nor subtle because of
its dualistic nature.

+) The characters are always the embodiment of a moral
belief, and hence the opposing characters are easily
determined. Since the characters are the embodiments of an
ideal, their relatibnéhip to each other and to their context
is also idealized.

g) There are four polés of characterization. The struaggle
between the hero and his antagonist is that between the
eiron and alazon of comedy. Eiron corresponds to the
chargcter who depreciates him/herself (that is, the heroine
of romance—-novels) and the alazon corresponds to the
character who tries to be éamething more than he is (the
heroes of romancé—navels believe themselves immune to love,
but they end up as the victims of love). The anti-hero and
the anti-heroine are the other two poles that only emphasize
the central conflict).

) The matter is usually both amprous and chivalric.
Chivalry and feudal moral codes are always in opposition.
L.ove had absolutely no intervention in marriage (which was a
political, economic and hereditary affair); therefore love

and adulterous love were condemned by society vet idealized.
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The narrative depéﬁds upon the encounters and re—encounters
of the lovers, who are always separated either by internally
or externally imposed obstacles.

i) Love is reciprocal, but "la desgracia es que el amor gue
les agita no es el amor del otro tal como es en su realidad
concreta. Se aman mutuamente, pero cada uno ama al otro sdlo
a partir de sl, no del otro. Su desgracia tiene asi origen
en una falsa reciprocidad" (30).

3) It iy distinguishéd from other forms (such as the epic)
because of its "less heroic tone, its greater
sophistication, its fondness for the fantastic, its more
superficial characterization, (often) loose structure, and
wnity of action"(31). The result of this loosening of form
is that by the fifteenth century the heraic material became
sentimental.

k) The courtly context is fundamental for the romance
because it deals precisely with the high ideals of feudal
aristocracy. The qualities of a knight, for example, all
added up to courtesy, and the preservation of these
qualities constitutes the main concern of the romance,
together with the consequent winning of a lady.

A genre is determined also by the conditions established
between the authaor and the reading public (the narrative
contract). In his generic analysis, Frye deals with three
basic genres: lyric, drama and prose. I am concerned with
what he calls specific continuous forms and he begins by

stating the truth that fiction tends to be associated with
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unreality, and that.thé novel is only a form of fiction. He
then begins to deal with romance and novel as different

forms of fiction. The examples he bases himself on are the

novels of Jane Austen, and Emily Bronté's Wuthering Heights,
a romance. The differences between these are the following:
a) The romance usually tends to use types that become
psychological archetypes because of their capacity to
synthesize a great many ideas. The romancer has no intention
of creating “real people’, as does the novelist.

b) The novelist '"deals with personality (...) he needs the
framework of a stable society” (32) whereas the romancer uses
idealized characters, each one of them representing one
particular trait.

) The bourgeois novel often parodies the romance because
the romance tends to idealize the greatly envied and
despised aristocracy. The idealization of purity and heroism
is particularly distasteful.

d) The novel tends to be historical (temporal) because its
narrative is linear, whereas in romance the development of
the story is fixed. That is, it is not as linked to its
historical context as a novel is.

e) " A novel becomes more romantic in its appeal when the
life it reflects has passed away" (3I3).

) The romance, therefore, is intermediate between myth and
the novel because the first deals with gods and the second

with men.



Frose fiction is divided into four main streams:
confession, anatomy, novel and romance. Famela, for example,
is a combination of the novel, the romance and confession.
Confession is different from the others in its tendency to
be made of short essays, most of them in a familiar tone
because they stem from the artist®s elaboration of
autobiography (this form was eventually absorbed into the
novel through the use of stream of consciousness).

Therefore Famela is a combination of the following:

The novel tends to be extroverted and personals
its chief interest is in human character as it
manifests itself in society. The romance tends to
be introverted and personal: it also deals with
characters, but in a more subjective way (...).
The confession is also introverted, but
intellectualized in content (34).

The similarities between Famela and the romance are very
obvious. The bourgeoisie takes the place of the aristocracy,
with their values, beliefs and overall vision of their
relationships~with themselves and the world around them. The
characters are arranged according to the beliefs which must
be upheld or defended. Both genres have the intention of
presenting a simply constructed world, the ideal world of
the social class to which they belong. Thus, the moral
intentions are very clear.

The mythic narrative relies on a set amount of events
resolved in an identical way, each character having an
atemporal existence because of his/her symbolic nature.

However, the romancers do place their characters in a broad

yet more specific historical cantext. The characters in
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novels are completely determined and defined by their very
specific context. In romance-novels we find that there are
two techniques to inform the reader that fictional time
operates as time does. in the “real® world. One technique is
that the novel’s time is merely the historical antecedent of
the reader’s time. The heroine, who is usually introduced in
the opening paragraph, is made out to resemble a real woman
who inhabited the reader’s world earlier in "real” time. It
seems logical that those events in the novel should have
concluded within the period of time before the reader began
the romance-novel, but the narrative progresses as if those
events were occurring concurrently with the account of them.
The other technique used is that which presents the
narrator and the reader as witnesses of a story that is
about to begin. This is the case of fia5h~backs, a device
used frequently in many romance-novels. This, with the
romance-novel s treatment of foreshadowing reduces to a
minimum the space between the initial hint of unknown,
unpredictable happenipgs and the actual event that
inevitably confirms,fhe reader®s hypothesis of the “happy
end’. The reader and narrator presence an already
established situation, so they are awaiting the development
of these events as they are simultaneously informed of any
pertinent information that may be essential for what is to
come. The heroine is established as a historical being who
has a present and an unknown future that is conditioned by

present and past actions. These two devices convince the
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reader that she is not reading an impossible fairy tale but
a story that is very “realistic®, not only the product of
her imagination. However, the narration is still ambivalent
hecause of the insistent pains to create a ‘realistic®
fictional warld which seems to contradict the definitely
mythic mnature of the Cinderella archetype. The characters
are types, therefore eternal, everlasting and universal:
timeless. And the hero and heroine are engulfed by a love
made out as being an omhipotent, omnipresent emotion that is
statically awaiting the arrival of the characters. The
ambiguous status of the romance—novel allows for the
reader’s double intention tq evade and identify while she
feeds her addiction. On the one hand, her daily experience
in a patriarchal society is confused and given credibility.
On the other hand, she may satisfy the needs that this
society creates in her by dreaming in an utopic (yet
patriarchal) fictional world.

In both cases the hero is the active character because
he is the centre of all the action. He is the °good® force;
the heroine (or any other foe) is therefore the antagonist.
Romance-novels seem to function as novels do, then, because
when starting a new one, the reader appears to accompany
‘new’ acquaintances on a journey whose final destination is
unknown at the moment it begins. Nevertheless, the reader of
romance-novels apparently needs the security of a happy
ending in order to embark upon the journey. Therefore, we

can see that the combination of the romance and the novel
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have a specific purpose in terms of the effects that the act
of reading the romance~nmvel has on the reader.

Both forms use the stereotypes particular to the
ideology they uphold. The literary expressions of ideal
characters and their love relationship are only a
conventionalized manner of presenting a psychological
reality. The stereotyped nature of romances and novels serve
to make the matter remnte and general, as we see in Pamela

and romances with titles such as The Wilfulness of Woman,

Grandew and Meanness, Esquimaux, or Fidelity., A Fatchwork

Screen for the Ladies, or lLove and Virtue Recommended, and

innumerable romances with compound titles that include a
particular name (;haracter) with an abstract quality which

he/she embodies. This is the case of Famela, or Virtue

Rewarded, but this is a novel. I have concentrated on the
more formal, general gqualities of literary form of romance
and novel. In dealing with Famela I should like to
illustrate the ideology that underlies Richardson®s novel
and all romance-novels, and how this morality has always

been used as a justification for women’s subservience.
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Famela, or Virtue Rewarded

Samuel Richardson (1689 — 1761) was conscious that the
eighteenth century was a social century because of the
emergence of the masses, the moment in which the bourgeoisie
had to consolidate and systematize their values, beliefs and
way of life in order to justify their future development as
a break with the old aristocratic order. This ideology (like
&ll ideology) necessarily permeated their private lives and
what Richardson did was to set down the norms of private
life in terms of moral codes (35). He was preoccupied with
the individual®s role in society and the morality he
proclaimed was down to earth and easy to put into practice.
If we recall that a novel is concerned with an individual
and his role in a stable society we may explain Richardson®s
search for a new literary form.

To abolish the barrier between the private and the
public prose ficfian (romance is public) Richardson used
several narrative»dévices, the first being the epistolary
form. Letter writing was not unusual, and most literate
women were expected to write letters. But letters used in a
novel permit a greater insight into the narrator®s
paychological and emotional changes. Letters are by nature
intimate in tone (as are diaries) and one takes them to be
sincere and honest evidence of the writer because they are a
very private‘matter, qirectéd to one specific reader.
Richardson made letters & public affairi all the characters

within the novel itself read Famela’s letters which only
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shows how conscious Richardson was of writing a new,
innovative form (36).

Richardson describes a normal English middle-class
household, reducing all the incidents to familiar, everyday
ones that could be easily understood by the reading public.
Richardson’s choi¢e'df subject-matter reduced his public to
an almost exclusiVely feminine one. Courtship and marriage
were (and often still are) the only two occupations open and
destined for women. It is riot surprising, therefore, that
the marriage plot was chosen as Richardson®s main concern if
he wanted to reach the growing feminine reading public. His
novel shows that .a man®s love is proof of a girl's value,
and payment for it. Famela apparently goes on a quest to be
recognized in all her significance and she wants her worth
made real by being approved of by an aristocratic hero. She
is aware of her worth from the beginning of the narrative,
but she needs masculine, public recognition in order to
achieve integrity. Once she is singled out from among all
others for her uniqueness, Famela has reached her life’s
aim. She is transformed by Mr. B's public recognition; her
internal virtue_}s made public when she becomes a bride.

The martriage plot of a noviel necessarily poses gquestions
about how sexuality is bound by moral life, about the terms
of coexistence of the sexes and their identities, and so oan.
Richardson apparently knew that when dealing with a marriage
plot he was touching upon the most important event of a

woman®s life, an event that is so important to both sexes
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because it has so many implications. Richardson, both
printer and publisher of his own work, made the point very
clear that the aim of his heroine was not to attain a
husband but her own identity - the role of a wife. This is
why the heroine’s story continues after the marriage both in
Famela and in the continuation of her life in two more
volumes, published in 1741, one year after the first two
volumes of Famela had been first published anonymously.
Richardson used the epistolary form partially to match
the intimate nature of the content and combined it with
ercessive domestic detall to heighten the "illusion of
reality”. After all, he was fighting against the romance’s
idealized, unattainable, invulnerable heroine. The use of
realistic descripfion attracted the female reading public
and helped Richardson establish an innovative narrative
contracts:
If the basic convention governing the novel is
the expectation that readers will, through their
contact with the text, be able to recognize a
world which it produces or to which it refers, it
ought to be possible to identify at least some
elements if the text whose function it is to
confirm this expectation and to assert the
representatiqnal or mimetic orientation of
fiction (37).
Description has the function of creating the illusion of

reality, what Barthes calls the "effet de réel"” (38). Famela

is a novel plagued with intricate detail, and one may think
that Richardson intentionally did this to create a more
realistic literary world. The detail in Famela is produced

from within the novel and refers to the literary waorld; its

Fage - 43



function is poetic. In romance-novels, the description does
not refer to or help the reader recognize the textual
reality from which it 'is produced because it only refers to
an extra—textual'reality, it is only referential. However,
in romance-novels the description does not refer to or help
to recognize the world from which it is produced because
they are purely referential. The romance-—novel is an
alterable set of generic conventions rather than a natural
and organic form like the eighteenth century novel under
discussion.

It is important that daily experience was posed as an
ideal mode of existence. Virginia Woolf says that "often
nothing tangible remains of a woman®s day" (39),
but Richardson made the daily experience of both sexes
worthy subject-matter for a novel. He portrayed private
existence by limiting his subject-matter to the simple,
everyday concerns in & single household, making it idyllic.
But as he described private life he opened it up to the
public eye. He did not proclaim the morals of either the
upper bouwrgecisie or of the aristocracy: Richardson
describes and prescribes the morality of a mass, middle
class, to which he himself belonged as a self-made
publisher. He dealt with ordinary characters as he
simultaneously idéalized them, so the reader was able to
identify with the hereo and the heroine and feel gratified as
well. Pamela and Mr. B are not only believable images of

people but also the images of ideals. To identify with
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either of the two central characters of the novel gives (and
gave, at the time) a sense of the possibility of becoming
one of them. The novef shaped and strengthened the reader’s
aspirations concerning his/her private and public life,
making them want to be something special, something else, to
want to change, to be changed or to stay the same.
Richardson was forcing a social class to become conscious of
themselves as a powerful, up-—-and-coming group who had and
would have a great influence on their country’s future.

Richardson invites the reader, through his literary
technique, to identify with Pamela, Mr. B, Lady Davers or
any of the household servants who undergo a change or are
reaffirmed. The *good? ones are triumphant, the “bad® ones
reform and become *good”®, establishing the harmony that was
lost when Mr. B*s mother (a representative of the “older’,
aristocratic generation) died. The novel is really about the
form of ordering the universe after the death of the
aristocracy. The idea of "equality® is implicit (marriage to
a servant). This is significant because of the socio-

economic ‘revolutions® of the late eighteenth century. Mr.

s n

B, a proud representative of the "new’ generation accepts a
servant as a wife. Lady Davers, caught in the middle,
accepts the inevitable change and discards her haughty,
class discrimination thamks to Famela’s infinite virtue: she
is chaste, obedient, dutiful, regpectful, servile, passive,

and so on, although her religious devotion is emphasized as

being her trial when she decides not to commit suicide by
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flinging herself in a river. Romances had used very static,
inalterable characters because romance writers relied on the
langlasting narrative contract that underlied the genre.
Richardson was formulating the conditions of a new narrative
contract, so his tréatment of character is different, the
people populating his literary world are transformed, unlike
those in romance-—-novels who are dependent on the well-known
narrative contract.

The writers D{ the eighteenth century no longer had to
wirite for an educated &lite nor did they have to write for a
wealthy patron. Now they were writing for a broader and
therefore more diverse public, and so the form had to be
adapted accordingly. They were reading serious fiction
because they needed to believe in the seriousness of their
ordinary domestic life that seemed impossible to escape
from. Hence the use of types. Richardson knew that his
largest public would be middle-class women, but the morals
that hung over them were very strict and repressive,
controlling even their reading material. So Richardson made
Famela the ideal novel by combining entertainment ("a good
story”) with education. Since one of the most successful
means of educating is through imitation, Richardson only had
to write a manual, & marriage manual in this case, which,
thouwgh fictitious, was nevertheless practical enough to be
taken seriously. The realistic novel rose in England
alongside the leisuﬁed wives and daughters of the new

middle-class who were keen on becoming *ladies®. This new

Fage - 46



literary form was the inevitable outcome of historical
change and thus replaced the aristocratic romance which had
been so preocuppied with the affairs of a privileged class.
Somehow Richardsan’sjheroine is not seen as a means to
an end because the naovel is much more than a novel focused
on a value. <-Famela is a plausible heroine, the premise of
the plot, but she is *real®, thouwgh rare. The servant girl
is out to fight for the values she embodies in & world of
fallen values. Famela is accused of having her head "turned
by romances, and such idle stuff to which she has given
herself up" (40) because Mr. B angrily writes that "she
assumes airs, as if she was a mirror of perfection, and
everybody had a,design upon her" (41), but he is proved
wrong. Famela®s version is the following:
After such offers, and such threatenings, and his
comparing himself to a wicked ravisher in the very
time of his last offer; and turning it into a
jest, that we should make a pretty story in
romance (42).
*Romance” became synonymous to foolishness, gossip, day-
dirreaming and so on. Richardson did not write a *romance”, he
wrote a novel, and he states this clearly as a means of
emphasizing the realism and the plausibility of his texts.
Marriage, although no longer the impersonal arrangement
of preceeding years, still remained an important economic
institution. The household was (and still is) the school in
which high morals and ideolaogy were best instigated and

nurtured by imitation and outright education. Women had the

duty to bring up their children as proper, respectable,
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responsible citizens. This of couwrse means that women were
economically and politically dependent and subordinated to
men, but somehow this situation was justified because women
had & duty as mothers and wives, an almost divine allotment
of work. Thereforeéﬁichardson was justified in what he did
because, conscious.of his situation, he took upon himsel+
the task of guiding and protecting the soul and society
with, I should imagine, great success. Although women®s
economic dependency-and their legal status prevented them
from directly participating in the public life of the
community, theyfwere assigned a specific and important role
in the hpusehold>a5 the individuals that prepared other
individuals for their commurial, social, public role.

Famela is a manifesto that somehow justifies their
subordination by idealizing the marriage contract. Women are
what they are and men are what they do, so women were almost
born moral whereas men had to work for their salvation (we
see this in both romance—-novels and Famela). The heroes
apparently undergo a change stimulated by their women, but
the heroines themselves do not change. In reality the heroes
do not change eiﬁher because they possess exemplary
*masculinity?®. THE heroine only brings to surface the hero’s
inherent traits, 'she does not induce or provoke a real
transformation. Pamela, a poor working girl who has nothing
material to offer as dowry, contributes significantly to her
marriage by her solid moral virtues, and this virtue earns

her a prosperous husband who also offers a social position.
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Therefore they form an ideal marriage: Famela is in charge
of their private life and Mr. B handles their public life.
He, as do all heroes in ramance—noveis, proves the tenacity
of his commitment to & transcendental public purpose, as a
Justice of Peace in Bedfordshire and Lincolnshire. After he
takes on a wife the hero sets such a compelling example that
he is able to demand and receive the loyalty and commitment
of other men and women, including his wife. Mr. R, like the
heroes of romance-nbvels, is extraordinarily competent and
inevitably triumphant. In a world that accords respect to
men in general because of their strength, power and ability
to work properly in the realm of public life, Mr. B is the
most able representative of these essential middle—-class
values. By linking her life to the hero’s Famela defines her
singularity; she is assessed in terms of his public life
{despite his previous life as a “"rake’).

Richardson was very conscious of the social roles that
men and women had to play in order for them to be successful
in a bouwrgeois society. But he was also conscious that he
had to reconcile ideal love with social duty, and he did
this through marriage. Fassion is anti-social and the
romance usually implies death or social banishment. So
Richardson constrained it to marriage therefore diluting
passion into a permanent relationship based upon comfort and
domestic harmony:

El amor feliz no tiemne historia. Solo el amor

mortal es novelesco; es decir, el amor amenarzado y
condenado por la propia vida (43).
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M. B may seem to'be‘énti—social because he has the passion
af a romantic hero while Famela works for the good of
socliety, as we see when she accepts his illegitimate
dauvghter. She brings him back to society, it would seem,
because it is her duty as a woman. But this apparent taming
of the hero becomes meaningless when we realize that a
woman®s sexuality (Pamela®s, in this case) contains the
potential to do her hgkm by virtue of its capacity to
activate male lust and hatred of women. It seems as though
wWomern are respdnsﬂble for men's reincorporation into society
because they are the instigators of the hero’s temporary
insanity and desertion.

Marriage, apparently, was the only path a woman had if
she wanted to lead a socially successful life (and if she
wanted to rise in the social scale). Famela’s situation is
really quite unfair. She is faced with the possibility of
either going home to her parents or swrendering to Mr. B's
vionlent fits of childish temper. This option is not a real
one. Obviously Richardson takes Famela back to Mr. B because
she is in love with him and is willing to suffer his
outbursts. But we should realize that FPamela no longer
helongs in her parents® world when we read the pains she
goes through to dress in clothes fit for her newly gained
state of poverty reached by her stubbornness. She must buy
cheap clothes because she has been wearing the borrowed
robes (cast—-offs) of a class to which she does not belong by

birth. She is put to test in order to deserve the status to
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which she aspires: -public performance (marriage) was payment
for private pleasures (love and the lifestyle of a lady).
She thinks "it less disgrace to be obliged to wear rags, and
live upon rye-bread and water, as I used to do, than be a
harlot to the greatest man in the world" (44). Nevertheless,
poverty is still a disgrace and although Famela often thanks
her parents for her education she is more grateful to them
for that than for anything else: "I have nothing in the
world to trust but my honesty" (43). This is what gains her
& husband in the end. But somehow one is left with the
impression that Famela dutifully and socially did the right
thing by marrying, but she married for the wrong reasons.
Richardson was unsuccessful in reconciling love (passion)
with marrisge, and all the parodies of his novel are proof

of this: Anti-Pamela: or Feign®d Innocence Detected, The

True Anti-Famela: Or Memoirs of Mrs. James Farry, Famela: or

the Fair Impostor, a series of Famela comedies and an opera

as well as Fielding’s celebrated An_Apology for the Life of

Mrs. Shamela Andrews (see Appendix® 1). The heroine’s

obsession with her viftue is such that one is tempted to
think that she is obsessed with sex, not with virtue, as if
the common axiom thaﬁ women must control their sexuality if
they do not wish to be raped, ravaged, or whatever, were
true. If Famela does not manage to disguise her sexuality
successfully she will run the risk of exciting the
uncontrollable male "sex-drive® which will naturally be

released. Therefore, women (Famela) are responsible for
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putting an end to men®s sexual passions because they
provoked the surfacing of these animal, male instincts.
Famela is seduced by her own innocence.

The story of the persecuted virgin seems to have got out
of hand. Richardson wrote the two sequeléftd,Pamela, which
deal only with the married state, becauseé the rather strange
(though very patriarchal$ courtship was ¥inished with the
marriage ceremony. Needless to say, the secand part of the
novel is the most monotonous. Mr. Bs continuous sermonizing
is intolerable (and unbelievable because only a few pages
before he had tried to seduce and rape Famela, after having
had her Lkidnapped). The only lively scene is that between
l.ady Davers and Famela, probably because it is very
humorous. Otherwise this second part is only a long list of
Famela®s marital duties. As BRarthes rightly puts it:

Al difundir sus representaciones a través de un
catalogo de imagenes colectivas para uso
pequefoburgueés, la burguesia consagra la
indiferenciacidn ilusoria de las clases sociales:
a partir del momento en que una mecandgrata con un
modesto sueldo se reconoce en el gran casamiento
burgués, la ex-nominacidn buwrguesa alcanza su
completo efecto (46).

The novel shows the two most important stages of a woman®s
life as defined by a patriarchal society: courtship and
marriage. Famela III and IV deal with child-rearing and
full-fledged housewifery.

Richardson was "writing to the moment"” (47) and this

could mean that, on the one hand, the first-person narration

creates a sense of immediacy and, on the other hand,

J

Fage - 52

I

‘l



Famela®s role as narrator gives unity to all that happens
within the novel itself, from a single vantage point so that
there is unity of action, of time, and so on. The writing of
the novel is part of the novel and this mechanism gives the
narration an unprecedented realism. But probably the most
important contributiqn that Richardson made to tHe novel was
the narrator®s point of view:
La realidad no es ni absurda ni misteriosa, es
clara, casi familiar, reunida a cada instante y
contenida en la mano de un creador: soporta la
ingeniosa presidn de su libertad (...). Es un
conjunto de relaciones coherentes, ya que no
existe superposicidn entre los hechos escritos, ya
que el gque lo cuenta tiene poder para recursar la
opacidad y la soledad de las existencias qgue lo
componen, ya que cada frase puede dar testimonio
de una comunicacion vy de una jerarquia de actos
(.ua?) (48).

The epistolary form was obviously very useful. But
FPamela not only gave coherence to a literary world, she was
also making herself a heroine and establishing the rules and
perspective that women should assume in:their everyday
lives. Richardson was simultaneously constructing what he
believed to be a feminine and a literary reality. He was
ingpired by his social and histori:algcontgxt and was
prombted by it to create a feminine world. Therefore he was
forming and being formed by his own experience as a self-
made man who belonged to the middle class. He was
contributing to the formulation and formalization of an
ideology. Marriage was not the love relationship as it was

beheld ideally: it was a legal contract that was actually an

institution, another cornerstone of the ideology, and no
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individual could fulfil his or her duty without performing
this responsibility. A girl’s virginity was an asset to be
sold to a socially and financially successful suitor.

As 1 stated before, Richardson dividea‘fhe world between
the sexes. He once wrote: "It is inconceivable how much
advantage, in my proud heart, is given me, of peeping into
the hearts of my readers" (49). His readers were mostly
women. This fifty—-one-year-old was proud of his
understanding of the feminine mind so he only manoeuvred and
channelled the nature of women into the socially accepted
married state. Since he felt that he had the authority to
do this, he established the bases for theﬁrélationships
hetween the sexes on women®s subordination to men.

Richardson uses a limited number of character types, and
thirough them he shows certain inteliectual or moral
conceptions of human character in soqigty working themselves
out in vicarious circumstances. Pamela consists mainly of a
canflict of wills, of moral postures: Famela versus her
master, and all the other characters are either for or
against Famela. The distinction made between the sexes is
basically a social one because Richardson was obsessed with
propriety in both social and moral duties. It is quite clear
that, although Famela is the focal character, the novel is
completely patriarchal. Mr. E always dominates her, whatever
the circumstances. When he loses his temper, Famela is
either physically attacked or forced to fling herself at his

feet to beg forgiveness for something she has not done. Mr.
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B tries to rape her twice. Famela is usﬁélly forced to give
him her manuscript in order to justify herself because her
word carries absolutely no weight. ﬁGdSSip, like novels, is
a way of turning life into a story,;gndiﬂomeh are subject to
romance and fantasy). Mr. B forces himself into her privacy
and intimacy when reading her manusc}iﬁfg he rapes not her
body but the intimate expression of her inner world. She has
nothing of her own, ot a room or eveh a space oOn paper.
Famela 1is also faced with the necessity_mf dodging both
physical and psychological assaults upon '‘her innocence in
mind and body. Although in the end Famela is rewarded
because the power of her righteousness drives Mr. B into the
path of virtue, he is the victor because he has his cake and
eats it, as it were, gaining both a beautiful wife and &
healthy mother for his children. Mr. B rises to the status
of & deity: on the one hand, he sees Pamela as & near—saint
and, on the other, he seeks to destroy her by ravaging and
divesting her of that which sanctifies her: her virtue. It
is in his hands to use her either way, he decides whether
Mer virtue will provoke either her-do@n?all or her
glorification. The double standard is .obvious: society
overlooked (and still overlooks) promiscuity in men but
severely condemned women for any breach of innocence.

One critic, Morris Golden, states that Richardson is
projecting his sexual fantasies in the novel because Mr. K
is sadistic and Famela masochistic. This interpretation

seems a bit forced to me, but I do agree that Famela’s
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submission to the so-called hero iéﬁéiarmingy especially
after reading about a very lively anﬁfstfongfwilled Famela
who would rather be dead than tied to an immoral man like
Mr. B. As his property she cannot disturb him with unruly
desires or whims of her own. By competently fulfilling a
wife's duty Famela was expected to CHannel all her feelings.
What is still more alarming is that Richardson intended to
be educational by presenting an id;gi,luve Félationship to
his readers. Famela®s relationship to Mr. B is one of total
submission, and she is only subjugated through marriage. As
I have stated, however, Richardson wés‘énly illustrating Lthe
prevailing morality of the eighteentgldantury.
Bourgeois middle-class ideology is characterized by the
individual’s duty towards society. A%'Lukacs puts itz
...impuﬁe a todo hombre eFVSEntido de comunidad,
si va no por otras causas,?al menos sin duda por
@l conocimiento de la utilidad inmediata y .
calculable del trabajo realizado, por pequeffo que
tste sea (30).
Since bourgeois life revolves completely around moral
prescriptions, life basically consists ‘of a constant,
systematic and regular repetition of these morals. No matter
how insignificant the contribution to social life happens to
be, the individual will be rewarded because he/she is judged
by his/her achievements. The need for security is guaranteed
as long as the individual is morally constant and
consistent, as long as he/she does not do anything he/she

should not because duties are assigned to the individual by

the community to which he/she belmngs:;"HacéF nuestro deber:
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éste es el dnico camino seguro de la vida" (S51). Naturally,
women’s duty as housewives is thought of as a vital,
indispensable pillar of society, although the economic
importance is hidden behind the disguise of their spiritual
guidance and strength. The home was a woman®s place, the
centre of family activity and stability, cut off from any
public interference. But women could have no public
activities because they had no legal status. They were
treated as merchandise under the authority of a father
first, and then of a husband. All the most memorable love
stories in Western literature have ended in death, because
the conflict between passionate love and society cannot be
solved in any way, and, besides, the negation of society is
death. Lukacs characterizes the bourgepig mentality as one
of conformity because the individual relies on fate as a way
of escaping the responsibility of taking the reins of his
existence in hand. Therefore, the individual is reduced to
passivitysy his life should basically run smoothly:

Lo que les ocurre, no lo hacen (...). Los hombres
no quieren, en efecto, hacer mads gue lo que les es
concedida, y su firme y seguro paso les lleva sin
duda a la meta gue han de alcanzar. Lo que decide
el curso de la vida, todo lo que en la vida
provoca preguntas torturadoras y dolores
profundos, todo eso llega siempre de fuera, todo
eso les ocurre a los hombres; ellos mismos no
hacen nada para provocarlao (82).

All the tragic lovers that one may recall have invited
death, had provoked it in an outright challenge to both

social and universal order. The bourgeois middle class only

ask to be left alone so that they can tread their paths in
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tranguility, guided by the light thét morality sheds upon
thelir ways. i
Richardson reproduces this ideal’ life by drawing a
clear—cut division between the duties of men and women. This
is one of the characteristics of a patriarchal society, as
Anne Wilson Schaef describes as follows:
El Sistema del Macho es um sistema dual: pienssa
por dicotomlas v cree que el mundo debe verse asi.
For lo mismo, estamos entrenados para percibir las
cosas dualmente y simpliticar el mundo en “una de
dos® (53).
Daily experience is oversimplified by the dual division of
the world, the possibility of mediating is ideally
unacceptable. Women, who live the guotidian with much more
intensity, do, however, learn to mediate. They seem to have
the role of mediators caught between the masculine extremes.
By simplifying the world, the ideology nullifies, or rather
tends to nullify, any possible confusion. A simple, planned
life in which behavioural roles have been previously laid
out for all may be & satisfving life because this is the
state of bourgeois "happiness’. Pamela is singleminded
throughout the novel. She only wavers once, but her sense of
duty helps her conquer her moment of weakness and she is
eventually rewarded for her moral stréngth. Mr. B is intent
on having Famela one way or another, and he finally manages
to attain his goal. Mr.B seems to share the same attitude to
women as a modern romance-navel hero: ""I°m going to have

you on any terms. If it’s marriage you want, then we®ll get

married’" (34). The double message is evident. Men want to
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secure their possession of a particular woman and the only
way to do this is through marriage. On the one hand, women
as housewives are idealized; on the other matrimony is

3

worthless: "* I want you with me the rest of my life, as my
wife...the mother of my children...as my woman, the other
half of me®" (55). Richardson was obviously taking the
mariiage plot from his own experience. Since Pamela and Mr.
B are antagonistic they are prepared to defend themselves.
Mutual hatred seems to be the initial point from which a
love relationship begins. The same situation is found in
romance-novels: "It would not be an exaggeration to say that
it was loathing at first sight on both sides" (S6). Men are
obviously victims of the double standard that they have
imposed on women and on themselves. A relatioenship based on
this double standard obviously causes the same confusion in
men as it does in women with one difference: men created it.
Simone de Beauvoir pinpoints the essence of the problem,
which is rather more complicated than one would imagine:

La historia nos muestra que los hombres han
tenido siempre todos los poderes concretos: desde
los comienzos del patriarcado han juzgado Gtil
mantener a la mujer en un estado de dependenciaj
sus codigos han sido establecidos contra ella, vy
de ese modo ha sido convertida concretamente en el
Otro. Esa condicidn servia a los. intereses
econdmicos de los machos, pero convenia también a
sus pretenciones ontoldgicas y morales. Desde que
el sujeto busca afirmarse, el Otro gque lo limita vy
lo niega le es necesario, sin embargo, pues no se
alcanza sino a través de esa realidad que no es
2l. For eso la vida del hombre no es nunca

plenitud ni reposo sino carencia y movimiento,
lucha (57).
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Even such a "feminine man® as Richardson is at times

described had no choice but to see women as the Other. So

Famela is the product of a very blased ' culture, and one of
the features of this novel is the liieraﬂy use of double
messages (38). On the one hand, sinte the narrator is a
woman one tends to identify with her and, on the other hand,
the narration is really the product of a masculine
congePtion of what a woman®s world should be. Since women
are brought up with a patriarchal construction of the world,
it us normal for them to identify easily with & heroine
despite the sexism with which she is judged.

Ideology has the function of qiving coherence and order
to daily experience. But bourgeois ideology is just as
limited as most because it gives coherence to the world of
men rather than of women. So the dally experience of women
actually escapes the dominant ideoclogy despite the desperate
attempt of ideology to include woméen's experiences.
Unfortunately, though, women have not yet been able to build
an ideology of their own because théy‘havé not even got
their own point of view. This lack of'cunSciousnesg of both
men and women is the result of the determinant role plaved
by what Marcuse calls the reality principle in ouw daily
experience. Men are very much encumbered by the reality
principle because of their publicly-oriented place in
society. In order to be able to succeed in the reality
principle men must control the part of them that corresponds

to what Marcuse calls the pleasure principle. To do this
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they have successfully burdened women with it, therefore
giving her the role of usurper of the reality principle, the
sexual , mysterious, incomprehensible Other that fights
against the bourgeois way of life jusi*by existing. This
division of principles probably sp?ings'from older and mare
basic dualities, but Marcuse’s divisipﬁ is useful in a
discussion of the twentieth century woman reader and her
interaction with the romance—-novel because it is a
literature through which women may escape’ from their daily
lives, their reality principle. Men and women have always
been set against each other, which prevents women from
making a rational, controlled totalization of their
experience. They are subjected to the incongruencies and
incoherence of the patriarchal ideology that does not
pertain to them or fit them, so to speak, and this only
causes a great deal of emotional damaje.

The readers of the romance-novel share the same need to
escape from their difficult and unsatisfactory daily
existence by hecoming heroines. The act of reading is
therefore a temporary medicine for the emotional needs that
a patriarchal love relationship does not satisfy.
Unfortunately, the literature that most women (and men) read
does not propose or suggest any real, practical change in
terms of the traditional patriarchal marriage arrangement.
Many women have written since the seventeenth century, but
very few have seriously threatened and quegtiohed the status

quo. Many times women themselves have been impediments to
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the change that they all anxiously look forward to, and this
is the case of many eighteenth century ?omances, Gothic
novels and contemporary romance*novelg. As I mentioned in
the introduction, once women writEFS'fealize that they are
thought of as the Other, they can become subjects who judge
men, not necessarily as Others but as individuals which
cantain both principles. Women may then loock forward to a
literature of their own because there will no longer be the
need to fight the opposite sex to affirm one’s awn. Virginia
Woolf criticizes women writers for their insistence on
"femininity®, on otherness, on the difference between the
sexes. But art, Virginia Woolf states. cannot be angry,
defensive or a channel through wgich women' plead a cause. In
the eighteenth century there was a strict division of sexual
roles, mare so than taday, but the division still exists.
Marcuse®s division of experience between the pleasure
principle (women®s domain), which I shall now discuss in
greater depth, and the reality princigle (men’s domain)
provides a particularly useful method for describing the
terms on which the man/woman opposition persists today. In
my opinion, the opposition is much more subtle than it was
in the eighteenth century and thereforg more difficult to
deal with for the sole reason that it has become so engraved
in our culture, it has been unconsciously assumed and
assimilated as an immutable truth. The subtle crosscurrents
undermining *rational’ arguments tend to be used to justify

women® s subservience today.
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The Reality and the Fleasure Frinciple.

There are two basic principles that are in constant
conflict within the individual: the reality and the pleasure
principle. The history of man is characterized by the
increasingly repressive culture that is being dominated by
the reality principle. The characteristiceg of each principle

are given to us by Marcuse as follows:

Principio de placer: Frincipio de realidad: -
satisfaccidn inmediata satisfaccion retardada
placer restiriccidn del placer
gozo (jusgo) fatiga (trabajo
receptividad productividad

ausencia de represidn sequridad (59)

The reality principle is predominant in any form of
bourgeois ideology. The pleasure principle cannot be
abolished entirely, but it can be channelled in several
ways, perhaps by acts of repression. At one time (say at the
time of Richardson), the individual was controlled mare by
external factors. Now, the individual himself has mechanisms
of self-control, which only goes to show how deep into the
unconscious the reality principle haé permeated. This
control is obviously learned through the various
institutions that uphold the idenlngyg This is where
literature such as mass—produced romance-novels comes in
handy. It helps to relieve tensions, diffusé resentment and
indulge in a fantasy of positive, cdﬁstructive feelings, and
allows the readers to go back to their household chores with
new hope. This literatuwe is compensatory because it

provides the readers with emotional release from the
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restricting social roles with which they are burdened. That
is, it provides an escape and offers the comfort that is
denied yet necessary for the success b*'the’reality
principle.

Ideally, according to Marcuse, work is a means by which
the individual develops integrally, bgt currently most .
individuals are dissatisfied with their everyday activities;
so the need for leisure is essential. The ‘individual does
not work for himself, and the larger part of his/her life is
therefore dedicated to an activity which is not at all
giratifying. The mind and the body have become mere
instruments of alienating work and, to make it worse, the
individual exists in a community only during the hours when
he /she works: !

Este tiempo libre estard potencialmente
disponible para el placer (...). El control del
ocio es logrado por la duracién del dia de trabajo
mismo, por la aburrida vy mecénica rutina del
trabajo enajernado; éste requiere que el ocio sesa
una pasiva relajacion y una recreacion de energla
para el trabajo (60).

The individual cannot be left alone because<he/5he could
begin to perceive the gratifying feeling of satisfying
his/hef creative potential. Women, of course, share the same
internal conflict, but men accuse them of embodying the
pleasure principle because it is the mqst uncontrollable and
disturbing one. Romance-novels therefore serve as a means of
relaxation and entertainment, but they are also a very

harmful and short-lived means of indulging in a sham theatre

of what it would be like to indulge in all aspects of the
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pleasure principle. The romance-novel readers actually feel
guilty about indulging in an activity that gives them
pleasure outside their’roleg and duties as wives and
mothers. Men have no guilty consciences when watching sports
on television or reading either detective best-sellers or
leafing through Flayboy magazines. Women fgal guilty about
giving themselves pleasure through a comparatively
Yinnocent® and harmless past-time as is the reading of
romance-novels.

Leisure and free time are therefore the invention of an
ideology that is trying to repress the forces that naturally
work against it. (Somehow, one asks Marcuse why these need
be opposing principles. Ideally each individual should
comprise both principles and handle them both to achieve
some sort of emotional, psychological and social stability
and integrity). As we have seen before, ideology has the
role of rationally explaining and orgénizing whatever is
happening in the reality principle. We have seen how, in the
eighteenth century, there was a need for a systematized
bouwrgeois ideology due to the increasing influence of the
newly-formed economic system. But today there would seem to
be no need for the imposition of an ideology because the
restrictions that are imposed in order to exert control over
society have become almost universal. The individual has
internalized them and lives them as if they were his/her
own, therefore living a mutilated life as if it were a free

one: "desea lo gue se supone debe desear; sus
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gratificaciones son provechosas para &l vy para los demds; es
razonable y hasta a menudo exuberantemente feliz" (61), but
he/she is not really living for him/herself. The women who
read romance-novels, for example, believe that the utopic
world in which they feel so exultant is really a literature
for, by and about® women.-  But we knoé that this ideal world
is nothing but the creation of a patriarchal mind.

At a time when the individual suffers from what
psychologists call "alienation?®, hé/sﬁe desperately feels
the need for recognition (identification with a heroine and
Fecognition by an ideal hero) (62). He/she feels a need to
belong and to identify with other individuals, because the
individual®s psychology is very much & group one (which is
the base of what sociologists call the "masses™), and the
bourgeols reality principle is characterized by the social
use of this psychology. Work relationships have set patterns
for individual relationships (i.e. the private is determined
by public stereotyped behaviour), the individual has become
anonymous. The romance-novel tries to heal this sense of
alienation. The heroines/readers are usually insignificant
workers of a monstruous company. The hero’s stooping from
his executive suite to the secretarialvpool is meaningful in
that the depersonalized work relationsﬁips typical of such a
company are breached by love. Besides, whenever the hero
recognizes the value of the heroine’s work it becomes
meaningful for her. She assumes respongibiiity’for her

routinary working day because it is meaningful for the hero,
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she now belongs to him and to his COmPany , both of which
cannot swvive without her. Suddenly she becomes
indispensable whereas before she was an interchangeable part
of the business. Seemingly, the private and public worlds
ideally merge. But the moment that this happEns the herocine
gives up her career in favour of marriage (the career she
was made for); otherwise, her psyche wauid be fragmented
hetween her intense private life and her public one.
Although the heroines seek the integrity of their
public/private lives in the end they are forced to give one
up: the public, because they choose to realize thelr selves
in the realm of the private. As consolatiqh, they attain
public recognition through their men, therefore sacrificing
the public roles that they could have possibly attained on
their own, in favour of the public recognition mediated by a
MAM

The educational system, religion, politics and the
infinite amount of societies and committees that the
government creates in order to promote a feeling of
solidarity and community are all only a means to an end that
has nothing to do with the individual but with the reigning
economic system. Indiyiduality has been releggted to a mere
concept. In parenthesis, it is worth noting that romance-
readers sincerely believe that the heroines of romance-
novels are all different. The differences are illusory
because they are submerged in and sacrificed to the

institutional demand of women’s invariable roles, habits and
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both formal and informal sanctions that make women comply
with the patriarchal view of femininity as a social and
institutional duty essential to the current, stable
organization of daily experience. To returﬁ-tn_the topic
under discussion, individuality is now determined in terms
of types, and the individual is worried about how to handle
his/her identity within a given community: she/he is slowly
sinking into a deeper state of unconsciousness:

Con la decadencia de la conciencia, con el
control de la informacidn, con la absorcidn de la
comunicacidn individual por el de las masas, el
conacimiento es administrado y confinado. El
individuo no sabe realmente lo que pasa; la
poderosa maquina de educacidn y diversidn lo une a
los demids en un estado de anestesia en el que
todas las ideas perjudiciales tienden a ser

vcluidas. Y puesto que el conocimiento de toda
verdad dificilmente conduce a la felicidad, esa
anestesia general hace felices a los individuos.
81 la angustia es algo mas gque enfermedad general,
si @8 una condicidn existencial, entonces esta
llamada "época de la angustia® se distingue por el
grado en que la angustia ha desaparecido de la

Hpresion (63).

As Barthes says, the bourgeoisie no longer have to name
themsel ves because they have erased their names by passing
from the reality principle to a mere representation of it,
their way of life has become natural and universal: "Todo,
en nuestra vida cotidiana, es tributario de la
representacidn que la burguesia se hace y nos hace de las
relaciones del hombre y del mundo" (64).

In this sense, then, it is difficult to understand why

the romance-novel, with all its moralistic content, is still

read world-wide. The need to advertise - a way of life is no
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longer a priority, and the ideology may still be propagated
in more subtle terms because the individual is already
greatly infiltrated by it. This is something that has taken
me a long time to understamd and 1 believe it now has to do
with the use of mythological matter in romance-novels (65).
In the first chapter, I briefly explained this process of
the lack of immediacy these novels have in connection to the
gquotidian. Compared to Famela, and if we take Frye's
explanation of the history of literature into account, we
may see that romance-novels never ﬂeveldpéd as did other
genres and subgenres. If the growing repression of the
pleasuwre principle marks the progress of civilization, as
Marcuse believes, we could perhaps relate this to Frye's
tracing of the evolution of literature.

Women (like men, but to a greater extent) are not
allowed to fantasize, to day-dream through a literatwe of
their own. Even their fantasies are controlled by
patriarchal modalities. Romance—-novels, women®s apparent
means of escape from patriarchy to a fantasy world, only
reaffirm patriarchal ideals. The evident effect that this
has on them is one of anxiety. The more they read the more
dependent they become on this evasion because their evervyday
life becomes more unsatisfactory, less gratifying. Their
sense of gratification is only temparai, immediate, so they
feel the need to resort to other means: of eQasion, and all
mass media provide this way out (one é;n also find an

incredible variety of romance-novels ah-tha market). The
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rose-tinted world of romance-novels has no complications,
daily problems are easily solved or dissolved, they become
meaningless. There are no conflicts in romance-novels
hecause the so-called realistic problems wifh which they
deal are superficially and unsuccessfully resalved.
Richardson offered very practical advice to prospective
wives, but romance~-novels do not offer any solutions to
women®s dailly problems because this reading only offers
escape, no solutions. But, for the sake of the narrative
contract the hero/heroine relationship must be solved with a
promise of permanency. These novels intend to propagate an
idenlogy, to comfort and convince the reader that her
stereotyped existence is justified, correct and is
potentially & position for her ascendancy to "happiness’®
within the traditional, patriarchal love relationship, the
aspired state Forster described as follows:
l.ove, like death, is congeniaIAto a novelist
because it ends a book cnnyeniEntly. He can make
it a permanency, and his readers easily acquiesce,
because one of the illusions attached to love is
that it will be permanent. Not has been - will be
(...)3 if it is constant it is no longer a human
relationship but a social habit, the emphasis in
it has passed from love to marriage (66).
Women apparently aspire to any kind of permanency, even if
it is the permanency of a patriarchal institution like
marriage. Not that the institution as such  is condemnable,

but the informal terms upon which it is founded include the

term that women must serve their men because they are wives.
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The dispersed dally experience of women can apparently
only be unified under the patriarchal euplanatibn of the
individual’s existence in society and in the world. But the
literature to which women are exposed only reaffirms the
idea that they are the pleasure principle incarnate; they
are the elements that infiltrate and inhibit the proper
functioning of the reality principle: "We see in women
e@specially the triumph of the animal over the spiritual"
(67), says one character in a novel in which a heroine
rebels against a patriarchal marriage. So the regder is
forced to see the heroine in a rathEdeiétasteful light
because the hero is always consecratedias the protagonist
even in ‘women's stories. Women are therefare minimized,
reduced to the few types that men have created for them: The
Sweet Young Thing, the Ferfect Wife, thé Femme Fatale, the
Sex Goddess, the Cool Beauty, the Emotional or Sensitive
Woman, the Frustrated Woman, the Immoral Woman, the Career
Woman, the Regular Gal, the Brassy Mndgrn, the Liberated
Modern, and so on. The typified readEré'are allowed to
identify with typified heroines. One should not be surprised
at the alienating effect that this may have on the readers
who do not know that they lead unsatisfactory lives because
they are being suffocated by the roleg imposed upon them.
The easiest to adopt are those pervading the romance-novel
because the heroine is considered °‘normal,® (of couwrse she

is not because she is a heroine - another double message):
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-Natufally they, like her, had never imagined he

would take any interest in a long-legged English

girl, whose only claim to beauty was the silvery

fair hair that fell almost to her waist. The rest

of her features were totally ordinary (ﬂ..) (68) .
Unfortunately, the heroipes are not rEaliy that ordinary.
The ideal woman for a man, or better still, the woman with
whom men dream, is & sexual object. In his study E1__
erotismo, Francesco Alberoni describes what masculine
fantasies are like. Women are thought to prefer moral love
to sex, whereas men prefer the discan{inuity.of sexual
pleasure. I believe Alberoni is dealing with social
stereotypes, but romance-novels deal with these common
beliefs. The double standard concerning promiscuity is again
dealt with since romance-novels, such as Pamela, are novels
about seduction.

"En el erotismo masculino, hasta la reciprocidad es
egolista. Se desea el placer de la mujer para llegar al
propio placer" (6%9). The heroines of romance-novels are
obviously fatally attracted to the “all malg’ hero (whatever
that means), his sexuality strikes all female characters
because it is universal and infinite. Since these men belong
to the bourgenis aristocracy, they have *loose” morals.
Their money seems to justify their la:kfof interest in
martriage and their preference for relationships that require
no commitment {(responsibility for another person). Their
preference for publicly acknowledged relationships is

compared with the heroine’s preference for intimate,

lasting, continuous ones that imply commitment and care for
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another. The hero prefers women of his class, anti-heroines
who know the rules of the game and play by them, not making
any demands upon him as long as he is sexuyally fulfilling.
These self-made men have the capacity to choose and get
their women without too much difficulty because of their
masculine charisma, the “virility® they emanate. Finally,
however, the hero surrenders to the heroine because she is
calm, secure, consoling, the refuge where he can temporarily
forget all his daily problems. Men dream about this haven
hecause they long for the supposed peace and guiet of a home
whereas women spend their lives serving, be it as nurses,
stewardesses, secretaries or even models. These activities
are in tune with the housekeeping role in which housekeeping
is & productive, not a creative service. Women lend service
to men and children in order to prepare them for work
outside the realm of the home. Alice Mumro . rightly describes
the different attitudes that women and men have about the
homes
A house is all right for a man to work in. He
brings his work into the house, a place is cleared
for ity the house rearranges itself as best it can
around him. Everybody recognizes that his work
aiists. He is not expected to answer the
telephone, to find things that are lost, to see
why the children are crying, or to feed the cat.
He can shut his door. Imagine (I said) a mother
shutting her door, and the children knowing she is
behind ity why, the very thought of it is
outrageous to them. A woman who sits staring into
space, into a country that is not her husband’s or
her children®s is likewise known to be an offence
against natuwre. S0 a house is not the same for a

woman. She is not someone who: walks into the
house, to make use of it, and will walk out again.
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She is the house: there is no separation pnssible
(70) ., ‘

It is no wonder that romance-novel readers feel gu;lty when
reading because they escape from their “home® in the home.
"*I think men do feel threatened. They want their wife to be
in the room with them. And I think myabody is in the room
but the rest of me is not (when I am reading)®" (71), as one
reader answers Janice A. Radway’s questionf Incredible as it
may seem, husbands do feel threatened by their spouses®
hobby because they escape the immediate family circle to

which they cater all day long by dealing with their family®s

T

emotional and material requirements.

Romance-novels are novels of seduction. Women read them

Tor

because the heroines are courted, and the readers feel what
it is to be the object of a developiné courtship, the centre
of attention of an ideal man. The hero is ideal because he
is apparently not interested in seducing the heroine for
sexual reasons only, he apparently is affectively attached
to her, she is watched closely by someone that appreciates
her true worth. The feeling of contentment that women
experience by seeing the happy culminééion of a ’growing’
emotional relationship is self-deluding. The so-called
mutual love between the hero and heroine is reason enough to
pardon him for his terrible and consistent treatment of the
heroine. Even the very ambiguously depicted sexual scenes
are interpreted as evidence of the man’s love because he is
concerned with her pleasure only (but we must remember what

Alberoni says of this). The hope that these naive women have
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in this "ideal” love relationship blinds them to the sexist
hase of the narratives. Regardless of how badly the hero
mistreats the heroine, their happy union justifies his
brutality because he was so much in 1Qve with his woman that
his irrational sexual responses necessarily héad to be
vented. She is guilty for provoking them and she must suffer
the consequences. Besides, violence is acceptable if it is
the reaction caused by jealousy or uncontrollable passion
because his “love” for her prompts him to “"lose his head®.
The anger and hatred he shows throughout the plot are made
to seem as though he were reacting to the girl's
independence and defiance. However, the men are really angry
because their existence is being thrthened by the imminent
disturbance of their patriarchal life;ﬁhich Haé its own
patriarchal patterns. The moment emotion (love, that is)
stumbles into their lives they resenéftheir own
demonstrations of sensitivity because, as we know, one of
the traits of true manhood is the lack of emotion.
Apparently, the heroine has the strength and worth to
disrupt the heros impenetrable self, and the readers
translate this to mean that she is producing a change in the
conception of the female self. However, this change is
simulated since the social arrangement is unchanged: the
girl surrenders when the man admits his weakness for her,
but this does not imply a change in the traditional terms of
monogamous marriage. On the contrary, the now stereotyped

declarations of love invariably imply that the loved woman
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was made for him, she is his other half,~ﬁg cannot live
without her, he cannot stand the idea of imagining her in
the arms of a rival, and so on. The heroine basks in her
triumph over the indomitable man, but in reality she has not
even wagered battle, he has not changed at'all? nor has he
disturbed his status quo, and she has not either.

Despite the pains that the writers take to conceal the
sexual relationship under the guise of tenderness,
gentleness, “true love®, "insightful iove’ or whatever, the
relationship is basically sexual. The heroine challenges the
hero when she does not instantly succumb to his powers of
seduction but in the end she “gives® herself to him in mind
and body because of "love’. He gets what he wants using
whatever weapons or tricks he can think of, including
violence. To make the heroine’s reaction worse, she thanks
him for having seduced her and shown Her *what love could
bre® 2 ‘

"(The other women) don®t matter; Joel, except
that they’ve helped to make you the person
you are today, the person I love, and for
that I can only feel gratitude. From them
you've learned how to give me unselfish
pleasure, how to excite me beyond endurance at
times® (72).
Incredible as it may seem, the readers of romance-novels do
not see the double message underlying a forgiving comment
such as this one. The heroine is accepting one of the most
visible double standards of our society, and the reader

merely responds with pleasure. It is a truth universally

acknowledged that "love can conquer all’. I believe that the
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sexism of romance-novels may be found in the different
attitudes towards sex and love-relationships. If women are
characterized by their preference for stable, 1Dng—1a5ﬁing
relationships, romance-novels are hardly the right place to
depict them. The so-called long-lasting relationship is
doomed to failure because the hero establishes the terms of
the relationship and these are basically against the
continuity of marriage and for discontinuous affairs.

The ideals explored in romance-novels are “feminized’
versions of masculine ideals. The idea that women are the
shapes as well as the shapers of men’s desires is not true.
But since the ideological stance demands that love and
passion be controlled and put to good use, men solve the
problem by placing marriage as the state to which all women
aspire; the permanent “happy ending’® satisfies the demands
of both sexes. Men acquire the haven they need after a hard
day's work and ‘women "find their selves’ because they fulfil
their life—-long wish of being considered worthy and unique.
The reasons for marriage are not comparable. Marriage for a
woman is posed as her culmination as a woman, her femininity
is measured in terms of her status in relation to a man.
However, as Alice Munro adequately déscribes, the home is
different for a man, and a woman is-Hér home, there is no
"separation possible®.

Reading and writing are solitary activities, and a woman
can feel alone, finally, when she is engrassed in either of

these activities. The novel is a form.in which women may

Fage - 77

"



exercise greater freedom because they must create an entire
world, with its own laws, its own hiéraﬁchy of values and
its own integrity. Thus, it is not surprising that this form
fits their purpose to perfection. The eaample of the
EBront#s, who created their fictional world out of the
isolation of their lives, only serves:tn prove the point
("Bondal® it was called): "En la novela, la unidad del
universo no es ya un HECHO, sino un FIN" (73). It is a form
in which women are allowed to unify both their private and
the public expérience. Unfortunately, the writers of
romance-novels are incapable of questioning the types they
use to build their literary worlds, they handle a pre-
constructed world with collective ideals instead of personal
ones because they are merchandise to be bought. The readers
and writers of romance-novels are‘the;cbnsumers, not the
creators of ideals: "El mito no niega. las cosas, su funcidn,
por el contrario, es ‘hablar de ellas; simplemehte las
purifica, las vuelve inocentes, las funda como naturaleza vy
eternidad" (74) and by doing this myth abolishes reality.
The result of women®s reading of romance-novels is the
dissolution and impossibility of their gf@ing,any real
coherence to their daily experience. The women writers use a
distorted patriarchal version of a woman®s daily life and
thus write as “feminized® men, which obviously gives birth
to a wealth of double messages. The lives of housewives seem

to be a series of disillusioned days .in which order is

established, then lost, then established again, and so on.
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To men this routinary existence may seem absurd because
nothing tamngible or permanent is achieved. When women escape
into a world constructed by men®s values; the reader’s daily
experience in comparison to the ideal one of the herocine is
absurd. Hence the addictive effect of reading romance-
novels.

I¥ the novel form were properly exploited by romance-
navel writers, the “illusion of reality” would include the
illusion of sequence, continuity and coherence. In order to
attain this goal, women must put together and integrate
their reality principle and appreciate ifé worth {(How many
times has a housewife been asked whether she works!). Ry
reading a novel women should become aware of themselves,
admiring and anticipating the characters®™ motives and
destinies in a contingent world. Under these circumstances
they can fancy that - like a novelist - they understand and
can handle everything. Women (like men) are so immersed in
self-pity for their lot as cogs in an alienating system that
they lose sight of their own value. They have no awareness
of "self’ and are blind to the subtle infiltration of
persistent patriarchal patterns. 1f women read romance-
novels as a means of identifying with a heroine who is the
centre of attention of a powerful, important, nurturing male
who gives her a sense of self (becausé in offering his
attention to the heroine he is implicitly paying attention
to the reader), the reader is recovering her self-awareness

through escape, by feeling temporarily cared for by a non-
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existent, ideal male (who is sufficientlyl’mﬁle’ to cater
for the psychological needs of heroine and reader). Women
must write sincerely as women, not as ;feminized’ men, 1i1f
they are to be honest to their work ‘and their reading
public. But to do this the readers and wriﬁers must have
extra-textual self-awareness so as not to have to turn to
romance-novels as the last resort in search of affirmation
and recognition of their worth as women in a difficult,
chaotic, patriarchal reality principle.

I have dwelt on the implications of seduction because
what the readers of romance-novels interpret as a
‘developing relationship® is Dnly a process of seduction.
Before analyzing the defining traits of contemporary
romance-novels I should like to describe one of the
essential characteristics of this litEratqrE:
sentimentality, & characteristic it shares with most mass-—
media. Harleguin Enterprises, like all other publishers of
romance-novels, are a business first of all, and their main
priority is economic survival. This economic goal accounts
largely for the poor literary qguality Of:their product,
which determines price and readership. One cannot be
anything but impressed by the figures these publishing
haouses handle on a yearly basis (see'apﬁendix 2)Y. But these
increasing sales are inversely proporﬁfonal to the quality
of the mass-produced romance-novels. As a rFesult we have

sentimentality and a formulaic 1iterafure.
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The Romance—novel and Mass Media

Sentimentality, or what Umberto Eco calls "kitsch® "es
la definicién del mal gusto, en arte; como prefabricacidn e
imposicidn del efecto" (73). This concept refers to a
particular way in which, in 1iteréture, the author®s world
is presented. However, this styleiis characteristic of all
mass—media because it basically constitutes the art of the
stereotype, of the cliché&. The characters, their
interaction, the dialaogues, the entire literary world of the
romance—-novel belong to a set repertéry of Tartistic® or
poetic devices, all believed pertinent to the sentimental,
romantic tone of the literature. Similafly, all the
emotions, sensations and behavioural patterns which have the
intention of provoking a response in ﬁhe reader fail because
they are handed out digested. Since the role of the reader
is reduced to a minimum the romance-novel is a literature of
entertainment, of relaxation, of evasion. The reader
deciphers an already familiar message‘fhat.she knew before
reading the text.

All the literary devices used in romance-novels have
probably been assimilated from other 1ite€ary genres.
However, once they are out of their Grigingl context they
lose their effect and their originality (unless they happen
to be in good hands). After the unlimited use they have
suffered they are worn. Through repetition the romance-novel
has appropriated the language, the imagery of other

literatuwes, and it has therefore lost its effectiveness
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precisely because the form has become a formula or a
prescription. It lacks the vitality géﬁerated in & novel by
the interaction of all its parts. It is no longer, as D.H.
Lawrence put it, “the book of life®.

A description from any romance~nével.illugtrafes the use
of kitschs:

A frown darkened those wintry eves: they had
always intimidated her. Théy were so cold. Even
when he seemed to be utterly gripped by passion,
those wintry syes were never less than watchful
with a coldness that chilled you to the bone
(76). ’

The author here felt forced tp resort to redundancy to
communicate the effect that the hero had on the heroine.
Nevertheless, the contrast passion/coldness and the
rhetorical appeal to the reader ("chilled you to the bone")
LY
do not in any way help to provoke a response in the reader.
These words, once charged with a great power of connotation,
have lost their effectiveness because their capacity to

evoke is nullified by excessive use, both in this novel, A_

Stranger®s Touch, and throughout the subgenre. The

associations areg now avtomatic so there is no surprise, no
freshness in them; they are no longer a challenge. Since the
authors are not conscious of the capacity that words have to
connote they constantly feel the need to emphasize effect,
to pile different words upon each other. Therefore, the
writers abolish the tonalities betwegn synonyms and the
words become homogeneous. This am&teur treatment of language

is justifiable, up to a point. Clichés have been so
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exhausted, so used and abused that they ﬁaVa become
meaningless. FPhrases, metaphors,vsim§185; platitudes, entire
images have hecome so worn that they are inevitably
sentimental: "He was like & sléepy feline, sleek and
beautiful, and just as dangerous" (77): "*I told vou right
from the start - I°m never going to say gdodbye to you,
Suki. The minute I saw you I knew vou were for me, yvou weres
the one 1°d waited for, and nothing is ever going to part
us™ " (78). The redundancy of these statements makes them
meaningless.

Umberto Eco and Gillo Dorfles_explain‘the phenomenon of
redundan;y in literature in terms of information theory. In
very basic terms, the information of & message "serd tanto
mavor cuanto mayor sea la improbabilidad del contenido de
dicho mensaje" (79). To calculate the amount of information
one must determine the probable or improbable the message 1s
because it evidently affects the banality or the originality
of the content. The disorganization of the message is
therefore inversely proportional to the amount of
information transmitted. The concepts of noise and
redundancy are important to determine the amount of
information which is being transmitted. Noise usually refers
to thoﬁa undesirable elements which havé_nntlbeen
intentionally given by the codifier. Thét is,  any
interference capable of attenuating the intelligibility of
the message (80). To reduce the danger of noise interference

the transmitter resorts to redundancy, which consists of a
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greater amount and complexity of information that allows and
assures unaltered comprehension of the message (81). In
literary terms, redundancy is undesirable because the role
of the reader is reduced to a minimuaj he/she receives a
large quantity of the same information. Noise is desireable
because it forces the reader to take & more active role in
order to clarify the message. In computer science redundancy
is necessary, whereas in art redundancy is unnecessary, and
improbability is essential because the message becomes
richer if it is less predictable.

In romance-novels, the main fﬁnction of redundancy is
to iron out ambiguities, therefore assuwing intelligibility
and univocal interpretation. The language itself does not
disrupt or challenge the reader; he/she does not even have
to use his/her imagination. This treatment of language only
creates lazy and unimaginative reading habits that will
gradually become worse. The descriptive vocabulary comes
from a stock of words that reconfirm the reader’®s
expectations again and again. By repetitivély resorting to
this lexical stock the author diminishes the reader’s
interpretative action because each subsequent appearance of
a stock expression can evoke entire cﬁaracterizatimns,
mastered cultural codes, conventions
and, naturally, emotional responses from the readers. One
reader comments on Jane Austen: "’Hef‘sentences are so

confusing,” Joy lamented, that I realiy have to work at it
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to understand what she's saying. I can“t)ﬁead her and do
something else at the same time. It s hérd work™" (82).
Sentimentality or kitsch is not only an artistic mode.
Unfortunately, as A. Moles shows in his study El _kitsch,
this is an entire way of life peculiar to the bourgeois
middle-class. The basic characteristics of kitsch are the
following:
&) Security in relation to and against the dangers of the
"external’ world.
) The self-affirmation of a way of’}i¥e,zd+ the economic
system based upon the accumulation and preservation of
capital, merchandlse, gadgets, etc. (ThisLimplies a total,
unquestioning attitude towards the rgality principle).
¢) A system in which the individual is what he appears to
be: "Disimular es fingir no tener lo qde se tiene. Simular
@s fingir tener lo que no se tiene. Lo uno remite a una
presencia, lo otro a una ausencia'" (83).
d) "Cosyness® (sic) - emotional, psychological and emotional
comfort, warmth, and so on.
&) A ritualistic way of life governed by fFoutines and habits
such as tea-time, table manners, Motﬁeﬁ’s Day, etc., all
transmitted to our day as a massified, bouwrgeois imitation
of the greatly envied aristocratic traditiana Women read
religiously every day, participating in the collective
feminine ritual of reconstructing a basic archetypal story.

They obviously find great pleasure. and reconstitution in
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reading romance-—-novels if they gpenéﬁsa much fime and money
on them.

) A mosaic culture, arising from aqéuncritical accumul ation
and assimilation of different cultural manifestations. The
outcome is mediocrity because of the lack of discrimination
when objects belonging to diverse cQﬁturea,-historical
periods or artistic movements are viplenfly put together at
random. The so-called “gothic® romance—-nodvels, for example,
cover all eras that were characterized by an aristocratic
society. There is no awareness of historical differences
between the eighteenth and the ninetéenth'century, and the
language is a stereotyped simulation.

g) An obsessive accumulation of useless arteéfacts, objects
and gadgets purchased for the purpose of decoration. This 1s
probably the result of a desperate emptiness and alienation
in daily life. Women, like men, seek self-affirmation in
their possessions. The characters inqroméé;e—novels are
always described in terms of what thgy’p05ﬁess: "Rabert®s
car was a pale Aston-~Martin, sleek and powerful, like the
man himself" (84). (Women callect the covers of romance-
novels (supra, p.7.)

Romance-novels are completely kitsch, and the way of
life they idealize is equally sentimental. The hero and
heroine are the bourgeois ideals of the sexual roles: the
public and the private.

Moles dedicates a short chapter to kitsch literature,

and begins by stating that it is a litetature that aspires
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to promote the bourgeois dream of achieving “happiness’
conditioned by middle-class prosperity. It-is a simple
literature because it is the searéh}ipr~an ideal state.
Kitsch literature is measured by itg dégrea of triviality,
by the automatic forms of association (based upon the clash
of opposites). The emotions are always extreme. Moles
illustrates the predictability, the schematic structure of a

typical kitsch novel with his usual humour, as follows:

First knot_____ __ Sequences
» A man meets incidenta- at pain- rescuing
a woman 1ly wor k fully her
82 e e e e e e e e s o e e e e e e et e e e e, e e e e e o £ e e o et e e e e e e
A man loves intimat-— at a in richly
& WOoman ely dis— poverty
tance
83 et 40100 beoew Seet serms mmse mser Sees Sames Gvies GHOSE SHEES AU GwS4 Geees $OSSR SISIS UHOSY SSIe s SSAEe Seeee OPRS SHOPY FUPUS SeaR) SISO SHSEY SOSIR St SUPID SHeS ‘Senst, HHSe SIS SEer BEISS SHOES SHIY SHOS el SSOTS SHONG SH1) Fease Heet $HSS Feeee S440e Famre
A man loses he leaves they he takes he for-
A& wWoman her are a job gets her
separa—
ted
And kot
A man rescues in " slowly morally
a woman physically danger
e e e e e et et e e e et e e e e e ek ek e e e e et e e e e e
A man martries overcoming imme—- after verging
& Woman obstacl es diate~ some on
_ly  time death
Sé ‘

"And they lived happily ever after...."

With fouwr circumstantial possibilities and five chapters
there are forty-five possible cmmbinéﬁiong. To obtain the

story the author may choose any one of these possible

combinations. For example: 51 82. 83 54 83
1 2 3 4 3
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Chapter 1: Mr. Smith unexpectedly met blond Miss Z at a
cocktail party in Manhattan. '

Chapter 2: They instantly fell in love with each other but
they were separated because Miss Z hurriedly had to travel
to Japan to receive an inheritance.

Chapter 3: Miss Z had to stay in Japan and her letters
became increasingly sporadic because her father was against
Mer marriage to Mr. Smith. :

Chapter 4: But Mr. Smith one day had to go to Tokyo to sell
airplane motors for his company and on a visit to the
consul ate he saves Miss 7 from a fire. She falls into his
arms wilth gratitude.

Chapter 5: After some time they got married.

Moles” example just proves how schematic and trivial
most of these novels are. His table only shows the mechanism
by which these novels are written and redd because it is
part of the narrative contract. Needless to say. they all
have happy endings.

Fossibly, sentimentality would not be condemned i+ it
were not so extensive. It has been put to good use by

writers such as Aphra Behn or even Jane Austen in Northanger

Abbey. Unfortunately, it has become a part of all mass-media
and is therefore extending its influence, which has so much
to do with the principle of fashion and fast consumption.
One critic of mass communication clearly states that real
emotions and conflicts are diluted'éq the receptor who is
constantly subjected to mass culture becomes used to
reacting falsely and unnecessarily to substitute emotions
and conflicts. The audience hypnotically receives all the
merchandise (emotional, ideological or material) that the
media try to sell, and this includes the sale of substitutes
of happiness, tragedy, ingenuity, change, originality and

beauty or joy of life. Kitsch is a type of culture in which
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the form rules over the content. When content becomes mere
form expressivity is lost (85). If Moles believes that the
two basic states to which the middle-class aspires are
"happiness® and a wholeness of self, the publicity of
Harlequin Raomances is very successful:

- "Harlequin is romance...and you cah'ﬁevér have too much
romance"s '

- "Women &ll over the world share a special feeling about
LOVE, a feeling captured in HARLEGQUINM ROMANCES, the world’'s
most popular love stories because HARLEGUIN understands how
vou feel about love': .

- "Experience the warmth of...HARLEOUIN ROMANCE. The
ariginal romance novels. Best-sellers. for more than 30
vears. Delightful and intriguing loveé stories by the world' s
foremost writers of romance fiction. Be whisked away to
cdazzling international capitals...or guaint Euwopean
villages. Experience the joys of falling in love...for the
first time...the best time":

= "No one touches the heart of a woman gquite like
HARLEGUIN" _

- "HARLEGQUIN ROMANCE, a uniquely absorbing Jjourney into a
world of superb romance reading'.

There are many possible comments about the ahove
publicity. But the most important whderlying idea of all the
quotes is that Harleguin Enterprises invite the readers to
feel a sensation of belonging to a community of women, all
of them gathered out of their common feeling about love,
stereotyped love, of course. Somehow, the women symbolically
join forces because they hardly discuss the books; they
enjoy these seductive vovages to another world in the
privacy and isolation of their 1ivingirouﬁ5 Althouwgh the
andience is atomized by the variety of “lines® that

Harlequin offers, all readers are gathered under the title

of *women’, yet within this generic division there are
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different kinds of women, and Harleguin has books to sakisfy
all needs. -

I would like td mention, as a mattEr'¢¥ interest, that
Harlequin Enterpr;ses is only one of the tghpanies.that
belongs to a conglomerate called Torstar. Al the companies
deal with mass communications such as The Toronto Star, a
very popular newspaper in Canada, and others (see appendix
2Y. I mention this because Harlequin‘mgst waortry about its
economic survival, and there are manynﬁeams by which it
secures 1ts market. This success is inveréely proportional
to the guality of the books they produce because Harlequin
have had to diversify their product in order to extend the
market.

Romance-novels have become cnmmew;ial commodities as a
result of a complicated and lengthy‘pchess of production.
The paperback industry is possible because of several
factors including rotary magazine presses, advertising, fast
distribution networks and marketing @echniques. The
particularity of this industry is its capacity to predict a
hypothetical auwdience for its product, and in this Harlequin
has been very successful. We also know that publicity itsels
plays an important role because it creates the need in a
potential customeér for a particular'pFoduct. Therefore, the
business itself very much depends on {he'incapacity mf}women
to deal with their daily lives. This prediction of sales
depends on the capacity to control the interaction betwsen

an identifiable audience and a product designed especially
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for them, because a book can be marketed like a bag of
detergent or a tin of tomato sauce.

The formulaic nature of this literature canmnot only be
attributed to its amateur authors. It permits an editor the
possibility of directing and controlling book creation in
very specific ways. Although the audiencé cannot be
predicted in its entirety, editors secure their customers by
subscriptions and also by guestionnaires often found among
the lash pages of gach paperback:

1. Compared to romance series by other publishers, do
Harlequin novels have any additional: features that make them
attractive? If yes, what additional features?

2. How much do these additional features influence your
purchasing of Harleqguin novels? ‘

F. Are there any other additional featqtes vou would like to
include?

4. Where did you obtain this book?

3. How long have you heen reading erlequ1n novels?

6. Flease indicate your age group?

Since the production is practicaily-ﬁald through
subscriptions and special offérs,‘thezneed”{